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Michael 0'Malley's Tatlin's Dreom

aliuded to the Russian Construct-
WIS’ Corner counter reliefs that
placed “real materials inta real
space” Spark, a large sprawling
chandelier, introduced a home-
grown vasiation. In o2k, matenals
generslly ysed ir the construction
af single-fanuly dwe.lings (carved
arck, hallow core daors, weldeq
steel. newspaper, house paint, and
Jiue) replaced tradit onal faceted
crystass. Reiect:ng the superficiality
Stornzment for tne modest ele-
TEAL AWMEK to the agiual sTruc-
ture of the home resclied in

ar ExdI0r'on of arCniteTTural space
Nrrorec nthe Litie’s succinct

Toniker,

With the ooering of tne Seatrie
&2 Muscur's nire ace Olympic
Stulprure Pack, visitors have an
02pOrtunity to experience works
118t botk refer &nd tespond to
nature. “New Sculpture Survey”
offered an interestingly timed coun-
teipaint, with a number of artists
fully considering:the different
fazets of int2rior spage.

— Swzenne Beal

MONTREAL

Guillaume Lachapalile

and Kim Adams

Circa

"2l tneir utilitarian design,
sutieume Lachapelle’s maquette
€7v:0nments have a tinge of surreal
¢ ruty. What makes them inter-

am-lixe arc poetic, fictional
1 functonal allusicns that
cture and ergineering.
felight in making
have 3 tunctian,
213 10 present
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Surrealis‘n as he goes alang,
Mmosphlere develops in the junc-
tures andiset-ups of trese fragmen-

Lary stagdd scznes. The mechanisms,

rail lrestlTs, and engineered plat
forms ailiccnvince s with their
structuraq solidity, yet many of them
lead nowlere, pieces o° a longer

sequence of which we tnow nothing.

i
Wz see, for instance, a train
!

emergingiout of a tunnél in 3 wall.
In anothr% pi2(e. we 02 3 series of
l

Abave: 60! laume Lachapelle, Manéges #8, 2004-0€. Wood. detail. Below Guillaume Lachapelle,
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indivigJals on different floars oi a
freestanding platferm enaaged in
various acivities. These scenarigs
sculpted «n miniature play on and
with verious levels of interpretation,
[t seems thet Lachapeile’s intenced
purpase < not unlike Magritte’s in

Ceci nest pos une pipe. In ore partic-

ular maquette, the man on the
uppermst level appezrs to be d:op-
ping a sohere down an opening G
the platform below, A man on the

2004-06. Wcod and polyester resin, installation view.
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lower pa-form see

the spheras. Where B will place

them afterwards is #b: at all ciear.
Another fanciful 0 fantastic

- work is tinged withf 1 atmosphere

akin to Borgas’s shi
Litrary of Bazel” (§§c.1). A man
s.eeps on his side ifF 3 niche set
within z bozi-filleg .f aranment.
ITis s if the materigmanifestation
of 3 potental realitfvere itself
scmzhow rea! Thesf fream envi-

stary “The

éges #13,
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David Lamelas, Time as Activity
{Buenos Aires), 2006. Polyester resin,
fiberglass, stainless steel rods, and

mirror shegting, 4 meters diameter.

ronments wark becausz they are
prezidL ang smail wale; they could
be infinitely remade because they
are products of imagination, just
like tre catatogue n Borges's
library, which cantinyaily expands
with to¢ z¢dition of thousands of

¢, as well as progis

false (ala'og
¢t the f2:3ty of those rataiog

o Gt The facty of the

Lachapeiles librgry

made of 1y wacden books

necorees ae entire worla, 3 hbrary
of lipranes

sS4l atrer works deught in build-
v Ut brcgEs, waak ils 2o
ke Taey bang nospace ke
sussended merzphors. waiting for
sotne ConneCting conteal. One
irclydzs 2 fower snd an air vent;
anciher featuigs a tree whose
geaghes Dol le end supporl e
yn2s rom end qoes

rowhere. 127 15 gven an existen-

tia: correr veth 3 seiies of posts

and shelves— natnng move, or iess.

Tz elemznis in Lachepelle’s
painstziingiy mode'eC universe (an-

cee a metaphysical world, rein-
farced by he urtreated cclot of the
wias, winith fecails & Surrealist

crzamworlg quite effectively.
Angtner section of the gallery wes
cedizated te the maquettes of
Ontsiiv-oasad Kim Acams, an arlist
WNOSE CONSLIUCLIGnS tispired
lachapelie Hzre, Adams presented
tne latest in Yrarre new breeds of
Ferid veir'ces, nciuding a Slug
Truck 118961, Cheese Trucks 1 and i}
11338}, Tone \iewar [111938), and
ar, Farch Bubble (1536). Farm fot-
laws i, 4200 in this ever-evolving,
3lways matorized yniverse,
Opvicusiy Lechapelie and Adams
are having fun pui'ding theit
dystopian, utopan, surrzal medeis.
As constrections, their works
becoms metaphars for how we

Saulpture A NG

think, build, and construct things.
he fact that neigher artist seets 3
purist function o7 2 perfect universe
rerands s of Carnus’s comment
that “the society based on produc-
tion 15 onfy preductive, not Creative”
—John K. Grande

Buinos Almis

David Lamelas

MALBA (Musea de arte
Latinpamericano de Buenos Aires)
Regent visitors to IMALBA were sus-
prised at e radeum’s entiance Oy
2n enormous sculpiure made by the
Argentine artist Dav:d Lamelas. Best
krown for his work #h film and video
and lus conceptualst sculptyre of
the '60s and '70s. Lamelas was barn
in Buenas dures in 1546 a7G studied
2t the Nazional Academy of Fine
Ars. In 1658, he wet to London on
2 scholarship and studied 3t S
Mariin’s Scheoi of Arts. 1n 1376 he
moved tc Los Angeles, end by 1488
he had settled in New York. All
through the 'g0s e tived in New
vork. Brussels, and deriin, ¢nd since
1999 he has spent his time 'n
Buenas Arres, Los Angeles, ang Paris.
Lamelas’s particaation in indvidua!

and group exhibitions in tre most
important art ¢zpitals of the world,
as well as several retrospectives,
proves hini to be ene of the most
interzsting messengers of ccntempo-
1ary art; this could be cleady seen in
hzs piece placed at MALBA's gates.
Responding to the secunty issues
that plague nct only Buencs Aires,
but every big city, Lamelas gave a
statement of sculptural proportions:
2 “surveillance mirror” that reflected
ang acted as a guardiar,, contolling
everything that happened around
the museum. Unlike Kapoors Sky
Mirror 3t Rockefeller Center, which
prought the sky down tc th= a-ound,
Lamelas’s Time &s Activity (Bueros
Aires) concentrated on surrcunding
action. rour meters in ciameter, this
sculpture made of polyest2r resin
with {iberglass, rigid stainless steel
rcds. and mirior sheeting became
the most recent manifestation of
Lamelas's lfe-tong endeavor 12 reiate
time, as the vehicle for action, to
urban and architectural structures.
Always demanging 2n active public.
lamelas's woik eTiphasizes the
importance of ideas and concepts.
When he was invited by the museum

to produce 3 piece, he they - 1 that
Dlaclng 3 (amera 1o (apture '?dlll_v
wasn't as good anidea as ti ig to
apture moverment itsell Hi ouldn
have made a better choice = sum-
marize the aims of his trile¢  Time
as Actwity,” begunin 1963, whih
he fitmed different Europear tities
(starting with Disseldarf} . -indom
daity situations, always seeb "3 the
work of art not as an oBect it in
relation to surrounding spat

Urban life was the soul o 1is mur
ror, which transformed “Ti 12 23
Activity " into magnilicent  gpor-
tions N wasn’t a traditione : cuip
ture. According to the artis it did-
'l glority anyone of comm. 11gratc
2Nything, it was pure prose -, @n
anti-monument” The kind ¢ pecle:
1or that Lamelas plways as: 1ney
was onge again part of hiy -~ ngne:
viewers touynd themssives i zide
ihe mirror while walting tc s37d the
entrance. suddenly ssoppe 9y @
‘big eye” that made exider 10t
only the someumes ceiel a ¢ awlul
reality surrounding us, but ¢ as
well Because, whetherve 1oir
or not, we are part of ir.

= Mariu Caral .« Egulc
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