
Wearing, and chums Chris Ofili,
Tracey Emin, Damien Hirst and
Gary Hume. A considerable
number of his own drawings
were likewise obliterated.

Robefi Rauschenberg did not
invite observers to watch his
audacious act of creationthrough-
destruction when he erased a de
Kooning drawing in 1953. But
Landy made a compelling show
of his artistic process, employing
material reclamation technology
to reduce everything to its con-
stituent parls. Break Down
attracted thousands of art-savvy
viewers and shopping-bag-
laden passersby, who looked
on as stunned witnesses as the
artist and a team of operatives
in matching blue overalls
industriously and methodically
annihilated both works of ad and
objects of daily life. Preparations
had begun six months previously,
when Landy commenced "an
audit of his life," forensically log-
ging, weighing, tagging and
bagging all but his largest posses-
sions. The tidy inventory of his
property functioned as a dual hit
list and memorial roster when
mounted on a large wall at the
emporium's entrance.

The helpers worked in arenas
circumscribed by a looping, plinth-
like conveyor belt, installed under
the previous tenant's illuminated
Please Pay Here sign. ln one bay,
an expert mechanic systematical-
ly dismantled Landy's Saab 900.
A multitude of yellow plastic trays
made their way around the rhyth-
mically curved blue track every 10
minutes, displaying objects either
before or after they had met
their un-makers. Occasionally,
i'ecords and CDs were given a
temporary reprieve when a work-
er would play one on a remaining
sound system. By the last day,
the mechanical shutters and
clangs of the machinery provided
the sole audio component. During
my visit early in the run, I saw a
cricket bat that had been trans-
f ormed into an appealing
collection of red plastic granules,
and a pair of Levi's, abridged to a
fluffy, gray-blue mound.

Break Down, Landy's strong-
est work to date, embodied more
than a social commentary on
shopping. His gesture of publicly
stripping himself of his worldly
goods had a spiritual dimension.
He behaved as a shaman might,
enacting a purge for communal
ends. Contradictorily theatrical
and meditative, emotional and
orderly, Break Down seemed a
tacit homage to Shiva, the para-

doxical Hindu god who was
an ascetic and sensualist, a
destroyer and restorer. Nothing
associated with Landy's affecting
work was for sale, save a modest
catalogue with the doleful data-
base of what no longer existed.

-Judith 
E. Stein

BE RLIN

Mirjam Kuitenbrouwer
at Wohnmaschine
When visual artists turn to ques-
tions of constructed space, the
Dutch have a clear advantage"
An awareness of the architectur-
al interior is a feature of the
Netherlandish painting heritage
that goes back to such prede-
cessors as Vermeer, Saenredam
and de Hooch. The wod< of Mirjam
Kuitenbrouwer, an Arnhem-based
artist, extends this tradition. For
the past decade, Kuitenbrouwer
has explored domestic interiors in
frequently quizzical paintings,
collages, photographs, sculptural
models and installations. This
show reprised several examples
of her earlier work and provided a
look at her most recent variations
on the theme of architectural per-
ception.

ln her modestly sized paint-
ings, Kuitenbrouwer often stads
with a photograph of a contem-
porary or historical room which
she has culled from publications
such as World of lnteriors. She
enlarges this image as a laser
print and then, following the
photograph's main outlines,
overpaints large sections of it
with flat expanses of acrylic in
muted tones. The result is a kind
of architectural abstraction in
which a few surviving photograph-
ic details-windows, mirrors or
doorways-punctuate the paint-
ing's otherwise flat surface,
sending the viewer's gaze into
perspectival vistas that seem
never quite to cohere.

At Wohnmaschine, one such
work serued as the basis for an
engaging installation called
lnstant Extension (2000). Here a
roughly 1 2-by-36-inch abstracted
interior painting was accompa-
nied, on the gallery's opposite
wall, by a floor-to-ceiling, black-
and-white photocopy of the same
work. Within each image, a
depicted rectangular mirror was
replaced by actual mirrored
glass. This device provided view-
ers with the disorienting sen-
sation of seeing themselves
reflected, jarringly out of scale,

within the virtual
spaces of the paint-
ing and its grisaille
copy.

The gallery's front
room contained three
of Kuitenbrouwer's
new photographs,
all created in her
own dwelling, and
all involving the
dizzying play of dis-
torted reflections.
Together, the works
in this exhibition
gave a contempo-
rary spin to the
notion that the archi-

Miriam Kuitenbrouwer: lnstallation view of tnstant
Extension, 2000; at Wohnmaschine.

tectural interior ultimately stands
for the artist's own subjectivity.
As Kuitenbrouwer puts it in the
catalogue of her recent show at
the Vienna Secession, "The
world is a detour. I am a termi-
nus." 

-Christopher 
Phillips

SYDNEY

Ella Dreyfus at Stills
Honest. compassionate images
of unidealized human bodies
have long been the subject of
Ella Dreyfus's photographs.
While many images in her
"Pregnancy" series of the early
'90s have great beauty and erotic
appeal, most of her works defy
traditional esthetic standards.
Operating in the gap between
fine-art and documentary photog-
raphy, Dreyfus, who has worked
as artist-in-residence in two of
Sydney's major public hospitals,
confronts the viewer with difficult
images that reveal much about
the human condition. She has
focused her lens upon her own
body (Faf and Ugly: Written on
My Body, 1997), upon male
infants being circumcised
(Covenant,199B) and upon the
aged female body (Age and
Consent,1999).

Her most recent exhibition,
"Transman," was presented as
parl of the 2001 Sydney Gay +
Lesbian Mardi Gras Festival. lt
was, for this viewer, illuminating
and haunting. A series of silver
gelatin prints recorded the surgical
transformation of a 49-year-old les-
bian into the man he had always
believed himself to be. The photo-
graphic format symbolizes the
close collaboration between afiist
and subject: the pictures are small
(1 2-inch-square) close-ups. The
sitter's eyes, when seen, stare
directly into our own.

The exhibition opened with an
image of the subject's female

body, from the nipples to just
above the knees, in contrappos-
to, but that was the only display
of genitalia. Most of the works
focus on the transformation of
the sitter's chest. ln one, the sub-
ject (whose name was withheld)
looks down at his bandaged
chest and cups a breast that is
no longer there, the empty space
accentuating absence and loss.
The figure is seen in raking light
against an impenetrable black-
ness. Throughout this series, the
power of the image is enhanced
by its technical perfection and
tonal richness.

While the viewer witnesses
evidence of surgery and imag-
ines the pain. discomfort is never
seen upon the subject's face.
Often one finds instead a look of
satisfaction, a sense of joy.
Dreyfus's photographs do more
than record the subject's .iourney
into true identity. She uses her
art and cedain art-historical refer-
ences-contrapposto and a
reclining odalisque pose-to add
layers of meaning and bring
viewers to reflect upon conven-
tions and notions of the ideal.

-Roni 
Feinstein

Ella Dreyfus: Untitled, 2001, silver
gelatin print, 12 inches square;
at Stills.


