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Annenberg space, a slideshow of pro-
jected images and a documentary film by
Greenfield offered historical perspective
and insight into the urge to emulate
ideals promoted by the cos-
metics, film, and fashion in-
dustries, often through
manipulated photographs.
In the film, black models
grapple with obstacles they
have faced and historians
weigh in on the cult of
beauty.
Prints, displayed in sur-

rounding galleries, were or-
ganized by themes such as
“Hollywood Glamour Ma-
chine,” “Beauty Inc.,” and
“What Size Is Beauty?”
Herb Ritts’s group portrait
of nude supermodels was
paired with Leonard
Nimoy’s depiction of simi-
larly posed plus-size women. 
If a single picture summed up the con-

flict between the costs and rewards of
beauty it was Anatomy of a Pin-Up
(1991), by Annie Sprinkle. A full-body
portrait of the artist, done up in red
corset and boots, black gloves, and push-
up bra, is surrounded by handwritten re-
marks about her uncomfortable attire. At
the bottom of the print she has written:
“In spite of it all, I’m sexually excited &
feeling great!” —Suzanne Muchnic

‘Go Figure’
Smart Museum of Art, 
University of Chicago
Chicago
This broadly conceived group exhibition
of figurative work from the past six
decades was Chicago-centric. Pieces by

Sylvia Sleigh, Kerry James
Marshall, Christina Ram-
berg, and Leon Golub,
drawn from the Smart’s
contemporary holdings,
provided a rich foundation,
while additional works by
Nick Cave, Yun-Fei Ji,
Martín Ramírez, Ravinder
Reddy, and Clare Rojas
rounded out this solid, full-
bodied show. 
The exhibition opened

with the colorful and ro-
mantic Slow Dance
(1992–93), by Kerry James

Marshall, who lives and works in
Chicago. In this unframed mixed-media
canvas, a couple presses against each
other in a densely patterned living room.

A sliver of the woman’s yellow dress
peeks out from behind the man’s body—
it highlights the curve of her hip, giving
the couple a sense of swaying motion. 
An untitled site-specific installation by

Clare Rojas, who earned her M.F.A. in the
city, covered two adjoining walls. A lone
female figure appeared on each wall, sur-
rounded by bold geometric shapes, vi-
brant fields of color, and folkloric patterns
reminiscent of quilts. Rojas used the in-
stallation as a set for her opening-night
performance, where she appeared as her
alter ego, folk singer Peggy Honeywell. 
Sleigh’s painting Nancy Spero, Leon

Golub and Sons Stephen, Phillip and Paul
(1973) depicts Golub and Spero’s family
in front of his oil-and-lacquer-on-canvas
Colossal Heads I (1958–59). Around the
corner, on loan from a private collection,
was Golub’s huge painting itself. Golub

was born and educated in Chicago—he
attended both the University of Chicago
and the School of the Art Institute of
Chicago—and he and Spero donated
Sleigh’s portrait of their family to the
Smart in 1988.
Even the outsider artist Ramírez, who

never set foot in Chicago, had a loose
connection to the city. It was the Chicago
Imagists who discovered and championed
his work. —Ruth Lopez

Shaun O’Dell
Inman
Houston
Visitors entering “Feeling Easy Feelings”
were immediately confronted with a
massive wall text titled Describe in one
sentence a moment in your life when you
experienced a radical change in the way
you think about things (2011). Twenty re-
sponses, which Shaun O’Dell solicited
from friends, were rendered in graphite
directly on the wall. They included “No-
vember, 2010: I saw beauty in the pure
pollution which oozes from a dump” and
“End of spring, 1986: I hold my blood-
stained hands, in one day it all melts
away.” 
Works on paper filled an adjoining

gallery, among them luminous abstract
collaged-paper drawings that the artist
created by cutting up and reorganizing
“finished” works, using a process similar
to musical improvisation (O’Dell is also a
jazz saxophonist). In these and other
gouache-and-collage pieces, the artist’s
delicate linear configurations and repeti-
tive checkerboard-like patterns—exe-
cuted mostly in deep blues, rich greens,
and bright golds and reds—bring to mind

Lauren Greenfield, Camp Shane, 2001, Cibachrome print, 16" x 20".
Annenberg Space for Photography.
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Sylvia Sleigh, Nancy Spero, Leon Golub and Sons Stephen, 
Phillip and Paul, 1973, oil on canvas, 72" x 961⁄4". 
Smart Museum of Art, University of Chicago.

Shaun O'Dell, feelings.oxbowCollapse.gold, 2011,
gouache on collaged paper, 101⁄2" x 81⁄2" x 1⁄2". Inman.
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Paul Klee’s color polyphony and Alfred
Jensen’s magical grids and mandala-like
compositions. Pyramids, obelisks, totems,
and other forms derived from folk ver-
nacular can also be found in these
strange and evocative works.
The show’s centerpiece—a whimsical

sculpture made of two brass rods cutting
through two stones, one limestone and
one marble, placed atop a plank of Pon-
derosa pine—was on view in a third
room, installed between a collaged gela-
tin silver photograph of the 1980 Mount
St. Helens eruption and a wall covered in
shimmery aluminum leaf. The sculpture’s
teetering rods stretched across the room,
skimming the floor and nearly touching
the walls.
While it took some effort to enter into

the state of obsessive concentration that
suffused “Feeling Easy Feelings,” O’Dell’s
work ultimately seduced viewers with its
playfulness. This was a mesmerizing
show. —Susie Kalil

Sandra Ramos
Dot Fiftyone
Miami
Miami and Havana have been embroiled
in a complicated relationship since Fidel
Castro came to power in Cuba, in 1959,
prompting the deterioration of diplo-
matic relations between Cuba and the
United States and spurring the immigra-
tion of hundreds of thousands of Cubans
to Miami over the years. In this potent
exhibition, titled “90 Miles: Living in the
Vortex,” the Havana-based artist Sandra

Ramos revisited this decades-long drama,
symbolically uniting the two cities.
The show centered around 90 Miles

(2011), a bridgelike installation whose
title refers to the approximate distance
between Cuba and Florida. Spanning 32
feet, the work is constructed from 12
photographic light boxes mounted atop a
simple-yet-sturdy
aluminum scaffold-
ing, with aerial
views of Miami and
Havana positioned
at each end. Visitors
to the gallery could
step up onto the
light boxes and tra-
verse the structure,
metaphorically mov-
ing from one city to
the other by walking
over a series of im-
ages of the Florida
Straits, the body of
water many Cubans
have attempted to
cross in order to
reach the United States. Ramos shot all
of the images from an airplane during a
flight from Havana to Miami earlier this
year. Spangled with cottony tufts of
clouds that float above pale azure and
della robbia blue waters, the nearly ab-
stract compositions have a dreamlike
aura, but in this context they became re-
minders of an anguished geographic and
political divide. 
Also on view were digitally manipulated

photographs, some of which portrayed
fantastical bridgelike forms made from
coiled ropes, barrels, or logs; a serigraphy
and lithography series titled “Secret Fear”
(2011); and three 3-D animation videos,
including Shipwreck (2008). Their pres-
ence amplified the bittersweet power of
90 Miles. —Elisa Turner  

Louviere +
Vanessa
A Gallery for Fine Photography
New Orleans
In a remarkable new series titled “Coun-
terfeit,” New Orleans–based duo Lou-
viere + Vanessa—Jeff Louviere and
Vanessa Brown—mined the symbolic im-
agery found on paper currencies from
around the world.
To create a painterly effect in these

mixed-media works, the artists printed
digital photographs of selected details in
the currencies on Japanese kozo paper,
then mounted the images to Dibond alu-
minum composite panels with built-up
layers of colored gesso and rubbed or
distressed gold leaf. This uneven gesso
base, subtle but often visible through the

gold leaf and photographic print, pro-
duces an impasto underpainting—the
visible brushstrokes help create the illu-
sion of painting. Encased in a clear coat
of resin, the striking pieces were pre-
sented in handmade wooden frames.
The works ranged from the heroic to

the sublime. PETULANCE DEFIES its
OWN TANTRUM (2011) portrays the fig-
ure of a North Korean soldier holding a
rifle above his head, while a gentler
image, titled THE FORGOTTEN FEAR of
FEATHERS (2011), features the monarch
butterfly found on the Mexican peso.
Some works depict glorified politicians or
gods, while others portray dramatic
scenes from revolutions, wars, or
mythology.
Yet Louviere + Vanessa’s images are

not simply reproductions of the artwork
found on paper currencies. The artists
isolated visual elements and symbols
and stripped away their contexts in
order to explore the tension between
representation and abstraction. They
cleverly melded the realism of photogra-
phy with the expressionistic qualities of
painting.
When viewed up close, the “Counter-

feit” images reveal the abstract rhythms
of the engravers’ marks. From a dis-
tance, they show the engravers’ art.

—John R.
Kemp

Sandra Ramos, 90 Miles, 2011, aluminum and digital
prints on light boxes, 32' x 3' 4" x 2' 3", 

installation view. Dot Fiftyone.

Louviere + Vanessa, PETULANCE DEFIES its OWN TANTRUM, 2011, gold leaf and
photo noyée, 32" x 48". A Gallery for Fine Photography.
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