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Like many of Ursula von Rydingsvard’s
exlubitions, this show paradoxically ccle-
brared the monumentaliey of the cvervday

Aurobiographical in content, these new
sculprures also reflecr the artist’s Provesss
orented mode of working: her engape-
mens with the woond s |=|-.-. sical qualines,
]L“"r"‘.";l.1:."”.‘.»..'."]‘1...?}!:‘“ \'I.l’.-l.\ Uraw on
the same sources as her carlier pieces:
cormmon handmade farm rools, domesric
mplements. the wooden archirecture of
peasants” dwellings and small coontry
churchies as mythical prororypes. and the
emphatically *mechanical” concerns of
Mummalism and post-Minimalism, They
refer to borh the renacious memory of
rural life in Poland and the Ukraine-
her parents” homelands conceprualized
through the filrer of a childhood spent in
fugee camp in Germany dunng W orld

) Fe
War Il [refreshed bur por alvered by the
artist’s cecent visirs o Poland}—and o
her formarive vears as a sculpror in che
early "Tils,

That von Ryvdingsvard’s artistic vo-
cabulary is born of a dichotomy was evi-
denn in Dl Grenkar (For Gene), 1991-93,
a solid and solemn wall-like srruciure
made of doweled and plued four-by-
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four-inch beams of lamber-yard cedar
{approximatcly scven feer tall, five Feer
wide, and three feet deep). The work
combines the ncutrality of prefabricated
clements with the unruliness of a dramar-
ically hacked front, suggesting an ascetic
altar decorated with an abstrace, chyth-
mic relicf,

The exhibition, however, consisted
mainly of more visceral works, such as
Krasgwreca, 1992-93, made of five linked,
drapelike, monumental bowls with the
buoyancy and fluidity of soft fabsic and the
solidity of a rock formation. Cryptic in
character, their insides almost totally inac-
cessible due to their heighe, they seemed
like a welcome place to hide. Also ar work
here was von Rydingsvard's particular use
of cedar, which she chooses for its durabil-
ity and lack of grain and knots, deliberately
concealing its yellowish-red surface with
layers of rubbed-in graphite.

In contrast to Lipweave, Grzebyk 111
and Grzebyk IV {Small comb, both
1993) were two “linear fantasies™ that
simultancously convey the rigidity of a
comb and the delicacy of hairs. Less con
vincing were five rectangular works
called Untitled, 1993-94, and subritled
“drawing™ with consecutive numbers,
Four of these, marked with stripes of
whitewash and heavily pronounced
crudeness, looked like tablets and were
pervaded by a "primitivensss® borrowed
from African art that seems rather alien
to the artist’s sensibihicy.

One of the most arresting of von Ryd-
ingsvard’s recent sculprures was a lacge
floor piece, Trilce, 1994. Comprised of
twenty clongated elements resembling
halves of gigantic peas, its shell-like vessels
notched with grooves made with a circular
Saw, 1t ‘“rl"ll{"d an extremely sensuous ex-
pressive field.

—Marek Bartelik



