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P! staged a version of the apocalyptic nightmares many have 
been having of late. “The Stand,” curated by P! director Prem 
Krishnamurthy and artist-curator Anthony Marcellini, drew 
inspiration from Stephen King’s novel of the same title—a 
sprawling epic in which good and evil duke it out in the after-
math of a global epidemic. Featuring the work of twenty-five 
artists crammed into the mini storefront gallery, the exhibition 
was bewildering, cacophonous, and surprisingly odorous thanks 
to a curatorial decision to spread rubber mulch across the floor, 
dividing it diagonally into a blue section and a black section that 
loosely demarcated opposing sides of the struggle. Meant as a 
play on the sandbox Robert Smithson proposed in “A Tour of 
the Monuments of Passaic, New Jersey”—in which the con-
tents of two different-colored sections of sand would inevitably, 
irreversibly mix, due to forces of entropy—the floor installation 
undermined what already seemed an unstable boundary between 
light and dark, with the mulch being tracked back and forth over 
the course of the exhibition’s run. 

Hung along the blurry borderline was Faheem Majeed’s 
Fields of Our Fathers (2016), a large piece of muslin crisscrossed 
by charcoal rubbings made from the surfaces of farmlands in 
Wisconsin, where the work was originally exhibited. This was one 
of several pieces making reference to the American landscape, 
whose depopulated locales take on weighty significance through-
out King’s saga. Another such work, e-team’s Artificial Traffic Jam 
(2005), is a video made in the Nevada desert in collaboration with 
the people of Montello, a remote community of fewer than a hun-
dred inhabitants. We watch a series of dusty automobiles gradually 
form a bumper-to-bumper traffic line along an otherwise aban-
doned dirt road, their drivers honking raucously as Willie Nelson’s 
“On the Road Again” plays on the soundtrack. 

The familiar voice of the perpetually road-tripping country 
crooner lent an unsettling irony to the more macabre works on 
view. These included Xaviera Simmons’s Whatever the Cost, I’ll 
Pay in Full (2010), a black-and-white pigment print featuring 
a large owl with a mouse dangling helplessly from its beak, and 
Dana Schutz’s Bird in Throat (2011), a woodblock print depict-
ing a man whose neck is agonizingly distended in the shape of a 
bird. In the company of these avian terrors, the American eagle 

Mattered” links images from the civil rights struggles of the 1960s 
to recent police shootings. Up to this point, the exhibition looks 
like an inventory of current hot-button issues. The closest thing 
to a conventional artwork is Mel Chin’s engaging video The Arctic 
Is Paris (2016), which dramatizes global warming by following an 
Inuit dragging a sled through the streets of Paris. 

The tone of the show changes dramatically with “Fluidity 
of Gender.” Here, a party atmosphere prevails as videos present 
transpeople and cross-dressers vamping, dancing, and generally 
strutting their stuff. In one video, actress Laverne Cox remarks that 
the internet has given transpeople a voice. Another centers on Caitlyn 
Jenner and the 2015 Vanity Fair cover story that showcased her 
glamorous new femininity. Music videos celebrate noted drag queens 
and queer icons. Together, the selections highlight the media’s role in 
mainstreaming images of gender-nonconforming people. 

The liveliness of these presentations finds a peculiar parallel in 
“Propaganda and the Islamic State.” This deeply unsettling section 
focuses on ISIS recruitment strategies. Slick videos produced by Al 
Hayat Media Center, the propaganda arm of the group, introduce us 
to martyrs and executioners. Another shows a cheery British journal-
ist reportedly kidnapped by ISIS who now transmits upbeat “news” 
reports from ISIS-held cities on the good works done by his captors 
and on persecution by Western forces. Still another portrays a former 
pop singer who now produces jihadi songs for use as soundtracks in 
ISIS videos. As in the gender section, we see how the sophisticated 
packaging of charismatic individuals creates cult heroes, and how 
music, compelling personal narratives, and engaging graphics help 
build a sense of community for outsiders. The videos here also offer an 
alternate reading of the refugee crisis as it is presented in the “Flood” 
section, where the focus is on innocent victims of violent upheav-
als. The ISIS videos show how such events also radicalize jihadists, 
thus providing grist for people who see potential agents of “radical 
Islam” in all those who have suffered because of armed conflict in the 
Middle East. 

The exhibition closes with video collages of the presidential elec-
tion as seen by the so-called alt-right. Here we are confronted with 
the through-the-looking-glass nature of our new Orwellian reality, 
as tactics pioneered by participants in the civil rights move-
ment become part of the arsenal of white supremacists and the 
relativistic vision promoted by postmodernism feeds beauti-
fully into the delegitimization of facts and truth by Trump 
and his team. Throughout the show, we see media—whether 
professional or amateur—as being equipped to expose truths 
and to invent them, to undo harm and to perpetuate it. We 
leave “Perpetual Revolution” with a mix of hope and forebod-
ing as we hurtle headfirst into an unknown future.

“THE STAND”

Just in time for the inauguration of the forty-fifth president of 
the United States and the announcement from The Bulletin of 
the Atomic Scientists that the Doomsday Clock had been moved 
forward from three minutes to midnight to two and a half,  
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 (2016), a large piece of muslin crisscrossed 
by charcoal rubbings made from the surfaces of farmlands in 
Wisconsin, where the work was originally exhibited. This was one 
of several pieces making reference to the American landscape, 
whose depopulated locales take on weighty significance through-
out King’s saga. Another such work, e-team’s Artificial Traffic Jam 
(2005), is a video made in the Nevada desert in collaboration with 
the people of Montello, a remote community of fewer than a hun-
dred inhabitants. We watch a series of dusty automobiles gradually 
form a bumper-to-bumper traffic line along an otherwise aban-
doned dirt road, their drivers honking raucously as Willie Nelson’s 
“On the Road Again” plays on the soundtrack. 

The familiar voice of the perpetually road-tripping country 
crooner lent an unsettling irony to the more macabre works on 
view. These included Xaviera Simmons’s Whatever the Cost, I’ll 
Pay in Full (2010), a black-and-white pigment print featuring 
a large owl with a mouse dangling helplessly from its beak, and 
Dana Schutz’s Bird in Throat (2011), a woodblock print depict-
ing a man whose neck is agonizingly distended in the shape of a 
bird. In the company of these avian terrors, the American eagle 

Mattered” links images from the civil rights struggles of the 1960s 
to recent police shootings. Up to this point, the exhibition looks 
like an inventory of current hot-button issues. The closest thing 
to a conventional artwork is Mel Chin’s engaging video 

 cover story that showcased her 
glamorous new femininity. Music videos celebrate noted drag queens 
and queer icons. Together, the selections highlight the media’s role in 
mainstreaming images of gender-nonconforming people. 

The liveliness of these presentations finds a peculiar parallel in 
“Propaganda and the Islamic State.” This deeply unsettling section 
focuses on ISIS recruitment strategies. Slick videos produced by Al 
Hayat Media Center, the propaganda arm of the group, introduce us 
to martyrs and executioners. Another shows a cheery British journal-
ist reportedly kidnapped by ISIS who now transmits upbeat “news” 
reports from ISIS-held cities on the good works done by his captors 
and on persecution by Western forces. Still another portrays a former 
pop singer who now produces jihadi songs for use as soundtracks in 
ISIS videos. As in the gender section, we see how the sophisticated 
packaging of charismatic individuals creates cult heroes, and how 
music, compelling personal narratives, and engaging graphics help 
build a sense of community for outsiders. The videos here also offer an 
alternate reading of the refugee crisis as it is presented in the “Flood” 
section, where the focus is on innocent victims of violent upheav-
als. The ISIS videos show how such events also radicalize jihadists, 
thus providing grist for people who see potential agents of “radical 
Islam” in all those who have suffered because of armed conflict in the 
Middle East. 

The exhibition closes with video collages of the presidential elec-
tion as seen by the so-called alt-right. Here we are confronted with 
the through-the-looking-glass nature of our new Orwellian reality, 
as tactics pioneered by participants in the civil rights move-
ment become part of the arsenal of white supremacists and the 
relativistic vision promoted by postmodernism feeds beauti-
fully into the delegitimization of facts and truth by Trump 
and his team. Throughout the show, we see media—whether 
professional or amateur—as being equipped to expose truths 
and to invent them, to undo harm and to perpetuate it. We 
leave “Perpetual Revolution” with a mix of hope and forebod-
ing as we hurtle headfirst into an unknown future.

—Eleanor Heartney
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Just in time for the inauguration of the forty-fifth president of 
the United States and the announcement from The Bulletin of 
the Atomic Scientists that the Doomsday Clock had been moved 
forward from three minutes to midnight to two and a half,  

While Heimer fully painted some of their bodies, she simply 
outlined others in pencil, allowing their forms to blend into 
the desert. Further playing with typical relationships among 
the landscape and its occupants, she rendered the painted 
bodies much larger than the cacti and rams around them. The 
technique effectively conveys the distortions of memory and 
imagination, the ways in which the subjects of our envy can 
loom large and intimidating in stories we tell ourselves about 
the superior lives they lead.

In domestic scenes, natural elements appearin the forms 
of floral wallpaper, a starry constellation on a television set, and 
tall grass seeminglysprouting from a kitchen floor. Nature takes 
on gendered connotations in two paintings, as revealed by their 
titles: Since I Was a Small Girl I Have Dreamed of Living off the 
Land and Building All I Need. I Am Jealous of Self-Made Men  
On the Ranch I Remember Squatting in the Bushes and Watching 
the Farmhands Piss in the Pond, and Ever Since I’ve Envied the 
Bravado of Boys and Bulls. Here we see that Heimer’s frustra-
tions extend beyond the personal to the societal.

The works also conjure far older narratives, with Heimer 
making reference to the Garden of Eden (thin green snakes 
appear throughout the compositions) and other mythologies 
(a sea monster floats in a corner; unicorns and virgins copulate 
along a pink path; a woman dangles grapes above her head 
like Dionysus). In a painting evoking narrative friezes and 
tapestries, an outdoor landscape is organized in three distinct 
rows, each portraying a different stage in the lives of women. 
Throughout her work, Heimer demonstrates an interest in  
origins—of the universe, of narrative art—that seems a 
response to the obscurity surrounding her own inception (she 
even titled a former series “The Adopted Child”).   

 Heimer’s paintings in themselves convey fantastic, off-kilter 
worlds with poignancy and humor. If their cumbersome titles 
at times limit room for interpretation and make the images feel 
like large-scale illustrations from an as-yet-unrealized book 
project, they also reveal an artist with plenty of stories to tell, 
searching for ever more inventive ways to represent them. 

—Alina Cohen

represented in sculptural outline in Marcos Lutyens’s Bird of a 
Feather (2016–17) seemed a sinister national emblem, while a 
Trevor Paglen photograph of contrails left in restricted airspace 
above Nevada, presumably by military aircraft, reminded us 
that our skies are perpetually stalked by the most deadly birds 
of prey. Jonathan Bruce Williams’s Reception Room (2017), 
a blipping and bleeping chandelier made from 3D-printed 
materials, has a signal jammer nestled within it, evoking the 
“dark territory” not only of a world without wireless com-
munication, but of a political moment in which much appears 
cloaked in secrecy. 

The show also included a number of seeming counterpoints 
to these evocations of the state apparatus. The contribution by 
the collaborative group the Hinterlands from their larger work 
The Radicalization Process (2016) includes archival storage boxes 
filled with sticks of dynamite, presumably for seditious ends. 
Edgar A. Heap of Birds’s Genocide and Democracy (2016) com-
prises eight red-and-white monoprints resembling protest signs, 
which intermingle hollow patriotic sentiments with references 
to the opprobrious treatment of Native Americans. 

Needless to say, most of the work on view seemed to amplify 
the anxieties of the present moment. But there were notable excep-
tions. Hanging inconspicuously on opposite walls of the space were 
two small, abstract compositions by Lisi Raskin, each tenderly con-
structed out of paper and slivers of glued-together wood. Although 
the titles, Rise and Shine, had ambiguous connotations in relation 
to the show’s larger themes, they read foremost as subtle allusions 
to a brighter dawn in this period of last stands.  

—David Markus

ANDREA JOYCE HEIMER
Hometown
The title of one of Andrea Joyce Heimer’s paintings is so 
long that Hometown had to bunch some of the words 
together on the checklist, deleting the spaces between them. 
Frequently exceeding twenty words and comprising one or 
more complete sentences, the titles of the works in this  
exhibition—her first solo show in New York—express 
sources of the artist’s broad-ranging envy. Provocative, styl-
ized phrasings like I Am Jealous of Everyone You Have Ever 
Been with and There Have Been Many, and Then I Find Out 
Some of Them Were Squirters and I Am Undone by This Knowl-
edge. It Weighs on Me like a Stone underscore a fascination 
with storytelling that pervades the paintings. In colorful, 
intricately detailed scenes derived from her own biogra-
phy—and rendered in acrylic and pencil on panel—the 
Washington State–based painter (b. 1981) conveys narratives 
regarding her fears of abandonment, insecurities about her 
body and disposition, and sense of alienation as an adopted 
child without access to records of her parentage. 

Crowded with characters nude and clothed, the most 
exuberant paintings on view offer lush gardens of earthly 
delights, whether set outdoors or indoors. One depicts 
figures cavorting and getting high in a brushy desert. 

Andrea Joyce 
Heimer: I Am 
Jealous of Those 
Who Can See Their 
Own Facial Features 
Echoing down Their 
Family Lines Like a 
Voice Telling Them 
Just Where They’ve 
Been, 2016, acrylic 
and pencil on panel, 
18 inches square; at 
Hometown.




