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THE FORMAL STRATEGIES used in these projects involve an
expanded idea and use of photography. Each artist has
utilized photographic images or the photographic process,
but the work is presented in an unorthodox manner, s
little with conventional photographs placed in a

a frame. These artists take experimental form fo

far more interested in the critical and theoretical

s they are
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~ - v e ideas and information
of modern experience by borrowing mass media images and
v < < WHILE DELIVERING POINTED COMMENTARY on how we

perceive the world

incorporating them into their art, exploring the secondary nature :

S : o b of each of
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of our knowledge as opposed to the primary, authentic experience O make e odicpeaant'

spective within a poetic form. Reproductions from printed

of real phenomena. In other words, what we see, how we think

about the world, and how we move within it are not conceived of

being seen and explore tf

in terms of lived experience, but through a filter of images and through which we rec rmation. D)

information. The four artists in this exhibition— Uta Barth,
Dede Bazyk, David Bunn, and Connie Hatch— predicate their

work on this idea of USTIL THE TWENTIETH CanTuRY 2 great deal F knowlédg appeartobe bothmodernlst art imagea and pHmirive

»f maps. Finally, the
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is a natural and likely component of tt

information and resence as a s
communication, photography itself is not only the vehic
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DEDE BAZYK

Uta Barth

Uta Barth is particularly concerned with the levels of engagement that are
activated when one is confronted by various types of visual information.
Her recent works consist of groupings of photographic representations and
painted graphic abstractions. These are rendered in similarly sized panels in
black and white that are ordered into brief sequences. Elements are some-
times repeated from sequence to sequence to set up resonances from wall
to wall and across rooms. These resonances are enhanced by the retinal
afterimage that is generated in the process of viewing

the painted abstractions and is then carried from one

ilnilf_’:k’ o ll]L’ NEXTL. While Barth's sequences seem to be carefully srganized structures

e Each image must be decoded in a different kind of cognitive process:
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read:

. representational im

e as linguistic constructio!

they cannet, in fact,

ne way, absiract im

me of the painted emblems actua

power of the gaze. S

target the viewer and reverse the process of viewing

A NUM

1ER OF THE IMAGES set up an uneasy distance between

remselves and the viewer by virtue of their uncomfortable
subject matter: police surveillance scenes taken from news-

paper illu

trations, a woman (Barth herself) posing as an

object of interrogation, symbolized

« deliberate anonym

by a silhouetted head. These uns

ling pictures call

» question the issue of private versus public personas

rting the usual social process in which the self is

to the social space, they transform attention into

rrogation. While Barth pictures herself in these images,

she ironically avoids at

tobiography. She inverts the

and becomes a subject of ¢

e works inquiry, but there is no

self-revelation, Instead, a

eneric private space is invaded
¥

by a field of perception; the illuminating eye becomes the
illuminated object

THE CONCEPT OF

10 is engaged again and again

on various levels in Barths work; it is the ironic center of her

ther way, and g

display. While

images provokes expect

tions of a narrative, the shifting among various types of

imagery obscures and even censors meaning. On other levels,

N

though, the theme of illumination is clear and unobstructed,

if sardonic. Taken individually, the panels reiterate

illumination, and exposure, of subject. In a society in
which privacy is understood to be autonomy, this exposure,

this wresting of information through surveillance and

interrogation, amounts to transgression. These images of

ining,

sight, and seeing are alternately passive and

AFLETESSIV

:; they are powerful and potent emblems of action

and social transaction. They are designed to imitate the

manner in which we are rov

nely presented with information
in images in our world: quickly read they seem to yield some

information, but in fact they targ

and manipulate as much
and even more than they inform. Barth’ groupings are

finally an expression

f the uneasy place of self in the world

and the intellectual balance that must be maintained berwe

gathering information and being manipulated by ir, ¢

UNTITLED #6, CONFIGURATION #2




Dede Bazyk uses photographic reproductions
from old biology textbooks to develop themes
that challenge our assumptions about science.
Her brightly colored photographic panels,
silhouettes, and three-dimensional objects
bring a larger-than-life scale to natural elements
that are invisible to the naked eye:
De d e BOZYk blood cells, paramecia, metamorphosing pupae.
Juxtapositions of images
and sculptural interpretations of simple life forms
turn the expectations of our elementary school educations in science upside down.
Bazyk substitutes her own subjective image combinations and objects
for objective, textbook presentations of scientific fact
to stimulate our consideration

OI‘ [hC l)ZlSiC ()rgzmisms A major narrative of history has been the continuum of scientific research, discovery, and invention,

that gi\"(’.’ f-Ol‘I]] o our

biological lives.
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Science has never looked like this.

accompanied by a shared belief in the unity of knowledge

the universal b

erment of

uman

from scienuifically achieved progress. With Einstein and his

revolut

ary theory of relativity came a crisis in this

positivist evolution: no

ould knowledge be built

on observable phenomena;

would

a viewable model. During the twentieth century scie

work has become esoteric, estranging us fro

wern it. The paradigm of its

er has any real relevance to our lives
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that would result

cience produce

ngs make sense in terms of our personal phenomenal

King connections that explore patterning, underlying
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I'HE EPISTEMOLOGICAL SHIFT in Bazyks work from depictive

forms to actual objects creates a visual and even physical
confrontation with these phenomena and principles that

govern our biological

g and emphasizes the very

different experiences proffered by mediated information on

At the very

the one hand and direct perception on the oth

center of this visual discourse is a postmodern text: that it

is precisely the mediated nature of our knowledge of

biology thar has placed a great schism

TWEen OUr Organic
being and informed awareness of it. Our natural experience

has been replaced by visual representations that are

lly determined and destined to become obsolete and
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useless within our lifetimes,
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S/ ESTTTRe T Yy SRV QLY the viewer immediately becomes aware that
customary criteria for examining artworks must be discarded when looking at this work by Connie Hatch.
The dim room is a charged environment that forcibly removes the viewer from familiar surroundings and
isolates his or her attention onto the objects in the space. Here a long row of fourteen-by-eleven-inch
black-and-white positive transparencies project out at forty-five-degree angles from three walls that are set in
a U-shaped configuration. These transparencies are portraits of two dozen famous, infamous, and anonymous
persons that comprise the installation Some Americans, from “A Display of Visual Inequity: Forced to

Disappear,” a larger, ongoing project that has occupied Hatch since THESE TRANSPARENT IMAGES are eloguent metaphors for
mortality, aggregately speaking to our sense of the past,

1987. Each of the close-ups is of a person who has either quite literally it is known and what has been forgorren. As Wale

. i X Benjamin observed: “Every image of the past that is not
vanished or who has been forced because of circumstances to socially,  recognized by the present s one of its own threatens o
- ) : ; = disappear irretrievably.” They are, Hatch acknowledges,
politically, culturally, or intellectually disappear, abandoning former st oF ot ci v s it T i nver o e
retrieved.” In choosing these insubstantial visages, Hatch

lives and achievements. muminated from below by light stanchions mounted on the

asks us 1o recall and consider moments of history that were

rallery floor, each transparency casts a distorted shadow
e s parency casts a distorted shadc filled with intolerance or malice, causing the subjects o

onto the wall. The shadow, however, is not a negartive, b
e oweve egative, but flee their past lives or to have their existence senselessly

a positive, which mimics the object, albeit in an cp)u-mrml Sparchad st
and intangible way. By walking between the lights and

images the viewer becomes an integral element in this

installaton, alrering its appearance by blocking our the light

and making the shadowy images momentarily shift and

disappear. The evanescent quality of shadows and the

oblique distortion allude to the transitoriness of memory

and the skewed quality of recollection



Hatci uses porTrAITS taken from various print sources,

Hatch

THE DARKNESS OF THE SPACE at once establishes a tomblike

armosphere wherein the viewer is engaged in a historical

discovery, recollecting the past and reconstructing it from
the excerpted bits. There is also a votive quality to the space,
where one can contemplate the luminous visages of known
and unknown, mutely enshrined in such a simple manner
Acknowledging the political nature of some disappearances,
Harch’s room takes on the feel of a claustrophobic interro-
gation chamber, where the subject can be extinguished or

eliminated from public consciousness and consigned to

from respectable magazines to circulars left in the mail slot
nonexistence or death.
Her subjects range from prominent Americans such as

Marilyn Monroe and Sitting Bull to individuals whose very

names are unknown. Thus she juxtaposes the literal and the

illusory. The accompanying wall texts, located on an oppo-

sif

e wall, reflect the journalistic tone of the disparate sources,

be it the chatty society and s alist celebrity gab of

personality magazines or the abbreviated, neutrally factual

ational

reporting on political prisoners of Amnesty Interr

This diverse mass media represents our collective conscious-

ness from which these visual excerpts are drawn.

The so-called briefing or legend text introduces a poignancy

1o this work not evident in the actual portraits by revealing
10 us the rupture of the subjects’ lives as particularized

evidence of inglorious history.

By rocusing on americans, Connie Hatch makes reference
to preceding photographic documents of Americans by
Walker Evans and Robert Frank. Hatch has not chosen only

United States natives, however, recognizing that people from

both North and South America are Americans, as are those

tvans and

individuals who have immigrated here. Unlike
Frank, Hatch amasses a collection of loss, comparing the

readily identifiable and the unknown in our collective aware-
ness. She calls into question the myrhologizing power of the
media and its ability to establish history of a certain type and
inquires as to what consritutes common knowledge. And of

course, she asks us to consider our own mortality. kG

“A Display of Visual Inequity: Forced to Dissppesr
View of waralla
Lon Angre emporary Exhaitions, 1988
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David Bunn moves freely

between several media,

B For several years Bunn has been utilizing aspects of mapping in his work.
working with videos,
environmental installations,

and photographs.

David Bunn

Characteristic of his work

in all these areas

has been not only :
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r communication and meaning. A re g multivalent

reading of symbols and eve sts a layered anarchy

For Bunn this is underwri by a fastidious, arbitrary

classification ollide

here systems of preexisting si

o e
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with each other. Indeed in Cunvature (Some Projections) Bunr

forges numerous uneasy alliances: betw 1e docum

bjet d’art, th »duction,

original and the repr

object and the mute |

decorative and the functional, as well as between moderr

B Tue acrua

of m

ism and postmoderni PHOTOGRAPHIC

out-of-focus det yut abstra

like |

the clear idenuty of

IMAGES

ar

erns, in short, visual enigmas, Ironically

camouflag

tated subject is utte

lisguised, for it has been submerged beneath a thick gl

of resin that covers the photogra

ph. And so, like the gallery

Bunn is wel

space, the photograph is also trans

rmed

aware of th “plaques” and their

¢ decorative qualities of his

collusion in our reading of them in tel form, seduced

as we are by the visual appeal and inapparent content
He k

forms them from prosaic ins

»ws that this manipulation “fetishizes” them, trans-

ant photos into shiny ceramiclike

tiles, weighty and haptic. Furthermore, he is aware that this

masks the evidentiary data within the photograph

B BunN's SPATIAL COLLAGE catapults the conven

ulacrum into another re

ographic image as s|

an eccentric surrealist construction that is intentionally

CURVATURE (SOME PROJECTIONS)

void of

certitude. The fragmentation of visual data is

“recontextualize y the artist comprehensive

el

vironment, utilizing the process of “quotation, excerpta

tion, framing, and staging,” a methodology cited

Doug

as Crimp that reflects contemporary conc

“rojections) transcends the hack

Cunrvature (Some

sropriation. Bunn shrewdly,

ag

y conjoins several unlikely areas. A construc-

tivist approach, seen in the ex e fabricated

d use of nonrepresentational image

is in turn melded with photography, with discor

surrealist impulses borrowed from Kiesler,

and, not to be ignored, with the early modern

abstractionist tradition art historical

references in this piece, the formal aspects
of imagery and environment, and the
content of the photographs are all very

much of interest to David Bunn

eraction of these readings,
the way the information jams
together, contributes to

our interpretation.  KG
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