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Hebron, Micol. “Critic’s Picks, Los Angles: Elisabeth Higgins O’Conner at David 
Salow Gallery” Art Forum Mar 2009 n. pag. Web 
http://artforum.com/archive/id=22152 
 

 
Elisabeth Higgins O’Connor 

02.27.09 
 

AUTHOR: MICOL HEBRON 
01.24.09-03.14.09 David Salow Gallery 
Elisabeth Higgins O’Connor’s debut solo show in Los Angeles aptly fulfills the Promethean 
artist-as-alchemist role through an installation of ten large mixed-media sculptures that feature 
fastidious transmogrifications of twine, lace, tarps, and other textiles into large anthropomorphic 
animals. Her source materials are perfect fodder for nostalgia and the uncanny as they recall the 
discomfiting familiarity of dismantled thrift-store furniture, geriatric home decor, and discarded 
stuffed animals. The embodiments of an ordered chaos, these creatures are remarkably well 
composed, with skeletal infrastructures, physiognomic gestures, and even realistic anatomical 
features. While solid and impressive in form, they are also pathetic. Her “No Names” are 
plagued with abnormalities and defects: a peg leg, an extralong arm, two faces, or an oversize 
head. They are posed mid-lumber or slump, frozen in the gallery like slowly encroaching 
zombies (and there is indeed an attraction-repulsion impulse perpetuated by the paradox of 
their cute grotesqueness). Mythology, allegory, and fairy tale are bound to these monsters as 
tightly as the chunks of tacky sofa that O’Connor uses as limbs. But these desperate and 
beautiful bodies also bring to mind the dire need to reexamine, recycle, and recompose the 
materials around us that so poignantly resurface in times of economic hardship. 
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Hebron, Micol. "Locating Placelessness: Mapping Existence in the Works of of Jose 
Alvaro Perdices." Arte Contexto 9, October 2008: 45-49. Print 
http://www.artecontexto.com/en/readonline-18.html 
 

 
 

Locating Placelessness: Mapping existence in the works of Jose Alvaro Perdices 

Theater, like art, is often ensconced in ontological explorations of the real. There are many 
tantalizing questions that theater proposes: What does it mean to act out reality? To create an 
identity?  A character? To perform one’s own identity? To find one’s self? To lose one’s self? To 
recreate an act(ion)? To not act? To rupture the fourth wall? To affect consciousness? What 
accounts for life being a performance, and for theater being like life? Such questions were most 
passionately addressed in the numerous avant-garde and postwar theater movements: Epic 
Theater, Theater of Cruelty, Theater of the Absurd, or Living Theater. Today, as we are 
inundated with reality TV shows and a prevailing re-examination of neo-realism and 
documentary in the art world, similar questions are posed in two recent projects by Jose Alvaro 
Perdices. 

Perdices, a Madrid native, has been making art in Los Angeles for the last 15 years. His theatrical 
videos, photographs, and installations mine the interstices of identity, place, social behavior, and 
archetypal dichotomies that speak to human existence: inherent identity versus culturally 
imposed identity; hiding versus revealing; solitude versus community.  Perdices’ practice resists 
the typically American frenzy for easily consumable, discreet objects that has prevailed in the 
market of late. Instead, he tends to make polysemous, multi-channel or multi-part installations 
that are intellectually and semiotically complex. His projects reflect a more European affinity for 
existential and philosophical discourse.  

Perdices’ two most recent projects, Sapeli Nova Mas and IRREVERSIBLEMENTE beautiful are 
multi-channel video installations that use theatrical strategies (think Beckett, Beck, Artaud, and 
Sartre) as characters in his videos explore the grain of the voice, the purpose of their bodily 
presence, and the texture of place to deconstruct identity and subjectivity.  
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Sapeli Nova Mas offers a discomforting manipulation of voice and emotion through two videos 
that juxtapose a man and a woman as they independently navigate a small room. This is a two-
channel installation in which a large video projection fills the back wall of a room. This video 
features Lisa, a forty-something woman neatly dressed in a black cotton dress, pearl earrings, 
and hair tied back. A smaller projection plays on the right wall of the installation. This video 
features the male subject, Martin, who looks to be in his 30s and wears jeans and a black 
sweater that has a tendency to ride up and reveal his sexy stomach 

In both videos, the camera slowly pans across a room in a small cabin, perhaps a vacation home, 
flooded with afternoon light and warmed by a robust fire in the fireplace. There are wood-
paneled walls, a round table, a couch, some chairs, a wall-mounted light fixture, a mantle with an 
empty vase, a candlestick, and two very rusty beer cans. Voices are heard before any people are 
seen. Lisa’s voice emphatically proclaims “I am loving it!” over and over, while Martin groans and 
wails in non-verbal utterances. Both characters seem to explore a wide range of emotion with 
their voices, adjusting volume, pitch, rate, and meter to connote ecstasy, agony, anger, despair, 
joy, etc. In different ways, both Lisa and Martin evoke Lacan’s notion of jouissance2, that 
torturous and delightful encounter with the object of desire that can manifest in expressions of 
pleasure (ecstasy) that are indistinguishable from expressions of pain (agony). Lacan identified 
repetition, such as Lisa’s repeated phrase, as a hysterical symptom indicative of an eruption of 
jouissance3. 

As Lisa moves into the frame, we see that she is moving slowly around the perimeter of the 
room, fondling the mantle, the candlestick, the couch, tabletop. As she repeats “I am loving it!” 
she varies intonation, emphasis and volume, as if to experiment with ways that she might 
convince herself and the unseen viewer that she really is loving it. The words take on myriad 
different meanings, until eventually they become meaningless. There is something exhilarating 
about watching Lisa in the throws of such emphatic expression, but this jubilance soon turns to 
consternation, as it begins to seem like she might be insane. In the other video, Martin seems 
helpless and anguished as he moans, wails, grunts, and whimpers. He drags his body, as if almost 
giving up, across the walls, couch, and chair. He throws tantrums on the floor, and howls in 
despair, too distraught to find language at all; a true state of trauma. 

Perdices presents unusual dichotomy between Martin and Lisa. Typically, women are depicted as 
inarticulate, objectified, and diminutive. But in Sapeli Nova Mas, the video of Martin is physically 
smaller, he is childishly non-verbal, and seems to be a pathetically victimized by his own feelings. 
Conversely, Lisa is empowered through the play, experimentation and proclamation of her own 
pleasure while Martin is tortured by his inability to articulate his apparent displeasure. 

Through Lisa’s intentional palilalia and Martin’s fits, Perdices constructs an intricate examination 
of language and meaning. As Ferdinand de Saussure4 and Charles Saunders Peirce5 taught us in 
their famous explication of semiotics, signs  (words, gestures, sounds) are ambiguous until and 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Lacan, Jacques The Four Fundamental Concepts of Psychoanalysis. New York: W.W. Norton & 
Company, 1981  
3 “Jouissance (Lacan).” Answers.com. 25 May 2007 <http://www.answers.com/topic/jouissance-
lacan> 
4 de Saussure, Ferdinand. Course in General Linguistics. New York: McGraw-Hill Book Company, 
1966 
5 Peirce, Charles Sanders. Peirce on Signs: Writings on Semiotic By Charles Sanders Peirce. 
Chapel Hill: University of North Carolina Press, 1991 
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unless they are inscribed in a symbolic order. Young children learn to associate meaning with 
words by having those words repeated to them over and over. Later on in life, the child learns 
that if he or she repeats a word over and over, the word as well as the voice will soon sound 
alien and meaningless again. Repetition, on one hand, can emphasize importance. On the other, 
it can widen the gap between sound and meaning.  In a 1976 performance, Freeing the Voice, 
Marina Abramovic explored the notion of liberating the voice from the body, and perhaps from 
semiotic relevance, as she yelled until she lost her voice. The voice, like fingerprints or irises, is 
an index of identity. To remove the voice from the body forces a relocation of the site of 
identity to the location of the body in space, the gestures that the body enacts, the expressions 
of the face.  

The abstraction of language, the emptying of meaning from Lisa’s speech is further compounded 
when she begins to recite numbers at random. As if to seduce the chair she is looking at, she 
whispers huskily “fourteen, twenty six…three thousand…one…one…one…” The numbers 
have no discernible significance, reiterating the fact that they, like words, are arbitrary codes, 
waiting to be paired with a context and meaning that is comprehensible to the viewer. 

Place is an important consideration in Perdices’ projects, and this room has a plurality of 
references. Moving into the 20th century we can call upon Sartre’s No Exit when looking at Sapeli 
Nova Mas, for the characters in the famous existentialist play are, like Lisa and Martin, confined 
in perpetuity to a room with no bed, and they similarly experience a range of emotional 
responses to their environment. Mirrors are missing from these rooms, but nonetheless, the 
objects in Perdices’ room – vase, candlestick, fire – evoke a vanitas, a classic metaphor for 
narcissism, self-indulgence, and mortality.  

When the videos begin, Lisa’s channel pauses on a light switch then slowly pans around the 
room. In both videos, we see the fireplace burning heartily. At the end of the piece, the fire has 
diminished into mere embers, and now Martin’s channel rests where Lisa’s started – on the light 
switch.  The switch symbolizes the potential for something being turned on, or turned off, and 
the inconclusiveness of this ending is in perfect accordance with the polymorphous and infinite 
implications of the actors’ voices and gestures.  

In a concurrent piece, titled IRREVERSIBLEMENTE beautiful (2006), Perdices explores similar 
themes of voice, place, and gesture. In this configuration, however, the room is dark and gritty, 
the light is cool, and there are several figures in the room at once. The setting is the rough-
hewn cellar of a house in Los Angeles, between the support beams of the house and atop a raw 
dirt floor. Twenty spectators stand around the perimeter as silent versions of a Greek chorus, 
apparent witnesses to the actions of the three main actors. These actors, “Martina”, “Paulo”, 
and “Paul” were instructed to repeat their own names with varying emotional prompts, and at 
times with accompanying action. Martina calls out to her own vagina, acknowledging the 
biological component of gender and identity. Paul and Paulo call out to themselves – or each 
other – and it is worth noting that the Latino and Anglo iterations of the same name echo 
Perdices’ own bi-cultural identity. The actors throw stones at the wall, break a light bulb with an 
axe, and one digs a hole in the ground in a Sisyphean gesture of futility. Their actions seem 
hopeless, directionless, and increasingly irrational as the scene progresses. 

The installation of IRREVERSIBLEMENTE beautiful evokes the cellar itself, and features several 
free-standing walls in a room equally as dark and cold. Five walls feature projections of different 
views of the actors and the spectators. A sixth wall shows the hole in the ground at hourly 
intervals throughout the day, emblematizing an infinite and placeless landscape. 
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The actors inhabit a claustrophobic space in IRREVERSIBLEMENTE beautiful, with cool and eerie 
light seeping in from the outside, or emanating from a single dangling light bulb. Perdices likens it 
to standing inside Robert Smithson’s Partially Buried Woodshed among the contrasting dynamism 
of the diagonally leaning beams and the stasis of the structure itself. Perdices’ characters 
similarly occupy a conflicted space, one in which personal and collective identities are 
problematized, and one in which there is no exit. 

For Smithson the Woodshed exemplified entropy, as the earth that he dumped on top of it 
would theoretically lead to the collapse of the shed itself, and the eventual reabsorption of the 
shed into the ground. Though the structure above the figures in IRREVERSIBLEMENTE beautiful 
thankfully does not collapse, the language - which provides integral social structure– is the 
system that succumbs to entropy in this case, as the actors’ repetition of names or phrases leads 
ultimately to the annihilation of meaning. 

A dystopic, Brechtian defamiliarization occurs as a result of this repetition and from the 
subterranean environs that seem to estrange the participants from a tangible sense of physical 
or psychological space.  

Perdices’ videos probe a sense of placelessness, a disassociation of place and body. The figures in 
IRREVERSIBLEMENTE beautiful are stranded in the dark, a purgatory between the earth and the 
structure of the house, in darkness that makes recognition of others even more difficult. 
Perdices conjures up Beckett6 to explore the futility of action, and the inability of humans to 
communicate effectively. This is exemplified as Martina, Paul and Paulo seem to want to 
communicate, but instead can only call their own name in vain, in a narcissistic version of 
Marco/Polo. 

In The Theater and Its Double, Artaud seeks a utopian and primitivist recovery of “the notion of a 
kind of unique language, half way between gesture and thought. This language cannot be defined 
except by its possibilities for dynamic expression in space as opposed to the expressive 
possibilities of spoken dialog.”7 This indeed seems to be the effect of Lisa and Martin’s vocal 
iterations in Sapeli Nova Mas as they feel their way through the room. Both actors are earnestly 
engaged in a performance of pure emotion, in what seems to be an honest and 
phenomenological experience. If Artaud seeks social awareness through theatrical performance, 
Perdices establishes awareness through a hyper-awareness of self and through the juxtaposition 
of the polarized attributes of Lisa and Martin’s performances: masculine and feminine, aggressive 
and passive, articulate and incomprehensible. Lisa embodies the civilized, and Martin the 
primitive. 

The characters in Perdices’ videos traverse the various constructs and collapses of meaning, 
identity and place through language and gesture. Meanwhile, the viewers of these pieces are 
inundated with a cumulative layering of possible implications until the work becomes so dense it 
is indeterminate and uncontainable.  Appropriately, Perdices succeeds in asking more questions 
than he answers and consequently reignites an existentialist discourse as a substantive 
alternative to the mere commodity fetishism that drives so much contemporary art. 

Micol Hebron, Los Angeles, June 2007 

 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Beckett, Samuel, Waiting for Godot, New York: Grove Press, 1954 
7 Artaud, Antonin. The Theater and Its Double. New York: Grove Press, 1958 
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Hebron, Micol. “Critic’s Picks, Los Angles: Holly Andres at DNJ Gallery” Art Forum 
Dec/Feb 2008-09 n. pag. Web 
http://artforum.com/archive/id=21928 
 
 
Holly Andres 

01.28.09 

 
AUTHOR: MICOL HEBRON 
12.20.08-02.14.09 dnj Gallery 
 
Holly Andres’s first solo exhibition at this gallery features fifteen large LightJet prints 
distinguished by their luscious palette and meticulous mise-en-scènes. The images recall an 
unlikely combination of sources, such as Sofia Coppola, Gregory Crewdson, and Nancy Drew, 
and depict a quartet of girls––perhaps cousins, sisters, or BFFs––making extraordinary 
discoveries within a middle-class suburban home. Andres’s scenes conjure plotlines and 
allegories from familiar fairy tales and proverbs, but they are unsentimental and not excessive in 
their girlishness. The protagonists appear simultaneously charming and empowered as they 
mischievously explore the confines of a home that is fraught with Freudian connotations. The 
girls peer and pry into many yonic talismans from daily life that represent the precipice of 
womanhood: a red purse, a sliced-open pillow, a birdcage, a locket, and a keyhole. InThe Glowing 
Drawer, 2008, a girl kneels before an open drawer that emanates light from within as two other 
girls watch nervously in the foreground. In Secret Portal, 2008, three of the girls venture like 
Alice into two secret doorways in a hallway. The scenes are rich with the pleasure and 
discovery that characterizes adolescent life, when so many small things have profound and often 
personal significance. Andres’s pictures offer a delightfully puckish complement to the patriarchal 
precedents of constructed narrative tableaux and are elegant successors to the feminist works 
of Pictorialist foremothers such as Gertrude Käsebier. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Carleton Watkins at the Getty Museum” 
Art Forum Dec/Mar 2008-09 n. pag. Web  
http://artforum.com/archive/id=21803 
 
 
Carleton Watkins 

01.09.09 

 
AUTHOR: MICOL HEBRON 
10.14.08-03.01.09 The J. Paul Getty Museum 
 
Carleton Watkins’s biography could be fodder for an epic movie. In the mid-nineteenth century, 
he traveled widely as a young adult, was a pioneer in the nascent technology of photography, 
created images that foreshadow numerous twentieth-century photographic greats, trekked 
through the great frontier with a mammoth plate view camera, worked tirelessly for fifty years, 
and died in poverty and obscurity in an asylum after nearly all of his negatives were destroyed in 
the 1906 San Francisco earthquake. This exhibition, organized by veteran curator and Watkins 
specialist Weston Naef, features an impressive selection of the thousands of images Watkins 
captured of the western United States during its pivotal moments: the gold rush, Manifest 
Destiny, the Industrial Revolution, the completion of the transcontinental railroads, the 
burgeoning mining industry, the birth of the many western states, and the establishment of its 
national parks. 

Watkins’s evocative and beautiful images portend Ansel Adams’s sublime compositions of 
Yosemite by fifty years and presage the topographic landscapes ruined by industry depicted in 
Robert Adams’s works. However, Watkins’s photographs also replace the Gothic cathedrals of 
medieval Europe, so favored by European photographers of his era, with the transcendental 
monoliths of the Half Dome and Three Brothers. North Dome, Mirror Lake (Fully Reflected) 
Yosemite, No. 75, 1865–66, features an anachronistic foray into abstraction. Using bodies of 
water to create perfectly mirrored compositions, Watkins captures the inversion of the image 
as it appeared through the ground glass of his camera. His visual meditations on singular trees, 
as in Pacific Madrone, 1861, and the stunning, formal austerity of a box of peaches in Late George 
Cling Peaches, Kern County, 1889, leave little doubt that his early efforts helped legitimize 
photography as an art form in California. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Erin Cosgrove at the Hammer Museum” 
Art Forum Dec/Mar 2008-09 n. pag. Web  
http://artforum.com/archive/id=21844 
 
 
Erin Cosgrove 

01.15.09 

 
 
AUTHOR: MICOL HEBRON 
12.09.08-03.15.09 Hammer Museum 
 
Artists have long infused social and political commentary into caricatures and cartoons; take 
Honoré Daumier, Art Spiegelman, and Keith Haring, to name a few. The latest addition to this 
list is Erin Cosgrove and her animation What Manner of Person Art Thou?, 2004–2008, a daring, 
postmodern depiction of quintessential philosophical themes. Over an hour long, the 
idiosyncratic work is a creation myth, a parable of good and evil, love and learning, faith and 
ideology, and a tour de force of traditional storytelling with an encyclopedic collage of visual and 
aural references. Cosgrove references American folk art, Japanese woodblock prints, Indian 
miniature paintings, medieval engravings, Gregorian chants, bluegrass, indigenous African music, 
and much more. 
The protagonists Elijah Yoder and Enoch Troyer––sole survivors of an ancient community 
annihilated by proverbial vices and plagues––time-travel to search the modern world for 
descendants of the Yoder and Troyer clans. They encounter talk-show guests, corrupt CEOs, 
anorexic cultists, role-playing gamers, and many other manners of person. Relentless in his 
zealous orthodoxy, Elijah violently slays anyone whose ideology opposes and disappoints him, 
while Enoch follows unconditionally, meekly protesting but not daring to intervene. In the end, 
we learn he was blinded by love. Cosgrove balances the harshness of Elijah’s immutable dogma 
by peppering the tale with humorous winks and nods to the viewer (a poster depicting an 
organization chart for the “Bush Crime Family,” for instance), infusing the allegories and 
footnotes that enrich, entertain, and complicate the message. The animation is a biting 
commentary on the modern quest for meaning and on the oft-confused definitions 
of religion andpolitics, desire and ideology, selfishness and selflessness. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Richard Turner at Grand Central Art 
Center” Art Forum Nov/Jan 2008-09 n. pag. Web 
http://artforum.com/archive/id=21573 
  
 
Richard Turner 

12.10.08 

 
 
AUTHOR: MICOL HEBRON 
11.01.08-01.12.09 Grand Central Art Center, California State University, Fullerton 
 
Richard Turner’s multimedia installation Contempt Mandala, 1999–2008, offers a 
psychogeographic journey through a proposed collision between the characters and architecture 
of Jean-Luc Godard’s 1963 film Contempt and the locales and structures that linger in the artist’s 
memory of his youth in India and Vietnam. Departing from the theme of destabilization that 
undermines the marriage of Paul and Camille in Godard’s film, Turner dismantles and 
reconfigures the subjectivity of the characters as well as his own authorial presence, via a Rube 
Goldbergian chain of associations. As a modern-day version of Ulysses, who is the subject of the 
film within Godard’s film, Turner voyages through site and media to juxtapose elements of 
stable classicism with kinetic modernism: the familiar West with an unfamiliar East, a 
psychological interior with a geographic exterior. The exhibition consists of a large and 
elaborate sculptural mandala, a four-chapter video, and several paintings, all of which explore 
notions of autobiographical interpretation as cosmology. Turner catalogues his own artistic 
journey as he reminds himself and his viewers that, while everything we know and experience is 
interconnected, it is also in constant flux. The imagery and forms all function to document time 
and place—a mandala, an astrological observatory, reconfigured maps. Moving from the nostalgic 
to uncharted territory, Turner tracks how people and locations can be grounding, and how 
shifts in perspective result when life propels us away from the familiar and into new spaces, 
psychological or otherwise. Turner, whose public-art sculptures have been an important force in 
the Southern California art world since the 1980s, has now created a personal and very 
poignant installation, rife with complexity and quirkiness. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Yishai Jusidman at Angles Gallery”, Art 
Forum Nov/Dec 2008 n. pag. Web 
http://artforum.com/archive/id=21485 
 
 

Yishai Jusidman 

11.21.08 

 
 
AUTHOR: MICOL HEBRON 
11.01.08-12.23.08 Angstrom Gallery 
 
The fourteen uniformly sized paintings in Yishai Jusidman’s exhibition “The Economist Shuffle” 
derive from thumbnail images in the titular magazine’s “The World This Week” section. While 
the gesture of making paintings from photographs is all too familiar, Jusidman’s project resonates 
beyond trompe l’oeil gimmickry and the didactics of high/low culture that such a project 
inevitably elicits. The works have meticulous gold frames, a few have thick impasto grounds, and 
all offer a skillful application of egg tempera and oil that creates a notably traditional patina. The 
odd confluence of subjects––immigrants crossing a polluted river, firebombed cars, a man’s belly 
overhanging his jeans, patriotic politicos, an African mother and child wading in water––seems at 
once timely and eternal. The paintings slow the temporality of the photographs, collapsing the 
space between the weekly news and the longevity of fine art. Without informational captions, 
one gets the sense that these subjects have been the hallmark of our economy since the 
beginning of modern civilization; that leisure and struggle, fame and anonymity, excess and 
scarcity, peace and violence, have polarized our economies for eons. In light of the current 
financial crisis, one cannot help but contemplate the polysemy of the 
terms economist and economyhere: the economy of form and composition in a photograph that 
was initially only one and a half by one and a half inches, the artist as economist in his selection 
of these particular images, the effect of the economy on the subjects pictured in these paintings, 
and the effect of the economy on the art market. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Max Jansons and Elizabeth Tremante, 
Christopher Grimes Gallery” Art Forum Sept/Oct 2008 n. pag. Web  
http://artforum.com/archive/id=21117 
 
 
Max Jansons and Elizabeth Tremante 

09.18.08 

 
 
AUTHOR: MICOL HEBRON 
09.05.08-10.11.08 Christopher Grimes Gallery 
 
Max Jansons and Elizabeth Tremante engage in old-school, professional, formal pictorial 
practices. Both are involved in the irresistibly seductive exploration of the painterly details and 
lexica that define medium, process, composition, and representation. The paintings in Jansons’s 
exhibition, “Pleasure,” are built from treasured sources of custom-crafted furniture tacks, hand-
ground pigments, and lead-paint-primed linen. His works, with their consistent palette of taupe, 
olive, sienna, and brown, evoke Giorgio Morandi’s practiced scrutiny of form, color, pattern, and 
objecthood. With an uncommon command of brush and pigment, Jansons paints small, graceful 
canvases that query the pivotal moments when abstract forms become objects and vice versa. 
As deceptively simple compositions, these dense works evince a profound knowledge of both 
painting history and painting technique. The quiet abstractions—a cartoonish houseplant, a 
modernist zigzag, a Swiss cross—have a timed-release impact, akin to the way a Zen teacher 
might smile calmly, sit back, and wait, with faith that the full beauty of the world will reveal itself 
to his student. These paintings elicit a very humanist concern and connote a smaller, more 
intimate and domestic view than the works in Jansons’s last show at the gallery, which conjured 
images of fantasy, the cosmos, and history. 

The works in Tremante’s “I measure myself / Against a tall tree” also command a closer, slower 
form of looking and are likewise confident in the valor of their philosophy. These paintings 
examine the subtle and not-so-simple moments in the rural landscape that go unnoticed by 
cosmopolitan urbanites wary of dirt and weather. Tremante directs attention to beautiful 
instances of ugliness through a studied deconstruction of the traditional landscape, destabilizing 
and refocusing the viewer’s outward and inward gazes. Depth of field is shifted to refuse the 
Romantic, perspectival panorama and to focus instead on a mud puddle, resplendent with 
rainbow raindrops, or a gloriously polychromatic spiderweb. The artist makes such small 
moments reminders that the bigger picture is not always about bigger things. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Tommy Hilding at Angles Gallery” Art 
Forum Feb 2008 n. pag. Web 
http://artforum.com/archive/id=19443 
 
 
Tommy Hilding 

02.06.08 

 
 
AUTHOR: MICOL HEBRON 
01.12.08-02.16.08 Angles Gallery 
The sixteen paintings that make up Tommy Hilding’s West Coast solo debut are calm, patient, 
and philosophical; they possess a distinctly European sensibility. Aesthetically and conceptually 
antithetical to the polychrome psychedelia and neo-hippie collage aesthetic that pervades 
contemporary West (and sometimes East) Coast painting, Hilding’s reflective scenes do not 
boast the manic youthfulness and “primitivist” abstraction that is popular in the Southland these 
days. Instead, his gray and placid postindustrial landscapes capture a light that is readily identified 
with Scandinavia. Hilding, who lives in Stockholm, is strongly influenced by nineteenth-century 
Swedish landscape painting. He also incorporates soft-focus photorealism, postmodern layering, 
and a historicism characteristic of much postwar German painting to make images that filter 
urban consciousness through a serene contemplation of the substance of memory, life, identity, 
and family. Extending the influence of photography on this body of work, references to camera 
obscura inversions exist as upside-down landscapes that hover above industrial street scenes. In 
other canvases, Hilding layers images, like reflections or double exposures, that come from 
different times and places. He mixes realism and abstraction to depict a clear view of the 
present as constantly marred—or embellished—by the superimposition of abject smears, like 
the stains of memory. The images that constitute our (collective) consciousness become 
increasingly layered as we age. In Los Angeles, where the passage of time is the enemy of all 
starlets, Hilding’s works remind us that not just wrinkles but also wisdom, beauty, and 
perspective come with time. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Dan Bayles at Chung King Project” Art 
Forum Jan 2008 n. pag. Web  
http://artforum.com/archive/id=19327 
 
 
 
Dan Bayles 01.23.08 
AUTHOR: MICOL HEBRON 12.01.07-01.26.08 Francois Ghebaly Gallery 
 
Lately, segments of the US economy have been marked by extremes—witness the crash of the 
housing market, the explosion of the art market, and the ever-increasing cost of the wars in Iraq 
and Afghanistan. The $750 million price tag on the as-yet-unfinished US embassy in Baghdad is 
an intriguing footnote to Dan Bayles’s paintings of the embassy. His debut solo show features 
nine mixed-media paintings based on computer renderings that were leaked onto the Internet 
last year. The paintings depict the shell of a large yet unremarkable pseudomodernist structure 
in the midst of a nondescript landscape. There is no evidence of the macabre decimation that 
currently marks the region. Rather, the canvases are eloquently formalist exercises, with lines 
and colors that evoke Bay Area landscape painters like Richard Diebenkorn. Bayles collages 
tape, paper, and paint with a mature eye for balance and color, creating compelling perspectives 
and textures that are at first more apt to evoke discussion of painting’s intrinsic characteristics 
than any subject matter, like a critique of contemporary politics. Yet it is precisely the overt 
absence of dogma that makes these images particularly poignant. Last year, it was revealed that 
construction on the embassy was $150 million over budget and wrought with prohibitive 
structural and strategic problems. When images of the architectural plans surfaced on the Web, 
they were quickly removed, to allay spotlighting yet another botched component of US 
operations in the Middle East. Bayles’s paintings historicize the incomplete embassy as a modern 
ruin, alluding to the irreconcilable gaps between Eastern iconoclasm and Western material 
indulgence. 
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Hebron, Micol. “And Not Or, Kim Schoenstadt’s Composition for a Large Room in 
Three Parts”, Exhibition Catalog Essay, La Verne University Press. Harris Gallery, 
La Verne University, 2007 Print.  
 
And, not Or 
Kim Schoenstadt’s Composition for a Large Room in Three Parts 
 
During the proverbial elementary field trip to the county museum, at some point we were most 
likely told:  Touch with your eyes, not with your hands. This dictum immediately describes the 
relationship between spectator and art object, and elicits conflicting responses. On the one 
hand, it makes the art seem so exciting. If touching is taboo, the work must be really special, or 
at least, made by someone really special. And surely it’s fragile, and important. On the other 
hand, there is the implication that the viewer is not worthy or authorized to touch such sacred 
artifacts, for fear he might corrupt the aura or tarnish the object’s historicity. The very 
Modernist dichotomy of author and viewer is implicit in this simple imperative.  
 
But the Modern era is long past and we have enjoyed the wry antics of Postmodernism for a 
while now. The role of the artist has shifted to one of ‘director’ and the role of the art object 
has been redefined through duchampian and warholian readymades and beyond. It’s still 
generally taboo to touch the art in museums, but sometimes we can interact with it, and the 
more installations immerse us in an artsy environment, the more we come to look for and even 
expect non-traditional modes of display, viewing, and phenomenological experience. And the 
more we come to expect to play a role in the viewer as author paradigm that Barthes introduces 
in Death of the Author8.  
 
Kim Schoenstadt’s series of works in Composition for a Large Room in Three Movements for the 
Harris Gallery the University of La Verne coolly provokes and investigates the interplay between 
artist and viewer, as well as the mechanisms by which the artist makes choices, and therefore 
make art. Art has been a byproduct of subjectivity for as long as we can remember, but it is the 
site of that subjectivity that shifts through time.  Through a series of collaged processes and 
materials, Schoenstadt hands the reins over to the viewers, at least for a while, transgressing the 
do not touch mandate and perverting the traditional location of authorship. Though at times 
understated, the choices that Schoenstadt makes are significant every step of the way as she 
leads the viewer/author to consider three canonical components of artmaking: materials, 
process, and subject matter.  
 
One of Schoenstadt’s most significant choices as the artist is the one to have others make 
choices for her. For this series, she invites the viewers to decide what is art, and what is not. 
She invites them to tell her what to do to make the art, and finally, she uses computer programs 
to automate aesthetic choices regarding form and color. The whole show is affected by the 
culture of Web 2.0 that has lead to a society of wiki-logic9, in which it is expected that the 
viewers and consumers will at all times have the ability and option to apply alterations, 
commentary, and determinations to the ‘product’.  
 
The aesthetics of the exhibition recall a plurality of  modernist utopias. The delineated 
architectural forms incised throughout the surfaces of each piece describe architectural 
structures from past world’s fairs; buildings intended to herald all of the optimism and  newness 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Barthes, Roland, Image-Music-Text, USA, Hill and Wang, 1983 

 
9 A wiki is a website that any member of the public can contribute to and modify via the internet 
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of the modern era. The formal elements of the collage, graffiti, and photography in the show are 
fittingly rooted in the alluring nostalgia of the 60s and 70s, an era that saw mass public protests, 
families living on communes, and the fear that socialist – I mean ‘communist’ – thinking might 
invade the American consciousness.  The model of practice promoted in Schoenstadt’s artworks 
fuses elements from several different generations: the feelings of empowerment that triumphed 
in the economically strong early 80s; the ‘me culture’ engendered by the Gen-X-ers; and the 
neo-commune society of today’s wiki-culture in which the individual is enabled to participate 
remotely in the creation of a collective action. In Composition for a Large Room in Three 
Movements, Schoenstadt conducts participants to act as viewers, artists, and critics 
simultaneously.  
 
The exhibition is introduced with Discussion Wall, which does indeed start things off with a 
conversation. Schoenstadt sets up a brick and mortar wiki in which the members of the LaVerne 
community were asked to collect examples of things in their environment that were and were 
not art. Participants placed their selections accordingly in one of two “contribution” boxes, and 
Schoenstadt later pinned them to the gallery wall in a random, sprawling patchwork entitled 
Discussion Wall.  The resulting collage engenders a discussion-not so much about what is art and 
not art, but about artistic judgment and taste. What is the role of the artist? Is it, as Duchamp 
famously posited, to simply declare, by appellation or recontextualization. that something is or is 
not art? Is it to exhibit taste and beauty? Is it the recognition and representation of meritorious 
things in one’s environment? Perhaps, the role of the artist is to stimulate a discussion. 
 
Discussion Wall also addresses the “art practice” as one composed of curatorial endeavors. 
Schoenstadt curates the participants and their choices as her objets d’art. The community 
members in turn curate from their environment, and Schoenstadt returns to contextualize their 
choices. She then added labels that declare which findings were categorized as ‘art’ and which 
were ‘not art’. There is no discernible system to decipher these choices otherwise, reiterating 
the absolute subjectivity that is inextricable from the artistic experience(s). It becomes clear that 
the subsequent display of all of these choices, as ‘art’ and ‘not art’, is in its entirety, art itself, and 
that Schoenstadt’s own position as artist is ironically reified through the exhibition overall.  
 
As a coda to Discussion Wall, Schoenstadt signs the collage by drawing a biomorphic string of 
contours of modernist architectural buildings The architecture seems to have an 
uncharacteristically organic evolution as one building merges with the next, as it grows with a 
crystalline algorithm across the posted papers. The architectural contours are derived from 
world fair pavilion architecture.  While some of the other participants’ submissions to Discussion 
Wall may have been arbitrary, this choice is decidedly deliberate. Schoenstadt chooses the linear 
contours of architecture for their many metaphorical associations. Buildings are finite, solid and 
vertical – antithetical to the ephemeral, amorphous and horizontal plane of paper that has been 
mounted to the wall. Architecture is constructed, an organization of space that rearranges the 
landscape in which it occurs and alters the social use of that space, as Schoenstadt has done in 
Composition for a Large Room in Three Movements. The mutating chain of forms in this string of 
architectural contours mimics the progressive emergence of questions evoked by Schoenstadt’s 
process. She also chooses these buildings because they are the epitome of modernist optimism, 
in that they once showcased utopian ideas of forging ahead into a future that was to be better 
than the present or the past.  There seems to be a concordant analogy in the contemporary art 
world as Biennial culture has exploded over the last 5 years, and the idea of pavilions are again a 
prominent and structuring force in the display of objects of wonder. Modernist architecture and 
style is again in vogue in western culture at large, as we are once again redefining ourselves at 
the advent of a new century. 
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The interrogation of the interplay between artist and viewer continues in Can Control, an 
enormous graffiti-covered canvas with a white spiral of architectural contours swirling into the 
center. Schoenstadt has asked the staff and faculty of the university to email her instructions as 
to what she should do to the canvas. Before she executed any of the instructions, she taped off 
a spiral-shaped drawing of architectural forms, with line quality similar to that of the buildings on 
the Discussion Wall. The spiral is seen as a fundamental form in nature, but it is also emblematic 
of that which is infinite and entropic.  It has a plurality of references in (art) history – from the 
golden mean, to da Vinci, Bentham, Spiral Jetty, and George Crumb. In this piece one could also 
think of Vladimir Tatlin’s Monument to the Third International, 1920 which was, appropriately, 
designed to be the quintessential utopian monument.  
 
Schoenstadt uses the spiral in Can Control to mirror the similarly shaped musical score for 
Makrokosmos10 by George Crumb, the American avant-garde composer. Crumb created scores 
that were atonal and antiphonic, and his pieces often interrogated the role of the performer, the 
composer, the instrument, and the 12-tone scale. In one piece Crumb asked the audience 
members to leave the auditorium. Schoenstadt similarly challenges notions of the artist’s 
authorship, the boundaries of medium, and the notion of giving direction in a work of art. As a 
composition, Can Control is an orchestrated symphony of indeterminacy. The Can of the title 
refers to the can of spray paint, but also offers permission, enabling the artist and viewer alike to 
‘do’. Control redirects us to the public’s sense of intervention or imperative, but also to the 
artist’s own ultimate control in the decision to make the work in this manner in the first place. 
The viewer can control the artist, while the artist has literal control of the spray can.  
 
The canvas in Can Control serves as an indexical record of each e-mailed command, and with 
each instruction that is enacted upon the canvas the previous marks are obliterated or 
obscured. The participants who offer commands hold their position as author of the piece only 
until someone else gives another command and Schoenstadt executes that one on top of the 
last. The decision to ‘end’ the piece comes when Schoenstadt stops obliging the viewers’ 
directives, and pulls off the masking tape that she had laid down before any spray paint was 
applied. The tape is removed to reveal a sort of inverse graffiti and white lines emerge through 
and on top of the myriad layers of spray paint, like the Spiral Jetty emerging from the fog.  
 
The last movement, Lake Powell Series features three large color prints of family vacation photos 
taken by Schoenstadt’s father-in-law at Lake Powell in the 1970s. More architectural forms are 
overlaid on the photos: perched atop a butte, clinging to a shore, or simply floating above the 
ground. The images act as proposals, enticing brochures for your imagination: “Your modernist 
utopia here”.  A third component – a solid colored, amorphous topography – is overlaid and 
interjected between the drawings of buildings and the landscape. The forms are complex enough 
to imply a specific derivation, but too complex to evidence the source. Using the ‘magic wand’ 
tool in Photoshop, Schoenstadt has digitally selected all of the pixels of an anomalous color in 
one of the other photos and digitally painted in the selected area that resulted. She has once 
again relinquished choice, but this time she hands it over to the algorithms of Photoshop rather 
than the subjectivity of a student or colleague. The resulting images contain visual layering that 
functions as a neat analog for the layers of meaning, process and contemplation inherent in the 
act of superimposing ‘a’ and ‘not a’. In these postmodern landscapes, culture (architecture) 
invades nature, digital invades the photographic, and the present is entangled with the past. 
Schoenstadt amicably obliterates the neat canons that have traditionally allowed for those classic 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 This score was the artist’s soundtrack while conceiving of and producing the exhibition, and it played in the gallery during the 
show.  
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binaries of art criticism and theory – avant-garde and kitsch, author and viewer, etc.  She is 
creating an imaginary topography that engages elements of desire, aesthetics, history and culture 
that are culled simultaneously from the fin-de-sicle avant-garde, mid-century modernism, and 
contemporary post-post modern sensibility.  
 
Each of the movements in Schoenstadt’s exhibition is rife with playful and intelligent double or 
triple entendres. With architecture and line, she evokes polysemous notions of construction and 
composition. Her Composition for a Large Room…addresses composition in terms of artistic 
arrangement, musical scores, as well as written missives. Lines appear as drawn or written, 
throughout each of the Three Parts and the notion of siting is also recurring. As a component of 
architectural constructions, siting helps establish a building in its particular location. Schoenstadt 
includes websites as an integral part of her process (with images of the show on Flickr, and calls 
for viewer participation catalogued in email) and in so doing, parallels the physical or geographic 
site with the simulated site(s) of cyberspace. She promotes an entropic collapse of the stodgily 
modernist mandates for purity of process, material, and thought.  
 
Schoenstadt sets out to break the rules, but does so through a process that acknowledges that 
revolution is a collaborative and collective process.  In a discussion with the artist about what 
art is and what it means to discuss work, Schoenstadt referred to the myriad references in her 
work saying ‘why does it have to be one thing or another, why do we have to choose, why can’t 
it be all of those things?’ She proposes that art-making doesn’t have to succumb to the 
‘either/or’ mandate, but can be ‘and/and’: modern and postmodern, individual and communal, 
certain and uncertain. In her willingness to promote such optimistic inquiry and heterologous 
practice, Schoenstadt herself furthers a new utopia. 
 
-Micol Hebron 
Los Angeles, 2007 
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Hebron, Micol. “Critic’s Picks, Los Angles: Manual Alvarez Bravo at Rose Gallery” 
Art Forum Oct 2007 n. pag. Web 
http://artforum.com/archive/id=18791 
 

 
Manuel Alvarez Bravo 

10.23.07 

 
 
AUTHOR: MICOL HEBRON 
09.15.07-10.31.07 Rose Gallery 
 
As Susan Sontag noted in On Photography, a photograph has multiple functions: to create beauty, 
to possess, to document, to mask, to reveal. The forty gelatin silver and platinum palladium 
prints by Manuel Alvarez Bravo in this exhibition, shot predominantly in Mexico in the 1930s, 
catalog delicately decisive moments: an anamorphic congregation of snails on a white 
background; a twist of braided hair juxtaposed with a zigzagging wrought-iron fence; a 
mathematical grid of peanut halves. Most of the prints here are previously unseen (or 
unpublished—a well-made catalogue accompanies the exhibition), and each confirms the rigor of 
Bravo’s photographic eye and the force of an inner vision that is inexplicable and compelling. His 
images are poetic and transgressive, tranquil and unsettling. Bravo shares a formalism with his 
fellow modernists (Edward Weston, Alfred Stieglitz), social concerns with revolutionary peers 
(Tina Modotti), and a penchant for Surrealist fragmentation and disorientation (André Breton, 
Luis Buñuel). His images frame repetition and patterns in a way that converts the quotidian into 
an event, and in their technical and aesthetic virtuosity reconfirm his position in the modernist-
photography firmament. It’s invigorating to spend time with art that is dedicated to skill and 
vision and unfettered by postmodern critiques that can be creatively debilitating. Likewise, 
though many modernist photographers are now neatly canonized—and therefore tamed—
Bravo’s images communicate with immediacy across the decades. 
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Hebron, Micol. “Francys Alys, The Politics of Rehearsal.” Arte Contexto 14 
December 2007. Print.  
http://www.artecontexto.com/en/readonline-16.html 

 

Francis Alÿs 

Politics of Rehearsal 
The Hammer Museum 
Los Angeles, CA  
September 29, 2007-February 10, 2008 
 
The Politics of Rehearsal at the Hammer Museum is Francis Alÿs’ first major museum show in 
North America. It is fitting to Alÿs’ decentralized practice that a Scottish curator (Russell 
Ferguson) in Los Angeles has invited him, a Belgian-born artist from Mexico City to present this 
show which is predominantly about the allegorical and dematerialist mechanisms through which 
nations and people resist and recompose the modernist ideals imposed by imperialism.  
 
The Politics of Rehearsal features several videos, sketches, letters, and noticeably few 
commodifiable objects, that outline Alÿs’ 20 years of exploring acts in which it seems that doing 
(or making) something leads to nothing. His practice is not about futility, however, but rather about 
readjusting expectations and perspective; about rejecting the modern hallmarks of progress and 
exploring a different notion of time and social interactivity. Both Alÿs’ solo performances and his 
organized group actions embody paradoxical elements of allegory that oscillate between the 
monumental and the infinitesimal. In When Faith Moves Mountains (2002), Alÿs organized a cadre 
of 500 volunteers to move in a single file line as they heave shovels-full of sand across a large 
sand dune outside Lima, Peru. While the dune appeared unmoved, a mass of people had in fact 
imposed a geologic shift, paralleling the collective action of a populous rebelling against 
government.  
 
In Paradox of Praxis I (1997) Alÿs pushed a giant block of ice through the streets of Mexico City 
for nine hours until it melted away. The resulting ‘work’ is a 5-minute video documenting the 
act. Through these pieces, Alÿs offers retorts to art history—Land Art and Minimalism, 
respectively—through public behaviors that humanize the sterile legacies of modernism.  
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Several of Alÿs’ videos infer a relationship to Fluxus as they explore situations put into motion 
by found and at times serendipitous forces. In Caracoles (1999) Alÿs films a young boy as he kicks 
a bottle up a steep street, waits for it to roll down, and kicks it again, continuously repeating the 
action as he slowly proceeds up the hill. It’s hard not to notice the Coca-Cola label on the 
bottle and draw an analogy to the Sisyphean struggle that developing nations face while 
determining how to evolve in the face of industrialization while still retaining national identity. 
The film Rehearsal I (1999-2004) shows Alÿs repeatedly driving a red Volkswagen up a steep hill. 
As he drives he listens to a recording of a band rehearse a danzon. Alÿs accelerates when the 
music plays and allows the car to roll backwards when the music pauses.  
With the context of rehearsal as the paradigmatic framework for his oeuvre, Alÿs calls to 
question the veracity and significance of each action. Is this the real thing, or is it a precursor to 
some final, more perfect - and perhaps imagined - outcome? In the video Politics of Rehearsal 
(2005-2007) a stripper continuously undresses and dresses under the house lights as Alÿs’ crew 
members mill around the staging area. In revealing the mechanisms of her performance, she is 
not sexy but simply pragmatic as she goes through the motions of her strip routine.  
 
Alÿs restages actions, re-titles his pieces, and sometimes makes the same piece twice. He acts as 
a DJ of sorts, remixing time, actions, circumstance. Under the rubric of rehearsal he proposes 
that it’s the act, and not the sovereign end product, that matters. Alÿs encourages singular shifts 
of perspective that are at times imperceptible yet offer profound implications for an alternative 
value structure.  
 
Micol Hebron 
Los Angeles, 2007 
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Hebron, Micol. “Critic’s Picks, Los Angles: Karl Erickson at High Energy 
Constructs” Art Forum Sept 2007 n. pag. Web  
 http://artforum.com/archive/id=18726 
 
 
Karl Erickson and Andrew Falkowski 

10.05.07 

 
AUTHOR: MICOL HEBRON 
09.08.07-10.13.07 High Energy Constructs 
 
The title of Karl Erickson and Andrew Falkowski’s exhibition, “The Magnificent Bastards,” refers 
to the devious artists themselves, the characters depicted in their artworks, and the political 
figures those characters seem to represent. Several years ago, Erickson and Falkowski, in an act 
of self-conscious machismo, began to compete with each other to see who could better 
draw MASH characters. Having further developed their ideas while doing graduate work at 
CalArts, the artists are currently exhibiting a more contemporary phase of that body of work—
a selection of manipulated portraits of Hogan’s Heroesand MASH characters that together form a 
sardonic, perverse, and particularly Gen-X pastiche that comments on the absurdity of the 
current war in Iraq. Falkowski paints photorealist black-and-white scenes with Colonel Klink, 
Sergeant Schultz, and Colonel Hogan in jubilant and vaguely homoerotic poses, at times wearing 
one another’s clothes or offering a shoulder rub for support. Erickson’s skillful drawings depict 
the heads of the MASH crew in psychedelic and surreal mutations: Klinger’s face splits in two as 
he talks on the phone; Hawkeye and Hunnicutt become a Janus-faced bust. Images of a pensive 
Radar with a literal third eye and Father Mulcahy with a necklace of heads (of fellow characters) 
evoke Hindu iconography. In their statement accompanying the show, the artists assert: “If you 
can’t stop ’em, describe ’em.” Given the plethora of abstract figures, narcissistic self-portraits, 
and formalist sculptures dominating the LA art scene, it is nice that someone is 
saying something about the ridiculousness of our current political situation. And with ineloquence 
being par for the course these days, it is a revolutionary act to describe the reality at hand. 
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Hebron, Micol. “Critic’s Picks, Los Angles: Tom LaDuke at Angles” Art Forum 
May/June 2007 n. pag. Web  
http://artforum.com/archive/id=15444 
 
 
Tom LaDuke  
 
06.02.07 

 
AUTHOR: MICOL HEBRON 
05.19.07-06.16.07 Angles Gallery 
 
Art and movies have long been associated with magic; both present wondrous illusions that 
titillate the eyes and the mind. Tom LaDuke’s exhibition of paintings and sculptures is a 
powerhouse of illusive—and elusive—imagery that is thoroughly seductive and magical in its 
technical virtuosity. He reminds us that the simultaneous luxury and agony of being an artist 
stem from the tautologous compulsion to make work about what it means to be an artist 
making work. LaDuke uses acrylic and airbrush on canvas (a new technique for him) to make 
monochromatic paintings that depict his studio as reflected on the screen of a television that is 
playing a pivotal scene of a cult movie (Aliens, Donnie Darko, The Shining, The Elephant Man). In 
some paintings, the artist also adds in the lens flare or camera flash of a photograph taken of this 
scene. Some of the paintings bear subtle evidence of other works in the show as they lie in wait 
in the artist’s studio. Light and surface have been classic subjects of inquiry for photographers 
and painters alike, but this treatment of surface is so oneiric and elegant that it speaks to the 
mysticism of television (think Poltergeist or Videodrome) and of the multivalent site of the studio 
itself as a place of contemplation, entertainment, production, melancholy, and mystery. LaDuke’s 
uncannily realistic sculptures are equally as stunning as his paintings. Each is made of colored, oil-
based clay and rendered from the artist’s imagination to reference ancillary objects from 
classical paintings. The poetic juxtaposition in one room of a heavy sledgehammer with an 
ineffably delicate dead sparrow is emblematic of the rich complexity that characterizes the 
whole show. 
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Hebron, Micol. “1 Image 1 Minute,” X-Tra Volume 8, Number 4. 2006. Print 
 
MICOL HEBRON 
Micol Hebron, Artist 
Bartholomew Cooke, untitled, 2005 
Copyright 2005 Bartholomew Cooke 
 
I love this image because it is both polysemous and unique, because it is a paradoxical 
image, at once violent and graceful. It simultaneously presents a silence and a roar, and 
speaks to me on many levels. As a photo historian, I am reminded of Worthington or 
Edgerton's iconic milk drop images. Or the photos of the atom bomb clouds at Bikini 
Island or Hiroshima. Or Stieglitz's Equivalents. I think of Andres Serrano's images of 
blood and piss and semen. I am seduced by the modernist formalism of the swirls of 
white ink. This image is referential and abstract at the same time. It's a truly decisive 
moment, irreproducible, and entirely fleeting, for a moment later, the swirls would hold 
a different configuration. When I first saw this photo, I wanted to own it, knowing full 
well that one cannot really ever own an image. I just wanted to keep looking at it. 
 
Micol Hebron is an artist who teaches the History of Photography at Art Center 
College of Design. If you are interested in participating in 1 image, 1 minute, please 
write to mhebron@sbcglobal.net. 
 
 
Spencer Mishlen, Photographer 
Spencer Mishlen, Mom Holding Dovima with Elephants, 2006 
 
The most famous photograph in my world is Dovima with Elephants by Richard Avedon. 
It is the oldest image in my memory of something that is not my own. Before my 
parents separated when I was five, they had a framed poster print up in the house that 
we lived in. I had always assumed my mother was the woman in the photograph with 
the elephants. I didn't learn otherwise until I was about 14 when I found the print in 
storage and read the caption under the image. To this day I can still feel the love of my 
mother when I look at Dovima with Elephants. 
 
Stephen Berens, Photographer 
Earl Berens, 1946 
 
When I look at this photograph of my dad, shot on his way home from a stint in the 
navy during the occupation of Japan at the end of WWII, I feel like I am looking at the 
photograph of a stranger. For starters, he doesn't seem to look like the person I know. I 
was shown this photograph for the first time only a few years ago, and it really surprised 
me. Here is this young man, in uniform, smiling, and looking directly into the camera 
while sitting in front of a romantic, though somewhat forlorn, backdrop that I imagine 
must have been used mostly by couples on a special date in the 1940s. He seems 
oblivious to the painted flowers and the trash on the floor. This photograph was taken 
before he met my mom, before he decided to go to college, before he became a 
veterinarian, before he had children, before he did almost anything that I associate with 
him or his personality, just at that moment before he started to become who he is. 
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Jim Welling, Photographer 
Inge Morath, Calder With Maquette of Gwenfritz, Roxbury, 1965 

 
This picture shows Alexander Calder walking with a three-legged table that holds a 
maquette of his sculpture the Gwenfritz, which is now installed outside at the 
Smithsonian in Washington. In the picture you see cows in the background and Calder is 
walking through the Connecticut landscape with hills behind. He's wearing a fisherman's 
sweater. There's an old wooden palette in the foreground and some weeds, just kind of 
a funky studio side-yard location. What I like about the picture is that it's almost as if 
he's taking the sculpture for a walk; it's on this bulky weird table with these very black, 
sharp, spiky things. In DC the sculpture looks like a gigantic bat with these big wings. It's 
the most sinister, ominous sculpture. Calder has domesticated it in this photograph 
where he's taking the sculpture out the studio. One of the things I think he's doing, that 
I find myself doing, is when you make something that is as strange spatially as this 
sculpture is, or you make an abstract photograph, you want to walk around with it, take 
it with you, take it inside, take it to bed, because you want to always look at it to 
understand the space. Calder's probably just moving the maquette outside to 
photograph it, but there's the sense that he can't be separated from it. The great 
pleasure of being an artist is that you are able look at your work in all sorts of 
conditions and sizes and scales; you can take it inside, take it outside. That's what I like 
about the picture. There's something truly wonderful about seeing these metal plates 
out in a landscape. 
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Los Angeles–based artist Marnie Weber’s distinctly vaudevillian practice comprises 
performances, videos, collages, and sculptures that are as enchanting as they are intelligent. The 
collages and sculptures that accompany her new film, A Western Song, 2007, are very cute. But 
they are also creepy, like macabre fairy-tale props. The imagery—on film and on paper—is 
marked by Weber’s now-iconic sprites in country dresses, neutral white masks, and long wigs. 
The collages collapse scale as the Spirit Girls, as they are called, and multiple images of Weber 
herself populate constructed dioramas that look like rural princesses’ dollhouses. Weber’s 
strategic desexualization of the Spirit Girls presents a complex commentary on expectations of 
femininity, identity, and fantasy. 
In A Western Song, Weber and her Spirit Girl cohorts leave their trailer home and embark on a 
meandering adventure to an Old West town. There they encounter a few rambunctious, banjo-
playing clowns and some defunct circus animals. A hootenanny ensues in the spiderweb-strewn 
lobby of an abandoned saloon. The exhibition also features pristine mixed-media sculptures of 
the circus animals—but none have ears, an unsettling rejoinder to the cacophony that 
accompanies the film. (The noisy score was performed live recently, at the Hammer Museum.) 
The animals’ deafness reads as an ominous message that perhaps we’re not listening as much as 
we should (to the Spirit Girls? to other prophecies?). Weber has been showing and performing 
in this city for twenty years and is at the top of her game with this multimedia endeavor. 
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Presented as a complement to “WACK!” at MoCA, “Multiple Vantage Points” presents work 
created between 1980 and 2006 by fifty Southern Californian women artists. Unlike the 
exhibition that inspired it, this show doesn't emphasize revolutionary or overtly feminist pieces 
but instead celebrates the polymorphous diversity that second-wave feminists made possible in 
the careers of women artists who followed. There is an exciting and quirky range of artistic 
identities and practices on display, from craft-based objects to performance, figurative painting 
to video installation, photography to sculpture. It is interesting to note the oft-ignored parallels 
between these female artists’ styles and several California movements typically historicized as 
predominantly male, such as the Light and Space art of the '70s and the surf- and car-culture 
influences of the Finish Fetish era. Highlights include Catherine Opie’s full-body photographic 
portraits, Marnie Weber’s oneiric, paganistic video, Phyllis Green’s biomorphic ceramic 
sculpture, Sarah Perry’s inventive, punny book sculpture entitled Preature from the Black Lagoon, 
2003, in which the eponymous “preature” emerges from a bible, and Ellina Kevorkian’s Pre-
Raphaelite-inspired paintings of herself and her twin. Overall, the work is full of intelligent 
juxtapositions: frilly and formidable; Conceptual and essentialist. 

 
 


