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= by Santiago Mostyn, Free People of Colour (and
ctures) brings together the work of four photog-
who take on an array of subject matter while

EE PEOPLE OF COLOUR (AND OTHER PICTURES)

up a spiritually cohesive whole [Get This!

September 25—November 6, 2010]. The
--znd-white photographs depict a subcultural demi-

~2= familiar from Swoon's traveling band of nautical-

director Kelly Reichardt's Wendy and Lucy,

s ]

d the film and photography work of Gus Van

y Clark, Katy Grannan, Oraien Catledge, and
~q. Defined either by artistic proclivity, sexual
poverty or race, this off-the-grid world is as
witness as any parallel narrative of America
=nges our antiseptic media and mainstream-
tional identity. These are dark valentines to an

tve world where lyricism and heartbreak seem

- neighbors indeed. In Mostyn's challenging
ful portrait of an other America, the values
rogress are not necessarily swallowed whole.
ity effect in Free People is both specific and

Michael M. Koehler's photographs document a

me and place: the post-Katrina landscape
d national imagination. One Year After
06, shows a grime-smeared American flag

¢ In the dirt—a symbol of democracy trampled

ned. In Off the Map, 2009, a map of the
s on a classroom wall, the Southern states,
cuisiana, have significantly dropped ofi. A
r line hangs, like some snail trail or equator,
block wall.

zst, Dinah DiNova's deliciously quirky tin-
1 in New Orleans convey timelessness. In

i Night Owlfs, 2010, modern musicians wear

teryear and play banjos and washboards.
/pes use an antediluvian photographic
cho the old-timey aesthetic and romantic

=ton with nature, music, and nonconformity that

tists from the British Romantics to the
1punks and shaped the willfully anachro-

nistic confines of New Orleans. Likewise, Mostyn puts
forth mildly debauched portraiture. In the nature-idyll
George Il (Ascension), 2010, an effeminate man arches
his body provocatively while lying by the shore. The lyri-
cism suggested in such images of velvety water or explo-
sions of green foliage is undercut by the assertions of
rigor and difficulty in the jagged seashells and chain-link
fences, and vacant lots that hem in the beauty.

The marginal occupants of New Orleans' Tremeé
neighborhood, where photographer Craig Mammano
moved in 2006, occupy the alternative reality of Free
Pepple. They are the spiritual kin—perhaps—of the self-
willed American drop-outs seen in Mostyn's nearly erotic
Hitchhiker Eyes, 2010 and Walt Lighting Cigarefte,
2010, Mostyn documents a defiant, iconoclastic con-
temporary counterculture whose subjects gaze out at us
with the vaguely unsettling, confident mien of people
who have chosen a particular life for themselves. In the
installation A Few Square Blocks, 2010, Mammano
conveys the abject and ad hoc existence of these Tremé
residents by tacking Xeroxed images to the cardboard
box backing that constitutes homeless dwellings and
pallets for backwoods trysts. The denizens of Tremé are
defined by lives splayed out and visible, spilling out onto
the streets from cramped row houses, forced to act out
their creativity and sexuality in vacant lots and crudely
drawn murals on liquor store facades. But they share an
affinity with the slackers, the punk-rock kids, and rural
pagans in some of the other artists’ work: crafting their
reality from what's available and creating cultures of self-
selected or imposed difference.

—Felicia Feaster

Democracy, 2010, altered books 18.5 x 19.5 x 4 inches [courtesy of the artist and Saltworks Gallery Atlanta)

BRIAN DETTMER
ATLANTA

Brian Dettmer's work exists in a contradictory, challenz-
ing space. Prodded, dissected, and bent into sculpturz
objects, his bookwarks are critiques of the presumsc
wisdom contained in their tomes. They are also celebrz-
tions of the sheer beauty of antiquated volumes, wit™
their quaint illustrations, softened, time-worn colors, anc
elegantly simple bindings. As such, a bibliophile coulz
both love and revile Dettmer's exhibition New Worlds =
Conguer [Saltworks Gallery; November 20, 2010—
January 8, 2011]. The title is two-fold as well—both 27
implicit critique of the chest-beating superiority of ths
imperialist imagination that extols its grit and guts in the
pages of these tomes and a reference to the artist’=
surgical process, a secondary conquest by way o
cutting tools. Dettmer masters and owns the worlas
contained in the books, disenabling much of their intz -
lectual power,

Dettmer's show-stopping technique involves the
autopsy of dense encyclopedias, travel guides, anc
history books from earlier decades to reveal how therr
particular knowledge has become a kind of dead-enc
enterprise. Contorting these vintage manuals and ency-
clopedias back on themselves, he reveals the fallacies o
their innards. Inside lie outdated maps, colonies, anc
countries as well as equally moldy assertions and points
of view. The luxury of hindsight allows us to see thes=
assertions as “bunk," to borrow a term from Henry Forc

In the age of instantly-amended, rapidly-changing.
and endlessly-malleable Internet information, the
certainty contained in these books can seem almost
quaint. As he turns them into sculptural objects and cuts
away their pages, Dettmer reveals themes and fixations
In some sense, he also lampoons their absolute, invio-
lable certainties. Understated humor is a frequent tool of
the artist. In The R.O.T.C. Manual, 2010, he wryly
isolates the word “thrust,” which is repeated throughout
the book, along with illustrations of men in various
athletic postures, uniformed men bearing firepower, gur
sites and scopes.

£5T TO RIGHT: Santiago Mostyn, Crossing Under the Bridge, 2010, c-print in artist's frame, 24 x 30 inches [courtesy of the artist and Get This! Gallery, Atlanta); Brian Dettmer
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ABOVE, LEFT TO RIGHT: Frances Stark, installation view of Th

Visual Arts Center, Cambridgel; If conceited girls want
Westreich]; Why should you not be able to assemble yours
Museum, Los Angeles]

an index to cantemporary art's imminant history

FRANCES STARK
CAMBRIDGE, MA

Frances Stark’s newest collection of writing, This could
become a gimick [sic] or an honest articulation of the
workings of the mind, published on the occasion of her
recent namesake exhibition, presents a surprisingly
visual understanding of her artmaking [MIT List Visual
Arts Center (LVAC); October 22, 2010—January 2,
2011]. This is all the more exemplary since the cata-
logue contains no images. Conceptually based ina 1995
work on paper wherein Stark makes shorthand liner
notes on a page of Alain Robbe-Grillet's The Voveur,
which the show is titled after, the book is filled with her
poems and writing as well as freehand notes by exhibi-
tion curator and co-editor Jodo Ribas. The first U.S.
museum survey of the Los Angeles artist’s work, and the
first LVAC show for Ribas, is a tangible recreation of
Stark's treatment of language—cutting, repeating, re-
shaping, re-contextualizing—that makes physical the
inner dialogue of artmaking without ever taking itself too
seriously.

Stark's work results from her own thoughts and
creative struggles. As such, it should come as no
surprise that much of the work featured in the exhibition
reveals a physical exploration of interiors. Her trademark
fields of white negative space sidle up next to desks,
small tables, chairs, and other pieces of furniture dotted
with colorful vases and flowers. Her Cat Videos, 1999-
2002, juxtapose the uneventful actions of house cats
with the unlikely sounds of 1980s-era Throbbing Gristle,
A 2004 text-based work on paper proclaims, “THE
FURNITURE OF MY MIND IS ALL UNDUSTED STILL."”
This attention to the inside of things is both reflected
visually in the figurative rendering of collaged interior
scenes and also implied throughout the show. It makes
the work intimate without resort to insignificant personal
references. It's also quite feminine.

While literature plays a significant role for the writer
znd poet, whose artworks often reference published
works or use pages from books as material, Stark’s
textploits are first and foremost plays on language.

ould become a gimick {sic] or an honest articulation of the workings of the mind, 2010 [courtesy of tn=
have a seat... [standing), 2008, vinyl, paint, rice paper and fabric on casein on canvas,
te? 2008, rice paper, paper and ink on gessoed canvas on panel, 137 x 68.5 cm [courtesy of

Several drawings and collages reveal literary referenc=

indirectly, with chains of squiggly lines unfold

paragraphs in a book, complete with line bre
missing punctuation. Others tackle the book a= ©

To a Selected theme (Emerson v. Nietzsche), 2002

ally casts the cover of Friedrich Nietzsche's 1902 ooo

Ecce Homo as its subject matter, with a blue pans, © =

som covering the cover's title and the male figu

waork is part of a 2000 series titled after Nietzsche's
book, which discloses his own interpretation o*
achievement, development, and meaning of nis ¢

—a theme that Stark's work echoes adamantly.

Similarly, the final wark in the show, [ must s:2 =

(again), 2009, is a text scroll that spills over ©
floor, wherein the artist endlessly explains herse
words slowly roll away and out of view, n
Nietzsche's sanity or the illusive nature of th
process itself. This could become a gimick
honest articulation of the workings of the mi
mately not unlike Robbe-Grillet's The Voyeu

places the audience inside the mind of Mathz

protagonist. Here, we are inside Stark’s mind

—Evan |
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