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Foreword 

The seven artists in this exhibition address both 
contemporary critical discourse and the artwork's 
relationship to history by recontextualizing pre-existing 
cultural codes, art-historical images, or stylistic devices. 
The outcome of their endeavors evidence a variety of 
de-mythologizing strategies, none of which are fully 
complicit with the lineage that informs our reading of 
the work. 



Michael Corris 

s f : '  

Michael Corris' work operates on such a multitude of levels it 
produces a sort of intellectual vertigo. Using technically 
sophisticated graphic artist's methods, he explores the 
relationship between art and politics, and modernist esthetics 
under the larger rubric of "art and language". 

His Birth of Venus features a pictograph comprised of a 
cross balanced on a half-circle. Is this representing a 
Christian icon, or an altered symbol for "female"? The title of 
the piece seems to reinforce the latter, because this 
pictograph also resembles a schematic rendering of a figure 
surmounting a halfshell. The overall visual appearance is one 
characterized by a minimalist simplicity and austerity. What 
initially functions as solid areas of tonality, upon closer 
scrutiny resolves itself as minuscule lines of type-set text. 

This text belies a minimalist reading of the piece by its 
insistant repetition of the political aphorisms: "art is a 
weapon" and "for art and Capitalism" or alternatively, "is a 
weapon art" and "capitalism for art". At this juncture, the 
possibilities of an unenigmatic interpretation of the work 
becomes unlikely. 

The tension between contradictory levels of semiotic purport 
operate as a metaphor for the problematic mandate that art 
function as a communicative vehicle within society at large. 
This sort of paradox is readily accessible to an audience 
acclimated to post-modernist discourse. However, since this 
audience is created by the structures and strictures of class 
considerations, the very strategy of this work undermines its 
own political agenda. 

This final irony demonstates the continually self-critical 
nature of Corris' work, which achieves a complex meditation 
with an economy of means. 
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Michael Corris, The Birth of Venus, 1984, photoprint, 52 x 54". Courtesy of the 
artist. 



Katharine Ku haric 
Katharine Kuharic frequently appropriates imagery from 
Renaissance and Baroque "masters" of painting. Although 
she freely distorts scale, perspective, and context, the 
emblematic quality of the historic images remains intact. 

In Vanltas-The Great Wood four distinct elements from pre- 
existing paintings are thematically superimposed. Unlike 
most contemporary appropriation, which purposefully 
confounds our expectations by scrambling codes, this work 
sardonicly reflects the didactic complexion of the borrowed 
"emblems". Life/death and mortality/immortality retain their 
function as meaningful dichotomies within the structure of 
the "Vanitas" painting (a traditional genre which admonished 
the viewer to contemplate his own mortality implicitly in 
relationship to Christian beliefs). 

Despite the literal ambiguity of Kuharic's juxtapositions, it is 
possible to extract a symbolic narrative from this tableau-like 
composition. Metsu's chicken and Caravaggio's over-ripe - 
fruit are both objects of human sustenance and'reminders of 
the ephemerality of the flesh, while Ribera's angel heralds the 
last judgement. All three protagonists are awkwardly 
situated in a relatively tiny Jacob Van Ruisdael landscape, 
perhaps a reference to man's relationship to nature. 

This matrix of facile moralizing reduplicates the equally facile 
semiotic content of the historic genres, now made ironic by 
the incongruencies of the composition and the use of an 
archaic symbolic vocabulary. 





John Franklin 
All of John Franklin's objects have a dual nature. They seem 
to be informed by a number of modernist conventions, (a 
fetishistic relationship to materials, a found-object sensibility, 
a privileging of unconscious motivations, etc.) yet they 
simultaneously undermine such conventions with a subtext 
of pragmatism. 

Franklin's Trojan Warrior is most interesting in its 
relationship to surrealist notions of the found object. 
Whereas the surrealist object's meaning was located in 
unconscious associations, Franklin's object is imbued with 
meaning simply through visual resemblance. This 
superficiality of "content" is reinforced by the placement of 
the object on a backdrop which shares its physical properties 
to excess, and calls for a purely formal reading of the entire 
piece. Fortunately, the work succeeds equally well as a 
sarcastic employment of the found-object and an elegant 
attempt at minimalist presentation. 

Although the duality of Franklin's work might suggest a 
certain duplicity in regard to the viewer, the contradictions it 
preserves are far too subtle to confirm this suspicion. 



John Franklin, Trojan Warrior, 1985, pie plate and silver leaf on aluminum, 18 x 12". 
Courtesv of the artist. 



Don Freeman 
Don Freeman's paintings operate as references to both 
historic iconographies and modernist values. In Madonna 
and Child I two intertwined gold rings float in front of 
illusionistic drapery. These "halos" earmark the missing 
figures while simultaneously functioning as minimal subject 
matter, emblematic of a modern sensibility independent of 
icons. 

The mechanical precision of these rings and the silk- 
screened drapery contrast with a scrim-like surface of 
transparent impasto; a conmmentary on the conventions of 
modernist expression. The result of this thematic criss- 
cross is a resonant statement concerning memory, faith and 
disbelief. The work occupies a grey area situated between a 
homage to a bygone era and a sterile existential crisis. 
Rather than being merely glib jokes on minimalist painting or 
parodies of antiquated Christian art, Freeman's works are 
expressions of contemporary spirituality that cannot 
reasonably ignore any possibility nor replace lost faith. 



in  Freeman, Madonna & Child 1,1986, acrylic on canvas, 50 x 40". Courtesy 
the artist. 



Paul Laster 
Paul Laster's most recent work involves lifting images, 
colors, and textures from pre-existing printed matter with 
transparent tape applying these over reproductions of 
modernist photography. This method allows him to load his 
"brushstrokes" with illusions of the surface qualities of other 
images and, because of the transparency of these overlays, 
retain the readability of the black and white reproduction. 

The Unexpected Answer features Laster's colorful "tape 
transfer collage" combined with an image by Edward Weston. 
This collage undermines the specific formalist content of the 
photograph while simultaneously affirming a formalist 
reading through the decorative treatment of the surface. 
Concomitantly, the photograph's implicit meaning (nude 
woman) is exposed and reinforced by the images of pearls 
and the floral-like pattering of the surface layer. The artist 
aptly describes this relationship as one of "collision and 
collusion". 



Paul Laster, The Unexpected Answer, 1985, tape transfer collage, 17% x 21%". 
Courtesy of Lorence-Monk Gallery, N.Y., N.Y. 



Tyler Turkle 
The irony in Tyler Turkle's work is extremly ambivalent. He 
literally and figuratively defaces "legitimate" works of art by 
pouring liquid acrylic over reproductions from art history 
books, while leaving intact any descriptive text that might 
accompany the image. He also makes his own "art 
reproductions". 

Both these ridiculing strategies call into question critical 
issues involving quality, authority, authenticity, and history. 
The overt manner in which these strategies are manifested 
however, throws the viewer back to his own resources 
wondering how authentic is the artist's own irony. 

Plastic Replica,a homage to Picasso's prolific style and 
shrewd marketing savvy, reduces the modern masterpiece to 
a decorative object, fulfilling the modernist propensity toward 
mass reproduction and consequent trivialization. The 
inherent esthetic qualities of the original ink drawing are 
hopelessly compromised by the incongruous low-relief 
replica. 

In the context of the art gallery we recognize the wit in this 
gesture which, should we find one in a gift shop, might go 
unnoticed. 



Tyler Turkle, Plastic Replica, 1979, liquid acrylic on plywood, 23 x 16" 
Courtesy of the artist. 



Gordon Voisey 
Gordon Voisey has recently combined nostalgic interiors 
with an exuberant style to create paintings that initially seem 
to be too good to be true. We should not accept this 
sweetness at face value, however, since behind it lurks a self- 
consciousness regarding the ways in which art works are 
created, displayed, and perceived. 

In Gallery, a museum interior housing a display of minimalist 
paintings is transformed by luxurious brushwork into a 
mannered impressionism. In addition to a rather peculiar 
clash of styles, this overly consistant painting surface reveals 
the dependency of minimalist works on their viewing 
situation by neutralizing them as discrete subjects within the 
composition. Voisey gives us a vision of sameness - the 
gallery with its shiny floors, expansive rooms, and light- 
drenched walls being complicit with the art itself in 
promoting a "transcendent" experience of perception. 

The contemporary impossibility of sustaining this attitude 
results in a collapse, painfully evident in the fleeting quality 
of Voisey's recollection. He describes this painting as "a 
souvenir of the experience". 



L 
- Gordon Voisey, Gallery, 1986, oil on canvas, 78 x 102". Courtesy of the artist. 
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