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Abstract

Can the female feel at home in nature, myth and on screen, realms where she is so often laid to
rest?Pictures in an Exhibitioris a pastiche that exposes popular culture and art historical tropes in
which ambiguous signifiers have become lost in a chiaiaferents An installation of videos

document durational performancésfilmed, edited and performed by the artist unaccompéntbat

are humorous, satirical, aesthetic, historical, philosophical and psychological. Making simultaneous
reference to art btory, mass media, literature and mytholdgigtures in an Exhibitiorxposes the

conflicted condition of a postfeminist 'self' striving to arrive at an exhibition of subjectivity.
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INTRODUCTION: Exhibition

Pictures inan Exhibitionis an installation of digital video works that mimics an exhibition of
paintings in a traditional museum setting. In a cheeky play on words, the works present an
0exhibitiond in the act of exposing eintedckr a wo
moving picture, the artist performs an action or narrative set in a natural environment that references
a specific art historical trope or genre. Surveying the gallery space, six pictures are Visile.
first, red stripe painting; walking thine; red carpet(hereaftered carpe) is featured on the wall
facing the entrance of the gallery. Referendimgmatic widescreethe video image is projected
onto a grey wall extending to the floor: an invitation for the viewer to visually walkhetscene.

This large projection is flanked on either side wall by two smaller video projections med<i®idg

by 277cmeachFr a g o n ar dMsslLa kahung gut to dnandwhite on white; marrying the
wind; runaway brideare projected onto raisg@nels and in this way reference the traditional canvas
frame:awindow view Along the back wall there are three video monitors displaying three video
loops. The first of these lseda and the Swan; pool toy; plastic pornograpiwe secondpst;

Stella; looking glass(esand finally,Sisyphus ggi; Renaissance womasomersault Bringing

attention to the television screen, t hese video

A soundscape permeates the spdaiscordantchord harmonies and manipulated bird songs
wash undemelodies reminiscent @ Disneyesque dream gone awareatirg a disconcerting yet
comic concerto that mergése subtle horror of the psychological thriligith a nature documentary
All the vocals angounds are sung, recorded and edited by the artist; she is singing to reassure
herself on hemasquerade tbugh the untrustworthy image. Like in many fairy tales, the starlet
Owhi stles a happy tuned6 but t he itsaverdubbing.uThed s man

soundtrack suggests an ominous tone; something seems amiss.



A number of elements at play Rictureswill be expounded upon in this paper. Each theme
will be explored in relation to a specific video: formal and physical descriptions will be coupled with
a more indepth theoretical analysis. The theory will build cumulatively as each video is examined
from multiple perspectives. These analyses will be rooted in the disciplines of media studies, art
history, philosophy, behavioural studies, and feminist discourse, as well as in personal experience.
The structure of the paper will, in this way, refldat broader aim of the exhibition: to unveil the

contingent reading of representation within the postmodern exhibition space.

There is a selawareness iRicturesas existing within the framework of a rich, yet problematic
history and in the context dfi¢ gallery space itself, two givens that postmodern work can no longer
escape. The performances are also being played back on a variety of screens, making it important to
touch on the o6reality probl emat The écialsettingard ed i n
also not be ignored. Consequently, the cultural and mass media environment that has formed the

identity of the authdy as performing subjedtwill be investigated as well.

The performancéor-video medium makes it necessary to considethieory surrounding
feminist video and performance art of the 1960s, a discourse still relevant today. Performance and
video work allowed for a female perspective that had an affective immediacy and a truthful bodily
presence. This was a perspediivanembodied and gendered visuadityhat had, up to that point,
been largely denied and muffled. Artists such as Yoko Ono, Marina Abramovic, Maya Deren,
Martha Rosler, and many others forged a path that made possible experimentations by, and
recognition of, vemen in various disciplines. The temporality inherent in performance andvideo
shifting the focus from object based to experientially situateddoset into motion a conversation
about the efficacy of art. Art was examined as historical monument, as @odipolitical testament
and as contextualized idea and sign. This conversation pointed to another advantage of working in

new timebased media as it was not mired in and weighed down by thedmadmated



iconographic history of painting. My play oandscape painting, the gendered scene, and the

modern male spectator in particular articulate my investigation of this history.

It is in thisplayful mixing of references thaicturesquestions but also pays homageto
expectations of tropes, mytind representati@and their signifers In his introduction toArt in
Mind, Ernst van Alphen wrot® a s  a-upf art axposes histofy € &rt has made interventions in
thinking, imagining, and representing such key aspects of human existence as individuality, identity,
and space. Each of these issues is of majoraebee e f or ¢ ul nrefraraihg, itlalsof e 0 ( X v i
has agency and pregs new ways fodefining our cultural meaning. Itis my hope tRattureswill
continue a dialogue about the representation of the female fubyechen who are caught in a
sticky web of mythology that defines their every méveictures in an Exhibitiorxposes three
distinctpostmodern conditisit h e 0 sftenla®ed of sighifidatiot; he f emal e G6sel f 6
detached from reality and situated within a mythologized angdtedrnarrative; and the péstinist

6sel f 6 treest in the s

Figurel. red stripe paintingwalking the line; red carpeWideo still



EXHIBIT ONE: red stripe painting; walking the line; red carpet

On entering the gallery, the viewer encounters a long, plush, yet somewhat haggaugl looki
red carpet.Thecaipet leads int@nd continues through a video projection of a landscfeze, the
gazefalls on a female figure, the artist herselfessedio the ninedin a glittery long black gown,
with anup-do, long father earrings, and shiny thrizeh black heels, she iegeringdown the
length of the carpdfig. 1). Disappearingn the distance as the camera fades that figure
reappears in the foreground of a new settirgy@new scene begins. The fadendfadeout of
the scenes echo the action of aaumrbeingd r opped on t he 6act dhe I n thi

illusion is disrupted and the i e wadtentios is broughinomentarilyto the blank screen.

Her back always facing the viewenr heroine refuses personal identification and instead

exemplifestype Awkwardly balancingpnthearfii ce of the carpet, yet sto
st yshé confrontsh nat ur al obstacles encountered. Al wa
narrow6, we wiovterumeses sutiaeamavigatirigthrpughrirges and dense

bulrushes, plunginthrough a river crossing, confrontifggh winds,maintaining equilibrium on a

carpeted log, baringkin bitten by snow and iceareening down a deep snowy slope, and mounting

sand duneffig. 2 and fig. 3). The scenes follow the flow of the seasons. Beginning in a green

summer field, the figure travels through lush forests, doigtdgrasses, changing leaves, first

snowfall, snow drifts, spring flowers and the sands of sumti@ally, following the carpet into a

sea of water, we watch as a wave creststiwetopofo ur t r agi c (skesfig.@4).9hei8s head
gone, but only momentarily as theop begins anew amalr heroinds seeronceagain traversing a

vast green field cut deBpby theslice of luxurious red.

The red carpet is imbued with pop culture and mythological meanings. In a literal sense, there
is a gesture of carpeting over nature. In ancient mythology the red carpet was seen as a godly luxury

separating the mortal, lowly ehrfrom the tread of the gods. In the earliest known reference, the



play Agamemnotvy Aeschylus (458 B.C.), Agamemnon arrives home victorious from the battle of
Troy. He is hesitant to walk on the tapestries laid out by his wife Clytemnestra claintingltha
gods tread on suaxtravagance$ However, Agamemnon relents to the arguments of his wife,
removes his shoes and walks upon the tapestries. Through this act he is foreshadowing the
gruesome fate that is to befall him. In @urrent celebrityculture we no longer heed the same
warning® the danger inherent in acting as godmsd sarsare honoured much as the gods were in
ancient Greece. They parade past hoards of shouting idolaters and are frozen for posterity in the
twinkling flash of the camega Weareso accustomed to seeing celebritiegking the red carpeta
award shows and premieres that phesentation ofnanufactured personas in highly controlled
shapshotmomens does not feel odd or contrived. The expectation is subverted Tapetwhere

an unidentified woman isvalking awayfrom us, rather than presenting herself to us. The viewer

remains unacknowledged and is denied a certain level of power. The female figure does not present

her image for consumption ned carpet

Figure?2. red stripe paintig; walking the line; red carpe¥ideo still



Strength is depicted by the figurered carpet hr ough t he womanédés unfl in
forwards. She seems unfettered by the obstacles in her way. At the same time she is entrapped,
reluctantly tied to the meanings implicit in her historical and cultural symbolism. A blond Caucasian
woman of an ambiguous age, the artistbdés body i s
socially constructed givens. These givens tie the sutiggen, but also provide the matter from
which the subversion and comedy can be molded. Alongside the socially constructed subject we
find a personally constructed author (one and the same, yet fundamentally very different). The
authorship and subjectiyif the author, along with that of the spectator, are thus of concern within

the work.

The obsessiveness of maintaining the semblance of the perfect manufactured woman is at odds
with the feelings of sel€onsciousnesand embarrassment | experienced myithe filming ofred
carpet This resulted in my shooting, performing and editiiigp no witnesses or assistart$ie
aloneness, isolation and shame felt throughout the process echoes the futility in attempting to keep
up appearances in the broader abcbntext. It also brings into sharp focus the potential danger of
being a woman alone in the woods in what were often compromising positinrke final
product, romanticism glosses over the reality of the process that ingetting upat the crak of
dawn, finding accessiblget secluded spotsand trulging there weighed down witiead sixty feet
of red carpet strapped to an external backpack frame, props, camera, and tripod. | was
simultaneously sex object and paokile. Extreme cold was another hurdle. With bare skin
exposed to temperatures and wind chill reaching betwlsC to-25°C, | had to pay close
attention to my body and its exposure threshold. Throughout the filming there was a constant
contradiction between presenting poise and being experientially present in the elements that

consistently challenged my composure.

Int hi nking about embodi ment and the acting of

examination othelnteractionist6 s el f 6 wi t hi n t hservasasdniatdérestthg envi r on



entry point* Van den Berg believes that social interactions, and byygragractions with

technologieaand our environmenbuild our personasShe introduces several of the ideagofing

Goffman Goffman explainshat in determining and defining a situatiegmdividuals choose certain

roles Heisquoted byvandenBer, aivfihnfg assumed their o6rol ebd, t he
Operdncrens 6 or O6PpirtrersenThesendpPpeér {or mancesd are ju
audience, and the performtam/herself (31). Goffman believes that people perform both sincere

and cynical performances andtfisivh en r ol es are frequently portra
both the audience and the performer himself a person may come to identify with that role to such an
extentthatitbecomgsart of hi s selehBergBagbkhe 6géedf odj nf vam t
perspective, can be seen as a construction fragiemany different rehearsedles. Van den Berg

a r g uflgike everfithing else, modernity turned ideptit i nt o a o1l i fe projectdod
sees the marfacturing and ugkeep of socially and commercially prescribed and personally

regimented gender roles. Ricturesi t i s the contemporary &omands r

rather flathd and consequently revealing in my performances.

Finally, and perhapless obviously, the viewer is alable to follow the path of referenae
red stripe painting; walking the line; red carpet modernist painting the motif of the red strifge
as well as to the more traditional historic narrative landscape painting istat@x either side of the
6 z P Ipséen as a modernist exerciesg carpetcan be interpreted as the strigifor
transcendenéefollowingthe6 z i p 6 i n o.rintheent intthe puésaitrgiure foreldy the
avantgardes wathe driveto eraséhear t i st 6 s h.aPRum selaierencimgforwo r k
exceeded the individual, literary associations, dogmatic classical canons, and the illusionism of the
representationaimage, and thus transcended historical tenets in genena.marked théossof the
romanticheroic e bnid Gshered inficedé s eAreebowever, only in the sens
seeminglyfreed itself from the linear narrative of history asfccultural expectation. | wouldrgue

that Barnett Newman, in particularrbodies a paradox to this id®alhrough his attempts at



touching the sublime in works such®se Wild(fig. 4) andAchilles(fig. 5), he further sanctifies the

artist as a spiritual messendied to the trajectory of the iconographic history of paintmatgher

thansucceeding in erasing Hisndfromthework. The tr ansfi guration of the
the inevitable historical objectification of the artist and artwork persists in the postmodern but is now
accepted as unavoidablehis quastheroic modern painteis replaced in postmodernism by an

indeterminate andhdefinabled s & ladsel®®6 t hat has i ncrcemicllysefl vy becom
consciousand somewhat selbathing in the realization of the inescapability of the paradox of art

making. In red carpetthe femalaartistcould be seen as figuratively negotiating this dine

I i t ewakihglthe lin@
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Figure 3.red stripe paintig; walking theline; red carpeWideostill (detail)
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Figure 4. BarnettNewman The Wild

Figure 5. BarnettNewman Achilles
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EXHIBIT TWO: Leda and the Swan; pool toy; plastiornography

Oppositered carpet,on the largest of the three monitors, we firstla and thé&wvan; pool toy;
plastic pornographyhereaftel.edd. A nude figure (recognizable again as #ntst) is floating
languidlyalong andyllic river on alargeinflatable plastic pool swanWe are lulled by the gentle
gliding of our heroine through theater on her steedShe drifts byin a variety of positionsin
some scenes the videtay direction has been alterednmake it appear as though the swan is
rockingLedaback and forth This absurdity and foed animationrmakes the vieweaware of the

directo®bs hand

As inred carpetthe scenes ihedaare separated by fageits. However, far from being fluid
and innocuous e fadeouts inLedaare disruptive and alarming. Single frames flastepeated
sequencento the screenhe suggestivélutter of orgasm The climax of action igronically
represented in momentary stithages set between lengthy scenesvisfual inaction(fig. 9). The
viewer is made to question what was seen, and if indeext she saw the images at dt this
amost subconscious glimpsing, there is no time t
implication in theseeing s made mani fseghemeldlash and the subsegent 6
cognition and questioning of dednasasdopophlicealr a Mul v
an assertive frissan the pleasure of voyeuristic viewynMu | vey 6 s si@évi asadl eBlags
and Narrati ve clhématespack asevgyaunsticitheatre, the scopophilic pleasure o
looking, and the role ahe eye of the camefand by proxy the viewer situated behind this eye) in

establishing an géctifying gaze $7-65). Mulvey wrote:

Going far beyond hibaldokedagreds,icinega taildswoerwayrsideds tot o
be looked at into the spacle itself. Playing on the tension between film as controlling the

dimension of time (editing, narrative) and film as controlling the dimension of space (changes

10



in distance, editing), cinematic does create a gaze, a world and an object, therebygraduci

illusion cut to the measure of desi(@5)

The subject of Leda and the swan lends itself well to satisfying the whims of desire.

Historically, the myth of Leda and the swan was an opportunity for artistptesent the
f emal e f i guc éopulation @itmadng petkedswan(seen as much less suggestive
and troubling than a man/woman couplingany of the renditions of these ramnderingsvere
subsequently destroyed they were labeled too risqué; however, several notable pairsimgve.

Among these is the storyboalile depiction of the myth by Correggio (fig. 6).

Figure 6. Correggid-eda and the Swan

In my versionthe deaepan, matteof-factness of the copulation of female witiganticplastic
swan pants to ouroften ridiculous and obsessive love affair with femininitsitis plastiazed and
pornographic In the final scene dfeda Leda andheswan deflée until they are flaccid, collapsed
into each other and almost fubyibmerged in the water. Two largeitehgggs float away from the
pair i n t heandthelowm bediss agaior 8).%e n t

11



Figure7 and Figure 8Leda and the Swa pool toy; plastic pornograph Video stils

Filming this final scene meant sitting naked in the frigater for an extended period of time
(fig. 7). The swan, despite being weighed down with a couple of dumbbell weights and having just
suffered multiple puncture wounds (footage not shown in the video), did not sink nearly as quickly
as expected. So thersat, shivering uncontrollably in the early hours of the morning. Having just
mutilated my prop/love object there was no chance for a second take. Far from beinigesexy, t

making ofthe work was an often challenging angoenetimes dangerous productidnflated, the

12



swan was too large to fit into my car and access to electrical outlets for my inflator was limited, thus

| was primarily restricted to filming at locations reachable by foot from my home. To capture the

final scene the seveioot-long svan had to be portaged on my head for several kilometres with the
remainder of the gear (dumbbell weights included) slung onto my shoulders. Asdvithrpet the

endurance and the physicalestgth required foLedameantthat the process itsdbiecanea mnd-

overmatter performance. As with most cinematic work, the actual and often painful reality

involved in the productiors veiled in the theatrical pastiahehe illusion anddelusionof the final

work. The process also holds an interesting and often strained negotiation between performer and
cinematographer (who in this case are one and t

6does it all herselfd6 contemporary superwoman m

In my case, this negotiation instigated some soul searéhinigy was | so compelled to
undertake this project and what was | hoping to express in doingta&@ my cue from the author
and media theorist, Susambuglas who urges an examination ofiltural historyto find the root
of theconflicted feminine identity (10)The building locks of my mythology can be found in a
specific social context. | was born in 1976 and spent my formative years embetitooipular
culture of thel980s, argably the limnal space between seabwave and thirdvave feminisnd
now alsotermed postfeminish.Di a n e MWhaga GirldMantsTrames my own confliced
experience of growing up as a free yet carefully constructedifgiflhat is apparent is that the
postmodermmediathon is giving rise to a new kind of female figure who is closely tracked,
ideologically fraught, and highlg v er det er mi n e d(Ndgn45hEh e me@amd infgis®at i
of femaletypesis redefined by postfeminism, especially in the idolizatioie@do manl y gi rl s o .
Agirl i sbelieves Negréld). Ne gr a 6 s Ievanets mysexploratiorr oéthe
mythologized femininéselfa how women are defined by their image as situated within

stereotypical settings and played out in socially coogtd actions and inaction.

13



D o u g IWherédtlse Girls Aradopts a similar strategy and loakshe contradictory
representation of women in the media of the boomer generation (particularly in thell%#&sand
1970s) Douglas believes that it wassepropagated@nd often hypocriticamages that created the
perfect storm anfhnned the flames of second wave feminidbouglas describes a media
landscape that was torn between honouring an independent and strengupasterican woman
who had carrié the country through the war on the hefrant through sheer muscle power and
resilience, while at the same time urging theseesawmen to return to prear domesticityand the
commercially available power of Mr. Clean (14, 18;Z8 4560). The negoéstions between the
public and the private roles for women continue to this day, even though they passed relatively

unnoticed during my own childhood.

Freeplay femininity was take for granted during my 198@ildhood where feminism was an
outdated an@n unnecessary terni.he only notion | had of the male/female dichotomy was that
boys: a) were annoying; and b) always thought they were so much better than girls. So | did my
utmost to run faster than them. | climbed trees and went down shittglen my HotStix hot pink
skateboard. Today, the pfishinist paradox is the paradigm. In postfersinj traditional roles for
womentied to he home and the caretaker reara again being glorified for women whave

grown up putting hugamouns of care hnto becoming independent modevamen.

The postfeminist image that is being proliferated by the mass media today shows women
disillusioned by their cold hard working reality in the city returning to their hometown in droves
hoping to reconnect with thatlsmol yearbook nerd who has blossomed into Dr. McDreamy and
then instantly popping out some kids, rekindling that lost zest for life while giddily changing
hundreds of soiled nappies looking Mommylicious in Lululemon. These messages are mvehging
thosestill infecting myDisneycortex Cinderella issogueing at the BallSleeping Beauthas just
woken up from a comanducing Brazilian wax jolandnotfrom the kiss of a metrosexual prince.

Feminine plasticity is melting in a pot of mixed messages. B&pustas long as you are sexy

14



doing it. Ojubtbersaretolbakgoochhionbei ng it . natmmél rbace t he
Goud® just as long as your curves sit in the bikini top and not underneait the only hair that

you have is firmly plant on your head And then there is the continuing Princess craze, a

mar keting goldmine directed at vulnerable | itt!]l
by a pink Tonka truckToday, just as in the 1970s, women aitempting to squeezbdir identities

into conflicting articles and clauses. And they are trying to do so quietly, without drawing any

attention. Add to this a certain amount of malaise with ouffablicated and magsroduced reality

and you have a situation that is itapiior a meditation retreat with freflowing vats ofred wine.

Ultimately it is the acknowledgement of this suppressed mental mondlamnesthat had been

building steam for some timethat had me up at the crack of dawn sitting naked on a sinking swan.

Feding trapped between the idea of who | wanb#wersus what is presented to me and feeling
guilty and notquite-good-enough either waygonscious of the mealiand pop culture hanestwheel
yet still finding myself compedld to jump aboardRicturesis ametaphor for this strivingnd manic

treadmill of identity | think | may be waving a little white flag. Oh no, those are just my panties.
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Figure 10F r a g o n amng;dMiss Lalsaphing out to dryVideo still

EXHIBIT THREE: Fr a g o n ar dMsslLa kahung gut to dry

In thefirst of the side walprojectiors on panelFr a g o n a r dMissLa Eavhung gut to
dry (hereaftef- r a g o n a r )dadenales figurenhgngsgpsidedown off a trapez from the nooks
of her kneegfig. 10). Her white dress has fallen insidet and is hanging down ovtre top half of
her body.covering heh e a d . The figureds athelace mingefthdangl i ng,
dress Bright white underpants, bare legs and black rubber boots are fully exposed. With the figure
seemingly lifeless, the trapeze appears to be moving on its own accord. Like a perpetual motion
machine, the trapeze picks up velocity as the figure does a sesiesvdfirning pirouettes and then
comes to rest again. Every once in a while, we see a leaf flutter off the ground and the illusion is

again broken: thivoping video is being playefdrwardsand backwards

Fr agonar mhdkes refengnicatteanHono® F r a g o paantind: Bappy hazards of
the swing(fig. 11). In this Rococamagefrom 1767 a young woman is being pushed on a swing by
hermanservant. Her suitor is in the bushes looking uskieras e swings overhead. One of the

youngl a dshdesdlies through the aimfullclimact ¢ r el ease, symbolic of t}

16



