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INTRODUCTION

In the past, my work has had a slick quality to it, and has been primarily digital. In fact, digital art is where | started
many years ago. The work I've done this semester has been motivated by a desire to create physical objects that
show my handiwork. In the first part of the semester, | worked to create physical objects that were visually rich and
engaging for the viewer. As the semester progressed, | became interested in creating larger-scale objects that were
equally visually rich.

pillow talk (when can i see you again) explores themes of intimacy and separation. Its inspiration comes from
long-distance relationships and the pain and joy wrapped up in the nature of those connections. This piece ques-
tions the basic natures of both intimacy and separation; does separation have to be physical? Is intimacy solely an
emotional concept?

Embroidery throughout history has been considered women’s work, and as such, has been demeaned and limited
to the private sphere. It is only recently that this medium has found an audience in the art world. While embroidery, a
historically feminine medium, is not inherently romantic, it does have romantic associations. The heavy links of em-
broidery with femininity links it by extension to the romantic. Femininity has historically been associated with roman-
tic imagery, and therefore the identification of embroidery as feminine is an easy connection to make.The history of
embroidery as an appropriate and productive creative outlet for women, especially those women awaiting a distant
partner’s return from war, links it deeply to the idea of waiting.

The idea of waiting, specifically of a woman waiting, is part of the makeup of pillow talk (when can i see you again).
The image of the embroidered bedding speaks to a long period of waiting, as well as a preoccupation with those
objects and the statements embroidered upon them.

There is a cyclical nature to these statements. The words are physically linked to each other, suggesting that these
phrases are oft-spoken. In addition, the end of the phrase links back to the beginning of the phrase, indicating a sort
of cycle of the statement. However, the repetition of the statements, layered one on top of another, indicates that
these statements do not stagnate, but instead find new vitality in different contexts.

In the future, | plan to shift my focus towards different media for my St. Mary’s Project. Going forward, | am interest-
ed in returning to the digital world, possibly through projection. | would also like to incorporate photography into my
work again, and find new and engaging ways of working with it.

—AUGUST

STATE OF THE ART: PRE-SMP

| make art as a way of documenting the way | view the world, which is colored in part by the way | want to view it.
While it's not idealized, it is often enhanced or captured in a fashion that eliminates visually displeasing elements.
The choices | make when photographing and editing are not meant to create artificial images, but instead to amplify
the natural beauty of what I'm capturing. I'm inspired by beautiful landscapes both large and small in scale. My work
is a way for me to accentuate the positive in order to allow the viewer to share my experience of the natural world.

SEPTEMBER

ART EVENT; DR. CoNwAY

| attended Dr. Bevil Conway’s neuroscience lecture, “Color! What is it and how is it computed by the brain?”. Con-
way is a visual artist as well as an Associate Professor of Neuroscience at
Wellesley College. His work is currently in the Boyden Gallery exhibition, Life is Flux. It's a series of clear cubes with



vibrantly colored thread arranged in often geometric ways.

Dr. Conway didn’t spend too much time talking about art, but the time that he did spend on it was enlightening. He
showed some optical illusions that had to do with color, and explained how colors might be the exact same, but look
incredibly different depending on the context and the colors around them. He showed some of his paintings as well,
which use rich, vibrant color, but leave lots of white space around the colored parts of the painting. He doesn't do
this consciously, but he believes that he made that choice in order to prevent color induction--essentially, to prevent
one color from appearing completely different because of the colors surrounding it. Henri Matisse used this same
method, and his later work shows a lot of white space around the vibrantly colored elements.

Dr. Conway’s laboratory investigates what color is, and how the brain computes and utilizes color information.
Color is not actually good for object recognition, and can in fact slow down the speed of recognition. However, color
can help the eye understand features in degraded (in his example, blurred) images, and it is useful for segment-
ing objects. In addition, it is good for diagnosis. Humans seem to have an intuitive understanding of what colors
look healthy and what colors don't. Essentially, color is good for rapid detection of information, and it is a trainable
system to rapidly detect and categorize objects of behavioral relevance, driven by color reward. Conway showed
examples of various logos in different colors and what they signify. Color associations are very strong and often go
unnoticed by the average viewer, but associations can differ across cultures.

The research Professor Conway’s lab does, as well as other studies from labs across the country, has shown that
there is not simply one specific place in the brain that interprets color. Rather, color computation is spread out into
various parts of the brain, and each part has a very different purpose.

While the neuroscience portion of the lecture was relatively technical and more or less over my head, the art por-
tion was incredibly interesting. It considered art, and more specifically color, as a kind of science, which is a novel
approach.

ART EVENT; KATHERINE GAGNON

Katherine Gagnon's artist talk was an interesting experience. She walked the audience through her work chrono-
logically, from college to grad school to post-graduate life. Her paintings began as a collection of geometric shapes,
initially rectangles, that were inspired by things she had seen or thought about. Her work evolved to include shapes
other than rectangles and to include more curves and more colors. Her paintings are rich in color, which often gives
a hint as to the origin of the painting or its subject matter.

Katherine usually paints on wood, although she has made exceptions for sheet metal and possibly canvas. The
wood that she uses can have a dramatic effect on her work, making it rough and visceral, but smoother wood tends
to slip away until it's not even discernible.

She also utilizes words in her paintings, which | find interesting. Sometimes they express complete ideas but some-
times they only hint at things or express some thoughts.

Katherine's talk was interesting to me as someone who is interested in color but doesn't use it very often. Her colors
are often muted in a way that | really can't describe. Sometimes her work is monochromatic and calm and some-
times it's bright and loud, but even those brighter works have a specific quality to the color. | think what was most
interesting to me was the way she thought about and talked about her art. Often there wasn't much more behind a
painting than a picture or a view or a thought, which was honestly very new to me.

INTERVIEW WITH JOHANNA GUILFOYLE

Hanna: What was your first memorable art experience and how is it different from what you are doing now?




Olivia: | guess my first memorable art experience would actually be like in high school since | didn’t engage much in
traditional art in my younger years. But when | got to my, uh, third year of high school, | started taking these digital
art classes, and | mean this isn’t a specific moment but it was just more like, there was just something | was actually
good at, art wise, and so it was just, like, being able to actually think of myself as an artist in that way. It influences
me now in the sense that a lot of the work | do now is digital and | still maintain a lot of the principles that | picked up
in a lot of those classes in my art.

Hanna: That's cool. And | guess, just, you just, you really like digital art and you continued with that even still?

Olivia: I did digital art in high school and that was just sort of something | was very good at and so that was some-
thing | wanted to continue doing, and it is, in a way, what | want to continue doing.

Hanna: That’s cool that you found one thing and then stuck with it

Olivia: I mean, yeah, | mean it's sort of like, you know, it’s broad in the sense that there are a lot of types of digital
art that | like doing, but | guess traditional art was never something that | was with.

Hanna: Yeah, yeah haha. Well, who is your favorite artist, and why?

Olivia: Ah.. you know, | don’t know. | honestly don’t know... My favorite artist today, right now today, is either Paul
Jenkins or Sam Francis because...| don’t know why. I'm just really unreasonable attracted to Sam Francis'’s edge
paintings, they hold some sort of power for me and I'm not really sure where it comes from, but they're so, they're
so powerful. And then Paul Jenkins has the Phenomena series, and | was just looking at these today for my source
book, but they're just these really rich, deep, colorful, explosions, in a way, but not even like, not bad, like, explo-
sions..

[Yeah, yeah] but just like... watercolor, which is, incidentally, what they are made out of. That's what I'm feelin’ today,
but I'm not sure what I'll be feeling tomorrow

Hanna: Yeah, and | feel like that’s okay, because they can, because they can influence you, like different people
influence you at different times, and at different times you'll be able to take different things out of their work, so | feel
like it's totally understandable.

Olivia; Yeah

Hanna: Number 3: What inspires you? What are some of the sources, both inside and outside of art that you turn
to?

Olivia: Um...So inspiration, | mean, | guess | feel like primarily I'm inspired by nature, like | feel like that's often the
starting point for a lot of work I've done, or like, just even, nature is even just a very small beginning to something
that turns out to not be about nature at all, But um... | love nature, | love architecture, | love flowers specifically. |
know those are really broad, but at the same time, I'm really...

Hanna: | know. | can see how they're all connected at the same time

Olivia: Yeah, so, | mean, um... And | feel like this is going to be really cheesy but um...

Hanna: That's okay!

Olivia: Yeah, um.. my boyfriend really inspires me- yeah, | told you that was going to be really cheesy-



Hanna: No, that’s totally okay!

Olivia: Yeah, but not even like in the sense that he is an inspirational human being, but that talking to him- because
he’s a math and econ guy- so talking to him always opens up incredibly new ways of thinking for me and sort of new
things to think about because he thinks so differently than | do, that like, we can have a really good conversation
about art because like, he'll give me ideas that | never even would have thought of because that’s just how his mind
works and how my mind works and we’re [Yeah] we're on really different tracks, which is great, so that's actually
very inspirational to me.

Hanna: No! That's good, | think that kind of inspiration is really useful, whether it comes from a boyfriend or a friend
or a professor, but other peoples’ ways of thinking can be really.. yeah... | know what you mean.

What draws you to the medium and materials in which you work? Gosh. So many sentences ending in prepositions
here. How does your choice of mediums, or media, affect your work and contribute to its meaning?

Olivia: Um... so | guess with digital art, it’ s very much...l know that | can make this polished and that | can make
this look good and that | can produce this finished object or piece in this sort of a broader digital sense. So with
digital tools, what | sort of like about them, is their ability to of change in shape, like, especially photos, and then also
to be like, numerically exact in terms of measurements, and so | like that perfection, in a way... [Yeah] Yeah, | just
pointed at at the transformation... [At the idealized landscape piece that she made]

Olivia: But yeah, yeah and then.. with... embroidery, it's more about a diversity in material, cause there’s so... so
many things you can do, you know? There’s so many things... there’s so many things you can do with it, and.. all

of those tools are so readily available, in a way...Like, it just feels like.. like sort of infinite possibilities are there, with
the textile type work.. Um.. it's partially because | have some background, but not a ton, in textiles, so it's sort of like,
a lot of unconquered ground, but at least | have at enough of the technical skill, sort of [Yeah, to start] So it’s like a
good place that I'm in with this particular stuff, and.. | mean...This sort of changes.. | mean, embroidery and textile
stuff changes the meaning of my work in a way, or like influences the meaning of my work in that.. in that | think a lot
about domesticity, when | do use these hoops, Like | feel like that, like | was thinking about that in the fear prompt
especially, because, um, you know, it's intentionally very, like, feminine [Yeah] and like, so, | feel.. yeah, | think about
domesticity a lot with these and, like, femininity and gender haha, which is sort of a really specific thing but yeah,
SO...

Hanna: How is your art a response to the world you live in?

Olivia: Um... well in terms of photography it's a desire to... it's not a desire for a lack of truth so much as to.. to
enhance natural things that sort of are visually pleasing, like especially in photography | feel like | have the power

to edit, whether with digital tools or with, like, moving slightly over to the left.. | feel like | have that sort of power to
depict the world in a way that.. | want to see it, and show it to other people in the way that | do see it. Because | |
see nice things more than | see not nice things [Yeah] and I'm aware, I'm aware of not nice things a lot, but I'm.. I'm
a very positive person generally. So yeah, | guess it's me responding in a way, to like, sort of what exists around me,
and then how that... It's ... it's my perception of sort of what exists around me | guess.

Hanna: Is your work untimately more about the process, or about the final product? And why do you feel that way?

Olivia: Um... This is actually another one of those split answers.. but, um.. So with sort of photography type stuff,

it is about the final product, like, um, the process is really important to me, especially if it's a photo that I, um.. I..

that I'm working with in photoshop because um... Okay, | love photoshop, | love photoshop a lot, because.. there’s
something really calming--okay, so the way | photoshop images for color purposes generally, is | color correct the in-




dividual, um, parts of the image that | feel need to be color corrected, and | use adjustment layers, and then | erase
the parts of the adjustment layer that | don’t want to apply, so if | want to make something green, greener, | do like a
really green adjustment layer and then | erase around [Mmhmm] and that's a really nice experience because it really
gets you in that particular flow [Yeah] and so you're just sort of really mentally there, and that's... that's a really good
way to lose hours for me, so like, that particular aspect of the process is like... is really calming for me, but inevita-
bly for photography for me, it is, for me, about the final product, and... | mean, | can use one photo, | think, a lot of
times, in a lot of different sets, in a lot of different contexts, like, it sort of is final products, plural, that um.. come out
of that... And with [embroidery] it's sort of similar in terms of flow, but um... | do feel like it is more about the process
here because it is so... like... | mean it is literally stitch by stitch [Yeah] you know, | mean with this, it's not brush
stroke by brush stroke. | mean, it is, but in a much more broad [Mmhmm] you know, like, | took a photo, and that in a
way is a product, and | made it a different kind of product by any, you know, like post processing I've done, with this
it's like... | am building up an item from scratch haha [Yeah] so this.. . this.. is a really a processed based thing, like
especially this one [Olivia points to purple mountain embroidery] like with this one[ Yeah] | really.. | had no idea what
this was going to look like at all... [yeah] but yeah, so.. that was something...haha a big process thing for me haha

Hanna: What about making art intimidates you?

Olivia: Um... I mean, in a way the final product intimidates me because photography is weird as compared to tra-
ditional art, in the sense that it's only sort of recently like... and | mean recently in a very broad sense.. but it's only
recently become a thing people do, or evenaccept as being done... So like, photography stresses me out because
| often feel like I'm not doing enough, you know? [Mmhmm] Like, | didn’t cry over this photo, so like...is it art?
[Mmhmm] so yeah, like or like this turned out really well, so | don’t even have to post process it, so like, | feel bad
about that, like every time that happens. It's weird.

Hanna: Yeah, | understand that

Olivia: It's like the drawing that takes you a while but makes it look like you put in no effort? That's sort of how | feel
about all my photos haha. | dunno..

Hanna: Personally, | think that an effortless quality can almost make a piece.. more beautiful, you know?
Olivia: That is true, yeah. | mean, I've definitely seen some effortless looking photography that | loved. So... Okay
Hanna: If you could have your portrait done by anyone, who would it be, and why?

Olivia: I don’t know specifically, but | would want it to be done by a very abstract artist. Like | don't, | don’t have a
specific artist for this, but at the same time, | guess it sort of goes back to what | was saying earlier with like the Paul
Jenkins and the, um, Sam Francis. Um... because | don't... | don’t feel like I, um, | feel very dis- like, very disjointed
and at odds with like my body, and especially my face-- it doesn't feel representative in like a kind of very weird way.
It's kind of like.. it’s like a strong dissociation sort of thing, so | feel like | would want... someone to capture,... more
of an aura [Yeah] you know what | mean? [Yeah, that makes sense] Like | loved what Angela was talking about in
her pecha kucha, do you remember? With like, where she would sort of like get to know people, and then would try
to take photos that would try to like capture their essence the best? [Oh yeah!] Like that's haha.. [That’s a really cool
thing] Yeah, I'd want an artist, not necessarily a big name artist, but someone who can capture essence, preferably
in like a non-realistic way.

STATE OF THE ART; POST-MARATHON INTENTION STATEMENT

My creation of art serves many purposes. | make art as a way of documenting the way | view the world, which is
colored in part by the way | want to view it. While it’s not idealized, it is often enhanced or captured in a fashion
that eliminates visually displeasing elements. The choices | make when photographing and editing are not meant
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to create artificial images, but instead to amplify the natural beauty of what I'm capturing. I'm inspired by beautiful
landscapes both large and small in scale. My work also can function as a more factual document of my personal
experiences. Performing the function of documentation in a visually striking way, whether large or small, is important
to me. My work is a way for me to accentuate the positive in order to allow the viewer to share my experience of

the world in all its wonder. In the past, I've done a lot of photography and a lot of digital work, as well as some work
with textiles and more sculptural standalone pieces. | also know that | enjoy working in series, especially when it
comes to photography, and because of that the book format is one of the first things | consider when it comes to

a photographic project. I'm also interested in exploring what | can do when it comes to textile art, especially with
embroidery. Ideally, I'd like to find some way to combine photography and textile art to make distinctive pieces that
observers can interact and engage with.

OCTOBER  ——

ART EVENT: LYNN TOMASZEWSKI

| attended Lynn Tomaszewski's talk on her Boyden Gallery exhibition, Agglomophenomena. Her work is a complex
series of paintings, drawings, vinyl and plastic wall installations, and an interactive heat-sensing projection. Her
paintings have bright colors and are mostly composed of non-overlapping circles, sometimes outlined, sometimes
not, in varying scales.

This particular body of work was started in 2012. While it’'s not political art, it was inspired by politics. In 2010, there
was a Tunisian uprising which began to inspire this body of work. In 2011, Occupy Wall Street started up.

Prior to this, Tomaszewski had been studying collective behavior of animals. She also considers in her work traffic
jams as well as the manner in which cities and communities form. She began looking at human masses and their
collective behavior as well. The photos she showed--faraway images of masses of people gathered in streets--are
reminiscent of her work.

Lynn’s interactive projection was made with heat sensors, which created a series of circles when a viewer came
close. However, it is essentially performative. Since the piece requires you to be so close to the wall, the person who
activates the heat sensors cannot really see what they are activating. She also created a vinyl piece made out of
reflective vinyl that upon closer inspection becomes a rainbow. She works with both Rhino and Processing to create
her work.

It was great seeing an artist that works in multiple mediums, especially an artist that works digitally. Seeing her work
gave me a lot of ideas and thoughts about my work. She and | share a fascination with circles, and it's nice to see
what she did with her work. | also loved her use of bright, bold colors, as well as the neutral minimalistic whites and
greys of her non-painting works.

ART EVENT; CASSANDRA KAPSOS

| saw Cassandra Kapsos’ artist talk. She is a Baltimore-based photographer. She started off her body of work with
her location photography. Her work at this point explored senses of place and displacement. She talked about the
questions she asked of her work: what a place is, what a place says about and how it influences and affects its
people, and why she is attracted to some places more than others. She worked to create portraits of a place, and
interact with those spaces. After moving to Baltimore, she felt disconnected from the area and she worked to make
a connection with her neighborhood. She became involved with a project that worked to utilize abandoned lots to
make community art spaces. She aspired to create an outdoor art gallery and a garden that would help the space
function as it always had, but in better form.

She utilized the trash left in the space to create art, and eventually that morphed into a series of shrines with found
objects and trash from their respective spaces. In her work, she also explores the role of photography in capturing
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a place and its people. | enjoyed seeing her work, especially since | have an interest in location-based photography
and portraits of places.

Stupio VisiT: JoE LUCCHESI

On 10/17 | had a studio visit with Joe Lucchesi. | thought he would be a goo fit because of the feminine and domes-
tic history behind the medium I'm working with. We talked about the various directions in which my work has been
going. He really liked the combination of embroidery and medical imagery, and we spoke about the abstract nature
of most of my body of work. He gave me the idea of continuing an image throughout different frames as well as
three-dimensional work, which | definitely plan to pursue. We also talked about the ideas of art, craft, and domestic-
ity.

He also gave me several artist suggestions, including Miriam Shapiro, Liza Lou, Carol Walker, Yinka Shonibare,
Hannah Wilke, Annette Messager, Meret Oppenheim, and the post-graduate work of Claire Nicols.

NoOVEMBER

Stupio VisiT: BiLLy FRIEBELE

Billy Friebele visited the SMP group on 11/3 and made a round of studio visits after his talk. We spoke about my
current project (Pillow Talk) and he was interested in the ideas | was presenting. We talked about how to display
the pillows as well as the state they would be in when they were displayed. We also talked again about printing on
fabric; | told him about an idea | had with Skype windows and pillows and we agreed to meet the next day (11/4) to
assess the current fabric choices and maybe order more if needed.

ART EVENT: JERRY TRUONG

Jerry Truong talked about a number of his works at his artist talk on Wednesday, November 5th. He went from
least recent to most recent when displaying his work, which deals with memory, family, and identity. The first piece
he showed was a performative video piece that references performance art, memory, and transformation, as well
as stereotypes about Asian males. Several of his other works also deal with repetition, especially in writing format.
Next, he showed a piece that referenced stories he had heard about Thai pirates killing and kidnapping immigrants.
It was a red and white artwork piece and explored the concepts of disappearance while between boundaries. He
also showed a piece inspired by his father’s journey from Vietnam. It was an interactive sculpture piece; the viewer
could walk on a platform and see their reflections everywhere. He really likes having multiple ways to read into his
work, and he likes the idea of the excavation of layers of the past. He also talked about the Viethamese custom

of setting up altars with images of those who had passed--those images represented the body they would have in
the afterlife. He worked with these ideas by creating white on white drawings of his parents, who are still alive. He
also worked these interests into documentary photography. He has interests in capturing a moment and pulling
stories out of images. In addition, he is interested in how people change over time. Finally, he talked about some of
the pieces he did with guidelines that were part of his Hamiltonian fellowship. He made 2D clear signs with printed
lettering that depicted certain values that were important to various different people.

SOURCE TO SELF: JOHN BALDESSARI

John Baldessari has been a working artist, as well as a teacher, for the majority of his life. He is a prominent part of
the conceptual art world, and his use of any medium that interests him yields fascinating and varied work.

John Baldessari’s work plays with ideas of chronology in order to create new interpretations of preexisting imag-
ery. He uses ambiguous positioning and ordering of images or elements within images to create new timelines.
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Baldessari reorders narratives and removes chronological elements in favor of utilizing chronological structures and
markers to create a non-chronological narrative. Baldessari likes the ideas of the inherent interconnectedness of
images, and feels that any two elements can be put together to create a narrative. By putting two elements together,
he forces the viewer to understand one element’s relation to another. He feels that any two things together will make
a story. Baldessari also is interested in the idea of the creation of visual order through word order. In his Pangram
Series, Baldessari assigns different photographs to different letters of the alphabet, and rearranges them to create
different sentences with the same letters.

The use of chronology in Baldessari’s work aligns with his interest in contextualization of elements of his pieces, and
how context, or lack thereof, can dramatically change meaning. In the 1960’s, Baldessari found himself considering
what makes art art, and trying to work pieces of his into the context of fine art. As a result, he worked with canvases
in his 1966-1968 paintings when he otherwise would not have, simply for the sake of having his work exist in a fine
art context. In these paintings, he used elements of art to make different art, effectively taking art out of an art con-
text and then putting it back into an art context, with a whole new set of ideas associated with it. Baldessari contin-
ued to do this with his work in the future, shifting subjects from one context to the next. He feels that when a system
doesn'’t work, another can be used. Using the logic from one context in another is actually a method used by sociol-
ogists and other academics. Another method Baldessari used in his work is the removal of visual information from
his own work or from appropriated images. The space left behind by the information removed creates a powerful
white space that influences the viewer’s interpretations. However, Baldessari would often color this negative space,
effectively remaking it into a positive space, which disrupts the initial interpretation of those spaces. In addition, this
technique influences the viewer to concentrate on the remaining visual information within the frame.

The formal qualities of Baldessari’s work vary over time and across bodies of work. However, there are several
recurring concepts in his bodies of work. For instance, Baldessari is deeply concerned with formality and aesthetics
in his work, so much so that he creates situations in which he has no control over these elements and makes work
in that fashion. In his Pier series, as well as in Throwing 4 Balls in the Air to Get a Straight Line, and Floating: Color,
Baldessari uses chance to avoid having much of a hand in the aesthetic qualities. While he of course has control
over location, medium, framing, and printing, the actual content of the work is left largely out of his control. There is
an experimental quality to all of these pieces. Baldessari feels that while autonomy is important, there must always
be some conditions to work within and against. As a result, there is a tension between freedom and control in a lot of
his work. In a number of his multi-element pieces, Baldessari pays attention to both overall meaning and basic for-
mal similarities between the elements. For instance, in his Wallpaper series, Baldessari juxtaposes a pretzel and an
ear. He acknowledges the formal similarities in his work and states that there is more to be made of that--essentially,
that those similarities are at least worth considering and reading into.

There are a lot of recurring concepts and ideas in Baldessari’s work. One particularly present one is the concept of
art itself. He uses visual language as a method to comment upon visual language itself. Baldessari also has a strong
interest in what is not art, as opposed to what is art. He investigates what makes something not art, and how to
move non-art into an area of art that does not yet exist. With regards to found and appropriated imagery, Baldessari
is interested in working against the intentions of the original content. Baldessari is also interested in the conceptual
art idea of the capturing and/or the visualization of an idea or a moment, while at the same time paying attention to
the aesthetics of that idea or moment-essentially, making it pleasant to view that visualization of that idea. Baldes-
sari is also very engaged with the idea of the different roles of an artist, specifically those of himself as an artist.
Being "the artist as teacher; the artist as strategist; the artist as storyteller; the artist as artist”, he must engage with
all of those different roles in order to be better and more informed. Much of Baldessari’'s work, starting in the sixties,
contains dialogues between his teacher self and his artist self. As an ever-inquisitive artist, he says that “...when I'm
doing art, I'm still questioning how to do it".

There is a rich variety of ideas presented in Baldessari’s work, but there are certain concepts that seem to come up
time and time again in his art. For instance, Baldessari is fascinated with the ideas behind chaos, and believes that
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chaos is simply a different sort of order. To achieve art with this message, he uses unexpected juxtaposition and op-
erates off the principle of reversal. In addition, the idea of information is very important in Baldessari’s art. Baldessari
feels compelled to gather information--any sorts of visual or textual information will do. Even something that is mis-
read, or something as small as an overheard line of conversation, will be of use. He sees connections between the
fragmented pieces of information he gathers from his environment, and uses these pieces and their links as source
material for his own work. Baldessari is also interested in layering hidden or secret images or messages in his work.
Sometimes they are simply visually hidden, and are often too subtle to notice, such as in the Embed Series or in
French and German Hair, while at other times there is clearly something being obscured, such as in Secret Hand-
shake.. The concept of conveying information is important to Baldessari. He has an interest in investigating how
information is conveyed, and what the difference is between verbal and visual methods of communication. Textual
communication is how most viewers are by default oriented, which is part of why text figures so heavily in Baldessa-
ri's work--he feels that that's the way to get through to an audience. He says about his use of text, I still think people
are very word oriented...| mean art’s a language too, but you don’t normally go around drawing diagrams [to indicate
that you] want a pound of steak.” While Baldessari is passionate about hidden messages and secret meanings, his
work, when taken at face value, seems incredibly simple. It is only upon investigation that the complex layers within
his pieces can begin to be unearthed.

Finally, Baldessari finds himself fascinated with choice. He finds inspiration in not what is chosen, but in the “whole
universe of options” that are rejected. He also uses comparison as a concept in connection with choice. In his
Choosing series, he presented three of the same vegetable to participants and asked them to choose one. The
chosen vegetable was pointed at and photographed along with its unchosen brethren. That chosen item then moved
into the next choice group which included two new vegetables. The images produced from this series forces the
viewer to make their own choices and their own comparisons--they must analyze the vegetables and assess what
makes one choosable over the rest, and the failings or simple similarities of the remaining unchosen vegetables.

In comparing my work to that of Baldessari, | find that he and | have similar interests in work that can be read mul-
tiple ways, and in multilayered pieces. We also share an interest in visual tricks of the eye, as well as in constraints
upon our work and our process.

STATE OF THE ART; PoST-REVIEW INTENTION STATEMENT

My creation of art serves many purposes. | make art as a way of documenting the way | view the world, which is
colored in part by the way | want to view it. While it’s not idealized, it is often enhanced or captured in a fashion that
eliminates visually displeasing elements I'm inspired by beautiful landscapes both large and small in scale. My work
also can function as a more factual document of my personal experiences. Performing the function of documenta-
tion in a visually striking way, whether large or small, is important to me. My work is a way for me to accentuate the
positive in order to allow the viewer to share my experience of the world in all its wonder. | am also exploring the
concepts of intimacy and separation—specifically how those can coexist. In the past, I've done a lot of photography
and a lot of digital work, as well as some work with textiles and more sculptural standalone pieces. | also know that
| enjoy working in series. | am interested in making textile art that engages viewers and helps them to consider the
nature of intimacy.

DECEMBER

SOURCE TO SELF: TRACEY EMIN

My second source-to-self essay is about the work of Tracey Emin. | am interested in the concepts and ideas that
inform her work, as well as how stardom in the art world has changed the way she creates work.
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