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Curator’s Statement

Countries that are no longer 
dominated by kings are not 
asked to justify their sover-
eignty. People who choose to 
traverse the country in a car 
or an airplane are not looked 
upon as cheats. Scientists 
who split the atom are not 
scoffed at because the kitchen 
knife wasn’t the tool of choice 
to perform the task. Why then 
must we limit our artistic ex-
pression to media that has 
been used for hundreds and 
thousands of years, only to 
have some bozo ask if the end 
product is art?  

This question, “is it art,” was 
asked in June, by several 
media outlets, of a Yoko Ono 
exhibition at Serpentine Gal-
lery in London.  Amongst other 
works, Ono exhibited three 
piles of dirt, labeled “Coun-
try A, B, and C,” in front of a 
poster she created with John 
Lennon; the poster declared, 

“War Is Over.” After a dis-
missive introduction, Greg  
Gutfeld, FOXnews host of Red 
Eye, asked his panel if it was 
art. His panel did not consist 
of artists. No one was there to 
defend the work as art, or to 
attempt to explain the art to 
the rest of the panel. Instead, 
they made jokes. One panel-
ist asked if Ono had anything 
better to do. 

What does a Yoko Ono’s show 
in London have to do with an 
exhibition at a community col-
lege outside Washington, DC? 
Work with me. 

The Red Eye panelists never 
declared Ono’s work wasn’t 
art, nor did any of them at-
tempt to define what art is. 
It’s far easier to be flippant 
and let viewers read between 
the lines. Why? Any argument 
might be tough to justify, and 
all of them were certainly 
aware of how ignorant they 
might sound. Not that there is 

anything wrong with ignorance 
when it comes to art: no one 
can claim that thinking about 
art was a cause of death.

For the last century this “is it 
art” question has plagued 
both the gallery world and 
academe. Books and exhibi-
tions have been given the title.  
Professors and critics use the 
question as a tool to provoke 
students and readers. Prior to 
the invention of the camera, 

the narratives of art history 
came neatly packaged. Paint-
ing, drawing, printmaking, 
and sculpture all had rather 
predictable, and Classical 
expectations and outcomes. 
They could be weighed in 
“good” and “bad;” of looking 
like something and looking like 
something poorly done. Since 
the camera – and especially 
since WWII – art’s boundary is 

similar to the horizon: for every 
step you move towards it, it 
moves a step further away. 

Contemporary art cannot be 
easily packaged; we have to 
give it time to sort it all out, and 
figure out if there are trends. 
This is as evident in old copies 
of Art Through the Ages as it  
is today. For instance, back 
when Helen Gardner was still 
writing the book in 1935, she 
lumped Vincent Van Gogh, Paul  

Cezanne, Pablo Picasso, and 
Grant Wood under the head-
ing “Art of Today.” It’s amus-
ing that Gardener packaged a 
couple of Post Impressionists 
together with a Cubist and a 
Regionalist. However, there 
are some interesting things to 
pull from that list. 

All four artists were white male 
painters. They were not the 

But, is it art?
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only artists represented in 
“The Art of Today.” However, 
with the possible exceptions 
to Diego Rivera and Georgia 
O’Keeffe, white male paint-
ers dominated the chapter. 
Interestingly enough, no other 
women artists were mentioned 
in the entire book, with an ex-
ception to Mary Cassatt, who 
was mentioned in the foot-

notes. An additional exception 
might include the chapters on 
“Oriental Art” (Japan, China, 
and India), and “Primitive Art” 
(Africa and Oceana), which 
were groundbreaking at the 
time. Otherwise, no other 
“persons of color” were men-
tioned. Also escaping mention 
was photography, despite its 
100-year existence. 

We can’t excoriate Helen 
Gardner for such oversights: it 
is illogical to impose 21st Cen-
tury values onto a book written 
in 1935. It would be like get-
ting angry at a thermometer 
for registering fever. It’s differ-
ent when people impose 1935 
values onto 21st Century art – 
as was likely the case with the 
group from Red Eye. Though, 
what can we expect from a 
panel whose knowledge of 
Italian Renaissance artists 
is likely limited to the cast of 
Teenage Mutant Ninja Turtles?

What was evident from Gard-
ner’s text is that she struggled 
with contemporary art – and 
she was an expert who taught 
at the Art Institute of Chicago. 
24 years later, when the edi-
tor of her text was a professor 
at Yale, there were not many 
changes imposed, although 
he did add photography.  By 
1975, the art of the 20th Cen-
tury had been chunked into 

Continued, page 38

Salin Balci
Contamination, 20

Microbial growth on boards
40”x68” installation

2012 (right)  

Siobhan Rigg
After the Bubble

Digital Print
36”x48”

2012 (left)  
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Salin Balci

BIO

Selin Balci, an installation and 
bio-art artist, received her 
MFA from University of 
Maryland and BSC in Forest-
ry/Microbiology from Istanbul 
University. 

Constantly discovering and 
combining the scientific mate-
rial and mediums, Balci 
applies an acute scientific 

laboratory practice to create 
her art works. She finds  
behaviors of simple living  
organisms’ very close to  
human actions and motives. 

Balci has received multiple 
awards. These include the 
Anne Truitt MFA Scholar-
ship Award, Vermont Studio 
Residency Artist Grand and 

the Goldhaber Travel Grant 
from University of Maryland 
Graduate School. Since 2010, 
Her work is represented 
by the Hamiltonian Gallery 
in Washington D.C. where 
she was awarded with the 
So Hamiltonian Fellowship 
Award. She has presented 
her work in multiple solo and 
group shows in national and 

The micro-world, largely hidden 
from sight, is alluring, beautiful 
and potentially dangerous. 
The dynamic arc of life in this 
turbulent imperceptible world 
is quick and furious. In my 
artwork, I use simple living 
organisms. Microscopic forms 
are evidence of processes while 
simultaneously generating 
aesthetic outcomes. The 

diminutive life forms harmonize 
to create a colorful array 
of actions, counter-actions 
and conflicts where they are 
metaphors for various human 
conditions. 
 In my work, the living 
entities are interactive elements 
and recreate observable conflicts. 
They compete for resources, 
dominate a particular area, live 

in harmony, or become invasive 
and endanger others. 
 These biological interactions 
and the aesthetic outcome 
they yield are the basis of my 
research. In an artificially 
constructed living platform, 
I am the impresario and my 
players are hostile fragile 
microorganisms. 

international venues such 
as the Scope Art Fair Miami 
in 2010 and MIND THE GAP 
project in Istanbul during 
ISEA 2011 Istanbul. Recently, 
she was awarded with a 2012 
Professional-Development 
Fellowship from College Art 
Association and accepted to 
the Smack Mellon’s Hot Picks 
Program in New York. 

artist stateMent

Contamination, 20
Microbial growth on boards

40”x68” installation
2012
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Iwan Bagus

BIO

Hailing from Indonesia, Bagus 
is currently the head of the 
Photography Concentration 
at the University of the District 
of Columbia and a professo-
rial lecturer at American Uni-
versity. His commercial and 
editorial work has been pub-
lished in national and interna-
tional media and his fine art 

work has been shown at the 
National Geographic Society, 
the Corcoran-WPA, The Carn-
egie Institute – D.C., The Mu-
seum of America Organization 
States, the D.C. Commission 
on the Arts & Humanities, 
PhotoPlace Gallery, Vermont, 
as well as Atlanta Hartsfield-
Jackson International Airport. 

His work has been selected 
for national and international 
juried exhibitions and is also 
owned by private collectors. 

“Cryonics” is derived from the 
Greek kryos and refers to the 
low-temperature preservation of 
humans and animals that can no 
longer be sustained by contem-
porary medicine, with the hope 
that healing and resuscitation 
may be possible in the future.

How long does an image last?

As a photographer I yearn to cap-
ture fleeting moments of life and 
preserve them forever in images. 
In every frame, a picture is frozen 
and a scene is held in time and 
space, transforming the imper-
manent into permanent, and the 
momentary into momentous.

Cryos gives me the opportunity 
to elaborate further on this pre-
occupation by focusing on the 

opposite: the ephemeral and 
the perishable. I used ice to cast 
and maintain fragmented images 
of myself thus creating frames 
within frames and photos within 
photos whose depth, clarity, di-
mension and shape changed dur-
ing the process itself.

While I was working on this 
project, shooting on Kodak slide 
films, Eastman Kodak Co. filed 

for bankruptcy, adding a new 
and unexpected layer of tempo-
rality to my work.

How long does an image last?

An eternity and a blink of the 
eye.

CrYos

Cryos 30
Digital C-Print
20”x16” 
2012



Park Bench
Digital Photograph

30”x40” 
2011
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Heather Boaz

BIO

Boaz is an artist who works 
with video, drawing, and 
mixed media installation. 
She has exhibited interna-
tionally in such places as 
Drawing Center in New York, 
Takt Projektsraum in Berlin, 
Asis Gallery in Panama City, 
Panama, School 33 Art Cen-
ter in Baltimore, MD, Edge 
Zone World Arts in Miami, and 
Temple Bar Gallery in Ireland. 

She earned her MFA from the 
Maryland Institute College of 
Art in 2003. In 2006 and 2007 
she was a Sondheim Prize 
Semi-Finalist. In 2005 and 
2011 she received Maryland 
State Arts Council Individual 
Artist grants. She currently 
makes and teaches art in 
Baltimore City.

The works presented are from a 
series of photographs exploring 
features of the human body as 
landscape by introducing minia-
ture objects and figurines to shift 
scale.  While the body is often 
associated with movement and 
implied narrative, it is first pre-
sented in these compositions as a 
passive environmental feature. 
  

The scenes do not portray any 
literal action rather viewers are 
invited to impart their own 
stories through the functionality 
of the objects represented, then 
through identifying and explor-
ing the portions of the exposed 
body that comprise the setting.  
These pieces seek to describe 
how underlying vulnerabilities 

and fleshly tensions ultimately 
overwhelm the routine activities 
of daily life.  

artist stateMent
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BIO

Playmakers
Installation
dimensions variable
2011

David S. D’Orio
For the past ten years David 
S. D’Orio has been involved in 
establishing and growing DC 
Glassworks, a large public 
access glassblowing and 
sculpture studio in Hyattsville, 
MD, just outside of Washing-
ton, DC. He has been respon-
sible for creating core edu-
cational curriculum, teaching 
glass, metal, and sculpture 

classes designing and build-
ing studio equipment, and ad-
ministrating studio activities. 
Prior to DC Glassworks, he 
was the studio manager for 
Philip Grausman, and a studio 
assistant for sculptors Paul 
Suttman and Peter Woytok, 
where he became experi-
enced in all stages of creating 
cast bronze sculpture. He 

Johan Huizinga(1955) 
describsess play as “a free activ-
ity standing quite consciously 
outside ‘ordinary’ life as being 
‘not serious’ but at the same time 
absorbing the player intensely 
and utterly. It is an activity con-
nected with no material interest, 
and no profit can be gained by 
it. It proceeds within its own 
proper boundaries of time and 

space according to fixed rules 
and in an orderly manner.”

The objects of play func-
tion very differently from the 
act of play. Objects of play are 
placeholders for ideas, interests, 
and values. Objects of play not 
only take on meanings and can 
represent abstract concepts, but 
can dictate the types, forms, 
and rules of play. How and why 
objects of play are constructed, 
distributed, and what forms, and 

symbolism are used, must be 
viewed through the framework 
of the social structure from 
which they originate. Play-
makers is a metaphor for the 
both the passive consumption 
of symbols, ideas, and rules, and 
the acknowledgement of outside 
forces that dictate the types and 
forms of social activities.

In this installation, I present 
a different version of objects of 
play to explore how ideas can be 

constructed, implemented, and 
transmitted. By deconstructing, 
reassembling, and re-contextu-
alizing the pull toy, Play-makers 
asks the questions: who is con-
structing ideas and how are they 
being used and consumed?

has a B.F.A. in sculpture and 
a B.A. in Sociology from the 
University of Hartford.

pLaYMaKers
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Laura Elkins

It started with abortion:   
ACLU members in DC were 
upset that once again Congress 
was overriding our laws and 
controlling our coffers over 
reproductive rights.  Johnny 
Barnes, former director of 
ACLU-NCA and now full-
time DC statehood activist, 
asked me if I could create 
an abortion painting.  I 

subsequently addressed several 
of the civil rights issues fueling 
the statehood movement in the 
District.

Civil Liberties, my response 
to Johnny’s request, is part of 
a larger body of work titled 
The White House Collection, 
self-portraits as First Ladies 
that I began in 2000, soon after 
moving to the District.  By 
embracing First Lady imagery, 
I create self-portraits that are 
deeply personal, while inherently 

historical and 
political. The work 
addresses social and 

cultural issues, including current 
events, while maintaining the 
intimate, everywoman quality 
of the self-portrait.  This 
conceptual device allows me 
an expressive vehicle to explore 
individual autonomy and 
mutability, not to mention, in 
this case, civil liberties in the 
District.

Self as Betty with Coat Hanger 
Necklace is my response to 
the ACLU request, addressing 
the potential consequence of 
Congressional interference into 
funded reproductive-rights: a 
return to back-alley abortion. 

Self as Pat with a Clean Needle 
addresses the Congress-opposed 
needle-exchange program, 
a program fundamental to 
controlling the rising HIV-AIDS 
rate in the District.  

Smoking Her Meds (Self as 
Michelle)  addresses the issue of 
legalizing medical marijuana.

Self as Lady Bird/Jackie This 
double self-portrait on two 
panels as Lady Bird and Jackie 
kissing, addresses gay marriage, 
which, although legal now, is 
under threat.

Self as Lady Bird <33>  Jackie
Oil on canvas

20”x32” 
2011

<3

CiViL LiBerties
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BIO

Laura Elkins moved to the 
District in 2000 when she 
began The White House 
Collection, after a tour of 
the White House, and has a 
home and studio in Capitol 
Hill.  The artist has a degree 
in architecture from the 
University of Virginia, where 
she studied figure drawing 
and painting. In 2008, she 
was the Forsyth Fellow 

at Virginia Center for the 
Creative Arts.

Recent exhibitions of The 
White House Collection, 
self-portraits as First Ladies, 
include, in the District, White 
House Negligee, a solo show 
at the Fridge in January, 
2011; unbearable, presented 
by Thomas Drymon Selects 
in September, 2010; and 

King Me, curated by Adam 
Dwight, in March 2012 at the 
Fridge. Self as Hillary with 
Sunglasses was featured 
on a billboard in Times 
Square in Art Takes Times 
Square on June 18, 2012.  
Porch Projects in the District 
exhibited the work in July, 
2012.

In April 2011, Ground Floor 
Workshop in Williamsburg 
in Brooklyn, hosted a solo 
show of an installation from 
the artist’s concurrent series, 
HOMEwRAP. The Fridge, and 
Harmon Art Lab in the District 
have also exhibited selections 
from HOMEwRAP.  Other 
venues include Wrestling 
Angels at iscp in Brooklyn; 
Amnesty International Human 
Rights Art Festival at Pyramid 

Atlantic Art Center in Silver 
Spring, MD; and the 7th 
Krasnoyrsk Museum Siberian 
Biennale, curated by Yulia 
Tikhonova.

Recent press includes 
Contemporary Art Truck, 
Flavorpill, and Go.See.Now 
in New York; and in DC, 
The Huffington Post, The 
Washington Post, TBD, as 
well as interviews by Joanna 
Castle Miller King Me: An 
Interview with Laura Elkins 
in We Love DC;  by Thomas 
Drymon, Q&A with a First 
Lady;  and Bora Mici, A 
Portrait of the Artist: Laura 
Elkins. In October 2011, 
TheArtList.com featured 
selections from Summer in the 
City, and CertainCircuits.org 
featured the work in January 
2012

Laura Elkins
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PhIlOsOPhy   
Floating Lab Collective 
(FLC) is a group of artists 
based in Northern Virginia 
working collectively on public 
art, new media and social 
research. FLC has worked 
extensively in Northern 
Virginia and Washington, DC 
as well other cities such as 
Detroit, Medellin, Colombia 
and Louisville, KY.  Our 

goal is to expand public 
art practices and provoke 
discourse about the future 
of society. The collective is a 
dynamic and flexible group 
that draws together resources 
in response to specific 
communities. Each project 
experiments with key leverage 
points within communities that 
have the capacity to expose, 
analyze and transform 

around identity, economics 
and the environment. The 
collective’s working process 
is integrative, turning social 
action into art and creative 
processes into social change. 
FLC is known for designing 
new platforms to provoke 
participation such as mobile, 
digital and transportable 
devices. All FLC projects 
aim to be acts of service 

that bring sustainable 
resources to a community, 
acts of acknowledgement 
that educate and promote 
community members and 
acts of empowerment for 
participants.

The Floating Lab Collective

Collective Objects are a series of 
diagrams exploring the possibili-
ties of collectivism in the act of 
consumption of objects that are 
already in existence in our mate-
rial landscape. The sketches are 

meant to be sent to the  
respective companies, where 
FLC hopes to enter into a 
dialogue with the fabricators to 
expand the notion of how and 
what we consume. 

CoLLeCtiVe oBJeCts

BIO





Museum, later shown in New 
York City at the Nathan Cum-
mings Foundation and at 
Denison University in Ohio. 
Other exhibitions include, 
Let’s Talk! at The World Bank, 
Res-Publica: Space as Essay 
at the Cafritz Foundation Art 
Center and The Exhibit The-
ater of Peace at the NGBK in 
Berlin, Germany.

MOdus OPerandI
Given an invitation to an in-
tervention in an exhibit or mu-
seum or the need to address 
a particular topic, the group 
will respond to the challenge 
based on a series of steps: 
research, context, community 
engagement, public space, 
resources available. With 
that information the collec-

tive brings central issues like 
mobility, accessibility, and 
participation to design the 
project. Based on the core 
ideas of the project, objects, 
new media apparatuses, or 
structures are designed and 
built. In parallel the iconog-
raphy and the design of the 

logo are disseminated as a 
form of visualizing the project 
and to promote and engage 
in a dialogue with the com-
munities prior to the execution 
of the project.

19

BackgrOund
Floating Lab Collective began 
in 2007 at the Multimediale 
Arts Fesitval organized by 
Provisions Library, a research 
center for arts and social 
change. Its first public ac-
tion, Protesting on Demand, 
deployed teams through-
out Washington to mount 
spontaneous protests, as 
requested by the public. The 
project was also performed 

at Transitio MX Laboratorio 
Arte in Alameda, Mexico. FLC 
formed a partnership with 
Provisions Library, serving as 
its community and public art 
program. With funding from 
The Creative Communities 
Initiative of the Community 
Foundation of the National 
Capital Region the Float-
ing Museum was founded 
using a food delivery truck 
as a mobile museum and 

platform for participatory art 
practices in collaboration with 
communities in DC, India-
napolis, Kentucky, Detroit and 
Medellin, Colombia. Floating 
Lab Collective participated in 
Provisions’ Brushfire Project 
a public art series that was 
displayed nationwide during 
the 2008 elections. Float-
ing Lab exhibited in Close 
Encounters: Facing the Future 
at the American University 

The Floating Lab Collective
Collective Product #001:
Collective Coca-Cola Bottle
Colored pencil on bristol
14”x11”
2012
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Victoria F. Gaitán

BIO

Victoria F. Gaitán was born 
in Australia and received a  
B.A. in photography from the  
University of South Australia  
in 1993.  She has exhibited  
at the Katzen museum,   
Curator’s Office, Addison/
Ripley Fine Art, Arlington Arts 
Center, The Photographer’s 
Gallery (London) and Conner 
Contemporary Art, who  

currently represent her work. 
Her work has been reviewed 
in The Washington Post, TBD.
com, and Washington City 
Paper.

In your face Baroque with a 
modicum of feminist pique,  
Victoria F. Gaitán utilizes  
human subjects as meat puppets 
in her flesh and blood still lifes. 
Her images are calling-cards 
from explorations of internal 
worlds, illness, in-between states, 
shared delusions and hells, still-

ness, memory, interpretations  
of pain, private and public 
intimacies, trauma, beauty, 
conditioned responses and 
gender and race in relation to 
objectification, fetishisation and 
ornamentation.

artist stateMent

Couch #5
Digital Print

2011
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Tom Greaves
Tom Greaves is an Ohio-born 
mixed media artist who has 
been living in Washington, 
DC, since 1984. He has 
recently exhibited work 
in shows curated by the 
Washington Project for the 
Arts\Corcoran, the DC Arts 
Center, the DC Commission 
on Arts and Humanities, 
the American Visionary Art 
Museum, Edison Gallery 

Place, Annmarie Gardens 
and Arts Center, and artdc 
Gallery. His controversial 
2007 installation “The 
Compliment Machine,” 
created for the show 
SiteProjects DC, received 
national and international 
media coverage, including 
an appearance on the Today 
Show (August 1, 2007). In 
addition to gallery and event 

The Compliment Machine, 
an interactive audio sculpture, 
addresses the universal human 
need for assurance, while also 
raising the question of whether 
the source of affirmation affects 
its validity and value. On its 
surface, The Compliment 

Machine may seem to fit the 
idea of a utopian environment 
with praise and good feelings 
provided for all. However, the 
deeper connection is with the 
dialogue sparked by this artwork 
about its own duality. 

exhibitions, Tom’s art career 
includes commissioned 
paintings, sculpture, and 
functional art for homes and 
businesses.

CoMpLiMent MaChine

BIO

The Compliment Machine
wood, enamel, recorded voice
54”x14”x14”
2007-2012
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Linda Hesh

BIO

Linda Hesh was born and 
raised in Chicago, Illinois. 
Graduating Suma Cum Laude 
from University of Illinois at 
Urbana-Champaign, she 
went on to received her MFA 
from SUNY at New Paltz. She 
currently resides in Virginia 
working as a full time artist. 
Her work has been selected 
for exhibitions by international 
curators including Milena 

Kalinovska, Sanford Biggers, 
Claudia Gould and Philip 
Brookman. She has exhibited 
locally including the Art 
Museum of the Americas 
and G Fine Art as well as 
nationally in Bergamot Center 
in Los Angeles and Exit Art 
in New York City. Her work 
is held in public collections 
including the Los Angeles 
County Museum of Art, Kinsey 

Institute and the Library of 
Congress. The New York 
Times, Washington Post and 
Philadelphia Inquirer have 
reviewed her art.  

In this series “Our Colorful 
Neighborhood” I use the title 
purposely to remind us of a 
term that was once considered 
correct that now may be seen as 
passé or even insulting. In the 
Washington, DC neighborhood 
of 14th and U Streets NW, I have 
“digitally amplified” the kinds 
of assessments we make on a 
regular basis as we pass different 

establishments. Each facade 
has gender, sexual orientation, 
income level or ethnic back-
ground encoded into it. We are 
more aware of this depending 
on which categories we feel we 
belong in. Community is not 
just a physical space, but also a 
mental one.
 My artwork explores the 
relationship between the 
personal and political, identity 
and marginalization. Drawing 
on historical, scientific and 

psychological readings 
along with the anecdotal 

evidence of friends, I arrive 
at a word or sentence that 
exemplifies and distills a 
situation. These phrases appear 
in my photos sometimes as 
digital additions or physically 
placed on fabricated objects into 
styled installations. 
 These interruptions of 
everyday life reveal the cultural 
bias, stereotypes and socio-
political realities that underlie 
our seemingly “politically 
correct” society.  From street 
photography to the pastoral,  
I utilize different shooting 

styles according to the theme, 
often letting circumstantial 
accidents inject authenticity and 
humor into the subject.  I am 
very conscious of speaking to 
an audience, declaring private 
musings publicly to play with 
taboos or challenge social norms. 
And though I have definite ideas 
that motivate and direct my 
work, I encourage viewers to 
experience and interpret my art 
as it relates to their own lives. 

our CoLorFuL neighBorhood

Homo Style
Digital Print

8”x10”
2009
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Melissa Ichiuji
Melissa Ichiuji was born in 
Alexandria, VA in 1968. She 
began her artistic career
as a dancer and actor. She 
attended the prestigious 
Duke Ellington School for
the Arts in DC and then 
danced with Alvin Ailey 
American Dance Theatre in
NY and later as Anita in the 
World Tour of West Side 
Story. She is a decipel of

I make figurative sculptures that 
are reminiscent of dolls. They 
are personifications of internal 
struggles that define the human 
condition. My inspiration comes 
from personal experiences and 
those of people I know. Each 
figure begins as a portrait and 
then expands to address a more 
universal theme often having 
to do with fantasies relating to 
power, repressed sexuality and 
violence, feelings of loss and 
mortality. 

 Each sculpture is sewn and 
assembled using a combination 
of natural and synthetic 
materials such as leather, latex, 
dried fruit, bones, human hair, 
fur and pantyhose. Stylistically 
my work aims to balance 
the empathetic quality of a 
handmade object with the 
surreal aesthetic of theatre and 
animation. 
 My aim is to capture and 
suspend, through metaphor, 
a moment of discovery, a 
transition between innocence 
and knowing, or a turning point 

from which there is no return.  
 My figures often appear to be 
at once infantile and aging both 
disconnected and active. They 
are struggling to make sense of 
the world and the conflicting 
messages found within it. 

“Valentine” is a love letter to 
impermanence. This video 
is a reverse version of a live 
performance I did at (e)merge 
Art Fair in Washington DC 

in September, 2011 (entitled 
“Everything to Lose”). In that 
version I removed many layers 
to reveal a reflective surface 
that represents the emptiness 
of existance and the presence of 
God in everything. Conditioned 
phenomena is fabricated. 
Phenomena is impermanent 
and has no fixed nature, essence, 
or self, therefore attachment 
to “things’ will bring suffering. 
Letting go is the challenge.

Joy Zinoman and has  
performed on many DC 
stages including Studio The-
atre, Arena Stage, and The 
Shakespeare Theatre. After 
living in NY, Ichiuji returned to
Washington and completed a 
degree in art from the Corco-
ran College of Art and
Design in 2006. While still a 
student at the Corcoran she 
began experimenting with 

artist stateMent

BIO

performance art and her  
2005 piece entitled STRIPPED 
garnered national press and 
critical acclaim. Her work has 
been shown in Paris, Berlin 
and Brussels and has been 
featured in The Washington 
Post, Art in America, ARTFO-
RUM, amongst others. Her 
work is widely collected both 
domestically and
internationally.

Valentine
C-print 
36”x24”
2011
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Siobhan Rigg

BIO

Siobhan Rigg explores  
local relationships through 
experimental forays  
between personal conversa-
tions, and recycled literary, 
documentary, and media 
materials. Her work in video, 
sound, performance, and 
web-based media is often 
public and situation or site 
specific. Her projects build 
on a vocabulary of trans-

porting participants through 
space and re-orienting them 
to their surroundings through 
storytelling, video projections, 
audio and low-tech devices 
to blur the boundary between 
the rehearsed and the 
emergent. Recent work has 
been presented with the Flux 
Factory and Proteus Gowanus 
in New York and Provisions 
Library, Washington, DC. She 

is a resident artist at Red Dirt 
Studios, a studio community 
located in Mt. Rainier, Mary-
land and teaches in the New 
Media program at George 
Washington University. She is 
based in Washington, DC.

My work is motivated by a 
curiosity about the social and 
environmental histories of par-
ticular sites and stories. Through 
planned actions, dialogues and 
performances, I strive to provoke 
curiosity about sites and subjects 
of friction, revealing the complex 
stories that are unfolding in 
the present moment, as well as 
creating a new layer with the 

performed action. I maintain 
a conflicted relationship with 
second-hand looking and the 
mechanisms of retelling and 
restructuring events. Passive 
viewing offers a sense of connec-
tion with the out-of-reach, while 
the perception of pattern creates 
an illusion of comprehension 
and predictability. In reaction, 
I attempt to work in ways that 
break established frames of 
viewing by asking myself and 
audience members to step away 

from a static rela-
tionship to places 

and processes. This practice 
explores the reciprocal ways that 
people and environments shape 
each other. In his essay, “Critical 
Regionalism”, Kenneth Framp-
ton calls for the inclusion of all 
the senses, not just vision, in the 
production of complex, tactile 
spaces. He writes, “the liberative 
importance of the tactile resides 
in the fact that it can only be 
decoded in terms of experience 
itself.” But the separation of 
presence, information, and vi-
sion is not the entire story. From 
any single point of departure, 

there are modes of living, shifts 
of mind, and conditions of 
material that cannot be found 
through experience. An ethics 
of presence extended through 
the mediated and the mate-
rial calls for a confederacy of 
presence and virtuality. A willful 
departitioning of the senses - the 
tactile and the informational, the 
rational and the coded - imbues 
mediation with a sense of 
contingency that is a part of any 
encounter. 

artist stateMent

After the Bubble
Digital Print

36”x48”
2012
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roycrosse

BIO

roycrosse grew up in Port of 
Spain, Trinidad. After studying 
at Toronto’s Central Technical 
School and Ryerson Univer-
sity, roycrosse embarked 
on an active career as an 
exhibiting artist and teacher.  
He has produced paintings, 
prints, sculpture, floor instal-
lations from wood, rocks and 
other materials, as well as set 
designs for various theatre 
groups which provided a way 
for him to express his continu-

ing interest in music and 
dance. In 1977 he joined the 
staff of Toronto’s New School 
of Art and was appointed its 
deputy director.  But in 1979 
roycrosse moved back to 
the West Indies funded by 
a UNESCO Fellowship.  It 
supported his position as 
chairperson of the painting 
department at the Jamaica 
School of Art where he had 
been invited to teach.

He has held a variety of pro-
fessional appointments and 
awards, including the Ontario 
Arts Council Award, Toronto, 

Canada; the New York Foun-
dation for the Arts Award, the 
Metropolitan Transit Authority 
of New York and New Jersey 
Arts for Transit Award, and the 
Joan Mitchell Award for sculp-
ture. roycrosse was Artist-
in-Residence at the Newark 
Museum Arts Workshop, 
Boston’s Northeastern Univer-
sity and at the Experimental 
Printing Institute, Lafayette 
College, PA.  His international 
show, Entre Mostre Nazionale, 
South of the World exhibition, 
traveled to the Museum of 
Contemporary Art, Palermo 
and other Italian venues in 

Mindful of a sense of place, 
history and the machinations of 
an ever changing environment, 
I have tried to find common 
ground between an increasingly 
complex world politic, and the 
more fundamental aspects of life. 

Unfortunately, the business 
of good health, shelter and 
security are still in the hands of 
too few, and conflict is too often 
resolved, if at all, with the big 
stick.

Milan and Marsala. roycrosse 
was commissioned to create 
a thirty-four foot sculpture for 
Seton Hall School of Law in 
Newark, New Jersey. His work 
graces the collection of sev-
eral corporations and public 
collections including Pruden-
tial Corporation, the Museum 
of National Center of African 
American Artists in Boston, 
the Montclair Museum, Morris 
Museum and the National 
Museum and Art Gallery of 
Trinidad and Tobago, West 
Indies.  

artist stateMent

Homage to the Veterans
Crutches wrapped in fabric, wood 

and text on ceramic tiles
5.5ft x 15 ft

2010
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Amber Hawk Swanson

BIO

(b. 1980, Davenport, Iowa) 
is a video and performance 
artist living and working in 
Brooklyn. Recent exhibitions 
and screenings include Palais 
de Tokyo (Paris), Momenta 
Art (Brooklyn), Arlington Art 
Center (Virginia), Camel Art 
Space (Brooklyn), Locust 
Projects (solo, Miami), Non 
Grata Art Container (Estonia), 
and Georgia State University 

(Atlanta). Recent residencies 
include Skowhegan School of 
Painting & Sculpture (Maine), 
Elizabeth Foundation for 
the Arts (NYC), Woodstock 
Byrdcliffe (NY), Fountainhead 
(Miami), and BOLT (Chi-
cago). Recent visiting artist 
appointments include McGill 
University (Montreal), East 
Carolina University (Gradu-
ate Program, Greenville, NC), 

Hunter College (Studio Arts 
and Film, NYC), and Fashion 
Institute of Technology, FIT 
(Photography, NYC). Her work 
is included in the permanent 
and MPP collections of the 
Museum of Contemporary 
Photography (Chicago) 
and has been profiled and 
reviewed in The Associated 
Press, The Huffington Post, 
Hyperallergic, Map Magazine, 

Amber Hawk Swanson received 
early press for her Amber Doll 
Project (2006-08). The project 
involved her commissioning 
the production of a life-like 
sex doll, a RealDoll, made of a 
PVC skeleton and silicone flesh, 
in her exact likeness. The first 
article to profile the Amber Doll 
Project received a great number 
of anonymous online comments 

and was posted on a number 
of blogs where the amount 
of comments grew. Hawk 
Swanson’s performance, CrossFit 
+Online Comments features the 
artist reading every comment 
still online as of October 2011 
while completing four workouts 
inspired by fitness methodology 
and cult-like online community, 
CrossFit, of which Hawk Swan-

son is a part. CrossFit +Online 
Comments bridges the artist’s 
Amber Doll Project to her series, 
Fit, a series of durational perfor-
mative videos.

SexTV, Time Out Chicago, 
and Flavorpill. Hawk Swanson 
holds an MFA from the School 
of the Art Institute of Chicago 
(Studio Arts, 2006).

CrossFit+onLine CoMMents

To Have, Cake Face
c-print, life-sized Real Doll made 

in artist’s exact likeness
30”x40”

2007
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Lina Vargas de la Hoz

BIO

Lina Vargas De La Hoz was 
born in 1984 in Cartagena 
de Indias, Colombia. After 
studying at the University of 
Antioquia, Medellin, Colombia 
(2002–2004), she moved to 
Austria to study Sculpture 
and Transmedial Space at the 
University of Art and Indus-
trial Design Linz, where she 
graduated in 2008. 

She has participated in group 
exhibitions at the Artisphere 
Art Center (VA) and the Muse-
um Nordico (AT). From 2009 
to 2011 she was granted the 
Hamiltonian Fellowship at 
Hamiltonian Gallery in Wash-
ington, D.C.

Most recently she exhibited 
in Washington D.C.at the 
Austrian Embassy, the Conner 

Contemporary Gallery with 
her collaborative group “DIE 
VETTERN” and the World 
Bank Main Complex.

Her work can currently 
be seen at the exhibition 
“Sculpting Outside the Lines”, 
Third Biennial Foggy Bottom 
Outdoor Sculpture Exhibit, 
Curated by Laura from April 
21st to October 20th 2012.

Motivated by my personal 
experience as a Colombian 
migrant in Austria and later in 
the US, the subject of reloca-
tion is intrinsic to my recent 
work. I think of the movements 
of people as historical, global 
events.  Past nomadic human 
history and the economic 
globalization of the present 
should remind us that migration 

is a natural strategy for survival.  
We go where we think it will be 
safer, where there is work, where 
physically and emotionally we 
feel better.  
 My work is an experiment of 
connections between the object 
and space, the individual and 
the collective, the static and the 
transitory, and between private 
and public space. 
 Jackets and umbrellas trans-
form into tents, suitcases into 

mobile-gardens and furniture 
into a coffin; my recent artworks 
are objects that change into 
spaces. Each installation needs 
the human body as a basic 
ingredient to be complete. In 
“Portable places_ Permanent 
Spaces”  I created an object that 
transforms from furniture to 
support human activity into an 
object that functions as a final 
resting place for an individual.
 I address portability, tran-

sient living and migration using 
playful and inventive works that 
call attention to instability and 
adaptability.   

artist stateMent

Portable Places – 
Permanent Spaces

installation
dimensions variable

2012
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two categories: pre and post 
WWII. No longer were Van 
Gogh and Grant Wood three 
pages apart. But, it wouldn’t 
be surprising to find Robert 
Smithson’s Spiral Jetty on the 
verso of the page with a Rob-
ert Rauschenberg combine 
(something unthinkable to-
day). Otherwise, no other great 
updates had occurred. Today, 
contemporary art is broken 
into various categories. Unlike 
previous artistic movements 

that are bound together by 
aesthetic shifts, contemporary 
categories typically deal with 
issues and concepts. 

Sure. The works from centuries 
past also dealt with concepts. 
But their scope for potential 
issues was limited by their 
cultural, social, political, and 
technological boundaries. To 
protest war, Francisco Goya 
would not pile up dirt. Instead, 
he illustrated the horrors of 

Continued FroM page 6

Melissa Ichiuji
Valentine

C-print 
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the war that he experienced 
first hand.  Occasionally he 
might poke fun at his wealthy 
patrons in the paintings they 
commissioned. In Goya’s time 
the world was still divided into 
the colonizers, the colonized, 
and the untamed frontiers. He 
wasn’t dealing with the “fist 
world problems” that started 
to crop up in the 1960s: Civil 
Rights, Women’s Rights, Gay 
Rights, Sexual Liberation, 
Space Race, Cold War, Si-
lent Spring. Many of these is-
sues cannot be articulated as 

keenly from the perspective 
of white males, or executed 
as successfully as a painting 
or any other kind of traditional 
material. And, to think of the 
topics that have come about 
in the last few decades: AIDS, 
the war on terror, bio warfare, 
globalization, the Internet, 
drone strikes, drug wars, ille-
gal border crossing, popula-
tion density, climate change. 
Some of these issues look 
cartoonish when painted – as 
when Botero crafted Botero-
ish transcriptions of the Abu 

Ghraib prison photos. Con-
temporary issues require con-
temporary media, and alterna-
tive modes of presentation.  

Thankfully, the art of today is 
not limited to those four white 
male painters. It has been 
empowered to say more: to 
express more. The art world 
opened its doors to new me-
dia and new themes. Once art 
history opened its exclusive 
doors to issues of identity, 
it also had to listen to what 
else those voices had to say. 

Queer identity, body image, 
biology, the death of media, 
the nature of play, the role of 
the corporation, gay marriage, 
objectification, being nice, the 
function of design, corporate 
failure, the humanity of veter-
ans, and migration: none of 
these ideas or issues could 
have found a home in Gard-
ner’s text 80 years ago. Nor 
would the issues have been 
exhibited on the campus of a 
community college.  

Maybe that’s what the Red Eye 
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panel missed: the issues ad-
dressed in Ono’s work. For 50 
years her work has not been 
about creating an aestheti-
cized artifact that over time 
asks the viewer to evaluate 
its beauty, like a contestant in 
a pageant. And, she wasn’t 
the first to ignore aesthetics, 
either. It’s now a century-old 
tradition that started with Du-
champ, and continued with 
Dada, and Fluxus (of which 
Ono was a member). 

Ono creates works of art that 
deal with issues, and the na-
ture of how they were created 
are intended to provoke as 
much thought as the prod-
uct created. The cost of war, 
and the goal of peace have 
been consistent themes in 
her work since her “bed-in” 
with John Lennon in the Am-
sterdam Hilton, 1969. Ono’s 

pile of dirt is not supposed to 
be aesthetically pleasing – it is 
intended to provoke thoughts: 
where did the dirt come from? 
Did the artist gather the dirt? 
Is the dirt from a mass grave? 
Are the inhabitants of that 
grave the casualties of war?  

Art responds to the world. Ono 
was empowered to respond 
to her world, and not worry if 
it was aesthetically pleasing.  
The ideas behind Ono’s work 
were more important – just as 
the ideas in this exhibit are 
more important. (They are also 
more aesthetically pleasing 
than piles of dirt.) But, “taste” - 
whatever that is - and aesthet-
ics were irrelevant to Ono. 

The artists in this exhibition are 
also reacting to elements with-
in their world. By their efforts 

they empower the audience to 
intellectualize the works, and 
to cognitively dissect them to 
extract their meanings. They 
empower the audience to rec-
ognize that the boundaries of 
art are no longer limited to the 
comparatively narrow scope 
of subjects and media found 
in 1935, or 1814, or 1509. The 
works contained within the 
exhibit are not intending to 
challenge the viewer to define 
what art is. They challenge the 
viewers to determine how the 
work relates to their experi-
ences: to visually convey what 
text alone might be too stoic 
to transmit. It’s one of those 
things that art does.    

- John Anderson 

Linda Hesh
Chinese Food

Digital Print
8”x10”

2009
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