











Margaret Morgan
Century, 1998 (detail)
Courtesy of the artist
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not only his/her erotic resources but also, at
least for a time, can inhabit entirely new
social environments.

Joseph S. Santarromana’s Untitled, 1998,
IIfochrome lightjet prints digitally incor-
porate photographic images, images down-
loaded from the Web, and digitally rendered
forms, to create strikingly beautiful and
ambiguous imagery. Santarromana, working
more instinctively than theoretically, never-
theless creates images which suggest
certain sensitivity to the play of difference.
Like Golveo, Santarromana’s work touches
upon the private/public split inherent to the
Internet. In each image, the photographic
backgrounds have been blurred nearly
beyond recognition. In one, viewers can
make out the hazy image of fellatio gathered
from an on-line source. In the other one can
nearly make out the face of a young woman.
Such images by themselves offer little by
way of a critique, but when combined with
the rather curious forms that seem to hover
in the foreground, a new dynamic emerges.
In one of the Untitled works, a twisting
intestine-like form suggests a fantastically
stylized lingam for the digital age. In the
absence of a specific representational
strategy, each of these digitally rendered
forms longs to perform the subject.

Like Golveo, Jose Alvaro Perdices gathers
and documents a specific slice of our world
and transforms it into minimal abstractions.
Photographing in the smoky backrooms of
gay bars and private spas, Perdices unearths
another aspect of the public/private split.
Working from what might at first seem like
an austere conceptualism, the work quickly
gives way to a lush aestheticization that is
surprisingly accessible. Each image is

labeled with the precise location of a given
site, but unlike the other artists in the exhi-
bition, it is not so much vision, as the
absence of vision, which is the subject of
this work. Aimed into the darkness, his
camera captures the glowing traces of
human interaction and solitude. Each image
captures the activities of a single instant,
whether it is the glowing ember of a ciga-
rette burning in near total darkness, or the
motion of bodies veiled in darkness, these
images speak to a difference cloaked in
secrecy, anonymity, and, of course, sexu-
ality. Their slight and sinuous lines trace a
hand gesture, a smoky drag on a burning
cigarette; at times giving in to the darkness,
the only clues to this secret world revealed
by a wall label. Perdices seeks to construct
representation beyond vision; that is to say
his work speaks to the limitations of repre-
sentation. It seeks to mark difference, but
not to objectify it. There are no smiling
faces, there are no bodies to be counted
—instead these works focus our attention to
the remains, the always already-fleeting
signs of an unsanctioned existence.

Like those already discussed, Margaret
Morgan’s work excavates yet another one of
modernity’s secret spaces and draws our
attention to those uses that, though unseen,
are essential to its functioning. Gleaned from
several continents, Century, 1998, assembles
nearly two decade’s worth of photographic
research and archival documentation of
public restroom design. Morgan excavates
those uncanny “as if unseen” architectural
spaces which parallel the development of the
modern institution. Institutional spaces like
the museum, the union office, even the café,
all contribute to the modern public sphere,
and their lavatories are as essential to their
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functioning as any other service they provide.
In 1997, speaking at the Adelaide Biennial of
Australian Art, Morgan proposed that, “With
each sanitary flush, with every gleaming knob
and valve, with each raised and lowered seat,
the bathroom and its plumbing at once dispel
and articulate a bodily anxiety that is integral
to subjectivity in the twentieth century.” 7

The intimacy of the bathroom is in conflict
with the modernist emphasis upon autonomy
and wholeness. Penetrable and leaky bodies
defy such lofty conceptions. Numerous
private acts remind architects and adminis-
trators alike of the necessity for private,
covered, and controlled spaces. Unlike a
modernist building, such non-spaces as the
public restroom evade aesthetic contem-
plation precisely because they speak the
unspeakable. Morgan's work asks viewers to
reconsider this overlooked craft, and in so
doing, transforms porcelain, pipes and shiny
fixtures into artifacts, documents, and instal-
lations. Century redraws the boundaries of
the aesthetic experience and forces the
viewer to consider how social conditioning
directly affects perception, so much so that
viewers overlook/ignore/deny something so
irrepressibly visible. Morgan observes, “If the
domestic interior is the non-space of archi-
tecture, then the bathroom and the plumbing
that connects it are doubly banished from
discourse; languishing as the smelly, trivial,
invisible, unspeakable places of domesticity.
The bathroom is the uncanny place.” 8

Bruce and Norman Yonemoto’s 1998 C-prints,
Black &White Film Stills, evoke the play of
difference and visibility from yet another
vantage point. The Yonemoto brothers have
been working collaboratively on the
production of video tapes and media installa-

tions since 1976, and much of their work
subtly plays off mainstream film and tele-
vision, at times traversing both commercial
and fine arts venues. In appropriating archival
imagery, the Yonemotos inevitably implicate
dominant culture in the production of
difference. In Black &White Film Still-Three
Locations/Three Points of View, one finds the
figure of the minstrel seated on what appears
to be a dunking tank, while in Black &White
Film Still-Environmental, one sees a kamikaze
pilot on his final descent. Gathered from 35-
millimeter nitrate film, this project began as an
extension of their 1993 Santa Monica Museum
of Art collaboration with John Baldessari.
Environmental, 1993, for example, projected a
series of single-channel video clips across a
scrim of garage sale movie screens. Humorous
and ironic, their work frequently leaves the
viewer responsible for reconciling his/herself
to the images presented. Vision in this work
takes on a slightly different form in that it is
centered on the act of selection. Each archival
image is presented as a cultural artifact that
must be ideologically unpacked by the viewer.
In recontextualizing such material, the
Yonemotos foreground the cultural and social
underpinnings behind each scene, ultimately
asking the even harder question of how such
imagery might continue to function?
Nostalgia, ambivalence, and post-war
America, all contribute to their particular inter-
rogation of the screen image, perhaps offering
the clearest and yet most poetic interrogation
of representation as projection.

Annica Karlsson Rixon’s truckers (white), 1998,
is composed of over seven hundred color
photographs, all individually mounted and
meticulously presented in her wall-size grid.
Configured differently for each exhibition,
most of the images for this piece were



Bruce & Norman Yonemoto
Black & White Film Still-
Environmental, 1998
Courtesy of the artists
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gathered from the American highway. The
public space of the streets, roads, and
freeways prove to be an unending source of
inspiration for Rixon’s ongoing truck series.
Contained within their individual cabins, each
driver monotonously traces their way across a
web of interstates and trucking routes, perpet-
ually arriving but somehow never quite home.
Each of her grids are composed of like-colored
trucks, hence the title of each work. These wry
portraits document what many see as the last
of the American frontiersmen. Hanging from
the window of her car, camera in hand, Rixon
captures truckers of all shapes and sizes as
they wave, ignore, and mostly just stare at this
high-speed conceptualist. Playful and clever,
this work chooses a simple reversal of the
dominant photographic tradition of men
photographing women. A tongue-in-cheek
response to Winogrand’s vision of women
walking in the parks and streets, Rixon
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presents men in trucks - big trucks. Not
having seen all of the images in her various
truck pieces, it is unclear whether any women
appear, and in some way, it may be inconse-
quential, since the project suggests something
of working-class identification. In an earlier
piece entitled, Today, Tomorrow, Forever, 1997,
Rixon appears as a cowboy-hat-toting trucker,
and it is the seamlessness of the image that
pushes the work beyond parody into some-
thing quite new.

As mundane as driving a truck may seem, it
is the conceptual clarity inherent to this
singular act which seems to have drawn
Rixon into her own endless highway. Her
unapologetic gaze embraces all the implica-
tions of public space and locates difference
at its simplest level —in the act of being.
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Annica Karlsson Rixon
truckers (white), 1994/98 (detail)
Courtesy of the artist
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