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The Destriny of a Place
LLeo Hsu
Within 300 miles of Pittsburgh: a large Lydia Panas, Ahndraya Parlato, Jared Thorne,

section of the Mid-Atlantic seaboard and

upstate New York; the
much of Appalachia; la

near Midwest;
nd along three of

the Great Lakes. This region is firmly part
of a larger social and political ecology.
Here are cities and towns that grew with

burgeoning American
mid 19th and mid 20th

industry between the

Corine Vermeulen, ang

Throughout the w
there is a persistent eng
the relationship betwee

1 Susan Worsham.
ork of these artists
yagement with
>n history and

possibility. Each artist’s works grapples with

the distance between w
could be, who we coulg
could be. These artists

'hat was and what
1 be, and how we

recognition of power.
representation can mak

As a political act,
ce visible what the

artist or subject believes to be possible,

or allow for a subject t¢
own terms. It can also |
drawing attention to p

b be seen on their
be raised as criticism,
ower relations that

have become so embedded and normalized

as to be difficult to per
In The Girls Who Sy

ceive.
un Gold Nydia Blas

in which mediated repr
inherently distortive. T

resentations are
'he keystone image

in the piece is a photograph of an oil pastel

drawing on an inkjet p

rint of an iPhone

photo of a magic lantern slide of a Roman

replica of a lost Greek ¢
Through these transfor
Alvarez-Perez notes w
that historical narrativ

sculpture of wrestlers.
rmations Buffalo-based
ith humor and wit

es are passed on as

centuries, that

have been forced to reckon with globalization
since the 1970s. The gravity of New York
City, especially as a cultural nexus, is felt

here, as are the effects

Hf national events and

conversations that shape both the region

and the course of the ¢
But the region is also a
within the area of this
feel, each day, that our

buntry as a whole.
place unto itself;
300 mile radius we
own destinies are

of memory, mythology
They look at place as i
inhabitants, both as it
is desired, and explore
these tensions create t]
possibility and agency.

To unpack this: Oy
ourselves is always in re
personal, political, soci

xamine the overlaps
v, and power.
t is experienced by
is lived and as it

the ways in which
he conditions for

Ir ability to invent
ation to the histories—
]—that we have

(p. 50) creates portraits of young Black

women who she came

to know through her

role as director of the Southside Community

Center in Ithaca. Thesg
a “physical and allegori

> portraits describe
cal space presented

through a Black feminine lens” where her

collaborators express tl

heir strength and

vulnerability on their gwn terms as they

iterative constructions
any essential form.
Melissa Catanese’s
brings together imager
created by the artist. Aj
two extreme points of
that is, the points at wk
closest and farthest fro
which it orbits—was m

and not according to

Apsis (p . 96) also
y both found and
psis, named for the
an elliptical orbit—
rich a satellite is

m the body around

becoming further entwined with the destiny

of this place.
While Silver Eye’s

Radial Survey brings

together outstanding emerging and mid-career
photo-based artists living and working within
a 300-mile radius of Pittsburgh, the artists

were not selected on th
theme. The twelve arti
Radial Survey live acros

e basis of a designated
sts in the inaugural
s this broad area and

inherited. Departing fr
have received requires
powerful enough to br
to turn away from set f
the Radial Survey invo
mystical, and the surre
to the circumstance an

om the narratives we
an act of imagination
eak molds and

paths. The artists in

ke the magical, the

al; they draw attention
d materiality of what

is; they recognize the limits and illusions

of rationality and mod

>rn order; they inhabit

support one another. [
we witness frozen mon
that we do not know. (

n Blas’ photographs
nents in narratives
5old dust and honey

suggest an elemental connection between

the subjects and their v
Similarly, Lydia Pa

draws attention to the

young women who she

vorld.

nas’ (p.42) work
subjectivity of the
> photographs in

Kutztown, PA. In Sleeping Beauty women

lie in the grass, each lo

king directly back at

the work of filmmaker
work uses multiple con
overlapping narratives
of a single privileged r¢
Catanese, who is based
together images and sy
a fingerprint, a gold cu

ade in response to
David Lynch, whose
nplementary and

to question the notion
ality. In her collage,

in Pittsburgh, brings
mbols—a closed eye,
rtain—that in the

context of new combinations destabilize easy

readings and suggest p

eviously unknown

operate on their own trajectories with their
own motivations, practices, and concerns.
Radial Survey is conceived not as an effort to
identify a regional style or movement, but

as a proposition: that w

orking in this region

encourages artists to engage with logics,
flows, histories, and mythologies that differ
from those defining the faster-moving

densities of very large

rities, and to ask how

the sincere belief that v
worlds on our own ter
must recognize the diff
we are given and what

Claiming possibilit
For better and for wor
our values in the presel
we want and the ones Y
hold the past and claim

ve can make our

ms—or at least that we

erence between what
we want and need.

y requires effort.

se, the past determines

nt, both the ones

we don’t. In order to
the present, we must

the viewer, self-possess

sed. The subjects

in Promise Land are photographed in studio to

speak to the contradict
and double standards ir

OTy expectations
mposed on women.

The girls insist on being seen as themselves,
even as they wear paper crowns or have

lipstick smeared across

their faces.

Eva O’Leary’s (p . 22) work also explores

how social roles, espec

ally gender roles,

mysteries.

In Who Was Changed and Who Was

Dead, Ahndraya Parlatg
in Rochester, NY, atter
recover her own narrat

> (p. 72), who lives
npts to reconcile and
rive. Her mother’s

suicide and grandmother’s murder, followed

by her own entry into 1
to Parlato’s awareness
Parlato’s project deals

motherhood, led
of her own mortality.
with her love for

this (admittedly large)

as a place in and of itse
And yet, despite th

theme, shared sensibili

area can be addressed
If.
e absence of a

ties and concerns

do emerge, when considering the work

of Nando Alvarez-Perez, Morgan Ashcom,
Nydia Blas, Melissa Catanese, Brendan
George Ko, Jacob Koestler, Eva O’Leary,

live within mythologie
to remake them.

Several artists in the Rq¢

S even as we attempt

idial Survey engage

with possibility by exploring the relationship

between visualization,

identity, and the

are shaped by social exj
Happy Valley deals with
living in State College,
State University, and d

pectations. Her series

1 growing up and

PA, home of Penn
escribes an oppressive,

sunlit delirium. Women reveal the masks

that they wear, while nn

nen revel in their

her young daughter in
The fear of erasure inf
Parlato’s “Hidden Motl
a Victorian child portr
in which a mother wot
while shrouded in clot

the face of grief.
orms this work:
ner” portrait follows
aiture convention

uld hold her child

h, rendering herself
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masculinity and power, With the gloss of invisible; in Parlato’s photograph, there
advertising photography, O’Leary suggests that | is only a shrouded mother and no child.
this social structure is both deeply embedded Parlato renders her own mother visible in
and focused on the superficial, and that the colorful photograms made by exposing
what seems normal in Happy Valley quickly photographic paper on which she placed
reveals a quiet, sustained psychological her mother’s ashes.

violence that touches everyone. Susan Worsham’s (p . 62) Bittersweet on

Nando Alvarez-Per
Narcissus and the Angel ¢

rez’s (p . 86) Memorex
)f History, is a dizzying,

symbol-rich mashup of{found and constructed

imagery that draws atte

ention to the ways

Bostwick Lane also recoi

nciles grief by actively

engaging with it. Worsham links past
and present through the figure of Margaret
Daniel, Worsham’s oldest neighbor from

The Desriny of a Place,
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her childhood in Richmond, VA, and the
last person to see her brother Russell alive

before he committed su

icide. “My memories

become intertwined with hers as I rediscover

my past through her sto
Margaret is both the ph

ries,” writes Worsham.
otographer’s subject

and her guide. Through conversations with

Margaret, Worsham le

arns about her own

family history which she materializes through

Like Lee Friedlander’s American
Monuments, Jared Thorne’s (p . 128)
series 26 Planned Parenthoods highlights

the relationship betwee

n politics, history,

and social landscapes. Thorne draws

attention to the ordina
forgettable landscapes
of Ohio’s Planned Pare

Centers: industrial are

riness of the
surrounding each
nthood Health

s, residential

places significant to him, and through which
he honors the beauty that he finds in his

relationship with natur
of experiencing the vas
and seascapes, sunlight

e, and the pleasure
tness of landscapes
and night.

This respect for a natural state mirrors

the desire to be, simply

, ourselves: who

we are, where we are. Whether it is because

of this respect, or in sp

te of it, all of the

artists, convened in Pitt
how working within th

sburgh to explore
e Radial Survey region

informs artists’ work and lives. Certain

topics floated to the top

: the need to grapple

with the place that you call home, whether
you chose it or it was chosen for you; the link

between memory and p

lace; the desire to

convey a love of landscape and a connection to

the land through photo

raphs; the aspiration,

symbol-rich photograp

hy in bittersweet

form. Wortham’s other primary subject is her

muse Lynn, whose son
as representing the arti
is full of references to b
a found box of specime
beauty and preservatio

In What the Living

Ashcom (p. 106) simi

Max could be read

st’s brother. The series
iology and botanicals;
n slides speaks to

n.

Carry, Morgan

arly conjures

streets, and strip malls

with their parking

lots, rusting utility poles, and skeins

of power lines. The clit
obvious; some cannot |
in the photographs at 4
connects the political ¢
Planned Parenthood w
role in their communit
providers. “Planned Pa

nics are not always
be discerned

1. Thorne’s series
ontests around

ith their everyday
les as health service
renthood,” writes

artists position themse
something larger, and t
to write their own con
and for the future. The
while the work in the }
in beauty and compelli
invite us as viewers to
share the sense that the
remade if we are to sur

ves in relation to

hen assert their desire
ditions, for the present
stakes are high;

Radial Survey is rich

ng imagery that
escape, these pieces

> world must be

vive: remade with

as Jared Thorne stated,
where [ am and where ]
that are in my commun,
And yet we never
we are. Being somewh
by our connections to
other moments as it is
of being here and now,
the places that made u

‘to make work about
work and the people

ity.”

live only where

ere is defined as much
vther places and

by the embodied sense
We carry with us

When we participate

a place with which he
though in this case the
Fork is fictional, create
photographs and artifa
his memories of growir
VA. Hoy’s Fork is the
world; Ashcom descril
with a strong attachme
a suggestion of violen

is intimately familiar,
town of Hoy’s

d by Ashcom through
cts, a distillation of

ng up in Free Union,
center of its own

Des a community

nt to the land, with

e, and a sense

Thorne, “is at the forefr
Women’s healthcare se
underprivileged and th
who in Ohio are dispro
American and Latino.”

Where Vermeulen|
projects draw attention
lived, Jacob Koestler (p
history as seen in the t

-ont of providing
rvices to the

e disadvantaged,
portionately African-

s and Thorne’s

1 to how life is

. 120) materializes
-ansformation of

respect to nature, with
with respect to our ow
respect to one another.
In 2019, what was
has become normalizeg
and corruptions of a ne
a political ecology pow|
and the advancement o
the control of informa

respect to history,
n traumas, and with

once unimaginable

I: from the pleasures
tworked world; to
ered by divisiveness

f “truths” through
ion; to unprecedented

in making the places w
our histories with us. §
important to us that th
continue to shape our t
after we've left and afte

In the future the d
our present increasing]
and inevitable. This fir
be a point in an increa

here we are, we bring
ome places are so

ey never leave us and
hinking and feeling

r time has passed.
ynamics that inform
y will feel fixed

st Radial Survey will
ingly large array over

of a past weighing hea
even as time has stopp
the images could be ch
told repeatedly, fixed i
recycling narratives.
Where Parlato, W
works are driven by the
histories, Corine Vermse
visualize place in a way

vily on the present,
ed. The figures in
aracters in a folktale
n slow, inevitable,

orsham, and Ashcom’s
artists’ individual
culen and Jared Thorne
that is defined by

post-industrial terrain
nature. Based in Clevel
not on the corruption

built and is now in dec
aesthetic experience of]
Koestler invites us to e
of these places as he se¢
photographing a fence

railroad bridge, he vis

as it is returned to
and, Koestler focuses
of what had been

ay, but rather on the
the transformation
xperience the beauty
»s them: whether

or a massive fallen
alizes a relationship

opportunities to assert
bigotry, hate, and fear t
ways that we haven't s
that feel too familiar. A
combusts in the shadoy
of the Anthropocene, t
of human responsibilit
global transformation.
for the work in the Rag

identities, even as
rake on public faces in
en before, and ways
1 of this simmers and
v of the global crisis
he acknowledgment

y for geologic-scale
This is the context

ial Survey; this is the

time, a time capsule of
we addressed them. W/
choices and that things
just so’, and the decisio
will congeal as history.

In this catalog, the
representation of the w
Radial Survey, and also
works written by Jessi

concerns and how

e'll forget that we had
weren't ever all

ns that we make today

reader can explore a

vork shown in this first
read reflections on the
a Beck, Anna Lee, and

shared experiences and
possibilities.

In Your Town Tomo
Vermeulen (p . 140) pr
a place that continues t
history. A genre of ima

that informs future

rrow, Corine

resents Detroit as

o unroll its own

gery popularly known

as “ruin porn” that romanticizes the decay

of once-grand building
around post-industrial

s has emerged
cities in general

between human constr
relentless, inevitable ovy
these spaces—not as a ¢
new synthesis.

In contrast to Koes
of post-industrial terra

uctions and the
ergrowth that reclaims
ompetition but as a

tler's embrace
in, but also with a

resonant attention to the implacable power
of nature, Brendan George Ko (p . 30) looks

to LLake Ontario to fin

a connection with

precarious world that i
lives: every individual |
larger human experien
uncertainties and possi

The destiny of a pla
By visualizing who we

nforms the artists’
1istory connects to the
ce and to the specific
bilities of today.

ce is subject to change.
are, where we are,

the artists of the first Radial Survey encourage

us to take ownership o

f these destinies.

Ash McNelis, who led p
The works in this volur
arrive at that future; let 1
your way there.
Postscripr
September 2019

anels at the symposium.
ne can inform how we
them help you navigate

and Detroit in particular. In contrast,
Vermeulen presents communities of people
living their lives. Her photographs revel

in the specific, and, sometimes, the surreal.
Her subjects, like the subjects of Panas

and Blas’s photographs
viewer to assert their b

look back at the

eing, acknowledging

each one’s unique circumstances.

the land and its presence. His relationship to
the land stems from his youth in New Mexico

and his time in Hawai’i

, where he lives when

not in Toronto. Ko’s work allows him to

be where he is in order to be where he is not.
His photographs on Toronto Island in Lake
Ontario are part of his larger ongoing Scrapbook
project in which he photographs people and

Radial Survey e¢xhibition essay

March 2019
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On the last weekend in May, 2019, at the

close of the exhibition,

forty-odd artists and

curators, including several of the participating
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us, but evades a fixed
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d be pictured with
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vomen can also—

ning into one’s

sures, without these
and without these
ared lipstick and the

As I begin to write abo
artists included in the §
and on the theme of th
and complexities of ide
to link their work toge
attempt to create a shar
these disparate artists,

describe how each pho
identity in different w.

ut a group of

Radial Survey show,

e possibilities

ntity, I stew on how
ther. Rather than

red narrative between
[ am compelled to
tographer is staging
ys—through trick

of white conformity. It
this photograph throug
white nationalism, whi
public attention since 2
In other images, wi
force that blinds and re
(2018) an unsettling ph
girl is held still while s¢
into her eyes. Streams

is hard not to see

rh the veil of a rise in
ch has slowly gained
O1e.

hiteness feels like a
pels. In Spring Break,
lotograph, a young
meone pours milk

f white fluid leak from

turning on in

to my own self

at last

turning out of the
white cage, turning a
turning at last

on a stem like a blacl
in my own season

ut of the lady cage

e fruit

balance of inhabitable ¢
can these girls blossom
the pressures of society

While in Panas’s w)
like a trap—like a small
to a mirrored jewelry b
circles to the sound of
waltz—in Blas’s work, t|

crowns. [ ask again:
rather than wilt against
P
ork girlhood feels
ballerina confined
0X, turning in endless
1 slow, mechanical

he female body

lighting, parameters of]
and emulsions on the b
and shadowing. Each a
different results—some
threatening. Identity in
staged and distorted, at
in some cases, whitene
fearful, femininity quie

stillness, props

ody, or cropping
pproach produces
optimistic, others
these images is
times to an extreme;
ss is presented as

tly violent, friendship
ness rich with

her sockets like milky t
lighting haloing her fac
of hands holding her st
being baptized into thi
In Hurricane Hair, (201
in a doorway as a bright
skin and a threatening
into a fan. She looks ah

ears. With dramatic

e and a bodiless set

ill, it looks as if she’s

s white community.

6) a young girl stands
 light bleaches her pale
wind blows her hair
ead into the distance—
with fear. Is there a

at last™ appears like a site of wonderment and magical
possibility. Here, young women look inward
The story of female self-discovery is told to a place where possibility may be limitless.
in different ways in the works of Lydia Unlike the citizens of Happy Valley, where
Panas and Nydia Blas, who both focus on race is pictured as thredtening, disarming,
girlhood and the challenges and barriers of apocalyptic, in Nydia’s images blackness

femininity. Panas’s pho
two separate series, Sleep
Land. In Sleeping Beauty,

tographs belong to
ing Beauty and Promise
girls are photographed

is staged with intimacy
and a sense of wonderf]
are anointed with hone
fluids like menstrual bl

and vulnerability,
ul possibility. Figures
y and glitter; bodily

supernatural, and blac

possibility for change. |
within this group of w.
a trap—and yet, in othe
opportunities to break
societal pressures and p

Home :

Eva Q’Leary’s series, Hi
y )

n some moments
ork, identity feels like
IS, artists present
through the cage of

1ppy Valley, is a

yresent the body anew.

or perhaps the future—
hurricane approaching
white men from Monun
is brewing outside her ¢
whiteness momentarily
of aggressive conformit
cliché. O’Leary’s lens ca
with the kind of distan

? Or is it the mob of
ment Climb (2016) that
loor? In Happy Valley,
blinds, creates a sense
y, and feels like a circus
ptures her hometown
ce that allows her to

look back at these bizarre social norms with a

productive criticality,

nd a sardonic grin

motionless, laying on th
bodies limp, dressed in I
red that pop against a de
The camera’s lens hover
a silent witness. These w
helpless, as if wilting und

e ground, arms and

ush colors of gold and
nse green landscape.

s over their bodies like
omen are rendered

er the weight of societal

pressure of what femininity and girlhood should

look like. In two image
Rebecca, Red Lipstick, (2

s from Promise Land,
017) and Quinn, Paper

fear, disgust and, in son
isolation, are pictured i
as a glittering stream of

In the end, I wondg
challenging the constra

od, which may elicit
ne parts of the world,
n Gold Legs, (2016)

F magic.

°r: can we keep

lints of femininity?

Can we question and reimagine the confines
of race and see identity untethered from
place? Photography can construct reality as

portrait of the artist’s hometown, which

she says “was once an i

con of white, middle

class Americana.” It is 4 surreal world,
with unnatural, blinding light, circus-like
figures staged under a harsh lens, and

mobs that speak to the
America’s homegrown

growing threat of
terrorism: white

nationalism. At first glance, the crowd in

Monument Climb, (2016

) looks like a single

Unlike the blinding light in much
of O’Leary’s images, the world in Brendan

George Ko’s series Scra
moonlight, or speckled
thrown from soft sunli

pbook is cast under
with abstract shadows
cht. When installed,

his “scrapbook” is hung in a fragmentary
way with small, medium and large prints

that suggest the images
focus like memories. T

come in and out of
avels and friendship

Crown (2016), young gi

rls are photographed

in the studio against a stark black background,

as soft lighting highlight
porcelain skin. In Quinn
crown on her head as if

s the suppleness of their
a girl balances a small
symbolically balancing

the judgment that will follow and scrutinize
her body as it matures into womanhood.
Panas’ images of young girls in the

woods appear eerie an
and suggestive of sexu

d unsettling to me,
1 violence or a loss

image. But, it’s up to us

photography in the wake

to continue to “confront
ning of intractable

reality” ~* and construct identity from lived
experience, rather than place our faith in the
unending, destabilizing bombardment of

images that consumes s

o much of modern life

and that entices us to self-fashion according
to societal demands. Identity can be a trap, and
the image its bait— but identity can also be

limitless, boundless an

formed over time, an

mass of white, bare-chested men, arms
raised in unison, mouths forming little

gaping holes as they ye
at a fraternity hazing—

Il aggressive chants
or maybe, in Trump’s

America, a presidential rally. On closer

inspection, this crowd d

oes have a few women,

and at least one attendee who is not white,
but ultimately, difference is lost in this sea

populate this series, and yet there is no
clear or fixed sense of place. Young, thin men
and women pose in open lakes, on rocks,

against the bright reds

of autumn leaves.

Here identity seems as abstract as the landscape.
Ko’s images have a sense of humor and levity,
but they also implore tricks of lighting that cast

these scenes with a supe

rnatural sensibility, as

of innocence taken without permission.

My mind wanders to the haunting photographs
of Hans Bellmer of his ‘artificial girl,’

a handmade doll that he made in 1934

and photographed in many unsettling poses

including in the woods

, tied to a tree. I ask,

are these girls helpless? I wonder, is there

room for each of these

girls—Quinn, Elle, Ava,

unfolding blossoming,
to our own rhythm, to

1 Lucille Clifron,
Poems and a Memoir

2 Roland Barthes, Ca
Pho ro(qraphy, Hill

a slow turn according
our own season.

“furning.” Good VWoman

1969-1980.
mera Lucida: Reflecrions on
and Wang: New York, 117.
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Eva O'Leary ! in a college town called
Happy Valley. It's an intoxicating
place where naivete and recklessness
collide with big money—a football
town that was once an icon of white,

Happy Valley
(2014-2018)

b. 1989
State College, PA

Radial Survey Vol 1




In Happy Valley, Eva O
with a community’s cul

Leary grapples
tural system whose

core values are structured around a particular
sense of masculinity. She explores society’s
overwhelming pressures as expressed

in advertising and the rituals that reinforce

social roles in a college

town obsessed

with sports, both of which maintain norms

for men and women t

at are ultimately

alienating and toxic. Fq

r this series, O’'Leary

draws from her own experiences growing
up and living in State College, PA, home of

Penn State University.

O’Leary’s photographs evoke the
uncomfortable tensions that defined her
life in State College. Her pictures are

characterized by clean {
colors—qualities often

orms and saturated
ssociated with

commercial photography, yet their overall

effect is one of unease.
in Happy Valley appear
of how they are being di

Some of the subjects
to be self-conscious
rected into social roles,

while others are fixed in place, apparently

lacking self-awareness. |
recognizes the reassuran
surface appearances, w
how empty those prom

n these images, O'Leary
ces promised by

hile also suggesting
ises may be

Eva O'Leary

Happy Valley

A Yok 2018
Spring Bre ak, 201¢

~
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Eva O'Leary Happy Valley Monumenr Climb, 2016



Eva O'Leary Happy Valley From lefr: Zpowerofmakeup, 2016: Hurricane Hair., 2016 20



Srendam George Ke “It isn’t about truth, nor is it about
accuracy. It is about carrying the spirit
of the memory. My photographs aren't
about realism and precision; they are

Scrapbook about manipulating the medium in order
(2014-2018) to summon the spirits captured within.”

b. 1986
Toronto, ON

Fluff, from Nada 'dey-wey 'srid, 2018




Brendan George Ko’s photographs

shown here were made
a small group of islands

on Toronto Island,
a short ferry ride

from Toronto’s harbourfront, with peaceful

beaches and access to th

e lake. “Toronto,”

notes Ko, “is media-saturated, leaving less

value for oral tradition.

But it is the place

I learned to use media to tell stories that come

from oral tradition.”

Ko grew up in rurd
and now shares his tim

I New Mexico
e between Hawai'i

and Toronto. Both New Mexico and Hawai’i,

each with their long tr

aditions of oral

history and story-telling, and the spiritual
presence of the desert and the ocean,
inform Ko’s sense of being in the world.
In his photography, Ko creates diaristic,

autobiographical scrap

books which

honor his experiences and the places and
people in his life. In his photographs, he

evokes the emotional 4

nd spiritual qualities

of his memories, making pictures that

visualize his feelings ak

out specific places,

as well as about his larger orientation to
the world. His work evokes an appreciation
of the natural world and the elements,

and his subjects’ and h

s own grateful and

humble self-awareness
such a world.

and joy to live in

Brendan George Ko

Scrapbook

Farher Forgive Them,

from Nada 'dey-wey 'srid,

2018



Brendan George Ko

Scrapbook

Clockwise from rop lefr:
from Nada ‘dey-wey 'srid.
from Nada 'dey-wey 'srid.

Infinire I, from Nada 'dey-wey 'srid. 2018: Mudfaced Faye,

2018 Fanrasric Hair. from Nada 'dey-wey 'srid. 2018 More Ferns 1,

2018; Cairlyn As a Noodle Princess, from srran{qui\inrh'mmr/(/s

@]



Clockwise from lefr: Toronro Island. from Nada'dey-wey 'srid. 2018; Brighr Shiny Diamond,

from srrangerinrwoworlds, 2017; Sisrers in Oka, from The Wandering Hobo, 2o015; Marble

Refdecrion, from sirangerintwoworlds, 2017; To Cradle rhe Sun, from srrangeriniwoworlds, 2017;
Brendan George Ko Scrapbook Mica Whire XII, from Nada 'dey-wey 'srid, 2018




From lefr: The Day rhe Fungi Took Over, from sirangeriniwoworlds, 2017; Mark in rhe Lake,
Brendan George Ko Scrapbook from srrangeriniwoworlds, 2017; The Beholder-The Arrival, from Nada’'dey-wey srid, 2018




Clockwise from top lefr: Dog Arrack, from srrangerinrwoworlds, 2017; Zannie and Poppie, from
strangeriniwoworlds, 2017; Foxrail Fern, from srrangeriniwoworlds, 2017; The Flying Saxman,

from 7The Wandering Hobo, 2o015; Cairlin V, from srrangerinrwoworlds, 2017; Sundown ar Lake

Brendan George Ko Scrapbook Rosseau, from Nada 'dey-wey’srid, 2018; Sean I, from, srrangerinrwoworlds, 2017 41




Lydia Panas

Sleeping Beaury
(2017-2018)

b. 1958
Kutztown, PA

vy >
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Promise Land
(2017)

o to do is create a space for a certain
kind of empathy..

rability,
be a very uncomfortable place.”




Lydia Panas creates deeply intimate
portraits from within the fields and woods

of her farmland in Kutz
Often focusing her leng
Panas’ images in this ex
contemplate the relatio
the photographer and |

image, the young wom

town, Pennsylvania.
on female subjects,

chibition powerfully

nship between

1er subjects. In each

len Panas has

photographed—stretch
grass, or precisely pose¢
appear still and control
poses that suggest vuln
back at us directly, con
purpose. As viewers, W
only their gaze, but wit
energy that simmers be
image. This experience
as we grapple with im:

ed languidly in the

>d in the studio—

led, assuming classical
erability. They look
fronting us with

e contend with not

h the emotional

low the surface of the
can be disquieting,
ges that seem to sense

us as deeply as we sens

Panas’ strong, empa
her subjects is in part w
sense of connection we
at her images. She allow
back at her, unguarded
sense of attentive enga
her images. Letting her
see her in equal measu

e them.

thetic connection to
hat creates the startling
feel when looking

/s her subjects to look
and develops a deep
cement as she creates
subjects be seen and
e, Panas invites us

as viewers to seize upor

connection taking place.

Choosing to create
from her home in Kutz
for Panas. As the child
speaks to her identity o
split between her family
their home in the United
prompted her to seek

1 the supremely human

these photographs
town was intentional

f immigrants, Panas

[ double consciousness,
7's roots in Greece and
States. This experience
ut the camera as a tool

for locating her identit
seen and heard. In her
these feelings to the sul

¥, and to be tangibly
portraits, she extends

Working from the farmland she and her
family live upon, Panag looks intently, and
responds to her subjects with an intense care

and consideration.

bjects she photographs.

Lydia Panas

Sleeping Beaury and Promise Land

Rebecca, Red L /4/)5‘7 ick,

2017




Lydia Panas Sleeping Beaury and Promise Land Rong, 2018




Lydia Panas Sleeping Beaury and Promise Land From lefr: Quinn, Paper Crown, 2016; Flla (sirring), 2018
. .




Nydia Blas “These photographs take something out
of nothing. They take something out of the
bare minimum that's been given, and they
create something magical out of that.”

Ihe Girls Who Spun Gold
(2016)

b. 1981
Ithaca, NY




The women and girls in Nydia Blas’
photographs glow. The series they belong to,

The Girls Who Spun Gol

d, takes its title from

a book of the same name, an African-
American adaptation of “Rumpelstiltskin”,

about a woman who is
the wife of the ruler of
her ability to spin gold.
a lens of Black feminin

chosen to become
the land, because of
Presented through
ty, Blas’ photographs

spin tales rather than p
in Ithaca, NY, Blas’s ph

recious metal. Based
otographs create

spaces that center on young, Black females,
experiencing joy, dignity, pride, love, and
vulnerability. Significantly, they do this on
their own terms, and for their own pleasure.

Created collaboratively

with a group of

young women Blas met through her work at
the Southside Community Center in Ithaca,

the series stresses notig

ns of connection and

support through female relationships.

These images are a

glimpse into a

world which sparkles with flecks of gold,
revels in sumptuous fabrics, and exudes lush
greenery. Blas’ work emphasizes the use of
magic as a tool of resilience against societal
pressures that communicate that Black female
bodies are about other people’s pleasure,

and not their own. Blas
is known as a progressi

notes that while Ithaca
ve, liberal haven—

complete with the tagline, “Ten Square Miles

Surrounded by Reality’
great deal of segregatio
divisions are still readil
who live there. Blas’ ph

—the reality is that a
nal and socioeconomic
y apparent to those
otographs look to the

hardships and struggles Black women face

in their davy to day exis

ence, yet through the

alchemy of her camera

those circumstances

are transformed. These women appear regal.
They control their space and their bodies,

regardless of the oppre

ssion they face when

they leave the magic of/the world they have

created with Blas.

Nydia Blas

The Girls Who Spun Gold

Glirrer,

2016
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Nydia Blas The Girls Who Spun Gold Gold Legs, 2016

W
W




Nydia Blas The Girls Who Spun Gold From left: Smoke, 2016; Unrirled, 2016 57




Nydia Blas The Girls Who Spun Gold Nydia wirh Blanker,




Construcri

Anna Lee

on and Revellarion

something to do with
one of the most essent
delineating one’s self a
exists in this America
body defined most agg
who live outside of it,
the least. The specifici
stories has the power t
into glossy regional n

the reminder that

ial struggles—
mongst others—

too, within a political
ressively by those
and who know it

ty of these individual
o drill deep holes

rratives

During a conversat
Survey, Worsham shar
stopping at a gas statio
while photographing i1
There, she saw a child
found herself thinking;
middle of nowhere. Al
had that thought, she r

to her was somewhere t

ion around Radial

ed an anecdote about

n to use a restroom

n the Mississippi Delta.
watching a TV, and
here is a child in the
most as soon as she
ealized that nowhere
that girl

Susan Worsham, Ahn
and Nando Alvarez-Pe
to tell elliptical stories
points of view. Worsh
personal photographs
but filled with images
persist. Alvarez-Perez’
histories replete with

draya Parlato,

rez use photography
that have multiple
am’s and Parlato’s

are marked by death
that stubbornly

s work traces material
bbjects branded by

d remediated that

people and events that

have passed, the

birth of Parlato’s daughter, Ava, electrifies
her desire to frame their lives through

remembrance rather th

an death. Parlato

uses elements from intergenerational stories
to construct a portrait of herself. This self-
portrait narrates how Parlato’s feeling of
imminent disaster—shaped by the murder

her mother’s

Nando Alvarez-Per
for several years in pro
questions—particularly
series of works titled P
Situations. The installat
revolve around how p
and a form of aesthetic
photography, can enga
his viewers to constru

ez has also trafficked
jects that ask open
through an iterative
ost-industrial Living
fions in this series
hoto-based work,

s made possible by
ige and activate

Worsham, Parlato
ask us to direct our atte
the issue of who gets tc
and to focus instead on
whom does this story n
this question prompts
that the most poignan
family’s story are held t

and Alvarez-Perez
ntion away from

tell the story,

the question: for
natter? For Worsham,
the realization

t insights into her

by a woman not related

symbols so mediated a
their advanced state of
entirely new forms of
photographers tell stor
we can't help but feel t
of time before they log

In Bittersweet on Bos
Worsham gives herself
of photographing loss—
that no longer exists. U

' degeneration begets
meaning. All three
ries so uncanny that
hat it’s just a matter

p back again.

twick Lane, Susan

“the impossible task
-in her case, a family
nlike the photographs

of her grandmother an

suicide—eventually turns into positive self-

definition and a fightin

g will to live.

We might think of the title of

Parlato’s piece as two s

eparate questions:

Who was Changed? Who was Dead?

Four colorful photogra

ms bear the traces

of her mother’s ashes: a body converted
by heat; paper changed by light; and
the photographer transformed by her

For Alvarez-Perez, the
informed by a keen vig
is consumed under cap
Narcissus and the Angel
for example, what look
painting of two wrestl
pastel on an inkjet pho
of a magic lantern slid
a roman marble replic

ct new possibilities

se possibilities are

»w of how culture
italism. In Memorex
of History (2018),

¢s like an innocuous
ers is actually oil

to of an iPhone photo
e of a bronze cast of
of a Greek statue...

by blood. For Parlato,

infant daughter’s depen
the trajectory of a life fi
by women who were n
themselves. For Alvare
eternal, even in the fac
signification. By de-cer
as sole authorial agents
suggest that paths carv.
ground can sometimes

he feeling of her
1dency has reversed
ormerly defined

ot able to protect
z-Perez, hope springs
e of atrophying
1tering themselves

, these photographers
ed deeply into the
lead to unexpected

in a family album, Wor
unpeopled, save for the
of Worsham'’s childhoc
Daniel, whose stories h
recall details about her
Daniel’s interest in the
threads through Worsl
opening her attention

experienced as a child

rsham’s are mostly
recurring image

d neighbor, Margaret
elp Worsham to

now-deceased family.

natural world weaves

ham’s memories,

bnto phenomena she

ut now views as an

daughter’s birth. There is a poetry to a life

once defined by loss tr|

ansmuting into

one re-charged by birth. However, Parlato
shows us that her metamorphosis is also

an active deconstructio
stored reverently in ve

n. Ashes are typically
ssels, but Parlato’s

mother’s ashes hang vertically on the
wall, recalling small mounds of cocaine.

The vessels on the ma

tle are empty,

of two wrestlers.

From one point of
Perez’s work seems to ¢
universe that is worlds
those occupied by Wor
Worsham’s work fits ir
landscape, portraiture,
compels representation
specific spaces and ligh

view, Alvarez-
>Xist in an aesthetic
apart from

sham and Parlato.
1to genres like

and still life, and

1 by using highly

Parlato’s photographs

places, and that destini
define possibilities.

es do not always

adult. It comes as no surprise when Worsham

discovers that her favo

rite light to make

photographs comes through the windows in
Margaret’s basement. Photographing familiar
places and proxy objects allows Worsham

to draw together oblique details about her
father, mother, and brother. But the fit is

never perfect, and Wo
become the spaces wh

rsham’s photographs

re hazy pieces from

and photographs are underneath the mantel

instead of on top of it,
each other on the floo:
photography evokes b
Parlato instead gives u

piled up against

r. And if domestic
abies and flowers,
s images of babies’

faces obstructed by objects and an arched

stem of orchids, doubl

e-exposed like a

weather vane in motion.

For the artists in t

his inaugural edition

put themselves in dialogue with these

same genres, primarily

to reveal the limits

of their representative ¢apacities. Meanwhile,

Alvarez-Perez’s work fi

cels removed

from personal representation altogether.
His constructions are dense with symbols

and symbolic meaning,.

They are heavily

constructed, both on the level of individual

images and as complet

» installations

multiple puzzles coexis
Like Worsham'’s wj

t.
ork, Ahndraya

Parlato’s installation, Who Was Changed and
Who Was Dead (2013—present), constitutes
its photographer-protagonist in a present
that is heavily inflected by what has come
before. Just as Margaret serves as Worsham'’s
guide into spaces densely overlaid with

of Radial Survey, the g¢
inclusion demarcate a
premise. We are told t

*ographic lines of
somewhat arbitrary
hat a wide swathe

of America has been forgotten politically,

but what is it, precisel
behind? It is an act of |
such an open question
and Parlato suggest th:

y, that has been left
rumility to engage

. Works by Worsham
at the answer has

And yet, all three phot

hgraphers situate

their work at intersections of collective
meaning-making. They cull stories from
neighbors, relatives, personal objects, and

from our material histo
designed to radiate out
these photographs are

ries, and create totems
ward. Put simply,
designed to represent

questions that they alone cannot answer.

Radial Survey

Vol .1

Constructrion and Revelar

ion, Anna Lee




Susan Worsham

Birrersweer on Bosrwick Lane
(2009-2014)

b. 1969
Richmond, VA

Radial Survey Vol 1




Susan Worsham'’s series Bittersweet on
Bostwick Lane is a rich interweaving

of memory and mythology, color and
metaphor, personal meaning and opaque
mystery. Quiet and poetic, Worsham’s
photographs gently navigate a “landscape
of loss". Her images are centered around
her childhood home in Richmond, VA,

where her brother committed suicide

after he was badly injured in a motorcycle
accident when the artist was a child.

Working from the bas

is of her brother’s

death, Worsham creates images about

regeneration. With no

family remaining in

her childhood home, Worsham continues

to probe her memories
of her former neighbor

under the guidance
Margaret Daniel.

Here, Daniel, who was|close with Worsham’s
brother, plays the multi-dimensional role
of guide, mother, friend, historian, biologist,
and philosopher, offering wisdoms and
memories with which Worsham creates her
images and finds meaning in the everyday.
Time and tense blur the world along
Bostwick Lane. The living and the dead exist
in the same space, and the cycle of life is
evident in every detail.| The blood of tragedy

is connected with the red-orange flesh of
fruit and dried berries.|A looming Camellia
tree, reminiscent of ong from her childhood,
echoes Daniel’s arched bpack; a curvature

hat reminds the artist of her brother’s spine.

Susan Worsham Birrersweer on Bosrwick Lane Margarer's Azaleas Through Secrion of Car's Esophagus, 2014 65
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Ahndraya Parlaro

Who Was Cbaqged and Who Was Dead
(2013-1he present)

b. 1979
Rochester, NY




Ahndraya Parlato’s inst
Was Changed and Who
examines feelings of 1o
grief that the artist exp
life- changing events: t
grandmother and moth
a parent herself. Parlat
overwhelming emotior
surprising ways. Photo

allation Who
Was Dead lyrically

ve, anxiety, and
erienced through
he deaths of her
1er, and becoming
b conveys these
1s in intimate and

raphs of her daughter

are mixed with symbol
which are placed on th
and leaning against the
obscures perspective, ¢
and undermines the pr
art object. Some photo
specific moment, like t
the artist's mother oncc
a visit. Other images ar

ic images, many of
e ground, overlapping

wall. This installation

onfuses narrative,
eciousness of the
oraphs relate to a

hat of the blue orchid
> gave her during
e more general

symbols, referencing sk
of natural forces.

A grid of four color
with specks of white ar
which Parlato made by
ashes on the surface of
When the paper is exp
shape of the ashes becg
presence in the image

relter and the power

rful images dotted

e photograms,
placing her mother’s
photographic paper.
osed to light the

me a fixed ethereal
Nearby these

photograms, small han
surround a photograph
daughter. These tiny v
as a metaphor for the f
and unique beauty of e
Who Was Changed and
parts memorial for tho
shrine to those who are
and reminder of the u

dmade ceramic vessels
of the artist’s infant
1ses and cups serve
ragility, individuality,
ach life. Ultimately,
Who Was Dead is equal
se who have passed,

> most cherished,
breakable connection

between love and loss.

Ahndraya Parlaro

Who Was (f/mn(([m'/ and Who Was Dead




Some women disappear more easily rhan others.

Some go kicking and screaming, pulled by trheir hair.
Especially if ir’s long.

Orhers have been disappearing since...

Maybe 6yrs old?

I"11 rell you afrer my daughrer turns 6yrs old.

I can rell you; we were nor born this way.

*

T'm ofren asked how I turned our so “normal.” First of all, normalcy
doesn’t existr. We all know thar. What people mean is how I manage 1o
funcrion in rhe world, how I gor an educarion and a husband and a job and
am a mom and an arrist, when you were mentally ill and we were poor and
had no family to help us.

I always say it’s because you used large words and snuggled me. I was
never talked down to and I always felr loved. Bur ir was also because

I knew you’d kill anyone who fucked wirh me. I'm only half joking.

I'm also only half joking when I say rhar, despire notr being menrally ill,
I wouldn’t be unhappy if my children felr the same way.

*

You're rhe baby. Your name is Momma.

Ahndraya Parlaro Who Was Changed and Who Was Dead

I'm reading an interview with rthe journalist, Marrha Raddarz, and she
casually menrions her farher dying when she was rhree years old and

how she has no memory of him. My stomach drops. You are rhree. I feel
nauseous thinking rhar if we were separared, you mighr have no memories
of our rime rogetrher. I imagine you being kidnapped. I know in some ways
I would have helped form your adulr self and of course in rhe beginning
you would ask abour me. Bur knowing I have been irrevocably changed by
you, bur rhar you srill have rhe porenrial ro be re-formarred shakes me.

I imagine you being abducred by crazies. I only allow myself ro imagine
the abducrtors as the kind of crazies who love children bur are unable 1o
have rhem rhemselves, and so convince rthemselves ir’s ok ro sreal someone
else’s. I do nor allow myself ro imagine

all the orher crazies.

“Ir’s locked afrer 8:z30am. Bur rhe kids are ourside, so you could srill,
you know.” A morher describing the security at her child’s school.

*

I'm thinking abour dirt turning into clay, and clay turning back into
dirr. I'm rhinking abour vessels holding warer, which we all need to
live. I'm rhinking abour vessels holding our bodies afrer we die. I'm
thinking abour amareurs pushing clay around and making heavy, clunky
objectrs rthar, rhough misshapen and uneven, still suffice. I'm rhinking
abour all of us parenrs, clunky, bur hopefully srill sufficing.

77






Ahndraya Parlaro Who Was Changed and Who Was Dead lnrirled, 2013-2018 81



Ahndraya Parlaro Who Was Changed and Who Was Dead Unrirled, 2013
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Nando Alvarez Perez

“This piece is about how history collapses
into objects that are both symbolic and
kitsch, like an imploding star. Like how the
Holy Grail of Arthurian legend becomes,

Memorex Narcissus and rhe Angel of Hisrory over time , A Memorex video tape copy
(2018) of Monty Python’s The Holy Grail.”

b. 1988
Buffalo, NY




Nando Alvarez Perez’s vibrant installations
playfully explore big ideas about humanity's
distant roots, and its many possible futures.
Using photographs, sculpture, found objects,
and performances, he shows how culture
consumes and replicates itself, over and over,
distorting itself as it repeats in ways that
generate new ideas.
Memorex Narcissus and the Angel of

History illustrates this repetition over time
by centering the installation around an
image that has undergone several layers of
processing: a photograph that the artist
made of an oil pastel drawing, on an inkjet
print, of an iPhone photo, of a magic
lantern slide, of a Roman replica of a lost
Greek sculpture of wrestlers. The image

is surrounded by sci-fi novels and books of

critical theory that inform Perez’s visions
for the future. Next to the large photo hangs
an acrylic cutout, based on a drawing of

the artists’ face. Everything is organized
within an aluminum frame—a material that
references the cheap temporary displays
seen at trade shows or sci-fi conventions.
Wallpaper created from photographs of
[talian frescoes surrounds the installation,

and a dozen or so other books, tapes, and
seemingly random objects are scattered
throughout. However,|all of these objects
and images reference time on scales that range
from human to cosmic, and mythmaking
that is both ordinary and epic.

Around the corner|from the main
installation hangs a large scale photograph
of the tombstone of the legendary science

fiction writer Philip K. Dick shares with

his twin sister Jane, who died in infancy.

The image is a memento mori, full of poignant
and mysterious details. A toy race car sits

on top of the headstone, fake flowers rest

before it, and a cat’s fag
the names of the twins

e is engraved between
This photograph,

like the rest of Perez’s installation, is brimming
with monumental wit, wonder, and pathos

Nando Alvarez Perez Memorex Narcissus and rhe ./'1175[0/ of Hisrory
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Held in Ab

Miranda Me

eyance

111s

Simone Weil wrote that “Attention consists
of suspending our thought, leaving it

detached, empty, and r
by the object. It means
what we already know

eady to be penetrated
holding in abeyance
about this object.”

Melissa Catanese’s work ‘holds in abeyance’

in this way, allowing u
we think we know abo
fixture, a branch. But i

s to ‘suspend’ what
ut, say, a foot, a light
Fany object may

be a valid object for contemplation, then
what kind of theology is this?

In many museums

are ritual objects

which, in vitrines, on display, are in a
sacrilegious position relative to the purposes
for which they were originally created

and intended. Learning the provenance of
such sacred objects and returning them

to where and whom th

ey belong is part of the

work of decolonizing museums.

And then there are

works that seem to

exist to remind us that our images, our things,

our components, the ac

rumulated storehouse

of objects that have remained with us—even

our bodies—all that has

given us a sense of

continuity over time—is the provenance,
ultimately, of all that infinitely and indefinitely
exceeds us. That we are ultimately dispersed

into other bodies, human and nonhuman.

That the ideas we have
from the future as well
Such are Catanese’s

about our life come
as the past.
images of unbecoming,

of edge states. They form a metonymic

constellation. The edge

pf a forest leads to the

edge of a room leads to the edge of a body.
There is warning here, taboo and delicacy, an

ambiguous invitation to

question: Why do

senses of meaningfulness extend and recede,

evade and then disclose
then dissipate? How ca
both unfixed and pinne

>, come forward and
n the same thing be
:d to a time; lost in

space and yet imbued with a purposive stillness;

at once exposed and se
entropic, ordinary and

cret, composed and
yet unrecognizable?

Radial Survey

Vol .1
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Melissa Caranese

Apsis
(2018)

b. 1979
Pittsburgh, PA




Melissa Catanese’s three
collage Apsis relishes in
one makes when studyi
that initially seem to h3
or relationship. Rather
story with her images,

an enveloping atmosph
tension, and wonder. \
inventory of images, i

> paneled photographic
the connections

ng a group of images
wve little context

than tell a specific
Catanese creates

ere, full of mystery,

X orking from an
cluding those made

by the artist as well as 3
photographs, Catanese
narratives. By combinij
her own archive with f]
questions the authorshi
of a photograph. Catang
that drift away from the
into something person
poetic. While she think

inonymous found
builds ambiguous

ng photographs from
ound images, she

p and transparency
°se creates meanings

> surface of the image
al, intuitive, and

¢s of herself as a kind

of conduit, “working in

| service of the images

and their desires”, she readily admits that

her own psychological

ambitions are also at

play in her work. Moving between these

two modes of thought,
forth incredibly nuance
narrative potential fror

Catanese’s work brings
d and provocative
n these images.

Apsis draws its inspiration from the

works of filmmaker D

vid Lynch, and his

surreal and ambiguous
genre. Although it is in
Apsis presents its image
a crime. In one part of

takes on the detective
npossible to solve,

s as evidence from
the collage, an image

of a fingerprint suggests a perpetrator;

in another, a golden cu
carpeted floor of a roor
scene. The figures depi

rtain brushing the
n is perhaps a crime
cted in her images

become potential victims of this imagined

investigation. A wire cy
lends a slightly ominou

irling along the ground
5 feeling. One can

almost hear the faint buzz of the fluorescent

light at the top of the fr

The tension betwee
contained within Apsis
greater whole is centra
The title itself refers to
of an elliptical planetar

ame.

n the individual images
and their mysterious

| to Catanese’s work.
the extreme points

y orbit. This cosmic

reference is fitting, bec

ause Apsis reads like a

map of constellations. Qne can choose to see
it for its celestial whole, or one can focus on an

individual image, a heay

venly body.

Melissa Caranese

Apsis

Derails

from Apsis,

2018
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The Destin
Ashley McN

elis

lace

y of This P

about power. At last co
only twenty-three rem
Parenthood locations it
abortion services, and t
likely continue to decre
Thorne grapples with 1
accessibility; he also ch
landscape photography

of work by or about w

unt, there were
aining Planned

n Ohio that offered
he number will

»ase. In his practice,
ssues related to
allenges the legacy of
and the genre’s lack
men and people of

where Vermeulen has I
The series exemplifies
the people have persist
social and economic ha
son Nye (2011) depicts
in one of the urban farj
in order to sustain the
the recession. In the ph
steadily at the camera v

been based since 2006.
the ways in which

ed during periods of
rdship. Erin and her

2 mother and son

ms which were created
community during
lotograph, Erin gazes
vhile standing barefoot

The land acts like a con
and legacies that are lin
in the Radial Survey exkh
Ashcom, Jacob Koestle
Corine Vermeulen mo
with the idea of a sense
four photographers are
documenting a particul
while their methodolo

\duit for the stories
lked to it. Of the artists
1ibition, Morgan

r, Jared Thorne, and

st actively engage

of place. Each of these
, in their own way,

ar terrain. However,

teenager holds a similar
a straw in a Styrofoam

pose while idly twisting
cup; there is little

hope that his trajectory will be different from

the older man’s. What th

e Living Carry questions

how the history of a place—real or fictive—

is absorbed into a large
For his Interrupter s

r mythical narrative.
eries, Jacob Koestler

photographed sites that were once signs of

color. He began this ser
with a landscape new t
landscape, he was looki
region’s underlying poy
socioeconomic dynami
distances by drawing at
distances, he comment
affect the lives of wom

ries as a way to engage
o0 him. Through the
ing to explore the

wer structures and

cs. Describing social
'tention to spatial

s on how these systems
en, people of color,
ations

in the garden. The por
and effective way to m
truths of a city.
Vermeulen'’s social
approach shifts the focu
narrative of a city once
ready for revitalization
does represent a city in

traits are an intimate
1ke visible the darker

documentary

s away from the tired
in decline and now

. However, her work
transition. The title
n Tomorrow, is

fall within the bounds
or documentary photog
from the genre, their aj
their projects powerful
and projects are quite d
map and reflect upon th
histories, mythologies,
landscapes. Their proje
the shared experiences

ries do not necessarily
of traditional landscape
sraphy, in deviating
pproaches make

. While their practices
ifferent, they all

le manifestation of

and systems in different
cts also exemplify

f uncertainty, as well

progress but which now exemplify the decline
of American industry. Nature has begun

to reclaim what was on
in the region; in a way,

ce monumental
this transformative

act speaks to its resilience. Kinzua Bridge,

Pennsylvania (2017/201
of nature’s adaptive cap
bridge, once one of the

9) is a prime example
ability. The railroad
tallest in the country,

was destroyed by a tornado in 2003. Today,
the fallen structure—whose rusted steel

and underserved popul
The project's typol
that of the New Topog
who unromantically da
built landscape of the A
1970s. Thorne photogt
from afar, allowing the
at the surrounding env
importance of perspect
by the multiple angles

ogy is reminiscent of
raphics photographers
cumented the
\merican West in the
raphed the clinics
viewer to look closely
ironments. The
ive is highlighted
rovided by the three

of the project, Your Tou
reminiscent of a real es
In the series, symbols o
contrast with patriotic 1
objects. Statue of Liberty
silver statue of Lady Lib
aloft on a forlorn sidew:
disconnect contribute t
present in the images. T
are, as Vermeulen has s

tate company slogan.
f the community
eferences and artificial
(2017) depicts a lonely
erty holding a torch
alk. These moments of
b the sense of unease
'he residents of Detroit
rated, at a crossroads

as hope for the region’s

Ashcom’s inclusion
in What the Living Carr)
the documentary traditi
of Hoy’s Fork consists o
memories of rural Virg]
tropes, and mythical el

future.

of fictive elements

is a clear break from
on. The fictional town
f Ashcom’s childhood
inia, common Southern
ements. The subjects,

with whom Ashcom collaborates, layer their

own perspectives into t

e construction of the

is complemented by th

e surrounding fall

foliage—is one of the most visited sites within
Kinzua Bridge State Park. In its current state,

it is still awe-inspiring.
In Koestler’s photo

graphs, slippages—

in the form of lens flares and light leak
effects—cast an almost heavenly glow,

magnifying the forlorn
landscape. Intentional

beauty of the

or otherwise, these

diptychs in the installat
New Topographics wor
are subtly emotionally a1
Details—such as a blue a
for President” sign—rem
overarching sociopolitic

ion. In contrast to

ks, these photographs
nd politically charged.
nd white “Trump

1ind the viewer of the

al context of the region.

In foregrounding the quotidian nature of

each setting, however, T
presence of Planned P

'horne suggests that the
renthoods alongside

It still remains to be see
the city continues to chz
the needs of their comn

These four photog
that they have capturec
within a state of transit
precarious moment in {
ask us to hold onto it.
has discovered the pot

n how they will fare as
ange, with and without
nunities in mind.
raphers recognize

1 their subjects

ion. By fixing this

ime, the photographers
‘ach photographer

»ntial in this liminal

project. Together, these layers evoke a strange

but convincing narrative.

This added contex
narrative and amplifie

t deepens the
s the mythic power

of Hoy’s Fork, which appears to be
suspended in time. The atmosphere is heavy,

as if weighed down by

history. A sense

of foreboding seeps through the images.

Once, perhaps, the land

scape was idyllic; there

glitches or “interruptio

ns” point to the

failure of the camera as an apparatus, as well

as the fallibility of our
In attempting to detern
of this landscape looks
us that our memories,
have to remember then
effective. This lack of ¢
and ability to be omnis

OWn perceptions.

nine what the future

like, Koestler reminds

and the tools we

n by, are not entirely

larity, objectivity,
ient leaves the

other businesses should not be controversial.
By focusing on such a contested subject,
Thorne investigates who has a right to these
spaces, and the power structures that

allow or deny access to
found within Thorne’s
the anxiety surroundin

them. The disquiet
photographs evokes
g the very real

possibility of a future in which Planned

Parenthood locations

€ even more scarce,

state. While looking back, Ashcom warns
of the dangers of becoming stuck in the past.
In the industrial rust belt, Koestler finds

resilience and beauty in

an unresolved moment.

Similarly, Vermeulen acknowledges the

persistence of humanit]
situation. Thorne’s exa
nation’s systems reveal
they are impermanent

y in an unpredictable

mination of our

s the ways in which
nd subject to larger

are still aspects of the sublime in the images.
Now, however, nature has slowly overtaken

the town; its residents,

similar cycle of entropy
legacies of hardship an
photograph, an elderly

trapped within a

, have inherited its

d trauma. In one
man reclines next to

a bottle of champagne and stares wistfully
into the distance. In another, a young

viewer with a sense of
sustainability of the reg
may transpire in the fu

Jared Thorne’s pro

unease: about the
rion, and about what
ture.

ect, 26 Planned

Parenthoods, in which he photographs

reproductive healthcar

e centers and their

surrounding environments in Ohio,

furthers this anxiety w}

hile raising questions

or entirely unavailable
need them the most.

to the people who

In her series Your Town Tomorrow,

Dutch photographer C

prine Vermeulen also

deals with how existing power structures

have impacted the citiz
place. In this case, they
precarious residents of

ens of a particular
are the resilient but
the city of Detroit,

cultural shifts. The constancy of change, as

the underlying subtext

of each series, reminds

us to recognize and appreciate what we have,
as it is impossible to know what the future

holds. However, by und

erstanding the region’s

challenges and building upon its strengths,

we may be able to take
direction of our collect

action and shift the
ive future.

Radial Survey
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The Desriny of This Plac

e, Ashley McNelis
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Morgan Ashcom “When my father was young he
rode horses for William Faulkner.

This was around the time [Faulkner]
was writing his last book called

Whar rhe Living Carry The Reivers. There's a main character in
(2011-2016) the book, a 12 year-old boy who rides,
and we always would say that aspects of
my father were in this character in this

work of fiction. And the family joke was
b. 1982 that he had hired my father just to
SR observe him. That’s always around my

idea of the process of how thinegs are
= IJ.-L VeI Ul ALV VY bLLLLLt)U AL

absorbed and how that gets changed into
narrative and carries a sort of power.”

Wl N1/ NN

— — "Eﬂﬁ"

lnrirled #112, 2017




In What the Living Carny, Morgan
Ashcom depicts the places and people of

the fictional town of H
community he constru

oy’s Fork. The rural
cts takes its name

from the headstone of Jo Hoy, an enslaved

man buried near the ar
home in Free Union, V
in photographic fiction
himself narrative freed

tist’s childhood
irginia. By working
s, Ashcom allows
oms that traditional

documentary approach
He is an active particip
and his image-making
act with his subjects—c¢
own understandings t
Ashcom builds. The ar
fiction is an acknowled
of the process that I'm

The world of Hoy’s

1es might hinder.
ant in the process,
is a collaborative
>ach bringing their
the scenes that
ist says, “calling it
gment of the reality
engaged with.”
Fork is one of

deep reds and dense w¢
of isolated individuals 3
Ashcom’s attention to ¢
fictional town—from tt
the lost dogs, to the tov
create a world that seer
inhabitants, tethering t
and shaping their ident
this fragmented narrat

ods. It is comprised
ind fragile structures.
>very detail in this

1e drunk men and

vn map—helps him
ningly traps its

hem to their histories
ities. Interspersing
ve is a set of texts—

letters responding to a
requests—written by ‘E

fictional ‘Morgan’s’
ugene’ of the ‘Center

for Epigenetics and Wellness of the Spirit’.

These artifacts serve as

a kind of unreliable

guide through this series, adding notes of

context that only deepe
Hoy’s Fork and its inha

n our curiosity about
bitants.

Morgan Ashcom

Whar rhe Living Carry
2 )

Unrirled #50,

2017
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476 Wellress Lane
Hoy=s Fork
255=-4562

Center v Epiceretics
and
Wellness of the Spirit

wellnesslsbatyahoo .com

Mey 15th

Desr Morgan,
Happy belated birthday.

I will let you know if I need an out of town lawyer, WE sounds
very qualified but I am afraid folks do not respond well to
outsiders in the courtroom here. I loock forward to seeing you
later this month,

As you probably know by now, I am & perflectly anxious

fellow so I have been trying tec take my mind off everything
going on in the Fork. The cother day I threw & little party and T
even bought some speciszl cigars. They are the Banker series

by H Upmann.. Over $100 a box for fifteen of the delicious
Belicosos at 6.1". It wes & themed party where the
conversation wes sll about 1£99-the wars they had geing on in
Europe between the English, Scottish, the Dutch Republic and
the Russian anc Ottomen Empires and so forth-the wars we

had going on here with the French and Indians and what not.
Everyone was invited to think about that year and note the time
of the year and all that implies-and having resources of things
like gﬂt}d to burn and & fireplace to ccok in-all the attributes
of being extremely confident and well off people speaking with
conviction in 1699 in & woodland lodge of our cheosing.

—_——
-— —_——

Center for Epigeretics and Wellness of the Spirlt | FoMox 876 | Heys Fork, Rivanra Ca.  FAX:255-4562

Morgan Ashcom Whar rhe /‘7“/"7‘17(([ Carry
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OF CORRECTIONS

COURTHOUSE

BONE YARD
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OF THE SPERET

SDUTH FORK
CTORASE
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We talked &nd so forth. Everybody put on their fur coats with
the fur next to the skin, you know-inside out? And =211 our
shoes were loosely tied, hands and mouths affixed to various
delicacies-cicasrettes, cigers, wine end berries and so forth.

The night after the party I creamt thaet I was in my 20s riding
the bus and five charming boys got on and rode five blecks.

(n the way off one of them leaned over and groped a young

woman and then fled inte the words. When the police arrived
they conferrec with one enother and agreed that this was in
fact something nihilist children just did from time to time. They
just told the woman to go home. I suspect =he hesitated tc-ﬂ;ll
her husband on account of her being recuced to nothing &nd

all there on the bus-but by that time there was no one on the
streets and the bus had cdiseppeared so naturally T went into
the woods after the boys. Insice was like & maze and there was
no way to leave and there wes 2 bunch of besutiful people with
all the potential in the world doing various things in disarray
and such. But no one had a cirection-and they were aware of
time-each second carefully drawn and cataloged and

contempleted and so forth, No one spoke. T observed this
monotonous scene for as long as I could menage because I felt
it was & useful exercise. Then I woke up &nd drafted the

enclosed map.

Well that is all I have to report from the Fork for now. Things
are quiet for & change aside from &n occasional late library
book and the usual round-town shebhiness of the RU stucents.

Az expected, the police have not found anyone responsible for
my car since ] submitted the incident report. Look forward to
seeing you scon, and don't forget to bring some prints from the
photo study you did on me.

Sincerely,
Eugene

Center for Epigcenetics snd Wellness of the Spirit | Fomos 76 | Heys Fork. Rivemna Co.  FAX:255-4562

(Vi ) . fr: irle 7, 2017; Lerrer fr : > Living Carry L1
Morgan Ashcom Whar rhe Living Carry From lefr: lUnrirled #5, 2017; Lerrer from Whar rhe Living )
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Jacob Koestler

Ihrerrupfer

(2016-1he present)

b.1984
Cleveland, OH
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Jacob Koestler’s work ¢
terrain of what he calls

lepicts the vague
the Ohio River

Valley’s “post-industrial places in the process

of reinvention.” A cent
sequence shows the Kii
was struck by a tornad
was built in 1882 and
the "Eighth Wonder of
briefly held the record

ral image in this
nzua Bridge after it

b in 2003. The bridge
vas once billed as
"the World", and

s the tallest railroad

bridge in the world. After the bridge collapsed,

a cap was built on the portion that remained,

creating a scenic looko
Koestler strives for ima
what was and what is si
utilitarian structures of
economy become sceni
across an old landscape.

ut of the wreckage.
ges where you can see
multaneously, as once-
a thriving industrial

- history, new marks

These images of impacted landscapes

and decaying structures are further
affected by “unplanned contributions,”
interruptions from photographic chemicals

and light leaks. Koestl¢

er’s willingness

to allow these analog remnants, a mark

of his own photograph

1ic presence, into

his process speaks to his knowledge
of the underlying history that determines

what a place looks like

Other elements

in these images, like a
threaded through the I

section of fence
andscape in Fence

Cluster at Sunset, Ohio, or water pooling over

a cement surface in Da
further disrupt Koestle
the land. Rather than f
moments of interrupti
into them, stating that
is usually rude, but in

m Floor, Pennsylvania,
r’s depictions of
ight against these
on, the artist leans

, “An interruption
some cases it can cut

through a declarative statement, offer
an opposing idea, and create a conversation

with multiple viewpoir

»

1ts.

Jacob Koestler

Inrerruprer

Iwo Views of rhe

Same Cave,

West

Virginia, 2016/2019



4

Jacob Koesrtler Inrerruprer Kinzua Bridge, Pennsylvania, 2017/2019




Jacob Koestler Inrerruprer From lefr: Fence Clusrer ar Sunser, Ohio, 2018/2019: Dam Floor, Pennsylvania, 2018/2019 127




Jared Thorne “I make work that speaks to where

[ am, asking: what are these communities
really like? My hope is that these images
will be as carefully considered as I

26 Planned Parenthoods considered them, and that the viewer’s
(2015-2018) eye will want to look and to wander.”

b. 1981
Columbus, OH

Akron, 2015-2018 129




For his series, 26 Planned Parenthoods,

Jared Thorne spent tw
traversing the state of (
of the twenty-six titula
scattered across the sta
title includes a referenc
austere conceptual art [
Stations, Thorne’s series
emotional and political

0 and a half years
Dhio, creating images
r organizations

te. While the

e to Ed Rusha’s

pook, 26 Gasoline

5 is imbued with
meanings that

Rusha deliberately esch
work primarily in the ¢
mornings—when Planr
protestors weren't posi
buildings—Thorne’s ph
all devoid of people. Tt
and stillness prompts v
think about the archite
and the environments

lewed. Choosing to
arly hours of Sunday
1ed Parenthood
tioned outside the
lotographs are almost
1is sense of quiet
iewers to look and
cture of each city,
which surround these

buildings. In Thorne’s
views of the urban lanc
of the Planned Parenth
obvious, if present at al
viewer a natural inclin:
building within the lan

Thorne hasn’t put
open for us. Our eyes n
scan the photographs t

use of broad, sweeping
Iscapes, the location
ood is not often

1, creating in the

ition to seek out the
dscape.

these out in the

nust carefully

0 spot the small

blue sign low to the sn
in Youngstown, nearly
entirely by a tree in Ak
above a neighborhood
Thorne speaks of this s
kind of guide, or map,
In being asked to careft
image, we find ourselv
acquainted with a lands

bwy ground
blocked from view
ron, or hovering
porch in Canton.
eries as acting as a
to the state of Ohio.
nlly consider each
es slowly becoming
scape that is still

struggling economicall
populations are, in the
“hemorrhaging people.

y, and whose city’s
artist’s words,
" Thorne’s images of

Planned Parenthoods—an organization whose

funding and very prese
under threat—become

nce is continually
emblematic of shifts

in power, speaking to where ideas of access
and belonging exist within the state.

Jared Thorne

26 Planned Parenrhoods

Clockwise from top lefr: Akron, Arhens. Canron., Cincinnari, 2015-2018




ared

[horne

26 Planned Parenrhoods

Dayron,

) .
2015

2018




Top row, from lefr: Delaware, Fasr Columbus. Kenr, Loraine, 2015-2018; Borrom., from lefr:
Jared Thorne 26 Planned Parenrhoods Fasr Columbus, Hamilron, Mansfield, Medina, 2015-2018 1
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[op row, from lefr: Circleville, Cleveland Bedford Heighrs, Mounr Auburn, Norrh Columbus
Healrh Cenrer, 2015-2018; Borrom, from lefr: Cleveland Healrh Cenrer, Columbus. Rocky River,
Jared Thorne 26 Planned Parenrhoods Springdale, 2015-2018 137




Top row, from lefr: Old Brooklyn. Warren, 5/)1*1'11((][1'61(1, 5/)1*1'11((][1'61(1, 2015-2018;
Jared Thorne 26 Planned Parenrhoods Borrom, from lefr: Woosrer, Youngstown, Toledo, Warren, 2015-2018 139




CORINE SVERNEHEn “Although documentary in format,

[ Your Town Tomorrow] is also a very
personal series as it chronicles my life and
work in Detroit, the communities

Your Town Tomorrow where [ have lived, and my friends and
(2007-2017) neighbors. Detroit has been the site of
complicated change since I moved here
thirteen years ago. Real estate developers

and corporate investors have altered
b. 1977 the character of the city. ¥ The national

Detroit, MI

media claims Detroit is a “new’” city of

at economic opportunitv. but it hardlv

gre
recognizes the people who have lived
here throughout the changes. A city’s

residents define its identity; the people
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and vitality. These images are not meant
to survey a Detroit ‘as is’. Rather, they
function as a glimpse into an alternate

reality, where everyday life stands at

a crossroads: between hope and despair,
vulnerability and strength, the past

and the future.”

Miles, 2015 141




Your Town Tomorrow is a decade long,
immersive photo-documentary project that
shows the city of Detrait in the midst of

a monumental and cha

llenging transition.

Photographed largely between 2007 and
2017, this project chronicles the city as it

entered the great reces

sion, and then later

as it emerged as a site of opportunity for

outsiders to benefit fro

reinvestment and

gentrification.

But Vermeulen doesn’t focus her
camera on Detroit’s infamous post-industrial
landscape. Instead she turns primarily to
the people of the city: community gardeners,
families, activists, and long time residents.

Her photographs are fi
in the humanist school
photography. Vermeule

rmly entrenched
of social documentary
n engages and connects

with her subjects, learns

their stories and

histories, and photographs them with dignity.

This generosity of

spirit comes through

powerfully in her portraiture. The people

in this selection of ima

ves exude confidence,

confronting Vermeulen’s camera directly,

but there is also a subtl

e uncertainty in

her subjects. A striking young woman with

purple hair, wearing a

acket covered in

buttons promoting activist causes and punk

bands wrings her hand
her place in the future
Tomorrow shows the la
through surprising det

s, perhaps unsure of
of her city. Your Town
ndscape of Detroit
ails that also suggest

its uncertain future. Long and beautiful grass
in an overgrown field obscures the decaying

buildings. A replica Statue of Liberty seems

lost, absurdly watching over a building’s

electric meter. Some s

ort of light pole or

cell phone tower is dressed up as a bright
red palm tree against a grey sky; this image

combines the silly and

the mundane to

suggest the emerging presence of something

insincere and artificial.

Corine Vermeulen

Your Town Tomorrow

Palm Tree, Fresh Fish House, //7'(([/7/017(/ Park, 2011
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NANDO ALVAREZ-PEREZ is an artist

and educator based in Buffalo, New York.
He holds an M.A. from the San Francisco
Art Institute and has exhibited throughout
the Bay Area and internationally, including
at the Material Art Fair in Mexico City,

the Drake One Fifty in
Gallery in Oakland, Ca|
Visual Studies Works

Toronto, Interface
lifornia, and the
op. He has taught

MELTISSA CATANESE 1
Pennsylvania and is the
Spaces Corners, an arti
and project space. She |
from a vast collection ¢
photographs belonging

ives in Pittsburgh,
> founder of
st-run bookshop
has been editing

f over 20,000

y to collector Peter

J. Cohen for some years, and is the author

of Dive Dark Dream Slo
Women (2013), and He

w (2012), Dangerous
Is Hollow Fallen

courses at the Californ

la College of the Arts,

UC Berkeley, and the San Francisco Art
Institute. He is the co-founder of The Buffalo
Institute for Contemporary Art.

MORGAN ASHCOM 1is an

artist based

in Charlottesville, Virginia whose work
explores the tension between invented and

experiential narratives

Ashcom’s work has

Monarch (2015). Her work has been included
in the Mulhouse Biennial of Photography,
NoFound Photo Fair in Paris, and at
institutions including Pier 24 Photography
in San Francisco and Aperture Foundation

in New York.

BRENDAN GEORGE KO
that works in photogr

is a visual storyteller
phy, video,

been exhibited and published nationally and
internationally, including two solo exhibitions
at Candela Gallery and the Houston Center

for Photography in 2018. Ashcom has been an
artist in residence at Light Work and has taught

at Western Connecticu
Ithaca College, Univers

t State University,
ity of Hartford, Cornell

University, and the University of Virginia.

installation, text, and s
a B.F.A. from Ontario
Design and a Masters i

pund. Ko received
College of Art &
n Visual Arts at the

University of Toronto| Ko’s work has been
included in such events as The Magenta
Foundation’s annual photography exhibition

and publication, Flash

Forward, the juried

exhibition Hey! Hot Shot by Jen Bekman

1IN numerous auctions

NYDTA BLAS is a visual artist living in

Ithaca, New York. She
Ithaca College, and rec
from Syracuse Univers
of Visual and Performi

holds a B.S. from
eived her M.F.A.
ity in the College
ng Arts. She was

one of six selected talents of World Press’

2018 6x6 Global Talen
and Central America a1

t Program for North
nd was a recipient

in New York City, and

such as ACT’s Snap! Live Auction,

Buddies in Bad Times'

Art Attack Auction,

and Youthline’s Line Arrt Auction.

JACOB KOESTLER isa

n artist and

musician from Johnstown, Pennsylvania.
He holds an M.F.A. from the Photography

and Integrated Media

program at
ractice includes
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of the 2018 Light Wor
completed artist reside
Saltonstall Foundation

grant. She has
ncies at Constance
for the Arts and

The Center for Photography at Woodstock.
She has been featured in The New York

Times, New York Mag

azine, The Huffington

Post, Dazed and Confused Magazine,
Strange Fire Collective, Lensculture,
Fotografia Magazine, and more.

Ohio University. His t

photography, video and multimedia

installation and he is a
My Idea of Fun, an art
that features over 350 1
lives and works in Cle
where he is a lecturer i

co-founder of
and music archive
releases. He currently

veland, Ohio,
n the Photography

and Video Department at The Cleveland

Institute of Art.
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EVA O’ LEARY received a B.F.A. from
California College of the Arts in 2012 and

a ML.F.A. from Yale Un

iversity in 2016.

Using photography, text and video, her

work investigates issue

s such as identity

formation and human behavioral patterns

on the backdrop of wid

er social, cultural

and philosophical implications.

Before joining the faculty at OSU Jared

taught at the collegiate

level in South Africa

from 2010-2015. He has had solo shows

both domestically and 1

nternationally.

CORINE VERMEULEN is a Dutch
photographer who set up her studio practice

in Detroit in 2006. She
from the Design Acade

earned a B.F.A.

my Eindhoven, and

Conrriburing Writers

LYDTA PANAS is an artist working in

photography and video

, dividing her time

between Kutztown, Pennsylvania and
New York, New York. Panas’ work has been

exhibited widely in mu

seums and galleries

in the U.S. and internationally. She has

degrees from Boston C
Visual Arts, and New Y

International Center o

ollege, School of
(ork University’s
f Photography. She

an M.F.A. in photography from the
Cranbrook Academy of Art in Michigan.
Her photographs have been featured

in The New York Times, Brooklyn Rail,
Time Magazine, The Guardian and The

Fader, among others. §
solo and group exhibiti
and international venu
exhibition at The Detr

he has had numerous
ons at national

es including, a solo

it Institute of Arts:

JESSTICA BECK is the Milton Fine
Curator of Art at The Andy Warhol

Museum. She has curated many projects
including: Andy Warhol: My Perfect

Body in 2016 and Dev3
Cry, Baby in 2018—the
museum exhibition, w]
The Andy Warhol Mu

acclaim from The New

n Shimoyama:
artist’s first solo
hich debuted at
seum to great
York Times and

of Photography at Smi

th College in

Northampton, MA. She has written and

taught courses about p

articular areas

of interest in photo history, including

vernacular and process-driven photography.
At CMA, she has curated Object/Set:

Gauri Gill’s Acts of Ap
currently preparing an

pearance and is
exhibition about

the conceptual, studio+based work of

is the recipient of the \
Independent Study Fell
Fellowship. Her photog
in collections nationall)
Brooklyn Museum, Br
of Fine Arts Houston, ;
of Contemporary Phot
She has two monograp

X hitney Museum
owship and a CFEVA
sraphs are represented
y, including the

»nx Museum, Museum
ind the Museum
ography Chicago.

hs, Falling from

The Walk-In Portrait Sty
exhibitions Constant as
Cleveland (2017), and

in San Francisco (2018).

SUSAN WORSHAM is a
visual artist blurring th
autobiographical and d

1dio (2015), and group
the Sun at MOCA
This Land at Pier 24

photography-based
e lines between
ocumentary work.

The Burlington Conter
she co-curated Kim Go
solo exhibition in Nort
Gordon: Lo-Fi Glamot
widely with The Whit
American Art, The Cai
the Arts, Gagosian Qua
Magazine. In 2017 and
as the visiting scholar 3

mporary. In 2019,
rdon’s first museum

h America, Kim

ir. Beck has published
ney Museum of

ntor Center for

irterly, and Burlington
2018, Beck served

t Carnegie Mellon

photographer Gina Os

ASH MCNELIS 1isa wri

terloh.

ter, curator,

and art historian specializing in modern and
contemporary art and photography.

She is currently a curat

orial assistant at

Carnegie Museum of Art in Pittsburgh.
From 2017 to 2019, she was the curatorial

assistant for Carnegie

nternational, 57th

Grace (Conveyor Arts 2016) and The Mark She was awarded the first TMC/Kodak Film
of Abel (Kehrer Verlag 2012). Grant, and was an Artist-in-Residence at
Light Work. Her photography is held in

AHNDRAYA PARLATO

10lds a B.A. in

private collections, and

has been exhibited

photography from Bard College and an at the Corcoran Museum, The Photographic
M.F.A. from California College of the Arts. Center Northwest, and the Danville Museum,
She has recently published two books, Virginia. Her solo shows include: Candela
East of the Sun, West of the Moon with Etudes Books + Gallery, Light Work and The Ogden
Books and A Spectacle and Nothing Strange Museum of Southern Art.

with Kehrer Verlag. She has also been

School of Art, where s
studies and thesis writ
She completed her M4
from the Courtauld In

LEO HSU lives in Pitts
he teaches in the photo
at Carnegie Mellon Un
written extensively for

he taught critical
ing seminars.
\ with distinction
stitute of Art.

burgh where
graphy program
iversity. He has
Fraction Magazine

Edition, 2018 at Carnegie Museum of Art.
She holds a master’s degree in the History

of Art, Theory, & Criti

cism from the Institute

of Fine Arts, New York University.

a Light Work grant rec
Foundation for the Art
and a Magenta Founda
Photographer Award
she created and curated
fundraiser that include
sixty photographers, in
DiCorcia, Katy Granna
Larry Sultan, and Wol

ipient, a New York

s grant recipient,
tion Emerging
vinner. In 2008,

| Art for Obama, a

d the work of over
cluding Philip-Lorca
n, Richard Misrach,

foang Tillmans
(@] (&)

and worked on the dev
pioneering photograph
Leo has co-curated sey
at the Silver Eye Cente
in Pittsburgh, where h
the board. He has wor
photographer in New
New Jersey and holds 4

from New York Unive

elopment of the

1y website Foto8.com.
reral exhibitions

r for Photography

e serves on

ked as a newspaper
Mexico and

PhD in Anthropology

sity
A

JARED THORNE holds
Literature from Dartm

a B.A. in English
outh College and a

M.F.A. from Columbia University. His work

speaks to issues of iden

tity and subjectivity

as it relates to class and race in America and
abroad. Thorne is an Assistant Professor in

the Art Department at

Ohio State University.

ANNA LEE is the Will
Sarah Ross Soter Asso

lam J. and
ciate Curator of

Photography at the Columbus Museum

of Art. Lee received her Ph.D. in

Art History from the University of Chicago,
and formerly served as Postdoctoral

Fellow and Lecturer in the History
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