non-lincar storyline, Numerous versions
(FE' ||“: |Hll' are ['l"i':'l.tl.'[l 'rl.llil ill. CSSCNCE, &

cyclical and endless story.

Aitken'’s “interiors” 1s a contem-
[IE!I'}I'I"_.' I[Il‘[l.i|-':|li[ll|. LR} 1]]1' [JiLN'!-'."I_L"'!' flr
time and narrative. Surrealistic images
provide hauntingly beautiful scenarios,
which converge suddenly and then dis-
appear. The artist comments on “interi-
ors™ in the Henry Art Gallery press ma-

terials by saving, “it is about the idea of
chaos and order, harmony and dishar-
Moy, It looks at how moaments in tme
come together and then separate. Itis a
al sense, hke a

composition in the music
piece of cacophonic music in which rare
moments collide to create larger mean-
ings. It is a picce about time.”™

TRACY FUGAMI is a freelanee curator and art

wwriler curvently vestding i Seattle, Wil
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WAITING IN SILENCE

BarT MicHieLs: THE Course oF History

FoLey GaLLery
Mew York, NY
Fesruary 10 - ApriL 2, 2005

SARAH STANLEY

In the Cherry Tree’s Branches a cruncling of tron shoes,
-':-'J.'f?rrm'iﬁlr.'ri‘r.s !:..fJ_,I':"JP_'I'!Jr{ otif -'.-'f' Sefmets. The Mackish cuckoo
wwill diamend spars draves s image on o the gates of the sky
from “The Cherry Tree’s Branches™ by Paul Celan

I]] 1]]|'1 EJ[JC'l'n I)}llll fft']:l:l'!. |]]|' (;L'l'l]l'.l”-
Jewish poet and survivor of Auschwitz,
infuses the viclence of war with the glo-
ries of the natural I}I]Id:‘i('}l]]l'. Bart Mich-
icls, in his series of’ photographs entitled
"(.:Clllll.\'l' U‘[. j[i.‘\[t"'_\'" J".".".'IH]!» ".":lli]}i.ll'[!
at the Fc:[:':.' fi'fl.]h'l'}' in New York f:i.ly.
also makes use of this visual conundrum
by photographing the stark natural

lJi":II.IL:\' oW I-lFI.III.d l‘n I.UI‘IUL'Il War-porn

I.‘:IIIl:lH'.'IEJ('R. The sites that he |1-|:|n:r_n.-
shs were the worst killing fields of
Europe. The photograph Mente Cassino
To44 A .ff.nu.f.ln'r.l_'y Hll (2004, for 1's:||1r|_}||r.
depicts the site of a desperate six-maonth
struggle wo break the Gustay Line in the
Iill!i. I'Ill i'ﬂ'l'l|['.'|| 11.'!'?' ||'Ii|| It'H Tnore
than 350,000 men dead or wounded.
Only the bloodbaths of Verdun and

Mo

}'rl..\!ii']“'l'll |'rIE‘I" 'rL'l]d l]l!' WOrst rlj_'.]ﬂ'il 15 0n
the Eastern Iront compared to Monte
:d "iiI:HJ. f)l’l’.l'{!l'll'r.l' iff'ﬂl’fl’ f":,'f‘f_ Ir'.‘l’l.l_'l' Hn"{!

(2003) refers to D-1 };q;_juuc 6, 1944, the
largest and most complex invasion in the

hi.."-[llf\.\' ll[. \\'.'l.l'f‘.'l]'l.' 1II.JI'i.|];_" “'lli"]t more
than 3000 Amercan men were killed
or wounded along a three-mile strip of
beach. Michiels’ historical landscapes
|:||.':kc‘ LLsE CJj. lhl.' sarmde 'I'E'IIII.‘[I'IIII'I'i"i
spaces as Joel Sternfeld’s “On This
Site: Landscape In Memoriam,” photo-
g’J'}l]]hﬁ lFE. [J]"I.-li.lj.' L]'E.' p[dl'!'.‘i ||I;'I.= h}l.\'L' ]]1'1'|]
emptied of their historical subject, such
as the parking lot at Kent State or the
I'E!}l[].\.ldl' \\'!I("I'I.‘ I{‘]E]IH"I.' ['\rill.g_: WS l]ﬂ,‘ill-
en. Like Sternfeld, Michiels also uses ac-
companying text to fill in the details of
the former event: “The dead, |:mki||q as
young and SLrong as ever in thetr brand-
new uniforms and web equipment, be-
wan to lorm an irregular dark line ar the
waves' edge.”

What distinguishes Michiels” land-
scapes 15 the refinement of cach pho-
[lF!\_'|I'.'II‘J]'I. :i|'||.|l' il nllIHIII'I][‘ZJ]IIIH'ii' ilI'IiI.L:G'
meditative in its stillness, reinforced Ty
a strong horizon line that bisects each
photograph. Anzie, 1944, Yellow Beach
(2004} 15 a portrait of calm hreakwater
on the Italian beach on which Brush
and American troops landed, while Fer-
duw, 1916, Le Mort-Flomme (20011 15 a lush
misty green, showing only trailer tracks
in the grass while the rest of the photo
i:-' 1)]]1'“ *l\\u ’[.I'II' |Il|(3[fll_'||'.']|l!l:*' are [J'I'il'll'
ed large (28 x 33 inches), ransforming
them into a kind of memento mori,
objects of contemplation that expand a

sense of reality in ways that active com-

bat photos could never achieve.
A native of Belgium living in New
York City for the past decade, Michiels®

July st 2005 = aftenmaage » 41




European identity has been shaped by
landscapes ol war, the remnants and ru-
ins that still mark the countryside where
he grew up. He relates the existing land-
scape to the events of baule through al-
lusions to battle’s weather conditions or
with happenstance traces that reference
combat, such as holes dug into the sand
at Omaha Beach, or the tractor tracks
cleaving through an open field. It is the
photographer himself that is the pri-
mary interlocutor, researching through
his photographs how the European wars
have shaped the histories of the western
world. The dead can only be contacted
through memorials and Michiels con-
structs a viewing platform onto these
perpetual landscapes of wan

Susan Sontag's primary concern
regarding witnessing the pain of oth-
ers in war photography (as noted in her
2002 book Reparding the Pain of Others) is
the futility of looking without the ability
to help. Michicls” photographs release
viewers from this crisis of conscience,
urging us instead to consider the history
of war as it continues to unfold in pres-
ent times. The whole host of ineptitude,
mania and constricted political objec-
tives that has made war the norm rather
than the exception s the real subject of
the “Course of History.” The exhibit
beckons us to question the incvitability
of war and where it is leading us. The
human costs of war and the associated
amnesia resemble Walier Benjamin’s
angel of history, propelled forward, un-
able to turn back and examine the car-
nage as it piles up behind her.

In Michiels’" work the soldier’s own
written accounts fill in the reality of ac-
tive combat. Accompanying The Hinden-
burg Line 1918, The Kuoll (2003), Private
Di Lucca, 42" US. Division is quoted,
“At dawn we got the order 1o go over the
top. They come out of their trenches; we
come out of our wenches. We met one
another, faced one another like a bunch
of animals.” By actively giving names to
the soldiers who fought in the battle, the
anonymity usually associated with the
fallen dead is reversed.

Roger Fenton was the first profes-
sional photographer sent 1o document
the outcome of armed conflict during
the Crimean War in 1855, Although
most of his photographs were con-
cerned with preserving the dignity of

battle, one photograph relates directly to
the visual territory of Michiels” “Course
of History” series. Fenton's The Valley of
ihe Shadow of Death [1855), shows a battle
site where 600 soldiers were ambushed,
Sontag refers to Fenton's image as “a
portrait of absence, of death without
the dead,”" noting that it was the only
photograph he ook that did not need
o be staged for all it shows is the wide
rutted road studded with rocks and can-
nonballs curving across a barren plain.
Michiels also offers us the wvoid,
landscapes filled with tall grasses, tiny
white wildflowers or a recent snow in
a wide-open countryside, The horrors
that appear to have vacated Europe and
migrated 1o other locations are reflece-
ed in the wide-open landscapes of the
“Course of History.” These landscapes
appear too peacelul, emptied as they
are of all references to battle, yet this
stillness is a kind of waiting, waiting in
silence for recognition. The battlefields
long since returned o working farms

covered with the deep greens of fertile
summers and golden harvests produce
a tension between the ideal of perfec-
tion found in these vistas and the vio-
lence once committed there, Picturing
the abiding state of nature reveals the
gull that will always remain between the
earth’s ecology and the ecology of war
The mechanisms of war—the machines
that rip, tear, maim and murder—will
always remain in direct opposition to all
that sustains life on carth,

He sleeps through the battle and swmmer, 1f
is far hiim that the cherry blesds. ..

'R :

SARAH STANLEY is the founder and direciar of
Kleinblue Productions, a company that crganizes
conceplral photography projects with mternafionally
exhibated plotagraphers.

NOTE

F. Sontng, Susan. Regarding the Pain of Others,
New York: Preador, 2003, p 50,

“ANTHONY, CoME TO DINNER”

AnTHONY BURDIN

CCA Warmis Institute For CoNTEMPORARY ARTS

San Francisco, CA
ApriL 7 - Mar 14, 2005

Anthony Burdin's latest exhibition, at
the CCA Wanis Institute for Contem-
porary Arts in San Francisco, was not a
show of discrete video works, but a four-
room installation that used video in both
TV monitor and wall sizes, and allowed
the audio and visual o carry different
messages, constituting  interventions
specific to the space itsell, The warren
of the Logan Galleries was wransformed
by Burdin's consistent treatment into a
single whole, Arguably, he created a sin-
gle, multi-roomed environmental piece.
Caverns, organic in origin, appearcd to
have replaced the Wattis” contemporary
“white box” facility. They were sparsely
dressed with ambient lighting, props
and two-dimensional artwork. Video
occupied prosceniums large and small
throughout, shrinking to a tiny monitor
splashing on a full 30 x 20-foot wall, pro-
viding captivating scenes-within-scenes,

EMILY KUENSTLER

Burdin’s video art is like 1960s En-
vironment Art with Kenneth Anger’s id.
Its ambiguous sell-consciousness (in the
feel of Bruce Nauman) masquerades as
art brut. (Reportedly, Burdin has lived
in a 1973 Chevy Nova for most of the
last 10 years.) Burdin creates a narra-
tive resembling the bare essentials of
a horror film, which is accompanied
by rhythmie, whimpering sound and a
high-level of chiaroscuro. He seamlessly
uses the first-person handheld video
camera, having nicely exploited its po-
tential as personal companion. The use
of remixes of popular music is intrinsic
te his medium, as il he's fully decon-
structed his attraction to 1970s culture,
and is authentically living it out anew
The show is one of the freshest things
I've seen recently because the work
doesn’t point af “70s culture or co-opt it
for a superficial style boost, but exists in
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