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Artists IT at its bottom, along the slide of names,
and emerges from an imaginary journey through
its central void via the enlarged, slightly lighter
dot-screen pattern at the leaning rectangle’s top.
In pulling our focus out to the edges or perimeters
of things, Bolande's glance purposefully avoids the
center, or leaves it empty. In the elegiac Resting
Place, 1987, the middle of an appropriated Kodak
poster is actually obscured by a black-painted
Plexiglas panel. Decentering the subject, the art-
ist pulls apart the seams of cultural discourse,
clearing a space so that the marginal, or normally
invisible, mav come into unhindered view. Room
is made for difference. A lot can be lost by keep-
ing our eves only on the ball.

The refocusing of perspective implicit in Resting
Place gains another dimension through the work’s
melancholy status as a true “pature morte.” On
the floor in front of the photograph sits a stack
of ceramic logs; against the black ground, they
suggest a strange sort of hearth before a chimney,
or a machine-made burnt offering before an altar.
The photograph had shown a happy couple out
biking in the country, but the central black rec-
tangle now obscures their figures completely, leav-
ing only the slightly out-of-focus pastoral frame,
A top corner is folded over in trompe l'oeil to
reveal the process-yellow Kodak logo. Thus nature
is cast here as an artificial presence, to be known

ot o through photographic reproduction, through

sanlation view. Private collecsion simulation. The natural, even in an incarnation
as remote as the planet Mars (which, in the
photograph in Marshall’s Stack, is prominently
labeled “Planet Mars"” across its surface), has been
lost to and replaced by its conventionalized
representation. Bolande's work everywhere
acknowledges this loss.

Bolande's process is quintessentially additive as
well as inductive, proceeding always from par-
ticular to particular until they evolve into a con-
stellation. Assiduously stacking and joining dis-
parate elements within structures created to am-
plify their interrelated meanings, theartist privileges
listmaking as an essential form of artistic activi-
ty. If she functions as a librarian, sorting and col-
lating information, she also works like a poet, con-
structing metaphors for the dislocated experience
of late-20th-century culture through proximity,
juxtaposition, and intersection. Her ongoing pre-
dilection for discovering linkages that suggest a
context, however temporary, in which meaning
may cohere is embodied in and the, 1987, a refugee
scrap of movie marquee with the typographical
legend of the title spelled out on it in idiosyn-
cratically configured black letters. Here the idea
of conjunction as a hypothetically infinite enter-
prise is objectified in a sculpture that is neither
stack mor list. and the is a primary exemplar of
Bolande's continuing proffering of the art object
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cess of examination and consumption, to forestall
closure. The “slowed reception™ on which one
critic has commented in discussing her work is in
part the result of an effort to draw out a process
of examination and suggestion as long as possi-
ble. Just as scientific methodology subjects the
most fleeting, imperceptible phenomena to the
most exacting possible scrutiny, so for Bolande,
as one of her titles indicates, the glimpse becomes
a stare. This endeavor can take the form of a con-
centrated look at the very beginning of things.
(Bolande has cited Jack Goldstein's Merro-
Goldwyn-Mayer, a 1976 film of the lion who ap
pears at the start of the MGM movies, as a prece-
dent here.) An early photographic series, for ex-
ample, consists of film stills of the initial frames
from a series of low-budget porn ficks —often a
rudimentary room with an empty chair and cur-
tained windows. The implicit voyeurism of the
genre is simultaneously focused upon and
thwarted; desire is arrested at its inception,
gratification indefinitely delayed. In denying fur-
ther entry into these narratives, Bolande calls a
halt to this particular kind of sexual discourse, but
leaves the viewer in a state of aroused expectation.
Fantasy is invited but not possession. This refusal
of ownership, a refusal to be pinned down, ap-
plies across the spectrum of Bolandes work in
both esthetic and sociosexual terms.

Other works present a moment of finality, as
in Srunt Artists’ angled, stop-action focus on a
film's closing credits (another list) rolling by like
a requiem. The sense of exaggerated stillness pro-
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duced by these immobilized instances of anticipa-
tion or aftermath suffuses Bolande's art with the
sense that it is holding its breath on either edge
of revelation: something is about to happen, or
just has, but it is invisible, offscreen. Lodged
within these frozen moments are further temporal
displacements and inversions. In Marshall’s Srack,
for example, the train signals itself as an anach-
ronism — a past harbinger of future technological
progress checked within a present that is constant
vel paradoxically aged, completed and over vet
eternal in the space of the poster.

Bolande's objects and assemblages are freighted
with references Lo speech and sound, but again
congealed in a state of potentiality. The PA
speakers are either deprived of their inner work-
ings or muffled by an overlay of images or fabric.
(It’s difficult to resist reading them as stand-ins
for the predicament of artists in this age.) A
photograph in Caruso Growp, 1985, permanently
immobilizes a clown in mournful ferocity as he is
about to bang a drum; the actual drum of Cen-
tral and Mountain, 1985, sits dumbly on the floor,
its mallet tucked uselessly in its top. Bolande has
quoted the artist Alan McCollum's reference to an
artwork as an object in a room “mutely signaling™;
with her work, it remains finally for the viewer
to get the message, to strike the note of meaning
in the imagination.

Bolande may go to considerable technical lengths
to recreate and transfix a simple gesture — Chalk-
board's clouds of eraser dust are really permanent
halos of paint —or to render evanescent moments

both corporeal and static. The dainty porcelain
Milk Crown, 1988, transposes Harold Edgerton's
famous stop-action photograph Milk Drops, 1957,
into three dimensions, another instance of arrested
excitation, and another deadpan pun. This kind of
transformation also recalls Richard Artschwager:
think of the solid black-Formica shadows in Table
with Pink Tableclorh, 1964, and other works. Both
artists make a specialty of converting the ephemeral
and intangible into the permanent and solid, and
vice versa, in a matter-of-fact reversal of natural
laws and effects. Sun and shadow can be objecti-
fied in Formica; gravity can be frozen in porcelain.

More than just a witty means of metamorphos-
ing a fugitive trace into a permanent object, Milk
Crown comments on the artifice by which we
come to know natural phenomena, and that
replaces our direct experience of them. At the
same time, attempting to hold fast an invisible
(because exceedingly transient) event, it betokens
Bolande's persistent effort to concentrate and pro-
long the duration of a momentary comprehension.
Like some generous but exacting Pierrot, she jug-
gles the spheres of meaning for us so thal we may
maore closely attend to the Mashing gleams on their
surfaces as they hang suspended in the spotlight
of vision.




