


















Interview with Eva Respini for her article. “On Defiance: Experimentation as resistance” , 
aperture 225, Winter 2016, p.100-107 

Can an argument be made for women finding particularly fertile ground in the under-
championed arena of experimentation and non-conventional image making?   

I began working in non-traditional ways with photography as an undergraduate, because I 
wanted to push against the images around me (particularly of women). I used collage and 
alternative processes because it allowed me to transform and control the pictures I was 
appropriating. I studied under Joel Sternfeld, so “straight photography” was the dominant 
paradigm, but I was lucky enough to see work by women in the early 90s that had a dramatic 
impact on me. Laurie Simmons, Sarah Charlesworth, Gretchen Bender and Barbara Kruger 
were some of the artists whose work cleared a path for me. I think that experimentation and 
non-conventional image making remains fertile ground because they provide processes that 
can address issues of representation in myriad forms. I don't think it's a place for women 
because it's "under-championed", I think it's fertile because it's as much a space for 
interrogation as observation.   

Furthermore, is photography’s status as other (in relationship to mediums of painting 
and sculpture) another contributing factor to the richness of women working in non-
traditional ways?  

The list of women photographers who influenced my generation (see above plus Sherrie 
Levine, Cindy Sherman, Louise Lawler, Barbara Kasten) used the medium in ways that 
helped reposition photography as a legitimate challenge to the assumptions of “higher” art 
forms. The expansive face of photography today has crossed lines of gender, and even its 
status as “other”.   

In considering the work made in the last decade within an “alternate" history of 
photography, the mutable and plural nature of photography is continually 
affirmed.  The work being made today has an ethos of expanded possibilities for the 
medium, shifting perspectives, and varied models put forward as a resistance to the 
traditional conventions of the medium.  Can working this way – against photographic 
convention, in a medium that is still sometimes considered other – be considered a 
political act? An act of defiance?  

I think any form of art production can be considered a political act. Its reception as an act of 
defiance depends on the context and viewer. As the plural nature of photography has been 
affirmed, the expanded possibilities for the medium are exciting in terms of what can be 
made (i.e. with new technology) and how work can be displayed. One of the ways 
photography remains relevant to our contemporary moment is the fact that the medium is 
always struggling with re-definition, and I think a lot of important work made by women is 
contributing to the shifting ways we think about what photography is or can accomplish. The 
affirmation of its mutability can also make it more difficult to be defiant, as both the culture 
industry and the art market have absorbed and neutered some of its potential for resistance. 
This is why exhibiting work still feels so important. A circulating image can't be controlled in 
form or context. An installation of work, however, gives the artist ways to create meaning by 
building relationships: between images, objects, scale, light, and architecture. I think its both 
the control and freedom that an artist has working in her studio that can make it a laboratory 
for resistance. Experimentation suggests openness, and lack of definition, which historically 
has been seen as other. Because I am a woman, I don’t feel the space of the other is 
necessarily where I want to reside personally, but I do know I have never wanted to be 
pinned down. It has always appealed to me that the mutability of the medium allows for this 
kind of shape-shifting, which is an act that defies convention.  



Miranda Lichtenstein 
More Me than Mine 
 
The edges of Miranda Lichtenstein's new photographs are indeterminate, though not in a 
physical sense. Instead each intuits a series of questions surrounding their making, at the center 
of which is: at what point does an artwork become a subject, or an object? These works result 
from a two year engagement with the work of fellow New York artist Josh Blackwell, unfolding as 
part-dialogue, part-homage, and part-obsession, all the while maintaining their own autonomy 
as artworks. 

Like most of Lichtenstein’s photographs, they’re shot in a small corner of her studio with mirrors 
and paper screens, treated as malleably as their original materials. For years, Blackwell has been 
embellishing the ubiquitous detritus of our contemporary society, plastic bags, through intricate 
yarn embroidery, laser cutting, and the physical fusing of multiple elements. Originally begun as 
a collaborative effort, Blackwell’s work recedes in the narrowness of the camera’s viewfinder - 
this intuitive process of selection favoring Lichtenstein’s own subjectivity.  

The resultant images are records of her own engagement with Blackwell’s painting-sculpture 
hybrids. They’re cropped and enlarged to a scale outside themselves, depicted in fragments 
with a tactility that mimics our own relationship to the material, something we handle potentially 
even more than each other. Works like Thank You inhabit a pop sensibility, flattening and 
recasting the bag’s familiar text (that has been degraded in Blackwell’s work) as a slogan 
simultaneously peppy and pessimistic, as if the plastic bag itself were aware of its snide humor 
as a positive and friendly pollutant. Photographs of Blackwell’s Bodega bags alternatively work 
to inflate their eponymous subjects, giving otherwise flattened works volume, form, coupled with 
the seductive passage of light. Plastic appears simultaneously fleeting and disposable, as well 
as monolithic in its permanence and recurrence. 

These investigations place Lichtenstein’s works within a complicated though often overlooked 
history of photography’s relationship to sculpture, specifically that of artists photographing their 
own work or other artists works. Lichtenstein points to Man Ray’s photograph Dust Breeders, a 
long exposure of dust gathered on Marcel Duchamp’s Large Glass in his New York apartment as 
being fundamental to this – it’s an instance in which the photographic representation divorces 
itself from the parameters of the work it depicts. A similar operation is enacted in the work of 
Louise Lawler, in which works themselves fade deeply into the networks and associations they 
inhabit. Through this, the artwork itself becomes its own kind of found object, one replete with 
signifiers. This does not diminish its original authorship, but instead affirms the artworks’ status 
as contemporary artifacts of our time, that can be used to develop understandings outside and 
further than itself. 

Throughout the works complicated twists of ownerships and authorships (in most images, 
Blackwell’s work as rendered is nearly unrecognizable), what remains at its core is the generative 
affinities and admirations that emerge between artists. Underscoring this is the exhibition’s sole 
collaborative work, Welcome Water, a sprawling pile of outsized prints of Blackwell’s work. 
Scanned, and in some instances pieced together by Lichtenstein, each element displays a hyper 
level of detailing with a space foreign to the photographic image. Translated and transformed by 
the light of the scanner bed, they spread and expand across the gallery floor - edges overlap, 
and individual elements blur into a new whole. Mimicking the operation of Lichtenstein’s own 
photographs, the works apparent mutability functions as an outpouring of generosity, and 
speaks to a malleability of objects and ideas that remains separate from their authors. 

Alex Fitzgerald 











interview 
April 10th, 2014 

After Monet’s Garden 
Aperture spoke with Miranda Lichtenstein about her upcoming 
exhibit of Polaroids on view at the Gallery at Hermès, April 11–
May 5, 2014 
 
Miranda Lichtenstein, Steep Rock #2, 2006 
← 
→ 
Starting tomorrow, April 11, Miranda Lichtenstein presents a 
career-spanning exhibit of her Polaroids at the Gallery at Hermès. 
Culled from eleven years of residencies all over the world, 
Lichtenstein’s photographs in the show are reflective of her 
surroundings, capturing the light and shadows of each locale 
using the serialized format of the Polaroid camera. Aperture 
caught up with the artist to discuss the editing process, and the 
self-discovery that resulted from considering a decade’s worth of 
images. 
 
Aperture: How did this exhibition and collaboration with Hermès 
begin? 
Miranda Lichtenstein: The exhibition was put together by Cory 
Jacobs, whom I’ve know for years. I had been to a number of the 
shows she has curated at the Hermès gallery. She approached me 
about doing a show a year ago; she had seen some of my 
Polaroids at the Hammer Museum in 2006. I thought Cory’s idea 
to look back at my Polaroid work over the past eleven years 
would be a great opportunity, and I was also interested to show in 
a space that is dedicated to photography, a new context for me. 
We decided that I would go through my work from the very 
beginning, when I first start shooting with a 4-by-5 Polaroid 
back, up until the present. 
A: What prompted you to first use the Polaroid camera in your 



work? 
ML: It began with a residency at Giverny, which was the first 
time I shot 4-by-5 film. Roe Ethridge gave me his 4-by-5 with a 
Polaroid back to take with me to France. I shot with that to learn 
how to shoot 4-by-5 film, as a test. The more I shot,the more I 
became interested in considering the Polaroid as the final object. 
A: This exhibit is a departure from the non-indexical photographs 
you made for last solo exhibit at Elizabeth Dee in 2010. How do 
the Polaroids in this show relate to the rest of your work? 
ML: There are a few images in the show that are Polaroid 
versions of the suites I showed at Elizabeth’s. However, that 
exhibition does differ; it was a great mix of scale and genre. I was 
exploring different strategies of image making, which involved 
distorting or refracting the images. I would say that approach is in 
play now as well; all the images deal with shadow play, refracted 
light, and elements of misrepresentation. 
 
Miranda Lichtenstein, Civitella #5, 2009 
A: The photos in the exhibit are from your travels and residencies 
over the years—are they a response to those different 
environments? 
ML: Yes, it has a great impact. There is a clearer formal thread as 
the photographs are all still lifes, but I am definitely responding 
to the environment. I use the light in each place, and shoot using 
what’s around me. In Giverny, where the whole project began, I 
was pulling the clipped plants and flowers the gardeners cut at 
the end of the day and bringing them into the studio. In Japan, I 
discovered washi paper, and used it to make the paper screens I 
shot my compositions through. 
A: It must have been a long editing process, going over eleven 
years of work. What is it like to see all this work in one place? 
ML: It’s exciting. When I looked at the work from 2006, I 
realized both how much it’s had evolved and what consistencies 
exist throughout. The first Polaroids that I shot in Monet’s 
Garden were made thinking about how to photograph those 
ubiquitously photographed things in a different way. The newest 



works are entirely abstract and don’t deal with place at all in the 
same way. But it’s been interesting to see how I have worked 
with light and shadows throughout. I hadn’t considered it all 
together before. My own trajectory is much more clear to me 
now. 
A: You mentioned there is new work in this show, can you 
describe it to us? 
ML: The new work for the show is made from the screen-shadow 
photographs that I have been shooting for the past few years. I 
used the Polaroid to photograph my current digitally shot work, 
making a one-of-a-kind image of something out of something 
infinitely reproducible. 
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Out There Thursday, April 10, 2014 | By Richard Conway  

Beautiful Lies at 
Giverny: Vibrant 
Polaroids by Miranda 
Lichtenstein 
 
At first glance, Miranda Lichtenstein’s Polaroids may seem 
to be simply vibrant studies of flowers. But look a little 
closer, and they get just a little less bright – and even more 
interesting. 
Taken in 2002 while she was on a residency at Monet’s 
gardens at Giverny, these are not just beautiful pictures: 
they each form part of a rigorously constructed tableau, one 
that speaks of disharmony, half-truths and even failure. 
It’s all in the shadows: While Lichtenstein was at Giverny 
she would pass through a garden shed every day, one that 
had shadow-like tool outlines painted on the walls to 
indicate where, say, the rake should be hung, or a garden 
fork should be kept. 
But, “almost all the time,” Lichtenstein tells TIME, “the 
tools were put in the wrong place, on the wrong shadow.” 
This seemed to her to be a noble — but totally failed — 
system, and she replicated this in her Polaroids. 
She took to painting bold, angular shadows on paper 
behind the colorful flowers – what we see is not the actual 
shadow cast by the flower. Her pieces had become beautiful 
lies, wonderfully constructed misrepresentations. Indeed, 



as her work progressed, the shadows, at times, became 
more and more prominent. 
“They look like they are a reflection of the flower, or that 
they come from it,” she says. “But I stage the object — the 
flower — in front the paper backdrop, and then I 
photograph it.” 
Now, a show at Hermès in New York presents 46 of her 
works produced between 2002 and 2013, and aims to show 
how her style has evolved. We see her polaroids from Japan 
using Washi paper — which seem to be entirely about 
shadows — and there’s her work from Italy, which seems to 
be a rigorously constructed take on bucolic Tuscany. And 
then there’s also her most recent work — architecture-like 
photographic studies taken in New York (which are actually 
close-up shots of earlier work hanging on the wall of her 
studio). 
“In a sense, I’m always photographing where I am,” 
Lichtenstein says. “It’s not necessarily going out on the 
street and shooting there — but I’m certainly pulling from 
the environment.” 
 
Miranda Lichtenstein is an artist who works in 
photography and video. Solo exhibitions of her work have 
been held at venues such as the UCLA Hammer Museum, 
Los Angeles and the Whitney Museum of American Art. An 
exhibition of her work at The Gallery at Hermès in New 
York will run from April 11, 2014 – June 4, 2014.  
Richard Conway is Reporter for TIME LightBox 
 
 
Read more: Beautiful Lies at Giverny: Vibrant Polaroids by Miranda 
Lichtenstein - LightBox http://lightbox.time.com/2014/04/10/miranda-
lichtensteins-vibrant-colorful-polaroids/#ixzz31hbLxHuc
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Art Miranda Lichtenstein

Through the instantaneous lens of the Polaroid camera, Miranda Lichtenstein 
captures contemporary flowering still-lifes as resonantly exquisite as old master paintings. 

The polaroids describe moments in a process of becoming—a snapshot of 
a bouquet’s afternoon shadow, the memento mori wilted plant, or a painterly disruption 

of a domestic interior. The vitality of the work arises through the juxtaposition of the 
polaroid’s nostalgic point-and-shoot nature and the lasting potency of her visual  

signifiers and formalist compositions. The artist’s exhibition, Miranda Lichtenstein: 
Polaroids, curated by Cory Jacobs at the Gallery at Hermés, includes 46 works spanning 

the last 10 years of Lichenstein’s multiple Polaroid series. The images are at once 
delicately effervescent and vibrantly evocative. In an age where we all are digital 
exhibitionists, the intimate scale of Lichtenstein’s photos is not only refreshing, 

it’s a flash of surprise. 

Miranda Lichtenstein's Memento Mori
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MIRANDA LICHTENSTEIN: 
POLAROIDS AT THE 
GALLERY AT HERMÈS 
PHOTOGRAPHS BY MIRANDA LITCHTENSTEIN 
TEXT BY RONALD BURTON 
  Like 
American artist, Miranda Lichtenstein, is fluent in both 
photography and video mediums; however, in this particular 
gallery, she solely explores the injection of Polaroid 
photography. The Fondation d’entreprise Hermès 
presents Miranda Lichtenstein: Polaroids at the Gallery at 
Hermès, highlighting 46 works produced between 2002 and 
2013. Just before Lichtenstein’s departure to Monet’s garden in 
Giverny, France, for a summer residency program, a friend 
provided her with a polaroid camera. While in the gardens, she 
began to photograph newly wilted flowers as they had been cut 
by the gardeners, and mirrored the original image against 
distorted hand painted shadows; here began the journey of 
Lichtenstein’s idea to re-imagine reality, and explore the 
evolution of objects as images. In efforts to constantly challenge 
and grow as an artist, she found it necessary to try and create 
new dialogue in her work; images that are progressive in 
thinking, allowing the viewer to have deeper findings, beyond 
just a beautiful still life image. Lichtenstein took this technique 
of distorting shadows and latter, objects, throughout her travels 
around the world and really challenged the construction of still 
life imagery, and how it can progress. “I’m interested in 
instilling a sense of wonder in the viewer in an age where there 
are very little surprises” she explains. 



 Lichtenstein’s exhibit will be running through June 4th, 2014, 
located on the fourth floor of Hermès, at 691 Madison Avenue. 



Miranda Lichtenstein
Danse Serpentine (doubled and
refracted)
2010
HD Video, Endless loop
installation view
Elizabeth Dee, New York

Miranda Lichtenstein
Screen Shadow #17 (For Maya)
2009
Elizabeth Dee, New York

CONSIDERING THE IMAGE
by Mary Barone
 

In 1897 the Lumière Brothers released Danse Serpentine, a
49-second-long film of American dancer and lighting technologist Loie
Fuller performing her Serpentine Dance, which had been first done in
1892 at the Follies-Bergére and which was based on popular skirt
dances of the period. It was a radical, conceptual innovation in the
field of dance and marked an important influence on early
20th-century visual artists, notably Pablo Picasso and the Futurist
F.T. Marinetti.

The film and the dance continue to find a place in artistic production
today, notably at two exhibitions now on view in New York. It is one
of the first things that a visitor sees at "On Line: Drawing Through
the Twentieth Century" at the Museum of Modern Art, and it also
plays an important role in Miranda Lichtenstein’s solo exhibition of
photos and video at the Elizabeth Dee gallery in Chelsea.

According to the critic Bridget Goodbody, Lichtenstein -- who took
her MFA from Cal Arts in 1993, has had a dozen solo shows since
1997 and lives in New York -- has a thing for the "search for spiritual
transcendence," typically undertaken in isolation. Roberta Smith, who
found her 2007 exhibition "puzzling," noted all the same that
Lichtenstein seemed able "to do anything she wants with a camera."  

Her new show includes the video, Danse Serpentine (doubled and
refracted), which manipulates the Lumiere film and projects it onto a
folded theatrical curtain, reducing its subject "almost entirely to
shadow and light" so that it "teeters on dissolution."

Artnet Magazine contributor Mary Barone caught up with Miranda
Lichtenstein to talk about Fuller and the influence on her current
work.

Mary Barone: "On Line: Drawing Through the Twentieth Century"
takes Danse Serpentine as a starting point in its survey of line and
drawing in 20th-century art. Can you talk about the film’s impact on
your photographic works?

Miranda Lichtenstein: I first saw Danse Serpentine a little over two
years ago and knew I wanted to use it in some way, whether this
meant collaborating with a dancer to restage it or to work with the
original film. Then I saw it on YouTube and kept seeing it in museum
shows, at the Reina Sofia in Madrid, and in a design show at MoMA
last year. It’s actually surprising that I hadn’t seen the film before
because it is one of the earliest examples of cinema and modern
dance, particularly Loie Fuller’s performances which were tied to the
new medium.

Danse Serpentine can be considered as pre-cinematic -- Fuller was a



Miranda Lichtenstein

Untitled #1 (Plant)
2005
Polaroid
Elizabeth Dee, New York

Miranda Lichtenstein

Untitled
2005
c-print
Elizabeth Dee, New York

Miranda Lichtenstein

Screen Shadow #21 (Staircase)
2010
archival pigment print
Elizabeth Dee, New York

moving image on stage, not dissimilar to the magic lantern shows of
the period. She used light to describe movement but also as a
hypnotic device, performing the piece against a black curtain so that
her image would disappear when the light wasn’t hitting her. This
appealed to me because I like to imagine the sense of wonder
produced by such a simple gesture and because a series of
photographs I began in 2005 called "The Searchers" came out of an
interest in hypnosis.

Hypnosis was actually the catalyst for Fuller’s Danse
Serpentine. During an early performance she improvised a section
pretending to be hypnotized. The audience went wild, and she
responded to their reaction by choreographing a dance that worked
with these repetitive and swinging movements.

The photographs I’ve been making for the past two years concern
light and the notion of the screen, both physically and metaphorically.
I want the subject of the image to be difficult to pin down, so the
objects in the images are unanchored. I do this by using reflective
surfaces and Japanese paper, or washi, which I always backlight. I
think we are at a point where backlighting is taken for granted --
mostly everything is viewed on a digital screen now, and the surface
of the image, particularly of a photograph, is not considered unless
we have the chance to see it in person.

I use the reflective surfaces to double an image, but I stage the
tableau in a way so that this is not always obvious. I also stage
compositions behind paper screens so that it is difficult to tell if you
are looking at a silhouette, a projection or something printed on the
paper itself. It forces you to consider the surface of the screen as one
possible subject. In Danse Serpentine (doubled and refracted), 2010,
I downloaded the film from YouTube and treated it in a similar way by
projecting the video onto a reflective surface and re-shot its refracted
reflection, with a second projection of the film projected onto that
surface making it both doubled and refracted. The original film
already moves from figuration to abstraction and plays with light and
movement in a way that disorients the viewer, and in the video I
enhance this effect.

The film historian Tom Gunning has written about the connections
between the early cinema of attractions and cinema prior to 1906 to
the video-sharing site YouTube. As Gunning puts it, "It is the direct
address of the audience, in which an attraction is offered to the
spectator by a cinema showman, that defines this approach to
filmmaking. It was a cinema based on spectacle, shock and
sensation. Today many of the clips on video-sharing sites like
YouTube bear a remarkable similarity to these early films."

I decided it was best to appropriate the original film since I wanted to
use current modes of viewing and sharing imagery by reusing the
source material in its current form as a YouTube clip. This circling
back calls attention to backlighting, and reworks the surface or the
screen in a similar way I’ve been thinking about surfaces in making
my photographs.

 

MB: The MoMA exhibition looks at the ways that artists interprets line
through sculpture, installation, painting, performance and film to
explore the idea of what constitutes a drawing. Photography is
included in the exhibition but mostly to document a performance or



Miranda Lichtenstein, 2010

action. In your current work you seem to be asking what constitutes
a photograph and you "question what role depiction might continue
to play in the capricious visual field."

ML: For a while now I’ve been working with lines, both of light and
also hand-drawn lines that I photograph. In 2002, while on a
residency in Giverny, France, I discovered a toolshed that had a
clumsy trompe-l’oeil painting of each of the tools that was used in the
garden. Every time I walked through the shed I saw that the tools
were misaligned with their own shadows -- for instance the shovel
might be hanging on the painted shadow of the rake, and the spade
would be hanging over the shadow of the shovel, and so forth.

I was struck by this image as a pithy example of a failed system. It
prompted me to start drawing the shadows of objects and I began
with clipped plants and flowers from Monet’s garden. Then I
photographed the object in front of this second shadow, but slightly
misaligned. Eventually I started photographing the painted shadows
themselves, and they became more elaborate. I used black flashe on
black paper so it was very matte, and I would then photograph the
drawing so the paper might be read as a sky, or natural backdrop,
depending on how I printed it.

I thought of it as a send-up of Henry Fox Talbot, the inventor of the
calotype, who made his first photogram because he was frustrated
with his drawing skills. On the contrary, I was sharing a studio at the
time with two painters and was feeling frustrated by photography. I
wanted to make something in the studio, and was struck by how
much drawing shadows of objects was equivalent to using my hand
and eye as a camera.

What constitutes a photograph has become very open-ended and I
think some people embrace this while others are disappointed in the
shift. The material of the medium has been a subject since the early
20th century but we are witnessing a renaissance of concrete work,
which I think makes perfect sense given the ubiquity of the medium.
As I mentioned before, I think light has become something to pay
attention to perhaps now more than ever, since there is the light of
the scanner, and the light of the computer screen to contend with,
and a kind of surface tension to call attention to.

I still shoot film with a 4x5 camera because I want to get the kind of
detail it gives me, and the subject can be distorted or confused
depending on how I shift the camera itself. Depicting a composition,
a space or a still life has a quotidian quality that interests me, since it
constitutes de-familiarizing the ordinary and the everyday. I like how
flexible the medium has become and so the way I work with the
material demonstrates this flux. I still want to slow people down, to
make them stop and look, and wonder, and if I can do this with a
photograph, then I believe there are still plenty of places for the
medium to go.

Miranda Lichtenstein, Nov. 5-Dec. 18, 2010, at Elizabeth Dee, 545
West 20th Street, New York, N.Y. 10011

MARY BARONE is the auteur of OutwithMary.com.



NEW YORK Miranda Lichtenstein creates photographic images that are handsome to look at but difficult to interpret, 
as seen in her recent luscious but tricky exhibition. Luscious, in that the pictures are luminous and seductive, draw-
ing viewers in with patterns and color variations that are downright decorative. Tricky because each photograph is a 
disguise, concealing the way it was made and masking the objects and people that were placed before the camera.

Lichtenstein pirouettes between a number of formal strategies, varying her technique and approach, and reject-
ing the notion that an exhibition should serve as an authoritative statement. Nonetheless there was an overarch-
ing theme to the diverse images on view, namely the destabilization of “reality” via the manipulation of the subject 
matter, achieved more often than not through low-tech means and a conventional 4-by-5 view camera. In one series, 
“Screen Shadows” (2009–10), Lichtenstein placed sheets of sheer, patterned Japanese paper in front of backlit still 
lifes, so that her subjects become shadowy silhouettes in the photographs’ backgrounds. In Screen Shadow No. 17 
(For Maya), 2009, a flower arrangement on the artist’s balcony seems to be seen through a green textured curtain. In 
another, Screen Shadow No. 21 (Staircase), 2010, Lichtenstein achieves a moiré effect with the paper, using modest 
materials to produce an image that has the look of digital manipulation.

At times, Lichtenstein mirrors and duplicates her subject matter using a sheet of Mylar. Stare carefully at Extension 
(2010) and the curled edge of the Mylar reveals itself, distorting the white flowers in the glass vase beside it. The 
artist’s camera can also be seen vaguely emerging from the darkness in the top-left corner. The silent video Danse 
Serpentine (doubled and refracted), 2010, makes use of an 1896 hand-colored film by the Lumière brothers, which 
features dance pioneer Loïe Fuller whirling about in a flowing dress that appears to shift in hue. Lichtenstein shot two 
simultaneous projections of the film on the same wall, one of which she bounced off a facing mirror so that the foot-
age is seen in refraction. The result is a haunting duet of two dancers in a psychedelic array of pinks, yellows and 
blues.

Because Lichtenstein varies her subject matter and style not only between shows but also several times within each 
show, she has defied identification with a signature style and might be mistaken for something of a dilettante. But 
this is one extremely smart photographer, steeped in ideas and able to enliven them with stunning visual appeal. Her 
relinquishment of a decisive statement suits the trends of post-appropriation photography, a wide-ranging movement 
with any number of photographers working against the conventions of the photo-essay, but her thoughtful manipula-
tion of the medium is as modernist as a work by Moholy-Nagy.

Photo: Miranda Lichtenstein: Screen Shadow #17 (For Maya), 2009, pigment print, 413⁄4 by 321⁄2 inches; at Eliza-
beth Dee.

MIRANDA LICHTENSTEIN
3/15/11

ELIZABETH DEE

by barbara pollack
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Miranda Lichtenstein by Dana Ospina

Miranda Lichtenstein's most recent body of work engages with and deconstructs canonical themes in photography. Rather than offering an

ironic response to photography's inability to reveal a universal truth or an unmediated image, Lichtenstein kneads the medium, cannily and

with curiosity. The result is the creation of four series that stage the problematic of capturing performative acts, of portraying interiority, and of

placing faith in representation, through an aesthetic externalization of the process of production. Lichtenstein's work brings together an

exploration of the prestidigitory possibilities afforded by the medium and an interest in epistemologies of perspective and representation.

These explorations coalesce to disrupt that which we think we know and to explore what is made manifest when we seek to represent the

experiential world.

The artist alters perspective with a large format camera, creating reflections, shadows, and screens using materials such as Mylar, washi

paper, and natural light. At first glance, these works appear to be the result of a highly controlled studio practice; however, they are, in fact, as

reliant on conditions established by a fleeting moment as they are on premeditation. Whether capturing a performance or a particular

reflection or shadow, these images are the result of an unpredictable encounter between aesthetic determination and circumstance.

Orchestrating an oscillation between the poles of familiarity and disorientation, naturalized associations and familiar perspectives are

acknowledged only to be summarily undermined. Objects such as flowers, a vase, a face, a dancer, are lifted from their original environment

and restaged in a manner that subverts context, shifting our attention away from the worlds these objects usually populate to the ones they

now construct.

A series of photographs of singers builds upon Lichtenstein's interest in transcendence and out-of-body experience. Motivated by a number

of performances she attended in which the musician appeared to enter into a trance, Lichtenstein recruited singers to sit for her and

requested only that they perform a work that elicited a strong emotional response from them. The resulting images approach the matter of

capturing deeply interior experiences in a manner that runs counter to many photographic strategies. While documentary photography often

emphasizes the expression of the subject in heightened detail in order to reveal deeper interior states, Lichtenstein's barely perceptible

subjects result in spectral images stripped of readily available signifiers of state of mind and evacuated of detail. The result is a rumination on

ethereality, redirecting the focus to an experiential, otherworldly realm. Lacking the vocality of their subjects, these images visually

ventriloquize an interstitial state, commanding our attention, but ultimately evading our embrace.

The source material for the Dancers series originates in a book of prints acquired by the artist in Prague in 1991. The images were produced

on Kodalith film, an extremely high-contrast technology that, while now outmoded, was at one time a popular medium used to make line and

halftone negatives for graphic artists and printers. Lichtenstein scanned these Kodaliths, maintaining them as negatives, to further accentuate

the contrast. As with the singers, the images capture the performers, in this case renowned early-twentieth-century modern dancers, in a

moment of action. Similarly to The Searchers,  an earlier series in which the artist explored the world of individuals who seek out means of

higher consciousness and transcendence, Dancers trains its attention on the desire to connect with more primal aspects of the natural world

and elements of our existence that elude the rational mind. The dancers portrayed were practitioners of Ausdruckstanz,  a form of German

Expressionist dance in which ritualistic movement was believed to bring the dancer closer to nature and to an ideal, higher state of being.

While the singers construct a representation of liminality via erasure, Dancers approaches this concept from a diametric position. In these

photographs, contrast is heightened, rendering an image that registers almost as an X-ray. The large scale, with its implication that more

knowledge is available, is suggestive of deeper access, and yet attempts to solidify enhanced understanding are denied. These images,

untethered from the specificity of their historical circumstances, have been reconceived as manifestations of a different sort of knowledge, one

that is derived from intuitive rather than rational deduction.

The series of still lifes occupies a space between intention and discovery, for both the artist and the spectator. Arrangement,  for example,

presents the viewer with what appears at first glance to be a beautifully composed image of a loose bouquet of flowers and their reflected

image. The flowers are placed against a black background, isolated and decontextualized, a distancing furthered by flattened perspective and

cropping. As one regards the work, however, it slowly releases quiet bits of information and subtle deceptions that transform its message from

one of representation to one of revelation. The reflection is of tantamount importance, for it is here that the viewer receives the fullest

knowledge as to the constitution of the bouquet—we are privy to flowers in the reflection that we are unable to see in the image of the actual

object—as well as the location of the light source. That is to say, in Arrangement,  it is to the reflection, not the image of the object, that we

turn for understanding. While they are derived from the same source, the two panes of the image operate distinctly: the still life compels

contemplation on form and composition, but it is the reflection that affords us insight into its production.

As with the other images in her most recent body of work, the Screen Shadows series shares an interest in drawing the viewer's attention to

conditions of ephemerality and flux. Yet just as significant to the conception of this series are contemporary modes of perception—in

particular, the role of the screen. Both the film screen and the computer screen exert a powerful influence on the way we perceive the world,

constructing a particular visual sensibility whose persistent presence and influence we oftentimes overlook. Screen Shadows returns to the

viewer an awareness of how the screen mediates and conditions our visual experiences. In this work, washi paper is used to create

patterned reflections, which intersect with the shadows of objects. It is unclear to the viewer whether the shadows are being shot through the
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screen, or whether they are projected upon it, literalizing the definition of the screen as both permeable filter and opaque surface. The works

are created using natural light, and so their realization is entirely dependent upon the position and movement of the sun. Screen Shadows

offers the revelation of an event that would otherwise be entirely concealed from view, because it is the reflection captured in these works that

is the only evidence that this particular convergence of light, pattern, and object ever transpired.

 



FIND THIS BLOG ENTRY:  http://www.interviewmagazine.com/blogs/art/2010-11-02/wild-flowers/

WILD FLOWERS

For an artist who takes such pleasure in fleeting configurations, it’s surprising that Miranda Lichtenstein has chosen photography for her

medium. In the past, she has focused her lens on flowers, dancers, and trees, but has managed to altogether unbalance and spatially unnerve

our sense of them. In her latest show, which opens at the Elizabeth Dee gallery this month, Lichtenstein’s investigations become even more

unhinged—geometric screens drift through botanic silhouettes until foreground and background, the object and its constituent parts, blur

toward a kind of sublime abstraction. Lichtenstein is arguably one of the most underappreciated talents on the photography landscape today,

which is ironic since she’s doing some really dangerous things with that landscape’s rosebushes. More info at elizabethdeegallery.com
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