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What is a Photograph? curated by Carol Squiers

This desire to treat the photograph as three-dimensional takes 
its most obvious form in works that incorporate photographs 
into sculpture, although that sequence is confounded by 
Marlo Pascual. Her aim is not making an image but “trying to 
get into the photograph,” both disrupting and re-creating the 
photograph as a spatial experience. Her trajectory includes a 
fast passage through the traditions of photography and into 
contemporary art. As an undergraduate, she was influenced 
by a professor, Baldwin Lee, who had studied with both Minor 
White and Walker Evans, and when she left school she was 
taking black-and-white documentary photographs. But a 
stint working at the Dia Art Foundation introduced her to new 
ideas and changed her work. In graduate school, she began 
intervening in the photograph, pouring paint on the surfaces and changing her relationship to the photograph. 
This led to the sculptural pieces she makes using other people’s photographs-actor’s head shots, images of pets, 
pictures of wildlife among them-that she buys online and in thrift stores (fig. 9), “I like playing with the push and pull 
of the image,” she writes. ‘I’m taking something that I wasn’t a part of and inserting myself into it . . . That desire for 
engagement is one of the most important aspects of the work for me.” 

Pascual engages both literally and metaphorically in her work by cutting, tearing, piercing, enlarging, and otherwise 
distressing the photographic image. There is an absurdist edge and a certain violence to what she does. Old head 
shots of aspiring actors presented her with images that were highly constructed but that were also “all surface,” 
which invites a variety of procedures. In one work, the color head shot of a blonde actress is enlarged to over three 
feet high and shows her caressing her jaw with a rose. She looks out with a blandly sultry gaze which is interrupted 
by the fluorescent tube that pierces one cheek and emerges from the back of the Plexiglas-mounted photo to serve 
as a stand for the photograph, buttressed by a decent-sized rock. In another piece, a man’s eyes are obscured 
by the flickering flame of two white candles and emerge in brass sconces from the surface of the photograph. 
“Photography is a lot about loss and death,” Pascual says of such works. “The lights flicker in their eyes to reanimate 
them.”52 The forceful materiality of her work is compelling’ almost visceral, her reaction to the current realities of 
screen culture, where “images are taking over objects,” resulting in a “loss of the physical.”

Squiers, Carol. What is a Photograph?, exh. cat., International Center of Photography, 2014. p.32,126-33.



“I’m more interested in asking the question than answering it,” says curator Carol Squiers, who organized “What 
Is a Photograph?,” opening today at New York’s International Center of Photography. Squiers is walking around 
the ICP’s downstairs galleries as young men on ladders install the final works in the 21-artist survey. In a corner sit 
two sculptural-looking pieces by American artist Marlo Pascual. Each includes a chromogenic print as the base for 
three-dimensional objects. In Untitled (2010), an old-fashioned studio portrait rendered in sherbet hues is speared 
by a fluorescent tube resting on a large rock. Yet for photo traditionalists, Pascual’s hybrid creations might be 
considered some of the more conventional contributions on view.
 
In fact, many of the pieces in “What Is a Photograph?” were produced without a camera. Alison Rossiter’s moody 
abstractions, for example, are the outcome of simply processing expired film paper. In Russian USSR (Siberia), 
Rossiter took the Soviet stock she purchased off the Internet (it expired in 1957, untouched) and submerged 
it in developer. The shadowy configuration that surfaced in 2009 reveals the paper’s past life—decades spent, 
perhaps, on a dusty shelf in Novosibirsk. Rossiter more directly intervened with Fuji gaslight, expired film from the 
1920s, by pouring chemicals onto the paper to painterly, erotic effect; the resulting negative space suggests a 
woman’s parted legs.  
 
Obsolescence is a recurrent theme for the contemporary photographers included in the exhibit, as 20th-century 
tools began to disappear with the rise of digital technology in the 1990s. For artists still interested in analog 
photography, the scarcity of, say, Kodachrome film has pushed them into new territory. “Because a lot of analog 
materials are no longer being manufactured, I saw a lot of people [making] a kind of last-ditch effort to use a 
medium that they’ve worked with for a long time and love,” explains Squiers. “But it just seemed to inspire 
this great burst of more experimental photography.” This current phenomenon, when considered alongside 
earlier Conceptual art made in the seventies and eighties, such as Sigmar Polke and Gerhard Richter’s painted 
photographs, proposes “an explosion of photographic activity,” says Squiers of the exhibit.
 
Not everyone is resisting Photoshop, however. Computer manipulation plays a prominent role in the work of 
27-year-old Travess Smalley, who assembles collages onto a scanner bed, then toys with the shapes further on-
screen. His pigment print Capture Physical Presence #7 holds all the playfulness of a Matisse decoupage, while 
the planetary forms and Hypercolor shades in another composition conjure the primitive graphics of early MTV. 
A similarly galactic motif appears in Letha Wilson’s gelatin silver Photogram New York (Nova Scotia) and again in 
David Benjamin Sherry’s untitled teal tableau, textured with sand and evoking the pocked surface of Mars. 
 
Testing the bounds of the medium, the most far-out of Squiers’s selections are the “durational photographs” by 
Canadian artist Owen Kydd. Mounted on display screens, these looped videos are framed like a conventional 
photographic object, but the images on view evolve moment by moment, as in Pico Boulevard (Nocturne), 
where the light refracted onto bric-a-brac in a storefront window changes with every passing car. As for where 
photography is headed next, Squiers sees it going “in a million different directions,” some of which, she adds, 
“artists are in the process of dreaming up right now.”

Bramowitz, Julie. “‘What Is a Photograph?’ Poses Questions at the International Center of Photography,’ Vogue: New York, January 31, 2014. Online. 
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Strange and edgy at Moore College of Art and Design – Kathy Butterly and Marlo Pascual
By Maegan Arthurs

October 1, 2013 

Visiting Moore College of Art and Design, I was interested by themes of the strange that echoed throughout the work of two 
artists showing there: Kathy Butterly and Marlo Pascual.  Butterly’s enigmatic sculptures and Pascual’s appropriated photo-
installations played nicely off of one another with qualities of the puzzling, the bizarre and the humorous linking both shows.

Kathy Butterly’s visionary pots
Visionary Women: Kathy Butterly and Ann King Lagos focuses on the recipients of the College’s Visionary Woman Awards for 
2013.  Of the awards, the gallery writes that they “celebrate exceptional women who have made significant contributions to 
the arts and are national leaders in their fields.”  I was particularly drawn to Butterly’s small sculptures, each of which contains 
a world of humor and intrigue.  ”Yellow Pants Dance” is a perfect example of Butterly’s wonderful sense of whimsy.  The form 
most closely resembles a vase; twisted sinuously at the base, it appears to dance.  In “Latex”, a crumpled form wraps around 
itself.  The glazing on this piece is very glossy: the hue gives the impression of skin, but the work retains a definitively artificial 
and uncomfortable feel. Butterly’s work is reminiscent of that of George Ohr, the self-proclaimed “Mad Potter of Biloxi,” whose 
inventive “no two the same” forms confused his turn of the century audience.  Viewing her works, I realized I was anthropo-
morphizing her forms, distinguishing them in my mind as having distinct personalities and quirks, as Ohr was rumored to have 
done with his own art.  The diminutive forms are packed with detail and interest that make viewing each one a unique delight.  
”Green Electric,” another vase-like form, rests atop a funky base of tilted legs.  The form has great texture thanks to what look 
to be many layers of glaze, built up over several firings.  Butterly’s forms maximize the emotional potential of clay, balancing 
attraction and repulsion with a good dose of humor.

Marlo Pascual’s fractured photographs
Viewing Marlo Pascual’s photo-driven installations in the Goldie Paley Gallery is a strange and haunting experience.  The artist 
utilizes “props” that accentuate her appropriated photos.  She culls from both ebay and thrift stores, scans the photos and 
then re-prints them for use in her installations.  In most of the prints in this show, the same subject’s face is covered either 
partially or fully by an image or object that Pascual has superimposed over the surface.  Her model in this exhibit is a female in 
a posed portrait that looks to be from the seventies.  Pascual’s layering has the interesting effect of making the image dis-
jointed and disconnected from its original form. In one print, a web is overlaid on the portrait, with the body of an enormous 
spider dangling ominously in the center of the woman’s face.  In another print, the image remains unaltered but for two small 
round end tables that have been affixed to its surface, with one jutting out of the subject’s eye, drawing the photo from two 
dimensions into three.

Another table resting on the floor connects the installation further to the space.  In fact, Pascual fully utilizes all of the area the 
gallery has to offer, an element which was both surprising and refreshing; photography exhibits typically surround, but do not 
enter, the available space. Here, however, half of a torn portrait lies, seemingly discarded, on the gallery floor.  An image of a 
floating hand and pair of feet occupy the opposite end of the gallery.  Pascual repeats this technique in other portraits: in one, 
the hand is stretched out in front of the sitter’s face, obscuring the original image.

Pascual seems to be creating an ambience here, pulling the old photos from their original context and placing them into a 
world of her own imagination.  The installation has a macabre feel to it, as though Pascual saw the potential to reinterpret the 
portraits in a more aggressive light than was formerly intended.  She carries it off well; the intense gaze of the sitter became 
increasingly disturbing as I walked through the gallery.  Pascual is playing with the notion of sculpture through the layering in 
her photos; the original object, the photo, seems as present and mutable as the physical objects in the space.



Installation view of Marlo Pascual.  The Galleries at Moore College of Art & Design, Philadelphia. Septem-
ber 14 – October 19, 2013.

Installation view of Marlo Pascual. The Galleries at Moore College of Art & Design, Philadelphia. September 14 – October 19, 2013.
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The work of Marlo Pascual is what Swiss Institute
director Gianni Jetzer, who gave the artist her first
New York solo show, in 2009, calls a “hybrid
organism”: Pascual, 39, blows up vintage photographs,
then folds, cuts, and even pieces them with
unexpected sculptural elements. An old head shot
that recalls a young Elizabeth Taylor is skewered by
a Dan Flavin-like neon tube; the eyes in another
portrait (left) are obscured by sconces holding, as if
part of a seance, flickering candles. ‘’I’m not
destroying them,” she says. “I like to think I’m
giving them a new life.”
    Initially, Pascual had set out to take pictures.
“I wanted to be William Eggleston,” says the artist,
who, like Eggleston, is a native Tennessean. After
graduating from the University of Tennessee
(Kelley Walker, Wade Guyton, and Meredyth Sparks
were classmates), Pascual earned an MFA at Tyler
School ofArt in Philadelphia. “I applied for
photography. When I got there, I didn’t want to take
photographs anymore,” she recalls. “But I had to
take a painting class, and the first thing I did was
pour paint over a photo.”
    Her latest manipulations (at New York’s Casey 
Kaplan gallery through March 24) use found landscape 
pictures that she transforms with abstract negative 
spaces. “My installations are kind of like stage sets,” 
Pascual says. “Except this time, it’s a different movie.”

-FAN ZHONG

Picture
Imper-

From top: Pascual in front of some of her artworks in 
progress; Untitled, 2010; Digital C-print, brass candle 
sconces, white candles; Print size: 46.8 x 40” / 118.7 
x 101.6 cm Installed dimensions: 48 x 40 x 5” / 118.7 
x 101.6 x 12.7 cm; Courtesy of the artist and Casey 
Kaplan, NY.

“Picture Imperfect,” W Magazine, February 2012, p.66.
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New York solo show, in 2009, calls a “hybrid
organism”: Pascual, 39, blows up vintage photographs,
then folds, cuts, and even pieces them with
unexpected sculptural elements. An old head shot
that recalls a young Elizabeth Taylor is skewered by
a Dan Flavin-like neon tube; the eyes in another
portrait (left) are obscured by sconces holding, as if
part of a seance, flickering candles. ‘’I’m not
destroying them,” she says. “I like to think I’m
giving them a new life.”
    Initially, Pascual had set out to take pictures.
“I wanted to be William Eggleston,” says the artist,
who, like Eggleston, is a native Tennessean. After
graduating from the University of Tennessee
(Kelley Walker, Wade Guyton, and Meredyth Sparks
were classmates), Pascual earned an MFA at Tyler
School ofArt in Philadelphia. “I applied for
photography. When I got there, I didn’t want to take
photographs anymore,” she recalls. “But I had to
take a painting class, and the first thing I did was
pour paint over a photo.”
    Her latest manipulations (at New York’s Casey 
Kaplan gallery through March 24) use found landscape 
pictures that she transforms with abstract negative 
spaces. “My installations are kind of like stage sets,” 
Pascual says. “Except this time, it’s a different movie.”

-FAN ZHONG

When Marlo Pascual was nominated for “Best Emerging Art-
ist” at Rob Pruitt’s tongue-in-cheek Art Oscars in 2009, the 
gesture was a not-so tongue-in-cheek affirmation. Many who 
knew Pascual had been quietly watching her explore the pho-
tographic image throughout the 2000s, and were waiting for 
her to take her place in that crowded, confusing pantheon of 
fast-tracking New York artists. Sure enough, Pascual’s show 
two years ago at Casey Kaplan fulfilled all of the expectations, 
and the wry, stage-set-like visual tricks she played with her 
found, scanned, and reprinted imagery (many were 1950s ac-
tor portraits that were decorated with candle flames flickering 
over their eyes or obscured by the weight of a rock) felt like the 
work of a gifted talent who had finally been given the opportu-
nity to do a solo and wanted to show off her range. There were 
so many clever visual puns and dramatic effects, it was almost 
hard to know whether Pascual was venerating or assaulting 
her images (maybe a little of both).

This week, two years later, a rather different Pascual opens 
her second show at Casey Kaplan. Here, we are treated to the 
same play of appropriated imagery, but there isn’t so much hu-
mor as gravity to the visual experiments. Pascual’s approach 
to her materials is subtler, more mature, a bit more somber, 
but also the work is far more lyrical. Nature and time seems 
to have replaced beauty and mortality as the keys on which 
Pascual prefers to play. Time being short, I bothered Pascual 
24 hours before her new show opens and as she was in the 
midst of installing, to ask her a few questions about her work. 
Typical of a Tennessee native, she kindly obliged.

CHRISTOPHER BOLLEN: While your first show was predomi-
nantly focused on found photographs of individuals, this time 
there’s really an absence of human beings—at least human 
faces. In this way, the work seems to be getting away from a 
certain kind of nostalgia and seems to be veering into more 
non-figurative realms. Was this a conscious development?

MARLO PASCUAL: Well, there’s a figure in two of the works, 
but I tried to consciously move away from using images from 
the ‘50s because I think it was distracting for the viewer. Origi-
nally when I was picking images, it was based on the fact that 
the images seemed overtly constructed. I liked photos where 
you could tell the subjects were posed and read as artificial, 
and that was more obvious in older photos. I’m still interested 
in that quality, but recently I’ve been using photos of objects 
or landscapes instead of people so that when I use a simple 
gesture, the gesture has more weight.

BOLLEN: You also seem to be relying on less “props.” Are you 
more interested in the images standing alone?

PASCUAL: The setup for the new show is different. It’s not 
based on image-object relationships, but rather simple ges-
tures where I explore perspective and abstraction. In some 
pieces I created abstractions by turning images on their sides, 
and with other images I enlarged the image beyond the frame 
of the photograph to interact with the space and the viewer. 
So maybe those images are the props now.

ART

MARLO
PASCUAL
SHATTERS 

IMA
GES

By CHRISTOPHER BOLLEN



BOLLEN: I love the cat photograph in this show. I’ve always 
thought pet photography had its own heavy psychological bag-
gage that hadn’t been fully analyzed. What attracted you to this 
cat? Tell me the story of making this work?

PASCUAL: I liked the cat’s gaze, and I just bought it off ebay, 
scanned it, and had it enlarged and mounted to Plexi.

BOLLEN: In the past you’ve been lumped into a group of artists 
that I call the “Tennessee New York School” (charter members 
being Wade Guyton, Kelley Walker, Josh Smith, and Virginia Over-
ton). But I don’t think your work is all that similar to theirs. Do you 
see any connections or influences in these Tennessee friends? Or 
is there a new Pictures Generation emerging with other contem-
porary artists like Elad Lassry that you connect more with?

PASCUAL: There  are  alway s influences between friends, whether 
it’s visible or not. But I think your work turns out different because 
of your personalities and your interests. I’m the only one that stud-
ied photography in school, and I think that interest has led me to 
where I am now. I definitely look at other artists using photography 
now, but although I might really like their work, I don’t really feel 
connected to them.

BOLLEN: I’ve always found a tension in your work between beau-
ty and violence—the way you’ve held down images with rocks or 
lit their eyes with candles or punctured an image with a neon tube 
or a coat rack. The way you’ve cut and removed images in your 
latest work has some of that stored violence, but it seems much 
subtler. Do you think I’m crazy for finding your work so aggres-
sive?

PASCUAL: No, I can see why you’d read some of the work as 
violent, because in some pieces I’m trying to break apart the im-
age, or I’m attempting to disrupt the image. But I don’t think of the 
candle pieces as violent, I think that they’re kind of sad. And in the 
new work any violence that may be there is subtler.



Marlo Pascual

Born in 1972 in Nashville, USA.
Lives and works in New York, USA.

Typically culling vintage pictures from eBay and thrift stores-with some coming,
more specifically, from amateur clubs in which photographers strive to create
“artistic” images-Marlo Pascual enlarges, crops, and restages found imagery on
Minimalist sculptures and among props and lighting. Whether these photographs
are of historical genres (from still life to portraiture) or more commercial in origin
(from headshots to nudes and pin-ups), Pascual recasts them in new roles, 
underscoringtheir relationship with the viewer. Once small, handheld, fetish-like 
objects, the images here assume a more palpable presence in theatrical settings 
shared by the audience. Our familiar relationships with such images are 
re-examined.
 In her earlier work, Pascual would occasionally place portraits on the 
floor, obscuring individuals’ heads using rocks that acted as kinds of paperweights,
pinafores, or anvils. Such maneuvers to conceal images in other pieces were
reminiscent of Charles Ray’s Plank Piece I-II (1973), since her photographs would
be literally propped up or partially hidden by wooden planks traversing the gallery.
Still other works had Dan Flavin-like bulbs piercing images in simultaneous 
disfigurement and support, while romantic works featured candle sconces anchoring
the images of wall-based prints, the wax of burning candles streaming down her
subjects’ cheeks.
 After completing an MFA at Tyler School of Art in Philadelphia, Pascual 
was the subject of a solo exhibition at the Swiss Institute, New York (2009). Among
her recent group exhibitions are “In Practice” at SculptureCenter, New York
(2009), and ‘’Three Person Show” at White Columns, New York (2008). Her work
is in the permanent collections of the Solomon R. Guggenheim Museum, New
York; the Dallas Museum of Art; and other institutions.

Installation View, “Marlo Pascual” at Casey Kaplan, 
New York, 2010. 

Untitled, 2009. Digital C-print, mirror, lamp 
and table. Image, 55x 43.5 in.

“How Soon is Now, Exhibition Catalogue, 2011. p. 184”
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Art gallery gets Unreal with new exhibition
Chosen works meant to challenge traditional ideas of reality, desire & fantasy

Kevin Griffin
The Vancouver Sun

With more than 10,000 works in its collection, the 
Vancouver Art Gallery has so much art it could never 
display it all at one time.  The solution is obvious: 
come up with ideas to cherry-pick the best art in the 
collection and put them on display.
    The exhibition Unreal is exactly that: a new show of 
works drawn primarily from the permanent collection 
plus a few loans.  The idea behind Unreal is to present 
work that explores the non-rational perspectives on 
reality, desire and fantasy.
    Curator Daina Augaitis said she chose the works 
with the idea of challenging how we perceive the 
world.  How does the subconscious influence what we 
see? What does it mean to be influenced by random 
events? What are the limits of order and acceptability?
    “This exhibition presents works by artists who 
explore beyond the realm of what is considered real,” 
said Augaitis in her description of the exhibition.
    “They aim to unhinge us from our typical views of 
the world and open our eyes to the marvelous, the 
fantastical, the weird and even the monstrous.”
    Altogether, there are more than 100 works in Unreal 
but only two videos and a handful of photo-based 
prints.  There are numerous sculptural pieces but by 
far; the vast majority are two-dimensional works that 
include collage and oil, acrylic, and watercolor on 
paper, canvas and other materials.
    The exhibition is full of strong, dramatic images and 
includes many rarely shown works by B.C. artists such 
as Jerry Pethick.
    Interested in perception, he created numerous 
pieces during his career that explored vision. Land-
scape-Portrait of Gabriel Lippmann is made of glass 
and metal found objects from the junkyard on Hornby 
Island where Pethick

lived. The portrait of Lippmann, the French physicist who in-
vestigated the multifaced lens of the eye of a fly, has a block 
of used grey light bulbs painted with random black dots on 
the globes giving the impression of how an insect might view 
the world.
    On first viewing Vincent Trasov’s Burned Study from 
across the exhibition room, it read as an abstract painting. 
On closer inspection, it revealed a collaged surface made up 
of printed material that had been singed and burned: an ad 
or a label for Mum Champagne, the brown edges of a cross-
word puzzle and bits of words and letters.
    No comment is a contemporary collaboration between 
Jason McLean and Douglas Coupland, McLean started the 
process by collecting found writings from his former Down-
town Eastside neighborhood.
    Coupland then selected the scribbles and signs about 
which McLean made drawings. It’s one of those works that 
impels the viewer to stop and read. One looks like it was 
written on the back of a coaster: “Clip/I’m at the/No. 5 They 
wouldn’t/Let me in to/ Jimmy’s Show,/Come Rescue me/
Hot Rod.” One neatly printed sign says “DO NOT/FIX/IN 
THE/DOORWAYS!” on an orange background while “Beg-
gin/4/Booze” is handwritten on a piece of torn brown card-
board. The text, plus McLean’s urban doodles in black and 
baby blue, offer brief glimpses into the ongoing narratives of 
strangers.
    Unreal is full of numerous striking visual relationships 
created by Augaitis through her selection and placement of 
artworks next to each other. My favorite involved two works 
by artists who were new to me. Hanging on the wall is a 
self-portrait by artist Jiri Kolar made out of colored magazine 
paper.
    All scrunched up and distorted, it looks like Kolar’s image 
had been wrinkled like a bedsheet fed through the roller of an 
old washing machine ringer.
    Next to it is Marlo Pascual’s digital print of a face broken 
into two pieces: the top part of the face is leaning against the 
wall, while the bottom part has been separated entirely



and is lying flat on the floor with a plant on top. The 
juxtaposition of the two works deconstruct and ques-
tion the photographic image and its two-dimensional 
representation of three-dimensional space.
    Also featured is one of Attila Richard Lukacs early 
skinhead paintings from 1985.
    The young man is behind bars and offers a bunch 
of grapes to the viewer as an offering that’s as juic-
ily provocative as a boy from Caravaggio painting.  It’s 
easy to get lost looking at Marcel Dzama’s watercolors 
that depict a contemporary Grimm’s fairy tale world of 
innocent, naif-like figures in threatening circumstances.
    My nod for the most disturbing image goes to David 
Mayrs Anaheim, USA. An acrylic on canvas painting, 
it depicts a fat man holding the hand of a skinny child 
in front of a California background framed by curtains. 
They’re both wearing nothing but Mickey Mouse ears 
and Tarzan-like loincloths. They look like they’ve been 
caught in the middle of something unseemly - exactly 
what isn’t specified, which makes it all the more dis-
turbing.

Delalls at www.vanartgallery.bc.ca

kevingriffin@vancouversun.com
Blog: vancouversun.com/cultureseen
twitter.com/cultureseen
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Gallery gets Unreal
from the Collection: Unreal, opens January 22.

VANCOUVER, BC – The Vancouver Art Gallery explores the edges of reality with Unreal, opening on January 22. The exhibi-
tion looks at contemporary artists’ explorations beyond the rational and considers the ways in which art delves into ideas 
around desire, fantasy, anxiety and the absurd.

Drawn primarily from the Gallery’s permanent collection and augmented with select loans, Unreal includes works by more 
than sixty international and Canadian artists, including Francis Bacon, Maxwell Bates, Matthew Brown, Marcel Dzama, Jock 
Macdonald, Myfanwy Macleod, Luanne Martineau, Cindy Sherman, Lawrence Paul Yuxweluptun and many others.

“We’re very excited to launch into 2011 by showcasing so many remarkable artists from our permanent collection,” said Van-
couver Art Gallery director Kathleen Bartels, “This exhibition demonstrates the strength and breadth of our holdings, as well 
as the remar able diversity and innovation of these contemporary artists.”

The terrain of the unreal was systematically explored by artists in the early decades of the twentieth century. Informed in part 
by the ideas of psychoanalyst Sigmund Freud, the surrealists strove to unleash repressed creative forces and to liberate the 
human imagination from the moral and sexual constraints of the conscious mind. Other movements such as Dada – and later 
Fluxus – worked to reveal the peculiarities and randomness of everyday life. From examinations of human vulnerability to the 
mining of the unconscious as a source of inspiration, to a conscious turn towards the strange and fantastic, Unreal seeks to 
unhinge our typical views of the world and open our eyes to the marvelous, the weird and even the monstrous.

From the collection: Unreal is organized by the Vancouver Art Gallery and
curated by Daina Augaitis, chief curator/associate director.

A media tour with curator Daina Augaitis will be held on Tuesday, January 25,
2011, at 10am at the Vancouver Art Gallery.

This exhibition is organized by the Vancouver Art Gallery and curated by Daina Augaitis, chief curator/associate director.     
www.vanartgallery.bc.ca
GENEROUSLY SUPPORTED BY OUR VISIONARY PARTNER:
Michael O'Brian Family Foundation



Oksenhorn, Stewart, The context of ‘something from the past’
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The context of ‘something from the 

     In this photo-saturated society, where 
most every person is a photographer, 
it is more clear than ever that a pho-
tograph needs to be considered, rather 
than taken for granted. Who took the 
photo, and when and where and why? 
Who was the photographer, and what 
was her agenda? 
     Marlo Pascual both considers pho-
tographic images, and reminds viewers 
to think about the context of images. In 
an Aspen Art Museum exhibition that 
opens today, the 38-year-old Pascual’s 
first one person museum show, the 
photographs are not merely images. 
They are photographic objects, lifted 
from their original time, place and pur-
pose, and repositioned in a way that 
adds depth and distance to the source 
material. Enhancing the sense of dis-
tance, all the images in the exhibition 
are black-and-white.
     In one piece, an image of a tree 
is physically broken up into fragments-
-which, the artist notes, suggests 
branches, but also makes the work 
more dimensional and manipulated. 
One photo includes the image of anoth-
er framed photograph. A photo of flow-
ers is propped up in a corner, taking the 
place of real flowers and opening up the 
issue of what is real and what we use to 
stand in for reality. 
     Visitors are greeted by a bulky im-
age of a ship that actually blocks the 
entrance to the exhibition--a reminder 
of how photographs can be made to in-
trude into our personal space. “I want-
ed it to be physically imposing on you. 
I wanted it to be like a theater prop, or 
a drive-in movie screen,” Pascual, who 

served as the Aspen Art Museum’s dis-
tinguished artist-in-residence this past 
spring, said of the ship image. 
     “Part of the idea is, it’s an exami-
nation of imagery,” Pascual, a Nashville 
native who has lived in New York City 
for the past decade, and now lives in 
the Greenpoint section of Brooklyn, 
continued, speaking of the exhibition as 
a whole. “I think about the construction 
of the image-how it’s a fragment, and 
not the whole story, not the truth with a 

capital ‘T.’” 
     In order to turn images into objects, 
one of the primary devices has been to 
use found images, rather than make 
her own photographs. Pascual got in-
terested in the camera during her high 
school years, and took the standard 
portraits of friends and family. But as 
she made her way into the art world, 
studying at the University of Tennessee, 
and more recently attending graduate 
school at the University of New Orleans 

Stewart Oksenhorn
The Aspen Times

Cary Whittier Courtesy of the artist and Casey Kaplan, New York
“Untitled,” digital C-print on pedestal, is part of an exhibition of works by Marlo Pascual, 
opening today at the Aspen Art Museum.

Marlo Pascual
Opening today with a reception at 6 p.m.

Also opening: Segej Jensen
Aspen Art Museum



trying to hold onto something slipping 
away, trying to hold onto a person or a 
place.” 
     Some five years ago, Pascual be-
gan a literal search for things.  Among 
the objects she found were a bunch of 
1950s head shots of women she de-
scribes as “wannabe starlets.” “I was 
drawn to these because the construc-
tion is so overt. They’re trying to fit into a 
mold, to fit into a certain idea,” she said. 
     Pascual has, for the most part, aban-
doned the camera ever since, in favor 
of using images made by other people, 
in other times and locations. “Because 
it’s something I didn’t take, the distance 
is nice,” she said. “It allows you to see 

the construction of the idea--the idea of 
beauty, or home, or family. You’re more 
aware of what the original photographer 
was projecting onto the object, and 
more aware of what you yourself are 
projecting onto the object. It’s like hav-
ing a relationship with something from 
the past.” 
     While moving away from the cam-
era, Pascual has also put some space 
between herself and photography. While 
still interested in photography as a me-
dium, she isn’t sure about calling herself 
a photographer. But light, composition 
and installation remain important--not 
in creating a photographic image, but 
in constructing an exhibition.  “There’s a 

mood to each installation,” she said, lik-
ening her exhibitions to movies, with the 
feel of either sci-fi, or a romantic drama. 
     While she doesn’t get hung up on 
labels, Pascual has begun to see herself 
more as a sculptor, creating works that 
have physical depth.
     “I don’t understand how it’s not sculp-
ture, if it’s three-dimensional and you 
can walk around it,” she said.  “They’re 
constructed things--not something that 
projects into the world.”

stewart@aspentimes.com
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Marlo Pascual, Untitled, 2009. Courtesy of the artist and Casey Kaplan, New York.

FOR IMMEDIATE RELEASE

THE ASPEN ART MUSEUM PRESENTS 2010 JANE AND MARC NATHANSON DISTIN-
GUISHED ARTIST IN RESIDENCE MARLO PASCUAL IN FIRST MUSEUM
SOLO EXHIBITION 

ASPEN, COLORADO — Beginning with a free AAM Artist Breakfast at 9:00 a.m., a members 
exhibition walkthrough at 5:00 p.m., and a 6:00 p.m., public reception with the artist on Thurs-
day July 29, 2010, the Aspen Art Museum is very pleased to announce the first one-person 
museum exhibition of 2010 AAM Jane and Marc Nathanson Distinguished Artist in Residence 
Marlo Pascual. The exhibition will remain on view in the AAM Upper Gallery through Sunday, 
October 3, 2010.

New York-based artist Marlo Pascual is the Aspen Art Museum’s third Jane and Marc Nathan-
son Distinguished Artist in Residence. Her AAM exhibition features eight new works created 
following her tenure in Aspen during spring 2010. Whereas Pascual’s artistic practice often 
combines photographs with found objects and light sources to create brooding, psychologi-
cally charged work, the elegant and playful interaction between image and installation is central 
to its exhibition. The subject matter within the exhibition focuses on

aspenartmuseum



images of nature and the exterior world—pelicans and a hulking ship are juxtaposed, a vitrine 
reveals an object recast as a photograph, a tree limb is broken into pieces and mounted on 
wood. The combined effect of such images with Pascual’s heightened use of sculptural ele-
ments responding to the architecture of the upper gallery extend the moody atmosphere of her 
work, imbuing the exhibition space with a quiet tension; the works hovering in an uneasy space 
between image and object.

The Jane and Marc Nathanson Distinguished Artist in Residence program was conceived to 
further the museum’s goal of engaging the larger community with contemporary art. Each 
residency brings with it the chance for the public to engage with an internationally recognized 
and significant artist during the course of a tenure in Aspen and results in a new body of work 
produced by and exhibited at the AAM. The AAM’s inaugural Jane and Marc Nathanson Dis-
tinguished Artist was British-born artist Phil Collins (2008), and the second was American 
artist Peter Coffin (2009). The program was founded by AAM National Council members Jane 
and Marc Nathanson, whose generous gift underwrites all major aspects of the Aspen Art 
Museum’s Distinguished Artist in Residence yearly programming, including, artist travel and 
accommodations, production, promotion, and exhibition-related expenses for each artist in 
residence’s work at the AAM post-tenure. The AAM’s Distinguished Artist in Residence program 
was first established in 2006 by AAM Director and Chief Curator Heidi Zuckerman Jacobson.

Marlo Pascual was born in 1972 in Nashville, Tennessee, and received her MFA from the Tyler 
School of Art in Philadelphia in 2007. She currently lives and works in Brooklyn, New York. 

Marlo Pascual’s Jane and Marc Nathanson Distinguished Artist in Residence and exhibition are organized by the 
Aspen Art Museum and funded by Jane and Marc Nathanson. Additional funding provided by the AAM National 
Council. General exhibition support provided by The Andy Warhol Foundation for the Visual Arts. Exhibition lectures 
presented by the Questrom Lecture Series. Artist facilities provided in collaboration with Anderson Ranch Arts Cen-
ter.

-----
The Aspen Art Museum is a non-collecting institution presenting the newest, most important 
evolutions in international contemporary art. Our innovative and timely exhibitions, education 
and public programs, immersive activities, and community happenings actively engage audi-
ences in thought-provoking experiences of art, culture, and society.

AAM MUSEUM HOURS:
Tuesday - Saturday, 10:00 a.m. –  6:00 p.m.; Thursday’s 10:00 a.m. – 7:00 p.m.
Sunday, noon to 6:00 p.m.
Closed Mondays and major holidays 

AAM ADMISSION IS FREE courtesy of John and Amy Phelan

Visit the AAM online: www.aspenartmuseum.org
-----
MEDIA CONTACT:
Jeff Murcko
aspenartmuseum
970.925.8050
jmurcko@aspenartmuseum.org









For the last five years ArtReview has published 
an annual index of ‘future greats’—emerging 
artists, selected by more established artists as 
well as critics and curators, who we believe 
will be the stars of an artworld to come.  This 
year, rather than picking out individual talents, 
we asked five critics to try to make sense of 
changes and developments in art today.  Why? 
The ways in which art responds to the world is 
an invaluable tool for locating ourselves in an 
ever-shifting now, and the trouble with peer-
ing through a telescope in search of new starts 
is that it’s easy to lose track of what’s going 
on where it matters most.  For us, nothing is 
more urgent than what’s happening right now.  
ArtReview

Mise en Scène
The Pedagogical Imperative
The Dark Knight Returns
Architectures of Community
Reclaim the Street (Theatre)
with words by:
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Mise en 
Scène

In his provocative and trenchant (if awkwardly titled) essay 
‘On the Curatorship’ (2008), art theorist Boris Groys speaks 
about the sickness and helplessness of artworks and images 
in general:  ‘It is in fact no coincidence that the world “cura-
tor” is etymologically related to “cure”.  Curating is curing.  
The process of curating cures the image’s powerlessness, 
its incapacity to present itself.  The artwork needs external 
help, it needs an exhibition and curator to become visible.  
The medicine that makes the image appear healthy—makes 
the image literally appear, and do so in the best light—is 
the exhibition. If initially this seems like a difficult or even 
disagreeable way to characterize the practice of curating 
(especially from the point of view of artists), it is nonetheless 
highly serviceable when considering the practice of a handful 
of emerging artists, and a couple of their immediate if tangen-
tial forebears.  I’m thinking of the New York-based American 
Marlo Pascual; the Berlin-based German Kathrin Sonntag; 
and the Paris-based Frenchman Mark Geffriaud, as well as 
the London-based Englishman Ian Kiaer and the New York-
based American Barbara Bloom.  At the risk of egregiously 
simplifying their respective practices, perhaps all you have to 
do is definitively substitute the word ‘image’ for ‘artwork’, and 
‘mise en scène’ for ‘curating’ to come up with a plausible 
description of these artists’ modus operandi.

Despite their ever-increasing abundance, it could be argued 
that images have never been sicker, more helpless and impo-
tent.  Of course, that sickness and impotence is due in large 
part to the incalculable numbers in which they daily circulate 
and proliferate, and the frequency with which we are exposed 
to them.  Never mind our deep-rooted distrust of them—of 
their ability to convey the truth or any kind of objective verity; 
so perpetual is this deluge of images, we barely even notice 
the rain.  Indeed, it is thanks to this almost torrential flood 
that one can now start to indulge in the stentorian rhetoric of 
‘the death of photography’.  Following a diabolical, if de-
pressing, Borgesian logic, one could say that all images have 
already been created, that the Internet is to images what the 
Argentine author’s Library of Babel was to 

books, and any new additions to the archive are merely su-
perfluous variations on those already extant.  What is more, 
the so-called death of photography is also abetted by the ob-
solescence of the photograph as an object and its passage 
from printed paper to disembodied, digital file.  In such a 
state of affairs, the disembodied image not only needs ‘help’, 
to be ‘cured’ (resurrected?) by being contextualized, but also 
needs quite simply to be embodied on a support or in space 
in order to be reinvested with any kind of visibility.  

A good example of this process can be found in the work of 
Marlo Pascual.  Pascual first started to gain attention thanks 
to a solo show in the Swiss Institute’s project space, in New 
York, in 2009, and more recently in the artist’s first com-
mercial solo exhibition, at Casey Kaplan, also in New York.  
Working with vintage, pseudo-iconic images found on the 
Internet and in thrift stores, the artist transforms them into 
objects by enlarging and laminating them in thick Plexiglas, 
often presenting them in theatrical mise en scenes featur-
ing domestic paraphernalia—tables, chairs, houseplants, 
etc.  For instance, one piece for the Kaplan show Untitled 
(2009), consisted of a photograph of a generic, topless 
blonde pinup, presumably from the 1950s, wearing a black 
garter belt and striking a so-called erotic pose, blown up 
to 1:1 scale and placed on a black table vis-à-vis an empty 
chair, the ensemble completed by theatrical lighting.  Appar-
ently about voyeurism and spectacle, this odd, disturbingly 
asexual (by virtue of being so erotically trite) mise en scène 
actually did little more than pull back the curtain on the im-
age’s impotence, its incapacity to arouse anything but erotic 
indifference (hence the absence of the voyeur in the empty 
chair?).  Paradoxically, by ‘curing’ this image, Pascual merely 
shows the extent to which it is sick.

While Pascual’s work cites numerous conceptual, minimalist 
and postminimalist sources, it is clearly indebted to the work 
of American artist Barbara Bloom.  Of the same genera-
tion as Cindy Sherman, Barbara Kruger and Richard Prince, 
Bloom came of age as an artist during the late 1980s and 
early 90s.





Her practice is predicated upon a kind of museological (albeit idiosyncratic insofar as it is personal) approach to collecting and 
presentation, incorporating photography, design, installation and bookmaking.  Bloom often presents images in conjunction 
with objects in theatrical and sometimes elegiac mise en scènes, which inevitably contextualize and lend a certain pathos to 
those same images: for instance, her indexical meditation on absence, Girls’ Footprints (2007), consists of a colour photo of 
a flurry of girls’ legs running in a concrete schoolyard and a nearby carpetful of footprints.  Thanks to a 2008 retrospective at 
New York’s International Center of Photography, which was fictionally posthumous (curating her own death?), and interesting 
her curatorial/collector mode of artmaking by younger generation of artists and curators, notably in France, Bloom has been 
enjoying something of a revival.

The elegant, motif-driven mise en scènes of Kathrin Sonntag cannot claim immunity to Bloom’s sway.  Working with sculpture, 
photography, film and drawing, Sonntag has been known spatially to conjoin images, motifs and sculptures with domestic 
objects in works such as her installation White Light (2007)—which includes furniture, sculpture, photography, and video—
while, akin to Bloom, also taking photos herself.  Her black-and-white series Mittnacht (2008) consists of 81 slide projections 
of elaborate, carefully composed mise en scènes of ‘paranormal’ activity in her studio.  Full of sharp, geometric angles, a 
number of these slides feature generic cinematic appropriations of images of women with their mouths agape, as if shocked 
by pseudo-paranormal phenomena, such as a cloud of ink floating in a glass of water.  Far from affirming the power of pho-
tography, Sonntag’s interest in the ‘supernatural’ and illusion in these images gestures theatrically towards an impotence at 
the very heart of photography and, by extension, of the image.

If Sonntag’s use of the photograph reflectively dwells upon its own anachronistic status, in the work of Mark Geffriaud, the 
appropriated images tends toward prop, all but dissolving into a visual, syntactical cipher.  Working with sculpture installa-
tion and light, Geffriaud has a penchant for the mise en scène, but of a more sculptural and constructed, particleboard order, 
in which the slide projector occasionally plays a crucial, nonnarrative role.  The artist’s first solo show, at Paris’s gb agency 
in 2009, consisted of an elementarily crafted mise en scène, compromising, in part, three separate particleboard dividers; 
each of these respectively framed an image of image scenario, such that the formal presentation of the image and its move-
able context became more significant than the image itself.  More recent works, such as the sculptural installation Herbarium 
(2009), presented at the Prix Ricard (awarded at Paris’s FIAC art fair to an artist under forty), consisted of a large particleboard 
rectangle in a wall, with magazine pages hung in a random Aby Warburg/Wolfgang Tillmans style, the images of which were 
periodically illuminated by small rectangles of light.  Once on the other side of the wall, the jeu revealed itself: one encountered 
a mounted constellation of slide projectors placed in front of each magazine page, projecting the small, shifint rectangles of 
light onto the backside of the pages.  Faced with such a formal bravura, one often gets the feeling in Geffriaud’s work that the 
image has an almost spectral quality, as if it were indeed speaking to us from the other side, and that whether it is ‘cured’, or 
curated, it can never truly come back to life.

Although he might seem like a bit of a wild card among this group, especially because there is no photography in his work, 
Ian Kiaer’s practice predates many of the curatorial, mise en scène approaches in circulation today and is engaged with the 
problems of representation: it’s saturated with a deliberate impotence and sickness.  In connection with his eclectic forms 
of ongoing research regarding failed utopian ideologies, modernist architecture, art history, exile and illness (incidentally, it is 
no accident that a common motif in Kiaer’s work is the sickbed), among other things, Kiaer ‘curates’ various often detrital 
elements, objects and fragments, such as foam, canvases, rubbish bins, swathes of fabric, sheets of plastic, old pieces of 
furniture, cardboard maquettes, etc into spatial configurations, which permit the viewer to inhabit an image as attenuated as 
it is evocative—which is to say, as it is capable of firing the imagination. Kiaer is aware that the story he is trying to tell can-
not really be told, that the image he is trying to form can be but imperfect and, as a consequence, is better left adumbrated 
through the objects he selects, and above all, the relationship he organises between them.

Of course a closing disclaimer about the essential disunity of these artists is wanted here, not to mention a nod to the 
skipped-over complexity of the rest of their individual practices (it goes without saying that my treatment of their work has 
been necessarily limited).  It’s almost as if there is something strange, even unethical about curating them together into one 
article.  Having absorbed the role of the curator into their very practices, their work inevitably resists such (classical?) mea-
sures, suggesting that these artists are in fact nobody’s patients.  Whatever the case may be, each one of them has a great 
deal to offer regarding our evolving and endangered relationship to images (themselves endangered), and the methods and 
strategies that may render them visible, or finally, visualize their invisibility.



While so much of today’s common wisdom around ap-
propriation grants that tactic a kind of distanced purview, 
from which an artist might critique while simultaneously 
participating in prevailing modes of cultural representation, 
we all too rarely account for the ways in which a sort of 
lasciviousness attends the venture—especially, perhaps, as 
younger generations take up its presumed look and legacy.  
Walking into Marlo Pascual’s first solo exhibition at Casey 
Kaplan, one had the feeling that the artist could be some 
crusty old cinephile: If she were a man, I might think he was 
a creep.  Though the images she uses are “borrowed” and 
so—one might argue—not truly reflective of the artist’s con-
scious (or even unconscious) drives, they nonetheless feel 
wholly touched, if not downright caressed, as through they 
have had bestowed upon them a hyperbolic, not exactly 
healthy, kind of attention.

Having trolled the usual sources (eBay, vintage shops) 
for old stuff, Pascual picked a number of images, many 
produced in amateur photography clubs in the style of 
various 1940s and ‘50s quasi-filmic genres, from glam 
pics to pinups, portraits to interiors.  Cropping and enlarg-
ing the pictures, and placing them in an odd, minimal, 
domestic-type space (featuring a few chairs, a lamp, a thick 
band of wood, seemingly marking a threshold on the floor 
but moving up the wall and interacting with works hung 
there, etc.), Pascual rendered the photographs uncanny 
and unreliable.  Her images—which include the back of a 
woman’s very blonde, very processed, very styled head; 
two female legs, scissored to look sexy; a pair of hands, 
nails manicured to points so that they look nearly like claws 
(and two fingerprints, enormous from being blown up, on 
the photograph’s surface); a woman, face obscured, perky 
nipples evident, standing in the shower, à la Psycho—now 
exceed themselves in more than just size.

Although Pascual’s medium is ostensibly the photograph, 
she wields it in the least photographic way she can.  Refus-
ing to bend either to timeworn clichés of the medium or 
to its most seductively complicated theorizations, Pascual 
instead coaxes the found images she uses into a different 
kind of utility, creating for her paper characters scenarios 
that escape equally the firmly fictional and the firmly factual.  
The critical writing on 

her practice that has appeared thus far wants to usher this 
other mode of the photographic into the realm of the sculp-
tural (and one sees why, since Pascual seats her images in 
a larger, three-dimensional context of which “real things” are 
a part and also, in some cases, treats the images as things 
themselves, “cracking” them as though they were glass, 
for instance, or placing other objects on top of them)—but 
this too quickly bypasses the queerness of her move.  For, 
while disallowing any pretense of disinterestedness when 
it comes to appropriating her images, Pascual also under-
mines still attendant romantic notions of the photograph, 
thus placing her images in an unexpected interstice:  Her 
practice highlights the affectual dimension of both photog-
raphy and appropriation, and crucially points to how often 
women continue to operate representationally as things 
to be looked at.  (The three images where men do appear 
include one of a dark and handsome guy turned literally on 
his head; the other two chaps, in separate frames, gaze 
vaguely in each other’s direction across the wall, looking 
like a couple of Howdy Doodys, with their hands to their 
mouths as though calling out to each other.)

Pascual’s photographs act as strange placeholders, gestur-
ing to where they were found (rather than cutting ties) while 
suggesting that new contexts can be made to reinvigorate 
them and perhaps ultimately issue a kind of challenge.  This 
is why the creepiness of some of the images’ past lives still 
lingers, and why Pascual’s use of them ushers in a surpris-
ingly feminist camp humor.

     -Johanna Burton

View of “Marlo Pascual,” 2010

Marlo Pascual
CASEY KAPLAN



LOST
NEGATIVE

A photographer who doesn’t take 
pictures anymore, drawing instead on 
the “cool imagery” of existing images, 
MARLO PASCUAL mixes the digital 
with the nostalgic, the glamorous with 
the uncanny, and the studio shot with 
a new sculptural form.

Words by GIANNI JETZER

Untitled, 2009
Courtesy: the artist and Casey Kaplan,

New York

Gianni Jetzer, “Lost Negative” 
Kaleidoscope Magazine 
February – March 2010, p. 48 – 51



Marlo Pascual’s Untitled (2007), composed of two sconces holding lit candles affixed to a 
black-and-white glamour photo, combines the image of a female body with the finery of do-
mestic comfort. The hybrid organism resulting from this juxtaposition is unexpected; it belongs 
to the domestic scene, and yet is in excess of it. It is the chance encounter on an operating 
table of an image of a glamorous woman and the burnished candelabra by which she is lit. 
New York City-based artist Pascual carries off the collision of found objects and photographic 
images with convincing simplicity, whether she is literally pinning down the picture of a woman 
to the floor with a large stone, mounting sconces in the face of a by-gone beauty or spearing 
a portrait with a neon. The arranged objects keep a high grade of autonomy at all times, as do 
the photographic portraits. Although they actively influence one another, a vast distance opens 
up between the physical volume and the photographic plane.
 To begin with, collecting vintage photographs instead of producing new ones is not 
what you would expect from someone who has a MFA in photography. Marlo Pascual no 
longer uses a camera, opting instead for the wide sphere of possibilities offered by millions of 
existing images. The first step in the production of new work is simply to dig up photographic 
material. A lot of Pascual’s early images came out of junk stores (since then, the artist has dis-
covered the advantages of eBay’s search engines). The artist would simply use any image that 
she found compelling. She likes using what Richard Prince called “cool imagery,” with very dif-
ferent results. Instead of faded Kodak color prints of biker chicks in upstate New York, Pascual 
goes for elegant black-and-white studio photographs from the 1940s to the 1980s.

 Her conceptual approach to the instrumental use of vintage imagery has several pre-
decessors, the most prominent being German artist Hans-Peter Feldmann, a passionate col-
lector of images and stories. Feldmann has opened wide a field by adopting vintage photogra-
phy as base material for conceptual art since the 1960s. While Pascual often falls for images of 
anonymous movie stars who exude the grandeur of a cinematographic past, Feldmann selects 
from amateur pics, sorting through what others might dismiss as banal or superfluous. His 
Lovers (2008) are based on a nostalgic black-and-white portrait of a couple whose faces he 
meticulously cut out. The artist radically mutilates the identity of the couple and offers a generic 
screen instead—offering silhouettes for anyone’s romance, and poking fun at the concept 
of the real thing. The collages of Hans-Peter Feldmann are mainly based on the principle of 
addition or even seriality. His goals are pursued with encyclopedic thoroughness, striving for 
resemblance rather than rupture. Another important figure in context of Marlo Pascual’s work 
is British artist John Stezaker, who has been obsessively collecting postcards, movie portraits, 
film stills and lobby cards for more than twenty years. He uses various techniques in his collag-
es, such as removing, masking, repairing, rotating and aligning different visuals. By juxtaposing 
disparate sources, his work creates compelling new images, relationships and characters. 
The austerity of his means is quite impressive: two different images are brought together, each 
altered in some significant way in order to create a new one. Stezaker has invented different 
formulas for his pastiches. The two most important ones in relation to Pascual are the Film 
Portrait Collages and the ongoing “Mask” series. Stezaker describes the Portrait Collages as 
“marriages” of different identities (often different sexes). The multiple points of perspective recall 
cubist compositions. All Film Portrait Collages consist of two photographs, mounted in such 
a way that the illusion arises that a third person is created out of the artistic manipulation. Al-
though Stezaker and Pascual both use portraits of film stars of the same age and origin, the 
results of their respective works could not be more different. The younger artist rarely works 
with original prints anymore, but rather uses digital data as a source for reprints. The blown-up 
scale and presentation (the images are loosely hung with pins on the wall, mounted on alumi-
num or framed behind acrylic glass) both clearly reference contemporary ways of displaying 
work. The vintage source is put in quotation marks. In Pascual’s work, it is not the nostalgic 
aura of the yellowed original hat that is central, but rather the trace of a pre-digital age when 
the value and validation of imagery were assessed in a dramatically different way. 
 The images of Stezaker’s Mask  series are made of heterogeneous prints. The back-
ground image, a black-and-white studio shot, is masked by a vintage postcard, normally fea-
turing an image of a landscape. The two pictures together produce an uncanny effect leading 
to an absurd narrative, such as cascading water that doubles as a woman’s hair. Although 
the images are clearly from different sources, one black-and-white, the other one in color, the 
viewer’s eye marries them into one and the same entity. Structurally, the Mask series is closely 
related to the hybrid organisms of Pascual. However, in Pascual’s work, the fact that objects 
collide with the surface plane of the photographic print accentuates these encounters. In her 
case, the projection onto the photographs becomes a physical presence with which the artist 
acts out her thoughts. From this perspective, her installations are also part of a methodical 
reexamination of the relationship between photography and sculpture. Her works give each 
medium some of the characteristics of the other, resulting in a mutual enlivening. 

Untitled detail, 2009
Courtesy: the artist and Casey Kaplan, New York

Photo: Jason Mandella

 ARTIST’S BIO
MARLO PASCUAL (b. 1972) lives and works  
in New York. Born in Nashville, Tennessee, 
Pascual completed her MFA at Tyler School 
of Art (Philadelphia). Her most recent projects 
include solo shows at White Columns (2008, 
New York), the Swiss Institute (2009, New 
York) and the Sculpture Center (2009, New 
York), as part of the “In Practice” project series. 
In 2009, she was nominated as the “New Artist 
of the Year” for The First Annual Art Awards, 
presented by Rob Pruitt at the Solomon R. 
Guggenheim Museum.

 CURRENT & FORTHCOMING
Pascual is the 2010 recipient of the third Jane 
and Marc Nathanson Distinguished Artist-in-
Residence award at the Aspen Art Museum 
(Aspen), where she will present an exhibition 
from July 30 to October 3. Casey Kaplan (New 
York) will host her first solo gallery exhibition 
until February 13.

Untitled, 2009
Courtesy: the artist and Casey Kaplan, 

New York



Untitled, 2006
Courtesy: the artist and Casey Kaplan, New York



 Pascual’s choice of objects is highly specific and often self-reflective of the me-
dium itself. She explains, “When I put a rock on a photograph, I am mimicking the act of 
taking a picture and how photography points to this desire to pin down a moment—so 
the rocks acts like a paper weight. I have paired that gesture with an image where the 
woman has a vacant stare. It’s a somewhat violent move to shake her awake—but, of 
course, the action is in vain, kind of like trying to hold on to a moment in time” (unpub-
lished interview with the artist, December 2009). Pascual distributes the various elements 
in such a way that there is a movement between the objects, photos, viewer and space. 
The reading structure remains open but directed, leading the viewer to some of the same 
questions that the artist has about imagery and our relationship to it. 
 The installation Untitled (2007), mentioned in the introduction to this text, is 
primarily about loss. In the beginning, Pascual intended to make a work about one of the 
most prominent themes in the theory of photography: the medium’s inherent relationship 
to death. As Roland Barthes once stated, photography is intrinsically connected with 
loss. The French philosopher published his Camera Lucida shortly before his own tragic 
death; it can thus be read as an eulogy to himself. By pairing a print with candles that 
burn out, Pascual creates the impression that the images seemingly consume them-
selves by crying or melting, an act that simultaneously animates them and reiterates the 
death encoded in the photo. This sounds more dramatic than the work actually seems. A 
lot of Pascual’s work is somewhat deadpan; she is often poking fun at her own practice. 
 The work of art in the age of digital reproduction faces more challenges than 
ever before. It is obvious that a re-evaluation of imagery is under way, no mater whether 
its sources are from a pre-mechanical, mechanical or post-mechanical era of reproduc-
tion. Ultimately, all images float on the Internet, craving attention. Most of the photo-
graphic images that Pascual uses in her work are based on lost negatives; therefore, they 
can no longer be mechanically reproduced. Beyond a last paper print, they are preserved 
as digital files. Instead of cleaning out the imperfections of the paper scans, Pascual uses 
scratches, hairs or scuffs as genuine marks from the history of the single print. 
 Walter Benjamin once described the parasitical dependence of works of art on 
rituals. Marlo Pascual recreates a rite of passage for each photograph she uses, leading 
it into the parallel universe of digitalization. The unknown actors and actress in the images 
are recast into new roles for which theatrical lighting, such as candlelight, fluorescents 
and color gels, provides the dramatic tension. The sculptures become a site of conver-
gence for the past and the present, the mechanical and the digital, fiction and reality, 
and drama and banality—a place where the subjects play out ambiguous narratives with 
psychological and melancholic resonances.
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CASEY KAPLAN
525 West 21st Street
January 7 - February 13

The line that lies between sculpture and photography has been
explored to the point of near erasure in some recent art. In
Marlo Pascual's first solo exhibition at this gallery, she joins the
conversation, exhibiting work that incorporates sourced images
and found objects to smart, self-assured effect. The sculptural
plays a role in the work here even before concrete objects
come into (or, rather, into contact with) the picture. At the
entrance to the show hangs a black-and-white print of a vintage
photograph, depicting the back of a young woman’s head. Her
hair is elaborately curled and plaited, and the spectacular
attention it receives, not just in the original image (probably
taken from a 1940s beauty manual) but especially via Pascual’s
appropriation, highlights the photograph’s intense sculptural
plasticity--so much so that we begin to wonder whether we are 
looking at what, actually, is the woman’s face--one that is,             View of “Marlo Pascual,” 2010.
nightmareishly, all glossy, tactile hair.

The interest in the oddness of the seemingly innocuous continues in Pascual’s assemblages.  Disembodied, 
hacked-up bits and bobs keep popping up in curious places: A photograph of a face is unevenly bisected by
floor and wall, a potted houseplant sprouting surrealistically from its cheekbone; an enlarged head shot of a 
man with the handsomely faded looks of an obscure matinee idol is perched upside down on a rock; an
image of flirty, heel-shod legs emerges from the wall, partitionlike; a photograph of a woman posing prettily as
she gazes at her own reflection is divided by strips of mirror, accompanied nearby by a lamp atop an end
table. All of this not only amounts to some very entertaining interior design but also directs us to a larger 
point. For Pascual, photography and sculpture are both, ultimately, more lamp than mirror: In playing with the
spatial and theoretical relationship between the two, photography becomes less a mimesis-centered activity
and more a pleasingly strange sculptural intervention.
             - Naomi Fry
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In the act of producing a picture there is always a form of “construction” going on. Whether it’s the framing, the lighting, or the
positioning of the subject. As time passes, we have a better understanding of these constructions, and their successes and failures
become more evident.

As social interactions take place more and more with the screen and the virtual, I find that there is a desire for physical interactions
and I play with the possibilities and limitations of those interactions.

Work comes to me in different ways, either by watching a movie, reading a book, taking a walk, or looking at art. Sometimes, I have
an idea, and then I look for the image, sometimes, I find the image and it leads to an idea. Always, the space that the work inhabits
informs the work. - Marlo Pascual, September 2009

Casey Kaplan is pleased to present Marlo Pascual’s (b. 1972 in Nashville, Tennessee) first exhibition with the gallery.
Taking found imagery and film as a point of departure in her work, Pascual creates photo-based sculptures,
installations, and images that employ strategies of artistic movements such as Conceptual Art, Surrealism,
Minimalism, and Arte Povera. Re-examining the viewer’s relationship to the photograph, Pascual is interested in
exposing an image’s active presence by playing with the relationship between the work, the space, and the viewer.
By creating sites of engagement, whether that site is in the form of the domestic or the theatrical, the image is the
catalyst.

Pascual culls her vintage pictures from eBay and thrift stores, some coming out of an amateur photography club
where the photographers strive to take ‘artistic’ photos. They are of historical genres; still lifes, interiors and furniture,
portraits, headshots, nudes, and pin-ups. When they arrive, the images are small, handheld, fetish-like objects. In an
interplay with the photograph’s own physicality, Pascual then enlarges, crops, and re-stages the images using
minimalist objects, props and lighting to form new relationships. Filtered through her imagination, the subjects are
removed from their previous context and recast in new roles.

Previously, Pascual has made serial works. Rocks act as paperweights, pinafores or anvils, obscuring the heads of the
characters placed on the floor. Candle sconces anchor the images of wall-based prints, the flames of the shrinking
candles streaming down the cheeks of the subjects while burning. Reminiscent of Charles Ray’s Plank Piece I-II,
1973, photographs are literally propped up or partially concealed by wooden planks that traverse the room, and in
others, Flavin-like bulbs pierce images in simultaneous disfigurement and support.

For her first solo exhibition in the gallery, Pascual continues to break, acknowledge and play with the picture plane.
A photograph bends up from floor to wall like a stage for the domestic prop placed upon it, an image of a wine glass
and crystal decanter lies shattered on the floor, and slapstick characters call to each other across the wall. Subjects
and objects collide in artworks that capture the “construction” performed to create them.

Marlo Pascual’s first solo exhibition in New York opened in January of 2009 at the Swiss Institute of Contemporary Art, New York.
Recently, Pascual closed an exhibition at the Sculpture Center, New York as part of the "In Practice" series, and it was announced
that she is the recipient of the third Jane and Marc Nathanson Distinguished Artist in Residence at the Aspen Art Museum, Aspen, CO
for 2010. Group exhibitions include: “curated by_vienna ’09”, a city wide project that presented her work in a group show at Georg
Kargl, Vienna (2009); “three person show,” curated by Amie Scally, White Columns, NY (2008); “Crop Rotation” curated by Clarissa
Dalrymple, Marianne Boesky Gallery, NY (2008); and “Tales of the Grotesque”, curated by Gianni Jetzer, Karma International, Zürich,
Switzerland (2008). Pascual completed her MFA at Tyler School of Art, Philadelphia, PA in 2007. The artist lives and works in New
York.

For further exhibition information please contact Loring Randolph, loring@caseykaplangallery.com.
Next Gallery Exhibition: Liam Gillick, Discussion Bench Platforms, A ‘Volvo’ Bar + Everything Good Goes, February 18 – March 27, 2010
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MARLO PASCUAL 
JAN14–FEB 14, 2009
Opening Reception Tuesday, Jan 13 2009, 6–8 PM
Marlo Pascual, Installation view, 2009

For Immediate Release

Marlo Pascual fashions a set for found vintage photographs. Deconstructed beams, cacti plants, and a lamp re-
alize photographic still lifes; a mental double-take ensues. The discreet encounters between fragmentary images 
and unassuming props play out, rendering the effects of desire palpable.

Marlo Pascual lives and works in New York. She completed her MFA at Tyler School of Art in Philadelphia (2007). 
Her most recent projects include a solo show at White Columns (2008) and the group exhibition Crop Rotation 
at Marianne Boesky (2008).

For additional information contact Piper Marshall: piper@swissinstitute.net



January 29, 2009

Swiss Institute
495 Broadway, at Broome Street, SoHo

Two solo projects take a fashionably contingent approach to sculptural installation.
Marlo Pascual’s installation achieves greater coherence. (It probably helps that she
has the smaller project gallery.) Enlarged prints of vintage black-and-white
photographs — a yearbook-style portrait, a still life of potted plants, a shot of a
chicken — become a kind of stage set with the addition of a lamp, some cacti and
judiciously placed sheets of plywood. Color is kept to a minimum, blurring real and
photographic space. The strategy is familiar, but executed with aplomb.

- KAREN ROSENBERG



In Practice Fall ‘09
September 13 - November 30, 2009
with Jason Kraus, Meredith Nickie, Marlo Pascual, Xaviera Simmons, Marianne Vitale, Eric VVysocan

SculptureCenter is pleased to present new works by Jason Kraus, Meredith Nickie, Marlo Pascual, Xaviera Simmons, Mari-
anne Vitale, and Erik Wysocan. The works on view are commissioned through SculptureCenter's In Practice project series, 
which supports the creation and presentation of innovative work by emerging artists and reflects diverse approaches to con-
temporary sculpture. The exhibition will be on view September 13-November 30, 2009, with an opening reception on Sunday, 
September 13, 5-7pm. 

Jason Kraus, Making a Mold, 2009 
Making a Mold walls off a twenty-five foot section of the lower level galleries' central corridor and creates two views onto the eponymous action 
underway. Approached from one end, the viewer encounters an industrial pump apparently filling the space with silicone while the opposite 
vantage reveals a monitor with a closed-circuit view inside. Playing with notions of the readymade and the fabricated, the realistic and the 
absurd, Kraus transforms the museum space itself into a model that may or may not exist. 

Marlo Pascual, Untitled, 2009 
Pascual's sculptures bring together vintage portrait photography and domestic objects with dramatic lighting and sleek armatures to create 
a series of discrete tableaus wherein actors and actresses from the anonymous past are recast into roles that hover between the glamorous 
and melancholy. 

Meredith Nickie, Reversed Fortune in the Failure of the Visible, 2009 
Enlisting the fanciful ornamentation of chinoiserie and baroque design, Meredith Nickie's installation juxtaposes Minimalist tropes-including a 
direct reference to Sol LeWitt's cube forms, mirrored pedestals, and industrial finishes-with a select array of fetish objects and interior design 
motifs that recall the history of colonial oppression as well as Nickie's own self-fashioned narrative of postcolonial recovery. 

Xaviera Simmons, 3 (Cardboard, Masonite, Twine, Paper, Paint), 2009 
Simmons captures a slowly disappearing urban landscape from three different entry points. Having gathered and broken down over a thou-
sand cardboard boxes from city streets, the artist's gleaned materials construct a monochrome wall that stands opposite three panels of 
collaged photographic images taken while engaged with people and places along her route. Documenting shop signs, buildings, and street 
scenes, her installation is a meditation through image and text on increasingly obsolescent typographies, sayings, and locales. 

Marianne Vitale, Landswab Over Berberis, 2009 
Vitale's sculptural practice evokes an idea of the natural world remade from what has been discarded and abandoned, often resulting in 
make-shift structures and hybrid figurative creatures that can appear both fragile and menacing. For SculptureCenter's courtyard, Vitale has 
constructed a large-scale sculpture of steel, plaster and fiberglass coated with a copper-color finish and perched atop a sprawling garden of 
plants and wild grasses. This newest work is part of an ongoing interest in the vernacular, mythological narratives, and the grotesque. 

Erik Wysocan, (A thing of only one age) Res unius ætatis, 2009 
Samuel Madden's 1733 publication Memoirs of the Twentieth Century-one of the first science-fiction novels and set to take place in the year 
1998-serves as the impetus for Erik Wysocan's installation. Wysocan also draws from the letters of Ahcene Zemiri, the so-called "Millenium 
Bomber" along with Madden's own correspondence with Lord Chesterfield on the nature of time travel and 18th century law. Employing dif-
ferent modes for presenting artifacts and specimens-from lightboxes to a table vitrine and retail display case-Wysocan reconsiders the content 
of the form in placing the lacunae of history on display.


