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that of other artists she was surely aware of in _
grotesque facial masks with the moréant and hallye; B 1
of figuration by artists frf)m the Hairy Who (] -
son, Ed Paschke, Karl Wirsum et al.), who were dq
when Applebroog attended the School of the
. the mid-sixties. Nor do critics note the affinities wi
performance Of feminist artists (particularly active jn 4

€ 1n the
ties, when Applebroog lived in Southern Califomia)_, Y,

faced humor of William Wegman's early videos finds 4
.n the maddeningly understated punchlines of the smali 1
nificantly titled “performances” — that Applebroog mail
pecting correspondents in the seventies, and Eleanor \
rate masquerades of feminine performative genius are off
kind of stage in Applebroog’s presentations of women,
Instead, Applebroog’s subject mattet is generally descy
2il and her emotional message editorialized; the ind
a complete narrative is noted but poststructuralist
follow, even though such discourse is the lingua fran
ernist art writing. 5
The central action in Ida Applebroog’s recent p
in a hostile, ruined, falsely or perilously idy
woman and child embrace in a pumpkin field
a woman strapped into a strange pair of stiltl

the apple orchard of Emetic Fields (1989). Yet to
as primary in any thematic ot dramatic s
Each painting is a large, omplex orchestra
vases, architecturally disposed with 2
In each work, human figures appe
giant looms alongside the central scape o
habitant, and narrow bands of single,

1991), and other recent wor
dimensional pictorial field,
scale are freestanding, and
Applebroog’s comple

Formal decisions ar
elements. S
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P};}ﬁjcality of these architectural paint-things.

In Applebroog’s work, as in television, “the global village” tunes
‘1 to an unhierarchic toxic waste dump of places, images, and events.
Farthquakes and ball games, assassinations, space walks, the “Love
Canal” and The Love Boat, Donahue in a dress, the inside of 2 human
ovary, serial murder, plastic surgery—you are there, you are they,
they are here. Applebroog’s basic compositional techniques for the
lispositions of these spaces of postmodernity are related to the

)

di
visual strategies of such artists as David Salle and Eric Fischl. How-

ever, for all their multiples canvases, images, and figures, Salle’s and
Fischl’s works retain the conventional position of gazing info a cham-
ber (whose occupant is most likely to be a woman). In Applebroog’s
work, on the other hand, the traditional spaces of femininity—living
room, bedroom, kitchen—become the viewfinder of a vast camera
obscura. She is a global flaneuse whose paintings play host to an outer
world, inhabited by men, women, children, and animals who spill into
“woman’s world” at great speed and in tumultuous moral equivalence.
It is the tumult of these spaces that animates the architectural
elements of her paintings, transmuting archaic post-and-lintel con-
struction into filmic space and montage. Yet Applebroog’s call to the
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. : 4 Wom
resses his face to a2 woman’s skirt /c _

to a woman’s skirt/crotch—the caption jg «
repeated image on the same narrow band.

the subtitle “Are you bleeding yet?” Intercys 1.
tion strips is a slightly bigger single Image of 5 S
a guy on a sofa saying “V .

Applebroog reaches back to a very old techn; e
brow, “infantile” form of storytelling, not tg ;

6 et -
g " e o 1
- 1 L T
- = S g -__i- - L

| it Super-§ pto s
the main screen may be in Cinemascope, and frq el or wh,

like “smart window” television.
As Griselda Pollock points out in VVision ¢ Difference.

ian strategies of montage are particularly useful to an ;I
in cultural critique. Briefly stated, in order for art to get
hind conventions of representation, in order to expose the idealaae
these conventions serve, artworks should em ploy “dis-ident : : , F . 3' % :
practices” that disrupt “ ‘the dance of ideolo gy, ”* and “disee ' -
that would “liberate the viewer from the state of b ——
tllusions of art which encourages passive identification
worlds.”” This “critique of realism,” as Pollo
“the use of montage, disruption of narrative, refus
with heroes and heroines, the intermingling o
popular culture, the use of different registers s
as well as a confection of songs, ages, SO
Complex seeing and complex multilayered te
Clearly Applebroog deploys t
“high and popular culture
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MEDUSA REDUX 71

—omen in sentat Mary Kelly’s Post-Partum Document (1976~
30), in which every form of documentation except figural represen-
cation 18 used to expose the writing-out of the mother as the child
-aters into language, is a frequently cited example of the usefulness of
these techniques to dismantle the repressive aspects of representation.
But in the 1980s these strategies became standardized: image appro-

priation and juxtaposition are by now routine visual devices whose
very ubiquity seems to have itself become a repressive discourse. At

modernity, a fifth dimension of imagery and art-historical recycling,

a flaneur’s knowing stroll through an open library of representations

whose reconfiguration will expose and critique ideology. Neverthe-
less, the actual practice of appropriation and juxtaposition can result
in work that remains so close to its visual sources and the ideology
they represent that it cannot be distinguished from them, or it can
result in work that 1s simply mundane or flat-footed in its literal one-

plus-one approach.
If Applebroog shares certain references with her contemporaries—

TV, pornography, pre- and post-1945 art—she distinguishes herself
by her transformations of much of what she appropriates, and uses
appropriation as a catalyst for her own meanings. Willem de Koon-
ing’s Woman I (1950-52), becomes an afterimage in Applebroog’s Zive
Women 111 (1985), a blurred echo hovering over the shoulder of a fat,
girdled woman screaming past de Kooning’s vagina dentata, in counter-
point to a repeated predella image of male beauty queens whose ra
foolish lumpiness suggests the Other’s Other. Goya’s
ing His Children (1820-23) becomes, in Applebroog’s Ca
(1988), an eldetly retiree eating a screa '
afternoon snooze. From the high drama of MKDOIOETYs SV 38 0
Mike Bidlo-esque use of the Goya image, would
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broog’s palette*knifed, tt iCk._, but tranelys.
Golub’s palflﬁ.llly SCfaped Surfaces, Bgth
as the body of Griinewald’s Christ. Ang

tify with Golub’s torturers—or their v .
with Applebroog's “heroes and heroinesg »

b iy
& ‘.—-\.'I
< T "'ﬂ. 5 g
.I.+,-.-l_—t_-..
L

gt
I3

grotesque masks —or are they masks? Thitse
even harder to identify with. Think of the
an armchair with a rifle across her lap in

nic '

whose overall sense of moral outrage is un
Belladonna (1989), a video by Applebrog g and herde
in both its content and its very title offers 4 rich con dugh
broog’s subversive practices. Its sound track per rimece
Feldman gallery during Applebroog’s 1989 New Yorkat
not a bad person, I'm not a bad person,” one coylg }i
angelic voice repeating now and then, from the black. ar
where the video was periodically screened, as one mq:
ing to painting, many of which featured children moy;

centrality and in and out of moral hi gh ground. The pink-; 5

tionah]e

e

. +

-

peeking out of an old man’s brown coat in Idispathi; C;

L : ‘1‘. 1-r_!'|l ey
I-\.. (L P
T

e

example, may retain a certain innocence relative to the of
and adolescents depicted in the painting —some nearly vanihinghe:
ind bars, others weeping —but this baby face is also
of a2 man turned to stone, or it might be a boil,
the old man’s earlier promise. This might even be
he was an unknowing infant in the arms of a lo
In Lithinm Square (1988) another sleeping baby, ct:
figure whose identity and gender are hidden b;
ter: fat and stone colored, he emits s
of his guardian Pietd, who 1s as success
tion as the mother in Kelly’s Post-Fa
1986) vignettes of children
a chorus line of women 1n a con

¥
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pacss IR K ertan moral valence: a little giel in hair curlers seems
?'

E B ressingly pleased by the (higurative) torture instruments in the con
e A0 :
. e w fenuminity — 0 French it is said that “il faut souffrir pour

“';{{ LIS & i\
Sere mc* A T:\w N AN iron mxiiat y.nm toothily, This 1mage ?mm

g r@-{ by 2 fan nily *‘rwz}d ;md u-l‘mt;

dungeon. The child was said to pertectly fit the victim profile for such

~edophilic crimes: prepubescent, abused, and adrift, with unknow-
o complicity, she gravitated toward any phantasmic image of love

d women and one mﬂe boy are

mnonies of Joseph Mengele's victims, joel Stcmberg s trial, and Freud S
1919 essay A Child Is Being Beaten.” The line spoken by the angelic
child, “I’m not a bad person, could well have been the self-pitying
ustification of Joel Steinberg, a child killer. The moral purity of the
;&Jd speaﬂer is damaged by this possible ventriloquism. All precon-
ceptions and <ennmentaht‘s we may attach to the idea of childhood
are dissolved.
On the other hand, by juxtaposing quotes from stories of actual
::hfrsn..& abuse with erotic fantasies of abuse theorized by Freud,

E

Applebroog and Beth B. effectively resist Freud’s denial of the father’s
zuilt. Despite Applebroog's adherence to narrative techniques (story-

i

!.!

board, figuration, captions), Belladonna indicates her divergence from
sf:;_;-.e rraditional Oedipal narrative: something bad really has been done
by the father. Like Laura Mulvey, who, in her essay “The Oedi

\Ia'm Bemnd Lhe RJddlezs ofthc Sphun,” questions what “has b
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dipal narrative that de
pretation. This rcading of
our undcrstanding of the ¢




jectivity depends on
Woman’s disappearance into representation, Belladonna is a significant

title on another level. Belladonna (also known as deadly nightshade),
a poisonous hallucinogen found in certain plants, induces widely di-

appear fashion-
ably large and limpid. Applebroog uses belladonna, the poisonous
prison of female beauty, to dilate her pupils and sharpen her vision

of patriarchy, transforming Woman from a site of representation and
a signt into a seer.




the other ancient monsters, have SUrvived |
: . I 5 . I - - ._ . X A 3 ¥ 1 " o s
in someone else’s story, not their gy 1 4‘;3::

narrative, w

ich renders women on
ening “to man’s vision,”'® Applebroe
triumph and the decay of Oedipus,
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Ida Applebroog, Marginalia (baby), 1991, detail from Marginalia #2, oil on
canvas, 38 X 34 X 3 ins. (Courtesy Ronald Feldman Fine Arts, New York
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