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Drawn from Photography'

Claire Gilman.

banging them back to bis studio where he carefully copies them
onte A paper via 3 comphicated system derived from knitung
pattems Simlaly,for the pusenyeen, fellow B«m Richard Forser
h: d s of sea 3,
[F dindustrt ls-‘ump Thit e d duced
1o 11s most becic applicatio, » o of anybedy.can-do.i approsch
that i high on effort but not necessarily on imagination which
raises the questian of why spend the time at alf? s 1his exercise
‘merely an homage to other peaple’s achievements (arban devel-
opment, political activism, ete)? O1 i it &5 in Haendel's case, a
pesimisic wsament o he impousibility of reclziming an already

] has aseerted that
forhim a kind nhnmka\la dream, tince by the rid 70s it was
clear that radica] rocialism wam't working). Or is there perhaps
some value in the time spent, a5 1f careful attention to other peaple’s
achievements is itself a form of commitment, one that wight rede-
fine the nature of creative expression and drawing’ cole in i€

More than any sther art form, drawing it traditionally under-
steod to bean inhevently intimate and spontaneaus activity, one
thatas often seen a1 occutitag outside of social coder and conven-
tion3 * The ctudrows Tecreation of images Srst made bya cameras
ipersanallent roostbe anderstoed therefos as sndermining e
Astion quals invention dom, and 3¢
accepting, by contrast. the degree to which we operate within ideo-
logical systems and without exclusive contrel. In this, the artists in
Drawn from Phetography joimdeie postmedern predecessors who
of the deme

of hereic individualitm and a1 3 means of ntically sobverting
dominant culture from within. And yet, sgnaling, an immediate
difference from the concerns of this earlier generation is the artists”
choice of soucce material, which is often emationally loaded and
personally motrvated. Consider, in addition to Haendel's Birrbdey
Drewing. Mary Temple's Carreney (2007- present) a daily project
in which Temple perases Web-based news sources, selects a story,

o 6o g atmmat gt ancd xcesing vrcensaed pycic eplhs

In 2000, shortly sfter moving to Los Angeles and begmming grad-
vate school, Karl Haendel made what he refess to ac b firct matwre
work. Usittled (Birthday Drawing)is a detailed penail-on-paper
rendering of the front page of Pravds newspaper from July 1, 1976,
the day Haendk] wat born, reconfigured at sbout three tames its org:
inal stze. According to Haendel, findieeg the Soviet periodical was
not casy, although he fnally located # on microfilm 3t the University
of California vecearch hbrary. After making a shide and projecuing
itente 2 fovrand-a-half by three-and.a-hal foet piece of drawirg
paper, Haendel began painstakingly trantcmbing a text he could not
122d in an alphabet he did not know The result is sn astonichrgly
fatthfu) yer imperfect tran scripion in which subtle shifts in shade
and tone transform word into image and, by extension, s now
outdated sctivist reader (ihe paper was officially shut down in 199%)
into an aesthesic cbject.

Haendel i one of thinteen yousg artiste festured tn Drass from
Phutography, ol of-whom are engaged in 3 pecsbiarly comervative
procedure the meticulous translation throvgh drawing of images
ongrally received through photegraphe o1 photo-based media
The denvngs gt nly pltre ety evnt s s

{ ! , ond they are oft
ated imagery, batnot abeays. For example, since zno: Brinsh artst
Euan Gibbs hasbeen nmw ‘o differm e, ahing Hots-
graphs of urba

+ T ay bogan 34 tlh iorn  purtof the Comtemporary Drawing pone,

Angles,and
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treedin cosermporary st

and rendert an image of 3 world leader from thatctory in pen-and:
ink on 3 tabloid-sized sheet of paper. Temple positions the tmage
on the page according to her own feelings of hopefulnest sbost
the day's events (hopeful, high pessimistic, low) and arranges the
images in s calendar format in order to undetscore the disrctic
nature of her enterprise *

A simikr urge to humanize the abstraction of news repor ting moti-
vates Emily Prince’s pencil memorial to a1l the Awerican sokdiers
who have died in Irag. Frince embarked on this seemingly Hercolean
venture in 2004 when, in an effort to lend a face to the conflicy, she.
began transcribing onto three-by-fovr-inch pieces of payer photo-
graphs of every fallen American serviceman and woraan frem the
wwebsite Military Gity. Like Temple's, the project i ongoing. and
Pringe lends order 1o the whole by arranging she individual draw-
ings in a grid-like wall hang. Accompanying each phetograph i the
soldier’s name, hornetown, age, date of death and, where applicable,
anecdotes arsembled from online obitvaries, all rendered in Prince’s
hand Notably, Prince consicend, but rejected, seeking images from
the families directly, observing that it seemed wrong; to ask any thing
of the bernft o7 o insert b needs oo m preectin any obviews
way. 1 b bende:
hand i he draeings” Brimew has -'p\und “I bdieve thatusings
public source of information, avalable to aryone, makes me 3 mere
anonymous figure . 1 would tatherbe invinble as an arvst ™ This s
# pecolarly .,lu- aefinition ohv\h-silp. albet one that must be
f faith in o
and the p-mhMy of anihentic investrment in the world. By conteat,
desire 15 acknowledged and ateention mansfested, even as no effert
t1made w reevaluate the depicted subjects eivher in themsedves or i
relation 1o the artist’s own hfe, Avtits Bike Prince and Temple bce
the overwhelming availability of infurmation that comstitates today's
media landscape by deliberatnly eschewing intervention and instead
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Forster also sitwates drawng in acpatial context pairing twelve draw-
< after photographs of coal ovens located on one side of th
teack—the photagraphs were taken st fractionaly different moments
1n time on twelve convecutive dys, appreximating the sppearance
of the plant to itc disappearance from view—vith a model covered
with hand. dwn weed grain. Forstar bared the model on composite
photographs of the steel refinery scrors the Anck, and he positions
1t opposite the drawings 50 3¢ to replicate his original vantyge point
from the maving train. Notincidentally, the plam was the subject
of politieal controversy in the summer 02009 when the shreat of
closure risked puiting hundreds of people out of work. Forster's
title —Rebecrsed Inabidity o Know chis (Un)place—plays on the
ambivalence smaciated with 3 place that, (n it words, s represen-
tative of “unhomely, unfriendliness,” and yet whese protection has
served to palvaniae the nmnlmk,“ By positiontng himrelf asan
srkinary tevrt #l o seres
PP mament, the that
defines onck cxpeience ofions lnu-wi-(‘-yld ar well a the litera)
and metapheric instability thatcharacterrzes his subjeet At the
<ame time, however, hit stesdfart dedication te his inevitably incom-
pvm reconstruction bestows its own kind of value In both his and
moteover, forces
theviewer to relive fomething of the artist’ own experience. ltis as
1Fsueh commitment necessarily requires like investment of us

Fundamental to the work of the artisty in Drewn from Photography is

the egakitsnian nature of their approsch. Copying  a skill children

Practice, one that does not require txsensive schosling or expennive

equipment A Prince has observed of her monumenta] undertaXing.

“Itis my own eyes and hand tracing out some very thight acquain-
hats oceurring. igationitis ltdle, and

itis incomplete ™ Similaly, Bowers has explined thether deci

sion to draw from photographs emerged from 3 desire 4o be more

respecthul of her subjects, 31 1f copying would place her on their

level. “L decided that my abor and care in rendering might elicit

0 Richard Farser, amall v duthor (Navemberh, 2008,
"

mevwdabnt pip, 3007)

usonly (he app ( tion 10, 2nd ¢ %
knowledge of. the cultures and evests Ehat bear on our own pelit-
icalreabty. Fernando Bryee, for one, observes that whatis cureently
needed ave “collectively controlled forms of organization” and an
abikity 1 step back, observe, and weigh different pasitions athee
than blindly acting, semething he replicates in his own feld of
expertise via his careful, mimetic gesture * At the same time, the
artistsin Drewn from Photography sre intenton moking work
Mary of them discuss the importance of having 3 studio practice,
of knowing that they have » epecific task 4 fulfifl and that, at the
end of the day, work will be done. As Karl Thendelhas noted of
Birthday Dranang, 1§ ¥y 1976, the dreams of the October revalution
wa over, “1 realized that 1 could use oy work to align myself with 3
spic of activismand revol, but Lwould enly do it symbolically, in
my studie, not on the sreet. Twosld do itwith my labor, the many,
many hours 1 spent Anwing "

That Haendel, Bawers, and D Taber s of
3 different order than the practcal moverment for change thei work:
\lnstrates fs ot incidental bk purposeful. Just at copying photo-
Fraphs undoes e nevtrality of the original documen, 5o oo does
<he phnh,n,h check the autherial impulse -um..-. 1 moment

handa .mml document, these artists, tem: \hnu-mﬁm of
agency, one specific 1o their area of expertise Ata time of global

ancertaiony. when it unclesy whit to do or how to Tespond, s
kind ofslowed.dowm, laber-is
i 3till possible. [f we are onsure what to do, what s still troe 1s {hat.

" Brceguotd “Femand By 2 in Femunds
Toyen 179 Interstingy i

in i e, thes " theom

SdgmentsTmay Nh.--n-nrdnd:nlth.hlhm. mere openty, i the

Eryee,
ecsvew by Helna Tocy. 370 Tt srehr ok sl hnd b
e s inoge

e they s --cnu-namu.u-n-m
7 Kot Hyendl, email b thar, Octeber 28, 2010,

ore empathetic eading. | wanted rmywerk 10 recognize that ]
wacpart of the eystem 1 was addretsing ™ For Ma pasct, Evan Gibbe

ot described N process—slongwieh his ital dectelon w hmit his
images of New York Gty to views he ould e rom atop he Erspire
Sate Baid

{hatcomes fiom too many options

Much ke Prince, Gibbs censciously endeavore o leave s own
needs out of theequation “White Tden't change that much,” he.
observes, "the world [s anging areund me ™ Tn 3 furtber effort 1o
seduee che legibility of his ole as the peivileged auther of his enver-
prise, Gibbs gride ot his deawings and recosstrcts his imagee
threugh a precise systers of dathetand circles that are lootely based
on the notational system of knitting patterns. Tn this, his work
39D 0 4 process of mansal decipon-making distincdly 3t odde
with our
visionary T pluce of sy ramifesation of crestiveexpresson, Gibbs
substitutesa demonstaation of care. He explains that he spends 3
Iot of time determining which mark and pencil grade s ap propriate
for which purt of the image and that, like Bowers, he hopes to ehiat
a similar appreciation on the part of the viewer for the now averly
familiar monuments he takes s his subject To be clear, Gibbs does
net deny personal meaning or creativity so much s he redeines
hese cerms. He proposes 2 model of authorship in whicha contem-
plative engagementwith Ahe outside world replaces the need ather w
produce semething new or to radically intervene within it

Ultimately, what snates Gibbs and his peers is the need to find a
manner in which to assemble, confront, and process a wide wesy
of fmages and information. Indeed, itweuld seem that this kind
of active contemplation i increasingly necessary ata time when
the availabikty of free-floating information across eyberspace offers

A-rh'mt»hnulm-uhm;mmﬂ'.w.l A
W Evin 200
v depdting mages taken froem st e Ermpet Stave
Building. dotesto 2603, Gibbs bt wioce retorved to Hew York <0 severaloccacons
And it st ek e daes 2008
5 Maring Cashdan, "ot Gible In the Mu.’dnu«h- (uanry 2000, §1

we et do ™ To quote Haendel once again, a-m-,r'.... ,l....‘
raphyis tbent s £ 1Nt memnt of nat ¢
bot still wanting to continve ** Itis this desire .-mu: apcity lMl
the artiss in Drewm from Photography pieserve.
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engaging in + kind of active contemplation to which the labor-inten-
siveness of drawang v particulurly suited.

It ie notable that seversl of the artists in Dran from Photegraphy
take a3 theie swbject past periods when political interveation was
N 1960: ol

7
mevement, for eximple, o 19804 dlear activiem, memaents eree-
Bered for their impassioned solidarity in pursuit of shared political
goalt. From Andrea Bowers' fragmented drawings of nowvio-
ent protetors, throwgh Jam Durants graphie rendltions of iconic
toD-L
Alvared’s ebscured mdm-u nl found images of the Mansen family
and Black Panther party, one senses both an intense desire for access
aswellas 2 pece lar jmpotence. The hitteris pameularly evident
Alvaren's dravings, which recreate their sovrce photos n shifting.
grdded registers so that the fnal images Nover betwreen legability
and shetrachion Alvavez it e.,«..n, drawn to organzations whote
wtopian ideale 1 Mhough he
fends to focas on the time w-« the demise of thece aspirations was
2 fast accompli. A strking exsmple s hit poctrait of Manson girl Ruth
Ann Morehouse (W, 2003), who sits looking vp innocently, a glear
of hepe in hereyes. In Alvareds words: “L follow more in the path of
memory 3nd throw parts of the image ot of focus. .. In tome ways
these ‘nn-‘l are about the fragility .rmmy, which is w\u«t o
? agendss of fu

both

Opacity 3lto haunts Bowers and Durant’s drawings even as their
fegardfoe thesr sobects s s conflcted, Borwershis tted that
She ch persemally, and itis
havd to mitake the admiration tha he eck for the women actv-
ists she typically depicts Still, Bo-wers does not enforce an agenda
on her viewers. In fict, although her tikes tell vs what I going on,
precise contentis often bestde e point. Cropped and wolated on the
~ehite page, the figores in her non-violent prowst drawings sppear
like gracefol, dancing forms. Jtis not 30 much that Bowers igers
content—her Abalone Alliance Camp drawing is often presented
alongside 3 newspaper ipping featuring her sovrce photn —as that

5 DLAMAoL )t the vethor (evemberd, 2016),

Aistortions—3 1eldier’s over exposed fuce, the Dlorred smoke from
the fire, seratches in the print—to revel the tangible past of this
work and s continaed life in the present. Like Prnce, Seby prelers
to wse images that have been canontied by the colture, observing:
“My project would lose mean: t was not related to some thing
meaningful for emeone ebe:

A panllel impulse motivates Serkan Oskaya who hat explained his
penchant for copying—O1kaya hat rendered broadihect newspaper
pages that have been printed in place of the typetet originals, entive
literary texts, and, for this shows the very essay you are ading—
asam attempt o inserta physical work of art between readers and
their expectations. As in Bowarsand Durant’s drawings, tnspar-
ency s hereby roptured as the reader is foreed to consider not anly
whatis depicted bat hew itis depicted and by whom. Similarly,
Fernando Bryce explains that after years of being obsessed with
bicare Nistoriec—the Spanish Cvil War, the Cuban Revolution,
and the history of Peru are a few of the subjects he hat ackled—"a
moment came when [ was eited by the need to give form to what
Nad ahways been there ** Bryce typically works serially, copying
entire eaches of documents ox,in the case of Lensn/Xopothin
(2009), sssembling images from the intemet areund s specific
theme There is cheice invelved in Bryce's enterpise, and certainly
he it drawn to the Marxist palitics he frequently references, but his
point i lers to promete a specific reading thin to reveal the way in
which Nistories are recorded and remembered. Indeed, Bryce's selec
tions are dependenton what is svasladle in libraries, archives, or on
the internet, and he frequently selects images and texts that were
themselves formi o propogands in (heir own day. Finally, awork
Tike Pavl Sietserma’s Beat Drawing (2010) memorialues the investi-
gatory impulke freed from any spectfic agends Hence, thic image
of an explorer’s vessel accompanied by an equally deuiled rendering
of thep both images tilted

theedges b reven]thei physical wear and seer: Thi ghosdly stier
15 the silence at the heart of speech, the quiet resiutance to meaniag

2 Feank Saby, camtrsaion with e wahor (Octaber 22, 010}
& Fernunds deyce, imereew by Helons Taog? o Fomande Brye (Baeeions, Furdicst
Aetani Tipiy, 2088), 373

she cacefully set it aside, hifting the focs from what i taking place
tothe phynul‘unn mvokred and, by exienson, o her awn, diawn
¢ his drawe

inge of iconic -..\..u of demonstrators besring prtest signs, when
he lirally traces othet peaple’s writing with hit own hand Ln Core
(Cragres of Rectal Eyvaiy) Ciul Rightt Demanstregion, New Yord,
1963, Index (1009), it is the ngn-bearer’ mrokute silence that makes
the image 3o powerful Holding her sgn steady amidst the chacs of
fallen bodies, what registers i the time she has taken te make fome-
thing, to hiterally craft her sppeal, Roweser humble its presentation.
‘Stmilrty, what distinguiches the artists' drawings from their sovece
phetos it that they do not disappeat before the scenes depicted.
Rath 4 their grownd a3 paralle] action, & visible form of
Tabor, retated to, butalso teparate from, the actwvity athand

The effort to highlight the constracted mature of image-making
unwes artists as diverse 15 Frank Selby, Serkan Oakays, Fernaado
Bryce, 2nd Tav] Sietsema, each of whom 1325 interested in the form
images assame 31 in their specific content. Frank Selby's drawings
after photographs of warsand political cashes deliberately invoke
conflicts dating from the ineteenth century to the present in order
to foreground the commen tropes and miscommu wicscions that
Raunt the images that frame our caltural heritage. In Selby'swords,
'm images of riots, wars, sprisings and clasbes found in my werk
pprosched at instances of groupe of prople for whom 3 filore
aI tanguage han created 3 crivis” and be foregraunds this hailure
by repesting ecaggerated postures o bleaching out signifcant
moments in his monochromatic rea denngs  Selby is partica-
Tarly 3ttracted to civil war photography because of its concomitant
centrality—the Americon Civil War it Known a1 he st elly

3 war—and its inh
Exposure times meant that closevp p)u»‘r.,m of people were
limited 3nd necessarily staged. For Laugbter (2008), 3 drawing on
Mylie of three men dressed in Union wniforms warming them-
selves by 3 camphire, Selby blew up the print before transeriding it
50 that the resulting drawing is both larger and mere atrenvated
than ugual Here, the artist’s own missteps join the photo’s original

o Sy A

38 tht Wl s e Baik " Ariars Unpablished Statement (sly 1667)

that accompamies the work's material spacity snd that wndergirde
Sietema’s awn non.interpretive gesture. Taul Siewerna has described
Ris wark as loeking back to a time before Wikipedia when mmnl
discevery relied on a certain nonnegotiable materiahity,” insisti

Further that he wants his wark “te have the. x-u.n--ulny.lk-w;
passed throwgh my head/hands*1*

Navigation is here depicted as & phyrieal act, something that 13
conveyed in equal measuresn Christian Tomaszewski's Fhanring
for Eheasants (2007-08), an ambitious installation that invokes the
and-drawn Pelish poster school of the 19601 and 703, and Rickard
Forster's Rebrared Fuability to Know chis (Unplace §.009), 3 recon-
structed trin ride in which the aetist photogzaphed a steel plant on
days from the window of the train he hobitu-
ally tokes from his home in northeastern Bnghnd to his studio in
nearby Middlesboraugh. For Tomaszewshy, \be Polish poster school
reprsentd s unique mergng oflowbrow and Nighbron with one-
of-a-kind mevie

g
£ \ges T homage presents hand-
4 § photos found on the depic

pelitcal ions from the past Makebn X, JFK,
Yitzhak Rabin, and Che Guevars, to name  few. The drawings hang
flash against each other on the wall, which is painted with colored
stripes reminiscent of TV et patsems or §lmsteips, while 3 wooden
Barrier keeps the viewer ata distance. In this way, Tomarcewtki beer.
ally shows dewn owr approach, infusing 3 virtual world with weight

Y " 5 ¥

erig-
inalimpect At the same time, Tomaswwski gives form 10 3 Ristory
of communication that includes the pester, film and television, the
tnternet, as well 13 his own anachrenistic hand rendering,

¥ Pl Sersoms, 1000 Winds PewlSiebmme Tl Abont Figure 3, Arram (March,
2008), 339.340. The fulltement s "W hoe m-lb; m\m.nu. mdtl
Things gecached o, orrand 104 rermeved. Evuryhady can present i o her

hitory ook o

draed, et
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1o Sittems. interte by Beuce Hainley, in Connit Burer, Sigem 3 Pus) Sctiema.
(ow Yo, Tt Musmam of Modera Art 2009, 43



