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What is the distinction of an entity

A hard line on a geometric form or the marked line of a doorway
(A and also B)

A threshold - this frame that holds and releases

The punchout

The opening

An entry is also an exit.

And what has been removed

And what is allowed into view, what touches,

And what touches in the absence of a touch

The multiple lines of proximity

Lines curved from following the contours of many varied points
Constructing the many varied points around which to contour
The zigzag, the wavy line, the stepped arch

The sinuous path, the bend, the blur, where the edge gets shaved off
Where hard lines do not contain but string together

At once sharp and pliant

In nearness and in distance

The relationships between entities become... parts of... as if...

A whole, amorphous in continual movement

The slow turn, the slight wave,

Vibrating

Shifting with and thru sameness and difference

The whole as a hole, is not a fixed circumference but a shifting
Conversation, A mutable dialogue

That moves scales (in an instance) (and then a turn)

The geometry of planes flat and voluminous

Signal and spatial

Waving signs on marked raw grounds

The instantaneous encounter of graphic legibility

And the subsequent arrivals in time and approach

Re-writing the sentence as a physical movement,

Visiting and inhabiting new vantage points

Doubling and splitting, the loose tie, the tied knot, the fraying of ends reweaving... a familial line

Not to follow but to suggest
From an array of symbols

A key

To a threshold

Thru a threshold

The thru line

An exit is also an entry

The Serpentine Door

Lauren Davis Fisher
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S ince 2013, Math Bass has worked on a series of paintings titled “Newz!”, each a
graphic conjuring in matte gouache cleanly applied to a raw canvas ground. Crisply
rendered panels borrow the look of sign painting to picture, among other things,
legs, cigarettes, fire, smoke, flowers, and open-jawed alligators. They are confined to a
palette of primaries plus green, brown, purple, black, and white. Where this should limit
possibilities, in fact the outcomes seem unbounded. Disposed in various combinations,
they portend rotation and movement, and slip surprisingly fluidly between pattern
and recognizable imagery. Bass has described such arrangements of her recurring
vocabulary as “‘spatial templates,” which play shapes and colors against each other; so,
too, the nominal content - the referents of the

would-be signs - pulls at itself, one facet alternately

contradicting or bringing into visibility another. In

the case of the latter; pieces within “Newz!” snap A / A
somewhat improbably into place as faces. In one

such example from 2014, two blue circles in the . ‘
upper register stand as organs by virtue of their b
placement above a black reptile below, its head s
splayed, staircase-like teeth prominently displayed.
But elsewhere in the larger series, the same
elements might suggest not a visage but a doorway
or a landscape.

Writing about Picasso and Braque’s work of around 1912, inspired by African masks, the
art historian Yve-Alain Bois identifies qualities of “absence, of emptiness, as a positive
term.”" Bois links the mask to hollow relief constructions, exemplified by Picasso's sheet
metal and wire Guitar, 1912, where convex and concave parts are seemingly reversed:
the hole of the guitar projects outward instead of receding inward. This inversion leads
Bois to the conclusion that Picasso understood the differential nature of the pictorial
sigh, whereby meaning obtains in relations instantiated within an overall structure. In
what has fast become the defining characteristic of her work, Bass similarly assumes
a differential system of forms that are less freed from representational function than
constantly adapted to new positions within the pictorial field. But where the lesson
of the mask remains plastic, bound in the form that engendered its meaning, Bass
insists upon considering, too, the context in which such reading of the arbitrariness of
constitution transpires, and its stakes for the subject: a negative that is paradoxically full, a
social space within which the formation of identity is legislated but also may be unfixed.

As already suggested, this takes hold at the level of her imagery, which migrates across
Bass's hard-edged paintings in non-redundant if interrelated sets. “Newz!” proposes

" Yve-Alain Bois, “Kahnweiler's Lesson,” Representations |8 (Spring 1987): 53.

a near-infinite realm of possible versioning, each - as the series title wryly asserts,
announces itself - as new, generated in a template through which it comes to assert
meaning, worthy of attention. This sense of opportunity is especially pronounced when
one considers that the genesis of some pictures was in the performance practice
that Bass began in the early 2000s, when she primarily used her own body but also
incorporated the participation of friends, and eventually the viewer. Bass was born in
1981 and grew up in New York; she moved to Los Angeles in 2005, entering the New
Genres MFA program at the University of California, Los Angeles (UCLA) in 2009, and
it was soon thereafter that - though collaborative performance remained - she migrated
aspects of the performances into paintings and sculptures. Some passages are more
direct than others: the ever-present and willfully obscuring wafts of smoke recall both
the 2010 solo performance, Another Country, where Bass projected her live voice and a
prerecorded soundtrack while a scooter ran and filled the room with carbon monoxide,
and the 201 | performance piece Dogs and Fog, where Bass filled a gallery with dogs and
fog, before singing with friends atop cinderblocks arrayed in a circle.

Further, Bass poses that a studio prop may become a sculpture, or an exhibition a
performance event, indicating that anything can lend itself equally, if not simultaneously, to
multiple roles. A ladder - another recurring feature, and one that she now fabricates in
walnut to indicate its passage from studio tool to differently functional aesthetic product
- that leans against the wall might be climbed. She did this in Brutal Set, performed at the
Hammer Museum in 2012 as part of “Made in LA." Or its role might be subverted, as in
Body No Body Body, 2012, where Bass fitted sewn, striped canvases over unfolded steps,
and coaxed from the inanimate thing an oddly affective bodily surrogate that exerted
a ghostly presence. A kind of fig-leaf calling exaggerated attention to what it conceals,
these tarps compensate for absent bodies and make of them surrogates, or perhaps
ciphers.

For Bass's 2014 solo show in Los
Angeles, she transformed Overduin
& Co. into a playground, its rooms
crisscrossed by chutes and ladders.
Twinned versions of a waxed-steel
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sculpture - a narrow vertical plane
with a deep U shape extracted from
the top and a smaller, mirroring

contour removed from the bottom -
were propped side by side against a
wall, while three similarly composed
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iterations of floorbound metal sheets (each work titled And Its Shadow, 2014) arced as
though performing a spry gymnastic backbend. The press release for this exhibition, “Lies
Inside,” pictured one of these works with hands shown gripping the sculpture from
behind, thereby incorporating the otherwise obscured figure implied by the sheets’
bodily outline. The staging of the piece with, instead of as a body, likewise confirmed
the continuing performative dimension of Bass's practice. Indeed, on the show's last day,
Bass, along with artists Eden Batki, Lauren Davis Fisher, and Lee Relvas posed under or
inside the metal sculptures and behind the ladders before inciting a call-and-response
recitation. “Lies Inside” also puns on the transparency of meaning, raising the question as
to whether there is something disingenuous at play, an updating of Magritte’s treachery
of images, wherein things are exactly as they seem and something else entirely.

In its traditional parallax-driven formulation, a gestalt only allows one to see either the
duck or the rabbit, but not both at once. Although Bass's recent paintings featuring
the hosiery advertisement-like sinew of a gamine leg might also be the torso of a
woman’s bust pose an either-or equation of what becomes visible, her compositions as
a whole multiply the ambiguities by refusing to isolate them. Instead, one uncertainty
begets others, within a single frame and between or across connected groupings. Bass's
objects are held in suspension as if at some hypothetical moment in the process of
conversion where both - or all - given prospects remain improbably legible. Perhaps
this is the clearest in her ladders or her freestanding gates. Placed in such a way as to
solicit but never fully entrap the viewer, the gates contain movement in a paradoxical
achievement of non-prescriptive choreography, while simultaneously focusing vision of
what their apertures frame (typically a painting

on an adjacent wall). All the while, the gate is an

autonomous sculpture, cohering as intentional

form. Her title for a solo show at the MoMA PS|

¢ B
in 2015, “Off the Clock,” likewise implied that ;'8(; e i
things could moonlight as something other: a u nn
prop sits as sculpture when not in use. Labor and . 3

the body that activates - motivates - the objects
underpins these conditions of becoming.

Notably, at MoMA PS| Bass and Davis Fisher
cut a wall in the exact angled shape as one in
their shared residence and studio, and pivoted
it out on studs, the open scaffold of which
acted as an aperture making visible connections
between the work installed in the galleries

on both sides, as well a backdrop for a ladder resting against it; it also appeared in the
video Drummer Boi, 2015, screened nearby (amidst cropped shots of bodies, terracotta
pots, and percussion sticks, it trains on a pair of hands drumming, while also revealing
the room and a nook under a staircase with the same dimensions as reproduced in the
wall cut). Bass and Davis Fisher have used similar framing devices elsewhere. For the Yuz
Museum, Bass had the corners of the rectangular gallery rounded and she also installed
two freestanding walls with shaped passages cut into them. One passageway takes the
form of the stairs and arched doorway silhouette from the “Newz!” motifs - connecting
the architecture to the adjacent paintings - and the other passageway is based on a
doorway at Yu Garden in Shanghai.

Bass suspended four massive new paintings from the museum’s atrium ceiling. Like
banners, they recall others hung at her show at the Oakland Museum of California
in 2017. There, she worked from the museum’s archive of banners, costumes, and
ephemera from the Imperial Court of San Francisco, a philanthropic organization
benefiting the LGBTQ community founded in 1965 by José Sarria, a prominent Bay
Area drag queen. For the Yuz Museum, she mined a different kind of collection, namely
her own expanding motifs from “Newz!”, including the crocodile, plume of smoke, ball
of fire, binoculars, Scottie dog, cigarette, and matchstick, which she lined three to a
row across, four down, in a kind of gridded template. Two paintings placed elsewhere
feature abstracted silhouettes of the letters A & B, though others among the twelve
new canvases completed for the occasion forgo alphabet-blocks for numbers or math
symbols, like the parallel bars of the equal sign to the right of one Janus-faced blue
monster in one such piece.Yet it is the giant standards that best figure equivalence, not
as sameness but potentiality, with each component just as available as the others. In this,
they do not propose keys to a static map; rather; they model a structure of placement
become intentionality within the given situation of a literal frame. The standards,
too, then are Janus-faced, offering forth a summary of work to date embedded in its
constitutive parts and anticipating of so much work that remains to be done.

Text / Suzanne Hudson
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%£FZ AR About the artist

SE - B, 1981 FEFHY, 2003 EFHBIHEAH/RERKSE LN, 2011 FFI0FIE
RUAFEZNDIREUSERRL RN, MTIEFBEEELI . BEREHRLITAZRRIS HER
MRS, ZEFREEENYT BEILE . BEEMSARGE ., BRI ERIEHRSHASERIE
ZAMMBEL, MEEE: “NAZL” , INNEE=EE, Be=, 2017 4; ‘&0 , BR
IR - ABENLEEE, BUE, 2016 4; “HRRE , AOMKZARBEIESRE RS, A4,
20154; “AM7E” , Overduin & Co. B, &2, 2014 &; “HE)! ~ , B5/R - FTEEE,
BRI, 2013 £F; “HWR” , IFRRRIEAEEZNSIR, &2, 2011 5, e SHEREEE:
SEMA—EMER WS RERMASAEYE, MR, 2016 F; “REZL”
REBEEAE, FELE, 2016 5F; “‘LMEZS’ , EABKRZER, ZEHY, 2016 5F; “GEN
FRE2015” , BIEER, HERH, 2015F; “‘B.B.S.Q" , BHTEEE, EEHN, 2013 5F; &
UGN NERIEYIE, IFRRERINEZ, 2012 F, $%.

Born in New York in 1981, Math Bass received a BA from Hampshire College, Amherst
in 2003 and an MFA from University of California, Los Angeles in the year of 201 I.
The Los Angeles-based artist Math Bass began her career primarily as a performance
artist, but she has since expanded her practice to include painting, sculpture, and video.
Bass has exhibited her work internationally, her solo exhibitions include: “Over the Top,”
Oakland Museum of California, Oakland, 2017; “Bloomies,” Michael Jon and Alan, Miami
Beach, 2016; “Off the Clock,” MoMA PS| Contemporary Art Center, New York, 2015;
“Lies Inside,” Overduin & Co., Los Angeles, 2014; “Newz!,” Michael Jon Gallery, Miami,
2013;"Pass the Line,” UCLA, Los Angeles, 201 |, and etc. Group exhibitions include: “Los
Angeles — A Fiction,” Astrup Fearnley Museum of Modern Art, Oslo, Norway, 201 6;
“OVERPOR " Yuz Museum, Shanghai, China, 2016; “Bring Your Own Body,” Cooper
Union, New York, NY; 2015; “Drawing Biennial 2015, The Drawing Room, London, UK
2015;“B.B.S.Q." Wallspace, New York, 2013;“Made in LA.,” The Hammer Museum, Los
Angeles, CA, 2012, and etc.

XFREBEAREBINEZjE About Yuz Project Room

RISBEANEINE BRI TREREREFERGIH I TRIEHETRTE, T 2015F 9 BIER
YARFF . TEEBIBZARERERIEANETE, BRI, SUERFEREHAIZARERMRIE o
M A—PIE + — P ER BESNAN, AERRENSTEEEHNENERLAZERIEER
ST

RISBEANETE =B SEAERINZAREHENERTIOTFEIIAIRZN, BERIIHTS. B8
FIBBTELRE . o, TIETEREZARRENAZIEZEARE=EIEN, MR ERELIERIIEF
1%, SUTREEENANETE, RRIANZE RN ERITEEK.

Yuz Project Room is a new independent program of Yuz Museum'’s exhibitions, which
opened to the public in September 2015.Yuz Project Room invites artists to make site-
specic works or projects, engaging boldly with the museum, its surroundings and its
audience. Combining a “project + an exhibition”, the artist interacts actively with the
space and aims to present the moment when contemporary art is happening.

Yuz Project Room is the place where innovation, invention, and a new movement
happen in the pathway of an artist. It aims to provide another platform for Chinese
and international artists to exhibit their artworks as well as more opportunities to
communicate with each other. Yuz Project Room invites the artist to get inspired with
new ideas by engaging the artist with the museum space and try to make some break-
through artworks that are different from his own line.
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("#RE") "Newz!" 22-23
7@K Gouache on canvas

509.9 x 2883 cm x 2

2017

(" FEL") "Newz!" 2425
#mE/K# Gouache on canvas

509.9 x 2883 cm x 2

2017

C"FmE ") "Newz!"
#REK# Gouache on canvas
127 x 1219 cm

2017

(" #rEL ) "Newz!"
#RE/X# Gouache on canvas

I11.8x 106.7 cm
2017
("ER") "Apple" 8

P& R ANFREBR Painted on ceramic and wood
737 x 61 x 61 cm

2017

(" #EL") "Newz!" 9
7RE/K# Gouache on canvas

106.7 x 101.6 cm

2017

(" #rEL ) "Newz!" 10
7BE/K¥ Gouache on canvas

1219 x 1168 cm

2016

(" #rEL ) "Newz!"
#RE/K¥ Gouache on canvas
1168 x 1219 cm

2017

(" FrE ") "Newz!" 14
7RE/KH Gouache on canvas

1219 x 1168 cm

2016

(" 4sE> ] ") "Serpentine Door" 47,15

7AE/K# Gouache on canvas 28-29
1829 x 914 cm x 2 31
2017

(" TAEBEEURELRIE ") "Bloomingdale’s”
@7k Gouache on canvas

132.1 x 381.0 cm

2016

("BKR") "Diver"
mE/K# Gouache on canvas
1219 % 1168 cmx 2

2016

("BKR") "Diver"
@7k Gouache on canvas
914 x 864 cm

2016

W& fgE Image Captions

C"FmE") "Newz!"
REKE Gouache on canvas
1168 x 111.8cm

2014

"HTE" "Lies Inside"

7&#28) Overduin & Co. EIRFTHIA

Performance view at Overduin & Co, Los Angeles
2014

" RIRETSE " "Off the Clock"
POMLZREMELIRERFOREIE, BLOKS
Installation view at MoMA PS|, Long Island City, NY
2015

(&FF% (85 ) ) Drummer Boi (screenshot)
#H=54& Digital video

713

2015

FRES1T Doorway at Yu Garden
SR - BHmEE Photo by Math Bass
2016

"HRHEZ|7] " "Serpentine Door" 2017
EEREREEANERSIS

Installation view at Yuz Museum, Shanghai
#ARFAE Photo by Jim Hu

FRASRIARESS, HARERHZARFRIEIZ Overduin & Co. EFERHSL, B3R - AEIMHIR.
All images courtesy of the artist and Overduin & Co., Los Angeles, photo by Brian Forest, except the copyright noted in the image captions.
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This brochure is produced in conjunction with the Yuz Project Room exhibition “Serpentine
Door” at Yuz Museum from June 24th to August 27th,2017.
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Lauren Davis Fisher is a Los Angeles-based artist.

Bl - IRERE—(UZAREZRRZRFER, WAEERINIFERIXFZRESZREEHIR.
Suzanne Hudson is an art historian, art critic and an associate professor of Art History and Fine

Arts at the University of Southern California.
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