


Filthy Gorgeous

Wanton. In its most common usage —as an adjective—the word suggests
immoral or licentious behavior. It can also suggest playfulness or capriciousness,
however. As a noun, it can connote a person with either of these characteristics.
Curiously, when used to describe a depraved individual, it usually refers to a
woman. As a verb, it references a squandering of resources, “especially in
pleasure.”(1)

With Jennifer Vanderpool’s sculptural installations it can certainly seem that
“nothing succeeds like excess.” While her ultra-baroque sensibility offers
viewers a surfeit of visual and emotional pleasures, nothing is squandered.
Beribboned and bedazzled, Vanderpool’s confectionary bouquets emerge from
hovering root balls, equally seductive and repulsive. Roses worthy of wedding
cakes, peonies, stargazers and calla lilies (to name but a few of the species in
Vanderpool’s otherworldly garden) emerge from clumps of gorgeously grotesque
colored glue decorated with printed ribbons, glass beads, fake moss and craft
store birds. Glossy caramel and chocolate glues topped with artificial moss
provide a toxin-rich soil that sprouts mutant roses. And while the earth itself
appears to defy gravity, the birds in Vanderpool’s plastic Eden are earthbound.
One appears stuck to a wad of hardened bubblegum enfolding a congealed scoop
of hot fudge; another struggles in vain to escape a floating flowerbed of the same
substance, evoking a delicious despair.

The seductive dystopia that is Wanton invites playful exploration. Meandering
through the toxic paradise, visitors have the opportunity to inspect layer upon
layer of artifice, alternatively attractive and repulsive. Intimacy provokes alien-
ation. Microscopic details of the hanging plants—in large color photographs —
surround the installation, reinforcing this strange dichotomy of intimacy and
detachment. The details are revealed through a photographic matrix, mitigating
the very sense of closeness they facilitate. To complicate matters further,
Vanderpool has screenprinted supergraphic flowers over these photographic
prints. And between these layered prints hanging on the walls, she projects a
series of entirely virtual domestic structures. Forbidding homes appear in
succession, strangely lacking in any obvious access points and without any
context of nature or neighborhood. Suddenly, however, after this series of
impenetrable buildings, one appears with an opening door. Even as it draws us in
though, it offers no promise of domestic comfort. Interiors that are at once
excessively decorated with over-the-top floral wallpapers and strangely barren
are built as stage sets complete with missing walls. Empty chairs stand in for
gallery visitors, as do a series of antique paper dolls—our avatars in this
imaginary world. Mirrors abound, inviting us to jump through the looking glass.

Frogs and butterflies tempt interpretation; a ladybug crawls across one of these
interiors, confusing the projected space with the space of the projection,
connecting the “real” space of the gallery with the virtual reality of the domestic
interiors. While one can certainly see the garden itself as a contemporary
vanitas—and the animals and insects as symbols of fertility, luck, love, and
spiritual messengers (the birds), iconographic interpretation will take us only

so far. Wanton offers any number of layers and threads with which viewers can
weave their own narratives and, in the process, layer more meanings still into the
matrix.

More than twenty years ago, Jeffrey Deitch observed that “in creating a vision of
nature, today’s artists, unlike their predecessors of previous generations, are
confronting an environment that it may no longer be possible to describe as
natural.”(2) Wanton’s slippage between the natural and artificial, the close and
the distant, the domestic and the alien provokes a postmodern unease befitting
our 21st century world—and a space in which to create our own reality, even as
we are reminded of its consequences.

1. Dictionary.com (accessed on 5 June 2011 at www.dictionary.reference.com/browse/wanton)
2. Jeffrey Deitch, Artificial Nature, exh. cat.,(Athens: Deste Foundation for Contemporary Art,
1990): n.p.
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Los Angeles artist Jennifer Vanderpool is a soft-spoken rebel who gracefully inhabits the frontlines
of identity politics. Her working process often explores her heartland roots where she was raised
to be a gritty domestic goddess. She now employs her shopping skills to create multifaceted and
sometimes-meandering installations that comment on domesticity, constructed environments, and
pop culture. Vanderpool’s work holds an eclectic assortment of contradictions in steady focus,
seeming to be, and in fact being, both tongue-in-cheek and deadly serious at once. Her work has
always been about deconstructing the appeal of mass-produced consumer goods, especially
artificial, confectionery foods and the aesthetically related Technicolor toxicity of plastics. Once
specifically focused on the sublimations, restrictions, and guilty pleasures of gender roles in the
domestic/consumer continuum, recently her work has been concerned with the self-created,
increasingly untenable situation of humans in general.

Vanderpool has exhibited at museums and galleries in the U.S., Mexico, Colombia, Hungary,
Denmark, Sweden, and Norway. She has been awarded grants from the Los Angeles Department
of Cultural Affairs, Danish Arts Council, Swedish Arts Council, and also received project funding
from the Andy Warhol Foundation for the Visual Arts. She was the recipient of a National
Endowment for the Arts Challenge America Grant for her community intervention work.

Vanderpool’s work has been written about in The New York Times, Sculpture, Art Papers, Artweek,
Art ltd., Angeleno, Atlanta Journal Constitution, The Houston Chronicle, Kansas City Star, Tulsa
World, Dagens Nyheter, Politiken, El Universal, and El Tiempo, as well as numerous other national
and international newspapers and magazines.

Vanderpool holds an Independent, Interdisciplinary PhD in Art Critical Practices from the
University of California Regents, and an MFA from the University of California, Santa Barbara.

For inquires and information about exhibitions and press, please contact Jennifer Vanderpool:

jen@jennifervanderpool.com
http://jennifervanderpool.com
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Wanton, es el nombre de esta obra. En su uso comun en inglés —como adjetivo—
esta palabra sugiere un comportamiento licencioso o inmoral. Sin embargo,
puede también sugerir una actitud juguetona o caprichosa. Como sustantivo,
puede connotar a una persona con alguna de las anteriores caracteristicas.
Curiosamente, cuando es usada para describir a un individuo depravado,
usualmente remite a una mujer. Como verbo, refiere a un despilfarro de recursos,
“especialmente en cuanto al placer”(1)

Ciertamente, con las instalaciones escultdricas de Jennifer Vanderpool, pareceria
que “nada tiene mas éxito que el exceso”. Mientras su sensibilidad ultra barroca
ofrece al espectador una plétora de placeres visuales y emocionales, nada se
desperdicia. Emperifollados y anonadados, los ramilletes confeccionados de
Vanderpool emergen de raices voladoras, y son tanto seductores como repulsivos.
Rosas dignas de tortas de matrimonio, peonias, azucenas y anturios (para
nombrar apenas unas cuantas de las especies del jardin ultramundano de
Vanderpool) emergen de masas de goma espléndida y grotescamente coloreada,
decorada con cintas, abalorios, musgo falso y péjaros de tienda de artesanias.
Una especie de caramelo brillante y emplastos de chocolate coronados con
musgo artificial, proporcionan una tierra rica en toxinas de la cual brotan rosas
mutantes. Y, mientras la tierra misma parece desafiar la gravedad, los péjaros del
Eden plastico de Vanderpool estdn anclados a su suelo. Uno de ellos pareceria
empantanado en un taco tieso de goma de mascar, que a su vez envuelve una bola
coagulada de panela caliente; y otro lucha en vano por escapar de un parterre
flotante de la misma sustancia, evocando un delicioso desespero.

La seductora distopia de Wanton invita a una juguetona exploraciéon. Divagando
en medio de este parafso toxico, los visitantes tienen la oportunidad de
inspeccionar la constitucién capa por capa del artificio, alternadamente atrayente
y repulsivo. La intimidad provoca alienacién. Detalles microscépicos de plantas
colgantes —en fotografias a color de gran formato— rodean la instalacion,
reforzando esta extrafia dicotomia de intimidad y desapego. Los detalles son
revelados por medio de una matriz fotogréfica, mitigando el sentido de cercania
que ellos mismos facilitan. Para complicar atin mds las cosas, Vanderpool ha
hecho impresiones en serigrafia de graficas florales sobre la superficie de las
fotografias. Y entre las imdgenes colgadas en la pared, proyecta una serie de
estructuras domésticas enteramente virtuales. Inmuebles privativos aparecen en
sucesion, extrafiamente carentes de puntos de acceso y sin ningtin rastro de
naturaleza o de contexto barrial. De repente, sin embargo, luego de esta serie de
edificaciones impenetrables, una aparece con la puerta abierta. A pesar de
llevarnos hacia adentro, no ofrece promesas de confort doméstico. Hay interiores,
a la vez estériles y excesivos en exagerado papel de colgadura floral, construidos
como escenarios completos, con paredes faltantes. Sillas vacias esperan por
visitantes a la galeria, tanto como lo hacen las series de antiguas mufiecas de
papel —nuestros avatares— en este mundo imaginario. Los espejos abundan,
invitdndonos a saltar a través de ese vidrio que nos mira.

Ranas y mariposas tientan la interpretacion; una ‘mariquita’ deambula a través de
estos interiores, confundiendo el espacio proyectado, con el espacio de
proyeccion, conectando el espacio “real” de la galeria con la realidad virtual de
los interiores domésticos. Mientras uno seguramente puede ver al jardin como un
vanitas contempordneo, y a los animales e insectos como simbolos de fertilidad,
suerte, amor y mensajeros espirituales (los pdjaros), la interpretacion iconografica
no nos lleva demasiado lejos. Wanton ofrece innumerables capas, e hilos de
sentido, con los cuales los espectadores pueden tejer a su gusto sus propias
narrativas, adhiriendo en el proceso mds significado a las capas ya existentes de
la matriz.

Hace ya més de veinte afios, Jeffrey Deitch observé que “al crear una vision de la
naturaleza, los artistas de hoy, a diferencia de sus predecesores de varias
generaciones, confrontan un entorno al cual bien podria en adelante no ser
posible describirlo como natural” (2) La oscilacién de Wanton entre lo natural y
artificial, lo cercano y lo lejano, lo doméstico y lo alienante, provoca una desazén
postmoderna, correspondiente a nuestro mundo del siglo XXI y a un espacio
dénde crear nuestra propia realidad, ain cuando se nos recuerdan sus
consecuencias.

1. Dictionary.com (revisado el 5 de junio en www.dictionary.reference.com/browse/wanton)
2. Jeffrey Deitch, Naturaleza Artificial, catdlogo, (Atenas: Fundacién Deste para el Arte
contempordneo, 1990): sin nimero de pagina.
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Professor of Art History and Director of the School of Visual Arts at Virginia Tech, Kevin Concan-
non, received his PhD in Modern/Contemporary and African art history from Virginia Common-
wealth University in 2000. His scholarship focuses on art of the 1960s, particularly the work of
Yoko Ono. His exhibitions and catalogues include Agency: Art and Advertising (with John Noga,
2008); YOKO ONO IMAGINE PEACE Featuring John & Yoko’s Year of Peace (with John Noga,
2007); and Mass Production: Artists’ Multiples and the Marketplace, 2006. His essay “Nothing Is
Real: Yoko Ono’s Advertising Art,” appears in YES: YOKO ONO (New York: Harry N. Abrams,
Inc. and the Japan Society of New York, 2000); along with “Chronology” and “Bibliography” (both
with Reiko Tomii) in the same volume. In 2008, his essay “Yoko Ono’s Cut Piece (1964): From
text to performance and back again,” was featured in PAJ: A Journal of Performance and Art.
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