DOVE BRADSHAW

This book is devoted to the works of Dove Bradshaw from 1969 to 2001.  Bradshaw is widely known as a pioneer of indeterminacy in sculpture, painting, performance and film.  Her work is represented in the permanent collections of numerous major museums both here as well as in Europe.  She has had exhibitions in museums and galleries across the states, as well as in Europe, Japan and Korea.

Her involvement with indeterminacy began in 1969.   Over the past thirty years her method has been to set off a metamorphic process by combining unstable materials with traditional ones. The unstable materials are susceptible to weather or indoor atmosphere.  Their interaction takes precedence over considerations of taste in regard to color, structure or composition. In her sculpture she initiates a deliberate disintegration, at times to the point of dematerialization. Time is no less significant a factor than the materials themselves. In a lecture titled Formformlessness, Cork, Ireland, 2000, the artist stated, her works might be "experienced rather than viewed" and that "things are more intense when subject to change".

 When still a student in 1969 in her first work involving indeterminacy, she tapped into her future while providing an environment for a mated pair of doves. In a conscious homage to Duchamp she hung a bicycle wheel as a perch, and referencing Johns, swept clean all but a Zen Archer's target below.   When the birds constructed a nest from studio detritus she titled it, being.  Twenty years would pass before recreating the installation (Plain Air) in Pittsburgh at The Mattress Factory Museum, and in New York at PS 1 Contemporary Art Center.  In a second indeterminate work, in 1971 she designed a water clock and level. It was titled 2/0,a nonsensical mathematical formula for a, since it never gives the same time twice and is lacking the level markings.  In 1979 at the Kunstmuseum, Dusseldorf, by "claiming" and then titling one of their hygrometers Performance, she focused on it's constant activity and the unseen evanescent nature of the museum's atmosphere. This piece telegraphed an essential element in her work which began in earnest five years later-- the involvement with indeterminacy set off by changes in humidity.  From 1984 -and still a current concern - she is committed to designing works which count on changing weather conditions. In the first major body of these works, she covered a silver surface (on paper, later large canvases, finally murals and solid sheets embedded in the wall) sometimes with liver of sulfur, an oxidizing agent, and sometimes without, waiting for humidity to have its way. In accordance with her thinking, these works are never finished.  John Cage chose this humidity-centered work to exhibit with him at the Carnegie International in 1991. Duncan McLean has described the factors at play, "... as the various substances react with each other and with the air, with the water in the air, and with the moisture in the breath of the spectators- patches, blotches, lines and dots bloom and scab across the surface of the metal."  It marries Duchamp's remark that for art to have any value, it has to be "a part of life....a piece of life itself," rather than an interpretation, description, comment or improvement of it. 

These humidity-based works moved outdoors in 1993, in the form of two-component sculptures one of which is an unstable material. The first of these, titled Passion, consisted of a 1/4 inch gauge bar of copper embedded in the external wall of a museum in the harbor of Orkney, Scotland.  In time a verdigris stain runs down the wall. She has also, either embedded or placed copper cubes and prisms on Alberene soapstone and quartzite boulders and limestone cubes in a series called Notation.  The resulting stain is absorbed in the stone while the copper remains. In 1995 her Indeterminacy series were made by placing pyrite on marble boulders.  The pyrite bleeds, changing chemically into limonite as it dwindles, also leaving behind a permanent stain.  The Mattress Factory has invited the artist to create an American counterpart to the classic Ryoanji garden in Kyoto. It will consist of the traditional fifteen stones of varying sizes to receive pyrite at chance determined intervals over the course of a century.  At the same time in 1995 she thought of producing a white bleed on a dark stone. In 2000 in Denmark this finally was executed with local spring and aged chalk (a porous lava like stone) in a series titled, Material/Immaterial.  She combined these two indoors, pouring acetic acid on the white spring chalk causing it to drip on the weathered chalk and form pools on a concrete floor.   In 1995, Bradshaw made a half-hour 16mm film titled Indeterminacy which was shown with Robert Smithson’s Spiral Jetty, 1967 at Millennium Film Theatre, New York.  It consisted of three 
parts shot in "real time".  In the first part the 2/0 is shown in action as both a clock and a level. The second demonstrates a primitive translation of film methodology in a ten minute shot of a sun-reflected image of a running stream projected onto the ceiling of a cave: the sun metaphorically stands in for a projector lamp, the stream surface
for a projector lens, the moving reflection on the water for film, and the cave for a darkened theatre. The third part consisted of a continuous shot of liver of sulfur -the chemical that sets off her indeterminate processes - dissolving in a bowl of water.  In 1996 bringing the involvement with time to bear in yet another way, Bradshaw made two related pieces.  In one four rock salt boulders, in another four limestone cubes were penetrated by a steady drip from water-
filled separatory funnels.  In the course of a one-month installation of the rock salt, holes a few inches deep were bored.  After several installations the droppers were retired, leaving deep holes circled with re-cyrstallized salt.  After a number of years on the limestone cubes, a faint indentation became perceptible.   They will be kept active until the hole goes through. 

Simultaneously, in an altogether different direction in 1993 Bradshaw tied inorganic to organic chemistry.  She accomplished this in a piece designed to communicate a heartbeat to a bead of mercury sealed in a miniature blown glass flask hung around the neck. In 1999 she pursued this connection of inorganic to organic matter, in a piece titled Self Interest eventually shown in Denmark in 2001.  It consists of the thirteen major and six trace body elements isolated in their proper proportions in identified glass flasks shown on a glass table.  By combining the above title with the elements of the body, this work makes a succinct comment on the nature of man.  Bradshaw eventually would like to present the 115 elements on the periodic chart.  As she says, her work evolved ultimately "to simply presenting materials".  She would like to see in one space all the known elements of "what is".  Exhibited at the same time in an adjoining space, from each workable element a piece will be made.  The subject matter of the works will be taken from the most potent myths from world culture. Inspired by her 1969 bronze casts of a broken hen's eggshell, the first piece in this ambitious work occurred in 2000.  Taken from Western folk culture, it consisted of a 24 carat gold cast of the two halves of a goose eggshell.   Arsenic will be cast in the shape of an apple, referring not only to the Western myth of Eve but also the fact that apple seeds contain arsenic.   Again taken from Western myth, sulfur will be cast in a devil image.  This is an ambitious work which may never be finished because of the extreme difficulty and expense of modeling some elements as well as the extensive research involved in determining each subject, however whenever the elements are presented a new sculpture will be added.
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