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ntroducing

“Who's Afraid of America?’

A thought-provoking voyeuristic experience awaits the spectator when WAS -
\Wonderland Art Space - presents the exhibition “Who's Afraid of America?” offering|
an intense, personal and unpolished glimpse into American life. Seen through the
leyes of six American photo artists all working within the field of documentaryj
photography, the exhibition portrays parts of American society by focusing vari-
ously on subcultures, fringe populations, loneliness and family life.

Entering WAS, the eye is caught by a spectacular mosaic of frozen moments.

storylines, giving viewers the possibility to dive into the fragments of life in con-

streets, each from a very different perspective. Meet John, Jim and Phil, depicted

Cheryl Dunn documenting the faces of numerous subcultures and life on the

in their profoundly intimate living spaces, in Justyna Bardach’s almost uncomfort-
he United States is at the moment facing significant changes to their political
institutions. These changes and their possible implications have focused an in-

points of view are generally relayed to us by politicians, journalists, economists

seen through the eyes of the artists.

\With an upcoming presidential election, relevant not only in the US but also to the)

surrounding world, “Wha's Afraid of America?” brings an honest and uncensored
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Looking at America can be a little like looking at the sun. It's difficult to see the
country clearly, surrounded as it is by the glare of its mythic past and potentia
uture. Myth is a fundamental part of American identity, something the pilgrims
irst came to understand while they were starving to death in what was supposed
0 be an edenic paradise. Of course the more problematic elements of that par-|
icular history have been excised in retelling, an alchemical process that eventuall

ransforms tragedy into victory, and myth into fact,

he excision of difficult facts is another fundamental element of American iden-
ity. We would not be ourselves without our can-do, our know-how our never give

up. Sometimes the myth of America (this “American spirit”) illuminates and

sometimes it obscures, and as such it is both the best and the worst of us as a

It is against this backdrop that the work of the six photographers in this exhibi-

Larry Clark’s pictures of Jonathan Velasquez contain all of the promise of adoles-

cence, the poignancy that comes with viewing that potential from a distance, and

he future for Tobin Yelland's mostly male subjects is a bit more rosy. There is 3

rernarkable immediacy to his images - looking at them, one experiences a flash

f recognition; | remember being that age, at that party in that place. Being
same sense of wonder he had at fourteen. Only his subjects refuse to grow up,

=

f Yelland's subjects are afraid to grow up, Justyna Badach’s bachelors show us|
ty. Through her collaborations with her sitters, Badach has created images tha

same time

his is a radical re-imagining of gender, and to look upon these images is to sense|

=5 0

—

hat the material is illicit, so far does it veer off —course from prevailing ideologies

In picturing her family - matriarchal, African-American and low income - Frazie

ithout the usual comfortable distance that most documentary work provides.
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ted states

With this shift, Frazier has managed to do something completely different with
the genre. The work is revolutionary in its combination of visual elegance, emo-
tional power and lack of judgment.

The subtext of much of the work in this exhibition is class. If Americans were as
clear-eyed as Badach, Clark, Dunn, Frazier Straus and Yelland, they would not be
able to deny the various attitudes and bureaucratic structures that keep America's
class system in place. Zoe Strauss and Cheryl Dunn engage different documenta-
ry forms to simply illuminate, in Strauss’s case, and harshly expose, in Dunn’s the
results of a decades long war on the poor and working class in the United States.

There is a long tradition of social documentary work in the United States, starting
with Jacob Riis, the Danish immigrant and photographer whose experience in the
tenements and poor houses of New York City turned him into a public crusader.
His book How the Other Half Lives became a model for subsequent generations
of documentary photographers, men and women like Walker Evans and Dorothea
Lange who thought their photographs could change the world.

In a sense they could, but this is also another great American myth, one that was
perhaps best exposed by Robert Frank in his seminal book The Americans. Frank
was not a crusader. He was traveling through America by car in the late 1950's, a
time when all of the suppressed tensions between the myriad populations that
comprised the country were boiling to the surface. It was enough for Frank to
truly see and attempt to understand the world he pictured. He knew he could
not change it.

Zoe Strauss does not fully subscribe to Robert Frank’s world-view. Unlike Frank,
she has deep ties to the community she documents, and like LaToya Ruby Frazier,
she photographs that community from the inside. Strauss'’s respect for her sub-
jects is evidenced in part by the annual “Under I-95" exhibition, which she stages
under the freeway every year in Philadelphia in order to make sure that the people
she photographs have an opportunity to see the images she makes of them. But
the real proof of Strauss’s sense of kinship with her subjects is the lucidity of her
vision. Her portraits recall not the freaks of Diane Arbus, but rather the lovingly
depicted familiars of Nan Goldin. Seldom has this population been pictured with
such clear-eyed love and generosity.

Dunn's photographs of New York seem almost nostalgic, if one could be nostalgic
for the New York of the 1970’s. But Dunn is not mining the aesthetics of that
decade to inject some sense of gritty realism into her work. Her photographs are
current. Dunn is a street photographer, and her eye is somewhat compulsive. It
darts back and forth, grabbing minute details from anywhere and everywhere.
This method produces an extraordinary volume of images, but then her brand of
genius is cumulative. To view Dunn’s work is to understand the true nature of
a place, and to understand also that places change, more often for worse than
better.

The current school of American documentary photography often positions both
itself and its subjects as outside of societal norms. Practitioners do this in part
by focusing on subcultures, fringe populations, and the disenfranchised. While
some might see these groups as a small portion of the overall population, they
share a real sense of disillusionment and cynicism about the U.S. government and
American Society at large, whether they are excluded from it by choice or circum-
stance. Thus the process of documenting these subjects can be viewed as a form
of political protest.

Under the current political circumstances, is not surprising that images from na-
tional tragedies like Hurricane Katrina have so little traction in America’s collective
consciousness. We live in a country whose president urged the public to go shop-
ping in response September 11th. But the photographers in this exhibition refuse
to avert their eyes. They see everything, and in picturing it, force us to see it as
well. The photographs assembled here, with a bit of American arrogance, issue
the following proclamation: This is a real place. This is New York, and Philadelphia,
and Los Angeles. This is the United States. It's broke and dirty and sad and funny.
Tenants are evicted. Cops beat people up. Hell is real. And liberty has seen better
days.




1by Frazier & Justyna Badact

Tobin Yelland

At the age of fifteen, Tobin Yelland started documenting his life skating around
the streets of San Francisco, taking pictures of his fellow skaters. First published
in Trasher magazine, Yelland's work has since expanded beyond the world of gnarly|
street skateboarders to become a collection of images that transcend manyj
different social identities and subcultures.

Yelland's work often features the day-to-day experiences of different characters
playing out their sexuality and ageression with youthful invincibility. As a self-
taught artist, starting out as a skateboard photographer and learning by trial and
error, Yelland always liked documenting cool funny moments of peaple doing thei
thing. Many of his favorite photographs have taken place hanging out with friends
in the kind of situations where something unexpected happens and he is read
with his camera.
hit
Aboutb_is photographic style Yelland says: “One thing | was turned on to was docu-
v\mentin‘g my friends. That's probably the most obvious, and | thought, “Wow, | can
b > prabablz'_take better pictures of my friends, and | take pictures of them all the time
™ anyway. | should take advantage of the fact that I'm so close to these people that]
are interesting.”
I
Today Ttilirj Yelland both works with photography and filmmaking - where he
recently worked as co-producer on Aaron Rose's documentary Beautiful Losers
,“:'(2008)._\/_ella1nd5 photoeraphs have been exhibited at The Luggage Store, Deitch
A Projects, Thread Waxing Space, White Columns, Institute for Contemporary Art,
~& Philadelphia and Yerba Buena Center for the Arts. His work has also been featured
% invarious publications including Visionaire, Tokion, Spin, and The New York Times.
He currently lives and works in New York. .
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Larry Clark

- ¥ Vi >
Perhaps best known for his 19395 film Kids, Larry Clark is a director, writer, producer,
and photographer whose most common subject is American youth and their ex-§
perience and fascination with sex, drugs and violence. Raised in Tulsa, Oklahoma,
by a mother working in photography, Clark picked up the camera early, becoming
a part of the family business. By sixteen, Clark began shooting amphetamines
with his friends. And always armed with a camera, Clark eventually produced his
seminal book Tulsa, a remarkably intimate and beautiful portrait of this eroup off

friends as they slowly self-destructed. ) =

Since then Clark has continually focused on the chall_engesfaced by male teens. He|
has explored and documented the lives of young male hustlers, tabloid teen crimi-
nals and the community of skateboarders in New York's \Zv_alshintcm Square Park.
In all of these series the same set of related themes occur; the destructiveness
of dysfunctional family relationships, the construction of identity in adolescence,
the relationship between masculinity, youth sexuality and violence and the links
between the media and social behaviors. To address these issues Clark often uses
sexually explicit imagery, scenes of drug use and violence - casually addressed b
his subjects, but often shocking to his audience. i

photographs, Clark started working in film, first in collaboration with Harmon

Korine on the controversial film Kids, and most recently completing the film Was-
sup Rockers. He lives and works in New York and Los Angeles, and has exhibited
worldwide at Lurhring Augustine Gallery, The Whitney Museum, National Galler

of Canada (CA), Maison Europeenne de la Photoeraphie (FR), International Center

of Photography and The Watari Museum of Contemporary Art (JA).



It's not that Manhattan-based photoerapher and documentary filmmaker Cheryl
Dunn has any desire to glorify gritty streetscenes, violence or suffering - but she
sees a truth in these kinds of moments. New Jersey-born and rooted in the 1990's
DIV (do-it -yourself) subcultures of skateboarding, surf, punk, hip hop and eraffiti,
Cheryl Dunn is a self-taught artist who together with her peers grew up creating
art that reflected the lifestyle they led. She is drawn to people who are born with-|
out privilege but have the audacity to seek notoriety and success: “[I'm inspired byj
people] who try to somehow figure out how to have a voice, whether it's doing graf-

ti, or protesting, or whatever... Maybe they’re making it, and maybe they're not.
But they're not buying into their place, and they're trying to have a voice’

Dunn presents a clear-eyed portrait of her peers in the male-dominated under-
eround she came up in, and as a photographer, she has had full access to arenas|
\where women are not always accepted as equals: “/ was like some kind of tomboy
girl with a camera. | was not the sexy girl, they couldn’t put me in a box. | becamel
imuch more of a fly on the wall. But | was knowledgeable about their sport, so | got

open up to me, because they couldn’t be vulnerable in

ront of their peers.’

[Through the last two decades Dunn has photographed widely varied cultural pock-
ets of American life. In addition to her photography, she also works as a docu-|
mentary filmmaker - and is furthermore one of the portrayed artists in Aaron
Rose’s documentary Beautiful Losers (2008). The film follows a group of artists
who started as outsiders, developing their craft with almost no influence from
the “established” art world. This sroup, together with the subcultures they sprang
from, has since become a movement that has transformed pop culture. Cheryl
Dunn has participated in several film festivals and exhibited her photographs in
the US and internationally, amongst others at Deitch Projects, Fuse Gallery and
recently at Galerie Impaire, Paris, and Santander Cultural Center, Brazil. She has a
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cidedly unsentimental, showing a heavyset blonde woman with bright vellow fin-
gernails showing off a tattoo on her chest, a black transvestite standing under the|
highway or a woman who has unzipped her shorts to reveal a hysterectomy scar.
About her work Strauss says ‘[it is] a narrative about the beauty and difficulty of]

everyday life.”

photography from the Leeway Foundation. Tree years later she received a Pew Fel-

lowship. In 2006, her work was included in the Whitney Biennial, at the Whitne

the exhibition “This Is America: Visions of the American Dream” at the Centraal

Museum in Utrecht, Holland.
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*  lcoexistence. lnteructlon only occurred when | began to photograph. The process of:

LaToya Ruby Frazien

LaToya Ruby Frazier's work is unsparing, honest and intensely personal. A\most
unbearable intrusive - were they shot by an outsider - they show insight i in the
emotional and psychological realm of the portrayed family.

_..Ihe five-year project The Notion of Family started in 2002, as a collaboratlon be-
tween LaToya Ruby Frazier and her family. Her work blurs the line between self-
portraiture and social document, transcending the objective practice in Classic
documentary photography. Frazier's honest and relentless approach intensely
explores the complexity of her position and role as daughter, and at the same
time photographer. The resulting images reveal a very personal notwon of famlly -
illustrating the dynamics, roles and tensions inherent in familial relatlons ek~
Despite the fact that Frazier had been photographing her family since she was in
lhigh school, it took her many years before she was ready to present the i images of
[her family m_E_bI\t She waited a year after shooting initial shots before she even
printed from those negatives|

NG
About hewoswtwon as daughter and photographer Frazier says: “[My ro/e and posi-
t/on] transcends the objemve practice in classic documentary, which has continu-
ous/y undermined the Black farmily experience by avoiding our emotional and psy-
ChO/OgICU/ realm”. Fam//y secrets, hidden history, and constant silence defined our,

relentlessly photograph/ng my family allowed me to meditate on the complexity of

our relationships and the roles we played. My position as daughter and photogra-
pher transcends the objective gpproach utilized in standard docurmentary practice .
. Through the first-person point of view, the audience will witness the complexity,

g anx1ety pain, despair, and dysfunction of a life interwoven with love, sensitivity, and

the enduring fu/rﬁl/y bond

LaToya Ruby Frazier produces sociopolitical work within the emotional realm off

the Black family experience, blurring the lines between private and public space. iy

Her portraits find a lineage in the diverse family stories documented by photogf-'-'t\

raphers ranging from Ralph Eugene Meatyard to Richard BiIIingham Sally Mann,

graphy from the School of Visual Performing Arts in 2007 at Syracuse University.§
She has been represented in numerous group exhibitions, |ntludmg the Eversonf
Museum of Art, Syracuse, NY; Queer Eve, Harbor Gallery, C
setts, Boston; and Breakmg the Ite Comell Unlversm{,ilthata NY

.li{--
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\With straightforward C-prints, with no digital whiz bang alterations, Justyna Ba-
dach gives us a very direct, personal and almost uncomfortably honest insight in
to the private lives of American bache\ors.

Badach's Bachelor Portraits mwtes Us into the living spaces of unknown single
men, whom Badach often me_e__tgfor the first time durlng their photographic col-
laboration. The result is an insight in carefully assembled environments that have
become profoundly personal reflections of the md\wduajs who occupy them
: T 1

By including details of the men’'s home and by showing their living spaces as a
backdrop, the Bachelor Portraits immediately raise numerous questions about the
men and their lives. All the time showing an amazing amount of sensitivity, we
get introduced to the private lives of each of the men. We see them alone in their
living spaces - thinking, working on their interests, acting out their fantasies or
maybe expressing their loneliness. In the pictures, the living space becomes a
wider metaphor for the mtemal lives of the men.

¥
About the Bathe/or proje'cts Badach says: The décor of the spaces is so profoundly
personal, that at times it feels like you are stand/ng in someone else’s skin, a space
too uncomjortable e for anyone other thun_the bachelor to occupy. The images be-
came a form of collaborative dialog about the men and these spaces. They are g
story about mutual gain, loss and the traumatic personal events, which leave indel-
ible marks of sadness on human lives. The photographs never overtly describe these
traumas; they exist only as subtle visual hints in a larger personal narrative the men
and | create together for the camera.”

ustyna Badach lives in Philadelphia and is currently working fulltime on her pho-
tography. Badach was born in the Soviet Union in 1972. She received a BFA in Pho-
tography and Art Education at the University of the Arts in Philadelphia and an
MFA in Photography at Cranbrook Academy of Art in Michigan.As an émigré who
lived without a home country for_many years, Badach is particularly interested

in the relationship between individuals and place. She has used both landscape
photoeraphy and portraiture to explore questions about how we alter or create our
environment. Badach has exhibited her work in numerous solo and group shows,
nationally and internationally, recently at The Philadelphia Art Institute, US, and
at the FotoGrafia Festival, Italy. Badach's photographs have been collected by a
number of institutions and recently Badach received a Griffin Award for one of her
Bachelor portraits.
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Tobin Yelland; Ethan Fowler, California, 1994, Gelatin silver print, 279 x 35,6 cm, Edition of 10

Tobin Yelland; Wheatberry, San Francisco, California, 1985, Gelatin silver print, 27,9 x 35,6 cm, Edition of 10
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Tobin Yelland; Shawn Martin, King City,California, 1991, c-print, 27,9 x 35,6 cm, Edition of 10

Tobin Yelland; Stefanie and Rose, New York, 2003, Gelatin silver print, 27,9 x 35,6 cm, Edition of 10
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Tobin Yelland; Antonius Dintcho, San Jose, California, 1996, c-print, 279 x 35,6 cm, Edition of 10




Tobin Yelland; Shelley, NewYork, 2004, Gelatin silver print, 279 x 35,6 cm, Edition of 10

Tobin Yelland; Shaun Odell, New York, 2002, Gelatin silver print, 279 x 35,6 cm, Edition of 10

Tobin Yelland; Harief, NewYork, 2006, Gelatin silver print, 27,9 x 35,6 cm, Edition of 10
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Tobin Yelland; Girl in the Green Car, San Francisco1992, c-print, 27,9 x 35,6 cm, Edition of 10

Tobin Yelland; Vanessa, NewYork, 2005, Gelatin silver print, 279 x 35,6 cm, Edition of 10
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Larry Clark; Jonathan Velasquez, 2004, Pigment Print, 107 x 141cm, Edition of 3
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Larry Clark; Jonathan Velasquez e Kico, 2003, Pigment Print, 73 x 107cm, Edition of 3
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Larry Clark; Jonathan Velasquez, 2003, Pigment print, 74 x 107cm, Edition of 3
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Larry Clark; Jonathan Velasquez, 2004, Pigment Print, 73 x 107cm, Edition of 3
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Cheryl Dunn; Sad Day 1, Cheryl Dunn; Rats-3rd.ave. Cheryl Dunn; Hole fans,
2001, Print, 279 x 35,6 cm 1997, Print, 27,9 x 35,6 cm 1998, Print, 20,3 x 254 cm
Edition of 10 Edition of 10 Edition of 10

Cheryl Dunn; Video games, Cheryl Dunn; Blake motel, Cheryl Dunn; Fireworks,
1999, Print, 20,3 x 254 cm 1999, Print, 53,3 x 58,4 cm 2002, Print, 279 x 35,6 cm
Edition of 10 Edition of 10 Edition of 10

Cheryl Dunn; Atlantic city girl, Cheryl Dunn; Statue of liberty,
1995, Print, 20,3 x 254 cm 2005, Print, 20,3 x 25,4 cm
Edition of 10 Edition of 10
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Cheryl Dunn; Father and son,
2008, Print, 279 x 35,6 cm
Edition of 10

Cheryl Dunn; Sad Day 2,
20071, Print, 279 x 35,6 cm
Edition of 10

Cheryl Dunn; Jersey board walk,
2001, Print, 20,3 x 25,4 cm
Edition of 10

Cheryl Dunn; Hell is real,
2005, Print, 50,8 x 76,2 cm
Edition of 10

Cheryl Dunn; Marla and Don,
1996, Print, 20,3 x 25,4 cm
Edition of 10
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Cheryl Dunn; Ring card-girl,
1994, Print, 27,9 x 35,6 cm
Edition of 10

Cheryl Dunn; Roy Jones jr.,
2000, Print, 279 x 35,6 cm
Edition of 10
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Cheryl Dunn; “Sea side heights, NJ”,
2005, Print, 50,8 x 76,2 cm
Edition of 10

Cheryl Dunn; Willies weiner wagon,
2005, Print, 50,8 x 76,2 cm
Edition of 10
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Cheryl Dunn; American owned,
2002, Print, 40,6 x 50,8 cm
Edition of 10

Cheryl Dunn; Deathsquad,
1999, Print, 20,3 x 25,4 cm
Edition of 10

Cheryl Dunn; Babydoll lounge,
1996, Print, 53,3 x38,1cm
Edition of 10

Cheryl Dunn; Street tv,
1999, Print, 27,9 x 35,6 cm
Edition of 10

Cheryl Dunn; Dragged,
2003, Print, 50,8 x 76,2 cm
Edition of 10
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Cheryl Dunn; Cocoon, Cheryl Dunn; Army guy, Cheryl Dunn; Lynn we are watching,
2000, Print, 279 x 35,6 cm 2001, Print, 279 x 35,6 cm 2004, Print, 279 x 35,6 cm
Edition of 10 Edition of 10 Edition of 10

Cheryl Dunn; Hillary, Cheryl Dunn; Skull car,
2004, Print, 20,3 x 254 cm 1987, Print, 27,9 x 35,6 cm
Edition of 10 Edition of 10

Cheryl Dunn; Mall of America, Cheryl Dunn; Eviction,
1998, Print, 279 x 35,6 cm 2001, Print, 279 x 35,6 cm
Edition of 10 Edition of 10
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Latoya Ruby Frazier; Grandma, JC and Me in the bathroom, 2007, Print,
40,6 x 50,8 cm, Edition of 20
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Latoya Ruby Frazier, Grandma Wiping Gramps, 2003, Print,
40,6 x50,8 cm, Edition of 20
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Latoya Ruby Frazier; Mom, Me and the Huxtables, 2008, Print,
40,6 x 50,8 cm, Edition of 20
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Latoya Ruby Frazier; Momme Series, 2008, Print,
40,6 x 50,8 cm Edition of 20
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Latoya Ruby Frazier; Mr. Yerby, 16x20 print, 2003, Print,
40,6 x 50,8 cm Edition of 20

Latoya Ruby Frazier; Mom and Ziggy on American Redcross, 2005 Print,
40,6 x 50,8 cm, Edition of 20



Justyna Badach; Jim, 2007, Archival Inkjet print on photo rag, 59,1x 76,2 cm
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Justyna Badach; Phil, 2007, Archival Inkjet print on photo rag, 59,1x 76,2 cm Justyna Badach; John, 2008, Archival Inkjet print on photo rag, 59,1x 76,2 cm
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Justyna Badach; Phillip, 2008, Archival Inkjet print on photo rag 59,1x 76,2 cm

Justyna Badach; George, 2008, Archival Inkjet print on photo rag, 59,1x 76,2 cm
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Zoe Strauss; Installation #3, 2001-2008, Six 49 x 74 cm photographs
Archival pigment prints, 53,3 x 79 cm framed




WAS - Wonderland Art Space opened in March 2008.

WAS is an independent exhibition space, run by the people behind the Danish
art publication WONDERLAND. With an ambition to explore and challenge, WAS
exhibits a wide range of national and international contemporary artists.

www.wonderlandonline.dk




ann, Lars Brinkgaard & Amanda Bloch

| ths
William Schulin-Zeuthen, US Embassy in Copenhagen & Laura Heymann

“We wish to thank the artists for participating and keeping it real!”
WAS

WAS - Wonderland Art Space
Absalonsgade 21B

DK - 1658 Copenhagen V
www.wonderlandonline.dk







