


 

 March 12, 1916 “Introduce symmetries and rhythms instead of principles...”

  “The word and the image are one. Painting and composing poetry 
belong together.”
  
          Hugo Ball, ‘Dada Fragments’







 

ACCORDION...Mirroring the act of accumulation of 
air within its bellows, our Accordion collects the 

individual breath, layering, and building upon its 

fragmented nature.

The intent of this zine is to bring together many 

different creative voices in an open dialogue fos-

tered within the community of its pages. Promoting 

a casual atmosphere in which to present and explore 

both finished and in progress ideas, Accordion is a 

place where images and text can exist outside of 

the potential pressures of the exhibition space, or 

academic publication. Here any hierarchical atti-

tude towards image over text or vice versa is op-

posed. Instead each can express the possibility of 

resonance one has with the other, but never subor-

dinate to.

Existing in print medium Accordion is aware of the 

importance of growing in a community that relies on 

the possibilities an online presence allows art-

ists to work together. However, it also realizes a 

need for the alternative tactile platform. As we 

have become more and more accustomed to scroll-

ing through a stream of online images it is easy to 

ignore the unique experience that flipping back and 

forth through pages at random, and holding together 

different combinations of image and text, offers to 

the viewing experience.  

Accordion hopes to find a voice somewhere in the 

space between studio to gallery, notebook to novel, 

or blog to magazine. 
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Framed drawings, 
spray paint
Right:
Untitled (BROKEN)
Duck tape, wood





Adria Sutter
Stiched Fabric



 



s
2014.
D.V. (Installation)
Found mirrors, wallpaper, chair, saw-horse cross-pieces, wall hangers, found 
frames, photographs, collage, acrylic paint, graphite, mylar, found papers, 
mat-board, glue, hardware, dental floss.

The installation s  explores the simultaneous acts of seeing, looking, being 
seen, being looked at, presenting and taking.
It categorizes, re-organizes and re-orients, and orients; though not through 
conscious force of will til you/I\you notice.  Maybe nature.
My real fingertips end, here.



Charles Crowell
Installation, installation photographs, and text
s



 

Kyle Carrier
Right:
Text, diagram, found images

James Elkins, The Object Stares Back, 1996
Steve McQueen, The Great Escape, 1963, http://www.listal.com/list/more-pictures-steve-mcqueen-mo-
torcycles



1.commit when looking at an art object. 2.testify to the relationship that 
will always develop by my very presence. (It and I) 3.surrender in order 
to feel what it’s like to think other that what I am.(I will not get in front 
of the artwork, I will allow it to get in front of me.) 4.dig through the 
layers of an idea and its origin 5.look for the unseen, the hidden dissocia-
tion of everyday passing- blind one second, hypnotized the next; blank-
ness becomes obvious discovery. 6.how long could this engagement last? 
(who’s in control?- just because I can’t see something now, it doesn’t 
mean the looking is over…) 7.like/dislike…is this linking to understanding? 
8....the great escape. 9.I am the complex network of looking itself. 10.“Art is 
among the experiences I rely on to alter what I am.”-Elkins  11.this can be a 
magic feeling.

                       12.Everyone has the opportunity to see it.

        The Cell



why are you taking my picture? 
and other thoughts of a museum guard

 If you ever work as a guard in a museum, there is a pretty good 
chance that someone will walk into your gallery, look at you and (per-
haps jokingly) exclaim; “Oh! I thought that you were a piece of art!”. It is 
not uncommon for the visitor to take your picture either standing against 
the white, gallery wall, or next to an art piece. Your job description may 
have said “security” it may have said “education” but almost all guards 
standing in a gallery also function as a measuring stick. I have also been 
seeing people photographing doors, exit signs and electrical outlets with-
in the museum setting. I am curious about this as a practicing artist and 
guard in a museum. I was delighted when an gentleman who had just 
snapped a picture of a white fuse box door—almost invisibly embedded 
into the wall—told me he was doing so because it was more interesting 
than the actual work on the wall. I did not pursue the matter further with 
him, but there is something to that statement that stuck with me.
 Lately, I have encountered many discussions on the very topic 
of space surrounding the artwork and how the viewer of that space may 
react or interpret his or her role. I don’t agree that white washed walls 
are more interesting than, say, a Joan Semmel painting, but reconsid-
ering the space that we might encounter such a painting, certainly is an 
important discussion. It is being responded to by art theorists, curators 
and also the everyday visitor to the museum.
 Elena Filipovic gives an excellent description on the intent of 
the white cube gallery in her 2005 essay Global White Cube; “Windows 
were banished so that the semblance of an outside world—daily life, the 
passage of time, in short, context— disappeared; overhead lights were 
recessed and emitted a uniform, any-given- moment-in-the-middle-of-
the-day glow; noise and clutter were suppressed; a general sobriety 
reigned...the museum’s galleries unequivocally aimed to extract the 
viewer from ‘the world’” (Filipovic, 323). Ideally, the viewer  



entering into the gallery would be so absorbed by the nothingness that 
is the space and could simply reflect on and enjoy the pure art form 
presented in this space. But subtracting the environment and whiting out 
any context is a deliberate and specific choice, executed with the help of 
patrons and professionals. Museum visitors are conscious upon entering 
this space that decisions are being made from a person in a high posi-
tion. A stranger, educated in the arts, is controlling their surroundings, 
dictating how and what they are allowed to view in the museum. This 
awareness could contribute to the viewer as a visitor and the sense that 
they “have a particular role and once [they] fulfill it [they] can leave again 
(Zolghadr via Uchill, 2011b).
 I would venture to guess that this recurrence of interest in the 
surrounding space is due to the museum visitor taking note of a con-
trolled environment, where their expected behavior and performance, 
is just as much a part of their experience of the art as if they were to be 
viewing the art in a private collection or in a studio environment. The 
viewer then responds to these cues in a couple ways. They can oblige 
by this passive role of observer, look at the work and perhaps make 
a comment or two, or the visitor can refuse this set-up and decide for 
themselves what is art and how they would like to experience it, for ex-
ample; taking a shot of a visitor assistant picking their nose.
 It is a problem when visitors come into the museum setting with 
the expectation that the work is going to either outsmart them or that 
they must outsmart the art, a visitor entering a museum with a combative 
attitude cannot be open to new ideas and mediums. Much of the rich 
content that is buried within each piece could be lost to all participants if 
they feel that they are entering into a territory with a superiority complex 
and then the culture suffers.
       - Elizabeth Maldari

1. Zolghadr, Tirdad (2011), Interview with Rebecca Uchill, 31 March 
2. Filipovic, Elena (2005), ‘The Global White Cube’, in Barbara Vanderlinden and Elena 
Filipovic



Chelsea Teta
Two asses in Ireland, you grab mine and I pet yours
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Echoes in Our Gaze

“An echo, while implying an enormity of space, at the 
same time also defines it, limits it, and even 
temporarily inhabits it.”1

In the dark an echo is an anchor to reality. A space that for all you know goes 
on forever can be realized by one call reverberating off some distant barri-
er. Ironically echoes often bring up associations of the unknown. Probably 
because the spaces that create the clearest ones - caves, tunnels, churches, 
wells – link to spirituality, ritual, wishes, ‘moving towards the light’, etc. But 
really an echo is a reaction against the unseen. We project ourselves out into 
the dark and are rewarded by the comfort of our own bodies reaching out and 
filling the space, making us temporarily at home there. 

In astronomy there is something called a ‘light echo’ that occurs when a star 
becomes exponentially brighter and from this eruption light reflects off dust 
particles surrounding the star. This reflection of light continues for an ex-
tended period of time, before eventually fading. It allows scientists to track 
the changing paths of the dust and gain a clearer image of the space around 
the transmitting star.2 I wonder if you could translate the idea of this natural 
phenomenon into a way of discussing our line of vision and how we orient 
ourselves physically while absorbed in the process of looking. In particular 
the manner in which our gaze falls within a place specifically designed for 
visual contemplation, the art gallery.

The typical modernist gallery is a sterile vacuum. It sucks our gaze com-
pletely into the artwork on display, while at the same time wiping away our 
physical presence from the space. For each new show the walls are carefully 
patched, sanded and painted, erasing what came before, pretending like it 
never happened. Every installation appears as if it has always been there 
and always will be. When we enter this ‘sacred’ space of the gallery we are 
intruding upon the purity of the world created by the images. The viewer 
must immediately start editing their normal behavior so as to not disturb this 
frozen moment. The gaze must be adapted so as to focus completely on each 
carefully placed object that demands a particular attention, one that has no 
patience for say lingering thoughts of lunch or awkwardness over your ratty 
t-shirt. No, instead we must become the ideal viewer who transforms into 
something other than what our physical bodies announce, something eternal. 

1. Mark Z. Danielewski, House of Leaves, (2000), p. 46
2. http://hubblesite.org/newscenter/archive/releases/2005/02/



In a way it is a stalemate situation between the pristine gallery rejecting 
the messiness of our bodies and the artworks magnetic pull on our eyes to 
enter its world. Within these two separate outputs of gaze we are stuck on 
a two-dimensional plane, as if positioned between two opposing mirrors 
forever reflecting each other. As we attack this space with a look that carries 
the weight of our lived experiences we are met with the unyielding eye of the 
object. However, there are additional paths of vision going on here. Rather 
than stay frozen in this in-between state of being, the body fights to orient 
itself. Think of the star and its ‘light echoes’ and substitute the viewer’s 
gaze for the transmitting star reflecting off the scattering of stellar dust. Our 
peripheral vision and memory of where our gaze rested upon just moments 
before are both present at the same time. These blurred and remembered 
acts of looking combine with the one directed ahead. All of this happens 
almost simultaneously, multiple gazes overlapping and readjusting towards 
the objects that they perceive. This could be seen as adding multiple traps to 
the original one of our two mirrors, yet memory and barely comprehended 
peripheral clips infiltrate our vision in a more ephemeral manner than those 
constantly reflecting oppositions. Like the light echo off the stardust these 
gazes come to an end eventually, after succumbing to ones that are constantly 
being regenerated.

This more ephemeral gaze allows the messiness of our bodies a place in the 
white box, that not only rejects our physicality but also has a history that is 
fundamentally oriented towards a very particular body.3 Instead, let us enter 
such a space with a awareness of how the mirrored standoff between viewer 
and object is a more layered experience than it is often presented to be, we 
can carve out a space for ourselves there. Rather than the inherent narcissism 
of the mirrored look that bolsters the concept of the work against the viewer 
and builds a façade of an unending connection that our egos might like to 
believe in; the echoed gaze processes the temporary, transient nature of the 
actual body. It means the information coming back to me might not neces-
sarily become mirrored in me (the viewer), and this does not mean I have no 
place there.     
       
             - Maggie Jensen

3. “Who is this Spectator, also called the Viewer…? He – I’m sure its more male than female – arrived 
with modernism, with the disappearance of perspective. He seems born out of the picture and, like 
some perceptual Adam, is drawn back repeatedly to contemplate it. The Spectator seems a little dumb; 
he is not you or me. Always on call, he staggers into place before every new work that requires his 
presence.”  - Brian O’Doherty, “Inside the White Cube”, 1976, 1986, p. 39





Génesis Báez
The Mountain in Front of Her House, Dividing the Sea and I, Yabucoa, Puerto Rico
Photographed on paril 9, 2013
Negative submersed in water from the Atlantic ocean from September 7- October 4, 2013
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This zine was founded in the spirit of GER-

TRUDE’S: “an artists’ lounge and lab at the 

BCA’s Mills Gallery - a place for idle con-

versation, heated exchange and the sporadic, 

sometimes thematic exploration of ideas that 

grow out of and into art.”1 

ACCORDION fosters the spontaneity of such 
discussions through the sharing of images 
and text, delighting in all their unexpected 
relationships.

 

1. http://www.bcaonline.org/visualarts/gertrudes.html

------------------------------------------



ACCORDION
Issue 1

May/June/July 2014

Open Call for Art for
Accordion’s next issue

Email us 
@ accordionzine@gmail.com

---

Connect @ facebook.com/accordionzine
website in the works!


