GOTHIC CAMP: A CONVERSATION BETWEEN PAINTING AND PHOTOGRAPHY
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On the far end wall of a cosy room, a photograph of Alfred Hitchcock pres
fashion photographer Albert Watson is projected onto a blank surface normally used for screening both classic and
underground films. The painting Birdwatch by Geraldine Javier is charged with a cine-philic sense of pathos and
humour  the funny side of Hitchcock presiding over an audience-less sereening.

In At Maculangan's Opera 14, the chiaroscuro effect guards pop psychologist Tony Buzan from the surrounding
darkness. As if formed by loose strokes of paint, his hands gleam in the lower right corner of the frame. In this
painterly tableau of gloomy contemplation, the positive motivation of an educationalist is weighed down by the
negativity of his shadowy environment.

Green Comes Out Of Blue But Is Richer Than Bluc’ stages a dialogue between paintings by Geraldine Javier and
photographs by At Maculangan. They highlight a sensibility that both artists share in spite of their differences in
subject and media. This sensibility is the element of ‘camp’ in the gothic

By ‘camp’ I do not mean the maimed conception of the term as a self-conscious kind of effete irony. It is an

attraction towards and a fascination with the transformative power of theatricality, stylisation, and artifice. The go
with its fascination with preternatural forces is remarkably resonant with camp sensibility. Popular association of

the gothic with the macabre has impeded us from recognising two of its underlying principles: artifice and surfeit

The key sentiment that feeds much of gothic literature and art is neither tragedy nor fear. Rather, it is a tender
appeal towards the surreal. To be sure there is a clear element of horror in Dracula and Frankenstein, but there is
also sincerity in their theatrical excess, an element of romance and mischief in their narrative that makes them camp.

A style driven by this sensibility is therefore also playful and prone to rule-breaking. Javier and Maculangan
display a blatant disregard towards modernist notion of the autonomous medium. On the whole, Javier's paintings
are largely influenced by her interest in film and photography. For example, she painted Birdwatch based on a
photograph taken by Maculangan. Maculangan, on the other hand, thinks more like a painter, often refe

his photographs as composites. As such, their ability to think outside of their medium has inflected this dialogue
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with a shared aesthetic predicate that is larger than life

ms 1o be suggesting that the flexibility and malleability of the

By coding the everyday as surreal, Maculangan se
digital medium is more consonant with painterly representation than analogue photography. Often, Maculangan's
chniques of photomontage, a digitally manipulated image

photographs betray his training as a painter. Unlik

does not usually expose discrepancies when two images are put together in a single photographic frame. Rather,

incongruities are smoothed over, producing a singular phantom image that has no real world reference

By placing his subjects in the middle of the composition, Maculangan is able to emphasise the constructed and fietive
nature of digital photography, countering analogue photography’s logic of truthful representation. Moreover, he
turns the theatrical spotlights on them as actors of the quotidian. In Opera 11, an image of former Philippines
president Fidel Ramos picking up a golf ball is combined with a background image of a razed mansion belonging

operational base by Japanese army during the

to the illustrious Lacson family in the Visayas region. Used as a
Second World War, the mansion was subsequently bombed by American soldiers. Ramos who was almost always
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photographed as a dignified official is seen here indulging in a recreational pastime, contrary to the air of

formality that his public image normally exudes. The ruin looms above an unnoticing statesman, in respite from
his political role.
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Opera 10 is composed by superimposing an image of a drenched little

interior shot of a bedroom located in the historical Lizares Museum. The girl is as if spritely dashing across a sombre

diorama of the past, imprinting the dust-settled stillness of the room and the weight of time with the levity of youth

In Untitled, Maculangan dresses up his mother-in-law in an opulent brocade dress. Enthroned under a coiffed lective
wig and bedecked with lavish jewelry, she represents an exaggeration of refinement and a kitsch imitation of the b
historical past. Covered in a thick layer of makeup. she becomes a figure that is both terrifying and amusing, a B rpregioRallen
doyenne of camp incarnated. LENTING
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