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Christie Blizard
When I Was 16, I Saw the White Buf][a/o
Sources and Spaces of Creativity in the
Work of Christie Blizard

Reason is a/ways a region carved out of the irra-
tional —not slle/ﬁeredf’ram the irrational at a//, but
traversed ]Jy it and an/y a]e][fnea’ Zay a partfcu/ar
kind of relationship among irrational factors.
Underneath all reason lies delivium, and drift.
Gilles Deleuze, Desert Islands.

When I Was 10, I Saw the White Buf][a/o refer-

ences a seminal experience from Christie
Blizard’s youth when the artist encountered
the white buffalo during a school field trip.

The rare animaL aptly named Miracle, was
born August 20, 1994 near Janesville,
Wisconsin. To Native Americans, Miracle
was a manifestation of White Buffalo Woman,
the 1’101)’ figure of legend who })roug}lt order
to the Sioux by teaching them how to pray
and how to live in peace. Coincidentally, two
years prior to Miracle’s birth, the town of
]anesville erected the world’s 1argest Peace
Pole (52 feet), a symbol of hope and peace,
and a response to the town’s earlier Klan-
related activities. While the white buffalo
and the Peace Pole are both tangil)le aspects
of the real world, perhaps their most pro-

{Olll]d meanings are to 1)6 {ound elsewllere:

Part 2, Inside Inside Pre-Syntax. Detail, Drifl‘woad
River video of cligita“y drawn animation, paint,
p]astic, tape and black hghts.

what t}ley mean to us resides in the realm of
memory and in how we value and honor their
function as symholic gateways to a yet to be

realized future.

When I Was 10, I Saw the White Buffalo is
about memory, potential, artistic practice,
and the location of creativity. Blizard
invites the viewer to traverse a decidedly
conceptual space a.nd., in the course of the
journey, to recognize and engage in the
mapping of her process. Two rooms offer
alternative insights into this process: one,
an ersatz replica of the artist’s home studio,
the site of manual creativity; the ot}ler, a
more abstract arena that represents dreams
and the site of cerebral creativity. This jux-
taposition of alternate spaces seemingly
posits two &ivergent paths toward an under-

standing of creativity.

While the artist’s studio offers the recog-
nizable trappings that we associate with
&omesticity, a comfortable (an(]. singular)
reazling of the space is not easily found.
We have no guide and Blizard has removed
herself from the space —though not entirely.
Remnants of her bodily presence are mark-
edly palpable in the form of disheveled
Manleets and sheets, carelessly &iscarc{ed,
on a mattress situated in the center of the
room. Is there a piece of furniture more personal
than an unmade bed? Sleeping there during
the show’s installation, and on and off
throughout the work’s duration creates the
pattern of becllling cllanges, a constant
reminder of Blizard’s presence and non-
presence. But a bed is not just a site for the
laocly. It is also the place of dreams ancl, as
such, this artist’s bed becomes a metaphot
for the artist herself as well as for her aspi-
rations. Body and soul.

ijects placecl in the room revolve around
the bed as though tied to it l)y invisible
umbilical cords. The visitor takes on the
role of a voyeur or, per}laps, a ﬂéneur, who

examines and experiences, from a safe

Part 1, Living Room Inside. Detail installation
view, Hanging Specfrogrums, cut color paper, paint
samples, and glue, Buddha Head and Rainbow,
mixed media, Bob Dylan Drawing, graphite and

spray paint on paper.

distance, those products and mechanisms
of human creativity presente& against

white walls.

Painted and sculptural works and video are
interrupted Ly markers of Blizard’s home:
a {ireplace, a wilulow, light switches and
outlets, all faithfully reprocluced in hung
fabric prints. Despite our {amiliarity with
home interiors, as well as the artist’s place—
ment of the objects into neat groupings,
Blizard deliberately undermines any over-
arching meta-narrative. The windows and
fireplace are not real; they are, like everything
else in the room, implici‘c in their function
rather than declarative. The placement of
ol)jects—here, painted strips of paper, there,
a group of didgeridoos—seems random and a
linear connection between one discrete
grouping and another cannot be ascertained.
The ohjects are to be assessed on their own
merit: they are isolated artifacts of the artist’s

creative process.

Rather than a syntactica”y linear narrative,
Blizard offers, instead, a juxtapositioning of
opposites injectecl with a sense of irony.
Technology and ancient iconography are
played off against each other as videos and a
light peghoard occupy the same space as
teepee poles and mute &iclgeridoos. Near the
{ireplace, a 12ey})oar(1, propped up against



the wall, offers only the promise of its use.
Its cloppelganger, a 1zeyt)oarc1 reproctucecl ina
twinkling array of lights, seemingly has an
agency of its own, but it is an agency of sight
rather than of sound. The winc].ows, fire-
piace, switches and outlets are ptiotograptlic
replicas and, though accurate in dimension
and piacement, ttiey do not tunction; t}ley
only represent. Functionality here has been

relegated to memory and imagination.

Sound, primai and distorted, is present in
the form of video. In Roar, Blizard heavily
pixelates a man and slows his utterances to
such an extent that his voice takes on the
characteristic of a growl. The projected digi-
tal animation is contained within a large
circular form with a centralized lion head
made from handmade paper. In another
video White Buffalo Nursing, the artist has
overlain sketched images of a buffalo calf
nursing. As one image replaces another, the
lines of pentimenti remain, invoking the
gentle process of nursing while attesting to
the inability of a single image to capture
the complexities of memory. The sound, low
and solemn, combines the ancient reverber-
ations of a didgeridoo and electronically

pro&uced sounds evoizing wind.

Embedded within many of the room’s
ol)jects is memory—l)ut it is memory in
its most tJreatlly and internalized state.
Earlier works have been disassembled and
are not recreated in their finalized forms
here. The ribbons of banded color, (iisplaye(i
in parallel strips against the gallery wall,
are from spectrograms, visualized record-
ings derived from various sources—from
Icelandic winds to the voice of Ricizy Gervais.
The striped poles leaning against the wall
also reference earlier works—in Houston
and in Reylzjavilz—wllere tliey functioned as
armatures for teepees, incligenous pasts sup-
plantect l)y urban overlays. The cticlgeri«ioos,
used on Fortune Teller’s Mountain in
Skagastrond, Iceland (2010), while once

proc]aiming the aloility of sound to traverse

ancient Icelandic expanses, now have become
mementos of a time and piace. Each disas-
sembled oloject is embedded with its own
memory of usage. However, each also carries
within it seeds that may germinate into new

and different artworks.

Dreaming a][ islands —whether with Joy or in fear,
it doesn't matter—is a’reaming oj[pu//ing away, a][
Z?eing a/reaa]y separate, ][ar][rom any continent, a][
being lost and alone —or it is dreaming of starting

from scratch, recreating, beginning anew.

Gilles Deleuze, Desert Islands.

The second room of the instai]ation, titied,
Inside Inside Pre-Syntax, presents us with a
dreamscape, the space from which dreams
and creativity emerge. As in the case of the
first room, the visual reference is from the
artist’s past. The serpentine patti of symt)ois
on the walls and screen come from a Google
Earth image of the Driftwood River, a
waterway located behind the Blizard's
childhood home in Coiumt)us, Indiana.
According to the artist, its proximity was
tied to her creativity via “frequently recur-
ring, very psychologically-charged dreams.
Along the galiery walis, green chevrons seem
to march toward a projection surface. T}iere,
t}iey connect to each side of the video, an
abstracted river, its s}lape echoed in the
taped designs located on the gaileryys floor.

For the artist, this gallery is intended to be
an in-between space, a space in which lan-
guage has not yet found its structure. It is
pre-syntax. In this proto—linguistic world,
the chevrons can be understood as the pri-
mordial matter out of which will emerge the
building blocks of meaning. Within the
video, the severe logic of lines gives way as
chevrons morpll into ]Jiomorptiic and geo-
metric si’iapes. Within the parameters of the
imagined banks, forms collide, combining
for an instant, and then move on, as if in a
dream. The inversion of sound, (from jazz
musician, Sun Ra, slowed down and piaye(i

t)aclzwar(is), mirrors the randomness of the

visual activities playecl out upon the screen.
The auditory and visual forms are pre-syn-
tactic, defying meaning that we might wish
to attribute to them. As SllCll, this dark
room can be understood as experiential and
reflective of Blizard’s interest in neti neti, a
Hindu process in which it is understood that
to l)egin to grasp the nature of the Divine,
one must transcend words and the impor-

tance that we ascribe to them.

In both rooms of the insta”ation, Blizard
presents us with process and pleces. These
are generative spaces. While the media
through which she expresses herself varies
Wi(lely—painting, scu]pture, video, sound-
there remains a resolute consistency in the
themes conveyect t)y the artist. These are
not two clivergent pattis. Both rooms of
this installation pay tlomage to creativity
and its potential and both are thematically
related to sources of inspiration: in this

space, the river continues its journey past

Blizard’s bedroom.

Dr. Constance Cortez is a pm][essor at Texas Tech
University where she teaches and writes about

modern and contemporary art.

Part 1, Living Room Inside. Detail installation
view, Large Tubes, acetate, acryiic, tape, led. iiglits
and White Buffalo Nursing, DVD of hand

drawn animation.
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