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A POCKET, A CUE, A SHOT 

A Pocket, A Cue, A Shot is built using the 
framing method for domestic architecture.   Pine 
2 x 4’s set at 16” distance are employed in 
constructing the frame for a pool table whose 
“felt”  is a bare mattress punctuated by pockets 
lined with sheer stockings. The rawness of the 
piece, including the exposed industrial materials 
of the mattress’s interior, disallows for the 
possibility of settling on a tidy or finished read. 
Its title, A Pocket, A Cue, A Shot, encourages 
a reading that is both about the posturing 
potential of the game of pool and the bravada 
of calling a shot, as it is about the extended 
combo shot wordplay of innuendo where cues 
and shots are all about reaching into otherwise 
elusive pockets. This is a table without sticks 
or balls - the tension it creates is not related 
to any immediate playability, but rather for an 
anticipated potential. As an object, the bed/table/
model of domesticity conflates the social and 
sexual imperatives that infuse the atmosphere of 
the gay bar. It offers a tension that emphasizes 
the intimate connections forged in both the 
context of the bar and the bedroom. The public 
pleasure of playing a game, and the private 
pleasures indicated by the mattress offer a 
narrative that is both subtle and charged.

mattress, 2 x 4s, rubber, stockings
4’ h x 4’ w x 7’ l 
2012



REFLECTION BEAM

Reflection Beam takes Jill Casid’s critical 
review of Fabio Cleto’s anthology Camp: 
Queer Aesthetics and the Performing Subject 
(published in the 63rd volume of ART 
JOURNAL, in 2004) as inspiration for materially 
articulating a frustration with varied visibilities 
of queerness, where what reads as gay, queer, 
and camp is most often a certain kind of gay 
masculinity, to the exclusion of other equally 
potent gender play. The piece, constructed from 
a mirrored I-beam mounted by an ever-growing 
accumulation of Camp anthologies, wrestles 

with the politics of spectacle, and the tactic of 
appropriating the visibility of another in order not to 
remain invisible. Complementing this disidentifying 
gesture is the fact of the mirror – more than simply 
some kind of post-disco flamboyance – this beam 
also makes the viewers visible, and invites them 
into the piece as foundational figures.

acrylic mirror, plywood, 8 copies of Camp edited 
by Fabio Cleto
1’ w x 8” d x 4’ h
2009 - 2013



BARRICADE 

Rendered at ¼ scale in balsa wood, Barricade 
is too slight to hold anything back but too large 
to assimilate into a “model” scene. Hung on 
the wall in a gesture that might further distance 
it from any imagined function, the piece still 
encourages a viewer to keep their distance, 
performing a kind of material drag. The work 
marks a division between one strategy of 
representation and another, shifting away 
from spectacular hyper-visibility to a charged 
absence.

balsa wood 
4’ w x 2’ h x 2’ d
2013



COQUETTES (S, L)

This pair of jockstrap marionettes is necessarily 
about play in that the objects are actors 
designed for the context of a miniaturized 
theatre. Their implicit jiggling potential 
especially encourages a playful read. Here 
the jockstraps hold in a kind of anti-heroic 
absence complimented by the tease of the title’s 
attention to size and miniaturization. Despite the 
expectation for phallic energy signified by what 
are insistently not dance belts but rather athletic 
supporters, the necessity of protection points 
to an inherent vulnerability. The small bows at 
the top of the coquettes’ paddles and tied into 
the elastic straps and cotton pouches of the 
jockstraps further embroider on the presence of 
a kind of effeminate excess. Equally suited to 
locker room and green room, the Coquettes (s, l) 
call out any remaining fantasy of uncomplicated 
masculinity.

two jockstraps sized small and large, wood, 
twine
each 1’ w x 1’ d x 3’ h
2013



ODE TO A GYM TEACHER

Ode to a Gym Teacher takes its title from the a 
1974 song by Meg Christian of the same name. 
The refrain is:

She was a big tough woman, the first to come 
along
That showed me being female meant you still 
could be strong
And though graduation meant that we had to 
part
She’ll always be a player on the ball field of my 
heart

Ice hockey goalie pads as protective devices 
play with the stereotype of the mannish lesbian 
athlete where sports operate as outposts of 
female space, even as they are staked out in 
territories understood as male. As multiples pairs 
of pads for a single position, they represent 
something beyond team, while their mismatched 
positions infer intertwined legs. I Know You 
Know, as Meg Christiansen would say. It’s the 
album title Ode to a Gym Teacher was released 
on.

six leather goalie hockey pads
8’ w x 1’ d x 3’6” h 
2013



ACROSS THE SURFACE

This series of digital prints documents a pair of 
videos rear-projected opposite one another into 
the receptionist windows of a former medical 
clinic.  A solitary sailor dissolves in and out 
of a scene where he stands rowing on water, 
across from a video of two sailor hats washing 
ashore together.  As activated in the installation, 
longing and loss in the tableaux combined with 
the reiterating crash of waves echo the similarly 
eroding force, suggested by the site, of the 
withholding of care from bodies considered 
other.  As still images, the sentiment of the 
original piece is preserved by isolating single 
frames and extending the duration of the sailor’s 
dissolve, as well as articulating the grainy 
distance that separates a performative moment 
from a layered series of reproductions that read 
similarly to the memory of a feeling. 

archival digital prints (composite)
left: 11” w x 16” h, right, each 9” h x 12” w
2010 - 2013



GRID FOR A CENTRAL CORE 
DICKIE

The ruffled aperture defined by a latex sailor 
dickie opens to a space between the concrete 
coordinates of a form scaled to the dimensions 
of a torso.  That central core references a 
tactic of visibility once argued as essential to a 
feminist aesthetic, anchoring its silhouette to a 
burdensomely heavy armature and producing 
an affectively sinking feeling, both because of 
the rigid quality of the aesthetic and the fact that 
so many of the animating concerns for second 
wave feminism have only incrementally shifted 
course in the personal and political landscape.

cement, latex
12” w x 6” d x 24” h 
2013 - 2014



BEEFCAKE 
Subverting representations typical of the 
most dominant gazes, Beefcake is a single 
channel video that assembles a cacophonous 
collection of anonymous and fractured male 
bodies, reassembled into an even larger 
flexing form. It’s a form designed to read in 
terms that are as erotically charged as they 
are ominously aggressive. The shining, bulging 
staging of their chests and arms is meant for 
a cheering audience imagined to desire those 
bodies not only as objects of hetero-normative 
consummation, but also by other men who might 
want those bodies as much as they might want 
to resemble them, and by women or gender 
variant folks who might cross-identify with these 
classically sculpted forms.

digital video, viewable online at
annacampbell.net/sketches/beefcake/
02:08
2004



/ SASH
/sash is a layered latex and heavily ruffled sash, draped 
over a series of six scale model sawhorses - tools 
used to support the construction, in this case, of an 
idealized form. The sash references any number of Miss 
America, teen or tiaraed toddler pageants, as much as 
the signifier for the suffragettes of a century ago, and 
the pageantry of the gay male competitive fetish scene. 
The excess in the form’s construction renders a kind of 
vulgar adornment, no less vulgar for latex’s ready read 
as both skin and eroticized substitute for skin. That the 
excess would also be hyper-feminine, in pinks and reds, 
in ruffled texture, in clitoral rosette, makes the insistent 
visibility of /sash all the more flamboyantly vulgar. The 
slash of its title - the symbol of the slanted line rather 
than the word spelled out- operates as a reminder of 
the liminal space where the agents that comprise a 
hybrid form meet, as a reminder of the directional line 
drawn across the body of someone who might mark 
themselves as an agent to secure a right that has been 
denied, or identify the wearer as superlative in some 
performance of personal aesthetics, and as a reminder 
of the potential for violence at that site, a potential also 
articulated by the fact of the work’s position, low to the 
ground and composed from parts that reference not only 
construction site, but also litter and stretcher.

latex, balsa wood
6”w x 6”h x 3’l  
2013



NATURE

In Nature a diminutive mirror ball is cradled 
by an insistently pink high chair, too shakily 
constructed to serve any other purpose 
than toy. Nature is a title that also calls to 
mind its opposite – the unnatural – as well 
as the well-worn dichotomy of nature vs. 
nurture, and a reference to the fiction of the 
smothering mothering that has been blamed for 
homosexuality.

mirror ball, antique steel high chair
1’w x 1’d x 3’h
2013

MR. SEPTEMBER

Mr. September is a series of polaroid double 
portraits that trouble and invert standard 
models of gaze theory. In the background, a 
male pin-up poses pulling off a glove with his 
teeth in a clearly coded homoerotic gesture. 
This is echoed by my own fore-grounded 
gesture performed with fingerless gloves, 
equally legible as homoerotic, though its 
specific lesbian content is complicated by 
the contextual beefcake. Underscoring the 
sloppiness of desire, this series can be read 
concurrently as an expression of lust, an 
indication of trans-gender identification, a 
camp parody of overtly sexual gay masculinity 
[getting the glove off] a repudiation of lesbian 
invisibility, or an appropriation of the image of 
sexually aggressive gay masculinity. These 
polaroids further signify an experiment to fulfill 
the complicated desire of encouraging a non-
oppressive gaze that is compelling precisely 
because of the dynamic power exchange it 
facilitates.

series of six polaroid photographs
each 3.5” w x 4.25” h
2005



FOXGLOVES 

This piece combines the sleeves of a fox 
fur coat, and an antique pair of leather lace 
up boxing gloves. Its use of animal furs and 
leather both contribute to the elegance and the 
fierceness - the wildness of the piece - where 
“woman” is both associated with nature but also 
contrasted with it.

boxing gloves, fox fur
1’w x 6”d x 3’ l
2012



PASSING

Passing pairs a slight and curvy baseball bat 
with a taller and more angular 2 x 4.  Their 
materiality, color, and matching baby blue 
garters establish the objects as a couple, a 
variation on a theme, or as the title suggests, 
forms operating outside of their expected 
context.  Where the curves of the bat reference 
a particular kind of embodied, athletic and public 
masculinity, the form of the board is meant 
to insinuate itself into a more feminine-coded 
domestic frame.  In both cases, the passing 
gestures made through these forms work not 
only in terms of their inversions of gender 
coding, but also the way, as deeply functional 
forms, they are able to operate seamlessly in a 
gallery context as sculpture.

baseball bat, 2 x 4, garters
2’ w x 1’ d x 8’ h
2014



VANISHING POINT

Vanishing Point establishes its own horizon 
line via a long narrow balsa wood structure that 
references the seedy pleasures associated 
with boardwalks generally, and the specific 
cruising grounds of the Christopher Street Pier 
in Manhattan.  That pier has for the last two 
decades become an increasingly contested 
site, where the interests of generations of queer 
youth of color who have congregated there 
conflict with the property owners of gentrifying 
developments whose resources have been put 
to use in enforcing a curfew for this otherwise 
public space.  The silver mylar balloon that floats 
above or droops over the pier reads as a sign 
of celebration, but an inherently ephemeral one; 
the vanishing point of the title is not a distant 
point but a flamboyantly large and reflective form 
that retains an insistent presence despite its 
deflation.

balsa wood, mylar helium balloon, ribbon, nylon 
hardware
36” l x 2” d x 8’ h
2013 - 2014



GLITTER TRAFFIC

The sparkling pink encrusted columns of Glitter 
Traffic become curious objects of consumption 
through their containment within a shopping 
cart.  The modest means and grandmotherly 
demeanor associated with transporting one’s 
groceries in such a cart, and the modest scale 
of the grocery-sized model/icons of western 
civilization might  read as a kind of deadening 
conversion of exuberant camp appropriations 
to a kind of queer eye capitalist concession.  
In a cultural moment where that condition is 
undeniably present, it must also be useful to 
consider a counter-read of the piece where the 
possibility of inflecting domestic or daily rituals 
with high camp sparks allows for a personal 
transportation to a life as an everyday diva.

glitter, plaster, shopping cart
2’6” w x 1’6” d x 3’6” h
2013 - 2014



The desires of a culture are laid bare by 
the tools and props that construct and then 
accumulate around scenes of the “ideal,” 
from heroic masculinity to privileged forms 
of desire. Through sculpture, installation and 
video, my work conflates and abstracts queer 
and ostensibly normative bodies, cutting 
from narratives otherwise understood as 
impermeable, and presenting viewers with 
assemblages of resultant slices. This critique via 
form, space, and image challenges the social 
dynamics that reinforce our constructions of the 
ideal, the universal versus the deviant, and the 
particular or minor, and owes much to the radical 
potential of failure, a deconstructing force that 
has been instrumental in shaping my work.

My engagement with materials shifts fluidly 
based on the intended intervention. For the 
Etiquette Kit series, 2 x 4s, mirror balls, latex 
ruffles, custom cast concrete cinderblocks, balsa 
wood trusswork, and fishnet fabric combine in 
a continuing push to create hybrid forms whose 
aggressively vulnerable queer signifiers are 
interdependent with their seemingly normative 
and immutable authoritarian forms.  Citing the 
staging of ideal recognized “types” through 
construction motifs, the vernacular of furniture, 
and accessories with baggage, this series points 
to larger themes and social constructions to 

insinuate divergent possibilities.  To this end, 
gender inversion and queer politics infuse this 
work and act as a lens to re-examine common 
forms and spaces. This constellation of tactics 
re-forms expectations of desire and challenges 
the social and political impact of pursuing those 
desires. 

Sites, in addition to citation, are core to my 
practice. Travelling to specific sites - to learn 
how to box in an all women’s boxing gym in 
Toronto, to study the collections of the Lesbian 
Herstory Archives in Brooklyn, or to retreat to a 
residency at Ox-Bow, have been key to focusing 
my studio practice. Engaging the specific 
historical and social contexts of the sites where 
I exhibit work offers a further means to connect 
with the legacy of a place.  For Etiquette Kit, 
the site under investigation is the white cube 
gallery, a space that offers itself as neutral, but 
is as cluttered with the residue of power and 
desire as the mind’s own unconscious.  The 
free associations, slices, and expressions of a 
cultivated instinct that constitute this series play 
with the aesthetics of neutrality.  Etiquette Kit 
suggestively offers the tools and props to enact 
counter-narratives for what may be considered 
proper, and to champion alternate approaches to 
behavior preparedness.   

STUDIO ETIQUETTE BIOGRAPHY

Using sculpture and site-specific installation 
interwoven with video projection, Anna 
Campbell’s work deconstructs otherwise 
clearly legible signifiers of masculinity and 
heteronormativity in the service of illustrating 
alternate histories of attachment and desire.  
Campbell maintains an active exhibition record 
including recent solo exhibits at Tractionarts 
in LA, and the Window Into Houston at the 
Blaffer Art Museum in Houston, Texas, as well 
as group exhibits at Seoul National University 
of Science and Technology in South Korea, 
Queens College Art Center in New York, and the 
Hyde Park Art Center in Chicago.  She earned 
a BA in Studio Art from the College of Wooster 
and an MFA in Sculpture from the University of 
Wisconsin-Madison.  During a recent sabbatical, 
Campbell set up studio in Brooklyn and Paris; 
she currently lives and works in Grand Rapids, 
Michigan, where she teaches sculpture, 
installation and curation and is Associate 
Professor in the Art & Design Department at 
Grand Valley State University.  
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