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Plym
outh Rock 2 is 

a second version of 
an earlier w

ork, 
Plym

outh Rock, w
hich 

w
as installed at the 

V
ilm

a G
old G

allery in London in the spring of 
2012. W

hile it presents itself as a sequel, 
Plym

outh Rock 2 is m
ore akin to a re-edit. B

aga 
retained the video from

 the initial exhibition 
and rew

orked the sculptures and paintings to fi t 
the architecture of the gallery, using m

aterials 
available to her in N

ew
 York, custom

izing 
the presentation for the venue. T

he reference 
to the “sequel,” popular in com

m
ercial 

cinem
a (Toy Story 2, Superm

an 2, Jaws 2, etc.) 
is intentional, how

ever, and exem
plifi es 

B
aga’s history of repurposing and redeploying 

her projects, a result of her dogged desire 
to continually w

ork and re-w
ork m

aterial 
and subject m

atter, adapting it for 
each new

 exhibition or context until 
the problem

s being explored are 
satisfactorily resolved or exhausted. 

Plym
outh Rock 2 takes the history 

of the presum
ed landing site of the Pilgrim

s 
as its inspiration and narrative structure. 
T

he landing of the pilgrim
s on Plym

outh R
ock 

is a tale that has infi ltrated the collective 
m

em
ory of A

m
ericans, yet is a pure fabrication. 

T
he Pilgrim

s actually fi rst landed on the 
tip of C

ape C
od, before m

oving closer inland, 
and the current site of the rock is a m

ere 
sym

bol for these events, rather than an actual 
dem

arcation of a historical site. T
he rock’s 

state as a kitschy tourist attraction is 
described by B

aga as “the saddest story of 
an object, w

here it becom
es a sym

bol, and then 
is m

oved from
 place to place through overly 

elaborate processes, broken in half and 
brought back together, chipped aw

ay, all of this 
to accom

m
odate various presentation m

odes. . . . 
R

ight now, they’ve built a gazebo around 
it to protect it from

 the rain. A
 rock protected 

from
 the rain. It’s m

y favorite sculpture story.”
2 

T
his focused interest 

is em
blem

atic of 
her artistic approach: 
B

aga often begins 
w

ith an im
age, story, 

or object that is synecdochical and then explores 
and m

ines its references m
ethodically beginning 

in a hum
orous vein but then giving w

ay to 
a subtler, m

ore nuanced com
m

entary. W
hile 

Plym
outh R

ock is the founding inspiration 
for this project, B

aga’s source m
aterial becom

es 
alternately m

ore and less directly related 
to the original narrative as the presentation 
progresses and the view

er is allow
ed to 

w
ander along w

ith B
aga on her illum

inating 
tour of free associations. 

In both of the Plym
outh Rock w

orks, B
aga 

relies on sculptures she places in the space 
to interact w

ith the projection rather than using 
her ow

n body through perform
ance. T

hese 
sculptures, placed throughout the gallery, 
interrupt the video im

agery and bring 
the virtual into the real space, and the real 
into the virtual. M

oreover, by adding, rem
oving, 

and changing elem
ents—

be they, as in the 
case of Plym

outh Rock 2, entirely new
 paintings 

and sculptures, or the live perform
ances and 

additions of recordings of previous screenings 
into the video for M

adonna—
B

aga allow
s 

the boundaries of each w
ork she creates to 

be fl uid. T
he distinctions betw

een each 
evolution, like the changes that the Plym

outh 
R

ock has acquired over tim
e, them

selves 
becom

e the im
portant record, outside of the 

m
aterials, of the w

ork itself.
Like m

any young artists today, B
aga 

is not troubled by form
al distinctions betw

een 
m

edium
s; she m

oves fl uidly betw
een and 

successfully com
bines the often-disparate 

disciplines of video, sculpture, painting, and 
perform

ance. Further, she is less concerned w
ith 

challenging the historical im
plications of 

each of these m
odes of w

orking than she is 
focused on presenting her uniquely com

binatory 
aesthetic, w

hich uses them
 refreshingly easily 

and w
ith a great deal of hum

or and w
him

sy. 
In one section of Plym

outh Rock, as a khaki-clad 
m

an w
ith a m

etal-detector hunts for treasure 
on a beach, a sw

ath of paint separated from
 

its canvas fl oats disem
bodied across the screen, 

gliding over a “real” canvas hung on the w
all 

in actual space, w
hile a boom

 box covered 
in faux-rock spray paint interrupts and blocks 
out the low

er right corner of the video. B
aga’s 

freedom
 to select at w

ill from
 am

ong these 

m
odes allow

s her to 
em

ploy conventions and 
clichés of these various 
techniques to create 
a w

hole that, like the 
aesthetic of her videos them

selves, 
oscillates betw

een a seam
less environm

ent and 
a discordant collage.

In addition to the vocabulary of established 
artistic practices, B

aga is com
fortably fl uent 

in the language of the Internet. T
his is not 

a surprise given her age. W
hat is surprising, 

how
ever, is that she m

anages to utilize 
the frenzied, strangely juxtaposed, free-for-
all sensibility that has com

e to defi ne the 
“Internet age” in a rem

arkably unselfconscious 
w

ay that strays far from
 being a com

m
entary 

on the ram
pant distraction of our tim

es. 
Instead, B

aga uses the Internet’s style of rapid 
inform

ation dissem
ination and rem

ixing just 
as confi dently as she incorporates the tropes 
of painting and sculpture into her w

ork; 
the “Internet aesthetic” becom

es just another 
m

ethod of presenting narratives delicately 
balanced betw

een personal and universal. 
In w

orking this w
ay, she is not only tapping into 

a m
ethodology popular w

ith m
any young 

artists w
orking today, but also draw

ing on the 
traditions started in the expanded cinem

a 
practice of the 1960s by artists such as Joan 
Jonas, A

nthony M
cC

all, and R
obert W

hitm
an. 

In her videos, as in her sculptures, B
aga 

is recom
bining and rem

ixing found footage—
or objects, in the case of the sculptures—
w

ith her ow
n video and audio recordings and 

creating a new
 product that retains m

any 
of the qualities of the original m

aterial. 
O

ne of the strongest devices that B
aga 

utilizes consistently throughout her w
ork 

is the exploration, expansion, and exam
ination 

of m
etaphors, sym

bols, and m
ythologies. 

She chooses references that are m
alleable, 

w
ith m

eanings that can be stretched and 
changed to serve a variety of situations, often 
ranging in tone from

 hum
orous to poignant. 

W
ater, w

ith its physically and sym
bolically 

m
anipulative properties, is one of these types of 

im
ages and the one that appears m

ost often in 
B

aga’s w
ork. For her, w

ater is an im
portant 

narrative tool. In Plym
outh Rock 2, B

aga uses the 
w

ater that the Pilgrim
s traversed to reach 

A
m

erica as scenery, protagonist, and everything 
in betw

een. It is just barely visible behind the 
R

ock itself, it appears behind a m
an w

andering 
on a beach hunting for lost treasures, and, at 
one point, it even totally fi lls the fram

e, giving 
the view

er the sensation of bobbing along 
like a buoy. M

uch of the rest of B
aga’s source 

m
aterial in Plym

outh Rock 2 points to incredibly 
specifi c cultural referents—

each m
ovie, 

song, or im
age that she quotes from

 recalls 
a particular place and tim

e in popular 
culture that w

ill, for m
any view

ers, rekindle 
personal associations as w

ell. W
ater, 

on the other hand, is not only a very varied 
substance that takes on diff erent states 
and uses in everyone’s daily life, but also 
a pow

erful sym
bol, appearing in m

any 
idiom

s and turns of phrase w
ith very 

diff erent m
eanings: a fi sh out of w

ater, 
in hot w

ater, like oil and w
ater, treading 

w
ater, w

ater under the 
bridge, and so on. 

Like the w
ater that appears 

throughout her w
ork, in the Plym

outh 
Rock series the w

ord “rock” serves as a 
pow

erful, often hum
orous pun that, 

like the R
ock itself, can be m

anipulated 
and forced to stand in for a variety of 
ideas. For exam

ple, w
hen B

aga fi rst 
presented this w

ork in London in 2011, 
the exhibition w

as called Rock and m
ade up 

of three com
ponent w

orks: Plym
outh Rock, H

ard 
Rock, and Soft Rock. In the titles alone, B

aga 
m

anaged to draw
 in references both serious and 

frivolous. W
ith this nom

enclature, she refers 
to a variety of types of A

m
erican m

ythologizing 
through both the country’s founding story 
and the heroes and im

itators of popular m
usic 

as w
ell as the identities and categories created 

w
ithin that system

. B
y using such a sim

ple pun, 
B

aga deploys her skill at carefully riding the 
line betw

een silly and poignant, m
anaging to be 

both, rather than neither. 
B

aga’s use of a specifi c im
age stands 

for the pow
er that Plym

outh Rock 2, and each of 
her installations, has over the view

er. She 
bridges the specifi c and universal in a sudden 
and surprising w

ay. E
ach of her choices, both in 

her videos and sculptures, and across the 
com

bination of the tw
o, is intensely personal. 

She has an affi  nity for sparkles and fl ashes 
of light, using disco balls, m

irrors, glass, and 
prism

s frequently. She trends tow
ards cultural 

references from
 the 1990s, the tim

e w
hen 

she w
as a child and young teenager. She fi lm

s 
in locations that she has lived in, uses hom

e 
video footage from

 her father, and includes 
such cultural references as a Filipino C

hristm
as-

caroling group that only a sm
all section 

of the population w
ould recognize. G

iven this 
specifi city, experiencing her w

ork can often, 
and w

onderfully, feel like stepping into the 
unique vision of an intense artistic m

ind. 
B

aga, how
ever, alw

ays pulls the view
er back, 

connecting her individuality to yours, and 
yours to everyone else’s. She m

anages to quickly 
jum

p from
 m

om
ents of isolation to ones of 

connectedness. In this w
ay, her w

ork em
bodies 

the sentim
ent of the digital age directly and 

honestly in a m
uch m

ore pointed, m
eaningful 

w
ay than sim

ply borrow
ing its aesthetics. 

B
aga has a perfectly tuned sense 

of hum
or, one that disarm

s view
ers and invites 

them
 in to her w

orld. O
nce inside, how

ever, 
her editing and rhythm

 paired w
ith unnerving 

juxtapositions give w
ay to an unexpected 

m
elancholy. W

hen asked, B
aga suggested that 

this feeling is produced 
by her editing style, 
inspired as it is 
by H

ollyw
ood fi lm

s 
and their com

fort w
ith em

otional m
anipulation. 3 

W
hile that is certainly the case, there is 

som
ething greater going on. B

eyond her ability 
to defl ate the devices of contem

porary art, 
popular culture, and m

edia consum
ption, 

B
aga seem

s to be pointing subtly at the w
ay 

that all of these m
odes are universal and at how, 

in this endless desire to diff erentiate 
ourselves, interconnectedness 

prevails. E
L

IS
A

B
E

T
H

 S
H

E
R

M
A

N
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