
The Fluid Image: The Art of Rosemary Furia 

 Describe the experience of waking up in a completely unfamiliar environment. You 

have no idea how you got here, what map you used, or how you can get home. It is the “Toto − 

I've a feeling we're not in Kansas anymore” feeling.  It is the sudden awareness that you are in a 

place of awe while simultaneously realizing a growing sense of foreboding feeling. Like déjà vu, 

Rosemary Furia’s work suggests something familiar and simultaneously vague and indistinct. 

But, senses heightened, you also feel something akin to wonder. You are mindful. Exploration is 

not only a desire  it is essential.  

 In the triptych Three Parts of One, Furia welcomes the viewer into her dynamic space. 

This is not a painting of a place; it is a painting of the feeling of a place. One must have collected 

and filed location memories that employ all of the senses, and have the recall to pull them 

forward at Furia’s visual suggestion. Doorways and openings abound, movement in and around 

is leisurely and pleasant with discoveries both small and large. In the left and right panels gentle 

blue forms suggest a view of the shore within an array of unspecified organic forms. These 

panels breathe with a suggestion of salt air and sea breeze. The center panel, structured, even 

grid-like, suggests architecture. Together these panels are an incomplete map. This is not an 

illustration of the place discovered. It is the multiple sensations of the discovery. 

 A View Through Random Paths offers a divergent experience. Amid barren patches of 

gray, brown, and tan, jagged red shapes stick to the surface like warning signs, giving us notice 

to enter cautiously. Bits of diagrams and signage, like compasses, try to orient, but ultimately 

prove too fractured, too cracked, to be reliable. Furia reminds us that these exist too − places 

where our senses forewarn and put us on alert, and cause us to move tentatively through the 

experience.  
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 Associating disparate ideas by juxtaposition has long been used in visual art. For 

example, Rauschenberg’s iconic Retroactive I, uses the familiar image of JFK and other less 

distinct photographs, to suggest a specific historical moment. Filmmakers use the montage 

technique in a sort of mashup of images to compress a longer story into a short timeline. In 

Furia’s hands this technique feels cinematic. The impression is that if one could disassemble the 

parts of Ledger in Selective Code and reassemble them into the correct sequence, slow this action 

down, we could clearly read an unfolding narrative. As it stands in montage form, the images 

blast at the viewer in rapid succession. The bits that we absorb are mere fragments in a newsreel, 

flickering in grainy black and white. The piece becomes a sort of encrypted puzzle for which 

there is surely a key, if examined, probed, and dissected. But Furia’s Ledger is not for dissection; 

it exists as an enticing, provocative mystery. 

 Applying the skills of a filmmaker, Furia evokes the unsettling feeling of déjà vu and the 

time compression of montage in the series Untitled. Highly suggestive of the Surrealist game 

Exquisite Corpse in which players have only a bit of an image to react upon, add their own, then 

pass to another player, Furia’s series of untitled pieces share the same jump cut sensation of 

marginally connected random images. In her hands, the images are most certainly intentional. 

But like the game the various parts seem spontaneous, blindly selected and connected − the 

outcome an enigmatic surprise.  

 Both pieces in the Untitled series share a strong horizontal format – twice as long as they 

are tall – creating the sensation of unfolding events, as in a timeline. Furia uses horizontal lines 

to strengthen this narrative quality. In Untitled II, the line is black, solid, placed in the center of 

the horizontal plane. But in Untitled I, the line, while still there, is less distinct, a suggestion of 

line assembled from linear collage fragments. The effect is the same – the clear intention of the 
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line is to direct, organize, and control the elements placed above and below this distinct mark and 

to provide the viewer with a stable element that also directs them through the piece as they try to 

create meaning from traces of intriguing information. 

 Furia achieves an almost hypnotic effect with positive and negative space in these 

Untitled studies. The positive image is highly active with fragments of photos, text, and textures 

but the negative space is devoid, completely inactive. This maximum/minimum balance and 

contrast heightens the suggestion of uneasiness so common to the experience of Surrealism.   

 Viewing Rosemary Furia’s work is like watching a time-lapse film of a blossoming 

flower: there exists in these still images a palpable impression of a burgeoning progressive 

unfolding − sometimes in lovely pleasant ways, and sometimes, as in life, quickly, too fast for 

comfort. Furia describes these pieces as “structural, angular, architectural…jigsaw in nature. I 

think of myself as a jackdaw, a crow, who gathers any scrap to add to the puzzle.”  Coded and 

encrypted, Furia’s compelling and absorbing images simultaneously rely upon bits of the 

familiar to ground the viewer, and the arrangement of these familiar fragments to unsettle. Some 

of us are just unable to resist decoding the mystery, exploring the unknown, and even when we 

find these are unsolvable puzzles, we delight in the trying and discover that the meaning was in 

the journey.  
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