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EDITOR’S NOTE

For some time now, Lizzie Perrotte, the course director for Modern 
and Contemporary Art, and myself have been in conversation about 
how we might get a student-run publication going from with the 
course. C#12 is that pilot venture.

Well into term 3, students formed an editorial board and proposals 
for submission were received. Designers came forward from within 
the cohort and copy editors pored over texts, returning queries and 
suggested changes. Deadlines were set and inevitably bent to the de-
mands of production schedules. As I write here, the C#12 is nearing 
the final stages before it goes live and reaches out to global constitu-
encies and readers.

I have been hugely impressed with the quality of the writing I have 
seen thus far and am so proud of our students in Course C from the 
year 2011-12. This is entirely their venture and venue. The writing 
before you aims to explore all aspects of the ecosystem that is con-
temporary art its practices. The writers have staked out their own po-
sitions and in these efforts begin to make the transition from course 
work to their own professional practices. We wish them well and 
know they go out into the world as excellent ambassadors for Chris-
tie’s Education, London. 

John Slyce 
Senior Tutor, Modern and Contemporary Art and Art World Practice
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Many years ago whilst hitchhiking 
with a friend from Belfast to her 
family home in Gortin, County Ty-

rone, further north, we happened to come 
across an Orange Day march. Oddly discord-
ant against the silence of the green, green 
countryside that is so indelibly Irish, the pro-
cession of men and boys marched gaily to the 
booming of drums mingled with the shrill cry 
of flutes. The parade seemed a convivial if 
not quaint ritual, uniting the different gener-
ations of its participants. But it was not long 
after the cease-fire, and when I looked across 
at my friend, I saw it at that moment very dif-
ferently and through her eyes—as symbolic of 
years of conflict and aggression and a trigger 
of paranoia and anxiety.

I find myself thinking of this memory when 
looking at Willie Doherty’s photographs 
and video installations. The sensation 
of experiencing two opposing and seem-
ingly irreconcilable viewpoints is not dis-
similar to the effect of his earlier black and 
white photographic diptychs with texts. In 
Undercover/Unseen (1985) and Protecting/
Invading (1987) it is the structural disunity, 
or apparent contradiction in the meaning be-
tween text and image—both when viewed as a 
separate half and as a work of two parts  —that 
enables what Caoimhín Mac Giolla Léith, the 
art critic, has described as a ‘dual articula-
tion, anti-authoritative and radically contes-
tatory.’

Memory is also the basis of Doherty’s work, 
and in later works this is often manifested 
as open-ended, using narrative as a device. 
Memory, as these works suggest, is often par-
adoxical; the place of conflicting perceptions 
and Doherty reminds us of its shifting, incon-
stant nature and of its infidelity. 

Doherty explores both individual and collec-
tive memory, rendering the meaning of these 
memories to us simultaneously as selective 
and closed, or open and limitless like the 
landscapes of his imagery. As Jean Fisher, 
the art and cultural critic has observed, cit-
ing Theodor Adorno on Samuel Beckett, Do-
herty’s is an art that puts meaning on trial.

30th January 1972 (1993) refers to the 
events of Bloody Sunday in Derry when thir-
teen unarmed civilians were shot by British 
paratroopers during a protest. It juxtaposes 
archival coverage of the demonstration and 
the shootings with interviews 21 years after 
the event both from witnesses recounting 
their memories of the day and from non-
witnesses, citing a photographic or televised 
image that for them encapsulated the event. 
Collective memory one might assume is the 
accumulation of individual memory, but here 
individual memory from witnesses is com-
ingled with the individual memory derived 
from mediated images and from the mediat-
ed image itself. We are forced to confront the 
power of the spectacularised media image on 
our own memory, and on ourselves, as iden-
tity after all, is partly bourne from memory.

Doherty, who has spent the last thirty years 
making art about the Troubles was himself 
born in Derry and as a twelve-year-old boy 
witnessed some of the killings on Bloody 
Sunday. He attributes the event and the 
subsequent media denial of it as a major 
influence in his concern around the ques-
tioning of the authenticity and authority of 
imagery, particularly the news media. Un-
surprisingly, film, audio, text and photog-
raphy, media associated with documenting 
and objective truth, and instruments of the 
news media, form the basis of his practice. 

#memory #history #video #ireland
ARTIST FEATURE: WILLIE DOHERTY
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Doherty’s single-screen video installation for 
dOCUMENTA 13, Secretion (2012) is about 
the memory of landscape, although being 
filmed around Kassel it taps into a different 
history altogether. There is the Kassel of the 
Grimm Brothers, whose Kinder und Haus-
marchen (Children and Household Tales) 
was published there in 1812—scenes of the 
film were shot in the Marchenwald or en-
chanted forest—but there is also the Kassel of 
Germany’s more recent past. 

It is not a coincidence that the installation 
is situated in an out-of-the-way part of Kas-
sel train station, near the site of one of the 
most important armaments manufacturers 
during World War II, and also near where 
Jewish families were registered before being 
deported to concentration camps. These as-
pects underscore the elements of hidden or 
lost narratives of a disturbing past that the 
film invokes. But if the film is about the past 
and its implications on the near future, Do-
herty has also asserted that it is also about 
the present, stating that ‘obviously my re-
sponse cannot be emptied of what I already 
know and imagine of the landscape and the 
traditions of its representation, however the 
intention is not to impose a preconceived 
reading onto the landscape but to respond to 
what I might find there.’

Filmed on high definition video, Secretion is 
beautifully shot. Doherty has the ability to re-
veal, within the drabbest and most mundane 

of cityscapes, an ethereal beauty, previously 
concealed from us. In Secretion, the areas 
in and around Kassel are transformed into a 
kind of nether world, one from the near fu-
ture, which is being ravaged by a mysterious 
blight. In a voice-over that sounds curious-
ly like Garrison Keillor, without the latter’s 
characteristic gravitas, the narrator relates 
the story of the blight. We learn of how an 
enquiry into the origins of the blight are 
traced to X, a guard of a special unit in the 
forest, whose job was to remove all signs of 
the presence of detainees, hosing their secre-
tions into a disposal tank. Contamination by 
these secretions into the rivers somehow pro-
duced the spores of the mysterious blight. X, 
who managed to escape when the prison was 
discovered by dressing as a prisoner, suc-
cumbs himself to the mysterious blight years 
later. As the voice over narrates, he is visit-
ed by hallucinations of being submerged in 
the deep pools of dark water, ripples playing 
around his corpse, and is wearing his guard’s 
uniform, as if he had never completed his es-
cape

Secretion is a tale of the living power of 
memory of our dark past. We are remind-
ed of how the energy of our misdeeds, al-
though often forgotten and repressed, lin-
ger in the landscape and are transformed 
over time into another kind of malignancy, 
returning to haunt the living in mysterious 
ways. by GOWRI BALASEGARAm

mailto:gowri_bee%40yahoo.co.uk?subject=About%20your%20article%20in%20C%2312%20magazine
mailto:gowri_bee%40yahoo.co.uk?subject=About%20your%20article%20in%20C%2312%20magazine
mailto:robmaconachie%40gmail.com?subject=About%20your%20article%20in%20C%2312%20magazine
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Six plastic jugs sit on display in a glass 
storefront. Lifting up an empty bot-
tle of cleaning product, a voice echoes 

from within, offering to alleviate bad memo-
ries. ‘What do you wish to forget?’ she asks. 
Before fully considering the question, I notice 
a man who has stopped in his tracks outside. 
He is staring at me through the front window 
of Carroll/Fletcher Gallery as I stand with a 
bottle of detergent pressed to my face. Eula-
lia Valldosera has implicated me in her scene, 
forcing me to perform, asking me to remem-
ber what I want to forget, all while people 
buzz by on Eastcastle Street. One of these 
hollow containers is aptly titled My Con-
cierge, humiliation, a joke recognizable only 
after the fact. The row of bottles—equipped 
with recordings and peepholes—serves as an 
introduction to the participatory theatre still 
to come in the exhibition.

In her first UK show, ‘Blood Ties,’ Valldosera 
engages with issues of the self versus the oth-
er within spaces of domesticity. Throughout a 
series of mise en scène installations the artist 
explores the potential of found objects, light, 
and sound. Cups of wine stand in as charac-
ters performing human relationships. This 
ongoing personification is realized through 
the intensity of light shining through liquid 
as it is put into motion. Past a black curtain 
hung in the first doorway, the viewer steps 
into a dim corridor. Along the right hand 
side of the hallway stands Love is Sweeter 
Than Wine: Three Stages of a Relationship 
(1993-94). Divided into three dioramas, the 
work utilises clear cups filled with red wine 
and more empty bottles posed atop spinning 
record players, in front of mirrors, and across 
the floor. The basic composition of each stage 
is the same, with only the glasses and bottles 

changing positions. Projectors shine beams 
of light through the cups and onto the mirrors 
and walls, creating a flickering home-movie 
effect. The objects in this series play through 
their own romance but might also double as 
artefacts left behind by lovers in their space. 
Walking among these works changes them—
shadows cast by moving forms in the gallery 
become enmeshed with the larger composi-
tion.

Interactive Bottles (2008) and Love is Sweet-
er Than Wine are placed very thoughtfully 
at the beginning of the show. Information 
gleaned here provides the tools for unravel-
ling meaning within the proceeding works. 
Suggestions of personal remnants and em-
bodiment, as well as physical and metaphori-
cal cleansing remain prominent throughout 
the show. On their most basic level, these 
works reveal central components in the art-
ist’s practice. Simplicity is key. By exposing 
the wires connected to projectors, the mir-
rors, and the artifices, Valldosera creates a 
duality between the enigmatic tableaus and 
the blatant structural elements of the work. 
She demystifies what first appears opaque.

Beyond the corridor, the gallery opens up 
to a large room which houses Mother and 
Father (2012) and The Period (2006). The 
gradual growth in the scale of works across the 
gallery achieves its height in this room, which 
is a fully immersive space. Part installation, 
part film, Mother and Father serves as a con-
tinuation of ideas of domesticity and personal 
traces in the home. Viewing this piece alone 
is disconcerting, almost frightening. Shad-
ows of moving figures drift across a distorted 
bathroom set-up, enacting daily rituals. The 
viewer’s shadow, lost among these projec-
tions, is a poignant reminder of the artist’s 

#body #other #home #personification #installation
EULALIA VALLDOSERA’S HAUNTED HOUSE
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intent: to erase her personal experiences 
within shared experiences of the body and 
the home. 

Across from Mother and Father a baby car-
riage sits on a rail, waiting to be pushed 
along by the viewer. Another projector sit 
nestled among the cushions, standing in for 
an infant. Moving the pram forward throws 
light from the projector across a row of cups 
filled with red wine. These cups allude to the 
loss of blood during the female menstrual 
cycle—adding a sense of voyeurism to the 
scene, as the set-up mirrors common filming 
devices used for controlling the movement of 
the camera. Paired with Mother and Father, 
this room speaks in the language of abjection 
with much of the restraint and staging found 
in cinema. Valldosera inserts viewers into the 
most intimate home-space, a world both fa-
miliar and deeply uncomfortable. 

Descending the stairs, the bottom floor opens 
up to a brightly lit space. The atmosphere 
here is vastly different from the drama on the 
upper level. The first room is lined with a se-
ries of large-scale photographs titled Family 
Ties. Much of the show’s former subtlety is 
lost to these works, which feature a family of 
human characters. Like the wine cups, they 

are posed in theatrical tableaux. The titles 
serve as an aid for unravelling the dramas: 
Maternal Bond, Presence of the Lover, Gen-
der Confusion, Abuse, Father and Son, Ab-
sence of the Father, and Unresolved Mourn-
ing (2012). Connected to these pieces the 
artist has installed a 31-minute video titled 
Interviewing Objects (1997-2008). Once 
again Valldosera gives primacy to object over 
individuals, focusing the camera on treasured 
items within the home rather than the sub-
jects’ faces. The piece, like it’s photographic 
counterparts, makes explicit the meaning of 
each scene. One section of the film begins 
with the chapter heading: ‘Individual: Artist, 
Curator, Collector,’ another scene opens with 
‘The Other: Family, Family Inheritance.’ It 
lays bare the ideas that speak quietly in the 
installations above, a fact reiterated with the 
harsh lighting.

Emerging from the basement of the gallery 
I pass Cleaning Flying Mirror no. 3 (2010) 
balanced precariously on a ledge. The spin-
ning projection casts a moving image on the 
walls above the staircase: a hand in a rubber 
glove, scrubbing away an unknown stain. The 
show’s story arch returns to its beginnings, 
offering to erase traumas, but only after you 
relive them. by LORENA BEARS

mailto:%20LQB%40verizon.net?subject=About%20your%20article%20in%20C%2312%20magazine
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People use their vitality in order 
to make products. Therefore every 
product contains part of the lives of 
the people that were involved in mak-
ing it. I like the idea of measuring the 
value of something not by its ‘use val-
ue’ but by the processes that were in-
vested in its making—the amount of 
‘life’ that was put into it.
  –Mika Rottenberg

New York based artist Mika Rotten-
berg has been granted her first solo 
exhibition in the UK at Nottingham 

Contemporary. Showing works from 2003 
to 2012, the young yet flourishing contem-
porary art centre invites us to enter Rotten-
berg’s grotesque sweatshop.

Entering the first room, the viewer is drawn 
towards a quite imposing wooden installa-
tion pushed into the corner of a seemingly 
empty room, deflecting the attention from 
a smaller video piece, Fried Sweat (2008), 
which has to be watched almost voyeuristi-
cally, through a peephole. Perched precari-
ously in the corner like a deserted children’s 
tree house, both threatening and appealing, 
the wooden structure hosts a multi-channel 
video installation. Cheese (2008) offers an 
interesting point of entry into Mika Rotten-
berg’s practice, an absurd prologue recalling 
ancient fairy-tales. The claustrophobic space, 
the atypical protagonists and the intriguing 
cheese making process set the tone for the 
rest of the exhibition. 

Thus begins a journey into a candy colour 
world at once grotesque and tender, seri-
ous and hilarious, devised by its creator with 
formidable intelligence. The viewer bounces 
from work to work driven by the visual and 
sound rhymes linking the pieces to each 

other, following an endless and surreal chain 
of production, of actions and reactions. A 
sneeze in Cheese leads the way to men with 
abnormally large noses sneezing rabbits or 
pieces of meat in Sneeze (2012) in the second 
room. The noise of an inhalator resonates 
with the sound of the air being sucked out of 
a vacuum pack in Dough (2005-2006). One 
may even find playful rhymes in Rottenberg’s 
titles: Cheese, Sneeze, Squeeze, Mary’s Cher-
ries, Tropical Breeze. 

In most of the videos, the claustrophobic 
spaces and rooms communicate with each 
other in the course of strange chains of pro-
duction by ingenious mechanisms, holes and 
trapdoors, moving like giant Rubik’s cubes 
putting on airs of beauty salons. Everywhere, 
the human body and its bodily fluids, sweat 
especially, are the driving forces in the pro-
duction of absurd items. Bodily resources 
replace impoverished natural resources. Pro-
ducers merge with their products, literally 
‘putting life’ into them. 

In Tropical Breeze (2004), ‘lemon scented 
moist tissues’ are produced with the sweat 
of a female bodybuilder truck driver, lemon 
scented by the chewing gum of a woman con-
tortionist before being packed up in kitsch 
and colourful boxes at the back of the truck. 
In Squeeze (2010) holes in the ground com-
municate with a room where Chinese women 
massage the arms of rubber tappers in In-
dian and Mexican lettuce pickers working in 
Arizona, while a curvy woman’s pink flesh 
is squeezed to produce blushers. Through a 
complicated process involving several other 
workers, blushers, lettuce and rubber are 
compacted into a heteroclite cube. The ‘art-
work’ thus produced forms a rotting ‘object 
to be stored in perpetuity’ in the Cayman 

#videoinstallation #globalisation #grotesque #sweat #fetishism
mIKA ROTTENBERG AT NOTTINGHAm CONTEmPORARY
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Islands, as stipulated on the conservation re-
port presented at the entrance of the instal-
lation. As for Mary’s Cherries (2004), the 
video depicts the steps of transformation of 
false nails into maraschino cherries. Each 
protagonist is secluded in her own space, 
with her own dull but indispensable task; if 
one of the links is broken, the whole chain is 
interrupted. The human body is here at work 
in a worldwide and global working chain, yet 
producing absurd, useless, consumable or 
mass-produced items. In Rottenberg’s vid-
eos, the human body produces matter and 
matter shapes the human body. Machines are 
virtually absent in the artist’s work, every-
thing being manually achieved. Emphasising 
the importance of human labour and the part 
of the maker’s life contained in every finished 
product the installations also depict the ab-
surdity of those modern sweatshops.

Human labour, globalisation, value, consum-
erism, fetishism and sexuality are depicted 
with acrid humour by the performance and 
video artist. Born in Argentina in 1976, raised 
in Israel and working and living in New York, 
Mika Rottenberg knows what she is talking 
about when it comes to universality and glo-
balisation. Rottenberg also knows (and uses) 
her classics, addressing, namely, Marx’s the-
ory of labour or Freud’s fetishism; but behind 
a thin smokescreen of feminism and social 
critique, the artist also recounts the touch-
ing stories of marginalised, yet incredible, 

individuals. Modern Rapunzels, obese, ex-
tremely tall or body builders, women who all 
have distinct physical features are the human 
encounters that trigger Rottenberg’s fertile 
imagination. Nottingham Contemporary 
capitalises on this aspect by presenting in its 
Study Room interviews of Mika’s real fairy-
tales character. 

Each of Mika Rottenberg’s pieces has a life 
of its own, embodying strange and absurd 
microcosms. However, gathered together in 
Nottingham Contemporary’s one-woman ex-
hibition the video installations form a sort of 
global artwork. The confined spaces in which 
the video-pieces are displayed, plywood 
boxes or wooden maze, plastically convey 
the works’ ambiances to the viewer, literally 
plunging him into Rottenberg’s grotesque 
parallel world both anxiogenic and comical. 

Very topical and contemporary in their 
manifestations, Mika Rottenberg’s themes 
and issues find an interesting historical 
counterpart in the parallel exhibition held 
in the fourth space at Nottingham Con-
temporary. The English caricaturist James 
Gillray (1756-1815) also depicted his times 
and contemporaries with caustic humour 
and a lot of grotesque. Gillray’s politi-
cal satires converse admirably with Rot-
tenberg’s installations, creating a bridge 
between past and present, the uncertain 
times of Napoleonic Wars and the modern 
sweatshop. by EmILIE CLOOS

mailto:emilie-cl%40hotmail.com?subject=About%20your%20article%20in%20C%2312%20magazine
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#stopmotion #video #time #phenomenology
DAVID CLAERBOUT’S STOP mOTIONS

To my mind cinema and photog-
raphy are like brother and sis-
ter who are enemies... after incest 
  –Agnès Varda1

Stop motion videos tracing someone’s 
pregnancy, narrating a journey across 
the globe or registering a variety of 

hairstyles seem to pullulate internet’s ama-
teur video-sharing platforms. While these 
videos may point to a frivolous fashion, they 
also attest to the dissolution of boundaries 
between still and moving image in the digital 
age.2

For stop motion is an artifice that goes back to 
the history of film itself. The uncanny conti-
nuity of still images destitute of the cinematic 
trompe l’oeil can be found in its technologi-
cal predecessor, the series of photographs by 
Eadweard Muybridge in the late nineteenth 
century. A few decades later, stop motion was 
extensively employed to create filmic anima-
tions with puppets and insects. The technique 
was listed among Einsenstein’s collision-pro-
ducing montage tools, able to create ‘conflict 
between an event and its duration.’3 Radical 
experiments using stop motion can be seen 
later in the twentieth century, such as in Chris 
Marker’s film La Jetée (1962), composed—
with the exception of one scene—entirely of 
still photographs. And as Conceptualism and 
Performance art brought photography and 
film to the centre of visual arts production, 
stop motion’s capacity to manipulate time 
was put to test in the year-long performance 
of Tehching Hsieh: recording the hourly 
punching of a time clock in individual frames 
of a film reel, the artist condensed the lapse 
of one year into the fast moving imagery of a 
few minutes in Time Clock Piece (1980-81). 

More recently, Belgian artist David Claer-
bout has experimented with video installa-
tions of still images. The Algiers’ Sections of 
a Happy Moment (2008)—currently exhib-
ited at the Parasol Unit—pictures, during its 
37 minutes, the same instant in a multitude 
of points of view. The ephemerality of the 
scene—the moment when a flying seagull is 
about to reach a piece of bread from a man’s 
hand—is thus dilated to an extreme, making 
the viewer particularly aware of an infinitesi-
mal of time. But Claerbout’s series Sections 
of a Happy Moment operate fundamentally 
differently from its predecessors. The possi-
bility of their scenes, in which something is 
blatantly always about to happen, is distin-
guished from the cinematic stop motion: if 
film uses it to suspend its narrative only mo-
mentarily, Claerbout’s scene fails to evolve in 
time, it simply never happens. Orthogonally 
to Muybridge’s method of fixing a frame in 
progressing time, Clearbout fixes an instant 
in time to be depicted in varying frames. By 
congealing what is too quick for the bare ret-
ina to notice into a static image, Muybridge 
grants us access to an ‘optical unconscious’4 
only the camera can reveal, as Walter Ben-
jamin writes. Claerbout’s images too inhabit 
this unconscious, but instead of holding a 
scientific aspiration to demonstrate a ration-
al—and conscious—truth, they insist in not 
leaving this digitally constructed space of a 
hyperreal fiction of visual totality. Sections 
of a Happy Moment dialectally tries to build 
the re-production of an immersed embodied 
experience, only to reinforce the limitation of 
the mediating optical device that is used in 
this futile attempt.

In previous works, Claerbout had already 
challenged the traditional re-presentation of 
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time. But the intimacy between time and 
medium forces a renegotiation of the very 
boundary between still and moving image. In 
Vietnam 1967, Near Duc Pho (Reconstruc-
tion After Hiromichi Mine) (2001), the artist 
appropriates a journalistic photograph of a 
disintegrating military aircraft floating a few 
metres above ground, about to meet its tragic 
end. Only in this recreation, the original pho-
tographic background has been replaced by 
a moving image of modern day Duc Pho. Vi-
etnam 1967, Near Duc Pho thus problema-
tises time in two different but equally crash-
ing dimensions: pictorially, as the aircraft 
supposed to embody movement is kept still, 
while the foliage of the idyllic landscape se-
renely flows with the wind; and as an object, 
assumed as a loyal index of a past factuality 
coming to inhabit the present as a fiction.

Claerbout’s puzzle in Sections of a Happy 
Moment is however not only composed of 
fragments of time, but posits a phenomeno-
logical spatio-temporality. At every new pic-
ture, a building block is added to the virtual 
conception of space the observer creates 
in his mind. But our memory fails to prop-
erly acknowledge the edges of seen images, 
a phenomenon psychologists have named 

‘boundary extension.’5 Each section thus gets 
the observer closer to solving this spatial 
puzzle at the same time it shatters his previ-
ously rendered mental image. Merleau-Ponty 
describes time as ‘not a line, but a network of 
intentionalities.’6 After Sections of a Happy 
Moment, the spectator should have a quite 
entangled one.

1  Agnès Varda, ‘On Photography and Cinema’ (1984), 
in David Campany ed. The Cinematic (London: Wh-
itechapel Gallery, 2007), p. 63.

2 This phenomenon has recently been the object of 
study of film and art scholars. Both the conference 
‘Stillness and Time: Photography and the Moving 
Image’ at the Kent Institute of Art and Design in 
2004 and the symposium ‘PhotoFilm: Stillness and 
Movement’ at the Tate Modern in 2010 enquired 
into the subject.

3 Sergei Eisenstein, ‘Montage is Conflict’ (1929) in 
David Campany ed. The Cinematic, Op. cit., p. 30.

4 Walter Benjamin, ‘The Work of Art in the Age of Me-
chanical Reproduction’ (1936), trans. J. A. Under-
wood, in The Work of Art in the Age of Mechani-
cal Reproduction (London: Penguin Books, 2008), 
p. 30.

5 Helene Intraub & Deborah Berkowits, ‘Beyond the 
Edges of a Picture’, The American Journal of Psy-
chology Vol. 109 No. 4 (1996), pp. 581-598.

6 Maurice de Merleau-Ponty, Phenomenology of Per-
ception, trans. Colin Smith (Oxon, U.K.: Routledge, 
1962/2002), p. 484.

by ALEXANDRE CORDOVIL
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Walker Evans contemplates that ‘the 
matter of art in photography may 
come down to this: it is the cap-

ture and projection of the delights of seeing; 
it is the defining of observation full and felt.’1 
In installing a camera obscura in the Cam-
den Arts Centre, Arkwright Road (2012), Zoe 
Leonard brings the viewer into the world of 
the photographer. They too become observ-
ers of what is happening as the image is be-
ing produced. By doing this, she brings to our 
attention that which we would not otherwise 
notice and brings into photography the no-
tion of time. If, according to Roland Barthes, 
every photograph is also a ‘micro-version 
death,’2 since it eternalises a specific mo-
ment, Leonard inverts that idea and invites 
us to observe the passing of time; ‘I know the 
world will never look quite this way again, 
and I feel that I want to look closely, to hold 
it near,’3 she says.

In one of her most well-known works, the se-
ries of photographs Analogue (1998-2007), 
Zoe Leonard seeks to capture everything 
that is part of our world in an attempt to 
document our times. She talks about how 
‘progress is always an exchange. We gain 
something, we give something else up. I’m 
interested in looking at some that we are 
losing.’4 It is not about nostalgia, but about 
connecting to the world around her. Hence 
it is very fitting that the camera obscura lit-
erally calls attention to progress: a building 
under construction across the street takes up 
most of the reflection. Could this be a coinci-
dence? Either way, it is remarkable that not 
only it allows visitors to watch images of the 
everyday—people going about their lives, the 
weather changing and the day slowly giving 
way to night—but also actual development 

taking place. It makes us stop and reflect 
about the building gradually taking up our 
view of the sky; of what was there before and 
what we are giving up in order for something 
new to come along.

In this quite succinct show, Leonard ex-
plores photography in different forms: ‘ex-
perience, image and object.’5 By producing 
a camera obscura, she literally incorporates 
into the work that which does not belong to 
the medium—time. In the seemingly blurred 
black and white images of the sun, the art-
ist captures that which resists being captured 
and the result is that we end up seeing not 
the sun itself, but its reflections. Finally, she 
brings into the show some of the traditional 
aspects of photography as an object in the 
form of postcards—that of memory and the 
souvenir—which have often lost prevalence 
with the advent of digital photography and 
internet communication.

Although there are no people in her images, 
the exhibition space seems to be a stage wait-
ing to be filled by its spectators. Regarding the 
lack of people in her works, Leonard states 
that there are always at least two people in 
the images, the photographer and the viewer, 
which makes particular sense in the way the 
exhibition was conceived. The creation of a 
camera obscura is a quintessential mise en 
scène. The moving images of this ordinary 
London street are set in a dark room with big 
bean bags inviting the viewer to sit and ob-
serve the passing of time. Visitors come in to 
take part in that image; it is a theatre waiting 
for its spectators.

Moreover, Zoe Leonard explores issues of 
perspective and time, bringing forth a dis-
cussion of what photography can be, while 

#progress #souvenir #photography #zoeleonard
EXHIBITION REVIEW: ZOE LEONARD OBSERVATION POINT
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removing herself from the specific discussion 
of photography and technology, or analogue 
versus digital. Her camera obscura defies the 
idea that a photograph is the result of captur-
ing one moment in time. Photography ceases 
to be the production of an image fixed in time 
as the work is produced in front of the viewer, 
every day, for the duration of the show. 

The exhibition is a confirmation that Leon-
ard’s work cannot be reduced to the ideas 
of nostalgia or resistance to progress. The 
longing evoked in these works is essentially 
for the present. In Survey (2009-2012), the 
postcards of the Niagara Falls from a peri-
od of over one hundred years underline the 
change in perspective through time. Leon-
ard wants us to open our eyes to that which 
is in front of us and to what we make of 

our world today. Her exhibition is a breath 
of fresh air in a big city like London as she 
encourages us to enter a contemplative state. 
It is as if Leonard was saying, ‘now just go 
out and actually see the world around you.’ 
Carpe diem.

 

1 Zoe Leonard explains that she is interested in the 
works of Eugène Atget and Walker Evans for their 
eye for ‘signs of the human hand’ and respect for the 
voices of anonymous individuals. In George Baker 
ed., ‘Artist Questionnaire: 21 Responses’, October 
Vol. 100 (Spring 2002), p. 95 and Walker Evans, 
‘Photography’, The Massachussets Review Vol. 19 
No. 4 (Winter 1978), p. 646.

2 Roland Barthes, Camera Lucida (London: Vintage, 
1993), pp. 13-14.

3 Baker, Op. cit., p. 97.
4 Ibid., p. 89.
5 Description in wall label.

by PAULA CRUZ
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#collect #handmade #luxury #object

The ritual begins with a duet of guards 
and their ropes dividing the diamond 
encrusted VIPs from the common craft 

connoisseur. The red carpet is rolled out, al-
lowing the sacred procession to approach 
the impending and imposing authority of the 
neo-classical façade. Upon entrance, one is 
confronted with mute, stoic boundary statues 
with blank stares and forced smiles. A large 
pure white surface separates the viewer from 
the guardians, now enclosed within the soar-
ing walls of the sanctuary, this temple of con-
temporary art. The patron is ushered into the 
cella by the temple maidens who have dedi-
cated their time to the adulation of objects 
created through technical skill, through the 
hands of artistic gods of creation: the crafts-
man and craftswoman.    

Approaching the COLLECT fair feels like an 
ancient ritual process. Lines of worshippers 
wait to interact with sacred objects, to vener-
ate the divine creator within an immaculate 
sanctioned space.  The handcrafted works are 
presented as deified objects on plinths, glass 
encased shelves and raised platforms demar-
cated by inscriptions ‘please do not touch.’ 
In contemporary society, the artistic sphere 

elevates the status of art beyond the realm of 
desire into a sacred cult of the object.

The term ‘craft’ encompasses age-old debates 
in relation to its counterpart ‘art.’ Craft is of-
ten associated with a taught skill, creating 
something practical or decorative which is 
imaginative yet does not elicit the emotional 
response and ingenuity of an artwork. The 
COLLECT fair aims to remove craft from such 
connotations by utilising the term ‘object’ as 
a more inclusive alternative.  COLLECT chal-
lenges binary notions of craft by exhibiting 
works which combine learned skill and in-
novation, ornament and function, figure and 
expressive abstraction as well as through the 
presentation of expansive installation works. 

The idea of luxury is evident through the 
fair’s association with the branded Saatchi 
space as well as its emphasis on originality 
and specialisation of objects displayed. Chris 
Leadbeater suggests that craft is the new lux-
ury, that its odd and idiosyncratic nature will 
be valued in opposition to the standardised 
material of the masses. COLLECT privileges 
craft for its learned process, its aura of au-
thenticity—requiring that at least fifteen per-
cent of artists displayed in booths are fresh.  
The COLLECT fair successfully elevates the 
discourse of craft into the marketable luxury 
sector through displaying the critical and ex-
perimental nature of artists willing to expand 
their territory.

The fair spans over three levels: the ground 
floor, first and second, each of which pre-
sents an international selection of artists.  
The weaving cubic rooms present eclectic and 
lively objects of varying colours, forms, and 
processes which pierce the purity of the white 

COLLECT: THE INTERNATIONAL ART FAIR FOR CONTEmPORARY OBJECTS

Christina Schou Christensen, Drip, 2011
Courtesy of Gallery Sofie Lachaert
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gallery space. Experimental works such as 
Drip (2011) by Christina Schou Christensen 
display the utmost of technical skill and in-
novation, enabling craft to break discipli-
nary bounds. Drip is hand formed by the 
artist, evident through cinched areas as well 
as indents and finger imprints. Six legs hold 
a head of five cavities that appear in funnel 
forms from which white glaze oozes. Here the 
glaze is not merely a final sheer covering, or 
end point of production, but rather an inte-
gral element of the work, dripping to create a 
cloudlike formation that supports the struc-
ture. Through its contrasting of thin dangling 
droplets of glaze and roughened, handled 
stoneware, this work stretches the bounds of 
a traditional medium and surpasses classifi-
cation as a simple decorative object. Chris-
tensen broadens categories of art and craft 
integrating both a learned process with an 
object that questions the spectator as to its 
function, representation and creation.

The most thorough confrontation on the 
boundary between art and craft is displayed 
in the second floor project space, where ten 
artists have been invited to freely experiment 
with their surroundings.  These works decon-
struct preconceived notions of craft by ex-
panding the frame and scope of the discipline. 
For instance, London based artist Nahoko 
Kojima utilises the traditional technique of 
Japanese paper cutting yet innovatively em-
ploys it in an expanded space. Approaching 

her work Cloud Leopard (2012), there is a cu-
riosity surrounding its creation.  A leopard is 
suspended in air, as if a ghost image sweep-
ing past.  The form is highlighted by the white 
wall behind it, which upon frontal confronta-
tion appears a two-dimensional stencil deli-
cately drawn.    

Upon closer inspection, the work is full 
of life and movement, a three-dimension-
al form cut from a single sheet of paper.  
The intricacy of the work is merely height-
ened through its scale and form, which 
demands the artist to explode the frame 
and expand into the world of the viewer.  
Kojima has pushed her artistic practice be-
yond its original scope, engaging the specta-
tor in a phenomenological encounter.  

Such works break the traditional barriers of 
craft by reaching outside the frame of the 
decorative and functional; rather, they em-
ploy society to address craft as an expansive 
field of artistic creation. In addition, craft is 
exploding throughout the art world through 
the presentation of large-scale exhibitions 
such as the ‘Power of Making’ at the Victo-
ria and Albert Museum, and Grayson Per-
ry’s collaboration with the British Museum 
to create The tomb of the Unknown Crafts-
man—among others. The age-old sacred glo-
rification of the artisan does not seem to be 
lost on contemporary society, but rather in a 
world continually ravaged by technology, the 
hand crafted becomes a precious oddity and 
luxurious innovation.

1 Chris Leadbeater is an independent writer, who was 
commissioned to write ‘The new rules of luxury’ for 
the COLLECT 2012 catalogue.

2 Pamela Buxton, ‘International Affair’, Craft maga-
zine May (2012), pp. 14-22.

 

Nahoko Kojima, Cloud Leopard, 2012
Courtesy of ?

by STEPHANIE EISENBRAUN
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#artbasel #artbaselmiamibeach #charlessaatchi #oscars

Una cosa es clara; Art Basel es La Ma-
drina del mundo del arte. Si estás 
trabajando en la feria–y no como un 

mesero/artista o camarero/artista sirvien-
do champaña tibia cara y emparedados fríos 
por $16—entonces has tenido éxito. Tal pa-
rece cada año Art Basel se vuelve más y más 
grande con Art Basel Miami en el invierno, el 
nuevo Art Basel Hong Kong y docena de fe-
rias satélites que abarcan el espectáculo que 
Art Basel se ha convertido. Incluso durante 
la crisis económica, decadencia es un impor-
tante ingrediente en la sopa que es el mundo 
del arte. Si el Sr. Nigella Lawson aka Charles 
Saatchi afirma que “ser un comprador de arte 
es comprensiva e indiscutiblemente vulgar,” 
tal parece que la ironía de esto no se le esca-
pa.  

Algunos críticos expresaron que Art Basel 
este año fue “lento y estable” aunque para 
esos coleccionistas con bolsillos llenos la idea 
de aprovechar dos días enteros de preestre-
no sonó muy bien como para dejarlo pasar. 
Por otro lado, para esos codiciosos dealers 
y galeristas la idea de dejar que sus clientes 
contemplen en comprar un Gerhard Richter 
(Pace Gallery, Nueva York) o un Mark Ro-
thko de $78,000,000 (Marlborough Fine Art, 
Nueva York) es una escusa inconsiderada y 
egoísta. ¿Pero los podemos culpar cuando 
vender rápido es la regla número uno de to-
das estas ferias? Aún así, la crisis económica 
no lastimó el éxito de la feria. Un lema que se 
repite varias veces es: si tienes la plata, gás-
tala. Sin duda, Art Basel es el lugar perfecto 
para hacerlo. 

Art Basel no es una simple feria de arte, es un 
completo espectáculo. Aunque la exhibición 
del verano en Basel ha mantenido su presti-
gio e identidad, su vulgar hermana, Art Basel 

Let’s get one thing straight; Art Basel 
is the Big Kahuna of the art world. 
If you are working there—and not as 

a waiter/artist or bartender/artist serving 
warm overpriced champagne and cold $16 
sandwiches—you’ve made it. It seems that 
every year Art Basel becomes bigger and big-
ger with Art Basel Miami in the winter, newly 
introduced Art Basel Hong Kong and dozens 
of satellite fairs encompassing the spectacle 
that Art Basel has become. Even during eco-
nomic turmoil, decadence is a distinguished 
ingredient in the art world stroganoff. If Mr. 
Nigella Lawson a.k.a. Charles Saatchi asserts 
that ‘being an art buyer is comprehensively 
and indisputably vulgar,’ it seems as though 
irony is not lost on him. 

Some critics called this year’s Art Basel ‘slow 
and steady,’ yet for those collectors with dis-
posable incomes the idea of having two VIP 
preview days was too hot to handle. On the 
other hand, for the money hungry dealers and 
gallerists the idea of having clients contem-
plating on purchasing a $25,000,000 Ger-
hard Richther (Pace Gallery, New York) or 
a $78,000,000 Mark Rothko (Marlborough 
Fine Art, New York) became an inconsider-
ate and selfish excuse. Can we blame them; 
when selling fast has always being the ri-
gueur of any art fair? Nonetheless, the inter-
national economic crisis did not even harm 
the fair’s success. One motto seems to repeat 
itself again and again: if you got it, flaunt it. 
Undeniably, Art Basel is the place to do it. 

Art Basel is not a mere art fair; it has become 
a spectacle. Even though the original Basel-
based summer exhibition has kept its integ-
rity for the most part, its tawdry hotter sister 
Art Basel Miami has become the Paris Hilton 
of the family. In Miami, flash is everything 

ART BASEL: 15 mINUTOS Y CONTANDO…
ART BASEL: 15 mINUTES AND COUNTING…
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Miami se ha convertido en la Paris Hilton de 
la familia. En Miami ser ostentoso es todo. 
Mientras los coleccionistas son invitados a 
cenas y fiestas de cocteles elegantes en Ba-
sel, en Miami los tientan con invitaciones de 
fiestas con celebridades, conciertos VIP y con 
todo el libertinaje y depravación que South 
Beach provee. La real pregunta es: ¿realmen-
te arte es parte de estos eventos? No, pero 
por lo menos puedes discutir tu nueva adqui-
sición de un Hernan Bas con Lenny Kravitz 
o una de las gemelas Olsen en el Hotel Mon-
drian. ¿No es eso lo que Miami es en reali-
dad?

Las exhibiciones de Art Basel se enorgullece 
en ser ‘únicas’ aunque el 80% de las galerías 
participantes son el ejemplo de la jerarquía 
del mundo del arte ya que tienden a ser las 
mismas galerías de cada año. Tal parece que 
esa proclamación no es tan precisa. De he-
cho, para una nueva gallería el poder parti-
cipar significa no sólo tener bolsillos grandes 
para poder ser incluidos en el puesto más pe-
queño—alrededor de 25 pies cuadrados que 
cuesta unos $35,000—necesitan pasar por 
una selección de junta. Este grupo puede ser 
comparado con el grupo superficial de la pre-
pa compuesto por los chicos populares pero 
me estoy alejando del tema. Como una nueva 
galería participante debes hacer una declara-
ción financial y estéticamente. En otras pa-
labras: la plata manda y te llevará a grandes 
lugares en la feria aunque sea al final de to-
das las galerías al lado del baño. Nadie dijo 
que el comienzo del éxito olería a rosas. Esta 
llamada ‘junta’ consiste de directores de ga-
lerías participantes, no esperes ninguna de-
mocracia. 

En mis pasados años en Miami trabajé mi 
primer Art Basel como una joven  asistente 
de galería de veintiún años, con tacones de 
seis pulgadas y una mirada de miedo intimi-
dante y desde luego aprendí unos trucos del 

and while collectors are invited to swanky 
dinners, tasteful cocktail parties and private 
previews back in Basel, in Miami they are 
tempted with celebrity-filled parties, outdoor 
VIP concerts and the all-encompassing de-
bauchery of South Beach. Is art part of any 
of these events? No, but you can discuss your 
purchase of your new Hernan Bas with Len-
ny Kravitz or one of the Olson twins at the 
Mondrian Hotel. Isn’t that what Miami is all 
about? 

Art Basel exhibitions pride themselves in be-
ing ‘unique’ yet with about 80% of the par-
ticipating galleries being frequent returning 
blood-sucking examples of the art world hi-
erarchy it looks as though that statement is 
not as accurate as they would like it to be. 
In fact, for a new participating gallery to be 
featured in Art Basel not only do they need 
to have the ‘big bucks’ to be included in the 
smallest booth—about 25sq.ft. which runs 
for about $35,000—they need to go through 
a board selection. This board could easily be 
compared to the group of obtuse popular kids 
picking the Prom king and queen back in high 
school, but I digress. As a new participating 
gallery you need to make a statement both 
aesthetically and financially. In other words; 
money talks and it will take you places in the 
fair even if it is at the end of the pack next 
to the restrooms. Hey, no one said the begin-
ning of success smelled like roses. Please ex-
cuse the pun. This so-called board is mainly 
comprised of returning gallery directors; do 
not expect any democracy here.

In my years back in Miami I worked my first 
Art Basel Miami as a doe eyed, six-inch heels 
wearing, I’ll-cut-a-bitch-gazed, twenty-one-
year-old gallery assistant working on the 
main fair and I definitely learned a few tricks 
of the trade:
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 oficio:

1 Aprende a socializar. Si tienes que ven-
derle tu alma al diablo, sabrás que ese es 
el primer paso en el mundo del arte.  

2 Vístete de lujo. No solamente estás re-
presentando a una galería respetable, 
estás representando a ti mismo. ¿Así que 
importa si no puedes pagar esos tacones 
de seis pulgadas que te están matando 
los pies por las siguientes 10 horas? Para 
ser bella hay que sufrir y la belleza signi-
fica comisión. 

3 Trata a todos como si fueran tu papito 
chulo porque al final del día eso es lo que 
serán para ti.  

4 Conoce los nombres importantes, estu-
dia los coleccionistas más codiciados, los 
deales, especialistas, consultores, cura-
dores, directores de museos, etc. Hacer 
estas conecciones no importa el poten-
cial de ventas o no es indispensable para 
poder introducirte en el corto espectro 
de una potencial asociación en el futuro. 

5 Eres un vendedor, la única diferencia 
entre tu y un vendedor de autos usados 
es tu ropa. Al final del día te estás ven-
diendo a ti mismo así que no seas ava-
sallador, demasiado ambicioso o sim-
plemente vulgar. No hay necesidad en 
actuar como una prostituta de esquina 
desesperada al final de la noche. ¡Ten 
más decoro, esto es Art Basel!

Art Basel se enorgullece en “ofrecer nueves 
ideas, inspiración y contactos en el mundo 
del arte a sus visitantes.” No hay duda que 
lo logra al igual. La realidad es que no im-
porta cuan avaro o sadistas nos sentimos 
en en la presencia del monstruo come cora-
zones que es Art Basel, sigue siendo un ne-
gocio sumamente exitoso año tras año. Uno 

1 Learn to schmooze. If you have to sell 
your soul to the devil, know that’s step 
one in the art world. 

2 Dress to kill. You are not only represent-
ing an established and respected gal-
lery, you are representing yourself. So, 
who cares if I cannot really afford my six 
inch heels that will excruciatingly pinch 
my feet for the next ten hours? Pain is 
beauty and beauty equals commission.

3 Treat everyone like your sugar daddy be-
cause at the end of the day that’s what 
they’ll be to you. 

4 Know the big names; study the impor-
tant collectors, dealers, consultant, ad-
visers, curators, museum directors, etc. 
Making these connections regardless of 
potential sales or not is vital for you to 
introduce yourself in their short spec-
trum of potential future professional as-
sociation.

5 You’re a salesman, the only difference 
between you and a used car salesman is 
your clothes. At the end of the day, you 
are selling yourself and thus do not be 
obviously pushy, over-ambitious or plain 
crass. There is no need to act like an al-
most end of the night corner prostitute. 
Have more decorum, this is Art Basel!

Art Basel prides itself in ‘offering visitors 
new ideas, new inspiration and new con-
tacts in the art world.’ There is no doubt it 
certainly achieves this. The reality is that 
no matter how money hungry they seem or 
how sadistic we may feel in the presence 
of the heart-eating monster that Art Basel 
is, it is a business and it has not faltered to 
achieve success after success. One can even 
hint its biggest success is establishing itself 
as a pop culture phenomenon. If movie stars 
have the Oscars then we have Art Basel; the 
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 pudiese decir que su mayor éxito es su influ-
encia en la cultura popular de hoy día. Si las 
estrellas de cine tienen sus Oscars enton-
ces nosotros tenemos Art Basel, la única 
diferencia es que podemos comprar nuestro 
trofeo.

only difference is that we can buy our 
trophy. by AmANDA FERNANDEZ-LEON

por AmANDA FERNANDEZ-LEON
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#nature #freewill #system #природа #свободнаяволя #система

Олли Палмер, дизайнер, художник: 
интервью Катe Ганюшиной.

Катя Ганюшина: Есть ощущение, что 
тебя очень вдохновляет природа, с чего 
это началось?

Олли Палмер: Природа интересовала 
меня с раннего возраста. Я всегда испыты-
вал непреодолимую тягу к путешествиям, 
поэтому в пятнадцать лет я начал рабо-
тать, делал массу всего: и туалеты чистил, 
и хот-доги продавал, и надувные конструк-
ции устанавливал, и телевизоры чинил. К 
восемнадцати скопил достаточно, чтобы 
совершить кругосветное путешествие. 

Путешествуя по Южной Америке, я не-
которое время жил в джунглях Амазон-
ки, где нет ни дорог, ни телефонов, ни 
денег—ничего, к чему я привык. В такой 
экстремальной среде ты волей-неволей 
вынужден существовать в согласии с при-
родой: начинаешь чувствовать ритм места 
и замечать взаимосвязи природных си-
стем. Я целыми днями следил за окружа-
ющей средой и тем, как в ней происходит 
взаимодействие различных элементов. 
Некоторые самые красивые вещи можно 
увидеть, наблюдая образование волн или 
облаков. Думаю, это и оказало влияние на 
меня как художника: например, проект 
Ant Ballet (Муравьиный балет) непосред-
ственно связан с изучением взаимопро-
никновения природных систем.

В природе много поэзии.

Это— простота и интуитивность 
движения в природе—привлекло тебя и 
в работе над другим проектом, Reactive 
Vertebrae (Реагирующие позвонки)?

Designer and artist Ollie Palmer inter-
viewed by Katya Ganyushina.

Katya Ganyushina: It seems like a lot of 
your inspiration comes from nature, when 
did it start?

Ollie Palmer: I’ve always had an interest in 
nature, from a very early age. I’ve also had an 
insatiable urge to travel, so when I was fifteen 
I started working a lot of odd jobs—amongst 
other things, cleaning, selling hot dogs, put-
ting up large inflatable structures and fixing 
televisions. By the time I was eighteen, I’d 
saved up enough money that I could afford to 
take myself around the world.

Whilst in South America, I spent some time 
living in the deepest Amazon, away from 
roads, telephones, money, and all of the 
things I was used to back home. Because of 
the extreme environment, you have to start 
living in sync with, rather than against, na-
ture. You fall into the rhythm of the place, 
and start noticing the interdependencies of 
natural systems. I spent days just observing 
my surroundings, seeing how one thing af-
fects another and in turn another. Some of 
the most beautiful things in life can be found 
through the physics of waves or clouds. I 
guess it’s gone on to influence my work, in 
things like the Ant Ballet, where it’s a direct 
study of and interference with natural sys-
tems.

There’s so much poetry in nature.

This is what fascinated you in the Reactive 
Vertebrae, the simplicity, intuitiveness of 
movements in nature?

Yes. That’s an investigation into nature- 

Фаза IV. Уничтожение (не определено).
PHASE IV. DESTRUCTION (UNDETERmINED).
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Да. Этот проект—исследование шарнир-
ных механизмов—вдохновлен методами 
соединения в природе.

Я начал с изучения традиционных ме-
ханических соединений. Обычно они в 
значительной степени просчитаны. Про-
ектируя какой-либо механизм, дизайнер 
вычисляет расположение оси вращения, 
на месте которой будет находиться соеди-
нительный стержень, чтобы точно знать, 
где будет происходить вращение и какая 
нагрузка выпадет на каждый из элемен-
тов. Природные механизмы сочленения, в 
свою очередь, функционируют практиче-
ски интуитивно. Отсутствие заданного ме-
тода соединения и самой оси придают им 
значительную гибкость, вариативность, 
свободу движения. 

Таким образом, Reactive Vertebrae—всего 
лишь исследование механизмов, движение 
которых определяется не соединительным  

inspired articulated joint systems.

I started out looking at traditional mechani-
cal joints, which are usually very specified 
and calculated. When we [designers] design 
mechanical objects, we normally specify ex-
actly where a rotational axis is going to be 
and put a pin into it. You know exactly where 
something is going to rotate and exactly how 
much stress it can take. Natural systems seem 
to work kind of almost intuitively. Joints are 
often under-specified, with no ‘axis’ which al-
lows a great amount of dexterity, variabililty 
and expression. 

So Reactive Vertebrae is just an exploration 
of not specifying exactly where pivots are—
and allowing the material itself to decide. 
It’s just the first stage of an ongoing inves-
tigation I can see carrying on for a lot more 
time—there’s a lot more I’d love to do with 
the project.

Ollie Palmer
© Ollie Palmer
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стержнем, а самим материалом, из кото-
рого сделан механизм. Это, конечно, лишь 
первая стадия более масштабного иссле-
дования. Я бы очень хотел продолжить 
работу в этом направлении. 

Проект Ant Ballet также исследует 
вопросы свободы и контроля в рамках 
системы, не так ли?

Да, меня интересовали системы контроля. 
Моя кандидатская диссертация посвящена 
проблеме волеизъявления, и в частности 
воздействию на него архитектуры, 
а муравьиные системы—своего рода 
метафора. 

У муравьев контроль осуществляется 
совсем иначе, нежели у людей. Мы 
используем жесткие иерархические 
системы, а муравьи—независимые 
механизмы. В колонии муравьев cообщение 
распространяется от одного к другому, 
в одностороннем порядке. Они создают 
невероятные динамические карты поверх 
среды, в которой ориентируются, карты, 
содержащие значительный объем данных 
о данной среде. И все это происходит не 
под управления сверху, а посредством 
некоего группового знания. Ни один 
муравей не видит всю картину целиком, 
эту интерактивную карту среды, и, таким 
образом, не владеет полной информацией 
о том, как колония организована и как 
себя обеспечивает.

Созданный мной механизм взламывает 
их естественную систему коммуникации 
и внедряет некий контролирующий 
элемент. Совместно с учеными из UCL 
мы синтезировали феромон—вещество, 
посредством которого муравьи создают 
интерактивные карты и, тем самым, 
осуществляют общение. Cейчас мы 
работаем над созданием технологий, 
которые позволят нам с высокой точностью 
контролировать целую колонию муравьев, 

Your project Ant Ballet explores freedom 
and control within a system as well, right?

Yes, my major interest in this project is 
around control systems. My PhD is about the 
extent to which free will (or the perception of 
free will) can be manipulated through archi-
tecture, and ants work as a metaphor within 
that. 

They [ants] have a completely different mode 
of control than we do. We are used to hierar-
chies, but they use emergent control mech-
anisms. They pass messages to each other 
unilaterally through the colony. They create 
incredible data-rich, dynamic maps on top 
of the environment they’re navigating. All 
without a commander, or ant in charge, but 
by a sort of group consensus. No single ant 
can see the bigger picture, the layout of their 
trails, or the means by which they get food 
and organise themselves.

My machinery hacks into their natural com-
munication protocols, and subverts them so 
that there is a ‘master’ controller. I’ve worked 
with scientists at UCL to synthesise phero-
mones, that ants usually use to create their 
dynamic maps and thus to communicate. And 
now we are developing a number of technolo-
gies to enable us to accurately control entire 
colonies. The next phase includes choreo-
graphing a colony to have a balletic dance—
but there are a few more ideas that will come 
out within the next few years.

This is a part of next phases of the project 
and the last fourth phase is destruction. Why 
do you want to destroy what you have cre-
ated?

The project is, in part an homage to the film 
Phase IV [dir. Saul Bass, 1974]. The first few 
phases are fairly innocuous, where ants de-
velop telepathic communication abilities, and 
start playing psychological games with some 
scientists in the desert. It’s all fairly standard
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для которой в дальнейшем планируем 
разработать хореографию и поставить 
«балет». В ближайшие годы хотелось бы 
осуществить еще ряд идей.

Все это очередные стадий одного проек-
та, четвертая фаза которого предпола-
гает уничтожение. Почему ты хочешь 
уничтожить то, что создал? 

Ant Ballet—отчасти дань уважения филь-
му Phase IV (Четвертая фаза, реж. Сол 
Басс, 1974). Первые несколько стадий в 
нем вполне безобидны: муравьи разви-
вают телепатические возможности обще-
ния и начинают играть в психологические 
игры с учеными. Все развивается по при-
вычному для научной фантастики сцена-
рию вплоть до четвертой фазы, когда два 
главных героя умирают в любовном тума-
не, погребенные под смесью из муравьев и 
песка посреди пустыни. Развязка фильма 
показалась мне неоднозначной, поэтому и 
свою работу я решил оставить не до конца 
определенной. Это, в свою очередь, позво-
лит проекту иметь неожиданный исход. 

Также меня очень заинтересовало взаи-
моотношение муравьев с электричеством: 
существуют виды агрессивных муравьев, 
которых так притягивает к электриче-
ство, что они часто погибают из-за него. 
В южных штатах США—из-за нашествия 
муравьев на электроподстанции—могут 
выйти из строя региональные аэропорты 
и системы контроля дорожного движения, 
а электрические будки завалены мертвы-
ми муравьями. Их влечение к смертель-
ной опасности просто ошеломляет. Мне 
кажется, Пикассо сказал, что творческий 
порыв имеет разрушительную силу.  Вот 
и четвертая фаза моего проекта является 
еще не определенным, но.

В этом и многих других работах ты 
часто используешь музыку группы Lucky 

Ollie Palmer, Stills from Ant Ballet
© Ollie Palmer
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Dragons. Мне кажется, вы похожи тягой 
к экспериментаторству. В видеоролике 
Make a Baby (Создать Дитя) Люк Фишбэк 
(участник группы Lucky Dragons) го-
ворит, что в эру господства цифровых 
систем, когда компьютер стал неотъ-
емлемой частью жизни, приятно почув-
ствовать, что далеко не все в этом мире 
контролируется им.

Во-первых, я очень люблю их музыку! У 
них великолепный подход к творчеству, 
по-настоящему открытый, и то, что они 
поощряют свободное использование сво-
их работ, очень вдохновляет. 

Я соглашусь с Люком: когда создаешь что-
то свое, всегда есть соблазн точно спро-
ектировать конечный продукт, особенно 
если используешь компьютер. Они же 
подходят к вопросу по-другому—предла-
гают платформу для создания музыки со-
вместно с публикой, которая становится 
соавтором и соредактором. Такой уровень 
контроля требует определенной смелости 
от артиста.

Мне это близко, так как я тоже стараюсь 
создать не объект, а систему, алгоритм, 
которые, в свою очередь, сгенерируют ко-
нечный продукт.

В твоей работе столько структуриро-
вания, планирования, организации—и 
в то же время в профиле на Flickr ты 
приносишь извинения за «унылый беспо-
рядок». При этом ты официальный фо-
тограф Getty Images, а значит кто-то 
через этот беспорядок пробился. Как 
ты находишь баланс между порядком и 
хаосом, планированием и неопределенно-
стью в своей работе и жизни?

Хотелось бы заявить, что точно знаю, что 
делаю в каждый конкретный момент вре-
мени, но это абсолютная неправда. Мне 
кажется, в моем творчестве довольно 

sci-fi stuff until phase IV, where the two main 
protagonists end up dying in a sort of love 
haze with lots of ants and sand in the middle 
of the desert. The actual outcome of the film, 
I feel, is undetermined. So it seemed natural 
to have an undetermined fourth phase within 
my own ant project. It also leaves the door 
open for it to develop in unexpected ways.

Another fascination I have is with ants and 
electricity. There are a number of invasive ant 
species who are attracted to electricity—so 
much so, that it quite often kills them. There 
are reports of electrical boxes in the southern 
states of the US overflowing with dead ants, 
regional airports being off-grid for days, and 
traffic systems in turmoil, because of ant in-
festations in electrical hubs. Their attraction 
to a lethal force is quite staggering. I think it 
was Picasso who said that the creative urge is 
also a destructive urge, and Phase IV of this 
project will be an as-yet-undetermined de-
struction.

In the Ant Ballet and your other projects you 
often use the Lucky Dragons music, and 
they kind of share your experimental spirit. 
In a video on Luke Fishbeck’s project Make 
A Baby he says, that in a digital era, where 
computer is such an obvious thing, having 
something that makes it seem that the com-
puter is not controlling everything is pretty 
good.

First of all, I love Lucky Dragons’ music! 
Their approach to creation is great—it’s re-
ally open, and the way they encourage others 
to use their work is inspiring.

I’d agree with Luke—it’s tempting, especially 
when using computers, to design each output 
very precisely, for a very specific outcome. 
Their approach is refreshing, as they’re de-
signing the platform for the music to emerge 
from—they work out the process, and invite 
members of the public to become the inputs 
and mixers and modulators. There’s a level 
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много хаоса. Существует два экстремаль-
ных состояния: видение глобальной кар-
тины и внимание к деталям. А посереди-
не—такая беспорядочная смесь, которую 
профиль на Flickr в каком-то смысле ре-
зюмирует.

Иногда ты четко понимаешь, что проис-
ходит и сколько времени это продлится, 
а иногда существуешь в каком-то потоке 
из пяти разных проектов, не представляя, 
какой из них выстрелит. Что-то совершен-
но незначительное может внезапно обер-
нуться важной частью работы. В жизни 
столько непредсказуемого, и все, что ты 
можешь, это планировать какие-то основ-
ные вещи, но не конкретные нюансы.

Иными словами, как и в Ant Ballet, 
конечная фаза не определена?

Да.

of control you hand over, and it takes a bold 
artist to be able to do that.

I think this mode of working is quite similar 
to what I do. You’re designing not the object 
itself, but design the system and logic through 
which the outcome emerges.

In your work you deal so much with struc-
tures, planning, organising, but at the same 
time your profile at Flickr apologises for 
‘disheartened mess’ although you’re a Getty 
Images contributing photographer, which 
means someone got through this mess. How 
do you find that balance between order and 
chaos, planned and unpredictable in your 
art and life?

I would love to say I know what I’m doing 
at every moment of the time, but it’s abso-
lutely opposite of the truth. I think quite a 
lot of my practice is quite chaotic. There’s an 
overall direction at one end, and there is a lot 
of attention to detail at the other, but in the 
middle it’s this general kind of conglomerate 
mess, and I think the Flickr is kind of very 
much a summary of that.

I think life is also very much the same. There 
are certain stages where you know exactly 
what’s happening and how long it will last for, 
and other times when you’re in flux, work-
ing between five different projects, not sure 
which is going to be the most significant, and 
something seemingly insignificant will sud-
denly develop into a huge part of your being. 
There’s so much randomness to life, and you 
can only ever plan the framework you operate 
within, rather than the actual components.

Like in the Ant Ballet, Phase IV is undeter-
mined.

Yes. by KATYA GANYUSHINA

Катя Ганюшина

mailto:kganyushina%40gmail.com?subject=About%20your%20article%20in%20C%2312%20Magazine
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#artbasel #artunlimited #painting

For the past forty-three years every sec-
ond Tuesday of June, Art Basel opens 
its doors to the global art world. Art 

enthusiasts including collectors, art dealers, 
artists and curators come to this traditional 
Swiss city to enjoy the fair and the parallel 
exhibitions/events that take place through-
out the week. Art Basel, featuring nearly 300 
leading galleries from thirty-six countries, 
is regarded as the premier international art 
show for Modern and Contemporary works.1 

Marc Spiegler, the co-director of the art fair 
with Annette Schnholzer, states that the ‘ma-
jor collectors and museum directors know 
that they will discover many new things at 
each show: new artists, new artworks and 
new galleries’ when he is asked for the rea-
son behind the success of Art Basel.2 The 
range of works from great masters of modern 
art to the latest generation of emerging art-
ists is represented in multiple sections of the 
fair. The focus of the review will be on one of 
these sections called Art Unlimited, which is 
regarded as the highlight of the 43rd edition 
of Art Basel by Annette Schonholzer. 3

Launched in 2000, Art Unlimited welcomes 
the projects that exceed the limits of classic 
gallery stands. The works exhibited in this 
sector of the fair (Hall 1) include massive 
installations, conceptual performances and 
multi-channel videos. Selected only from the 
proposals that are put forward by Art Basel’s 
accepted galleries, which exhibit at Hall 2 in 
the same building, this year’s Art Unlimited 
is curated by New York based curator Gianni 
Jetzer. The vast space that the works are ex-
hibited aims for a radically new architectural 
approach and forms a dynamic atmosphere 
that enhances the impact of the artworks. 
The works that are exhibited in this large area 

forms the feeling of visiting a group show or a 
biennial from the first step into the entrance. 

The viewer loses the mindset of being in a 
fair and walks around trying to form a dia-
logue among the works. However, the works 
exhibited in Art Unlimited do not have any 
pre-determined focus on specific themes, 
nations, generations or aesthetics.4  The art-
ists represented in the show come from all 
around world signaling how global the art 
world has become. The space Art Unlimited 
takes place is like a maze where there is no 
prescribed route. There are large sculptures 
such as Richard Jackson’s Big Pig (2009/10) 
or Franz West’s Gekrose (2011) that are set 
in the middle of the hall, which can attract 
viewers easily and there are video projec-
tions —Bruce Nauman’s Combinations De-
scribed (Chicago) (2011)—or installations—
Ugo Rondinone’s Primitive (2011)—that own 
their private space, where viewers find them-
selves in a room and spend time without any 
distraction. 

Gianni Jetzer, the curator of the show, dif-
ferentiates Art Unlimited from a regular ex-
hibition concept by stating how it emphasises 
the disparities between strong individual po-
sitions that provide an array of freedom in 
the process.5 Rather than gathering and cat-
egorising the works in a traditional way, each 
piece is granted the best possible condition to 
display its eccentricity in the full extent. 

When the wide use of digital media that had 
emerged in the recent years is considered, the 
installations that obtained videos and films 
were no surprise, however the high num-
ber of paintings that were exhibited in the 
show was an unexpected alternative. Ragnar 
Kjartansson’s The End-Venezia (2009) that 

ART UNLImITED 
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had 144 paintings in total and Rudolf Stin-
gel’s Untitled (Paula) (2012) were placed in 
their individual rooms, forming a feeling of a 
solo show. These rooms give the space to the 
viewer to enjoy how these two artists practice 
portraiture with oil on canvas.  

Kjartansson, in The End-Venezia, unites du-
rational performance with the classical prac-
tice of portraiture by finishing a painting on 
each day of the 2009 Venice Biennale.6 The 
self-portraits that own caricatural aspects are 
usually painted on abstract background with 
lively colors and very few decorative features 
that give hints of the setting. The room that 
presents a performative aspect of painting 
includes all 144 pieces of work created during 
the Biennale. The installation is in a chrono-
logical order revealing the six months of ar-
tistic production. The sizes of the canvases 
vary and they cover the walls of the white 
cube room. 

Rudolf Stingel’s Untitled (Paula) is a site-
specific installation of a single monumen-
tal painting based on a photograph, which 
is placed in a carpeted room of its own. 
It mesmerises the viewer due to its size 
(335.3x457.2cm) and the image that looks 
like a black and white photograph. A mel-
ancholic woman figure holding a cigarette 
with her eyes fixed below the camera’s fo-
cus captures the viewer and makes him/her 

come closer. The medium of the work is only 
revealed when the viewer comes very close. 
The aura of the room is so serene that one 
can spend hours sitting on the soft-carpeted 
floor watching the canvas. 

Exhibiting sixty-one works that transcend 
the classic art-show stand forms an atmos-
phere that one wonders around losing the 
concept of time. You enter the rooms, you go 
around the paths that the works form (e.g. 
Mike Nelson’s After Kerouac (2006) and Al-
icja Kwade’s In Circles (2012) and at last you 
found yourself out of the exhibition hall try-
ing to remember what you have seen and de-
ciding on your favorite piece. Art Unlimited 
was a great experience and I look forward to 
visiting it next year. 

1 Art Basel Website. <http://basel.artbasel.com/go/
id/ss/> 

2 Mary Krienke, ‘10 Questions with the Co-directors of 
Art Basel’, in Swiss News: The Internatinal Maga-
zine of Switzerland No. 6 (June 2012), p. 8. 

3 Ibid., p .9. 
4 Marc Spiegler & Annette Schonholzer, ‘Foreword’, in 

Diehr Ursula, Holger Steinmann eds. Art Unlimited. 
Exh. cat. (Ostfildern, Germany: Hatje Cantz Verlag, 
2012), p .6. 

5 Gianni Jetzer, ‘Curatorial Notes’, in Art Unlimited, 
Op. cit., p .16  

6 Ibid., p. 78.

by mELEK GENCER

mailto:m-gencer%40u.northwestern.edu?subject=About%20your%20article%20in%20C%2312%20Magazine
mailto:m-gencer%40northwestern.edu?subject=Regarding%20your%20article%20in%20C%2312%20Magazine


C# magazine

C#32

#history #estrangement #absurdity #documenta

An inquisitive wondering seems to be 
the starting point, or at least should 
be, of every text that wishes to inves-

tigate something. Artworks—the serious ones 
in any case—investigate aspects of the world 
and therefore necessarily have this curious 
wondering as their point of departure. In 
Jimmie Durham’s artistic practice this first 
motion in the thought-process—when we be-
come aware of something that makes us re-
flect in a problematising mode—is spurred 
by the relation between images and concepts 
and ideas concerning nations’ creation of 
narratives by the deployment of monumen-
tality and architecture. While there is obvi-
ously an immanent critique pushing the pro-
duction of the works, his aesthetic voice is 
non-defensive and open-ended. This artist 
has developed an eccentric discourse of art 
that interrupts intelligently and with a smile.

Born in Texas and of Cherokee decent, Dur-
ham has reached international acclaim as an 
artist, writer and poet. Emerging as an au-
todidact artist in the 1960s he later went to 
art school in Geneva and became an activ-
ist in the American Indian Movement in the 
1970s. He evades boundaries of genre and his 
work might best be described as sculptures 
and installations, which he often collages ex-
cessively while also attributing text a funda-
mental role. Accident, chance and surprise 
are important to Durham’s vision: ‘...at every 
moment I am delightfully surprised when it 
doesn’t go the way I think it should go. I like 
that kind of aesthetic...,’1 the artist explains.  

Stone is a principal material in Durham’s ar-
tistic play with history and historical effects, 
as he investigates and questions cultural at-
tempts to communicate and establish truths 
through monuments and architecture. Many 

of his more recent works are characterised 
by an element of action, although not per-
formances, as when he throws or dumps or 
places a huge stone on top of a car in the work 
Still Life with Stone and Car (2004). Word-
play, irony and wit are crucial elements in a 
practice that synchronises with a strong po-
litical seriousness. 

The History of Europe—Durham’s installa-
tion at ‘dOCUMENTA (13)’—is a witty con-
ceptual statement, which, ironically, is both 
huge and tiny in scale. Walking through an 
industrial looking humid greenhouse towards 
two glass vitrines, one contains two tiny ar-
tefacts—a World War II era bullet broken by 
acid named EXHIBIT A and a sandstone cut-
ting tool titled EXHIBIT B—another holds a 
brief unconventional story that accounts for 
the history of Europe, there is a sense of an 
unnecessary abundance of space compara-
ble with the miniscule objects. In this a quite 
clever confusion of significance versus in-
significance is created. The vitrines are rela-
tively small and the contents of them seem 
immediately banal and forgettable–they are 
non-monumental and don’t portray the pro-
digious history of Europe in the way we would 
expect–but they are nevertheless all there is 
in this space. The work calls into question 
Western humanity’s perpetual delusions of 
grandeur and the common European excep-
tionalism. The non-epic bullet and stone tool 
are images with a certain set of concepts at-
tached to them—the images are opposites 
and next to each other they convey a hierar-
chy. One the one hand we have the primitive, 
Neanderthal sandstone tool that symbolises 
a lower stage of cultural development and 
connects with conventional European his-
tory telling. The bullet on the other hand 

JImmIE DURHAm DECONSTRUCTS THE HISTORY OF EUROPE AT DOCUmENTA 
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is modern civilisation’s advanced war device, 
symbolising death and war but also accident. 
Both are potential killing tools and are linked 
to history and humanity. 

This historical captivation with ancient non-
ancestral Neanderthals comes across as ir-
rational and suppressing since we in fact 
have—as Durham’s text explains—migrated 
from Africa once upon a time. Instead Homo 
sapiens conceal behind a pretentious history 
that ignores previous mistakes and violence 
towards our true progenitors. Furthermore, 
Durham might hint at the fact that history is 
not solely created by great men’s grand and 
rationalised gestures—but is, in fact, mostly 
produced by uncontrollable accidents.

Surrounding the objects is this relatively bi-
zarre greenhouse architecture—a warm, hu-
mid environment developed for the purpose 
of growing living natural things. Yet, what it 
contains has nothing to do with this. Through 
this spatial strategy, Durham also expresses 
the paradoxical separation of nature and cul-
ture.

Jimmie Durham strives to recreate a dia-
logue with the world, which at some point 
has been rejected, forgotten or has never 
existed, and thereby create interruptions. 
By making his audience strange to itself, as 
when he confronts the Western spectators at 

dOCUMENTA (13) with an unfamiliar ver-
sion of their own history, the interruption 
becomes powerful, as he deconstructs funda-
mental standard assumptions and provokes a 
transgression that leaves the attentive view-
er with another perspective on things. This 
Brechtian ‘estrangement effect’ attained by 
disruption of narration is at the core of Dur-
ham’s practice. 

How to have a voice is a central concern to 
the artist and there is a great awareness of 
the Sartrian concept in Durham’s artistic 
play—we are all strangers and unable to com-
municate with each other. As all communi-
cation has broken down humanity is left in 
an absurd non–sensical situation. However, 
instead of searching for rational explana-
tions and justifications Durham embraces 
this absurdity as a fundamental condition 
of being in the world. In turn, he creates 
experiences of meaninglessness and bewil-
derment, which provoke and call our real-
ity into question, hence inflecting thought 
and raising the consciousness of the viewer. 
Durham stimulates an inquisitive wonder-
ing and, in this way, pushes us to start our 
own text.

1 Snauwaert Dirk, ‘Interview: Dirk Snauwaert in con-
versation with Jimmie Durham’, Jimmie Durham 
(London: Phaidon, 2001), p. 23.

by JULIE SJøRSLEV GULDBRANDSEN
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#michaeljoo #modernity #dislocation

From the 25th of April onwards, Dami-
en Hirst’s restrosptics at Tate Modern 
has seemingly been the object of an 

intriguing echo. From the very depths of the 
narrow Dering street, in a room as little as it 
is bright, numbered 21, one can indeed ob-
serve a mysterious phenomenon:  mirrored 
borosilicate glasses, bright blue polyurethane 
resin, and silver mirrors appear to have be-
gun an infinite conversation  around the slip-
pery nature of the artwork, as well as modern 
men’s relationship towards the organic. Be-
hind these creations is Korean artist Michael 
Joo, to whom Blain|Southern Gallery devotes 
a solo exhibition for the very first time. The 
latter bears the intriguing name of ‘Exit from 
the House of Being.’ 

A North-American of Korean descent who 
studied Biological Engineering and Sculp-
ture, Joo could appear as a product of hybrid-
ity, viscerally attracted to the very hybrid-
ity of Modernity. Born in 1966  and having 
started to exhibit in the late 80s, Joo has al-
ways demonstrated a very personal language 
through his works. The artist began to reach 
international recognition from the 1990s on-
wards, by participating in group exhibitions 
such as  ‘Some Went Mad, Some Ran Away,’ 
in 1994 at the Serpentine Gallery, in London, 
which was curated by Damien Hirst, and dis-
played major Young British Artists.  In 2010, 
at Haunch of Venison Berlin, he associated 
his creative universe with Hirst’s, through 
a unique collaboration, entitled ‘Have You 
Ever Really Looked At The Sun.’ The two art-
ists met in Cologne in 1991 and have been 
close friends ever since.

‘Exit from the House of Being’ indeed shows 
patterns used in Expanded Access (2011) 
and Improved Rack (2010) that develop the 

artist’s fascination for the slippery notions 
of identity, knowledge and space. The con-
cept and title of the exhibition in fact refer 
to German philosopher Peter Sloterdijk’s es-
say, ‘The Time of the Crime of the Monstru-
ous: On the Philosophical Justification of 
the Artificial.’   In the latter, the philosopher 
demonstrates that man-made discourses are 
like stuck within indestructible ideological 
borders, that render the former powerless to 
capture the fluid, and hybrid, essence of Mo-
dernity.

Upon entering Blain|Southern Gallery, one is 
instantly carried away into Joo’s unique and 
astonishing universe. The first group of art-
works, displayed next to the entrance, repre-
sents rope barriers that usually make straight 
driveways at the entrance of social events. 
Yet, they appear to have nothing else in com-
mon with such barriers than their form: enti-
tled Alliance, Merchants and Manufacturer, 
Fidelis, Legacy, Commerce, or Emigrant, 
not only are the works made up of mirrored 
borosilicate glasses, instead of velvet and 
steel, but they are also hung irrationally,  ei-
ther looking inwards, or hung perpendicu-
larly to the floor. As a result, this first group 
of works seems to be completely dissociated 
from its primary function: similar to ready-
mades, the barriers seemingly question the 
very legitimacy of the social borders that cre-
ate spaces of inclusion and exclusion, within 
Modernity.  

On the background wall, looking supernatu-
ral, a second work is hung as a hunting   tro-
phy. Entitled Man Made Monstruous, the 
latter is made up with bright blue plastic 
castings of fallow deer antlers, on with ap-
parent dripping, that may remind of César’s 

EXIT FROm THE HOUSE OF BEING
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Expansions. Everything therefore happens as 
if Joo is the prodigy creator of an irreducible 
alloy between the Organic and the Industrial 
at the image of the very deviance of Moder-
nity.

Finally encountering oneself in the back of 
the room, one suddenly realizes one is sur-
rounded by mirrored shields that mysteri-
ously distort and blur one’s reflection. These, 
entitled Untitled (Santiago, 7.9.11–v1.0), Un-
titled (Santiago 7.9.11–v1.5), and You, make 
the viewer feel wounded in an ambush, and 
having turned into a complete stranger: the 
latter does not appear to be in the position 
of the observer any more, nor of the knowl-
edge holder, but turns out to be the one who 
is observed, as well as marginalized, by insti-
tutional powers.

At this point, the viewer cannot be sure of who 
and where he really is, as well as of what he 
really knows. Everything happens as if one’s 
conceptions of identity, knowledge and space 
have been distorted and blurred, to eventu-
ally become a flow in constant motion, that 
would overcome any ideological boundaries. 

From then on, Joo appears to have success-
fully achieved an almost impossible quest: 
that of carrying one away into a phenomeno-
logical travel, the very experience of modern 
hybridity.

Michael Joo was born in 1966 in Ithaca (New 
York), and lives and works in New York. 

The artist graduated with a BFA in engineer-
ing in 1989 from Washington University, and 
a MFA in sculpture in 1991, from Yale Uni-
versity. Previous solo exhibitions include 
Galerie Marabini, Bologna, (2010) and Anton 
Kern Gallery, New York, NY (2009); Michael 
Joo, Palm Beach Institute for Contemporary 
Art, Florida (2004); the South Korean Pavil-
ion at the 49th Venice Biennale together with 
Do-Ho-Suh in 2001; White Cube, London 
(1998); and Crash, Anthony D’Offay Gallery, 
London (1995). 

1 Peter Sloterdjik, ‘The Time of the Crime of the Mon-
struous : On the Philosophical Justification of the 
Artificial’, in Stuart Eldin ed. Sloterdijk Now (Cam-
bridge : Polity Press, 2012), p. 165.

by STEPHANIE HENImANN
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#india #christies #auction #market

Yamini Mehta is currently a Senior 
Specialist and Head of Sale in South 
Asian Modern and Contemporary 

Art, at Christie’s King Street, where I was 
able to speak to her a few weeks before the 
record-setting Modern and Contemporary 
South Asian Auction in London in June 2012. 
Here, she shares her thoughts on the auction 
house’s approach to the emerging market in 
India. 

Hena Kapadia: On the gallery system in 
India vs. in the West.

Yamini Mehta: I think one has to count 
it more as internationally versus domesti-
cally. When you’re looking at an emerging 
market, where you don’t necessarily have a 
model with proper institutions of culture like 
museums or foundations (although they’re 
starting to certainly be built up now), what 
ends up happening is that the auction house 
becomes a type of arbiter [of taste].  [Buyers 
think] ‘These are the works an auction house 
is putting into their sales’ therefore it’s been 
vetted and clearly these are work by artists 
who have staying power. 

Whereas typically in the western model, 
you’re looking at works that are already in 
big collections that are then considered the 
artists who have some kind of staying power. 
And it’s not always the case, because certainly 
even [western] institutions might just show 
10% of their actual holdings. There might be 
certain works in there that may never see the 
light of day but are in there because they came 
from a larger collection that was donated, for 
example. One clear difference is how the auc-
tion house has, in a sense, almost taken on 
the role of a museum or in terms of sifting 
through. What we have to be wary of is that 

the market can change according to fashion 
or style or taste. 

Another difference between the models of the 
international gallery versus the Asian/Indian 
galleries is that in the gallery system in the 
west, you might have certain types of deal-
ers that promote artists and they are the pri-
mary market (where the gallery and the artist 
would share 50% of the sales/commissions). 
But that ties in a gallery to make sure that 
they promote the artist well and they spend 
the effort to make a catalogue, market the 
works, and place them in certain types of col-
lections. 

The Indian model—and it’s not just Indian 
it’s Asian because you see this in South East 
Asia and China—tends to be a 30 or 33% 
split between the artist and the gallery but 
what then happens too is that the gallery will 
tend to have many more artists so the gallery 
won’t necessarily be loyal to the artist and 
vice-versa. Which means that from a short 
term point of view, yes the artist is going to 
be seen all these places and get more sales, 
but what ends up happening is that the art-
ists and the galleries don’t have as much con-
trol over who’s buying the work. As a result, 
you could end up finding that work put into 
auction or flipped and it’s very short-term in 
terms of adding value. 

But when you start to see for instance the 
types of works that really do well in the mar-
ket, it’s not the things that have been shopped 
around and seen by so many people. And it’s 
not the type of works that have sold at auc-
tion five times already. It’s the works that are 
considered fresh to the market (works that 
have been in a collection for years). This Tyeb 
Mehta for instance has been in one collection 
since it was bought on the primary market in 
1996.1

INTERVIEW WITH YAmINI mEHTA
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So that [conventional] model is still trying 
to materialize in India, and you do have sev-
eral galleries that work in a way where they 
are trying to place the artists into collections 
where they feel that the works are going to be 
looked after. But I think the more predomi-
nant model [in India] has been that auction 
is the place to both buy and sell. 

On the importance of speculation in the mar-
ket.

When you have a scenario where you don’t 
have a real sense of art education in India, 
you have some really smart sophisticated 
people who come into wanting to buy art. I 
think with that lack of an infrastructure, what 
you tend to find are people who are gravitat-
ing towards value and towards names—brand 
names so to speak—and not necessarily 
knowing the connoisseurship angle. 

There certainly has been a fair bit of specula-
tion and you can really see it in the run up 
from say 2004 to 2008. In those boom years, 
people were buying internationally and then 
bringing the works back to India and re-sell-
ing them for profit. Sometimes you would see 
in the space of six months or so people were 
doubling their money. I think that specula-
tion has fallen to the wayside after the 2008 
post Lehman crash. 

But now we’re back in a situation where we 
have real collectors. Now with the entire 
[speculative] angle taken out of this market, 
we have the solidity of a real market. And 
without having the speculators and the trade 
propping up a market, what we’re seeing is 
an Indian art market that’s predicated on pri-
vate buying for personal consumption. There 
are people buying to actually put the works 
up on their walls, to live with the works, and 
not necessarily for investment that these 
works are going to be in an art fund or crated 
and only meant to come out two years later 
to re-sell. 

On the local competition: (Saffronart and 
Pundole hold auctions within India, while 
Christie’s holds them internationally—in 
London and New York) 

Saffronart2 is a more established and repu-
table competitor and their model being an 
online model is such that anything that they 
source outside of India has to be marked 
with a star and can only be paid for in dollars 
versus anything they source locally. Again, 
they’ve been trying to expand and do more 
auctions a year and do certain types of theme 
sales too but I think at the very high end it 
kind of dilutes one’s energies3. On the other 
hand what they’re trying to do is get newer, 
younger people coming in to buy at the Rs. 
5,00,0004 range where people can buy art, 
put it up on their walls and live with it, love 
it and it’s not a huge ‘investment.’ And with 
the hope to that with a generational shift that 
people will buy more substantial works as 
they can. 

At the very top end of this market spectrum, 
everyone’s on a pretty even playing field be-
cause it’s a matter of if you can source the best 
works people will gravitate towards that. And 
now more than ever especially that’s what 
[buyers] take comfort in—they’re not willing 
to speculate as they were 5 years ago. So they 
want to make sure that if they’re spending up 
to  $2 million that they are really buying the 
best works. So at that level the market is very 
thin – but it’s like that everywhere. There are 
a handful of people who can spend $120 mil-
lion on a Munch. And in our market it’s sort 
of still two handfuls of people who are willing 
to spend up to $5 million on a single work of 
art. 

But there’s also the Pundole’s auctions—what 
I saw with the last Pundole auction was that 
the middle market was actually doing well, 
it  was quite strong but it was for very deco-
rative works by B. Prabha or Satish Gujral. 
They’re named artists—they’re not really 
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the best artists of their generation but they’re 
well known enough and they’re aesthetically 
easy on the eye. So I think it’s an interest-
ing space to watch and see. So for every cli-
ent who tells us that they’d much rather buy 
aboard and sell abroad—there’s another kind 
who’ll say I don’t want to deal with shipping 
and logistics and I’d much rather spend in 
rupees. So it’s not a clear-cut situation where 
the Indian art market is concerned.

On governmental restrictions in the country 
curtailing growth.

I think yes, but that’s probably true in any 
market where India is concerned. There is 
a lot of protectionism and it does impede a 
larger art market from developing. One of 
the things that for instance Kiran Nadar5 was 
able to do is to lobby the government where 
if you are an institution that is planning on 
having works that are for the benefit of the 
public and forever will be then you can buy 
and bring works back to India without hav-
ing to pay any customs duty. And that’s been 
a huge step that happened two years ago but 
it of course means that you can never sell the 

work. 

The main thing is that that’s one step the gov-
ernment has taken to recognize the fact that 
when you think about some of the best works 
by Raza or Souza are abroad because both 
artists lived abroad for most of their lives. 
You can’t necessarily source those types of 
works within India. And so it should be her-
alded that you’re bringing back Indian cul-
ture rather than being penalized for bringing 
it back.

1 The painting referenced sold within its estimate at 
£1.2 million before buyers premium. 

2 Established in 2000, Saffronart conducts auctions 
through its online platform, www.saffronart.com al-
lowing both international and local buyers the op-
portunity to bid on works. They hold viewings of ob-
jects for sale at galleries in London, New York, New 
Delhi and Mumbai.

3 Saffronart held its inaugural auctions of Modern & 
Impressionist Art in February 2012, Carpets & Rugs 
in March 2012 and Gentlemen’s Collectibles in April 
2012, including classic cars (www.saffronart.com).

4 Approximately $10,000.
5 Kiran Nadar is a leading collector of Indian contem-

porary art and the founder of the Kiran Nadar Mu-
seum of Art (KNMA) in New Delhi.

by HENA KAPADIA
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#photography #cameraobscura #anachronism #analogue #obsolete
TRACING ANACHRONISm

‘Draw a distinction and a universe 
comes into being.’ This phrase by 
George Spencer-Brown originates 

the foundations of constructivism, and the 
insight that there is no observation without 
observer. This view also seems to be at the 
heart of Zoe Leonard’s practice. The New 
York-based artist has been described as a 
‘chronicler of the overlooked’ as she creates 
photography, sculpture and installation to 
produce an inventory of our cultural, social 
and material world.

A distinction can be made by drawing a line. 
This boundary then defines inside and out-
side, separating what is in the image from 
what is left out  —the task of framing in pho-
tography. The black-and-white photos taken 
directly into the sun reveal this practice of 
Zoe Leonard. She likes to leave a black bor-
der around the images when printing, there-
by showing the existence of the frame and 
that every photograph is an edited, subjective 
image. The artist confronts the viewer with 
a paradox in these monochromatic traces of 
the sun, as light usually is responsible for the 
production of colours. Instead of showing pic-
tures, such as those on the weather channel 
or holiday snapshots, she produces associa-
tions of something veiled, distant, ungrasp-
able. The matching grey floor and the white 
walls, upon which daylight falls through ceil-
ing windows, reinforces this effect. There is 
no artificial light used throughout the whole 
exhibition, an extraordinary curatorial deci-
sion with an intriguing effect. In this way, in-
side and outside, picture and reality, seem to 
be held apart only just by the black frame of 
irregular width. 

Spencer-Brown remarks that there can be no 
distinction without motive. Zoe Leonard does 

not see her work as directly political, but ac-
knowledges it as being deeply steeped in her 
worldview—one in which environmental pro-
tection, sustainable consumption, and an in-
terest in obsolescence play a role. The inter-
est in the obsolete relates Leonard to artists 
such as Martha Rosler, for example, or Tacita 
Dean, with whom Leonard shares the adher-
ence to analogue photography.  

Out of this interest in the obsolete it does 
not come as a surprise that for the show ‘Ob-
servation Point’ at the Camden Arts Centre, 
Leonard invites the visitor into a camera ob-
scura. The point of observation is a cross-
roads at Arkwright Road, London, captured 
in the present moment. The urban reality 
of the outside is projected on the wall and 
arched ceiling as an upside-down mirror im-
age. Trucks and cars cross at the level of the 
vault between wall and ceiling, producing a 
surreal angle on a familiar view. Bypassing 
birds scurry like mice over the greyish-blue 
floor, replacing the usual wooden planks 
for the purposes of this show. This contrib-
utes to a sense of depth, where the project-
ed sky fades out. Leonard turns a seemingly 
random view of a crossroads and construc-
tion site into a chamber of curiosity, where 
looking becomes a discovery or a reflection 
about the process of looking itself. As in the 
biological process, an upside-down image of 
the outside world is projected onto our retina 
and transformed only through mental pro-
cesses into the image we know. For me as an 
observer, the difficulty lies in believing the 
presence and realness of the image in con-
trast to the more familiar noeme of the im-
age as the ‘that-has-been.’ But the isochronal 
sound of passing traffic, which is well audible 
through the shut windows helps to remind 
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that this is not a film. So do the colours, 
which change according to time and weather 
of the particular day to appear anything from 
washed away to immersed in radiant blue. 
The suggestion seems to be rendering time 
visible. 

Leonard’s light-handed works at the Camden 
Arts Centre forcefully fuse with the present-
time world. The artist thereby contributes to 
the longstanding discussion of photography’s 
relation to time and reality. Where Barthes 
pronounces the photographic as emanation 
of past reality or magic, and Sontag adds that 
a photograph is never less than a trace of the 
real, Leonard situates her work in the twi-
light of reality. The fascination for me comes 
from the impression that her work is past and 
intrinsically linked to the now at the same 
time. The artist once expressed this phenom-
enon; ‘I remember as kid how excited I was 
to learn the word anachronism. I thought it 
amazing that an object could be out of its own 
time—that it could actually carry another 
time with it.’

This anachronism is also evident in her 

collection of 6,266 aged postcards taken 
from different angles of the prominent Nia-
gara Falls. This is a recurrent topic in Zoe 
Leonard’s practice, as in an earlier work 
she showed them next to each other pinned 
to the wall and composed a text assembled 
from the personal messages written on the 
back—evidence to Leonard’s interest in ar-
chives and ‘distinct voices of anonymous 
individuals’ as she describes the practice of 
Eugène Atget and Walker Evans, artists in 
whose traditions she sees herself working. 
While Atget worked during the transition 
from the handmade to the mechanical age, 
Leonard senses the importance of document-
ing and archiving the shifts to the current 
digital age. That might be an explanation 
why the artist decided to leave uncovered the 
installation holes in the wall made for Hanne 
Darboven’s work just previously shown at the 
Camden Arts Centre. This admirable curato-
rial decision includes the holes as a reference 
point to the past and brings into universe the 
common interest in time shared with Dar-
boven—just as Spencer-Brown, transcending 
the logic of forms brings in a new dimension: 
temporality. by JULIA LOESCHL
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After seven flights of stairs, I reach the 
top floor of Victoria Miro with sweat-
ing palms and a racing heart. ‘The 

Vanity of Small Difference’ consists of six 
tapestries, three pots and two drawings, but 
it’s the textiles that we have been queuing 
to see. Made to accompany Grayson Perry’s 
Channel 4 documentary In the Best Possible 
Taste, they follow the format of Hogarth’s se-
quential Modern Moral Subjects. Perry’s lat-
est project tries to identify the different emo-
tional factors at work in maters of aesthetic 
choice. He describes the hierarchy only to 
knock it down and expose its parts as equiva-
lent. With a semi-autobiographical edge, this 
was going to be a memorable artist’s talk.

Using a narrative of class mobility, this mul-
timedia event attempts to discover the drives 
that inform our taste. Perry’s answer is up-
bringing, but not in the way one would expect. 
As Perry walked us through this journey, the 
audience members became hyper aware of 
how they had chosen to present themselves 
that evening. Nervous laughter and discom-
fort spread as people became more cog-
nisant of their own taste choices. Assessing 
ourselves and each other we began reading 
these signifiers with a renewed intensity. The 
woman wearing the unicorn mask and bodice 
was an enigma however. 

During the industrial revolution, the Victoria 
and Albert museum held exhibitions with ex-
amples of good and bad taste. We must have 
had a similar experience to those Victorians 
as we identified our aspirations and belong-
ings within the tapestries before us.  Perry’s 
identification of the iPhone as a future fet-
ish, since it was in competition for mater-
nal attention, sent a wave of embarrassment 
and guilt through the audience. He’s been 

through a lot of psychoanalysis. 

The filmmaker Alan Parker saw Hogarth’s 
series as one of the first storyboards. Consid-
ering the close relationship these tapestries 
have with the Channel 4 documentary, which 
provided both the research and an explana-
tion of their production, it may not be a bad 
way to consider these works. Looking at the 
use of text in these images, one cannot help 
but think of them as voice overs. 

A running commentary flows through the tap-
estries but the format changes as it reaches 
the end. The idea of diegetic and non diegetic 
sound comes into play, with the earliest tap-
estries accompanied by a narrative voice, 
while the later tapestries relying on diegetic 
text such as magazines or black boards. The 
final panel specifically asks the viewer to 
read the text ‘in the voice of a female passer-
by.’ Titled #Lamentation it is the last of a se-
ries of compositions inspired by renaissance 
Christian iconography and 19th century Brit-
ish painting. 

There is a border of sorts present around 
these works which adds a sense of continuity 
between the pieces. Separated by wall space, 
one hardly notices the sphincter-like crimps 
at the edges that would link their tapestries if 
they where hung flush. These almost biologi-
cal inlets meet up on the left and right border 
with their neighboring tapestries. Consider-
ing the flexible nature of the material, a hex-
agonal or circular hang could be considered, 
providing an entirely new viewing experi-
ence. 

This sinuous boarder starts from an egg-like 
blob at the left of the first tapestry and ends 
with a solid border to the right of the death 

#textiles #craft #graysonperry #bourdieu #victorianera
GRAYSON PERRY AT VICTORIA mIRO
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scene in the final tapestry. There is no cycle 
here, just an end. Perhaps a heptagonal hang 
then, with an entrance way separating con-
ception and annihilation. 

The earlier tapestries have a more narrated 
feel to them, which isn’t surprising consid-
ering Perry has explicitly identified these as 
semi-autobiographical. This follows consid-
ering how the tone of the work changes as the 
situations move outside of Perry’s lived expe-
rience. Even the fourth tapestry, comparable 
to Perry’s experience of ‘making it’ in the art 
world, starts to feel like an observation or im-
agining rather than a memory.  

What is interesting about looking to a per-
son’s upbringing to understand his or her 
current choices, is that those choice could 
either affirm or disavow one’s previous posi-
tion. How could you call a woman’s choice to 
collect porcelain miniatures bad taste if she 
does so to create a better environment for her 
daughters than the one she had? Similarly, 
country homes seem to have secret rooms 
constructed of linoleum and Formica which 
is where their aging custodians prefer to live 
away from centuries of lead heavy obligation.   

Aspirations, it seems, are what we affirm 
through our taste, or more specifically, 
through our consumption. This consumption 
is used as a tool for communication and bond-
ing. ‘Appropriate’ consumption functions in 

the same way throughout the hierarchy. As-
pirations are not linear. It is a shock to realize 
that the different class ‘tribes’ (as Perry calls 
them) fundamentally misunderstand each 
other. They aspire to a better station, but that 
imagined station bears no resemblance to the 
lived experience of those they try to imitate. 
And yet there is still a desire to remain sep-
arate, or at least to ‘not let standards slip.’ 
‘They are almost like us, we mustn’t be like 
them’—identity politics via Saussure.

One begins to wonder for whom the tapestries 
have been made. In the documentary Perry 
points out that it was the middle classes of 
Tunbridge Wells that where the biggest turn 
out for the show, as one would expect, and as 
they would expect of themselves. The answer 
seems to be the class mobile, those who are 
reminded of their origins and a see foreshad-
owing of their fate. As the last episode (and 
tapestry) discusses, old money was once new, 
and new money liked big, expensive, comfort-
able shiny things. And that’s what these are. 
It’s not all they are, but they are a conspicu-
ous kind of reflexive parody that allows the 
consumers to laugh at themselves. A genuine 
and anxious laughter.  

You have to ask though, would Bourdieu like 
it? by WILLIAm JOHN mARTIN
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#popart #conceptual #appropriation

Often applauded for his sense of hu-
mour and his straightforward treat-
ment of the photographic image, 

expectations for Hans-Peter Feldmann’s ret-
rospective were highly raised. His work is de-
scribed as combining the seriality of Concep-
tual Art with Pop Art’s use of images. After 
entering and almost missing the Welcome 
sign outside on the right hand, one is struck 
by its minimalism in display. Consider it a 
prelude for the ‘dry’ show that is yet to come. 

The first room summarises the impression of 
the entire exhibition. Sunday Picture repre-
sents faded pictures of kittens, loving couples 
and sunsets. These are images of the every-
day that summarise happiness arranged in 
the left corner of the room in a simple rhyth-
mic display. The suggestion of a missing art-
work by a simple hook and a lit empty space 
on the wall presents Feldmann’s use of con-
ceptualism. Humour is shown on the right of 
that by a simplified representation of a dog 
sniffing another dog’s bum. Next, humour 
and absurdity are shown through caricatures 
of Feldmann. These were drawn by various 
street artists, however appropriated and 
therefore presented by the artist as his own. 
What do these images mean to us, is the on-
going question of the exhibition. What is the 
intention of the artist, what is he trying to tell 
us? Feldmann makes us look for a pattern or 
meaning, while we’re not sure whether there 
even is one. What we can be sure of is that 
nothing is left up to coincidence, nothing is 
random.

Feldmann’s work is exhibited as a whole, 
thoroughly woven together by rhythm and 
repetition. This is translated in the hang of the 
works on their own, but also, in the subjects 
used throughout his oeuvre. For example, the 

repetition in the hang of A Pound of Straw-
berries or the Eiffel tower (series) and in 
the use of images of the Eiffel tower, chairs 
and bowler hats. Art Must have the Right to 
risk being Bad is subtly pointed out almost 
half way through. Is this Feldmann justifying 
his work? Ironically, Feldmann is not taking 
any risk at all. The retrospective is a feast of 
recognition, which isn’t necessarily a bad or 
a good thing. It’s just not that much… René 
Magritte and Joseph Kosuth pass the revue in 
the shape of bowler hats and chairs making it 
easy on the viewer’s intellect. Easy seems to 
be the keyword because that is what happens: 
the viewer is eased into everything. The ab-
surdity of the everyday is expressed through 
appropriation of images. References that are 
easy to spot combined with playful gestures 
regarding functionality in the high heels with 
pins on the inside of the soles, the hammer in 
a knitted jacket and pots of flowers and chairs 
on the wall. Very Duchampian. You are look-
ing for explanations but not much is handed 
to you. This is nicely articulated to the visi-
tors by a gallery employee: ‘Feldmann’s work 
allows the viewer to form its own opinion, 
that’s also why a lot of the works don’t have 
titles.’

Most entertaining is Shadow play—original-
ly shown at the Venice Biennale 2009—in the 
dark room in the back consisting of eight turn-
ing cardboard plates with miniature objects 
on them; a gun, Bambi, the Statue of Liberty, 
Barbie, a palm tree, a sailboat, a helicopter, 
a dinosaur, a rooster, and other recognisable 
objects. Amongst these as well are objects 
that appear throughout his oeuvre but this 
time in the shape of miniature collectibles, 
souvenirs and toys.  The small distance be-
tween the objects creates an interesting effect

HANS-PETER FELDmANN AT THE SERPENTINE GALLERY 
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in shadows on the wall. The sizes do not match 
real life proportions which results in strange 
scenarios where a dog is bigger than a plane 
and a gun is twice the size of Bambi. Moving 
projections referring childhood memories 
are always fascinating. In this case. they also 
give a break from the documentary feel of the 
rest of the show. However, Feldmann knows 
how to pull the visitor out of this hypnotising 
play by leaving traces of the instalment of the 
work such as a hammer, pens and a bottle of 
water and setting the work up on a working 
bench. Consider yourself warned by the sign 
Hot Lampshades Don’t Touch. Is it really fin-
ished or a work in progress?

The predicted humour is present in the next 
room were we find Feldmann’s signature 
portraits with crossed eyes and the L’Origine 
du Monde by Gustave Courbet with a tan-
ning line. In the same room is his newest 
work where he displays women’s handbags 
and their contents in vitrines. However, 

this sounds more interesting than it really 
is. Handbags contain personal items we are 
not allowed to go through according to the 
common convention. Thus displaying their 
contents means breaking the norms by re-
vealing some one’s inner. Especially consid-
ering Feldmann paid those women a certain 
amount of money to get hold of their hand-
bags. However, the content appeared to be 
disappointingly dull and reminded me of a 
comment by art critic Peter Suchin: ‘Since 
conceptual art you can visit an exhibition, 
think it is no good and then wonder whether 
that is the intention.’

Overall the show strikes me as being slight-
ly predictable and easy on the mind. It will 
not stay with you because at no point are you 
challenged. Feldmann does not pick your 
brain or require deep thought, which nev-
ertheless could be nice if you simply pass by 
during your Sunday walk through Kensing-
ton Gardens. by JOSEPHINE mEES
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#benrivers #film #solitude 

Ben Rivers’s 16mm films–captured on 
a handheld Bolex camera–disclose 
self-sufficient worlds constructed by 

hermits who have chosen to live far beyond 
the time and place of modernity. Jake Wil-
liams, who lives alone in the Scottish forest 
of Clashindarroch, was first featured in the 
short film This is My Land (2006) before 
his reprise in Rivers’ full-length feature Two 
Years at Sea (2011). A study in solitude, we 
observe Jake tinkering in his scrapyard gar-
den, building a tree-house, fishing on a raft, 
listening to blues music on the gramophone 
and occasionally breaking the mute silence 
with a passing comment on his activities. In 
this far-off place—a co-creation of an artist’s 
elegiac framing and a hermit’s solipsism—
time takes a different form from that in the 
cinema or art gallery. Jake’s hedgerow-plant-
ing scheme attests to this: he strings up bot-
tles of birdfeed along the intended site and 
waits on the seed-containing bird droppings 
to germinate the hedgerow.

While these are highly ‘authored’ worlds—a 
layer of artifice which precedes the arrival of 
the camera—the landscape also plays a lead-
ing role as a mirror to the hermits’ personal 
fascinations in their self-created islands. In 
Origin of the Species (2008), Rivers portrays 
‘the extraordinary S.’—another tinkering her-
mit busy spinning his utopian web—whose 
pontificating on evolution, quantum phys-
ics and geological time harks back to Robert 
Smithson’s explorations of ‘deep time.’ As 
with Smithson, the camera angles are often 
distracted and convulsive, sometimes calm 
and meditative, while the film’s hand-pro-
duction shows up in the occasional on-screen 
streaks and stains. The artisanal develop-
ment of the film is fundamental to placing 

the worlds disclosed beyond our time, ei-
ther in a distant post-apocalyptic future or a 
prelapsarian garden. Yet the artist occasion-
ally intrudes with a grunt or laugh from be-
hind the camera; Rivers’s short films are a 
difficult-to-categorize mix of documentary, 
travelogue and ethnography. The spectator 
is caught in an interpretive tension: are we 
looking through the eyes of a canny voyeur-
intruder or a detached phantom of the forest? 
Rivers comes closest to ethnographic prac-
tice in Ah, Liberty! (2008) which tracks the 
lives of a group of children living in a rural 
idyll studded with the mechanical detritus of 
modernity. Their childish playing to the cam-
era puts a lie to the ‘natural’ interactions of 
the aged hermits in Rivers’s other films, par-
ticularly in the sinister turn when the chil-
dren wear golliwog masks made of sheepskin 
while engaging in un-earthly gesticulations.

In a 2011 interview with critic Ed Halter, Riv-
ers expresses his wish ‘to transform these 
landscapes I love into spaces that mirror my 
own imaginative wanderings.’ Among pos-
sible landscapes, islands are the most fer-
tile ground for an artist’s imagination. Slow 
Action (2010) takes Rivers to Tuvalu, Gun-
kanjima, Lanzarote and an imaginary is-
land filmed in the Somerset woods, where 
he represents ‘hyperbolic utopias that ap-
pear as possible future mini-societies.’ Is-
lands are the perfect hermetic worlds and in 
this sense Slow Action constitutes a coda to 
his earlier films. The earlier ambiguity be-
tween inaccessible past worlds and possible 
futures is resolved in favour of the latter, 
and it is perhaps this resolution which has 
pushed Rivers to his latest project. Phan-
toms of a Libertine (2012) represents a break 

ARTIST FEATURE: BEN RIVERS
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with the earlier films because the subject 
portrayed is never represented on screen. 
Indeed, this anonymous ‘old friend’ is de-
ceased, and the film is an assemblage of still 
images which unroll at a steady frame rate; 
each image has been collected by the subject 
throughout his twentieth-century travels as a 
Time & Life reporter. Although 16mm film is 
used, the projection takes on the dimensions 
and wall-position of a typical painting, an un-
orthodox mixing of media for an unorthodox 
portrait. At Kate MacGarry’s recent exhibi-
tion of this work, Rivers has also included a 
rack of black and white photographs of some 
objects found in his friend’s apartment as 
well as a couple of objets trouvés which con-
sist of a badly damaged and unsigned George 
Grosz etching and some ceramic pieces glued 
to a board. Phantoms of a Libertine imagi-
natively re-creates the memory of a twenti-
eth century life through the minimal exhibi-
tion of some of its traces. As Rivers puts it, 
it is an attempt to create ‘a bigger picture of 
his [friend’s] life beyond those walls [of his 
apartment].’

Ben Rivers’s filmic portraits do not oper-
ate in a standard documentary format, but 
work more like dreams, or distant memo-
ries, in which words are rarely expressed but 
the boundaries of the imagined world are 

laid down through an assemblage of images. 
Phantoms of a Libertine is largely mute—
except for random sounds from the second-
hand film used to project a black screen—as 
are many of Rivers’ earlier films which also 
deal with half-remembered dreams and with 
forgotten places or biographies. In a discus-
sion at Kate MacGarry’s gallery, Rivers stated 
that ‘phantoms is such a good word for those 
things that are not present,’ which suggests 
that his films capture their subject in a cir-
cumstantial way, by running concentric cir-
cles around the constructed worlds until their 
essence has been distilled onto film.

One of the most promising film makers in 
Britain, 2011 saw Rivers win the Baloise Art 
Prize for his presentation of Sack Barrow 
(2011) at Art Basel’s ‘Art Unlimited’ section, 
as well as the FIPRESCI prize in the Venice 
Film Festival’s Orizzonti section for Two 
Years at Sea (2011), which he shared with 
Steve McQueen’s Shame. Rivers’s techni-
cal and story-telling abilities have come into 
their own with his recent foray into feature-
length films; hopefully the future will reveal 
many exciting developments.

Born 1972 in Somerset, England, Ben Rivers 
lives and works in London where he is repre-
sented by Kate MacGarry. by ALEX mEURICE 
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John Tusa once wrote that ‘Memory, the 
recapture of memory, is [Hodgkin’s] 
subject, and he paints it with energy 

and passion and single-mindedness.’ Never 
has this been truer than in Howard Hodgkin’s 
current exhibition at the Alan Cristea Gal-
lery, showing a major new body of large-scale 
works on paper. The exhibition, ‘Acquainted 
with the Night,’ is shrouded under the cloak 
of a poem of the same name written by Rob-
ert Frost, that is displayed on the wall as you 
enter 31 Cork Street. At once the tone is set, 
one of vivid emotional turmoil, of intense 
lived experience, silence and loneliness, and 
yet all with a taste of hope delicately hovering 
at its edges. 

Hodgkin’s paintings and prints have often 
evoked personal memories and private ex-
periences. The exhibition title itself—mark-
ing eighty years since his birth—references 
the first print Hodgkin is said to have ever 
made in 1953, a nod to his own memories of 
his artistic beginnings. Hodgkin’s early tech-
niques as a painter resulted in heavily impas-
to paintings, loading the brush with pigment, 
he would drag and swirl it across the surface, 
or dance thin layers of paint over each other. 
However, in recent years this choice of heav-
ily layered esoteric surfaces has gradually 
eased into an economy of restraint. Marks 
are made with such painstaking deliberation 
and awareness that he has created an impres-
sion of suspended time, a pause in which you 
are invited to dive into the very depths of his 
emotional psyche. 

Hodgkin has often spoken of a personal lone-
liness that he has experienced throughout 
his life, which he explains as being part of 
the burden one has to bear as an artist. It is 
perhaps this loneliness that washes a sense 

of quiet foreboding over this new series of 
prints; as whilst each displays a powerful 
burst of emotion and energy—vibrant joy 
and heartfelt sorrow all played out within 
the same room—there is a sense, which qui-
etly trickles throughout, of looking back over 
the successes and failures in his life. Indeed 
Hodgkin has said that: ‘Almost the only skill 
I have, sort of measurable skill I would say 
is a strong visual memory, and I can remem-
ber what things looked like from very long 
ago.’ Walking through the two galleries of the 
show, I was overcome with a sense of dipping 
my head deep within the memories of his life, 
a distinct feeling of being allowed a privileged 
view of his most privately experienced emo-
tions—each print like flicking through snap-
shots of long passed memories. 

Two works titled Cold and Heat are the most 
direct manifestations of this idea. In both 
pieces—which use the same plates—Hodgkin 
has created a wide border of colour, acting as 
a frame for the layers beneath. Thus he has 
created a window into memories beyond. 
Partially obscured and hazy under the fog of 
hindsight, he has materialised a memory gen-
tly blurring and changing over time. In this 
way, these two works are the most similar to 
his late paintings and earlier prints, where he 
often took advantage of such framing colour-
structures.

The rest of the works however, seem to 
mark a shift in style for Hodgkin; they cre-
ate an appearance of pared-down composi-
tion combined with spontaneous gesture. 
Yet, closer deliberation reveals a sense of an 
intensely laborious relationship between the 
hand of the artist and the material; the skill 
of highly considered mark-making. Equally, 
his choice of colours is in no way impulsive; 

#prints #paper #memory
ACqUAINTED WITH THE NIGHT: AN EXPOSé OF mEmORY AND PROGRESSION
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instead they are the result of lengthy contem-
plation, allowing colours to playfully jar with 
each other. The depth and raw intensity owes 
much not only to his choice of using pure pig-
ments rather than muddying his palette, but 
also to his use of aquatint and carborundum 
etching techniques. Both begin with a granu-
lar ground across the plate; it is this that cre-
ates the grainy and concentrated nature of 
the print that allows for such depth and lu-
minescence, for example in the fiery reds and 
yellows of In India. Standing before it, you 
are drawn deep within its grainy warmth, like 
an exotic experience of Hodgkin’s own ecsta-
sy.

The gestural splash extending across this 
work—which would not seem out of place in a 
Motherwell or Franz Klein painting—is seen 
repeated in four others, yet through colour 
and the individual titles, Hodgkin has man-
aged to entirely transform it from one print 
to the next. This is revealed in the choice of 
positioning In India alongside La Plume de 
ma Tante (Black), a version created in deep 
velvety black. Instead of offering a warm em-
brace, it acts as a barrier, like a nightmare 
weighing heavily at the edges of your psyche 
after you wake. Thus hope and courage are 

juxtaposed with the experience of darkness 
and despair—the inner turmoil of remem-
brance. 

The exhibition culminates with four works 
in 34 Cork Street; Attack leaps towards you, 
a hugely expressive yellow-green smear of 
paint, straining with vigour, passion and en-
ergy, whilst beneath lies the same print once 
again, entirely transformed in rich burgun-
dy. Next to it Stormy Weather appears al-
most serene with its struggling turquoise and 
blues, this time the work repeats the bottom 
print layer of Attack, yet you would hardly 
realise it. Finally, you come across a small, 
unassuming print by the door; Acquainted 
with the Night. I am left wondering why a 
work that takes the name of the exhibition 
should seemingly be the least courageous of 
the whole series. Yet, perhaps this is Hodg-
kin’s point, at the very end of the exhibition 
we are confronted with his beginnings as a 
printmaker, almost sixty years ago. Thus, 
the simple addition of this print moulds the 
exhibition into that of a mini retrospective, a 
privileged window into the fading memories 
of Hodgkin’s past and his seemingly increas-
ing fearlessness to risk exposing his inner-
most self. by REBECCA NEWmAN
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#photography #cameraobscura #observation

It might be easy to write off Zoe Leonard’s 
show ‘Observation Point’ at Camden Art 
Centre as a simplistic conversation with-

in the medium of photography, but those who 
do not appreciate the subtle gestures and are 
more interested in seeing the divisive and 
fractured quality of photography nowadays 
are missing out.  Leonard brings photography 
back to the basics, exploring this in her exhi-
bition by focusing on the act of looking. We 
all want to look, to be looked at, to study the 
world around us.  The exhibition comprises 
of three galleries; but there is only one gal-
lery that holds photographs that Leonard has 
taken. It is the second gallery, and the gray 
floors and stark white walls mimic the im-
ages. The photographs are prints of the sun, 
great white bursts that sit on light shades of 
gray. Varying horizontal and vertical compo-
sitions along with the physical hang, give a 
feeling of being inside the composition. The 
recessed windows from above shower light 
down into the room, not overwhelmingly but 
gently. The light also falls onto the walls, the 
works are hung out of direct sunlight, par-
tially because of conservation issues but also 
to give an added touch of light heartedness, 
being images of sunbursts that cannot be ex-
posed to too much light or they will face de-
terioration. Though the sun gives us so much 
in the pleasure of seeing and experiencing, it 
is difficult to have a direct experience with 
the sun. It’s the saying that every child has 
heard growing up —to not look directly into 
the sun’s gaze, or serious damage would fol-
low. Leonard’s photographs are somewhat 
childlike, chasing the sun even when we are 
told not to. 

The first gallery holds a camera obscura, and 
on my first visit, the dark room was quiet 

and contemplative, the reflected image was 
echoed by the muffled activity from outside. 
Upon my second visit, there was a group of 
young children on a school trip that were in 
the room with me. These are young children 
that are no doubt used to watching movies 
and television, and are well acclimatized to 
the moving image. But the sheer delight in 
these children was something joyous to wit-
ness. Seeing the cars and pedestrians though 
were right outside, seemed amazing, seemed 
like magic. It reinvigorated and reminded me 
what this exhibition was trying to convey, the 
marvel of observing. 

Though we are bombarded with a million 
ways to view, see, and experience, the camera 
obscura was one of the first ‘viewing’ delights 
our recent ancestors were able to experience. 
Leonard explains that the construction work 
that was occurring near the building would 
be seen through the camera obscura, and 
therefore the view from the gallery would 
constantly change as the show went on. Leon-
ard stresses that the camera obscura is more 
about the experience of looking rather than 
a photograph, per se. Along with the chaos 
occurring outside, the moving image is pro-
jected onto the gallery wall, which reminds 
the audience of the building and architecture 
that surrounds them.

The third and last gallery is in interesting re-
lation to the other two; one consisting of pho-
tographs and the other of the changing image, 
Leonard brings together a huge number of 
similar postcards of Niagara Falls, which give 
the exhibition it’s title ‘Observation Point’. 
In the room atop a wooden table, there are 
6000+ postcards of Niagara Falls, in differ-
ent conjured stacks that seem to mimic the 
topography of geographic surveys. Leonard’s 

THE ART OF OBSERVING THE UNATTAINABLE
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uses of generic and plentiful postcards seem 
to raise another question of how we view and 
see. Viewing landscapes, or these picturesque 
must-see beautiful natural wonders of the 
world that have become commodified and 
kitsch make us call into question the original 
experience. Since we are overloaded with im-
ages of these scenic places, does it hinder our 
primary experience with the location?  Zoe 
Leonard’s practice is quite expansive, but 
she states that in the recent past she has be-
come more interested in what a photograph 
is, and her initial questioning of photography 
shines through in this installation. All of the 
photographs are laid out according to where 
the photographer had taken the picture, all 
different viewpoints and trajectories. The 
photographer might have better access to 
the land, ensuring the best photo is taken. 

It questions the idea of experience through 
first hand observation and through second-
ary material. There are two postcards of the 
actual Niagara Falls observation deck on one 
of the walls that looks over the table, adding 
another dimension of positioning and ob-
serving.

Leonard’s approach is not to define photog-
raphy, this exhibition works at combining 
three different approaches or aspects of pho-
tography into something discernable, yet still 
allowing space for questions and interpreta-
tion. As an artist Leonard weaves photogra-
phy, installation, and the conceptual.  She 
forces us to question what different roles pho-
tography plays in the contemporary world, 
while focusing on the simplicities of the 
medium.  by NISHA RANSHI 
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#photography #oil #beauty #fotografía #petróleo #belleza

Al observar algunas de las fotografías 
en la exposición, al principio es difícil 
darse cuenta de que lo que uno está 

viendo es petróleo. El reflejo de las nubes 
en este líquido tan preciado bien podría ser 
el de un lago, los rojos y ocres que se mez-
clan en una acumulación de residuos parecen 
una acuarela…Luego, sin embargo, uno debe 
enfrentarse a imágenes más crudas; chiqui-
llos trabajando en un cementerio de barcos 
en Bangladesh, miles de neumáticos amon-
tonados, un vertido de petróleo en Méjico. 

OIL: FOTOGRAFíAS DE UNA BELLEZA INCómODA

When looking at some of the pictures 
in the exhibition, it is hard to real-
ise at first that one is looking at oil. 

The clouds reflected in a pool of this precious 
liquid might as well be mirrored in a lake, the 
red and ochre colours that mix on the sur-
face of an accumulation of residues resemble 
watercolours… But then one comes across 
cruder images; boys working at a shipwreck 
in Bangladesh, thousands of discarded tires 
in a pile, an oil spill in Mexico. We find our-
selves in an uncomfortable position. Should 

OIL: UNCOmFORTABLY BEAUTIFUL PHOTOGRAPHS 

Edward Burtynsky, Alberta Oil Sands #2, Fort McMurray, Alberta, Canada, 2007
© Edward Burtynsky
Courtesy Nicholas Metivier, Toronto/ Flowers, London
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La posición del visitante es incómoda. ¿De-
beríamos admirar la belleza de estas fotogra-
fías? O, ¿deberíamos darnos cuenta de las 
consecuencias de nuestra dependencia en el 
petróleo?

Después de dos años de reformas, la Photo-
grapher’s Gallery ha escogido una muestra 
de la obra de Edward Burtynsky para su in-
auguración. Ésta incluye una selección de 
fotografías que forman parte de un proyec-
to que duró diez años y durante el cual Bur-
tynsky viajó alrededor del mundo fotogra-
fiando todo aquello que tiene relación con 
el petróleo y su ‘ciclo vital’. Las fotografías 
muestran desde campos petrolíferos en Ca-
lifornia y refinerías en Ontario, a campos 
petrolíferos abandonados en Azerbaiyán y  
cementerios de barcos en Chittagong, en 
Bangladesh. Pero el artista canadiense tam-
bién fotografía autovías en China y Los Án-
geles, y carreras de velocidad en Alabama y 
Utah, trasladando la atención al hecho de 
que no seriamos capaces de funcionar a dia-
rio si no fuera por el carburante. El problema 
es global, como se desprende de la variedad 
de localizaciones, y las fotografías que for-
man parte de su proyecto son tan solo una 
pequeña selección; es la punta del iceberg. 
Donde vemos una refinería, podemos estar 
seguros de que habrá muchas más. Lo mismo 
se puede decir de los campos petrolíferos, las 
acumulaciones de neumáticos, los barriles de 
petróleo y barcos que esperan a ser hechos 
chatarra.

La obra de Burtynsky se divide en tres sec-
ciones que documentan sus múltiples viajes 
alrededor del globo documentando el mundo 
del petróleo. La exposición es un viaje en si 
misma; a través de las distintas localizacio-
nes geográficas, pero también a través de

we admire the beauty in these photographs? 
Or should we be aware of the consequences 
of human dependence on oil? 

For its opening exhibition after a two-year 
refurbishment, The Photographer’s Gallery 
has chosen a selection of photographs of a 
ten-year project in which Edward Burtynsky 
has travelled around the world photograph-
ing everything that has some relationship 
with oil and its ‘life cycle’. His pictures range 
from oil fields in California and oil refineries 
in Ontario, to abandoned oil fields in Azer-
baijan and ship-breaking sites in Chittagong, 
Bangladesh. But the Canadian artist also 
photographs highways in China and Los An-
geles, and speed races in Alabama and Utah, 
bringing attention into the fact that we could 
not go on with our daily activities if it weren’t 
for oil. The problem is a global one, as can 
be seen from the wide range of locations for 
the shots. And the pictures shown are only a 
selection; this is only the tip of the iceberg. 
Where we see one oil refinery, we can be cer-
tain that there are many more. And the same 
applies to oil fields, accumulations of used 
tires and oil cans and ships waiting to be torn 
down.

Burtynsky’s work is categorized in three sec-
tions, documenting his multiple journeys 
around the globe investigating the world of 
oil. The exhibition is a journey itself, through 
different geographical locations, but also 
through the different stages in obtaining oil, 
refining it, putting it to its subsequent uses 
and discarding its residues. These sections 
are clearly labeled in the gallery following 
the sections in Burtynsky’s own book; OIL. 
It is also the way they have been presented 
in numerous other occasions, both in Lon-
don and in various locations worldwide. 
Videos and an interactive book with the 
photographer’s ‘OIL app’ are also available 
at the gallery, in which further insight into  
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 las distintas fases en el proceso de obtención 
del petróleo, su refinamiento, y sus distintos 
usos para, finalmente, descartar sus resi-
duos. Estas secciones están claramente dife-
renciadas en la exposición, siguiendo la clasi-
ficación que hace el libro homónimo. Esta es 
la manera en la que ya han sido presentadas 
al público en numerosas ocasiones, tanto en 
Londres como en otras galerías y museos al-
rededor del mundo. Además, como comple-
mento a la exposición se pueden encontrar 
videos y la ‘OIL app’ para iPhone e iPad, en 
los que se puede encontrar más información 
acerca del proyecto y de las motivaciones y 
preocupaciones del artista.

Burtynsky fotografía paisajes. Pero lo que los 
hace interesantes es el hecho de que su as-
pecto está completamente ligado al efecto de 
la acción humana sobre ellos. Lo que Burty-

nsky fotografía 
no son paisajes 
vírgenes, el ideal 
Romántico, lo 
que Burtynsky 
fotografía es un 
paisaje manu-
facturado, el re-
flejo de nuestra 
huella sobre el 
planeta tras años 
de boom indus-
trial.

Esencialmente, 
es la escala de 
este problema 
lo que preocupa 
al artista. Mien-
tras la población 
del planeta crece 
a un ritmo ex-
ponencial, tam-
bién lo hacen sus 
necesidades de 

Burtynsky’s motivations and concerns can be 
gained. Burtynsky photographs landscapes. 
But the interesting thing about them is that 
it is human action that shapes them. What 
he is shooting is not an untouched Earth, the 
Romantic landscape. It is a manufactured 
landscape, the way we are shaping this planet 
through years of industrial booming. 

It is the scale of this situation what ultimate-
ly preoccupies Burtynsky. While the world’s 
population grows at an exponential rate, so 
do its needs for raw materials and energy, i.e. 
oil. But he is also aware that in order to live 
there are certain needs that have to be met. 
This is why he makes no commentary. His 
photographs do not point necessarily to one 
direction or another. The viewer is left in this 
ambiguous terrain to think about the conse-
quences of oil. The last photographs of the 

Edward Burtynsky, Oxford Tire Pile, #4, Westley, California, USA, 1999
© Edward Burtynsky
Courtesy Nicholas Metivier, Toronto/ Flowers, London



C# magazine

C#54

materias primas y energía, es decir, petróleo. 
Pero Burtynsky también es consciente de que 
para vivir hay ciertas necesidades que deben 
verse cubiertas. Esta es la razón por la cual 
no hace ningún comentario. Sus fotografías 
no apuntan necesariamente en ninguna di-
rección. El visitante permanece pues, en una 
situación ambigua, en la que debe pensar 
acerca de las consecuencias que conlleva el 
uso del petróleo. Las ultimas fotografías de 
la exposición, parte de la sección llamada la 
muerte del petróleo (the death of oil) parecen 
anunciar el final de la historia. Como, al fin y 
al cabo, hasta el ‘oro negro’ termina en verte-
deros y desguaces. ¿Deberíamos, pues, pen-
sar en un futuro más verde en el que energías 
sostenibles y renovables van a ser usadas? 

La pregunta permanece sin respuesta, por 
supuesto. Es la responsabilidad del visitante 
reflexionar acerca de este problema mientras 
mira a través de las ventanas de la recien-
temente remodelada galería. Nos encontra-
mos en los pisos cuarto y quinto del edificio, 
nuestra mirada sobre las bulliciosas calles de 
Oxford Circus. Un simple vistazo confirma 
lo que el Sr. Burtynsky ya nos ha dicho; de-
pendemos del petróleo. Se pueden divisar 
decenas de coches y autobuses en la calle, a 
tan sólo unos metros del espacio tranquilo 
en el que nos encontramos. En la misma ga-
lería se pueden usar ascensores propulsados 
por algún tipo de energía, incluso las obras 
que necesarias para reforma que ha sufrido 
el edificio durante dos años se sirvieron de 
maquinaria que usa hidrocarburos. ¿Es esto, 
pues, una invitación por parte de la Photo-
grapher’s Gallery hacia la reflexión acerca de 
su propio uso de petróleo?

Es muy fácil desvincularse de lo que realmen-
te está en juego cuando uno observa las bellas 
imágenes expuestas. Además, el tamaño de 
las mismas hace que uno pueda caer en pen-
sar en ellas sólo como arte en lugar de como 

exhibition, part of ‘The death of oil’, seem to 
tell us about the end of the story. How ‘black 
gold’ ends up in scrapping fields. Should 
we then be thinking of a ‘greener’ future in 
which alternative and sustainable energies 
are used?

This question, of course, remains unanswered 
as well. We are left to reflect upon it while we 
are in this newly refurbished gallery. We find 
ourselves in the fourth and fifth floors of the 
building, overlooking the busy streets next 
to Oxford Circus. A simple gaze downwards 
confirms what Mr. Burtynsky has already 
told us; we depend on oil. Dozens of cars and 
buses can be seen in the street, only metres 
away from the quiet gallery space. The gal-
lery itself has lifts that are propelled by some 
kind of energy, the refurbishment works it 
has undergone during two years involved the 
use of oil-dependent machinery. Is this then 
an invitation by the Photographer’s Gallery 
to reflect upon its own usage of oil? 

It is easy to detach oneself from what is at 
stake when looking at the beautiful images in 
the exhibition. The scale of the photographs 
is so big that it is easy to think of them only as 
art and not as a reflection of a real concern. 
We see colours, forms, certain compositions. 

Some may criticise the fact that neither Bur-
tynsky nor the gallery make any kind of eco-
logical statement. But what the institution 
and the artist are doing is opening up a dia-
logue with the viewer, treating him as some-
one who is capable of admiring the delicate 
colours in the sky and the sea of the Socar 
oil fields in Baku, Azerbaijan. But also some-
one who sees that the beautiful contrast the 
rusty oil tanks make against the sky is not 
only that; the lovely composition is an im-
age of decay and contamination. It remains 
in our power to decide whether we are go-
ing to look at photographs only, or if these 
photographs, and what they represent, 



The online publication of Christie’s Education students

C#55

una reflexión acerca de un problema real. 
Uno ve colores, formas, una cierta composi-
ción…

Sería posible criticar el hecho de que ni Ed-
ward Burtynsky ni la Galería hagan un co-
mentario ecológico. Pero lo que tanto el 
artista como la institución están haciendo 
es abrir el diálogo con el visitante, tratán-
dolo como a alguien que es capaz de admi-
rar la delicadeza de los colores en el cielo y 
el mar de los campos petrolíferos en Socar, 
Azerbaiyán, pero que a la vez es capaz de 
ver más allá. Alguien que es capaz de darse 
cuenta de que el precioso contraste de los ba-
rriles oxidados con el color del cielo es algo 
más; una imagen de deterioro y contamina-
ción. Está en nuestras manos el decidir si lo 
que vamos a ver son tan sólo fotografías o 
si éstas, y lo que representan, van a perma-
necer en nuestra mente cuando volvamos 
a casa.

will remain in our minds when we 
go home.

por mARINA RUIZ COLOmER

by mARINA RUIZ COLOmER

mailto:marina.ruiz.colomer%40gmail.com?subject=Respecto%20a%20tu%20art%C3%ADculo%20en%20C%2312%20Magazine
mailto:marina.ruiz.colomer%40gmail.com?subject=About%20your%20article%20in%20C%2312%20Magazine
mailto:marina.ruiz.colomer%40gmail.com?subject=Regarding%20your%20article%20in%20C%2312%20Magazine
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Mariana Castillo Deball’s installation, 
Uncomfortable Objects (2012), is 
in the Zwehrenturm within the Fri-

dericianum in dOCUMENTA (13). The work in 
the centre of the room is a 600×400×300cm 
wall which curves concavely in on itself and 
slopes from a tall height on the left-hand side 
down to a point on the right-hand side. The 
wall is divided into panels which each have 
a unique marbling texture, resembling geo-
logic rock formations, made of various com-
binations of blue, tan, red-orange, white, and 
gray pigment with bits of objects affixed to 
the surface. The wall panel explains the work 
is, ‘plaster, pigments, stones, shells, masks, 
fabric, glass, wood, clay, diverse objects 
mounted on a steel frame.’ In addition to the 
large wall, which takes up most of the space in 
the small room, there are several areas where 
the walls of the room have been built up or 
added onto to suggest ruins or older forms of 
structures. However, these are painted white 
and are vague references that contradict each 
other in regards to specific styles or periods 
they recall. 

Mariana Castillo Deball was born in Mexico 
City in 1975 and is currently based in Ber-
lin and Amsterdam. She has two MAs: one 
in fine art from the National University 
of Mexico and one in Philosophy from the 
Iberoamerican University in Mexico. In addi-
tion to these, she completed the Postgradu-
ate program at the Jan Van Eyck Acadamie 
in The Netherlands. She has been involved in 
a number of exhibitions since 2002 including 
‘No Soul For Sale,’ ‘A Festival of Independ-
ents’ at Tate Modern in 2010 and solo show, 
‘We are Silently Illiterate’ at the Galerie Wien 
Lukatsch in Berlin.1 

Castillo Deball is also involved in a 

performance, taking place on September 
14th, 2012 at dOCUMENTA. This perfor-
mance is based on the artist’s previous work 
of art of the same title, which revolved around 
creating jackets/ sleeves for thirty books, 
which do not actually exist. The upcoming 
performance will be based on the presenta-
tion of two of these books and their fictional 
contexts2. 

The final results of Castillo Deball’s practice 
are varied and range from installations of 
Uncomfortable Objects, such as the one on 
display at dOCUMENTA, to drawings, large 
hanging  laser-cut paper installations, and c-
prints.  However, the artist continues to ex-
plore consistent interests and topics through-
out her practice despite the varied physical 
manifestations of these concerns. Castillo 
Deball’s practice revolves around exploring 
archaeology as well as history, mythology, ar-
tifacts, and human and non-human construc-
tions of the past. Present in her work is an 
interest in objects as cultural goods and the 
impact those object have on how we, as hu-
mans, remember the past. In an interview for 
her solo exhibition at Pinksummer in Genova 
in 2011, Castillo Deball explains uncomfort-
able objects, like the one in dOCUMENTA 
and those that have dominated her practice 
as of late, as ‘products of desire, research or 
imagination; they trigger our conception of 
the world and compel us to take a position, to 
change completely our basic understanding 
of the universe.’3  

Uncomfortable Object, 2012, being shown as 
part of dOCUMENTA is exemplary of many 
aspects of Castillo Deball’s practice. There is 
an apparent exploitation of the use of con-
trasting forms and materials: organic and 
geometric, geologic and manmade, past and 

#sculpture #storytelling #archaeology #mythology
mARIANA CASTILLO DEBALL
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and present. The entire object as well as 
its position in the room calls into question 
methods of constructing narrative and his-
tory through and to objects: in Castillo De-
ball’s work, anachronistic and opposing ob-
jects and contexts are used in conjunction 
with one another to highlight the strange way 
archeology is used to construct our percep-
tions of the past.  How effective these works 
are is dependent on the process of estrange-
ment which occurs when the viewer encoun-
ters these uncomfortable objects. The aware-
ness that we both understand and do not at 
all understand causes discomfort, critical-
ity, and awareness of our relationship with 
artifacts. In Castillo Deball’s exhibition at 
Pinksummer, the relationship between the 
artist’s practice and James Clifford’s The 
Predicament of Culture is illuminated. Clif-
ford says, ‘We need exhibitions that question 
the boundaries of art and of the art world, an 
influx of truly indigestible ‘outside’ artifacts. 
The relations of power whereby one portion 
of humanity can select, value, and collect the 
pure products of others need to be criticized 
and transformed.’4  

It is this understanding of the role and argu-
ably the duty of art as well as the power it 
possesses that Clifford outlines, which seems 
central to Mariana Castillo Deball’s prac-
tice. The ‘dOCUMENTA’ Guidebook’s writ-
ing on Castillo Deball’s practice notes her 
resistance to one medium opting instead to 
employ and explore many varied disciplines 
while borrowing methodologies from areas of 

study like philosophy, philosophy, and story-
telling. Equally, it alludes to her interest in 
allowing for new interpretations of prede-
termined narratives and versions of history 
through the deconstruction of assumptions5.  

What then, is the antithesis of these uncom-
fortable objects, what are comfortable ob-
jects? Of the existence of comfortable objects, 
the artist says, ‘I think we are constantly try-
ing to produce comforting neutral objects, 
but sooner or later they come back to us, as 
debris, ghosts or demanding devices. A com-
forting object is always related to a comforting 
actor.’6 So then, can Castillo Deball’s practice 
be considered an attempt to illuminate cer-
tain truths that might otherwise remain un-
realized, or is her aim to indeed deconstruct 
these boundaries and relations of value? Or do 
the questions surrounding her intent merely 
mirror the slippery back and forth of under-
standing and not understanding central to 
her practice?

 

1 www.barbarwien.de/artists/castillodeball.bio.php
2 http://d13.documenta.de/#/participants/partici-

pants/mariana-castillo-deball/
3 www.pinksummer.com/pink2/exb/deb/exb001en.

htm
4 Ibid.
5 dOCUMENTA (13): The Guidebook. Kassel: Impres-

sum/Imprint, 2012
6 www.pinksummer.com/pink2/exb/deb/exb001en.

htm 

by KATHRYN SARTIN
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A string of coloured festoon lights 
hanging over the entrance into the 
Chisenhale Gallery welcomes the visi-

tor to Amalia Pica’s first UK solo exhibition. 
The festoon lights, part of the work Inside, 
outside and across (2006-12), serve as an 
important symbol of Pica’s aim to blur the 
boundaries between the pristine, internal en-
vironment of the gallery space and the more 
frenetic activities of the daily life occurring 
on the streets and in the neighbourhoods 
outside. However, even Pica herself recog-
nises the limitations of this somewhat ide-
alistic notion as the coloured festoon lights, 
which grace the entrance doorway and hall-
way, subtly change to white as they cross into 
the white-cube style exhibition space. 

Nonetheless, Pica’s artworks, which were 
specifically commissioned by Chisenhale for 
this show, address the aspects of community, 
both in theme and material. The signature 
piece in the exhibition, I am Tower of Ham-
lets, as I am in Tower of Hamlets, just like a 
lot of other people are (2011), a sculpture of 
pink granite hand-carved by Pica which re-
sembles the South American Echevaria plant, 
has spent the last year travelling through the 
London borough of Tower Hamlets, spending 
a week in the home of a participant before be-
ing passed on to the next household.1 A cel-
ebratory event, held on the 30th of June, will 
mark the sculpture’s ‘return’ to the gallery 
space accompanied by a lending card that 
bears the evidence of its journey.2

The importance of the act of listening arises 
in three of the works on display. The first to 
be encountered is Switchboard (2010-12), 
a large-scale work that effectively divides 
the gallery space in half yet also serves as 
bridge between these two sides. Referencing 

Eavesdropping (2011), another work of simi-
lar theme and content exhibited at the New 
Museum’s triennial The Ungovernables in 
February-April 2012, Switchboard is com-
posed of two large, parallel wooden walls 
with empty tin cans incised into them. The 
cans, purchased from everyday supermarkets 
including Tesco and Sainsbury’s, are con-
nected to cans on the other wall by string and 
thereby create a maze of ‘tin can telephones’. 
In Switchboard, and also in Acoustic Ra-
dar in Cardboard (2010-12), a gramophone 
sound amplifier made of cardboard, listening 
is deemed as an end in itself and is to be done 
without a goal in mind. In regularly held per-
formances, performers sit and simply listen 
to the radar, transforming the work from an 
object into a utility. In these two works there 
is also an allusion to a subversion of technol-
ogy—as the works’ titles refer to high-tech-
nology equipment yet but are made from 
every-day and found materials—again em-
phasising the naturalness inherent in listen-
ing, in paying attention to another.

Strangers on common land (2012), made 
humbly of photocopied sheets of A3 paper 
and watercolour, spans the length of the wall 
opposite the gallery entrance and connects 
the two halves of the space spatially sepa-
rated by Switchboard. The photocopies il-
lustrate two people, a man and a woman, in 
a clearing holding bunting. While the photo-
copies are black and white, the bunting—the 
physical connection between the two stran-
gers—is multi-coloured and seems to pop out 
from the planar background. This piece is 
representative on several levels, as it refers 
to an earlier performance Strangers (2008) 
in which two complete strangers held bunt-
ing in a gallery space for hours at a time, it 

ARE YOU LISTENING? AmALIA PICA ENGAGES mUCH mORE THAN THE VISUAL
#sculpture #installation #community #listening #southamerica
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demonstrates visually the action of I am 
Tower of Hamlets and as it pertains to the 
community experience of viewing art in a gal-
lery with other visitors. The coloured bunting 
also serves as a metaphor for the potentiality 
of interaction and exchange, a catalyst that 
can insert brightness and vivacity into a dull, 
dreary and familiar environment (in this case 
the white-walled gallery space).

This exhibition puts tremendous power in the 
individual, as s/he listens to the ‘tin can tel-
ephone’ of Switchboard or the gramophone 
of Acoustic Radar, or activates the motion 
sensor-sensitive sound piece Overhearing 
Fiesta by Raffaela Carrá (2012) merely by 
walking around the gallery. In these situa-
tions, the viewer is presented with one part of 
an equation—an invitation to act and engage 
with the work on a personal level—and thus 
comes to an individual solution on how to re-
late to the art. As Pica comments, ‘We are all 
conditioned to imagine. […] I’m interested in 
creating images that are produced through 
listening.’3 But ultimately, as the exhibition 
addresses internal and external boundaries, 
it is Pica’s hope to convert personal mono-
logues into collective dialogues, to convert 
narrative into storytelling.4 

With the understanding that Pica was born 
under the final years of the repressive mili-
tary junta in Argentina, where the freedoms 

to gather, to communicate and to learn were 
strictly limited and controlled, the histori-
cal and social significance placed on cre-
ating a space where these freedoms, now 
taken for granted in most societies, can flour-
ish and bring different people together, is 
clear. Although the size of the exhibition is 
small—there are only six works included—its 
depth is quite profound. The artworks relate 
well to one another thematically, creating 
connections and interplay and also address-
ing issues that affect us all in this increasing-
ly technology driven age. But it is only in the 
presence of the viewer that these interactions 
between the works and their messages are 
amplified. As the works compel the viewer to 
slow down, to listen, to imagine, their fini-
tude is set free and they truly become part of 
the world around them.

1 ‘Chisenhale Gallery | Offsite | Amalia Pica’. Accessed 
on the 20th of June 2012 via http://www.chisen-
hale.org.uk.

2 I am Tower of Hamlets, as I am in Tower of Ham-
lets, just like a lot of other people are was not on 
view at time of review, but following the 30th of 
June event it will be shown in the office of the gal-
lery and viewers must knock on the office door and 
ask to view it.

3 Amalia Pica, ‘Interview with Jamie Stevens’, Chisen-
hale Gallery, May 2012.

4 Ibid.

by ALEXANDRA 
SCHOOLmAN
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In the story of the emperor’s new clothes, 
a vain emperor is dressed in invisible 
clothes, he and his subjects keeping up 

the pretense to avoid being seen as stupid, 
that is until a child points out that there is ac-
tually nothing there. Cynics of Contemporary 
Art often make much of this tale, but to me 
‘Invisible: Art about the Unseen’ knowingly 
plays with this old story, investigating ways 
of seeing as well as not seeing. It is a highly 
intelligent and slyly humorous investigation 
of vision and imagination in art since 1957. 
In recent blockbuster London exhibitions of 
Hirst, Picasso and Turner the viewer is so vis-
ually stimulated with image and colour that 
the movement from pupil to brain has the po-
tential to become almost instant, the patterns 
so immediately recognizable that the element 
of imagination can be lost. Whilst I felt some-
thing like the emperor in the story as I paid 
the entrance fee and walked into an empty 
room, in the end I championed the curators 
for daring to put on an invisible show in such 
an image-saturated era. In a time when the 
average brain receives thousands of images a 
day, our only respite when asleep, ‘Invisible: 
Art of the Unseen’ allows us the rare privilege 
of consciously not seeing, of creating our own 
images using only stories and our often for-
gotten imaginations. 

The most obvious context for this investi-
gation of modes of vision is Yves Klein, and 
this is established from the show’s fore. Klein 
most famously instigated the idea of the invis-
ible in art with his empty gallery, ‘The Void’ 
of 1958. It drew attention to the space itself, 
highlighting the viewer’s own presence with-
in it, laboring the point that art is actually a 
conversation in equal parts between image 
and viewer. From this Klein went on to create 

Zones of Immaterial Sensibility (1959-62), 
in which he would exchange invisible spaces 
for pure gold, like the cheating tailors in the 
fairy story. Thus in these works Klein opened 
up the main discourses around the de-mate-
rialization of art which run through this exhi-
bition, both serious and playful. 

‘The Void’, in both title and form, creates 
the sense of haunting and absence which I 
feel deeply pervades this exhibition. ‘Invis-
ible: Art of the Unseen’ interestingly ques-
tions ideas of the void in terms of history. 
For example, in Tom Friedman’s Invisible 
Drawings (1992), the artist investigates how 
a known history around an object can affect 
our view of it. That is, if we know his blank 
canvas was once an image from Playboy, now 
erased, does that make it now any less of a 
blank canvas? This sense of history as a void 
filled with our own stories, projections and 
imaginings, whether true or false, was fur-
ther used by Claes Oldenburg in his remark-
able plans exhibited here for a memorial to 
the assassinated John F. Kennedy in 1965. 
Oldenburg proposed the making of a colossal 
hollow cast of a statue of the president, then 
to be buried in the ground. At ground level 
there would be only a small hole, through 
which the viewer could look down and see 
the empty space left behind by a man. Much 
like Andy Warhol’s questioning surrounding 
his Invisible Sculpture (1985); ‘I couldn’t un-
derstand why when you died you didn’t just 
vanish,’ the Hayward’s curators use these 
artworks to draw out a subtle but poignant 
difference between that which was never 
there, and that which is absent.1  

Yoko Ono’s Hide and Seek Piece of 1964 
furthermore investigates loss, flux and the 
transitory nature of life and art; ‘Hide until 

INVISIBLE: ART ABOUT THE UNSEEN 1957-2012 - HAYWARD GALLERY
#hayward #conceptual #groupshow
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everyone goes home. Hide until everyone 
forgets about you. Hide until everyone dies.’2  
It allows the ‘viewer’ to create a unique and 
personal painting within the mind, which in-
evitably will be one day lost. Yoko Ono sets 
the tone for a haunted atmosphere within the 
exhibition which is felt but not seen, much 
like Robert Barry’s Energy Field of 1968. In 
this work Barry wished to create an artwork 
that was materially there, but could not be 
perceived through eyesight, and would thus 
allow the viewer to become ‘very sensitive 
emotionally or psychologically to the space 
you are in.’3 This sense of haunting continues 
in Chris Burden’s White Light/ White Heat 
(1975). Like a lingering energy field, in this 
piece Burden hid under the floorboards of the 
gallery while visitors experienced a seeming-
ly empty room. While he could not be seen, 
the audience commented they felt an unset-
tling presence, making us aware that in our 
culture of images what is perhaps most deep-
ly felt and which most disturbs us is what is 
not seen. 

For me this was most strongly sensed in 
James Lee Byars’s The Ghost of James Lee 
Byars (1969). This piece investigates di-
rectly what is inescapably the ultimate 
‘Void’—death. A pitch black installation, 
this work was created for the first time be-
fore Byars’s death, but afterwards takes on a 
whole new meaning, as though the artist is 
literally haunting his work. Miners are of-
ten said to hallucinate visions of their own 
hands before their eyes in the pitch black 
of the underground. Much the same in this 
dark room, it is as though any image could 
be created to fill the space, whether it be 
Byars’ ghost or our own personal image of 
‘the void’. Therefore in showing us very lit-
tle, this exhibition ends up challenging us a 
lot more.

 

1 Andy Warhol, quoted in Invisible: Art of the Unseen 
1957-2012 (London: Hayward Gallery, 2012).

2 Yoko Ono, ‘Hide and Seek Piece, 1964,’ in Invisible: 
Art of the Unseen 1957-2012, Op. cit. 

3 Robert Barry, quoted in Invisible: Art of the Unseen, 
Invisible: Art of the Unseen 1957-2012, Op. cit.

by LUCY SHAW
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#photography #documentary #cinema #noir

A series of sixteen black and white photo-
graphs, presented by the Canadian artist, Stan 
Douglas, is being exhibited at Victoria Miro 
Gallery. Documentary-style photographs of 
fictional and staged events, ‘Midcentury Stu-
dio’ is presented as if it was a genuine archive 
type of work by an anonymous photo journal-
ist. 

The works have a very distinct film noir 
look, with narratives ranging from Holly-
wood films, to Chicago or New York mob-
sters, with influences from writers such 
as Samuel Beckett, Herman Melville and 
Franz Kafka. Each picture is one perfect-
ly choreographed moment, with dramatic 
scenarios filled with mystery that look like 
film stills recreating the post war period in 
North America from 1945 to 1951. The pho-
tographs have, as basic criteria, the making 
of a narrative. Everything is staged, with ac-
tors, places, and situations. Everything is 
prepared. Everything is set up. In a Baudril-
lard Simulation and Simulacra, and hyper-
realist representation of the real, Stan Doug-
las creates scenes that are both familiar and 
unknown, immersing the viewer in his cin-
ematic and unfolding story, with large scale 
monochrome photographs. For people 
to look completely of the period, the art-
ist used extras, instead of real actors, as 
he stated in an interview, ‘Actors often 
have a specific look and are afraid to look 
unusual and odd.’ There is a great sense of 
presence in these photographs, as most of 
them are life size, I can feel myself immersed 
in this gangster narrative, amongst jugglers, 
actresses, magicians, athletes, paparazzi and 
crime scenes of the end of the 40s. 

The exhibition is divided equally into 
two spaces. The first after entering 

the gallery, with eight photographs rang-
ing in the narrative from 1945 to 1947, 
and the second space on the first floor 
with the remaining eight photographs  
from 1948 to 1951. All the works are from 
2010, and despite recreating exhaustively 
the environment of the modern era, the art-
ist used a contemporary a medium in all his 
works, Digital Fibre Print mounted on Dibo-
nd aluminium.

Tension and mystery are a constant through-
out the exhibition, but a separation can be 
noticed in the two different floors. The pho-
tographs in the first room are more portrait 
like, with pieces like Shoes, 1947, where the 
uncomfortable pose of the model can be no-
ticed by the way she positions her hands, try-
ing to balance herself in that unnatural po-
sition. Flame, 1947, brings to the imaginary 
the world of magic and the uncanny, with a 
mysterious flame cast out of a magician hand, 
that blends in to the dark background.

The second part of the exhibition, is present-
ed with a bigger emphasis on the action of the 
narrative, with pieces such as Dice (1950), a 
life size photograph where three mobster 
like characters perfectly positioned in the 
picture are gambling on a wooden floor 
with loose money on it, creating a sense of 
danger and illegality, remembering a pos-
sible film scene from a gangster imagi-
nary. In Hockey Fight (1951), the tension 
of the narrative is at its strongest where 
the viewer is presented with a close scene 
of a fight between two spectators during 
a hockey game. The life size of the image, 
shot from above creating a familiar per-
spective, as well, as the perfect description 
of the characters in it, creates a sense of 
presence and transports the viewer to that  

STAN DOUGLAS AT VICTORIA mIRO
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exact moment. 

Stan Douglas is a Canadian artist, born in 
1960 and since the late 80s, has worked with 
films, photographs and installations that 

intend to recreate particular locations and 
past events. He works with subjects like mur-
der, mystery and the western, approaching 
them in a Hollywood early years film noir 
look. by JOAO TEIXEIRA
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#gregorschneider #german #architecture
GREGOR SCHNEIDER: ENIGmATIC SPACES

Once in a while, upon entering a room, 
you can’t help but notice that this 
particular room holds within it a cer-

tain feeling; perhaps a lingering trace of past 
events or even the personalities of previous 
inhabitants. It can be uncanny, a term which 
has been associated with literature about do-
mestic spaces since the early 19th century in 
the works of Edgar Allen Poe and Nathaniel 
Hawthorne. The familiarity of a domestic 
space that has in some way been invaded, al-
tered or doubled, is made all the more terri-
fying because of its familiarity.1

In his book Les Travailleurs de la Mer, Vic-
tor Hugo encountered an abandoned house 
in the Guernsey village of Pleinmont. ‘Sacred 
horror in these stones. This shadow inhab-
iting these walled-up rooms is more than a 
shadow; it is the unknown.’ He continues, 
‘The house, like man, can become a skeleton.  
A superstition is enough to kill it.  Then it is 
terrible.’2  The legend of crimes committed in 
the house imbued it with such a narrative. 

These two separate but similar phenomena 
beg the question: is that uncanny feeling upon 
entering a space imbedded with a residue left 
by an event, or is the feeling projected on a 
space by a rumor or legend?  One artist who 
explores the distinction between the two is 
the German Gregor Schneider.  

Upon entering a darkened room at the Mu-
seum Für Moderne Kunst in Frankfurt, I 
was initially blinded by the bright fluores-
cent lighting emanating from what looked 
to be an unmarked storefront.  The room be-
yond the glass was immaculately white from 
floor to ceiling.  A small wall was built at the 
back of the room, and protruding from be-
hind this wall was the lower half of a male 

human body. The work in question, titled 
N. Schmidt (2001-2003), initially recalls 
similar sculptures of legs protruding from 
walls by Robert Gober, but has a much more 
sinister undertone.  N. Schmidt is an example 
of the way Schneider manipulates an archi-
tectural space by leaving the viewer to form 
possible narratives or explanations to project 
onto the work.  

Gregor Schneider was born in Rheydt, Ger-
many in 1969.  Early on in his career, Schnei-
der had an interest in whether places could be 
affected by the particularly gruesome events 
that had occurred there.3 While in school, 
Schneider became preoccupied with a place 
in the woods in Rheydt where a female art 
student had been murdered.  He meticulous-
ly surveyed the spot, resulting in the photo-
graph, Tote Kunststudentin, Rheydt (1989).  

Rheydt is primarily a coal-mining town; Sch-
neider’s family is still deeply involved in the 
coal mining industry.  After his childhood 
home was condemned for being built in too 
close proximity to lead, his father let him use 
the house as a studio.4 From there he began 
his most canonical work involving the manip-
ulation and perception of space and architec-
ture. Totes Haus u r, an ongoing project he 
began in 1985, is the continual building and 
rebuilding of rooms inside of rooms with-
in his childhood home.  There is no longer 
a distinction between what has been added 
or subtracted, original or reproduction.  He 
began placing figures in areas of the house, 
such as a battered blow-up doll, or limbs 
protruding from dark and dank rooms.  He 
also keeps photos of members of his family 
in each of the layers.  While these objects are 
concealed, their presence still resonates, em-
bedding the house with historical residue of 
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his family who have lived there for genera-
tions. Hidden from view, their presence in 
the claustrophobic gaps in each layer creates 
a chilling sense of the uncanny.  

Once Schneider began to gain notoriety in 
the art world, he began recreating these in-
stallations in galleries and museums all over 
the world.  In 2001 he represented Germany 
at the Venice Bienniale, completely recon-
structing Totes Haus u r in the German Pa-
vilion.  

Themes of domestic instability, compulsive 
reproduction, and death recur frequently 
throughout his practice. His compulsive 
building and rebuilding of the rooms is 
reminiscent of another German artist, Kurt 
Schwitters. Generations before Schneider, 
Schwitters’s piece Merzbau blended art and 
architecture, and compulsion in his domestic 
space.  

Upon entering the nondescript residence that 
is Totes Haus u r, there is a placard with the 
name, Hannelore Reuen, a recurring charac-
ter that is referenced throughout Schneider’s 
practice.  In a highly idiosyncratic interview 
conducted by Schneider in the third person 
with Reuen, the complex nature of their re-
lationship is revealed.  One of Schneider’s 
installations features Reuen, lying in the cor-
ner of the gallery, seemingly dead.  The title 
of the piece is Alte Hausschlamp (Old House 
Slut) (2001). This work may be reminiscent 
of the elaborate installation by Marcel Du-
champ entitled Étant donnés, in which a 

splayed female figure is seen through the ar-
chitectural structure of a door.  

The identity of the mysterious presence in the 
work, N. Schmidt,  is brought up by Schnei-
der in his interview with Reuen, after she al-
leged that Schneider had attacked her out of 
jealousy.  Schneider asked, ‘What does your 
neighbour, N. Schmidt, have to say about 
this? Can’t he help you, doesn’t he notice all 
this?’ Reuen explained that N. Schmidt was 
the new tenant in the house, probably her re-
placement, since she is no longer needed by 
Schneider.5

Although there is reference to who N. Schmidt 
and Hannelore Reuen are in relation to the 
artist, Schneider has left out the narrative of 
the scenes in which he displays their bodies 
in the space of the installation.  These enig-
matic works fit into his larger practice of ma-
nipulating our perception, transforming the 
domestic and familiar to uncanny and sinis-
ter.  In his own highly idiosyncratic way, Sch-
neider invokes the literary domestic interiors 
of Edgar Allen Poe: haunting, uncanny, and 
always enigmatic.   

1 Anthony Vidler, The Architectural Uncanny (Cam-
bridge, Mass.: MIT Press, 1994), p. 19. 

2 Victor Hugo quoted in Vidler, Op. cit.  
3 Ulrich Loock, ‘The Dead House u r,’ Parkett 63 

(2002), p. 148. 
4 Paul Schimmel, Gregor Schneider (Los Angeles: 

Museum of Contemporary Art, 2004), p. 103.
5 Ibid, p. 205. 

by ERICA WALTEmADE
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The Frith Street Gallery’s exhi-
bition of Juan Muñoz’s (1953-
2001) paper works and sculpture 
features a selection of rarely 
viewed pieces from the 1990s 
to 2001. Born in Spain, Mu-
ñoz grew up under Francisco 
Franco’s dictatorship, and later 
studied in England at the Croy-
don College and then the Central 
School of Art and Design, before 
going to New York to attend the 
Pratt Institute. During the 1980s 
his work started to attract at-
tention, but it was not until the 
1990s that he began to challenge 
the conventions of sculpture—
shrinking the scale of his figures 
and installing them mid-narra-
tive and often in group scenarios. 

As a sculptor, a draughtsman and 
a painter Muñoz was particularly 
interested in interior spaces, in-
stalling his works in order to ne-
gotiate industrial architecture in 
disquieting or indistinct ways. 
The figures he produced towards 
the end of his career frequently 
appeared engaged in their own 
private dramas, seemingly una-
ware of any viewer. Notions of 
illusion and reality are continu-
ally visible in his adjustment and 
play between scale, perspective 
and illusionistic technique, but 
perhaps more intriguing is the 
sense of disquiet and absence or 
eerie voyeurism this regularly 
forces upon the viewer. In an in-
terview with Paul Schimmel in 

2000 Muñoz remarks, ‘I’m try-
ing to open sculpture to a larger 
frame of reference by including 
optical illusions. It seems neces-
sary to me in order to reject the 
obsession with the physical ob-
ject.’

The Firth Street Gallery’s Jane 
Hamlyn and the Guardian’s art 
critic Adrian Searle co-curated 
this exhibition over the gallery’s 
two floors. Upstairs are a number 
of subtle oilstick on paper studies 
while downstairs the Mobiliario 
print series explores domestic 
objects against black backdrops. 
The selection of works was built 
partly on Muñoz’s connection to 
England. Five untitled figurative 
sculptures intended for but never 
shown in Double Bind—Tate 
Modern’s Turbine Hall 2001 ex-
hibition—dominate the exhibi-
tion. At 145cm in height these 
smaller than life-size monochro-
matic grey figures are typical 
of his practice. Primarily done 
in polyester resin pigment and 
fiberglass, these bodies evoke 
questions of self-portraiture, 
their tactile forms seemingly hav-
ing the authority to reshape real-
ity, while simultaneously repre-
senting it. It is unclear whether 
or not Muñoz just intended them 
to mediate within the spaces they 
are installed or also between him 
and the past. Blind to each other 
and the numerous gallerists buzz-
ing about them, these figures do 

not so much haunt the gallery as 
appear petrified within it; ‘My 
characters sometimes behave as 
a mirror that cannot reflect,’ Mu-
ñoz says, ‘They are there to tell 
you something about your look-
ing, but they cannot, because 
they don’t let you see yourself.’

Considering his often quoted 
statement that he was a storytell-
er, one wonders how the narrative 
of his works is impacted when 
installed by others. The constel-
lation at the Frith Street Gallery 
works to reflect a sculptor’s en-
joyment in disrupting notions of 
a fixed reality, a draughtsmen’s 
delight in creating technically 
masterful and distinctive envi-
ronments and the critical role of 
drawing to an artist. It is a cu-
ratorial story of artistic practice. 
If there is anything noticeably 
edited it is Muñoz’s interest in 
sound, but this perhaps is a nec-
essary revision; the inclusion of 
audio pieces would disrupt the 
clarity and focus of this show. 
Titling it, An Inaccessible Mo-
ment, hints at the impossibility 
of intangibility of reality and the 
familiarity of the domestic pre-
sent in this hang. 

The gallery’s grey cement floors, 
columns and ceilings, exposed 
brick, and white walls contrib-
ute to the muted tone of Muñoz’s 
work but they also allow his 
rare uses of colour to effectively 
crush any meditative mood. The 

#sculpture #paperworks #illusion #storytelling
RETELLING mUñOZ
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LOUISE BOURGEOIS AT THE FREUD mUSEUm
#intervention #psychoanalysis #bodily #freudmuseum

For many years the Freud Mu-
seum has recognised the impor-
tance of Freud’s theories in the 
history of art by inviting con-
temporary artists to exhibit site-
responsive works in the museum, 
providing important inspira-
tion for artists such as Cornelia 
Parker, Susan Hiller and Sophie 
Calle. French-American artist 
Louise Bourgeois, however, died 
in 2010, so the current exhibition 
is not so much an intervention, 
as a posthumous acknowledge-
ment of the artist’s lifelong in-
volvement with psychoanalysis. 
Bourgeois’s art encompasses the 
largest part of the 20th century, 
yet it remains very difficult to 
classify in terms of movement 
or style. This exhibition covers a 
more solid, thematic thread that 
weaves throughout her oeuvre.  

The intimate exhibition includes 
mostly sculptures and a few 
works on paper, spread out over 
five rooms in the house where 
Freud lived and worked most of 
his life. Whether Bourgeois ever 
visited the house is not clear, 
but in an essay named ‘Freud’s 
Toys,’ which she wrote in 1989 
in response to an exhibition of 
Freud’s collection in New York, 
she left little praise for the aes-
thetic value of the objects that 
Freud owned and displayed in 
his house. ‘The artefact is a man-
ufactured object,’ she puts, ‘a 
work of art is a language.’

Entering the Dining Room, it 
becomes clear what she meant. 
Freud’s portrait towers over 
four of Bourgeois’s fabric sculp-
tures, which, although abstract, 
carry a clear reference to bodily 

forms: the face, the phallus, the 
breast, the mouth. The lighting is 
dimmed, the curtains are closed, 
and these four works perfectly 
convey the sense of the uncon-
scious, of repressed urges and 
irrational forms, complement-
ing Freud’s language of reason 
with an altogether more com-
plex, visual language. In Freud’s 
Study, the most iconic and most 
photographed room in the house, 
Bourgeois’s Janus Fleuri dangles 
from the ceiling like a threaten-
ing, disruptive and bodily ele-
ment amidst the orderly envi-
ronment of books and historic 
artefacts. Part male, part female, 
breast-like and phallic, symmet-
rical yet ambivalent, passive and 
resistant, ‘perhaps a self-portrait, 
one of many’ according to Bour-
geois herself. 

red of a chair in a print down-
stairs, the yellow folds wrapped 
around and held by a drab grey 
figure upstairs and the painful 
white glare of a bulb, these imag-
es stay in memory only because 
they are in such contrast with 
their surroundings. The empti-
ness of the downstairs exhibition 
room juxtaposes with the home-
ly or personal spaces within the 
Mobiliario prints, which depict 
recognisable items: a chair, a 

lampshade, a desk. Completed 
in mezzotint and drypoint, some 
with additions of aquatint and 
watercolour and then affixed to 
black canvases these works are 
consistent with the formal aes-
thetic of the show. 

It is not so much this formal-
ness or the moments of contrast 
that mark the exhibition but its 
reserve and careful selection. 
The temptation might have been 
to do a focused retrospective of 

Muñoz’s undiscovered works, or, 
more particularly Searle might 
have been drawn towards an aca-
demic interrogation into Muñoz’s 
practice, focusing on the central-
ity of drawing to his sculptural 
installations. Instead, An Inac-
cessible Moment achieves a ma-
ture curatorial balance, alighting 
on three key media from which 
it glimpses into aspects of his 
practice. by mOLLY BRIGITTE

ALLGOOD
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The raw materials of psycho-
analysis—dreams, associa-
tions and emotions—are invis-
ible, and their irrationality 
contradicts the apparent order 
of Freud’s library and his neatly 
arranged collection of antique 
objects. It is almost as if Janus 
Fleuri has always belonged here, 
next to the famous couch, as a 
reminder that some things are 
simply impossible to express in 
words.

Walking outside, Bourgeois’s 
famous Spider inhabits Freud’s 
quiet and secluded garden like a 
dark creature from our dreams. 
One of a range of spiders in dif-
ferent sizes, it is a homage to the 
artist’s mother Josephine. The 
betrayal of her mother by her 
father with the governess is a 
childhood trauma that Bourgeois 
has tried to overcome all her life, 
and in the context of Freud’s 
house her sculpture adds a strong 
maternal presence to the mascu-
line realms of psychoanalysis. Its 
granite material gives it a heavy 
and omnipotent presence, yet its 
formal execution and its slen-
der legs give the spider a light-
ness that almost lifts it from the 
ground. Freed from the need to 
analyse, to rationalise, it is sim-
ply there.

The ambiguity and mystery cre-
ated downstairs make way for a 
more scientific display in the up-
stairs rooms. Smaller sculptures 
are displayed together in a cabi-
net, accompanied by abstracts 
from diaries and other writings 

that Bourgeois compiled during 
three decades of psychoanalysis 
in New York. Although these 
writings are clearly important 
for scholarship, using them as 
part of the exhibition display 
carries the danger of reading and 
viewing Bourgeois’s work solely 
as an autobiographical project, 
a form of artistic therapy. Her 
writings poignantly demonstrate 
the shortcomings of rational 
analysis: they are literal, repeti-
tive, and sometimes plainly dull. 
The contrast with the much more 
eloquent expression of her pain 
and anger in her artworks is 
striking. As Bourgeois explained 
on numerous occasions, she was 
often taken by surprise by her 
own work, which only revealed 
itself as ‘self-portrait’ after she 
had made it.

Two larger sculptural works, 
Cell XXI (Portrait) and Cell 
XXIV (Portrait), each occupy 
a room. From 1997 Bourgeois 
turned to making sculpture on a 
much larger scale, and her instal-
lations became architectural in 
their scope. The cells, of which 
she made many variations, are 
constructed like rooms or en-
closed spaces, which the viewer 
can see into, and which are filled 
with assemblages of objects and 
mini-sculptures.  They play with 
notions of time and space, their 
habitat-like enclosures contain-
ing the artist’s childhood mem-
ories. But in this exhibition the 
physical containment of these 
two works in Freud’s slightly 
cramped Victorian rooms is 

detrimental to their reception. 
The cells require a more tactile 
relationship with the viewer: we 
should be able to walk around 
them and engage with their for-
mal arrangement in different 
ways, bringing our own back-
ground, emotions and aesthetic 
interests to the work. Like the 
Spider in the garden, these are 
works that form a space in their 
own right, and they need room to 
breathe.

Bourgeois has said that she dis-
trusts words and is more inter-
ested in form. Freud, in turn, has 
admitted that before the problem 
of the creative artist, psychoanal-
ysis must lay down its arms. This 
tension between the rational and 
the irrational, between the reason 
of the therapist and the urges of 
the artist, is the most interesting 
aspect of the exhibition. Where 
the exhibition refrains from 
making the relationship between 
psychoanalysis and art too liter-
al, it succeeds in adding a very 
valuable contribution to that 
dialogue. by SABINE CASPARIE
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Shezad Dawood, a British artist 
with Indian and Pakistanis ori-
gins, is known for his use of the 
cut up techniques reminiscent of 
the Surrealists and his mixing of 
multicultural backgrounds. Fas-
cinated by science fiction, Su-
fism and esoteric questions, his 
practice is characterised by the 
use of tied circular references 
and a deep engagement with the 
subject of his research. His ex-
hibition at Modern Art Oxford 
displays three groups of works—
neon sculptures, paintings and 
films—developed synchronous-
ly between 2010 and 2012. Each 
individual work must be con-
sidered in relation to the others, 
thought of as layers of sediment 
physically connected together to 
generate a universal resonance. 

The central piece of the exhibi-
tion is Trailer, a 15-minute ex-
perimental cut from Piercing 
Brightness, Dawood’s future 
feature-length sci-fi movie com-
missioned by In Certain Places, 
a public art program in Preston, 
Lancashire. His investigations 
into the history of the site re-
vealed the supposed everyday 
and magical qualities of the town 
of Preston. With a population of 
132,000 it has  the highest number 
of UFO sightings and the fastest 
growing Chinese population in 
the UK, and the largest number 
of Mormon temples outside of 
the USA.

The artist was given carte blanche 
to design the installation of the 
work in the upper gallery. The 
result is a massive circular white 
seating area, which reproduces 
the internal structure of a flying 
saucer, as fantasized in the 1950s 
and 60s. Comfortably seated in 
the space ship, watching Trailer 
on the screen suspended from the 
ceiling, the viewer gets a feeling 
of floating in the air. The title is 
misused on purpose, as its length 
is six times longer than a Holly-
wood trailer and is without any 
release date or any theatrical 
voice-over. The cut-up technique 
is used to weave the plot. A Chi-
nese alien couple is sent back 
to Earth to retrieve the ‘Glori-
ous 100’ of their species, sent 
generations ago to ‘secretly ob-
serve the birth and development 
of another planet for the mutual 
benefit of our world and their 
world,’ as Alien Mother says. 
Internal conflicts and anguish 
arise as they discover that the 
old generation of Aliens is stuck 
in-between the human race and 
their native land. The Japanese 
experimental soundtrack written 
and performed by Makoto Kawa-
bata and his band—Acid Moth-
ers Temple—emphasises the 
tensions and dilemmas emerging 
from this hybrid situation.

Dawood used vintage Saami 
quilts which he painted semi-
figurative and abstracts forms 

on as preparatory works for the 
film. These quilts were made by 
nomadic weavers in the 70s and 
sourced primarily from around 
the Sindh province of Pakistan 
where the artist spent a short 
time living as a child. They are a 
symbol of the industrialisation of 
the country. The Sufi words and 
circular drawings painted by Da-
wood reveal a tension between 
modernism and mysticism and 
blur the cultural boundaries be-
tween East and West. 

The Mandala—the Sanskrit word 
meaning circle—is used in vari-
ous spiritual traditions to reach a 
state of meditation and connec-
tion with the cosmos. The circle 
is also symbolic of the absolute 
enlightenment, of the universe 
and the void in the Japanese tra-
dition. The Sufis use the circle to 
explain how they connect their 
practices to Islam. A recurring 
figure in Dawood’s practice, it 
is a universal sign the can be in-
terpreted differently according 
to each individual cultural refer-
ence points, as the piece Rendez-
vous with Rama demonstrates. 
Hung in the yard, the light sculp-
ture is visually reminiscent of the 
unidentified flying objects and 
conceptually refers to the Hindu 
circulation of energies. The ti-
tle comes from the classic sci-
ence fiction novel by Arthur C. 
Clarke about a cylindrical alien 
spaceship that appears in Earth’s  

SHEZAD DAWOOD OR THE UNEXPECTED ENLIGHTENED SENSE OF THINGS PAST
#film #sci-fi #postcolonialism #modernartoxford
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Damien Hirst, the YBA sensa-
tion, is currently the headliner 
for the Olympic line-up of Brit-
ish culture, at the Tate Modern.  
The golden boy of Contemporary 
British art.  The show has sold an 
enormous volume of tickets and  
Olympic tourists are yet to flow 
through the Turbine Hall, gen-
erating even greater attendance 
rates for this spectacular show.

Audiences of all nationalities 
are drawn to Hirst’s exciting 
retrospective blockbuster show.  
Having employed a chronologi-
cal hang, the show provides a se-
lective progression of the artists 
practice to present day.  Visu-
ally stimulating throughout, the 
curator Ann Gallagher has suc-
cessfully created a show which 
captivates the attention of its 

audience. The artworks shown 
within this retrospective range 
from installation, sculpture and 
collage to living and dead art-
works. The selection of large 
colourful artworks  evokes the 
feeling of being at a funfair of 
curiosities.

The show is a continuous spec-
tacle of cabinets of cabinets of 
deadly sins. Pharmaceuticals, 

#hirst #yba #retrospective #tatemodern #olympics
EXPOSé ON THE TATE mODERN AND DAmIEN HIRST

orbit in the 22nd century. 
Here again, Eastern and West-
ern references, cosmology 
and science fiction, become 
intermingled.

The New Dream Machine Proj-
ect (2011) pursues the same 
quest. At the end of the John 
Piper Gallery a film is projected 
on a massive screen. The film 
is documentation of the perfor-
mance at the Cinémathèque de 
Tangers held on February 12, 
2011. The performance included 
live music by The Master Musi-
cians of Joujouka playing with 
the English guitarist Duke Gar-
wood, while the public watched 
with closed eyes. The Dream Ma-
chine, meant to stimulate dreams 
through the flickering of lights 
generated by a rotating machine, 
creates kaleidoscopic visions 
when viewed with the eyes shut. 
The three-meter tall machine 

made from tin food containers 
by local craftsmen in Morocco 
is not in Oxford but retained by 
the UAE customs, where Da-
wood won the Abraaj Capital 
Art Prize in Dubai last year. The 
transcendental experience might 
be incomplete without the ma-
chine, but Dawood defends that 
‘it is more about the narratives 
generated and the consideration 
of chance in relation to time, 
historical narratives and cinema 
that interests me the most.’ The 
project is indeed a ‘recyclage’ of 
Brion Gysin’s Dream Machine 
of the 60s, originally created in 
Tangers where he gathered with 
other American members of the 
Beat Generation. The story goes 
on as the previous generation 
of the Master Musicians used 
to play in Gysin’s restaurant 
and performed with the Rolling 
Stones founder Brian Jones at 
the Cinémathèque de Tangers in 

1968. 

Dawood’s wish to transcend cul-
tural and geographical boundaries 
is characteristic of the post-colo-
nial era. He creates a universal 
language, using unrealised refer-
ences from the East and West and 
from different times and spaces. 
He invents unexpected combi-
nations to discuss a new com-
mon and global identity founded 
on the specific sensibilities and 
aesthetics of each different cul-
ture. This complexity is however 
a challenge for the visitor. The 
need to go beyond the multiple 
cultural layers filled with rich 
references and to overcome the 
disturbing and dizzying multi-
sensorial experience requires a 
personal engagement with the 
work. But enlightenment has a 
price—being dazzled to pierce 
brightness. by SARAH COLSON
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Matters of personal taste have 
always been important for Brit-
ish contemporary artist Grayson 
Perry. The fifty-two-year-old is 
famed for dolling up in Little Bo 
Peep dresses and his elaborate 
and beautiful glazed pottery, for 
which he won Britain’s coveted 
Turner Prize in 2003. Quirky 
and peculiar, Perry touches upon 
wider everyday, specifically 
Britain’s social themes like con-
sumer culture and class, themes 
he returns to in his new exhibi-
tion at London’s Victoria Miro 
Gallery.

The Vanity of Small Differences 
is Perry’s second big project at 
Victoria Miro, following from 
his biggest work to date, the sen-
sational The Walthamstow Tap-
estry (2009), which depicted the 
life of men from birth to death 
unfolding on the background 
of numerous labels and brand 
names—symbols of contempo-
rary society’s consumerist ob-
sessions.

Perry’s latest is a group of six 
large tapestries, all made in 
2012, depicting the life of Tim 
Rakewell, a fictional character 

inspired by William Hogarth’s 
Tom Rakewell, whose life, for-
tune and death the late artist de-
scribed in eight paintings called 
A Rake’s Progress (1732-33). 
Perry’s series tells Tim’s jour-
ney against the backdrop of rich 
imagery and characters taken 
from British society’s three so-
cial groups—working, middle 
and upper classes—in real Eng-
lish towns and cities strongly as-
sociated in British culture with 
the respective strata: Sunder-
land (working), Tunbridge Wells 
(middle) and the Cotswolds (up-
per).

#graysonperry #taste #class #britain #tapestry
PERRY TEACHES US ABOUT CULTURAL BRITAIN

cigarettes, and diamonds flow 
throughout the rooms, enticing 
the eye, but also questioning the 
detrimental effects of each mate-
rial’s past and present. Lighter, 
larger and more playful artworks 
line the rooms alongside Hirst’s 
butterfly farm and his dissected 
and pickled animals, such as 
Mother and Child Divided (one 
of the the very few of his works 
within Tate’s collection). The 
hang creates a very playful en-
vironment, reflecting the artist’s 
embrace of child-play and pas-
tiche within his practice. 

Despite being marketed as a ret-
rospective show, the question of 
what is missing from the artist’s 

oeuvre resonates deeply. Over 
the last ten years Hirst has exhib-
ited in North and South Ameri-
ca and Europe. His latest prints 
and paintings from the last three 
years, such as his blue paintings 
from No Love Lost last exhibited 
at the Wallace Collection, have 
been intentionally omitted.  The 
traditional trace of the artist’s 
hand is void because there are no 
drawn or painted mediums. Also 
noticeably missing are key mile-
stones within his oeuvre, such as 
The Golden Calf.  Gallagher has 
made a radical curatorial move 
to embrace his artist studio pro-
duction methods, methods which 
have been notoriously called into 
question. This hang reinforces 

and backs the artist’s outsourc-
ing.

That has shown an important 
global institutional backing of 
Hirst by giving him his first in-
stitutional retropective during his 
career. This move is paramount 
within his career; however the 
criticism surrounding this exhi-
bition has called into question the 
“reputable” longevity of his artis-
tic career.  Blood has been shed 
over allegiances in response to 
critical reception.  Julien Spald-
ing has openly marked Hirst to 
have lost critical credibility.  The 
question is what do you make of 
the Damien Hirst retrospective 
spectacle? by AmELIA G. V. HUNTON
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As you enter the gallery’s white 
and airy open space you get a 
rather majestic feeling as if you 
had entered a grand hallway of 
palatial proportions. The gal-
lery’s pristine white-washed 
walls make the darkly coloured 
works stand out even more—
these tapestries are more like 
large windows through which 
we can voyeuristically peer into 
the personal lives of those in the 
artworks and judge their homes, 
habits and personal effects (three 
of the six tapestries depict living 
or dining-room scenes within the 
three said social strata). We can 
unashamedly gaze inside, and 
recognise and confirm amongst 
ourselves that each household 
item is seen as “cultural capital” 
for the classes.

With no information boards to 
familiarise us with the artworks, 
The Vanity of Small Differences 

offers little in the way of guid-
ance in highlighting those subtle 
undertones behind the product 
placement littered on the can-
vases. With thousands travelling 
to London for the Olympics, the 
motif-laden tapestries could be a 
case of ‘show but not tell’ for the 
non-British resident. 

Yet there is a playfulness and an 
obvious cross-referencing any 
art-goer foreign or domestic can 

appreciate. Influenced by Chris-
tian Renaissance painting, Per-
ry’s religious motifs can be seen 
in the tapestries. For example, 
in The Adoration of the Cage 
Fighters, the two tattoo-clad 
men offering gifts to the baby 
resemble the shepherds visiting 
Christ (Mantegna’s The Adora-
tion of the Shepherds, c. 1450), 
while in The Annunciation of 
the Virgin Deal, the winged fig-
ure on the left is angel Gabriel 

Grayson Perry, The Adoration of the Cage Fighters, 2012 
Courtesy the Artist and Victoria Miro Gallery, London © Grayson Perry

Grayson Perry, The Annunciation of the Virgin Deal, 2012
Courtesy the Artist and Victoria Miro Gallery, London © Grayson Perry
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 (Jan van Eyck’s The Annuncia-
tion c.1434).  Meanwhile, Wil-
liam Hogarth’s fable can be read 
through the tapestries’ sequence, 
once you understand that you 
should start with the birth and 
not the death of Rakewell. Cu-
riously, however, the exhibition 
can be read in both directions; it 
can be a lead up to the future and 
an explanation of what happened 
at the shopping centre car park 
(#Lamentation; titled, as things 
are these days, with a hash tag), 
which looks suspiciously similar 
to the car park and McDonald’s 
outside the gallery.

Indeed there are sufficient refer-
ences to past compositions and 
present consumerism to keep the 
non-British audience engaged. 
However, the most puzzling 
yet exciting aspect concerns the 
streams of written words that run 
throughout the tapestries. It’s a 
storyline that literally connects 
all the artworks in one: the first 
line of text begins on the left side 
of the frame in the first tapestry, 
continues its journey through 

the others, and concludes with a 
coda at the bottom of the last im-
age. Other forms of text are on 
carpets around a doll’s house, 
in the newspaper, on mugs, on 
a Range Rover, etc. It’s akin to 
our consumerist world where the 
visual as well as the brand name 
textual are most explicit.

Truth be told, the text is difficult 
to read at times but is still a voice 
narrating people’s feelings, fears 
and aspirations, the stuff British 
society is driven by: whether it’s 
hoping that education will give 
your child a ticket to a higher 
class or inappropriateness of 
taste and behaviour of the social-
ly mobile entering a new class. 
A recently broadcast three-part 
documentary by Perry himself 
for Channel 4 television explains 
these details further.

For a Briton, Perry’s exhibi-
tion offers a sociological lesson 
of cathartic importance, laying 
bare the recognisable objects 
and behaviours that form dif-
ference and the country’s ‘class 

war.’ Difference as identity is 
what you can take home from 
the exhibition; its title nota-
bly alludes to Sigmund Freud’s 
narcissism of small differences 
where ‘constant feuds and ridi-
culing each other’ between com-
munities creates a sense of one’s 
own cultural individuality. For 
the non-local visitor, it’s an in-
tellectual exercise that quiz-
zes one’s knowledge of British 
culture. And what better way 
to showcase the complexities 
of Britishness during olympic 
year?

Grayson Perry, #Lamentation, 2012
Courtesy the Artist and Victoria Miro Gallery, London © Grayson Perry

by ANASTASIA JOHNSTON
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The Whitechapel Gallery has 
housed some of the most interest-
ing exhibitions over the past few 
years and their recent retrospec-
tive of Gillian Wearing’s work 
was nothing less than impres-
sive. This is the first major in-
ternational survey of the Turner 
Prize winner’s photographs and 
films, which explores the public 
and private lives of people in a 
funny and sometimes shocking 
way. 

The works chosen by curators 
Daniel Herrmann and Doris 
Krystoff span from her early 
photographs such as Signs that 
Say What You Want Them to 
Say and Not Signs that Say What 
Someone Else Wants You to Say 
(1992–3) to her latest video Bul-
ly (2010). The exhibition also 
includes new photographs made 
especially for this retrospective.

As you enter the first gallery, 
you get the feeling that you have 
been transported to a differ-
ent realm. Coloured spotlights 
on the ceiling mix together and 
produce an orangey glow, sev-
eral voices echo and reverberate 
around the room, and there is an 
interesting smell of wood that 
seems to fill the air. The first 
gallery is dedicated to Wearing’s 
artistic line up of film and video. 
Each piece is placed in a dark-
ened room by itself, adding to 
the true feeling of connection the 
viewer has to what is shown on 

the large screen. The first notice-
able work in the exhibition is an 
analogue TV hung from the ceil-
ing showing Wearing dancing 
to a soundtrack only audible to 
herself in the middle of a shop-
ping centre. This showcase of a 
public display of a private mo-
ment sets the tone for the entire 
exhibition and gives a brief idea 
of what to expect. Sitting down 
and watching each of the videos 
is a very interesting experience. 
The viewer is somehow drawn 
into what they’re watching, to 
the point where you feel as if 
you are almost part of the video 
but just as the viewer; powerless 
to do anything. Perhaps it is the 
fact that the rooms are small and 
both screen and sound seemed 
amplified and overwhelming, 
but somehow there is the feeling 
of being quite alone as a viewer, 
even when the room is filled with 
other people also watching.

Some of Wearing’s best work 
draws from TV and theatre stag-
ing techniques, allowing for 
her subjects to open up and re-
ally show vivid emotion. This is 
seen in the powerful video Bully 
(2010) where a participant, posed 
as the director, was filmed work-
ing with a method acting coach 
and amateur actors to re-enact a 
former moment of distress. As 
the video progresses, we watch 
the director become more and 
more emotionally involved until 

the fictional threat of a bully be-
gins to bleed into reality. After 
being quite emotionally shaken 
with the video works, you move 
on to more of Wearing’s work 
upstairs. The element of shock 
and surprise is really only just 
beginning. 

The upper floor of the White-
chapel displays Wearing’s pho-
tographs and sculptures as well 
as her videos. In Wearing’s work 
we can see her fascination with 
the relationship between the 
public persona and the private 
self; her work continuing on the 
second floor shows this clearly. 
The wall of images as well as 
her selection of small sculptures 
has a less dramatic pull than the 
works downstairs. The people 
we are shown now silently tell 
their story through signs or sim-
ply through body language rather 
than via speech or movement. 
Her social sculpture—as Wear-
ing calls it—Terri, shows a large 
woman dressed in tracksuit bot-
toms and a turtleneck sweater. 
We automatically assume she 
is just an average everyday per-
son but when we look closer and 
read the plaque below, we are 
told she is actually a hero of so-
ciety having rescued people from 
the rubble of the fallen World 
Trade Centre Towers on 9/11. 
No colour was even needed for 
this statue to discreetly bring out 
the monumental in the everyday 

#identity #sculpture #video #photography #gillianwearing
SHOW mE WHO YOU REALLY ARE: GILLIAN WEARING AT THE WHITECHAPEL
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person. 

As we follow through to the final 
gallery, we are treated to some 
of Wearing’s most disturbing 
works. The idea of hiding behind 
a mask to cover one’s true iden-
tity comes across as the overall 
theme of the room and the works 
that stem from that theme are 
definitely what could best be 
described as delectably creepy. 
While the portraits of Wearing as 
her family members are beautiful 
and serene, one cannot get over 
the fact that it is a (very convinc-
ing) mask and you almost feel as 

if the eyes from behind the masks 
are following you, watching you 
as you move. 

The portraits, though, are not the 
most disturbing pieces of the ex-
hibition; it is the confession vid-
eos that really shock and some-
times disgust. Random adults 
were invited to ‘confess all’ on 
video with the reassurance that 
they would be disguised behind 
a mask. Resembling a confession 
room in a church, the viewer is 
shown confessions that range 
from sad (stories of child abuse, 
domestic violence and bullying) 

to just plain weird (a man who 
got enjoyment from drinking 
menstrual blood). 

Wearing does a brilliant job of 
making the viewer learn to see 
beyond what is in front of us; a 
classic ‘don’t judge a book by 
its cover’ lesson. After walk-
ing through the exhibition we 
are left with a feeling of naked-
ness. Wearing has stripped us 
of our masks and revealed to 
us who we really are. Behind 
the poised portraits and faked 
personas, we are, essentially, 
human.

‘Art is what major artists make,’ 
was the precept of documenta 3, 
in 1964, which centered on the 
authority of pre-War Modernism 
and presented the older genera-
tion as meritorious role models 
for younger contemporary art-
ists. The exhibition included a 
concrete wall relief by Ben Ni-
cholson, as well as still lives by 
Giorgio Morandi—who has a 
significant presence in the cur-
rent dOCUMENTA 13. Moran-
di’s presence, and that of other 
artists of his generation, in this 
year’s documenta is interesting 
not least because of his obses-
sion with still life (a focus paral-
leled by Nicholson and a focus of 
Bernard Jacobson’s exhibition) 
moreover, it is emblematic of the 

continuing re-appraisal of mod-
ernism and its ongoing re-con-
textualization into and around 
contemporary art practices. 

Ben Nicholson has been the sub-
ject of two major exhibitions 
in London recently: the Cour-
tauld’s Mondrian || Nicholson: 
In parallel and Picasso and Mod-
ern British Art at Tate Britain. In 
addition the new Structure and 
Clarity display at Tate Modern 
places Nicholson and his con-
temporaries at the centre of an 
examination of the dialogue be-
tween 1930s British abstraction, 
de Stijl, Minimalism and more 
recent constructionist approach-
es. 

The Bernard Jacobson Gallery’s 
opportunistic Ben Nicholson: 
Paintings, Reliefs and Drawings 
offers yet another examination. 
Thirty-nine paintings, painted 
reliefs and drawings (most ex-
ecuted between 1951 and 1979, 
with the exception of four earlier 
works and two from the early 
1980s) are displayed more or 
less chronologically across four 
spaces. Within these categories 
the exhibition unpacks Nichol-
son’s dual themes of still life and 
landscape. 

The first room contrasts a group 
of four early paintings com-
pleted between the wars, with a 
group of linear abstractions from 
the early to mid 1950s and four 

#modernism #stilllife #abstraction #nicholson
REVIEW: BEN NICHOLSON: PAINTINGS, RELIEFS AND DRAWINGS

by CHRISTINA LIU
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planar compositions, three of 
which are painted reliefs in pre-
dominantly somber earth tones. 
The first group operates as a ref-
erence point for particular ten-
dencies in the later work. The 
Red Necklace 1916-19 suggests 
the still life paintings of the art-
ist’s father William Nicholson. It 
presents an earthenware jug on 
a table backed by dark drapery, 
in front of which hangs a shawl 
with tasseled trimming and a red 
beaded necklace, each executed 
with a smooth, fluent atmos-
phere—a quality that Nicholson 
later referred to as ‘slick’ and 
Vermeer-like. Nicholson himself 
stated that the still life theme 
was inherited from his father, not 
only via the subject of his paint-
ings but through the vast collec-
tion of objects—vases, boxes, 
goblets—which he collected. 

By contrast to The Red Neck-
lace, June Landscape (1925), is 
a study of light and colour in the 
manner of Cézanne’s progres-
sive studies of Mont St-Victoire. 
The play—foreword and back—
between The Red Necklace and 
June Landscape, is used as a tool 
to examine the back and forward 
looking in Nicholson’s oeuvre—
from his father’s practice and an 
interest in masters such as Piero 
Della Francesca, to the distinct 
forward looking vision of Paint-
ing 1939, in which Nicholson 
searches for a reality outside of 
the everyday, in order to make 
equivalents for experience. Ni-
cholson’s vision has recently 
been compared to Mondrian’s 

related search for a ‘universal re-
ality.’      

This forward/back oscillation is 
repeated in the pairing of Au-
tumn Fruit, (c. 1926–28) and 
Painting 1939 where the still 
life tradition is maintained de-
spite radical abstraction—a key 
to Nicholson’s practice which 
has been considered recently by 
Chris Stevens’s 2009 exhibition, 
A continuous Line, and by Lee 
Beard as part of the Courtauld 
exhibition’s series of seminars. 
Both consider the reciprocity be-
tween the figurative and the non-
figurative in Nicholson’s paint-
ings during the 30s. 

Of the group of linear landscapes 
and still life subjects which fol-
low, June 1949, Still life (Lorca) 
and Feb 26 1952 (Lime Green) 
achieve a level of abstraction in 
which shifting planes of colour 
jostle among floating transparent 
shapes suggestive of vases, tea-
cups, goblets and mugs. Denying 
the flatness suggested in its title, 
the vertical façade of May 1955, 
Italian Wall, accommodates 
similar objects as if revealed be-
neath the surface by some pro-
cess of erosion. The forms of 
each object (a goblet upper right 
and a vase lower right) are de-
lineated by negative space (as in 
carving), generating a sense of 
depth suggestive of Nicholson’s 
continuing interest in the notion 
of a painting as an object in and 
of itself, where the object por-
trayed is the object displayed, a 
point which provides a link to 

the painted reliefs nearby.

Noting the absence of the white 
reliefs in this exhibition—the 
gallery’s own 1936 (White re-
lief) was on loan to the Courtauld 
show—it is the later earth-toned 
painted reliefs selected from the 
50s, 60s and 70s which provide 
the backbone of the exhibition. 
The chiseled-out interconnected 
forms of October 1959, Verti-
cal column, are reminiscent of 
totemic structures whilst the op-
posed light and dark squares of 
Nov. 1960 (Anne), appear as 
terrestrial and local to the board 
from which they are carved but 
spatially, as in the woven layers 
of June 1949, Still life (Lorca), 
prove to be an impossible puz-
zle unable to be pieced back to-
gether. 

A similar rhythm is repeated in 
the group of fifteen works in the 
lower landscape-themed room 
which includes a further seven 
carved reliefs and two works on 
paper which extend the notion of 
relief to the embossed plate mark 
achieved in the process of intag-
lio printing. Of particular interest 
is Mirror (1971), which outlines 
the shapes of various receptacles 
as viewed in a mirror, the sup-
port for which is the reverse of 
an etching from Nicholson’s Pa-
ros series. The notion of mirror-
ing or doubling is echoed in the 
trace left by the artist’s etching 
plate which references the self-
reflexive condition of the carved 
reliefs. This notion of doubling 
is repeated in (two squares very 
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With ever-increasing produc-
tion and consumer demand 
comes an equally increasing so-
cial dependence on oil.  Oil in 
our current society is power: it 
is energy, capital, and the po-
tential for expansion.  Canadian 
photographer Edward Burtynsky 
has documented the relationship 
between oil and society over the 
past twenty years.  The exhibi-
tion Oil at The Photographers’ 
Gallery illustrates the way in 
which oil has shaped our world, 
changed lives for better and for 
worse, and moulded our environ-
ments.  What is evident from this 
show is how oil’s effects have 
permeated across the globe: in 
rustic forests, in urban centres, 
in deserts landscapes, and in vast 
oceans—oil has left its indelible 
mark.  

The exhibition is divided into 
three sections of large-scale col-
our photographs: Extraction and 
Refinement, Transportation and 
Motor Culture, and The End of 
Oil.  The first section consists 

of images of oil fields, pumps, 
refinery equipment, and zigzag-
ging pipelines.  In the work De-
tail of Oil Refineries #22 (1999), 
the viewer is confronted with the 
twisting network of entangled 
pipes of a refinery at night.  The 
pipes form an intricate and com-
plicated system, indicating just 
how far people will go in pursuit 
of oil.  

The absence of the human fig-
ure in this image (and almost all 
of the other images in the show) 
suggest that this machine (and 
similarly the other pumps and 
pipelines) are self-sufficient and 
self-governing entities, extract-
ing, pumping, and supplying oil 
on their own.  In addition, from 
these images it is clear that oil has 
become the lifeline for society.  
Described as an ‘industrial biol-
ogy’ in a wall panel, the network 
of pipelines pumping oil to feed 
social demand becomes akin to 
the blood coursing though ones 
veins to fuel the body.

Continuing through the exhibi- 

tion, the viewer finds images that 
are much more recognisable and 
related to every-day life.  These 
are photographs of the infrastruc-
ture, motorcars, and highways 
that society sees in their day-to-
day activities.  The work High-
way #1, Intersection 105 & 110 
(2003) illustrates the four-level 
intersection of two major high-
ways in Los Angeles, California.  
The roads cross, bend, and over-
lap forming a large clover-like 
pattern.  The image is chaotic 
and overwhelming—the tangle 
of highways is like a knot you 
try to undo in your mind—yet it 
is also very familiar.  This piece 
shows a place where millions of 
people have driven, an event that 
so many have experienced, and 
one which most can relate to even 
if they have not been to the ex-
act location.  However, because 
Burtynsky took this photograph 
from a helicopter, the viewer 
is removed from the situation.  
One does not feel immersed in 
the action and turmoil.  Rather 
the viewer is separated from the 

 #photography #oil #industry
ENCOUNTERING OIL THROUGH PHOTOGRAPHY

green) 1971 and Brissago and 
Hampstead 1960-75, a simulta-
neous vision combining the view 
from Nicholson’s home in Swit-
zerland and his Parkhill Road 
flat in Hampstead.

In still life and landscape 

Nicholson plays with Morandi’s 
notion that the objective world 
never really exists as we see and 
understand it. ‘Matter exists, but 
has no intrinsic meaning of its 
own, such as the meanings that 
we attach to it.’ The destruction 

of Nicholson’s concrete wall for 
documenta 3, itself a mirror of 
its mold, was emblematic of this 
problem of representation. As 
Morandi noted, all we can know 
is that a cup is a cup and that a 
tree is a tree. by ROB mACONACHIE
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Imagine yourself stepping out-
side in the sunlight after a full 
day spent in the dark. The light 
is so strong that your eyes can 
barely see. You can hardly dis-
tinguish the shapes and colours 
of what surrounds you. This 

is the feeling one experiences 
when entering the rooms of the 
Estorick Collection which hosts 
the exhibition Giuseppe Cavalli: 
Master of Light, on view from 
April 18 to June 17 this year. The 
small-scale photographs almost 

seem to merge and disappear 
in the white walls. But as one 
gets closer, profiles of anony-
mous people, of trees and beach 
houses start to appear. This is the 
work of Giuseppe Cavalli (Luc-
era 1904–Senigallia 1961), one  

#photography #light #cavalli
GIUSEPPE CAVALLI’S WORLD OF LIGHT

event, watching from above like  
a deity, merely observing the 
activities and experiences of the 
people below.   This elevated 
viewpoint is common in many of 
Burtynksy’s photographs.  This 
angle effectively enables Bur-
tynksy to capture the expanse 
and vastness of the images, nev-
ertheless it leaves the viewer dis-
tanced from the reality.  Instead 
of being forced to encounter the 
space, it is as if one is observing 
a different world or planet from 
a safe distance.

This is particularly true of the 
works in the End of Oil sec-
tion.  As the viewer moves into 
the next section of the exhibi-
tion, the viewer also transitions 
from images of familiar spaces 
back to images of oil’s gener-
ally unseen aftermath.  In these 
photographs, helicopter corpses 
and old jet engines sit one after 
another in a junkyard.  Enormous 
heaps of tires or scrapped cars 
expand to fill the image.  Rust-
ed ocean-liners sit stranded on 
mudflats as if the sea was sucked 
out from under them.  In another 

image, other boats work to put 
out the fire on an oilrig from 
the Gulf of Mexico spill.  From 
above, they look like little toy 
boats in a pond.  The vastness of 
these junkyards and oil spills is 
overwhelming and distressing.  
Again the viewer encounters this 
horrible reality and sees the de-
structive qualities of oil, yet is 
distanced from the scenes by the 
elevated viewpoint.  Although 
the viewer remains slightly sepa-
rated from some of these ideas or 
images, Burtynsky grants us ac-
cess to images that are generally 
unavailable.  

Burtynsky’s photographs chroni-
cle the lifecycle of oil like an un-
biased biography.  He illustrates 
the ‘birth’ of oil by showing the 
expansive drills and complex 
refineries where it is extracted 
and prepared.  He shows soci-
ety’s dependence on oil though 
many common uses; the ‘life’ of 
the oil and its intersection with 
our own lives is seen in our in-
dustrial growth, public infra-
structure, and even social recrea-
tion.  Oil serves to enable growth 

and expansion within industries 
and society.  He also shows its 
‘death’, the aftermath and decay 
that occurs when oil has run its 
course and exhausted its poten-
tial.  

The exhibition is informative be-
cause the average person usually 
only encounters the ‘life’ of oil—
its positive, useful qualities that 
enable our lifestyles.  Burtynsky 
opens the doors to see the other 
facets that go largely unnoticed 
or unknown.  He illustrates how 
wide-reaching oil’s grasp is on 
our industries, society, and en-
vironment by capturing images 
from around the world.  Because 
these images span approximate-
ly twenty years, cover various 
countries, and depict assorted 
stages of oil’s ‘life,’ they appear 
like a comprehensive survey, 
and they read as facts.  Presented 
with the facts, the viewer can cre-
ate his or her own understanding 
of the social situation, and assess 
for him/herself the real value of 
the relationship between oil and 
humanity. by KRISTIN NOTTEBOHm
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of the key figures of Italian pho-
tography.

Born in southern Italy, Cavalli 
studied in Rome were he prac-
ticed as a lawyer until 1935. He 
then moved in Senigallia, on the 
Adriatic coast, were he decided 
to dedicate his entire life to his 
biggest passion, photography. 
The close relationship with his 
twin brother Emanuele, a famous 
painter and member of the so-
called Roman School, allowed 
him to take part in the artistic 
programmes and debates of the 
time. Cavalli also worked as a 
critic and had two of his photo-
graphs published in the avant-
gardist journal Fotografia. Prima 
rassegna dell’attività fotografica 
italiana (Photography. First re-
view on Italian photography) ed-
ited by Domus in 1943. Moreo-
ver, he was one of the founding 
members of the group La Busso-
la (The Compass), and then the 
MISA, joined by many talented 
young photographers, such as 
Mario Giacomelli. 

At a time when photography’s 
status as art was still being dis-
cussed, Cavalli and the other 
members of La Bussola—Mario 
Finazzi, Ferruccio Leiss, Federi-
co Vender and Luigi Veronesi—
worked to promote the concept 
of ‘pure’ photography, simple 
and essential, in contrast with 
the documentary style of Neo-
Realism. Published in the journal 
Ferrania in May 1947, their man-
ifesto reads: ‘...the fundamental 
axiom that in art, the subject is 

of no importance. What only 
matters is that the work, what-
ever the subject is, has or has not 
reached art’s heaven: whether 
it’s beautiful or not.’ 

The first room presents some 
of Cavalli’s most remarkable 
works. Characterized by his well 
known ‘high-key’ style—the 
term is used in photography to 
indicate uniform lighting free 
from dark contrasts—and by the 
geometric simplicity of struc-
tures, these small-scale photo-
graphs are like open windows 
onto an imaginary, almost lyrical 
world. Although there are many 
artistic references, the presence 
of Giorgio Morandi and Giorgio 
de Chirico is definitely the most 
palpable. In Composition (1941), 
Cavalli photographs a teapot and 
the head of a roman-like statue. 
The absence of chiaroscuro, the 
gradual varying of tones, and the 
simple composition may at first 
look reminiscent of Morandi’s 
famous still lifes. But there is an 
element which generates distur-
bance and curiosity at the same 
time. On top of the head lies a 
black mask. Just as in some of 
De Chirico’s paintings—where 
a steam locomotive is visible on 
the horizon—perhaps this mask 
functions as testimony of human 
presence within a motionless and 
silent landscape. Human pres-
ence is always barely percepti-
ble, never evident. Sometimes 
just an arm can be a trace of life 
in these immaculate sceneries. 

The subject matter of Cavalli’s 

work changes unexpectedly 
within the second room where 
the close-up photographs of his 
children are exhibited. Neverthe-
less, these were not intended as 
family portraits because, once 
more, the subject is not impor-
tant. Whether it is his daughter 
Mina or a random boy from the 
streets, Cavalli’s photos are a 
pure celebration of light. 

Light is a fundamental concept 
in Luigi Veronesi’s works as 
well. Following the early experi-
ments of Man Ray and László 
Moholy-Nagy—who had called 
photography ‘the new culture of 
light’—Veronesi experiments 
with photograms showing a clear 
predilection for geometrical ab-
straction. This is the case, for 
example, of Studio Cinetico (Ki-
netic Study) (1940), obtained by 
placing a triangle directly onto 
the surface of light-sensitive pa-
per and consequently moving it 
around. 

As their manifesto claims, the 
members of La Bussola were 
starting to think of photogra-
phy as a profession and as an art 
which, equally to painting, could 
‘transform reality into fantasy, 
which is the indispensable and 
necessary condition for art.’ It is 
precisely this fantastic world that 
arises from looking at the works 
in the exhibition, all part of the 
private collection of Massimo 
Preltz Oltramonti. 

In addition to the works by Lui-
gi Veronesi, Piergiorgio Branzi  



C# magazine

C#82

Immaginate di uscire alla luce 
del sole dopo un’intera giornata 
trascorsa al buio. La luce è tal-
mente forte da accecarvi. Solo 
vagamente riuscite a distinguere 
le forme e i colori di ciò che vi 
circonda. Questa è la sensazione 
che si prova nel visitare la mo-
stra alla Estorick Collection Giu-
seppe Cavalli: Master of Light, 
aperta dal 18 aprile al 17 giugno. 
Le fotografie della mostra sem-
brano quasi mimetizzarsi tra il 
bianco dei muri, ma, avvicinan-
dosi, si iniziano a intravedere 
profili anonimi di persone, alberi 
e cabine da spiaggia. Questa è 
l’opera di Giuseppe Cavalli (Lu-
cera 1904–Senigallia 1961), una 
delle figure più importanti della 
fotografia italiana. 

Nato a Lucera, Cavalli studiò 
a Roma come avvocato fino al 
1935 per poi muoversi a Seni-
gallia, sulla costa adriatica, dove 
decise di dedicare la sua vita alla 

sua più grande passione, la fo-
tografia. Il forte legame con il 
fratello gemello Emanuele, un 
famoso pittore facente parte del-
la cosiddetta “Scuola Romana,” 
lo portò ad essere coinvolto nelle 
discussioni artistiche del tempo. 
Lavorò pertanto come critico e 
pubblicò due sue fotografie sulla 
rivista d’avanguardia Fotografia. 
Prima rassegna dell’attività fo-
tografica italiana, pubblicata da 
Domus nel 1943. Infine, prese 
parte alla fondazione del gruppo 
La Bussola e MISA, cui parteci-
parono numerosi giovani foto-
grafi quali Mario Giacomelli. 

In un momento in cui fervevano 
i dibattiti in merito allo “stato” 
dell’arte fotografico, Cavalli e 
gli altri membri de La Busso-
la—Mario Finazzi, Ferruccio 
Leiss, Federico Vender and Lu-
igi Veronesi—lavorarono insie-
me per promuovere il concetto 
di fotografia “pura,” semplice 

ad essenziale, in contrasto con lo 
stile documentaristico del Neo-
realismo. Il loro manifesto venne 
pubblicato sulla rivista Ferrania 
nel maggio 1947. Così recitava: 
“…l’assioma fondamentale che 
in arte il soggetto non ha nessu-
na importanza. Quel che soltanto 
importa è che l’opera, qualunque 
sia il soggetto, abbia o meno rag-
giunto il cielo dell’arte: sia bella 
o no.”

Nella prima stanza è possibile 
ammirare alcuni dei più bei capo-
lavori di Cavalli.  Caratterizzati 
dal suo famoso stile “high-key”—
termine usato in fotografia per 
indicare un tipo d’illuminazio-
ne omogenea senza contrasti—e 
dalla semplicità delle strutture 
geometriche, queste piccole fo-
tografie sembrano finestre aperte 
su un mondo immaginario, poe-
tico. Nonostante i molteplici ri-
ferimenti artistici, la presenza di 
Giorgio Morandi e di Giorgio de 

GIUSEPPE CAVALLI: UN mONDO FATTO DI LUCE. 
#fotografia #luce #cavalli

and Pietro Donzelli, the ones by 
Mario Giacomelli are at the same 
time the most similar to and dif-
ferent from those of Cavalli. 
Characterized by strong con-
trasts and by the visible grain of 
the picture, his black and white 
landscapes are dark, almost 
harsh compared to Cavalli’s 
ethereal photographs. Neverthe-
less, the works of both of these 

photographers surround us with 
some magical feeling, strangely 
unsettling. 

According to Moholy-Nagy’s 
new vision, with its bird’s-eye 
views and geometrical patterns, 
photography is finally able to 
show us the world as it really is, 
the world as pure form. Howev-
er, Giuseppe Cavalli: Master of 

Light raises important issues on 
the possibility of photography of 
grasping the object, possibility 
which seems denied towards the 
end of the exhibition. In fact, no 
vivid memories are left in the end, 
no specific place or face. Just the 
feeling of a world impossible to 
grasp. by BENEDETTA PEDRANA
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Chirico è certamente la più pal-
pabile. In Composizione (1941), 
Cavalli ritrae una tazza e la te-
sta di un’ipotetica antica statua 
romana. L’assenza di chiaro-
scuro, l’alternanza graduale di 
tono e la composizione lineare, 
ricordano a prima vista il tipico 
stile “morandiano.” Tuttavia, è 
presente un elemento di disturbo 
e di curiosità allo stesso tempo. 
Infatti, sulla testa della statua è 
stata appoggiata una maschera. 
Proprio come in alcuni dipinti 
di de Chirico, in cui un treno a 
vapore è appena visibile all’oriz-
zonte, questa maschera sembra 
testimoniare la presenza di vita 
umana in un ambiente di assoluta 
immobilità e silenzio. La presen-
za umana è solo percettibile, mai 
evidente. A volte basta un brac-
cio a conferma dell’esistenza di 
forme di vita in questi paesaggi 
immacolati.

I primi piani delle figlie di Ca-
valli cambiano completamen-
te il tema della seconda stanza. 
Nonostante tutto, non si tratta di 
classici ritratti di famiglia poi-
ché, ancora una volta, il soggetto 
non ha importanza. Che sia la fi-
glia Mina o un qualsiasi bambino 
di strada, le fotografie di Cavalli 
sono una mera celebrazione della 
luce. 

La luce è un elemento essenziale 
anche nell’opera di Luigi Vero-
nesi. Rifacendosi ai primi espe-
rimenti di Man Ray e di László 
Moholy-Nagy, che si riferì alla 
fotografia come alla “nuova 
cultura della luce,” Veronesi 

esperimenta con i fotogrammi 
con un’evidente predilezione per 
l’astrazione geometrica. È que-
sto il caso, ad esempio, di Studio 
Cinetico, 1940, ottenuto dalla ro-
tazione di un triangolo su un fo-
glio di carta foto sensibile. 

Come recita il loro manifesto, 
i membri de La Bussola ritene-
vano che, al pari della pittura, 
la fotografia potesse essere una 
professione e un’arte in grado di 
“trasformare la realtà in fantasia: 
che è la indispensabile e prima 
condizione dell’arte.” Ed è pro-
prio questo mondo fantastico che 
scaturisce dalle opere in esposi-
zione appartenenti alla collezio-
ne di Massimo Preltz Oltramonti.

Oltre alle opere di Luigi Vero-
nesi, Piergiorgio Branzi e Pietro 
Donzelli, quelle di Mario Gia-
comelli sono allo stesso tempo 
le più simili e le più diverse da 
quelle di Cavalli. Caratterizzati 
da forti contrasti e dalla strut-
tura granulare, i suoi paesaggi 
in bianco e nero risultano infatti 
ruvidi se paragonati a quelli ete-
rei di Cavalli. Nonostante ciò, il 
lavoro di questi due fotografi av-
volge lo spettatore con una sen-
sazione di magia e di meraviglia.

Secondo la “nuova visione” di 
Moholy-Nagy, data dalle pro-
spettive a volo d’uccello e dalle 
disposizioni geometriche, la fo-
tografia è finalmente in grado si 
rivelare il mondo per quello che 
è, ovvero pura forma. Tuttavia, 
Giuseppe Cavalli: Master of Li-
ght solleva importanti domande 

in merito alla possibilità della fo-
tografia di cogliere il reale, pos-
sibilità che sembra negata verso 
la fine della mostra. Infatti, non 
resta alla memoria alcun nitido 
ricordo di un posto specifico o di 
un viso particolare. Solo la sensa-
zione di un mondo impossibile da 
catturare. per BENEDETTA PEDRANA
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#china #hongkong #internationalartmarket
BITTERSWEET OF BEING HONG KONG AND INTERNATIONAL

From the 16th to the 20th  May, 
the Hong Kong International Art 
Fair (ART HK) celebrated its 
fifth and last anniversary.  Oc-
cupying two major exhibition 
halls in the Hong Kong Con-
vention and Exhibition Cen-
tre (HKCEC), the festive event 
welcomed 67,000 visitors.  Two 
years after MCH Group (owner 
of Art Basel) acquired the fair, it 
announced that it would official-
ly change its name to ‘Art Basel 
Hong Kong’ from 2013.

There was certainly no doubt on 
the international level of ART 
HK. Housing 266 galleries from 
38 countries, the fair had a strong 
sense of mix: the international 
was mixed with the local, and 
the established was mixed with 
the emerging. It was not short of 
big global players like Gagosian 
and White Cube, which opened 
their Hong Kong branch in 2011 
and 2012 respectively.  How-
ever, local and other Asia-based 
galleries also participated enthu-
siastically. One of the most eye-
catching projects was by local 
gallery Osage: I sleep on top of 
myself - an installation of naked 
animals made of silica gel sleep-
ing on salt by Chinese artist Shen 
Shaomin. Blue-chip Beijing gal-
leries like Long March Space 
and Tang Contemporary Art 
were placed among the front line 
with spacious stands. According 
to the fair application, booths 

cost up to US$68,400, making it 
even more expensive than Frieze 
New York which happened just a 
week before. 

Aiming to be international might 
have just cost the price of unique-
ness. A large number of galleries 
presented here belong to the same 
gang of Basel and Frieze. Even 
the selection of Asian ones like 
Beijing Commune and Vitamin 
Creative Space showed in Eu-
rope regularly. Although the fair 
projects were newly programmed 
this year, the artists selected (in-
cluding Ai Weiwei’s and Yayoi 
Kusama) were not fresh to their 
audience. Wang Xingwei’s oil 
on canvas Untitled (old lady on 
the balcony) was shown in the 
same fair by the same Gallery 
(Urs Meile) last year.  Anneley 
Juda moved almost exactly the 
same show of David Hockney 
and Katsurato Funakoshi from 
London to Hong Kong. Curato-
rial efforts were hard to spot at 
the fair, where many blue-chip 
galleries basically just displayed 
their cash-cows randomly, for 
instance they had no problem 
placing a Gerhard Ricther right 
next to a Yang Fudong. 

Nevertheless, whom were they 
displaying the works for? With 
a recent published $154.2 bil-
lion auction turnover in China in 
2011, western galleries are roll-
ing into Hong Kong one after 
another. The Pedder Building in 

Central is now basically occu-
pied by galleries like Gagosian 
and Pearl Lam. Are these gal-
leries dumping paintings to the 
new Asian buyers?  When ART 
HK first started in 2008, it was 
clearly a place for international 
buyers to acquire new Asian con-
temporary arts. The galleries par-
ticipated were mostly from Asia 
and had a strong presence of the 
Chinese Pop Political art which 
was popular at the time. Now 
the landscape has changed com-
pletely: Instead of having more 
than ten works from Zhang Xi-
aogang displayed, now we have 
more than twenty Damien Hirst. 
Has the fair completely over-
thrown itself from a place where 
only the west buys the east to a 
place where the east also buys 
the west? It does not seem likely. 
Many gallerists expressed their 
disappointment by saying they 
basically ‘met the same people’ 
as they did elsewhere like Frieze.  
ART HK used to be a much 
more casual fair, where the size 
of transactions was small but 
the volume was big. Some col-
lectors could directly take what 
they bought in bubble wrap right 
through the exit. Now the prices 
of booth and art works have gone 
up as well as the level of the so-
phistication. But what about the 
sales? Hard to tell.

‘Money Creates Taste,’ the glis-
ten slogan was printed on the  
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今年5月16日至20日期间,香港

国际艺术展(ART HK)迎来了它

的五周年,而 这也将是该展会的

最后—届. 展会租用了香港会展

中心的两个主要展厅,并迎 接

了67000多名参观者. 在被MCH 

集团(Art Basel主办方)收购两

年后,ART HK官方正式宣布从

2013年更名为Art Basel - Hong 

Kong.

来自38个国家的266间画廊共

聚—堂,汇集了国际与本地,知
名与新兴的各类参 展者,今年
ART HK的国际性毋庸置疑. 展
会不乏像高古轩和白立方这样
的国际 知名画廊,前者2011年在
香港设立分部,而后者也随后于
翌年在香港开展业 务. 除此之
外,本地以及其他基于亚洲的画
廊也积极参与其中. 基于北京的
蓝 筹画廊,如长征空间和唐人当
代艺术中心,则被安排在面积充
裕的展览前线. 展会申请表标

出此次的展位费最高可达68400

美元,甚至超过了—周前举办的 

Frieze NewYork.

然而今年的ART HK似乎给

人 “ 过 度 国 际 化 ” 的 印 象 , 甚

至已经影响了作为—个亚 洲艺

术展的独特性. 参展的许多画

廊也都参加了Art Basel和Frieze. 

基于亚洲的 画廊包括北京公社

和维他命创意中心也都定期在

欧洲进行展览. 尽管今年新增 

#中国 #香港 #国际艺术市场

取舍香港与世界的苦辣酸甜

tote bag that came with the fair 
catalogue.  Ironic and playful as 
it might be, it seems to be a hint 
that the new billionaires in Asia 
are going to create their ‘taste’ 
through buying art.  However, 
judging from the passionless re-
action of the gallerists, the ‘new 
money’ from Asia does not seem 
to be creating their tastes yet, at 
least not in contemporary art.  
The $154.2 billion number itself 
is highly questionable, taking 
into account of many fake an-
tiques and unpaid transactions, 
not to mention the pitiful per-
centage contributed by contem-
porary art.  

With no museum dedicated to 
modern and contemporary art, 
ART HK, since its launch in 
2008, has been a major force 
campaigning the awareness of 
contemporary art to the general 

public.

If Basel positions its Hong Kong 
branch a place where Asian buy-
ers buy international contempo-
rary art, a large number of dedi-
cated Asian buyers still needs to 
be bred.  Luckily, Basel is not 
alone for the job.  What might 
have best represented Hong 
Kong and Asia in the fair was the 
Backroom Conversation series 
organized by Asia Art Archive 
(AAA). The official education 
partner for five years invited in-
ternational and Asian curators 
and artists to hold ten free ses-
sions open to the public, includ-
ing Rahaab Allana, Hans Ulrich 
Obrist, Cao Fei, etc.  Hong Kong 
government also finalized the 
development plan of West Kow-
loon Cultural District in March 
2012, with a contemporary art 
museum M+ on the way. 

The ambition of being both 
‘Hong Kong’ and ‘International’ 
has been a bitter sweet journey. 
One would definitely expect the 
fair to have made a big profit 
from its 67,000 tickets (HKD 
250/US$ 33 per ticket), US$570 
per square meter booth price and 
its numerous sponsors. On the 
other hand, with unsatisfied gal-
leries, the bitterness also speaks 
for itself.  Competitors are lurk-
ing: Spoon Art Fair, a brand new 
fair featuring mostly Asian gal-
leries opened in the Grand Hyatt 
Hotel finished on the same date 
as ART HK, just minutes of walk 
away.  Starting next year, the 
name of a small Swiss city will 
appear on the wall of HKCEC 
in its signature font.  Will 
this combination be bitter, or 
sweet? by WENJING PENG
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了展会特设项目,但是公众对于
参 与 这 些 项 目 的 的 艺 术 家 ( 包
括艾未未和草间 弥生)也并不
陌生. 王兴伟的无题油画(阳台
上的老太太)连续两年被麦勒画 
廊在该展会上展出. Annely Juda
将David Hockney和舟越桂的展
览几乎原封不动 地从伦敦搬到
香港. 策展意识在诺大的会展中
心内几乎无处可寻,众多蓝筹画 
廊仅仅是将旗下最赚钱的作品
陈列了出来罢了, Gerhard Rich-
ter和杨福东如此 天各—方的的
作品也被生硬地放在—起. 除了
展会标志和刊物能偶尔提醒观
者 这里是ART HK,让人脸熟的
画廊和作品很难让人—眼认出
自己到底身处何方.

话 说 回 来 , 如 此 众 多 作 品 的 又
是为谁展出呢?近期发布的2011
年中国拍卖总成 交额高达1542
亿美元,这也不断吸引着西方画
廊—个接—个地涌入香港. 中环 
的毕打楼现今被高古轩和艺术
门等众多海外出生的画廊所占
据. 这些画廊是否 正在向亚洲
买家倾销作品呢?当ART HK在
2008年首次展出时,展会很明确
地服 务于国际买家收购亚洲当
代艺术. 绝大多数的参展画廊来
自亚洲并展出了众多 红极—时
的中国政治波普艺术. 现今的局
势已大不同前,五年前是张晓刚
的作 品频繁出现在上十个不同
展位,今天取而代之的热门艺术
家变成了Damien Hirst,似乎在
每—个转角都能看到—张他的
波点画. 今天的ART HK已经完
全从 —个西方买家收购东方作
品的地方, 变成—个东方买家收
购西方作品的场所了 吗? 也许
不尽然. 许多画廊主表达了他们
对此次会展的失望,因为他们接
触到 的买家基本上是在其他展

会上结识的同—批人. ART HK
曾经是—个相对非正式 的展会,
每件作品的成交金额较小但成
交的数量众多. —些收藏家可
以直接用 泡沫包装包裹他们买
下的作品并从展会出口离开. 现
今,展位费和作品的价格 飞涨,
然而展会的销售成绩却很难讲. 

“金钱制造品味,”这条闪亮的
标语被印在装有展会目录的手
提袋上. 乍—看这 条标语会令
人觉得讽刺又诙谐,也许展会主
办方正在向世人暗示着亚洲的
新亿 万富翁们准备以购买艺术
的方式提升其“品味”. 然而,
从画廊主们毫无热情的 反应来
看,亚洲的新富豪们尚未开始提
升他们的品味,至少没有在当代
艺术领 域. 1542亿的巨额成交
额虽然乍看是令人垂涎,但由于
其中包括了众多古董赝 品以及
未付款的交易,其本质并不如听
上去那么乐观,更不用提当代艺
术在其 中可怜的比重.

鉴于在香港—直没有致力于现
代 及 当 代 艺 术 的 博 物 馆 , A R T 
HK从2008年成立至 今已成为
向大众推广当代艺术的主要力
量. 如果Basel把其香港分支定
位成—个 服务亚洲买家购买国
际作品的场所,其尚需培养相当
数量的买家将其收藏致力 于现
代及当代艺术. 幸运的是,Basel
并非孤军奋战. 此次展会中为
数不多的亮 点来自于亚洲艺术
文献库(AAA)后谈室系列,这也
可能是此次展会中最能代 表了
香港以及亚洲的环节. 五年来—
直作为ART HK的官方教育伙
伴,AAA今年 邀请到包括Rahaab 
Allana, Hans Ulrich Obrist以及
曹斐等国际和亚洲的策展人和 
艺术家,举办了10个对公众开放

的免费讲座. 香港政府也在2012
年3月敲定了西 九龙文化区的
最终发展规划,包括在建的M+
当代艺术博物馆.

兼顾“香港”和“世界”的野
心是—个苦甜参半的旅程. 售
出67000张门票(每张门 票250
港元/33美元),每平方米570美
元 的 展 位 租 金 , 以 及 众 多 的 赞
助商都证 明展会已经尝到了
盈利的甜头. 然而,不甚满意
的 画 廊 也 给 展 会 添 上 了 些 许
苦 涩. 竞争对手蠢蠢欲动:从
ART HK步行几分钟,在君悦酒
店召开的全新的 Spoon艺术展
与 其 在 同 — 天 结 束 , 则 选 择 以
亚 洲 画 廊 为 主 要 特 色 。 从 明
年开始, —个瑞士小城市的名
字 将 以 其 专 属 字 体 出 现 在 香
港 会 展 中 心 的 外 墙 上 . 这 个 组 
合会是苦是甜呢? by 彭文婧
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#performance #minerals #participation #abramovic
ARE YOU ABLE TO STOP? ABRAmOVIC’S NEW WORK AImS TO FREEZE TImE

Considered one of the major 
artists in the performance art 
sphere, the Serbian performer, 
Marina Abramovic, is currently 
showing her new work at the Pa-
vilion of Contemporary Art in 
Milan. The artist started her ca-
reer in the early 1970s and has 
been active and productive since 
then. The artist’s works analyse 
the interaction and relationship 
between the spectator and the 
artist and the possibilities and 
limits of human beings.

After her influential retrospec-
tive The Artist is Present held at 
MoMA in New York in 2010—
the artist sat on a chair in front 
of a table and made the specta-
tors sit in front of her—Milan is 
currently hosting the first major 
work by the artist since 2010. 
The space, personally chosen by 
Abramovic, is the PAC. The ex-
hibition is called The Abramovic 
Method and consists of three dif-
ferent stages: one area exhibiting 
the recent artwork, another pay-
ing tribute to The Artist is Pre-
sent retrospective, and the last 
showing Abramovic’s art career 
and most famous works.

The latest artwork consists of 
an installation of objects where 
the audience can interact in three 
different positions: Standing, 
Lying down and Sitting. Before 
entering the exhibition the view-
ers are asked to sign an agree-
ment with the artist confirming 

that they will dedicate two full 
hours to interact and experience 
her installation. When specta-
tors enter the show they are giv-
en white lab coats to wear and 
headphones. A film by Marina 
Abramovic with two supporters 
teaches and explains to the audi-
ence what the work is about, its 
purpose and how to interact with 
it. After watching the video three 
supervisors silently instruct par-
ticipants (becoming performers) 
where to go and what to do. 

The artist wants the participant 
to spend thirty minutes for each 
session (sitting, lying and stand-
ing) in silence with his eyes shut. 
At one stage—Seven Beds With 
Black Quartz (2012)—he lies 
on a table/bed with minerals un-
derneath it. At the second one—
Seven Chairs For Human Use 
(2012)—he sits on high wood 
chairs, again with minerals over 
your head and spread around. Fi-
nally, in the third session—Seven 

Standing Structures With Mag-
nets (2012)—he has to stand in 
a cage made with red ramen that 
holds magnets over your head.

Marina Abramovic explains in 
the video that her purpose is to 
make the spectator interact with 
the artworks, with the minerals 
and especially with themselves. 
While the participant sits, stands, 
or lies in silence with his/her eyes 
shut, surrounded by natural min-
erals, they are bound to interact 
with themselves. The artist cre-
ated a space that would make the 
public contemplate time, empti-
ness and the fleetingness of life. 
While the participant interacts 
with these natural poses in total 
silence he stops and freeze time, 
without watches or technology 
people feel lost but in the mean 
time they experience pure free-
dom from stress, responsibilities, 
time and the everyday.

Marina Abramovic, Seven Standing Structures with Magnets, 2012
© Artribune
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After The Artist is Present the 
artist wanted to create a work 
that was even more about the 
spectator and his reactions. In 
the Abramovic Method the audi-
ence becomes part of the work, 
which is about the voyeuristic 
experience of the public. During 
this interaction, the audience is 
separated: some people engage 
with the works while others ob-
serve the performers with micro 
and macro view binoculars.

The curators (Diego Sileo and 
Eugenio Viola) spatially divided 
the exhibition into three different 
areas. Entering the exhibition the 
supervisors take the audience to 
the latest work. The re-enactment 
of The Artist is Present is en-
countered on the same floor. Go-
ing up the stairs, the visitor can 
see videos and historical docu-
mentation of Abramovic’s ear-
lier and most famous artworks. 
The exhibition’s curation gives 

the viewer a total overview of 
the art career The special impor-
tance and space given to the last 
two works of Abramovic (The 
Artist is Present and The Abram-
ovic Method), and the display of 
the early works, makes the spec-
tator understand how Abramov-
ic’s artworks have developed. 

The medical ambience with its 
white walls and lab coats gives 
a scientific aura to the perfor-
mance. The silence and instruc-
tions of the supervisor make 
the viewer concentrate on what 
he must do.  The clinical char-
acter of the performance does 
not leave any space for chaos or 
talk, but gives the audience the 
impression of a place of respect 
designed for silence and medita-
tion.

The reaction of the audience per-
forming was very different. Each 
person had to write his memories 
of the experience and give it to 

the PAC. One woman said it was 
the first time that she concentrat-
ed on herself, that she was giving 
herself time to answer the ques-
tions of her life and inner self, 
another person fainted while she 
was standing because she re-
laxed too much, some got bored, 
or anxious, others simply criti-
cised the whole thing disagree-
ing and not understanding what 
all of this had to do with art.

It is not expected that only two 
hours of meditation  will change a 
person’s life, however it is surely 
a starting point to slow down and 
reflect. Whether it is art or not, 
good or bad, in the end it is what 
you feel and observe that makes 
the experience precious and 
unique. by CAROLA PLOEDERL

Marina Abramovic, Seven Beds with Black Quartz, 2012
© Artribune
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#documenta #outdoor #fiction
PIERRE HUYGHE

How is a world created? What 
are the conditions and trajecto-
ries which allow an environment 
to form and exist? What is ‘real’ 
and what is ‘fictional’? These 
are only some of the questions 
which come to mind encounter-
ing Pierre Huyghe’s work for 
this year’s dOCUMENTA. 

Hidden in the far reaches of the 
cultivated grounds of Karlsaue 
Park in Kassel, in its compost 
site, resides Huyghe’s much-
talked-about unique outdoor in-
stallation, Untitled (2012). As the 
visitor walks between the lines of 
hedges and trees, he come across 
an array of materials and forms 
which compromise Huyghe’s 
work; muddy tracks, mounds of 
dirt and soil, plates of concrete, 
colonies of ants, plants. Each 
has its own place and order. The 
largest mounds are covered with 
weeds and flowers that, as I was 
told, are native to Afghanistan—
a country that is a special focus 
of this year’s exhibition. In the 
central zone of the work, where 
both mud and a sign discourage 
the viewer from entering, rests 
a female nude statue, reclin-
ing on a small plinth, her head 
covered with an actual beehive, 
with insects swarming around it. 
On the sides resides an uprooted 
Beuys oak tree from a past docu-
menta shows, perhaps referenc-
ing Beuys’s notion of the social 
sculpture and the artist as the 

creator of structures in society.  

In the midst of it all, a caretak-
er wanders around watering the 
plants; part of his hair is shaved, 
and a semicircle of what remains 
is dyed pink. Two dogs accom-
pany him—one of them thin and 
white with a leg dyed fluorescent 
pink. I am told that the caretaker 
is homeless, and that the dogs 
are rescued from the street, for 
the duration of the hundred days 
of the exhibition all are given a 
place to stay. 

What kind of world has Hughye 
constructed before our very eyes? 
It is a microcosm, a fascinating 
environment where entities are 
laid out to co-exist in a fabri-
cated ecosystem. It is a garden 
within a garden, a world within 
a world, a landscape, a sort of 
fantasy land, which is as far as 
it gets from the baroque splendor 
of its surroundings. It is an area 
of ‘alive entities and inanimate 
things, made and not made / Di-
mensions variable,’ according to 
the sign near the piece. 

This work is alive; the entities 
which inhabit it are part real and 
part fictional, partly signs or 
symbols, but they are still living 
organisms, whether human, ani-
mal, or vegetation. The system 
grows without a narrative or a 
script, allowing time to change 
its dimensions, placing the work 
in this exhibition as a starting 

point to go somewhere else, 
rather than an end point—it is 
a physical and conceptual land-
scape. The line between con-
structs and accidents is blurred, 
and the complexity of the situa-
tion with its different elements is 
explored.     

Huyghe (B. 1962), a French art-
ist who lives in Paris and New 
York, and who is also a profes-
sor of Philosophy, aims to create 
a world and enter it—walking 
through this world be the work 
of art. In addition to installation, 
film is an important part of his 
practice, yet for Huyghe the fo-
cus is not about the film itself 
as an end-product, rather hav-
ing film as a tool of document-
ing his constructed realities. His 
work consistently provokes and 
perverts the stable structures of 
our world, as well as the safe 
refuge of our ‘other’ worlds. He 
creates a cultural confrontation 
out of the most unexpected ele-
ments; and that often happens in 
surprising locations. For exam-
ple, in 2003 Huyghe conceived 
a new public holiday and organ-
ised a whole celebration, includ-
ing a parade, at a town in upstate 
New York, which resulted in the 
video Streamside Day Follies. 
In 2005, Huyghe put up on Cen-
tral Park’s skating rink a musical 
performance inspired by a trip he 
took to Antarctica looking for a 
mysterious creature rumored 
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to be living on a remote island. 
In 2008 he transformed the con-
cert hall of the Sydney Opera 
House into a mystical, fog-filled 
arboretum. In 2009-10 in a year-
long project, he turned the va-
cant space of the closed Musée 
National des Arts et Traditions 
Populaires in Paris, into a spec-
tacle of performers and actors in 
different situations, witnessed on 
Halloween, Valentine’s Day and 
May Day. In 2010, he planted 

flowers at Madrid’s Museo Rei-
na Sofía, representing different 
seasons and holidays throughout 
the year. 

In regards to Huyghe’s cur-
rent installation—I have no one 
straightforward answer to what it 
all means, and maybe that is the 
point. Maybe this piece aims to 
generate thinking about what is 
man-made, how we make order 
and sense of things, and what 

our landscapes tell us about our-
selves. Maybe it’s about creating 
a moment and a place, evoking 
the notion that art resides in all 
living entities. 

And maybe it is just about seeing 
a white dog with a bright pink 
painted leg. by ZOHAR SHAmIR

dOCUMENTA 13 has the most 
unlikely aura for a major art 
event featuring up to three hun-
dred contributors and spanning 
across the entire city, including 
museum spaces, smaller galler-
ies, administrative buildings, the 
railway station, hotels, parks, 
streets, shops, if not the air of 
Kassel itself.  It has the scholastic 
feeling of a laboratory, where the 
intellectual charge reduces pure-
ly aesthetic stimulation. This is, 
in the meantime, one of the goals 
of curator Carolyn Christov-Ba-
kargiev, who brings together an 
unprecedented number of pro-
jects from outside of traditional 
art production—created by sci-
entists, writers, anthropologists, 
historians, craftsmen, etc. The 
place’s unremarkable architec-
ture and infrastructure perhaps 

further support this contem-
plative rather than pleasurable 
mode: the network of meanings 
behind the whole thing is strik-
ingly present, albeit in many cas-
es non-retinal.

Among such unconventional 
producers, two names caught 
my attention from the beginning, 
perhaps due to their relative 
proximity to each other, as both 
took temporary homes in the Fri-
dericianum pavilion.

Alexander (Sasha) Tarakhovsky 
is a USSR born, USA based bi-
ologist, who specializes in epige-
netics, a sub-branch of genetics 
that studies heritable modifica-
tions in genes influenced by the 
environment but not affecting the 
DNA, in other words—the ways 
experience impacts evolution. 

Amazingly enough, Tarakhovs-
ky does quite the same in his 
rare artistic practices, where his 
main preoccupation is cultural 
memory as the bearer of past 
events, which, possibly, influ-
ence the future. The fact that 
it may sound clandestine, per-
fectly reflects the general epis-
temological problem of today, 
in art as much as in science: the 
all-pervading fragmentation of 
the once monolithic picture and 
consequently, the extreme spe-
cialization and specification of 
knowledge. Tarakhovsky’s piece 
for dOCUMENTA only starts to 
make sense after close inspection 
and some research. It becomes, 
however, truly meaningful, even 
powerful in the process. 

The installation is called Epi-
genetic Reset and consists of  

#documenta #science #memory #history
RESEARCH OF LOST TImE: TWO NON-ARTISTS AT DOCUmENTA 13
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several parts. In the middle of 
the room there is a small monitor 
showing a sequence of drawings, 
commented on by the author. A 
PCR (polymerase chain reaction) 
machine is next to it on the table, 
and during the one hundred days 
of dOCUMENTA it endlessly 
reproduces a gene taken from a 
random human being. In an in-
terview to Hans Ulrich Obrist, 
Tarakhovsky draws a paral-
lel with Andy Warhol’s obses-
sively repetitive art production 
mode, and also hints at Marcel 
Duchamp: ‘Duchamp began this 
century of art by portraying or 
presenting an object and saying 
it was an artwork. In French, as 
you know, a urinal is a pissoir, 
which equates phonetically with 
“PCR.” So the whole thing is 
about Duchamp, Warhol, endless 
reproduction of genes, games of 
words.’  

A video projection of sequenc-
ing of a genome runs on the op-
posite wall, the DNA taken from 
someone who suffered a memory 
loss, which is a reference to the 
installation title: reset implicates 
erasure. The projection itself de-
picts numerous light dots mov-
ing chaotically across the dark 
square of the screen. Its mono-
chrome grain is persistently rem-
iniscent of the early video art, 
only that here it stands for a real 
human experience, and it is quite 
overwhelming to apprehend how 
these apparently similar visual 
effects derive from such radical-
ly different sources, i.e. organic 
and technological. The monitor 

that runs the drawings, with its 
archaic analog look and sound, 
adds to the atmosphere of some 
nostalgic dig into what’s gone.

Completing the installation are 
two floor-to-ceiling shelf units 
with 80,000 tubes containing the 
DNA of people and animals. As 
such, it is yet another concep-
tually poetic piece, encapsulat-
ing, literally, entire identities, 
biographies, and life forms. It is 
also part of a series of flashmobs 
during which the visitors are al-
lowed to take a DNA tube with 
them—just as they can do with 
posters and things like that else-
where in the show.

Epigenetic Reset is the first work 
Tarakhovsky has presented at an 
exhibition, although his art ex-
periments date back to the times 
of Russian Conceptualism and 
remind some of Ilya Kabakov’s 
installations. Tarakhovsky was 
also close friends with another 
artist and poet associated with 
the Moscow Conceptualist cir-
cle, Dmitry Prigov. Like many 
of his generation, he is inter-
ested in what was lost and for-
gotten within the surreal Soviet 
reality, but from an a-historicist 
angle: Tarakhovsky’s concern is 
any past experiences that might 
have left traces in the present, 
and the possible mechanisms of 
such persistence: ‘Think about 
post-traumatic syndrome—peo-
ple who go through wars and 
suffer major trauma. Will this 
trauma disappear during the life 
of the individual? Unlikely. But 

the most daunting question is 
whether the trauma could be her-
itable. We can also talk about art 
as traumatic. If a whole genera-
tion of people experience a cer-
tain art, how do they react? What 
will the generation that follows 
them see? If you are exposed to 
certain art, will your children 
already be adapted to those im-
ages? Will their children already 
be adapted? Cultural adaptations 
are like any other sort of adapta-
tion.’

Cultural adaptation is the story 
of Korbinian Aigner, a German 
catholic priest who spent World 
War II in concentration camps 
following his anti-nazi activities. 
Aigner’s second guise was that 
of a gardener, so during the four 
years in Dahau and Sachsen- 
hausen he was breeding and 
growing new apple species, 
while also making postcard-size 
gouache and pencil drawings of 
apples. 372 of those are now ex-
hibited in Kassel, covering one 
of the walls in Fridericianum. 

The similitude and seriality of 
these works is just one point of 
reference to Tarakhovsky’s uni-
verse of DNA’s and multiplied 
genomes. Another is the very 
demand to explore and produce 
new forms, which stands in radi-
cal contrast to the historical/
biographical context in Aigner’s 
case. And it is probably the to-
tally non-artistic origins of both 
installations—along with their 
philosophic and ethical power—
that glue these pieces together  
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Although most of Zoe Leonard’s 
iconic works have been influ-
enced by her commitment to po-
litical activism, the Camden Arts 
Centre spring exhibition—and 
the American artist’s first solo 
show in London—draws from 
another aspect of her practice: 
her long-standing interest in wid-
ening the conversation around 
photography as both a medium 
and a subject of enquiry. 

Observation Point is divided into 
three different spaces, for three 
different ways of approaching 
photographic seeing—as an ex-
perience, an image and an object. 
Camden’s Gallery 3 has been 
transformed for the occasion 
into a camera obscura, which is 
not a photographic device per 
se but rather an optical phenom-
enon, used from antiquity until 
the 18th Century as a way of un-
derstanding perspective and the 
physical rules of light. It is pitch 
dark in the room except for the 
bluish glow of a high-positioned 
lens fitted into a small hole in 
the wall. As I stumble my way 

to one of the beanbags scattered 
on the floor, I hear a woman 
whisper ‘What are we looking 
at?’ At first, not much, but once 
accustomed to the gloom an in-
creasingly clear upturned image 
of the busy road outside with 
its billboards, people and traf-
fic appears, projected onto the 
opposite wall. The wall is left 
bare instead of being covered by 
a screen, so that the constantly 
changing image of the outside 
world is commingled with the 
room’s architecture, its mould-
ings, pillars and cracks. The phe-
nomenon does not only have an 
impact on sight but also on hear-
ing: at first unnoticed and muf-
fled, the noises from the street 
seem to become clearer and loud-
er as the time passes by, making 
the camera obscura a profoundly 
immersive cinematic experience, 
with images in motion and a live 
soundtrack. The physical height-
ening of the senses unfolds over 
the course of several minutes and 
this slowed down pace, together 
with the strange inside/outside 

combination, triggers a more 
emotional and psychological 
awareness about the visual expe-
rience in itself. In the camera ob-
scura we don’t just look, but we 
think about the activity of look-
ing, the mediation of images, and 
the nature of our perception.

The second space of Observation 
Point, displaying a new series 
of Zoe Leonard’s photographs, 
brings further into question the 
limits of the photographic pro-
cess and our relation to recorded 
images. Ten unframed black and 
white photographs of the sun 
are simply pinned to the walls 
of this sky lit room. There is lit-
tle variation between the prints, 
they all feature a whiter glowing 
spot softly blurring into a wash 
of grey and retain evidence of 
the dark room process: the flare 
on the lens, the specks of dust on 
the film and the black edge of the 
negative are all visible and equal-
ly part of the image. Rather than 
being the special effects that can 
be artificially added nowadays to 
digital photographs to give them 

#zoeleonard #photography 
ZOE LEONARD AT THE CAmDEN ARTS CENTRE 

and make one question the limits 
of aesthetic production and per-
ception in general. 

Created by art outsiders, a sci-
entist and a priest, the spaces 
extraordinarily echo each other 

(helped perhaps by Ryan Gan-
der’s wind flow haunting the 
building) and ultimately achieve 
the sublime despite their soft, 
moderate look. Bringing these 
hermetic, and in a way heretic, 
practices into one of the most 

significant art events on the cal-
endar is an unmistakable break-
through. by NATASHA SOBOLEVA

mailto:andyinthe%40gmail.com?subject=About%20your%20article%20in%20C%2312%20magazine
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If you ask most people what 
they know about Yoko Ono 
you might get an answer iden-
tifying her as a leading figure 
of the 1960s Neo-Avant-garde 
movement. However, more of-
ten you will get: ‘John Lennon’s 
widow,’ a response that is intro-
duced by an exhausted ‘oh’ fol-
lowed by a dismissive gesture of 
the hand. In fact it is not surpris-
ing that Ono’s artistic merit has 

been trivialised, her ephemeral 
practice and dematerialisation 
of the art object have not stood a 
chance against her very tangible 
and public relationship with the 
former member of The Beatles.

Critics have not been kind to 
Ono, her marriage to Lennon 
and troubled personal life have 
left a bitter and lasting aftertaste 
that spoils the delicate flavor of 
her work. However, since her 

retrospective curated by Alexan-
dra Munroe, won the IAAC best 
museum show prize in 2001, 
that kind of cynicism has been 
evaporating and Ono’s oeuvre 
is now tasted and contemplated 
with a fresh palate giving the art-
ist credit for her groundbreaking 
contributions to the movements 
of the 1960s and 1970s. Yet the 
Serpentine Gallery’s TO THE 
LIGHT—Ono’s first exhibition  

#conceptualism #60s #yokoono #serpentine
TO THE LIGHT: YOKO ONO AT THE SERPENTINE GALLERY

a vintage feel, these ‘accidental’ 
traces of the analogue process 
are used here as instruments to 
‘keep you aware of it as a pho-
tograph, to keep you aware of 
your own looking,’ as the artist 
says. Furthermore, Leonard’s 
choice to shoot directly into the 
sun, disregarding one of the ba-
sic rules of photography, also 
questions the photographic see-
ing. Usually, the light is present 
in every photograph, but only 
subliminally, as a way to dis-
cern the true subject of the im-
age. But here, the source of light 
is the true but impossible subject 
of these photographs, and shows 
Zoe Leonard’s attempt at depict-
ing sight itself. 

Survey, the work central to the 
third and last space, emphasizes 
the materiality of photographs in 

yet another way than in the pre-
vious room. 6,266 found post-
cards depicting the Niagara Falls 
are stacked on a table—the art-
ist’s own—to create a sculpture. 
Each stack is from a certain van-
tage point and they are placed 
on the table following the geo-
graphical location of the view 
represented, thus creating a to-
pography of the site. The result-
ing scattered, rather than pano-
ramic quality of this overview 
shows the impossibility to adopt 
more than one position at a time, 
which simultaneously demon-
strates the uniqueness and rela-
tivity of each perspective. This 
underlies the whole show and 
is summarized in a small, easily 
overlooked piece on the wall of 
this last room. It is a diptych of 
postcards both showing a shed 
above a canyon, labelled with 

the words ‘Observation Point.’ 
These are a symbol and an exam-
ple of how we organize our per-
ception, they stand in for the few 
privileged viewpoints that are 
taken for granted in our culture 
and, consequently, how the oth-
ers are often omitted. This is not 
only true of the recorded images 
we are subjected to on a daily ba-
sis, but also of any other form of 
mediated reality.

Even though Observation Point 
does not feature any of Zoe 
Leonard’s openly political 
works, her questioning of pho-
tography and photographic see-
ing in general tackles the same 
themes: nostalgia, loss, and an 
interrogation of what we take 
for granted—and she does so 
in a deeply poetic and subtle 
way. by CLEmENCE TASIAUX

mailto:clemence.tasiaux%40gmail.com?subject=About%20your%20article%20in%20C%2312%20magazine
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at a public institution in London 
for over a decade - is still haunt-
ed by the ghost of Lennon, as 
the show begins, continues and 
ends with collaborative pieces 
she made together with her late 
husband: the War is Over (if 
you want it) poster, Film No. 5 
(Smile), Freedom, and John Plus 
Me. One is left wondering, again, 
whether the show could hold its 
own without the resurrection of 
Lennon’s memory.

The retrospective presents Ono 
as a multi-media artist, poet, fem-
inist and peace activist. From the 
socially engaged Dadaist spirit 
to the performative, conceptual 
and interactive modes, the scope 
of the work displayed sums up 
the artists’ involvement in vari-
ous disciplines over the past four 
decades. The pieces selected by 
Ono herself are meant to ‘take 
us to the light’ and summon a 
global human and spiritual unity 
that guides us to a better future 
of peace and harmony. Her mes-
sage is positive albeit teetering 
on the edge of trite.

Ironically, the most powerful 
pieces are the most dark and 
somber. Walking into the show 
from the South gallery one finds 
oneself completely transported. 
The viewer is confronted with 
the deteriorating War is Over (if 
you want it) poster, three iden-
tical mounds of earth, each la-
beled as Country A, Country B 
and Country C, and World War II 
helmets containing jigsaw pieces 
of the sky, turned upside down 

and suspended from the ceiling. 
The works were created sepa-
rately and span from 1969 until 
2001 but now make up one large 
installation titled Pieces of Sky. 
This work, accompanied by an 
intoxicating looped soundtrack 
A Hawk/Cambodia 2012 and two 
short video works—One (Match) 
fluxfilm No. 14, 1966 and Eye-
blink fluxfilm 15, 1966, set in a 
dimly lit room—grasp the core 
of Ono’s conceptual practice ef-
fectively delivering the artist’s 
message of self-awareness to the 
viewer. 

Cut Piece (1964) is another pow-
erful work, made stronger by 
placing it opposite a video of its 
2003 reenactment. Here the au-
dience members were invited, 
one at a time, to cut a piece of 
clothing worn by the artist who 
sat impassively on the stage be-
fore them. The sociopolitical 
questions of women’s physical 
vulnerability, voyeurism, gen-
der power, performance art and 
participation synergize in both 
pieces, albeit quite differently. 
The thierty-one-year-old artist 
of 1964 bites her lip nervously, 
her breath quickens as it takes 
longer than it should for some-
one from the public to cut a piece 
of fabric, her relief is visible as 
he steps off the stage, the energy 
of the audience is audibly tense. 
Meanwhile in 2003, Ono is com-
posed and confident; the audi-
ence is reverential, with some of 
the participants even allowed to 
kiss the artist’s hand.

Cut Piece presents itself as the 
culmination of Yoko Ono’s 
practice in the non-medium, 
the ephemeral and intangible, 
a practice adopted by the west-
ern art world in the 1950s and 
1960s in order to question the 
limits of physicality.  Ono’s in-
structional pieces first exhibited 
in the winter of 1960 at her loft 
in New York where she asked 
participants to perform a simple 
act, have been collected in her 
book Grapefruit. Painting To Be 
Stepped On, published in Grape-
fruit and now on display in the 
East wing of the gallery, reads 
as an attack on the art object and 
materialist values. Cut Piece par-
allels the transient thematic of 
such instruction pieces. 

At the heart of the show the 
viewer finds AMAZE (1971), a 
large Perspex labyrinth materi-
alized by George Maciunas, the 
founding member of the Fluxus 
group. The piece invites partici-
pants to step inside and leads 
them into its center where they 
find a black container filled with 
water. A blown up version of A 
Box Of Smile (1967)—also fea-
tured in the Serpentine exhibi-
tion—AMAZE conjures up ideas 
of mirroring, reflection and a 
journey into the self.

The show loses steam as it moves 
outside. Wish trees, an all-white 
chessboard, neon beams blinking 
a coded ‘I Love You’ and smile 
booth—all installed in the gar-
dens, pacify the exhibition text 
and context. The nostalgia for 
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movements is somehow ex-
hausted here. Ono’s own vision 
of the Serpentine show is that of 

dreaming together and going to 
the light. Perhaps, though, it’s 
better to wake up and shut the 

blinds. by JOANNA TUTINJI

by JOANNA TUTINJI

mailto:jtutinji%40gmail.com?subject=About%20your%20article%20in%20C%2312%20magazine
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CLOSING NOTE

An olympic year at Christie’s Education

Every now and then Life deals us a dreamy hand—so She did for those of us privileged to sit at the, 
sometimes unpredictable, table of Christie’s Education in September 2011. As with all life’s inter-
esting entertainment, the potentially rich reward of fulfilment depends on the people involved—
and this year we had it in spades, both with the students and staff.

It is difficult to know whether this was a typical intake of students or whether we were just dead 
lucky. The impression of the babbling, uncertain, excited gathering of students into the snug but 
friendly common-room on the first day of term remains etched (or was it engraved?) in the memo-
ry. As it turned out, the Modern and Contemporary group emerged as a spectacular hotchpotch of 
cultures, nationalities, genders, sexual orientations, ages, knowledge and experience. Side-by-side 
with apparently confident, art-articulate multilingual graduates from Hong Kong, Geneva, Paris, 
Italy, North America and so on, were those who had arrived the first time in London the day be-
fore the start of term, and whose knowledge of the nuances of the English language, let alone their 
experience of the Western contemporary art world, was sometimes a little wobbly.

As confidence was gained and friendships developed this eclectic mix generated great human value 
for those on all courses: the French speakers roughing it with the feeble English “linguists”—the 
Chinese/Japanese/Taiwanese/Korean group jabbering their worries and excitement within the 
privilege of linguistic anonymity. The initially homesick were comforted often by the similarly 
unsure. The youthful originality of equally interesting angles flowing from the many national cul-
tures–all jumbled together in the same pot. What was particularly refreshing and valuable was the 
openness with which this diverse bunch began to express themselves as the course progressed—
without any of the manipulative competitiveness which features so strongly in the real world—per-
haps illustrating the merits of our daily group tutorials.

Amazingly, the staff turned out to be an equally interesting and diverse mix of personalities— 
“staff” very much including the administrative side, individuals that are essential to the smooth 
running of the great Christies Education empire. Again, the deeply enthusiastic blended happily 
with those of a more conservative presentation; all were equally gifted as lecturers. It was striking 
(and pretty humbling) to witness the depth of the knowledge of these lecturers over a truly impres-
sive breadth of artistic and cultural fields. The tutors’ knowledge of cinema, theatre, literature, his-
tory, and politics, and how they all meshed together with the art world, never ceased to impress us.
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It soon became clear that academic standards were high. So was the level of student blood pres-
sure as the ‘final deadlines’ for written work approached. The writing was on the wall when the 
introductory lecture by the library headmistress included a comment along the lines of ‘…and the 
good news is that the UCL library stays open until 10 PM six days a week!’ It was hard but highly 
rewarding work for the MA students, as was exposed by the sometimes-anguished traffic on the 
group Facebook page. Those undertaking the diploma course—an absolute belter if the MA qualifi-
cation isn’t essential—had scarcely less pressure. It would be churlish to speak of the student body 
without making special reference to the golden contribution of the so-called part-time students. 

Their continuing questioning during lectures was always rewarding, and their glittering appear-
ance each morning added colour to the not over-decorated LT4 lecture room. 

While the course was lavishly saturated with modern and contemporary movements (and, pre-
ciously, non-movements), I doubt that any of us expected when we embarked on this artistic 
extravaganza that we would be tackling the excruciating thought processes of Kant, Nietzsche 
and Hegel (to name a few of whom I had heard), let alone the likes of Gadamer and Heidegger 
(of whom I had not). We bumped into a number of what were perhaps unexpected specialist 
subjects—the technical side of print and photography, for example—and also spent many happy 
hours failing to locate the often thinly described but most stimulating studios, artists’ homes, and 
dubious performance art venues and galleries. Similarly, the pre-auction talks from specialists at 
Christie’s were a real treat—for which we offer our thanks to the patient Christie’s staff—giving the 
students a glimpse of the highly commercial but also seductive and glitzy side of the modern and 
contemporary art auction world from its extraordinarily talented experts.

Our aspirations and ambitions are as diverse as our cultural provenances but the Christie’s Educa-
tion experience was a year unlike any other.

Christopher Metcalf
PGdip
Joint winner of the Robert Cummings Outstanding Contribution Award




