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La interpretacion del
patrimonio te pone
upside down

Oscar Navajas Corral
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oscar.navajas@uah.es

El 30 de septiembre de 2023 se inaugurd una intervencién artistica en el Norwich
Castle Museum & Art Gallery de la ciudad de Norwich (Norfolk, Reino Unido).

La intervencion llevaba por titulo Mark Wilsher: sbuijuiod aai4. El artista habia
puesto boca abajo cinco obras de cinco artistas de la coleccién permanente del
museo. No existia ni en las salas, ni en las obras y artistas seleccionados, ni en

el folleto de la intervencién una explicacién sobre el objetivo del artista y de

la intervencién. En el folleto colocado en la entrada al museo exponia: «Esta
exposicidn estd ubicada en todas las galerias de arte del Castillo de Norwich.

El artista conceptual Mark Wilsher ha elegido cinco cuadros ya expuestos y los

ha puesto patas arriba»’. Seguido de esto, en el propio folleto explicativo de la
intervencién se describian otros ejemplos en la Historia del Arte en los que obras
de arte habian sido colocadas boca abajo, bien por propia intencionalidad del
artista que las cred o bien por confusion a la hora de su colocacién. Por ejemplo, se
mencionaba la Fuente de Marcel Duchamp, de 1917, que representaba un urinario
dado la vuelta y resignificado como una fuente; La corona de espinas, de Georg
Baselitz, de 1983, un cuadro pintado deliberadamente para ser expuesto del revés;
el Retrato de Felipe V, de Josep Amards, de 1719, colgado del revés como acto de
protesta en un momento concreto de la historia contemporanea de Espafia?; o New
York City I, de Piet Mondrian, de 1941, una de las obras del arte abstracto e informal
que ha sido colgada boca abajo por error?® en algunas exposiciones permanentes y
temporales en museos y galerias.

! Texto original en inglés: «This exhibition is located throughout the art galleries in Norwich Castle. The
conceptual artist Mark Wilsher has chosen five paintings already on display and turned them upside
downn».

2El cuadro continta colgado boca abajo.

3 Aunque existen historiadores/as del arte, criticos/as de arte y profesionales del sector que consideran que
algunas de estas obras estaban deliberadamente realizadas para exhibirse del revés.

21



Boletin de Interpretacidn 50 - Septiembre 2024

Sala del Norwich Castle Museum y obra colgada boca
abajo: On the River Yare (1846), de Alfred Stannard.
Foto: Oscar Navajas Corral.

Ya sea por motivos de provocacion —al espectador o al sistema (artistico)—;
por renovar el panorama artistico y buscar nuevas formas de expresion y
comunicacién; por activismo politico y denuncia de un malestar social, cultural
e ideoldgico; o por un «simple» descuido; las cuestiones que me rondaban

al transitar por las salas del museo y encontrarme estas obras colocadas en

un sentido inverso eran: qué supone para el publico contemplar estas obras

o la propia esencia de la intervenciéon de Mark Wilsher, y qué relacidon puede
tener con la interpretacion del patrimonio. Las lineas que siguen son fruto de
las reflexiones suscitadas del contacto directo con la intervencién del artista y
no dejan de ser eso, unas reflexiones personales a las que les falta un sustento
riguroso de informacién que deberia de venir realizando por un estudio del
publico y un analisis y evaluacion desde la dptica de la interpretacion del
patrimonio. No obstante, mi objetivo es el de sefialar que una de las metas
que persigue este campo del conocimiento es la de «poner boca abajo»,

en un sentido cognitivo y emocional, los imaginarios del publico.

Tengo que reconocer que mi contacto con esta intervencion artistica en el museo
fue casual. Mi intencidn de ir al museo no fue expresamente para verla, ni siquiera
me fijé en los folletos explicativos colocados en la entrada hasta que sali del museo.
Fue al entrar en una de las salas que me di cuenta de que la obra The Stag Hunt,

de Abraham Hondius, realizada hacia 1675, estaba del revés. Al no ver ninguna

otra pieza en la misma posicién pensé que habria sido un descuido, incluso tuve la
ingenua intencidn de ir a avisar a los responsables de sala de lo que sucedia. Menos
mal que inmediatamente después de pensar en mi absurda idea vi un cartel con
una breve explicacidn de la intervencion. Lo interesante de esta circunstancia fue
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que: (1) lo inesperado actué como un mecanismo de «chispa» de arranque para
despertar la parte cognitiva amodorrada en el silencio mondtono de las hileras
de cuadros colgados en las paredes de las salas del museo; (2) mi intencién ya no
era (volver a) ver el museo (pues ya lo conocia), sino buscar las otras cuatro obras
de arte que habian sido colgadas boca abajo, ya que no existia sefializacidn para
saber en qué sala se ubicaban; en definitiva, el paseo por el museo se convirtié
en una yincana, lo que la literatura del sector turistico creo que denomina
«edudistraccion»; (3) por ultimo, repensar el mundo del revés, no solo descubrir
detalles o miradas diferentes sobre obras que ya habia visto antes, sino darle la
vuelta al mundo.

Sala del Norwich Castle Museum y obra colgada boca
abajo: Orford Castle, Suffolk (1856), de Henry Bright.
Foto: Oscar Navajas Corral.

Las cinco obras de los cinco artistas que habian sido seleccionadas fueron: The
Stag Hunt (hacia 1675), de Abraham Hondius; Sir Robert Walpole 1st Earl of
Oxford, as a Ranger of Richmond (1774), de John Woottton y Jonathan Richardson;
Orford Castle, Suffolk (1856), de Henry Bright; On the River Yare (1846), de

Alfred Stannard; y View from the Studio (1930), de Claughton Pellew. Todas ellas
compartian el formato (lienzos de tamafio medio), los materiales (6leo sobre
lienzo) y una tematica relacionada con el gusto del countryside (paisajes, escenas
costumbristas, retratos, etc.). ¢ Qué relaciona a estas obras, estos artistas y estas
tematicas? ¢ Por qué se seleccionaron esas obras de esas salas? ¢ Qué representan
esas obras? El museo posee una coleccidon amplia de Bellas Artes, de Ciencias
Naturales, Arqueologia, Etnografia, Historia (Prehistoria, Historia Antigua, Medieval,
Moderna y Contemporanea). No en vano nos encontramos en la tierra de Boudica,
y en el reino donde se asentaban los dragones para las culturas nérdicas.

Como mencionaba, no existe una explicacion de la intencionalidad del artista,
mas alld de la comparativa que se hacia en el folleto con otros artistas dentro
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The Stag Hunt, de Abraham Hondius, hacia 1675.
Foto: Oscar Navajas Corral.

de la Historia del Arte, tampoco existia una explicacidn en las salas; con lo que

era complicado responder a las preguntas que planteaba en el anterior parrafo

y discernir cual era el objetivo final que se pretendia. Lo que si era cierto es que

ver obras de arte colgadas del revés conseguia: (1) despertar la mirada esteta
durante una mondtona visita a «criaturas congeladas»* en los muros de las salas;
(2) acercarte a esas obras para profundizar en detalles de los que no te habrias
percatado anteriormente, incluso aproximarte a obras que, de haber estado
colgadas en su sentido correcto, quizas no lo hubieras hecho; (3) plantearte justo lo
gue apuntaba en el punto 2: ¢ Cual es la «forma correcta» de colgar las obras, o cudl
es su sentido correcto?

Es en estos tres elementos, sobre todo en el tercero, donde creo que se inserta la
interpretacion del patrimonio. La interpretacidn es una herramienta y metodologia
que utilizamos para establecer vinculos entre los recursos patrimoniales y la
sociedad. Desde mi punto de vista, su aplicacion a través (y resumiendo al
extremo) del modelo TORA (Ham, 2014) lo que produce son conexiones cognitivas
y emocionales que conducen a mirar con «otros ojos», es decir, a algo esencial y
necesario para las sociedades contemporaneas: desfamiliarizar.

Braidotti afirmaba que «Ser desleal a la civilizacidon de uno es a veces la mejor
forma de rendirle homenaje» (Braidotti, 2020: 175). La desfamiliarizacion trata
de desaprender los privilegios que poseemos cada uno (Spivak, 2010), asi como
descolonizar nuestros imaginarios preconcebidos y en la mayoria de las ocasiones

4En 1923, Paul Valéry publicaba en le Gaulois un articulo titulado: El problema de los museos, donde
sentenciaba: «Estoy en un tumulto de criaturas congeladas donde cada una pide, sin obtenerla, la
inexistencia de todas las demas».
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View from the Studio (1930), de Claughton Pellew.
Foto: Oscar Navajas Corral.

impuesto. Potenciar una desfamiliarizacién fomenta generar actitudes empaticas.
Para poder comprender lo que sucede en el mundo y en las sociedades es
necesario ponerse en la posicién del Otro; escuchar, mirar, sentir y pensar

como es otredad. Darle la vuelta a una obra de arte se traslada a poner boca
abajo el mundo..., voltear nuestros pensamientos. En concreto, lo que deseo
expresar es: darles la vuelta a nuestras mentes nos llevard a cuestionar nuestro
pensamiento antropocéntrico (Kohn, 2013) —y aiadiria aqui: nuestro pensamiento
etnocéntrico—, y cambiar nuestra vision utilitarista y colonialista del mundo; de un
Yo que se apropia del Otro, para dirigirnos a un Yo que comprende y empatiza con
el Otro.

La importancia de esta intervencion no se encontraba, por tanto, en la innovacion
del artista al crear un proceso artistico que implicaba agentes externos (el publico)
qgue deben dialogar con la inmaterialidad de su creaciéon. Tampoco se encontraba
en la calidad de las obras y la de los/as artistas seleccionados. La relevancia (al ego)
era el impacto a largo plazo que producia. La reminiscencia cognitiva que se alojaba
en la mente tras la visita era la de cuestionarse el mundo que vemos dia a dia y que
nos parece el «sentido correcto» en el que debe de estar, pero quizas debamos
mirarlo con otros ojos, ponerlo del revés y, sobre todo, ponernos del revés.
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Heritage interpretation puts you
upside down

Navajas Oscar, Oscar Navajas

Boletin de Interpretacion

Original Paper

Abstract

The intervention was titled Mark Wilsher: Five Paintings. The artist had turned five works
by five artists from the museum's permanent collection upside down. There was no
explanation of the artist's and the intervention's objectives in the galleries, the selected works
and artists, or in the intervention brochure. The brochure posted at the museum entrance
stated: "This exhibition is located in all the art galleries of Norwich Castle. Conceptual artist
Mark Wilsher has chosen five previously exhibited paintings and turned them upside down." 1
Following this, the brochure explaining the intervention itself described other examples in art
history in which works of art had been placed upside down, either by the intention of the artist
who created them or due to confusion at the time of their placement. For example, it
mentioned Marcel Duchamp's Fountain from 1917, which represented an upside-down urinal
and reinterpreted as a fountain; Georg Baselitz's Crown of Thorns (1983), a painting
deliberately painted to be displayed upside down; Josep Amarés's Portrait of Philip V (1719),
hung upside down as an act of protest at a specific moment in Spain's contemporary history;
2 or Piet Mondrian's New York City | (1941), one of the works of abstract and informal art that
has been mistakenly hung upside down in some permanent and temporary exhibitions in
museums and galleries.

1 Original text in English: «This exhibition is located throughout the art galleries in
Norwich Castle. The conceptual artist Mark Wilsher has chosen five paintings already on
display and turned them upside down». 2 The painting continues to hang upside down. 3
Although there are art historians, art critics and professionals in the sector who consider that
some of these works were deliberately made to be displayed upside down.


https://www.academia.edu/123660038/La_interpretaci%25C3%25B3n_del_patrimonio_te_pone_upside_down_Heritage_interpretation_puts_you_upside_down
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Five Paintings

Whether for reasons of provocation—to the viewer or the (artistic) system; to renew the
art scene and seek new forms of expression and communication; out of political activism and
denouncing social, cultural, and ideological malaise; or simply out of carelessness, the
questions that haunted me as | walked through the museum's galleries and found these
works placed upside down were: what does it mean for the public to contemplate these
works, or the very essence of Mark Wilsher's intervention, and what relationship might it have
with the interpretation of heritage. The following lines are the result of reflections prompted
by direct contact with the artist's intervention and remain just that: personal reflections that
lack the rigorous information that should come from a study of the public and an analysis and
evaluation from the perspective of heritage interpretation. However, my objective is to point
out that one of the goals pursued by this field of knowledge is to "turn the public's
imagination upside down," in a cognitive and emotional sense.

I must admit that my encounter with this artistic intervention in the museum was
accidental. | didn't go to the museum specifically to see it; | didn't even notice the explanatory
leaflets posted at the entrance until | left. It was upon entering one of the galleries that |
noticed that Abraham Hondius's work, The Stag Hunt, painted around 1675, was upside
down. Since | didn't see any other piece in the same position, | thought it must have been an
oversight; | even had the naive intention of going to warn the gallery managers of what was
happening. Fortunately, immediately after coming up with my absurd idea, | saw a sign with a
brief explanation of the intervention. The interesting thing about this circumstance was that:
(1) the unexpected acted as a "spark” mechanism to awaken the cognitive component that
had been slumbering in the monotonous silence of the rows of paintings hanging on the
walls of the museum galleries; (2) my intention was no longer to (re)visit the museum (since |
was already familiar with it), but rather to look for the other four works of art that had been
hung upside down, as there was no signage to indicate which room they were in; in short, the
tour of the museum became a scavenger hunt, what | believe the literature on the tourism
sector calls "eduditraction"; (3) finally, to rethink the world upside down, not just to discover
details or different perspectives on works | had seen before, but to turn the world upside
down.

The five works by the five artists selected were: The Stag Hunt (circa 1675) by Abraham
Hondius; Sir Robert Walpole, 1st Earl of Oxford, as a Ranger of Richmond (1774) by John
Woottton and Jonathan Richardson; Orford Castle, Suffolk (1856) by Henry Bright; On the
River Yare (1846) by Alfred Stannard; and View from the Studio (1930) by Claughton Pellew.
They all shared the same format (medium-sized canvases), materials (oil on canvas), and
themes related to rural tastes (landscapes, genre scenes, portraits, etc.). What links these
works, these artists, and these themes? Why were these works selected from these rooms?
What do these works represent? The museum has a broad collection of fine arts, natural
sciences, archaeology, ethnography, and history (prehistory, ancient, medieval, modern, and
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contemporary history). Not in vain are we in the land of Boudicca, and in the kingdom where
dragons settled for the Nordic cultures.

As | mentioned, there is no explanation of the artist's intention beyond the comparison
made in the brochure with other artists in the Norwich Castle Museum gallery and a work
hanging upside down: Orford Castle, Suffolk (1856), by Henry Bright. Photo: Oscar Navajas
Corral.

of Art History, there was no explanation in the galleries either; which made it difficult to
answer the questions | posed in the previous paragraph and to discern what the final
objective was. What was certain was that seeing works of art hung upside down managed to:
(1) awaken the aesthetic gaze during a monotonous visit to "frozen creatures" 4 on the walls
of the galleries;

(2) approaching these works to delve into details that you would not have noticed before,
even approaching works that, had they been hung in their correct direction, you might not
have done so; (3) asking yourself exactly what | mentioned in point 2: What is the "correct
way" to hang the works, or what is their correct direction?

Itis in these three elements, especially the third, that | believe heritage interpretation lies.
Interpretation is a tool and methodology we use to establish links between heritage resources
and society. From my perspective, its application through (and, to summarize, to the extreme)
the TORA model (Ham, 2014) produces cognitive and emotional connections that lead to
seeing things "through different eyes," that is, to something essential and necessary for
contemporary societies: defamiliarization.

Braidotti claimed that “Being disloyal to one’s civilization is sometimes the best way to
pay homage to it” (Braidotti, 2020: 175). Defamiliarization is about unlearning the privileges
that each of us possesses (Spivak, 2010), as well as decolonizing our preconceived
imaginaries and, in most cases, 4 In 1923, Paul Valéry published an article in Le Gaulois
entitled: The Problem of Museums, where he stated: “l am in a tumult of frozen creatures
where each one asks, without obtaining it, the nonexistence of all the others.”

The Stag Hunt, by Abraham Hondius, circa 1675. Photo: Oscar Navajas Corral. A
imposed. Enhancing defamiliarization fosters the generation of empathetic attitudes. In order
to understand what is happening in the world and in societies, it is necessary to put ourselves
in the position of the Other; to listen, see, feel, and think as otherness. Turning a work of art
upside down translates into turning the world upside down... turning our thoughts upside
down. Specifically, what | wish to express is: turning our minds upside down will lead us to
question our anthropocentric thinking (Kohn, 2013)—and | would add here: our ethnocentric
thinking—and change our utilitarian and colonialist vision of the world; from a Self that
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appropriates the Other, to a Self that understands and empathizes with the Other.

The importance of this intervention, therefore, was not found in the artist's innovation in
creating an artistic process that involved external agents (the public) who must engage with
the immateriality of his creation. Nor was it found in the quality of the works and the selected
artists. The relevance (to the ego) was the long-term impact it produced. The cognitive
reminiscence that remained in the mind after the visit was that of questioning the world we
see every day, which seems to us to be the "correct" direction in which it should be, but
perhaps we should look at it with different eyes, turn it upside down, and, above all, turn
ourselves upside down. ]
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the city in 4 social sculpture in the ‘Cezayir’ or'Desire’ building, is
another oasts in the midstof conflict,

I comitrast, the group exhibition in the basement of Istanbul
Mudem seems abstracied, fmctured and somewhat contrived, with
nids to the museum feollector word i the work of Sarkis and
Michelangelo Pistoletio, as if s compromise has been negotiated
between the museum and the biennale. 10 is also here that certzin

objects, like neuroscientist VS Ramachandran's mirmos-box
experiment, are miraculously transformed into an by means of the
curatorial alchemy described above,

I her bienmale talk, vriter Adrian Pare quotes Frederic Jameson:
‘It is easier o imagine the end of the world than the end of cpitalism.*
There are a number of arists using re-enactment and science fiction
apocalyptically, such as Anna Boguiguian, who magines the re-
emergence of a boat which disappeared carrying salt in Antarctica in
ancient limes. In an impressive installation taking up the main hall
of the Old Greak Schoal, The Salt Traders depicts 3 world where the
digital era has disappeared, corroded by sall.

In Seductive Exacting Realisn by Irena Haidul, spectatries are Jocked
in a dark room for 2 0-mine conversation between two artificial voiges
discussing a shadowy activist organisition based in Belarade, CANVAS,
which claims respensihility for trippesing civil revolt workdwide and
whaoss training methods apparently triomersd dhe uprising agins
Siobadan Milodevic i Serbis, the Arilb spring in Egypt and the 2014
uprising in Ukrune, Hacker collective Anomymious and Wikileaks
have both claimed commmumication between CANVAS and the privati
mfelligence apency Strtlfor which provides seovices o Dow Chemical,
Lockheed Martin and Raytheon. Viewers emerge from the dadkmess
slightly confused as to the artist's position and strategy; is activistart a
toot for regime change and, il s, o whom?

Wht happens after the fall of the Artists Repubdic in 20847 One
begins to feel that the ‘redentless pursuit of wansforming life into art”
has indeed become a political reality after three days in this bierinale,
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The answer is that we become animals, according to the slightly
over-chever but fur video 2084 — 4 Scenve Fiction show by Pelin Tan
aned e-Fux founder Antn Vidokle, The most exsernplary of the science:
fiction-based videos is that of Ed Atkins, whose work is showing in
a decayed mansion on Princes Island, The powerful Hisser s about
the kast 30 minutes of someone's life, bt coudd equally be the first
3o mnwtes of someone's death, Itis a kind of hitech version of the
Tibetan Book of the Dead, with the central figure being transparted info
vatious types of virtual hell. Exiting the house, one is trmsported o a
kind of heaven on the island, walking along the calm streets of wooden
houses as eleciric vehicles whizz past {cars and motorbikes are
frarbidden on this island) to William Kentridge's silent evotic comedy
of manners between Trotsky and his secretary,

I all, this is the biennale we expected from this curator, with ils
quirky psychoanalytic explorations hlended with geopoliticl issues,
and it definitely rewards the visit, §

ROB L FRENWS i 3 independent curator,

Everyone is an Curator
The Minories Galleries Colchester
29 August to 24 October

When be was secking to elaborate his notion of *social sculpnre’,
Joseph Beuys famously declared that “every humin beirgs s an artist'
Memarable, pithy and catchy, this Novalis-like dictum encapsiilates
Buerys's radically democratic or utopian beliel that New Left politics
eonilel be merged wath art practice in such a marmer that the difference
between artist and public disappears. Fast-forward to the present and
we find that Beuys motto literally pariphrased in the grammatically
chllenged title of Mark Wilsher's exhibition at the Minaries Galleries,
‘Everyone is an Curator’, Because of its deliberate reference. Wilsher's
eshibition fnvites s to judge it according to the democratic possibility
that was imagined by Beuys.

The present exhibition derives from an earlier, Lirge-scale research
process namied ‘Home is Where the Art 15, Several months ago,
an article in the local newspaper was published wherely Wilsher
announced his desire to visit people’s homes in Colchester, inspect the
things they collect, and put together 2n exhibition of 5o 1o 6o ilems

Wael Shawky
The Cabare! Crtides
The Secrets of Karfrke

2o wideo

"Everyone is
an Curator
inseallation view

| 25|
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giving an overview of the town's collecting habits. The article ended
with an invitation for people to contact the Minories so that they could
participate in the project. Meeting with a positive response, Wilsher
and his volunteers, equipped with cameras, tape measures and colour
charts, visited over 150 homes to document 2 wide range of artefacts
and to interview their owners about their collections’ histories. After
several weeks of amassing documentation, Wilsher sifted through
the results (some 2,000 works) and progressed to the exhibition
phase. The resulting exhibition turns out to be rather more maodest,
consisting of 28 pieces presented without supporting documentation,
and the broadness of the original proposal has been substituted with
a tighter, more thematic approach that focuses on the reproductions
of artworks,

Al first glance, it would be difficult to claim that Wilsher's
exhibition succeeds in meeting the democracy imagined by ils
title. Part of the problem here is that the many everyday ‘curatorial
acts within domestic spaces — the compulsion to collect certain
artefacts and organise them according to whatever principhe - is
rendered invisible by the exhibition. Instead of each participant's
curatorial habits we are presented solely with Wilsher's curatorial
decisions. And taking into account the number of homes visited
during the project's first stage. it would appear the decision process
has involved a high number of rejections, Some of this might
be down to logistical matters or perhaps in the gradual discovery
of a unifying theme that determined which artefacts were to be
exhibited. Monetheless, it is hard to avoid concluding that each
participant's curation is displaced Ty and rendered subordinate to
Wilsher's own; everyone is a curator, but for the purposes of this
exhibition, it seems, wtimately only Wilsher's curation rermains,
This isn't b suggest that the exhibition would have been improved
by incorporating a more dialogical model in which participants
curated their own artefacts; rather, it is to suggest that there are too
miany palpable excliusions and decontextualisations for the exhibition
to crabody the democracy its tithe seemingly promises,

To stop there, however, would be to issue oo hasty a verdict. In
any case, Wilsher's past works evince his scepticism towards the so-
called ‘social turn” in art practice and of the equation of good politics
with good art. In that vegard, the Beuysian paraphrase that constitutes
the exhibition title may be misdirecting, The exhibition is anguably
less about quotidian acts of curating in domestic spaces by non-
professionals than it is about the cireulation of mass-produced copies
of antworks and other artefacts intended for the home, In other words,
not about domestic curating but about its societal preconditions.
Walter Benjamin's writings of the 19305 on reproduction are
an immediate precursor here, particularly his suggestion that
technological reproducibility allows a mass ownership of works
hitherto defimed by their uniqueness and exchisivity. My own nagging
worty, though, is that this ground has been edhaustively well-covered
Ly odber artists. What more is there to contribute?

Tomy mind, the exhibition mostly succeeds when it uses
juntaposition to suggest barely tangible and semi-discemdble
calegorical distinctions between artefacts, For example, on one wall are
a posteard and a poster, both of which depict Bridget Riley's Nataraja,
1993. Neither object could be mistaken for the achual painting; neither
object would be typically considered an artwork. Opposite are two
framed prints representing Rachel Whiteread's Whitechapel fricze,
Tree of Life, 2012. While these prints represent an artwork, they are
also intended to be artworks. Elsewhere, a Georgia O'Keeffe poster sits
nest to a kitschy canvas showing a semi-abstracted flower bought from
“The Range, Although mass-produced and anonymously authored, the

flower made some claim to a vemnacular art status that the O'Keeffe
poster refused. Such judapositions are intellectually playful and
conjoin with fundamental questions voiced in the ‘institutional theory
ofart’, Mothing ontologically or materially prevents the O'Keeffe
poster being an artwork except its socio-institutional position relative
to the original painting within a specific network, And if categories
are assigned vahies then the exhibition indicates our agency in
reassigning values acoording o our own determinations. The Range's
abstract floral canvas is never likely to be identified as high art, but
nanetheless enters into the exhibition as an object transvalued by its
purchaser's indlinations.

Judged according to its publicised premise, Wilsher's exhibition
says litle about Colchester's curating habits, nor was Colchester
specifically represented; this is problematic, espedally when localism
s a factor in a contemnporary art instilution such as Colchester's
Firstsite sailing into troubled walers {Artnoles AM383). Yet the
initial proposal has engendered a different exhibition that renders
it unfair to judge it wholly by its original criteria. Another evaluative
framework is required and it is templing to reread its title as a mock-
Beuysian parody of the current application of “curator’ to a bewildering
range of activities — after all, has being a curator ever been seder?
Unfortunately, the feeling lingers that the exhibition is caught between
two forces that pull in opposite directions and that it knows not which
way bo turn. I these forces are ‘the particular’ versus ‘the general,
though, Wilsher is perhaps now better positioned to demonstrate their
interdependency. i

marTEw BowmMan lectures at Colchester School of Art and University
Campus Suffolk.

Paul Neagu: Palpable Sculpture
Henry Moore Institute Leeds
13 August to 8 November

An overview of the work of Paul Neagu (1938-2004) has been
overdue. Neagu was a prolific artist, and this exhibition, wide
ranging though it is, does not attempt to represent the totality of
his life’s work. It focuses upon an approximately 15-vear period
from the fulerum-like point in 1970 at which the artist swiftly
transferred himself and his practice from his native Romania to
the UK. The exhibition provides an absorbing conspectus of what
Neagu was about, both for those of us who were there at the time
{but need reminding) and for those coming to the work afresh. The
considerable corpus of Neagu's distinctive or even quirky sculpture
or object-making — call it what you will - has yet to be assimilated
within the unfolding re-examination of the history of British
sculpture at the end of the last century. In his astute catalogue essay,
Mel Gooding refers in passing to the ‘problematic critical reception’
that has greeted Neagu's work in the UK.

Althouh in later life Neagu moved into making monumental
sculptural forms, none of the works in this exhibition are larpe, and all
the objects in the first part of the exhibition are shelf-size. Partly this is
because of the intentional quality of*portability’ that they all possess,
But it is also an outoome of the physically and materially constrained
conditions within which they wene made. Soom after his arrival in the
UK, Neagu found a supportive bolt hole in London at Sigi Krauss's
gillery in pre-gentrified Covent Garden. Krauss was a framer and this
was his workshop. The ground floor of his premises he used as an
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8 | disorientated rmmblings

¢ | of a character who,

= | while attending an ad

Sk | company’s focus group,
o | becomes possessed by

@ Paul Rooney Leeds

Filmed at Harewood
House, Paul Rooney's
Bellevue follows the

due to his history of
the spirit of a 19305 failed  chronic aleoholism. The

jazz musician voluntarily piece, also alluding to the
incarcerated ina New York nowvelist Malcolm Lowry's

at New York's Bellevue
Hospital in 1935, deals

S with themes of addictive
indulgence and inspired

escapism. As per usual,
Rooney displays a knack
for combining workaday
banalities with hints of
poignant paychological
undertow. ROBERT CLARE
Harewood House, lo

London psychiatric institution alcoholism treatment 20 Jun

The Victorian artist Mark Wilsher H

Frederic Lord Leighton i NOnACh

made his name mixing | You might say Mark gallery gets new door
classicism witha Wilsher is all about team handles, But there®s a
SWOONSOme, pre- spirit. For his current steelier critical edge to
Raphaelite sensuality; an | project, The Yessable 0 Wilsher's sense of fair
aesthetic that resched | Proposition at the artist- [ play. This continues the
luscious perfection in run space Outpast, the 0 artist's interest in applyins
his painting Flaming | artist, curator and writer ' businessplanstoart,a
June, Perhaps the most | has taken his exhibition + model all too familiar
outlandish example of . budget and used it to =y L one might think, from
his Romantic opulence, | make minor gallery essays, doing a gallery talk  ans-based regeneration
however, is Leighton | Improvements: a new and otganising anartist  schemes, where culture
House, created for the toilet seat, a kettle, a discussion group tospread is forced to take the
painter by the architect | magazine subscription the word. It's what he calls  place of real government
George Aitchisonasa for the staff. Meanwhile & “win-win” situation: investment. ss

palace for art. Reopening | he'll be printingabook of  he getsa “show"and the  Outpost, to 21 Apr
after a multimillion pound

Facelift, this bijou Holland

et ot Wt 2 i ©® Raqs Media l‘.:nﬂecﬂw_ Gateshead

gold leaf domes, a silk- A Collective are known - emotional vulnerability.
lined picture gallery and m aswriters, researchers  This installation - while
the Arab Hall, designed to and curators as well as dealing with love and loss
flaunt Leighton's priceless artists - for their evocative af ships-passing-in-the-
Arab tiles, Though his art way of juxtaposing night nocturnes - takes
collection was auctioned found and newly filmed  as its thematic anchor

off on his death, an
exhibition including
works by Delacroix, Corot,
Constable and Tintotetto
helps mark the occasion.
SKYE SHERWIN

Leighton House, Wi, from
today

38 The Guide

. footage, of combining the
The Things That Happen  prosaic with the poetic,
When Falling In Loveis  of assembling together
a photo, film and text photographs and text for
installation by the New  free-association roverie.
Delhi-based, three-person  Matters of industrial
collaborative group Rags  global displacement are
Media Collective, The overlaid on intimations of

a series of photographs
documenting the massive
Swan Hunter shipbuilding
cranes being transported
down the River Tyne to
be reused along the west
coast of India. ke

Baltic, to 20 Jun

3-9 Apr 2010
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It's good to talk

The ICA's new month-long
seasonofvocal art and
performance, ‘Talk Show,
puts the spotlight on speech
and the spokenword,
Helen Sumpterchats up
its three curators: Will
Holder, Richard Birkett and
Jennifer Thatcher

What are we talking about? How
can speaking be considered art?
RB "Take the idesi of a lectureor
discus=ion, forexample. Atone time
thiey winld have been seen only within
an educational context, but now there's
more of & creative inferest in the
relationzship between a speaker and
their awdience. Ryan Gander, who has
work in “Talk Shaw” and Mark Lackey,
whio wion last vear's Turner Prize,
are both artists who have
presented their work inthe
formofa performative
leciure, But we're ot just
loodange ut=poken word
withinperformance,
wie're looking at @ range
of different approaches,
using all departments of
thelCA..
JT ... exploring specch
and conversation mallits
wupects, through artworks,
one-off performances and week-
long artizt residences, and also
through talks, discussions and
workshops thatinclude lnoking at
how and where speech occurs in the
brain and how it's perceived.
Reurologists love study g actorsand
volceover artizls because changing
yvour voicechanges how vou carry
vour physical body, '
WH'... whichisoneof the resizons why
Jmn LaBarbara's performance wil| e
inferesting, becauseshe -.-.-J|L- withthe
icles that the voice isa physical object
that youcansculpt, through her
proneering of expanded vocal
techniques Shecan locate soundin
different parts of her body and performs
n the fields of hothart and music.”

S0, is there a strong musical
connection to all this?

WH ‘One ol my interesta s in howe
musiciansusespeech and textasa
miethod of production — how spoken

instructions can then be translated into

a score or performance, particularly in
the work of people like Robert Ashiey
who hazexplored Americansong by
approaching itas speech that is

Word up Sharon Haves, 'Evervtiing Hos Faied Doty
Robyrt Asiley (top). Adam Pendletorn Jeft), and Mélagsie Gi

Because

Music
ezsentially
dizappenrs
alftera
periormance,
that partofthe

priscess for musicians is more

important. I'minterested inhow that
cmphasiscan also b plmalhlx for
visual artists
less value onobjects or
things...'
RB ‘Stella Capes's rezidency will show
that process. She's created a detailed
breakdown ofall the screams in five
Borror s made atsigmificant
raments of arisis i the
twenticth
century,
including
“The Ring” and
*The Exorcist”
Andduring
three daysat
the 1A she'll
beinstructing
S traimed
operasingers
to zing, rather
Lham scresien
them. She has no
experience in how
o el thast, sot will be
a process of how to

negotiate bietween those bimgnanges of
singing and speaking.”

Does politics have a part to play?
IT "W have thought about the political
power of speech and aratory,
particularly in the light of the mse tn
power of Barack Obama, which
showed the great power in speech, but
also s great lnck of power—when he
stumbled over the words of his
presidential acceptance, Oneof the
pieces intheshow iza videoof artist
Mark Wilsher reciting Martin Luther
King's“lhavea deeam, . " speech.”
RE "Those wdeas alsorelate to
Hayes"s pierformanie toa, &
interested in the history of
public protest,
particularly gay and
leshian protest.
S will b
performinga
work on
London's
greel=
which has
developed
fromia
performance
she did in Mew
Yorkwhereshe
gaves speech
based ona very
persomal love letter, It'sa

® Timi for Lope?' (
Framial, Year 2157 (helom)
strange combination of both avery
privareanda very pulilic moment.,

Why Is all this artistic chattering
happanlng now?
WH 1

b drenow moreaware of all
of speech because they are

ITH 'r‘-:1=|nzh being asked to talk alut
themselves asa means of providing
seeees toand interpretation of their
work. But *Talk Show™ s more about
focuszing onsomething that has always
been there but that we've not really
taken natice of before,'

Anything else you'd like to say?
RB "We've also produced the first issue
of a new ICA magszine called Roland
l!'ﬁllrnlu -:-Ilhx fL 1|. fuun-:]u 1z, Roland
T reprinted
zinformation
1et show. It"s 4 resource for = Talk
how rather than a catalogue because
wewanted toarticulate the fact that the
programmse goesoff inall different
directions and s about opening 1dess
ufy, raither than closing them downor
displaying them in a finite way,"

Thank you and good night.
"Talk Show" runs al the ICA from
My 5-31 3 faror spacesh, Gie ls

tesen feis oo, sl for full delarls,

www. timeout.com flondon/an

May 7 - 13 2009 www.timeout.com/london 41
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Introducing art in the public realm

For this double issue Reviews has a special focus on art
in the public realm. For many artisis, the motives for
working beyond the confines of the gallery are mated in
the political — whether personal, collective, ar universal,
The reasons may be in reaction — whether to the gallery
systern, or a wider or more general concern— or that the
public realm can offer the artist a far less systematic, if
not less problematie, approach o crearing and
presenting work.

Since an commonly seeks to disrupe the stans quao, it
follows that those artists utilisig the public space do so
for peaceful protest within their practice. The project
‘Life is interesting .. when you're furious’ takes as its
historical basis the Paris student uprising in 1968, As
Tom Duggan observes, this backdrop may be necessary
1o remind our politically inert seciety of the signilicance
of the act of protest Corversely for some artists the
public realm offers the opporrunity for far maore subtle or
cover: protest. Emma Cocker's essay discusses the
practice of wandering and considers the significance
that such “pedesirian creativity and resistance” can have.
Particularly in the shopping precinct or office village
where one’s movements are largely predetermined, the
act of “willful disorientation” could be regarded as no

less subwersive than the protest march or industrial strike.

The act of releasing art from the confines of the gallery
or museumn can be simultanecusly lberating and
problematic. The gallery’s role in mediating between
artwork and viewer is lost, often leading to
misinterpretation. Fhysical amworks are laid bare for
vandallsim. Another issue is raised in Emily Candela's
review of ‘Paradise Revealed', the locations for which
query the definition of public realm by delineating an
“increasingly privatised landscape™. Such venues are
sometimes less willing 1o advocare works that challenge
the status quo too vocifercushy, as Matt Roberts
discovers in his review of "Transmit/Transmetire’,

This summer sees a host of other projects and events
taking place beyond the gallery walls:

Whitstable Biennale, 21 June - 8 July
www.whitstablebiennale.com

Folkestone Triennial, 14 June - 14 September
wwnw. folkestonetriennial org.uk

Portavilion, various locations, London, June —
September

www.upprojects.com/ portavilion

Chiris Brown, a-n Reviews editor,

JULY/AUGUSE 2008 | A-N MAGATINE | REYIEWS

| Critical commentary and contextualization
| of contemporary art exhibitions and
| events across the UK and beyond.
| Commissioned by Reviews editor
Chris Brown, chris.brown@a-n.co.uk

Life is interesting... when you're furious
Various locations, Loughborough, 12 May - 18 June

‘Life is interesting... when you're furicus’ is the title given to a series of
projects in Loughborough exploring protest and political action forty years
after the Paris student uprisings of 1968, The works involved reflect upon
protest and political resistance both as it was then and upon the protests of
today, The exhibited work makes heavy use of performance as well as
documentary, film, radio, screensavers and a procession through
Loughborough itaelf

Faul Rooney has recorded a fifteen-minute radio show that was broadcast
on Loughborough University's radio station and is also available for
dowrload. In his show two architects ane six months into a [ailing
experiment in modern living which began simultaneously with the protests
of 1968, However it is Rooney's newly commissioned film Lo Décimon
Doypack that T found more rewarding

The: film consists of voiceovers inspired by a factory waorker's online
memair, which ence mentions students taking to the streets. This sits amang
filmms of eight Loughborough University drama students acting out scenarios
referred to, as well as also corresponding to, imagery of more tenusus links
from elsewhere, The clipping of sentences sometimes inlernipts the Mow of
speech and could seem mocking, but [ suspect this editing is done 1o
include chosen aspects of the author's entrics without being explicit, The
film is layered and has many narratives running through it, with motifs ke a
spinning Doypack on a record player, & held cigarette and shots of single
stape lights recceurring throughout. The narration explains naively and
enthusiastically that a Doypack is a form of food packaging, which stands
up by itself with the advantage of being made entirely from thin fexible
sheet plastic. The blank-faced drama students seem o take a back seat
while we listen to this Australizn voice tell us of his daily events, yel really
they compose an elaborate mixture of actions assoriated to the events,
both obvious and subtle: The film guite cryptically explores elements of this
elaborated online memoir and presents these visually. The narration doesn’l
really go amywhere and is interspersed occasionally with the narrator
messing up and doubting himself mid-sentence. Sometimes he breaks into a
self-composed song: “Cling film s great for sandwiches..”

In Afternative Economics, Oliver Ressler has used screen savers 1o tmpose
political slogans in the poster style of 1968 on the dormant computers at
Loughborough University. The texts plead with us 1o imagine a fairer society
in which equality replaces profit. Being that these statements are permiteed
by the University, they are seen to be more artefact than intervention, yet
they do manage to catch the attention of students while in & receptive state
of mind before beginning work or surfing the Internet.

Craig Coulthard invited the residents of Loughborough to discoss their
political views and desires in a small wooden hut he constructed. From
these dislogues posters were made bearing slogans, which have since been
pasted all over the wooden hut. forming the project Yes May Be No. The
posters host a variety of statements including ‘Less Bureaucracy: More
Falconry” and ‘Bring Back Kindness', to the rather furious ‘Change the
Whale Darmn Country’, This formed the contrepicee for a procession
through the town. A large black fabric banner pororaying a red flag with Mai
'68 on it which sits above words reading “THE START OF A PROLONGED
STRUGGLE', was also on display along with other banners and a brass band
in homage to the events of 1968, While collaborating with a community is
always difficult, and both research and conversation are important, the third
factor determining the success of projects ke this seems to be what an
artist intends to do after meeting (or with) the commumity itself, It seems
from this collaboration that the pecple of Loughborough won't be revolting
any time soon, but still have dissatisfactions they want to express,
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Compilaints Chair is a refreshingly pleasant project in which Tellervo Kallginen
and Olver Kochta-Kalleinen have initiated people from cities across the world
to complain together and form thelr dissatisfuctions into song We see
documentation of these choirs performing to their cities at main stations, from
within puiss and in town squares. The complaints vary in moed and sort
Singapore and Poland have quite a foeus on complaints about the opposiee sex
whereas what a Canadian performance complains about varies from negativity
arising from ring tanes to their government's fack of addressing environmental
issues | particularly enjoved the Polish line “There's an 'R’ in this town's name,
& lemer | cannot pronounce.” whereas the mood of the Clicage chir is
perhaps a little more desperate, asking at one point “1s war our only export?”
These statements don't have the same sincerity of protest in the rigtous sense,
but this wori isn't really about inciting change; it instead addreases the nation
of being disgrunded and of putting one’s hands up to this,

“In our current political climate we are often too busy
and saturated with society itself to protest about it."

Camplatnts Chair is one of the films used in A Staged Dissent, a screening
marking the culmination of the ‘Life is interesting, " programme. [t took
place in the drama studio of Loughborough University and also featured live
performances from Oreet Ashery and Gail Pickering

Fil and Galia Kollectiv show two of three rather disappointng films from
their Tholegy, The films take as their inspiration a riot which happened at an
lkea store in 2005 where & significant discount was made available on
leather safas. Unfortunately the films aren't nearly as exciting as this
inspirstion sounds and the resulting work feels litde shont of daft. T found the
filrns confusing and whimsical and failed 1o understand why the films make
such obwious attempts at appearing about forty vears older than they ane, In
one., pesple wearing tght fitted white suits with Xerox printed across their
tronts walk mechanically in pairs across dark dystopian landscapes before
silently rreating a flat pack Tkea product with confused robotic pestures,
They proceed eventually, to trap a man inside a Mondrian-esque structure
using hammmer and nails. The suited, limp man is supposed o represent &
victim of the hypothetical, new totalitarian state religion. | wouldn't have
made these connections and struggled 1o take these works seriously,

Mark Wilsher reads aloud Martin Luther King's famous speech from 1963 in
his docurnenzed performance King 10 May 1963, on what appears to be the
lawn of some renovared old English Hertage buildings. This is one of the
more subtle works in the screening, and quietly provides a rich reffective
space to make comparisons of society today with the potitical climate of the
sixties. He allows observers 10 experience a speech that is rarely spoken, in g
political climate that is supposed to have taken heed to these words.

The screening ends with Whar Would I Mean To Win? a documentary made
by Zanmy Begg and Oliver Ressler The flm follows protest activities at
various G summit locations and asks dedicated protestars, “What would it
mean 1o win?” The responses have a limited variaton and | must admit that
| didn’t really find much of interest within their answers. Frequently the
protestars voice their concerns of what the powers that be are not doing, yet
very few manage 1o answer the question with any clarity or succinctness and
unfortunately our interviewer does not enguire further

| thirk the event as a whole highlights that in our current political climate we
are often oo busy and saturated with society itself to protest about it. This
implies that artworks encouraging people to protest and complain might be
mare important than they seem, There is a great stigma attached to the word
protest, and whether it be through encoursging complaints or re-staging the
context of historic statements, the work shown in 'Life Is [nteresting .. When

Yiou're Furious™ invites us to reassess what protest can mean I Craig Coulthard, ¥es Moy Be No maguette, 2008,
Tom Duggan 2 Paul Roaney, Lo Décision Doypack, 16mm fim, 2008,
f HIE’."ESIE'd fn Read all the latest reviews and add. or comment on, reviews of
i s contemporary art exhibitions or events you've seen recently, on
critical writing: e R et
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Mark Wilsher has some
Unfinished Business with
unloved public sculptunes

Pablac sculptures should grab the
apleniiiin: SO WEve e reis
that iit’s imposaible it o potice them,
whether they're o0 a plinth or ina
iﬂuﬁhgm.mm mesge mlo

In Unifinizhed Business, Mark
Wilsher has taken some of the prblic
sonlpisres of the 19605 nd 19708 2.
the saniing point for an exhibition that
plays with ideas of linking wisks that
were very mach of their lime with
coniempomry practice,
b= At first, | wasn't sure
if | liked the sculptures,

but | have much more
respect for them now <

The: project was spagked by
wmdening bow much the public
sonlprmres b ook for grased as o
child may have influenced s ideas.
*1 wars iieresied in things | migha have
o) el just walkimg apsend, that
might later have mffuenced my tasse”

The pioces be considered for tha
peoject wene absiraol works made
daririgs the 1960k and 1970k, “There
were @ lot of them,, bal many wene
rgnowed ars] |ef) b mot.” says Wilshe
armiahly. ‘At first. T wasn't sure il 1
likedd them, but | have much mote
respect for them now. | deliberatedy
diein"t o for the pood ones, or ke
Famnoms ones.”

The seulptures which now kok like
sail reminders of an cxperiment in

ahetrmcthon thet dedn’t quile work,
came cart of it developmend that sught
racical new ways of expression. “The
sculplons were rying 1o pet away from
the icdeass o the: 19408 and 1%50s: the
genmetry of jear. The new generation
saw that os conceprual, and w get rid of
Azl idea, (hey wanied something (hat
wans foernal and abwirsct, They called it

: the hdea was that the

making of it was key, s ihar wes the
eacillng par.’

The constnaction of the Seces may
hanve been filledd with drsma bt with
ooy s of narrative of fusman imierest,

the anguias, geometnic forms feel oddly
Nifedess. Al the time, though, they
represenicd new possitwlities in i nnd
architectare. *In the 19%(s. there was a
mew siybe of sechstectun: with plams
and wifice bocks, 80 these ploces wene
weedd 10 ;i a sense of ldentiny,”

The contemparary part of Wikher's
Eu}m ividves & kind of inberventivs:
has drawn on original magazine

copies of phitographs taken of the
pieces al the time. 1 wunted to make
something that was visual. o 1 1ok
thee iikens o these soulplom, and |
wanked 10 pul mysell in thein shoes.

ng out new life lines

Bus the ondy way 1 could do il was by
ibrwwring o the privte”

The eiginal magazine pages were
pivotal bo Wilsher's thinking. ' didn’t
want in se them &3 images, bt s thin
sculpiures. 1t wus imporiani in use the
cetginal print or peece of paper, io give
I sculgtural guality. Then §had o
Ikt b et e i A1, weiih b,
compasscs ad peometry foods, 17 1 pot
I wroag, 1 theew il away.

Superimpused on the papes, Wiliher's
trawinge are angalar, Enear forms thai
sl o perrer ot jurst thid e works ane
00 it in somee instances, That he's

eniended them beyvond the boundaries
off the rriginal, In doing so, the pleces
e soneehiw honught hack 1o life. ‘1
think thoss seulpion sceondad al the
time, but what they dil had a time
limis, They don't fit o today’s neo-
concepiual [mmesork, bt for a lolof
people they e what you think of when
you sy madern an.” Thaa Jackion
Sar to Dot 76, Galory 4, Hanry Moo
dngtitute, T This Hisciow, Leeds,
Moy, T sl Thu o Sun 10am o
f,30pn, Wiads 10am o Som, foo,
Tl (0713 246 FUTE
ammankpiiERen com
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# James Coleman Dublin
= - The cumnulative effect

Coleman uses sequences
of slide projections, fading | tends to stress the varios
..~ | into each otherwith i forms by which our

= | synchronised sound, ta M experience is constants
suggest the subjective reconditioned through
particularity and : b L* Lhe Alter of the images w
peculiarity of individual - have been subjectad i
experience. While the up one's confidence. The  Thisis the first showire
stills, having the full real and the fictional mix  in his native Ireland of

@ The Big Chill convincing presence to produce an uneasy the acclaimed installzs =

Art Trall [ edbury of photography, might bewilderment. Coleman's  Background, 1981-94
pretend tobesome kind  imagery over the years has  ROBERT CLARK

The ultimate fostival of documentary reality,  manged from feature film  Frish Museum of Mode—

for the art-school band their sequencing can trip  stillsto police mugshots.  Art, Frilto Aug 31

this year, and not just

because of their inspired

collaboration with the .ﬂmﬂ LB L

ICA. Also onsite is an Art > - art through curating perspective, tobe
Trail featuring works by : .| and commenting on somewhat stilted and
(among others) Francis other artists' past aesthetically simplistc
Upritchard, Gavin Turk, work. His main focus S0 Wilsher presents b
Simon Faithfull and is photographic and selections of doctored

Tuneau Projects. Turk and -} # critical documentation  art mag photographs =
Debarah Curtis have built | =SS "I 2% ofabstract sculptureof  texts to question whes
ahouse of fairy tales in Notsolongagotheroles  the1960sand 70s. Does  he calls the “unfinishe
homage to the Eastnor of artist, curator and such thoroughly formal  business” of sucha
landscape. Faithfull is critic were separale, and modernistic art now  mystifyingly outmocs:
taking steps to ensure bat these days things appear, from our more BEnre. RC
festival-goersgetafull | aren'tsosimple. Forthis  theoretically complicated Henry Moore Institute.

moon every night with show, Wilsher creates postmodernist Wed 26 to Oct 26
his glowing sculpture,

while theICAs mixed | g Mary Ellen Bute London

media tent will be a haven

of dissonance, bad jokes | Forany budding animator, — a sophisticated play
and childish animation. | thisretrospectiveofthe  oflight and shade —to
With performance artist | little-known film-maker  the frenetic Tarantella
Doug Fishbone (pictured) | Mary Ellen Bute, who in 1940, a beisterous
ready to make you cringe, | died in1977,isnottobe  Kandinsky-inspired
Jeffrey Lewis doinghis | missed. The Texas-born ~ film set to the music
lo-ficinemaand Jamie | artist began making of Edwin Gerschefski.
Shovlin's spoof krautrock | animated films in the Like many animators, many of her early shor
band, it’s the only festival | carly 1930s after studying  Bute’s obscurity is partly  might resurrect her
whereit willbe totally | stage lighting at Yale. The  down to print damage, reputation as one of

acceptable tostand and | results are a wondrous making many of her the leading pioneers o
Stare, JESSICA LACK collection of playful fitms unwatchable, animation in America. &
Eastnor Castle Deer Park, | abstract patterns, from but itis hoped this rare The Gallery At Sketch, W
FriltoAug3 herearly 1936 short Dada  opportunity to see so Sat 26 to Sep 13

36 The Guide Jul 26-Aug 1 200
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Unfinished Business ki

Brutally modernist and
uncompromisingly abstract, some
public scolptures from the 1960s and
1970s are as unloved as the concrete
tower blocks and car parks they
decorate. The creators of these
designs believed
the fature lay in’
pure exploration
of geometric form,
yet for many, they
Jjust evoke
bad memories
of tigonometry
lessons at schoal.
In Unfinished
Business, Mark
Wilsher presents
ten photographs
of such sculptires . §&
from old books
and magazines,
over which he has
sketched lines in black, white
or gold ink. These connect the
sculptures” edges and break up
empty spaces within and around
them with new shapes, which soften
or transform their original form.
Wilsher also uses the two-
dimensional format to play with

perceptions of planes and
perspective. One of the works from
the series, Unfinished Business
(Tucker) 2008, draws a line from
William Tucker's 1974 work Angel
and extends it to run along the
picture’s edge, drawing the photo
itself into the sculpture. Other pieces
create an impossible geometry,
where apparently straight lines pass
behind and in front
of the sculptures.
It's possible that,
by adding shapes
to intentionally
emply spaces,
Wilsher is
smoothing away
some of these
sculptures’ jarring,
~awkward boldness.
But mostly his
% small-scale
interpretations are
§ an inventive way
of coaxing those
oft-maligned
lumps of steel and
concrele to share their secrets.
Abi Bliss
Lintit Oct 26, Gallery 4, Hanry Moore
institite, 74 The Headrow, Leeds, -
Mon, Tue and Thu to Sun 10am fo
5.30pm, Wed 10am to Spm, fres.
Tel: 0113 246 T467.
wiww hennye-moore-fan, oo, uk



Modern Painters November 2005

Artgoes EAST

THE ENGLISH CITY OF NORWICH has been ealled many things. teased the rotunda, 8 Guggenhaim-lite Abint

But it took Stephen Snoddy, in his role as directar af thio city's clreular shaft cut through the building, into a (f::fl.ll:.rk H.T.rale?::hllxr:
ambitious new annual arts festival, CAN [Contemporary Art lovely, blooming, feminized focal point using cit
Herwich), to describe it as ‘sexy’, 've long since stopped keoping flock wallpaper in deftly modulating pastel

track of all the tertiary media-led meanings that *s oxy' has accrued shades. Richard Dedomenich tricked ouf une

in recent years, bul | know that sexiness in such a profifer aling bedroorn into a comically paranoid fallaut

Context can now mean ‘allractive to businesses fdevelopers featate shelter, bullt aceording to the instructlons in
agencies,/tourists’; and that art, that theeretical bescon of resist- ahilariously hopeful 80s-gra "how-lo-survive-

ance o capitalism's baser imperatives, jen' entirely unconnagted a-nuclear-war’ documentary screening on a

to the beautification process. If your city Isn't wonderfully attrac- loop, (Dedomenici moved in there, subsist-

tive - if it isn't sexy - you can, it's thought, make |t 5o by planting the  |ng on baked beans, for the course of the

post-industrial pilot fish of contem perary artin it. And, as Sn oddy show's tun;ina bla chiy iranie twist, he was

[formerly of BALTIC, now of the New Art Gallery Walsall) well knows, temporarily evacuated along with the rest

there are two ways of doing this, Either you drap a big shiny building  of the hotel when terrarist bombers struck

on the place, or you take what is quite possibly the smarter, and near Liverpaol Street. ) More abliquely

mast certainly the cheapar, route - the route whose failure might site-specific were Robert Sherrall’s paini-

leave no trace - you put on a fiesta, ings, a hyper-refined variant on Abstract

Morwich's inaugursl bash, CAN.0S, didn't try and pretend that Expressioniam made using photogra phs ol
London doe=n’t exist. Part of the show, entitled Stay, was heldinthe  spills soureed from the hatels bedra ams
Great Eastern Hotel, 2 stone’s throw from Liverpoal Street Station, and VIP restaurants they were exhibited
from whence trains flow eastward to Norwleh, At the well-helmed in, which locations also provided the works®
launch, charmpagne flowed, tasty bagels and lavish press packs were  colour schemes: quielly and queasily critical,
distributed, and first-class rall tickets [courtesy of a synergy-minded they presentod trace memaries of cracks in
sponsaring rail network) were pressed into journallsts” pockets, a luxurious fagade,

Loter, some of the artists In EAST International - the long-running, In Morwich itsaif the show sppeared

highly respected open-submisslen show around which CAN has been  nebulous at the edges, grad ually tightening
built, just as the Livorpool Biennial was bullt around the Jahn Moores toa firm core - or perhaps we should say

prize exhibition and New Contemporaries - would apparently query

the wisdom of passing the money in this direction rather than te Stﬂff of N GrWiC h EaEtIEﬁs

them, who had been denled artists’ expenses for participation, But,

see, it's not ebout them. 11°s about Norwich, and this is how business museu I'TII Dbj E.EC t'Ed tD J Uﬂathaﬂ' a
Is done. Parsons’s flying amonochromatic
Stay, though, was site-specific and not really about MNorwich, and

; version of the Union Jack from
it was mostly pretty good. Eleven young artists had bean allowad 3 s . . .
ta roam the plush hastelry, alighting hither and yan. Lyndall Phelps their pDIE, Sﬂ:ﬂng itwas Unpﬂtrlﬂtlc



it was meraly flirting before unambiguously hitting on us. Around
the lake and woods near the under-reconstruction Sainsbury Centre
beside the University of East Anglla, west of the city {ond overlooked
by the campus architesture, Denys Lasdun's fabulous Mayan-inspired
ziggurats), an cctel of artworks waited to be stumbled upon, The
maost memaorabla were both deforestations: Chris Dru ry's conltradie-
tary whirlpool of bumed timber, surrounded by a mazy, shaved-away
patternin the grass, dropping into a sinkhale in the centre and
formally nodding 1o Lasdun’s buildings; and El Anstsul's Implacable
stacks of pressed-together logs, their sawn ends painted with two
distinct bright geometric designs, refers neing Ghanalnn cloths and
dizputes over land rights
Meanwhile, another prametric dezign had launched a dispute
over at Norwich Castle. lonathan Parsons had sited sii of his
Alphanumerie Flags on prominent clty flagpoles; stoff of the castie’s
musaurm, howevar, hod objected to his fiying 0 monschrome version
of the Union Jack fram thair pole, saying it was unpatriotic and
‘disrespectful to veterars who fought and died in the war' {Thisina
ity on whose outskirts one can ses slloimants proudiy fiying Oid
Glaory, the flag of the Confederate armies of the American Civil War.)
Instead it was displayed, a rumpled and ambiguous indictmeant, in
avitrine - though sadly not clos= to Darothy Cross's Teacup [ 19946),
which referenced a famous saying (and the dis play of Lowestolt
porcelain nearby) by projecting into a cupan image of three people
trying to row a boat across stormy weters, Both works wera part of
Art out of place, In which 20 warks by moatly wellknown ortists were
located, with varying bizsos towards sympathy or wry disjunction,
amid the museum and art gallery’s impressively broad collection.
Highlights: a short film af whinnying horse Imparsonators by Lucy
Gunning, punning on Alfred M unnings, whose ¢questrian paintings
hung nearty; and Gavin Turk's gorgeously cast metal bin-ba Es, leftin
a queationable clump in the middle of a hushed display room_
But the pegment that most people wanted to soo was EAST

International (at the Morwlch Gallery and figing through the foors of

Norwich School of Art and Dezign) which in this, its fifteenth year, had

been selected by Gustav Matzger - as unsexy an artist as o'l Tind,
unless you're |.G. Ballard. Mutzger is most famous for his thearies of
Auto-destructive art - art opposed toa capitalial system of produc-
tion - and in cheasing artists for an ‘art exhibition without + o art’,
he evidently had his own programme in mind. In pointed contrast
to the pravious year's focus on painting, there was plenty of work
that resisted the gallery systam, from discussion panals 1o Internet
art, and much based on destruetion. It was not nec assarlly a show to
absorb while' quaffing zratis cha mpars at the opening - which was
serendipitously held during the Gleneagles
summit and on the night of Live 8, televised
footage of which coincldantally tuslled
I.J: Charleawarth's and Mustufa Hulusi's
performance Showting af the Televizion,
Retuming a couple of weeks later, ane found
& skeletal display: powerful and memorable
evidence that EAST had fulfilled some sort of
prophecy and, In places, self-destructed.
Peter Kennard and Cat Picton Phillips
sat araund chatting In their basement War

ifyourcityisn’tsexy, youca n,
it'sthought, make itso by
planting the post-industrial pilot
fishof contemporaryartinit

o War Reom, surrounded by maps and
photecopies and supposedly ‘making art"
Liverpool-based activist group Te nantspin's
promised webcasts weren't happening
[though Fill Miller's Hve link-up with hersalf
Ina remate part of Northern Califarnia;
where she was supposedly lonking for
Bigfoot, was); The People Speak's desarted,
doughnut-shaped discussion-takle Eave

no evidence of whet had happened there,
Some of the art wag permanent while
enclosing transience, in cluding Sarah
Pickering's fine photographs itemizing
types of explosion, Dowg Fishhone's very
funny video montage of images pulled from
the Internet with a wry voiceover maditat-
ing on various forms of over-consumption
and death, and a video of Mark Wilsher's
performance at the opening - wherein

this white, preppy-locking artist recited
Martin Luther King's 1963 1 Have a Dream’
speech. Presenting himself a5 ‘a semi-
subjective filter of news and witness to
history', Wilsher managed with very simpla
meany o craate i heady complex of mixed
emotions that alluded strongly to the
present moment, and which had a leltfield
bravery about it characteristic of the best
of the show. Clearly Metzger has a dream
ton, as does Stephen Snoddy, asdo
Norwich Clty Council, and it's more

than likely that those droams diverga.

For the duration of CAN,05, though, they
achieved an uneasy but not mutuaily
destructive coexlstence, and thal fractious
whole finally spoke more luzidly than any
of its parts, e

Frove bl
lexalhar Parsauns
Achroae, 2008, (g,

Pl M W dting
for Bigfoot, 2005,
pedloninance, b
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B EAST international 2005
Norwich Gallery July 2 to August 20

B CAN.os
| Norfolk July 2 to September 25

This year's EAST is marked by two notable factors, the first is
that it 15 now aligned with the larger cultural entity of Contem-
porary Art Norwich (CAN.os) which is overseen by Stephen
Snoddy, late of Baltic and recently appoimed director of The
New Ant Gallery Walsall. CAN.o5 builds on the strength and
visihility of EAST, providing 3 framework for a range of perfor-
mances, installations, exhibitions and interventions Laking
[ place in the city and throughout Norfolk, Outside Norwich,
some of these are far-flung - such as Richard Wentworth's
Fourteen Rooms Upended, a series of interventions using mir-
rars in the interior spaces of Felbrigg Hall - while another,
'Stay” {a group show of site specific work), is actually at the
Great Eastern Hotel in London, Located alongside Liverpoal
Street Station, the point of departure to get to Norwich by
triiin, it marks a line of communication between the two cities.
The second notable factor that characterises this year's
EAST is the choice of selector, Gustav Metzger (whose recent
survey exhibition in Vienna was reviewed by John Slyee in
AM288). In Lynda Morris's catalogue essay. Roger Ackling is
cited suggesting that Metzger be invited to select this year's
show, and providing this concise description: ‘He is stateless.
He is a life long radical. He has a following amongst stu-
dents and they respect him. He is at every talk and confer-
ence and he knows what is going an.’
| Although EAST operates on an open submission policy, it
offers selectors an opportunity to explore their own prejudi-
cial impulses, interests and concerns in assembling a large

28g | aRT MONTHLY [ 0.0%



number of works: This vear, the exhibition is loosely divided
into four categories: society, wars, body and science & tech-
nolopy, It comes as no surprise that Metzger's EAST should
be characterised by an engagement with pelitical, ethical and
soctal possibilities for art, or that the exhibition should be
made up of work that directs attention back out of the
gillery, Sometimes this senge is fireral, a5 in Mustafa Hulusi
& 11 Charlesworth’s Shouting at the Television, Those everyduy
acts of critical commentary performed while watching TV,
oppartunities to answer back in domestic privacy, are
expased and played oot in public. With their commentaries
ot an afternoon’s broadeasting, including tennis at Wimble.
don and Live &, Hulus & Charlesworth sound endearingly
ke a highbrow Beavis & Butthead. [ill Miller's Watting for
Bigioot is another literal look elsewhere, this time via = satel-
live nplink: to a tent in Northern California al the site where
alleged footage of the mythical creature was filmed.

A dilferent register of altention and focis is acknowledged
by Simaon Marris, who ina previous collaborition performed a
reading of 2 text a5 it was being enised, paving homage to Met-
rotr by realizing an aulo-destructive work. Here, he has
extanyibed his ongoing bibliomanie project, this time as a list of
hilliographies pravided by Metzger and the other participants,
Motris himsell then reads, silently to himsell a stlection al
these texts in turn for two bours every day for the duration of
the exhibition. These mute performances are archived and
available online: Another archive of performance is being gen-
erated by Mark Wilsher, Every Saturday, he recites a notable
polilical speech from @ range of sources — including Martin
Luther King, George W Bush and Margarct Thatcher — with as
miach embedied earnestness as he can muster.

For all its intensity of purpose, this selection of wark is
diverse. Daniel Bell provides a five webcast of o wound on his
leg hiealing, presented as a repalsive large projection, Berriand
Debaillie’s dog thow blends reality TV voting procedure,
Crufts, and 2 manic puppet show with much humour, Simon
Faithfull's installition of his philated drawings from Antarc-
tica, which he initially emailed buck to civilisation during a
jotteriey o the bottorn of the warld, are etched onto glass:
These rely on-a dumsy peetic transktion of, digital drawing
inio an appearance of ephemeral materiality, An unsettling
sense of beauty 15 more successfully evoked n the distorted
stemals from 8os game consoles that Dan Tombs arranges in

EXRIBITIONS > REVIEWS

that abatnd in the imagery for which Kennand & well kmown,
aswell 26 translating thelr tnmediated mwness intoan inviti-
tion for visilors to produce their own cantributions,

There'is 2 degree of correlation between the utopian

imptdses at work In this year's EAST with the brger context of

CAN o5, Both seck new and revealing encounters between art-
works and an audienice, vet white Metzger's show might be
seen as a way of incorporating the active presence of sociil
reality into arworks. there is @ more general force at work
seeking 1o incorparaie 20 into the fabric of the world ontside
the mllery. Elrzabeth Wright's Nopanch Lido janother contribo.
tion from Norwich Gallery and Schoaol of Art) sees enamel
signs being placed around the city b croate vones of 3 swim.
ming pool - ‘DEEP END' and ‘NO DIVING® - fixed to the
external walls of buildings. Similar in its subtle acs of trans
forming guotidian space, ‘Flow’ is made up of a series of tem-
porary installatione in ancient marketplaces, As pant of their
contribution, Sween and Vezr, Lowrence Bradby & Anna Town-
ley have produced o semall baok, the situationistinspired Short
Cuuts nd Intimate Routes Arceinil Norwich, which includes a
compelling account of 2 walk through a Pramark store.
Another kind of transtormation of context through art
takes place in the absorbing and well-realised “Art Out of
Place’ at Norwich Castle Museum. From the high vantage
paint of the castle grotnds in the centre of the <y, itis pos-
gible to look out over Norwich, and in doing so, try and spot

Bemand Debaillie
WAk J‘;;:hﬂﬂ Mypamd
Clulr 2005





