
Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Dennis ADAMS
American, Iowa, b. 1948 

The End, 2002
Photographic diptych on aluminium
103H x 107W
Edition 1/3

Observing the sky after 11 September 2001, Dennis Adams photographed elements which had been lifted by drafts and were
floating above the city of New York. The artist was only able to identify the objects after developing and enlarging the prints: you
can read “He's no terrorist”. The front page of the newspaper thrusts back to 'the event' of the 21st century and is revealed only
through the detailed observation of the image; the painful twist of the newspaper could be a rustling wing. The simplicity of the
process gives the work a poetic and prophetic dimension: a slight debris of a society, suspended between the sky and the earth
in a blue infinite, sad news taken elsewhere, pieces of paper disintegrating. Violence, fracas and horror are audible in the silence
of the image. These debris are transfigured into the silence of the victims flying towards a blue eternity. The artist pays a modest
and painful homage. There is no taking sides, no judgment, just a flight in the sky. Dennis Adams sounds out collective memory,
the public sphere, the urban context in their relations to art.

Through site specific works, often in public spaces, or video works (since 1998), Dennis Adams focuses on ambiguous
characters, condemned by our recent history, revealing traumas or collective amnesia phenomena. The specific episodes from
20th or 21st century history he refers to find a relevance in today's sensitive actuality.
Dennis Adams plays with the ideological power of images, by referring to cinema and media images, yet leaving their meaning
open to interpretation: he does not state clearly his political stance, but underlines the complexity of history and lets the
spectator form his own opinion.
Dennis Adams was born in Des Moines, Iowa, in 1948. He lives and works in New York.
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Dennis ADAMS
America, Iowa, b. 1948

Make Down, 2004
Video, color, sound, 34 mins and
installation (96 black and white prints
on paper inside a vitrine)
300H x 100W x 50D 34min
Edition 1/3

The video « Make down » is a 34 minute sequence shot that shows the artist removing make-up in front of a mirror. The
peculiarity of the scene consists in two symbolic details: first, the make-up itself, covering his face, hair and torso - a thick kaki
layer, reminding of military camouflage - and second, the paper used to remove the make-up - black and white prints of stills
taken from Gillo Pontecorvo's 1965 film, « La bataille d'Alger ». These still images put together recreate a sequence in which a
young Algerian woman takes off her veil and puts on Western make-up. This disguise will help her pass the border and place a
bomb in the French area of Algiers. Censured in France when it came out, the movie combines history and feminist activism; it
may also be reinterpreted today in relation to the recent history of terrorism. The video goes with an installation: a vitrine
enclosing the 96 prints soiled by the make-up, the remains of the artist's performance, as if it were a reliquary. Compared to the
terrorist's gesture, the action is performed backwards by the artist, which could suggest the impossibility of having a unique
reading of history.

Through site specific works, often in public spaces, or video works (since 1998), Dennis Adams focuses on ambiguous
characters, condemned by our recent history, revealing traumas or collective amnesia phenomena. The specific episodes from
20th or 21st century history he refers to find a relevance in today's sensitive actuality.
Dennis Adams plays with the ideological power of images, by referring to cinema and media images, yet leaving their meaning
open to interpretation: he does not state clearly his political stance, but underlines the complexity of history and lets the
spectator form his own opinion.
Dennis Adams was born in Des Moines, Iowa, in 1948. He lives and works in New York.
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Saâdane AFIF
French, b. 1970

Stalactites (Few More
Mistakes) Round bar of wood
(Portrait of Gilbert and George),
2004
Wood
122H x 2,5W cm

In this work, Saâdane Afif quotes André Cadere's round wooden batons using the copy share and remix principles. Cadere's
sculptures, batons constituted with a mathematical chain of painted wood segments containing one error in the succession of
colors, can be presented according to any possible configuration (on the wall, floor, hung or not). In the catalogue documenting the
project, Power chords, there is a facsimile (another type of quotation) of one of Cadere's conferences: “Présentation d’un travail,
utilisation d’un travail” (presentation of a work, use of a work).
The batons appear in different works by Afif like tools of an essential vocabulary: with nuances of black (Black spirit, 2004), of
white (Ghost, 2005), translated into sound (Power chords, 2005) or light (Untitled 1971/2003-B 0230 1004 =30= =22x23=, 2003).
Saâdane Afif questions the generative capacity of error as the title suggests: A few more mistakes. He toys with some of the
defining parameters of Cadere's batons (nuances of grey, presentation as stalactites) in order to disrupt them. The title suggests
that the work is in fact a portrait. Gilbert & George are two artists who perform and make photomontages about the concept of a
couple. Afif pays homage to them via the minimal index of wooden batons as a reference to their notion of 'living sculptures'.

Saâdane Afif practices the quote: "I belong to a generation of artists who {...} discuss art as a form of language, with which you
play upon, you deform, you transform, without focusing on the object as it was before." Such strategies of re-appropriation insert
themselves inside a context of idea circulation, as a form of remixing and remaking. In the work "Pirates Who's Who," tactics of
assemblage are recognizable on all levels. The artist makes use of an eccentric shelf by designer Ron Arad, displaying dripping
paint on the wall while the shelf itself holds a collection of books on piracy, compiled together by the owner of the work. "Power
chords" (2005), perhaps the most ambitious project by the artist to date, is both a work for publication and several exhibitions. The
installation depicts automatic electric guitars, playing scores orchestrated by a computer program. The chords are defined by color
sequences derived from André Cadere's wooden segments. Yet with Afif's displacement, the artist hints to the color and rhythmic
sound dimensions vis-à-vis Cadere, inside a genre of synesthesia. In an age of numerical technology, Cadere's rhythmic system
echoes in a particular manner together with the processes of digitization. Afif suggests a principle of encoding the world underlying
the real, or rhythmic language before the Tower of Babel.
Saâdane Afif was born in 1970 in Vendome, France. He lives and works in Paris and Berlin.
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Saâdane AFIF
French, b. 1970

Pop (Blue Time), 2005
Vinyl letters + CD ROM
Edition 1/6

"Blue time" is a song co-written by artists Saâdane Afif and Lili Reynaud Dewar. Collaborations are frequent in the work of the Afif,
as is the case of the exhibition "Lyrics" which opened at the Palais de Tokyo in 2005, in which Saâdane Afif asked artists and
musicians to translate his artworks into song lyrics and interpret them. The lyrics written on the wall produced a silent story, in a
musical way that remains implicit (unlike certain installations by the artist where lyrics can be heard on headphones). The writing in
hologram print displayed on the wall recalls the iridescent surface of CDs. The refrain "I've be waitin'..." introduces temporality and
musicality in the field of meaning. This song is a commentary on pop music with a meta-poetic dimension. It depicts the life of a
songwriter: "I 've been waitin' for the producers [...] I left home when I was a kid [...] I've been on the road indefinitely [...] I played in
bars, hotels, parties." Like in "Actualité" a 16mm film by Matthia Poledna from 2001, Saâdane Afif and Lili Reynaud Dewar paint a
nostalgic and idealized portrait of the artist as a pop star. 

Saâdane Afif practices the quote: "I belong to a generation of artists who {...} discuss art as a form of language, with which you
play upon, you deform, you transform, without focusing on the object as it was before." Such strategies of re-appropriation insert
themselves inside a context of idea circulation, as a form of remixing and remaking. In the work "Pirates Who's Who," tactics of
assemblage are recognizable on all levels. The artist makes use of an eccentric shelf by designer Ron Arad, displaying dripping
paint on the wall while the shelf itself holds a collection of books on piracy, compiled together by the owner of the work. "Power
chords" (2005), perhaps the most ambitious project by the artist to date, is both a work for publication and several exhibitions. The
installation depicts automatic electric guitars, playing scores orchestrated by a computer program. The chords are defined by color
sequences derived from André Cadere's wooden segments. Yet with Afif's displacement, the artist hints to the color and rhythmic
sound dimensions vis-à-vis Cadere, inside a genre of synesthesia. In an age of numerical technology, Cadere's rhythmic system
echoes in a particular manner together with the processes of digitization. Afif suggests a principle of encoding the world underlying
the real, or rhythmic language before the Tower of Babel.
Saâdane Afif was born in 1970 in Vendome, France. He lives and works in Paris and Berlin.
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Saâdane AFIF
French, b. 1970

Lyrics: Edition, 2006
Installation
Edition 7/30 + 5 e.a.

Saâdane Afif practices the quote: "I belong to a generation of artists who {...} discuss art as a form of language, with which you
play upon, you deform, you transform, without focusing on the object as it was before." Such strategies of re-appropriation insert
themselves inside a context of idea circulation, as a form of remixing and remaking. In the work "Pirates Who's Who," tactics of
assemblage are recognizable on all levels. The artist makes use of an eccentric shelf by designer Ron Arad, displaying dripping
paint on the wall while the shelf itself holds a collection of books on piracy, compiled together by the owner of the work. "Power
chords" (2005), perhaps the most ambitious project by the artist to date, is both a work for publication and several exhibitions. The
installation depicts automatic electric guitars, playing scores orchestrated by a computer program. The chords are defined by color
sequences derived from André Cadere's wooden segments. Yet with Afif's displacement, the artist hints to the color and rhythmic
sound dimensions vis-à-vis Cadere, inside a genre of synesthesia. In an age of numerical technology, Cadere's rhythmic system
echoes in a particular manner together with the processes of digitization. Afif suggests a principle of encoding the world underlying
the real, or rhythmic language before the Tower of Babel.
Saâdane Afif was born in 1970 in Vendome, France. He lives and works in Paris and Berlin.
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 Jennifer ALLORA &
Guillermo CALZADILLA
American, Cuban, b. 1974, 1971

Land Mark (Foot Prints) #10,

2001-2004
Photograhie C-print on PVC
48,8 x 60,3 cm
Edition 1/3

This series of photographs is part of the body of work Allora & Calzadilla made regarding the situation in Vieques, an island off the

mainland of Puerto Rico used for the 60 years by the U.S Military and NATO forces to practice military bombing exercises. In

2000, they began a collaboration with the local activists to make the campaign more visible. Having added cast rubber reliefs of

their slogans and designs to the soles of their shoes, the activists stamped their protest on the reclaimed land. By slightly

manipulating everyday objects to become communication tools, Allora & Calzadilla had created “mobile print-making machines”

(Yates McKee, October 133, Summer 2010). They then photographed the ephemeral aftermath of these mark-making actions.

Like graffitied walls, the details of these impressions on sandy grounds are landscapes of dissent, willing the transition of propriety

back to the inhabitants. In Land Mark #10, numerous footsteps with long statements stamp their resentment in different confused

orientations. Such a beach scene might at first misleadingly be associated with a playful holiday snap. The fragility, uncertainty and

relentlessness of this struggle is poetically summarized in this close-up of meaningful site-specific expression. The artists wrote:

“How is land differentiated from other land by the way it is marked? Who decides what is worth preserving and what should be

destroyed? What are the strategies for reclaiming marked land? How does one articulate an ethics and politics of land use?” (in

Land Mark, de Tokyo, Paris, 2006).
Allora & Calzadilla have been working collaboratively since 1995. Their approach to history and contemporary geo-political or
ecological realities is humorous, poetic, and socially engaged. sculpture, photography, performance, sound and video, Allora &

Calzadilla's question truths, actively resist, investigate cultural material and language, open up new narratives. The form or forms

they choose in each project is dependent on the site, their research and the message they seek to convey. Their work has led

them to a keen interest in the interplay between militarism and sound (Returning the Soundin 2004, Clamorin 2006, Stop, Repair,

Prepare: Variations of Ode To Joy for a Prepared Pianoin 2008). Digging deep into the archaeology of a place, a piece of music,

words, a situation of conflict,  Allora & Calzadilla are known for being voices of hope and dissonance, their art is a call to attention.

They represented the USA at the Venice Biennale in 2011 with a new body of work, Algorithm, which was composed of Gloria

(ATM Pipe organ computer), Track and Field (tank and treadmill, runner) and Body in Flight (American).

Jennifer Allora was born in Philadelphia, USA, 1974. Guillermo Calzadilla was born in Havana, Cuba, 1971. They live and work in

San Juan, Puerto Rico.
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 Jennifer ALLORA &
Guillermo CALZADILLA
American, Cuban, b. 1974, 1971

Land Mark (Foot Prints) #12,

2001-2004
Photograhie C-print on PVC
48,8 x 60,3 cm
Edition 1/3

This series of photographs is part of the body of work Allora & Calzadilla made regarding the situation in Vieques, an island off the

mainland of Puerto Rico used for the 60 years by the U.S Military and NATO forces to practice military bombing exercises. In

2000, they began a collaboration with the local activists to make the campaign more visible. Having added cast rubber reliefs of

their slogans and designs to the soles of their shoes, the activists stamped their protest on the reclaimed land. By slightly

manipulating everyday objects to become communication tools, Allora & Calzadilla had created “mobile print-making machines”

(Yates McKee, October 133, Summer 2010). They then photographed the ephemeral aftermath of these mark-making actions.

Like graffitied walls, the details of these impressions on sandy grounds are landscapes of dissent, willing the transition of propriety

back to the inhabitants. In Land Mark #10, numerous footsteps with long statements stamp their resentment in different confused

orientations. Such a beach scene might at first misleadingly be associated with a playful holiday snap. The fragility, uncertainty and

relentlessness of this struggle is poetically summarized in this close-up of meaningful site-specific expression. The artists wrote:

“How is land differentiated from other land by the way it is marked? Who decides what is worth preserving and what should be

destroyed? What are the strategies for reclaiming marked land? How does one articulate an ethics and politics of land use?” (in

Land Mark, de Tokyo, Paris, 2006).

Allora & Calzadilla have been working collaboratively since 1995. Their approach to history and contemporary geo-political or
ecological realities is humorous, poetic, and socially engaged. sculpture, photography, performance, sound and video, Allora &

Calzadilla's question truths, actively resist, investigate cultural material and language, open up new narratives. The form or forms

they choose in each project is dependent on the site, their research and the message they seek to convey. Their work has led

them to a keen interest in the interplay between militarism and sound (Returning the Soundin 2004, Clamorin 2006, Stop, Repair,

Prepare: Variations of Ode To Joy for a Prepared Pianoin 2008). Digging deep into the archaeology of a place, a piece of music,

words, a situation of conflict,  Allora & Calzadilla are known for being voices of hope and dissonance, their art is a call to attention.

They represented the USA at the Venice Biennale in 2011 with a new body of work, Algorithm, which was composed of Gloria

(ATM Pipe organ computer), Track and Field (tank and treadmill, runner) and Body in Flight (American).

Jennifer Allora was born in Philadelphia, USA, 1974. Guillermo Calzadilla was born in Havana, Cuba, 1971. They live and work in

San Juan, Puerto Rico.
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 Jennifer ALLORA &
Guillermo CALZADILLA
American, Cuban, b. 1974, 1971

The Nature of Conflict, 2004
Mixed media
Edition 2/3

This installation combines the display of real objects with the deceptively painterly amalgamation of their content as the subject of

a photograph. Here Allora & Calzadilla condemn the worldwide threat of violence caused by the high desirability of oil and water.

Caught in the light, the patterning of the two liquids in the print creates attractive rainbow-like pools, a distanced comment on

pollution. This trace on the ground is an aestheticized piece of evidence of a real heavily loaded problem for nature and society.

The artist's critical stance is poetically and precisely rendered to encourage debate about politics, power and ecology through art.

Pure, life-enhancing natural resources are presented as potentially explosive substances in metal or plastic containers. Such

absurdity is made visible in the direct dialogue of cause and effect in this presentation which is then amplified by the title, The

Nature of Conflict, which adds to the imagination of extended dangerousness. Allora & Calzadilla have created a meaningful and

at the same time subtle visual formula for the summary of their alarmed analysis of a current global issue.

Allora & Calzadilla have been working collaboratively since 1995. Their approach to history and contemporary geo-political or
ecological realities is humorous, poetic, and socially engaged. sculpture, photography, performance, sound and video, Allora &

Calzadilla's question truths, actively resist, investigate cultural material and language, open up new narratives. The form or forms

they choose in each project is dependent on the site, their research and the message they seek to convey. Their work has led

them to a keen interest in the interplay between militarism and sound (Returning the Soundin 2004, Clamorin 2006, Stop, Repair,

Prepare: Variations of Ode To Joy for a Prepared Pianoin 2008). Digging deep into the archaeology of a place, a piece of music,

words, a situation of conflict,  Allora & Calzadilla are known for being voices of hope and dissonance, their art is a call to attention.

They represented the USA at the Venice Biennale in 2011 with a new body of work, Algorithm, which was composed of Gloria

(ATM Pipe organ computer), Track and Field (tank and treadmill, runner) and Body in Flight (American).

Jennifer Allora was born in Philadelphia, USA, 1974. Guillermo Calzadilla was born in Havana, Cuba, 1971. They live and work in

San Juan, Puerto Rico.
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 Jennifer ALLORA &
Guillermo CALZADILLA
American, Cuban, b. 1974, 1971

Returning a Sound, 2004
Video
 5,42 min
Edition 6/6

Vieques is an island off the mainland of Puerto Rico used by the U.S Navy and NATO forces as military testing ground as from the

1940s. Civil disobedience and active protest movements initiated by local inhabitants and an international support network led to

the end of the bombings and progressive demilitarization in 2002. Allora & Calzadilla became involved in the defense of this cause

in 2000 and made a series of works relating to the story of this island. This video demonstrates the beginning of their ongoing

interest in the interplay between militarism and sound. In Returning A Sound, Homar, the motorcycle driver and activist, drives

around the island as if reclaiming the territory. The muffler was altered so it no longer silenced the noise and became a musical

instrument instead, like a trumpet to announce decontamination and recovery in echo to the terrible exploding sounds that had

shaped the lives of the Vieques inhabitants for 60 years.

“As artists, we became interested in questions related to the sonic violence that marked this space, as it was exposed to

earsplitting detonations up to 250 days out of the year. The first work we made in that regard was Returning A Sound, which we

filmed just after the military lands were semi-opened to the public in 2003.” Guillermo Calzadilla, quoted in Carlo Motta, “Allora &

Calzadilla”, BOMB magazine, 109, Autumn 2009.

Allora & Calzadilla have been working collaboratively since 1995. Their approach to history and contemporary geo-political or
ecological realities is humorous, poetic, and socially engaged. sculpture, photography, performance, sound and video, Allora &

Calzadilla's question truths, actively resist, investigate cultural material and language, open up new narratives. The form or forms

they choose in each project is dependent on the site, their research and the message they seek to convey. Their work has led

them to a keen interest in the interplay between militarism and sound (Returning the Soundin 2004, Clamorin 2006, Stop, Repair,

Prepare: Variations of Ode To Joy for a Prepared Pianoin 2008). Digging deep into the archaeology of a place, a piece of music,

words, a situation of conflict,  Allora & Calzadilla are known for being voices of hope and dissonance, their art is a call to attention.

They represented the USA at the Venice Biennale in 2011 with a new body of work, Algorithm, which was composed of Gloria

(ATM Pipe organ computer), Track and Field (tank and treadmill, runner) and Body in Flight (American).

Jennifer Allora was born in Philadelphia, USA, 1974. Guillermo Calzadilla was born in Havana, Cuba, 1971. They live and work in

San Juan, Puerto Rico.
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Francis ALYS
Belgian, b. 1959

The Nightwatch, 2004
Video
17 min
Edition 3/10

“The Nightwatch”, which is an ironic reference to the celebrated painting by Rembrandt, follows the course of a fox wandering
among the celebrated collections of the National Portrait Gallery in London. The path of the fox, from galleries containing 16th,
17th and 18th century portraits of historic figures from British history hung on plush walls, is circuitous and seemingly random.
The fox tracks back and forth, sometimes inspecting the gallery furniture, often walking through the middle of the room but
sometimes around its perimeter until eventually it climbs on top of a showcase, covered in fabric where he settles down to sleep.
The actions of the fox are observed from the close-circuit television cameras which form part of the museum's security system.
Foxes are now commonly found in London roaming the suburban streets at night-time. They are in a sense flaneurs sauvages.
The insertion of a fox in such an august institution is at once bizarre and yet in some sense perfectly normal. There is a constant
tension in the film: will the fox do some damage, what attracts him to particualr places that he returns to; how does he decide
where he will settle. The fox acculturises to the gallery in the same way he has become acclimatised to the city. The fox is an
outsider, an interloper banned from the city that has re-inserted itself. Alys draws a parallel between the fox and himself. 'No
matter how long I have been away, I have one foot in a European culture, and one foot out… A lot of my work has played on the
double status'. The theme of surveillance is multi-layered. On the one hand the fox is staking out the gallery; the portraits on the
wall appear to be watching him; the security cameras are monitoring both the paintings and the fox and finally, we the viewer are
observing the whole action.
Trained as an architect, Alÿs turned to a visual arts based practice in the early 1990s as a more immediate, direct, and effective
way of exploring issues related to urbanization, to the ordering and signification of urban space and to the semiotics of its use.
His work initiates with a simple action, either by him or others, which is then documented in a range of media. Alÿs explores
subjects such as modernizing programs in Latin America and border zones in areas of conflict, often asking about the relevance
of poetic acts in politicized situations. Documentation is central to his practice as well as painting, drawing, and video. In his
work, “When Faith Moves Mountains” (2002) made in collaboration with Mexican critic Cuauhtemoc Medina, Alÿs recruited 500
volunteers outside of Lima, Peru. Each person moved a shovel full of sand one step at a time form one side of a dune to the
other, and together they moved the entire geographical location of the dune by a few inches. Critic Jean Fisher linked Alÿs’ work
to the radical event of precipitating a crisis of meaning, where the exposure of a void of meaning is confronted by its social
situation, leading up to some kind of truth. 
Francis Alÿs was born in Belgium in 1959. He lives and works in Mexico City.
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Carlos AMORALES
Mexican, b. 1970

Useless Wonder, 2006
Video
13 min
Edition 1/5

The animation is composed of digital vector drawings drawn from the artist's image archive. Figurative and abstract
The animation is composed of digital vector drawings drawn from the artist's image archive. Figurative and abstract silhouetted

motifs, in a palette of red, black and white, are combined to create a world of fantasy rich in dream, horror, and plastic potential.

The graphic imagery contains animals, humans, nature, mythological figures, constantly morphing into one another in an

intoxicating depiction of chaos and order. The world is represented in a constant state of flux and the soundtrack heightens a

threatening atmosphere.This work was based on the 1838 novel by Edgar Allan Poe, The Narrative of Arthur Gordon Pym of

Nantucket, recounting a sea voyage. Poe was famous for his interest in cryptography and pictograms which must have captured

Amorales's imagination.The other screen features a world map disassembling and reassembling, between geological catastrophe

and formation, in accordance with the apocalyptic title. The Power Plant in Toronto presented the exhibition Carlos Amorales:

Useless Wonder in 2006.

Carlos Amorales studied at the Rietveld Academie and Rijksakademie in Holland in the 1990s. He is famous for his

choreographed performances under the name Amorales vs. Amorales, staging masked Mexican wrestlers in museums and

galleries worldwide. He has built up a Liquid Archive, a digital imagery database, which encompasses personal, political and

popular sources. He transforms this iconographic store into his signature graphic style which then transfers into his practice which

involves paintings, drawings and installations, video animations and performances. He works with motion graphic designers, media

researchers, and musicians to a certain contemporary collective unconscious based on media-driven codes of perception and

spectacle. Amorales is versed in the most cutting-edge communications strategies, in the power of strong, bold, catchy signs and

signals and near hypnotic perceptual experiences. He develops the full potential of the digital age and decries copyright laws by

highlighting the creative opportunities available today.

Carlos Amorales represented the Netherlands at the 2003 Venice Biennale.

Carlos Amorales was born in Mexico in 1970. Lives and works in Mexico City.
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Carlos AMORALES
Mexican, b. 1970

Why fear the future ?, 2005
Silkscreen on 54 cards
29,7H x 41,3W cm 

Produced on the occasion of an exhibition at ARTIUM of Alava, Basque Centre-Museum of Contemporary Art, this deck of cards is

a selection of images from Carlos Amorales's Liquid Archive. and abstract silhouetted motifs, in a black and white palette, are

combined to create a world lodged between fantasy and reality typical of the tarot game. Airplanes, letters, naked women, Osama

Bin Laden, Che Guevara, mythological figures, skulls, wrestlers' masks are some of the visuals that populate this printed object. It

was distributed to fortune-tellers for their interpretation of the future. It is also presented framed and hung in a grid or as an artist's

book. Jennifer Allen writes in artforum (Summer 2005): “Surfaces can serve blindness and vision: images, decoration and destiny.

While linking clairvoyants, psychologists, and art critics as interpreters, Amorales also levels the hierarchy between artists, whose

creations are generally treated as singular, and actors and musicians, who often interpret works that have already been produced

or performed by others. In the era of postproduction – where images tend to be ready-made – the artist is simply a point of

distribution, not the origin of images.”

An edition exists in the collection of the Museum of Modern Art, New York.

Carlos Amorales studied at the Rietveld Academie and Rijksakademie in Holland in the 1990s. He is famous for his

choreographed performances under the name Amorales vs. Amorales, staging masked Mexican wrestlers in museums and

galleries worldwide. He has built up a Liquid Archive, a digital imagery database, which encompasses personal, political and

popular sources. He transforms this iconographic store into his signature graphic style which then transfers into his practice which

involves paintings, drawings and installations, video animations and performances. He works with motion graphic designers, media

researchers, and musicians to a certain contemporary collective unconscious based on media-driven codes of perception and

spectacle. Amorales is versed in the most cutting-edge communications strategies, in the power of strong, bold, catchy signs and

signals and near hypnotic perceptual experiences. He develops the full potential of the digital age and decries copyright laws by

highlighting the creative opportunities available today.

Carlos Amorales represented the Netherlands at the 2003 Venice Biennale.

Carlos Amorales was born in Mexico in 1970. Lives and works in Mexico City.
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Fikret ATAY
Turkish, b. 1976

Rebels of the Dance, 2003
Video
 10,52 min
Edition 6/6

In the video Rebels of the dance, two boys are filmed dancing to traditional Kurdish songs inside of the confined space of an ATM.
Shy, proud and joyful, the two boys appear to be influenced by a third person – the artist and his camera. Their play of eyes
creates an atmosphere reminding one of the close scrutiny and state control of the Kurdish population. While Atay films, the music
grows and intensifies, and the ATM machine becomes a simple decor for the scene, losing its proper function. As if in a state of
triumph, music and dance take on the role of a new language of power, juxtaposing local identity with an international dimension of
the city and country. This simple performance gives meaning to the geographical and political situation of Batman, whose oil
resources are rich, although its citizens rarely reap benefit from its natural wealth.
*This title is a variation of a televised transmission representing 90 folk dancers "Sultans of the Dance" which was a big success in
Turkey.

It is said that the artist Fikret Atay secretly stole his parent's camera to film the city of Batman and its citizens in East Turkey. His
first experiments later transformed themselves into his first videos such as "Fast and Best" (2002) and "Rebels of the
Dance" (2002). The city of Batman is a mid-sized Turkish city situated on the border with Irak. Its geographical and political
situation inevitably contextualizes the work of Atay and inside of this context is Atay's focus on the city's citizens, its communities
and traditions, whether linguistic, family orientated, musical or religious. Camera in hand, Atay makes short videos of everyday life.
Despite the fact that they are direct and spontaneous, the images conserve an ambiguity, at times mysterious from a outsider's
point of view. In this regard, Atay translates reality while adhering to a larger grain of complexity.
Fikret Atay was born in Batman, Turkey in 1976. He lives and works in Batman, Turkey.
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Walid Raad / ATLAS GROUP
Lebanese, b. 1967

Notebook, volume 38 :
Already been in a Lake of Fire,

1991
Archival inkjet on archival paper
115H x 200W (framed)
Edition de 3

This image is an extract from a notebook in the archives of doctor Fakhouri that lists the cars that have been used for bombs
between 1975 and 1991. Each page of the notebook contains a collage of an image of a car with the same make, model and color
as the exploded car with a text in Arabic that gives the details of the place, time and date of the explosion, the number of people in
the accident, the perimeter of destruction, the weight and the type of explosive. The images of the cars made visible are only
equivalents since the cars that actually exploded are totally destroyed. Doctor Fakhouri made reconstitutions while the information
collected in the media itself is subject to interpretation. The composition of these images in space is another distancing from the
real fact. Notebook number 72: Missing Lebanese Wars (linguistic) 
It is a little known fact that Lebanese historians were also gamblers during the war. They met every Sunday at the race courses.
Race after race, the historians were positioned behind the press photographers who were there to take a picture of the winning
horse passing the finishing line. The historians betted on how many fractions of seconds before or after passing the line the
photograph would be taken. That is to say that no photo showed the horse on the finishing line. Each page of the notebook
contains an image of the horse passing the finish line cut out of the Annahar newspaper on the following day. It features the
annotations of doctor Fakhouri on the length and duration of the race, on the winning horse and his timing, his average speed, the
initials of the different historians and their bets, the time between the snapshot and the passage of the finishing line, a very brief
description of the winning historian (here the linguist). These documents provoke questions about historical fact. Why are there no
images of the precise moment when the horse passes the finishing line? Does the press authorize the reproduction of false
information? Conscious of the impossibility of capturing the exact moment, the historians bet not on the horses but on the
photographer's margin of error. The evidence about an event is not necessarily linked to the production of an objective document.
There can be no certain objectivity with photographic material.

The Atlas Group is a project established in Beirut in 1999 to research and document the contemporary history of Lebanon. The
Atlas Group locates, preserves, studies and produces audio, visual, literary and other documents that shed light on this history.
The documents are preserved in The Atlas Group Archive which is located in Beirut and New York.
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Walid Raad / ATLAS GROUP
Lebanese, b. 1967

Missing Lebanese Wars,
Linguistic, 1996 - 2002
Single print, archival inkjet on archival
paper
112H x 127W cm (framed)
Edition de 3 + 1 ap

It is a little known fact that Lebanese historians were also gamblers during the war. They met every Sunday at the race courses.
Race after race, the historians were positioned behind the press photographers who were there to take a picture of the winning
horse passing the finishing line. The historians betted on how many fractions of seconds before or after passing the line the
photograph would be taken. That is to say that no photo showed the horse on the finishing line.
Each page of the notebook contains an image of the horse passing the finish line cut out of the Annahar newspaper on the
following day. It features the annotations of doctor Fakhouri on the length and duration of the race, on the winning horse and his
timing, his average speed, the initials of the different historians and their bets, the time between the snapshot and the passage of
the finishing line, a very brief description of the winning historian (here the linguist).
These documents provoke questions about historical fact. Why are there no images of the precise moment when the horse passes
the finishing line? Does the press authorize the reproduction of false information? 
Conscious of the impossibility of capturing the exact moment, the historians bet not on the horses but on the photographer's
margin of error. The evidence about an event is not necessarily linked to the production of an objective document. There can be no
certain objectivity with photographic material.

The Atlas Group is a project established in Beirut in 1999 to research and document the contemporary history of Lebanon. The
Atlas Group locates, preserves, studies and produces audio, visual, literary and other documents that shed light on this history.
The documents are preserved in The Atlas Group Archive which is located in Beirut and New York.
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Guy BEN-NER
Israeli, b. 1969

Wild boy, 2004
Video, single channel
17 min
Edition 4/6

Wild Boy  is the story of the education of Amir, the artist's son. Ben-Ner plays the educator's part, trying to domesticate the child.
Using the metaphor of the wild child is Ben-Ner's homage to this recurring theme in literature and cinema: from Edgar Rice
Burroughs' « Tarzan » to Truffaut's « L'enfant sauvage », and Rudyard Kipling's « Jungle book ». The video is an attempt at
capturing this decisive moment when the child lets go of its wilderness to become « civilized », and raises the nature/culture
dichotomy, dear to the Enlightenment philosophers.

In his films, Guy Ben-Ner plays with the history of cinema, referring to the experimental origins of silent film, to comic figures
such as Keaton and Chaplin, and to Truffaut's French New Wave. Since 1996, the artist has been concentrating on his family
members and stages them with burlesque humor. Just as Buster Keaton, he is at once actor-director, his wife and children the
only other actors, and his apartment the improvised set: he uses available furniture and objects, creates an artificial island in his
kitchen and constructs a tree house for « Treehouse Kit » (2005), a work in which the sculpture takes part in the video installation.
The theatrical aspect of the set relates to the playful situations. Each one of Ben-Ner's films participates, as an episode, to a
collection of fables about human nature, reenacting stereotypical motifs found in literature and cinema, such as the desert island
(« Berkeleys Island » 1999) or Moby Dick (2000).
Guy Ben-Ner was born in 1969, Ramat Gan, Israel. He lives and works in Tel Aviv.
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Christiane BAUMGARTNER
German, b. 1967

Formation I + II, 2006
Diptych, woodcut prints on Kozo paper
180H x 234W each

Baumgartner's own excursion into war imagery is the diptych Formation. She was watching a television documentary on the
Second World War, was struck by the extraordinary nature of the colour film and decided to video it. The two frames she isolated
depict the shadows the planes cast on the ground and the sun glinting off their steel fuselages. Of course the next few frames
showed the destruction they wrought as they strafed a target in Germany but Baumgartner was not interested in that aspect. It
was the beauty of the images she found compelling: the tones, the shapes and the speed.
Images from World War Two, when seen from the distance of years and the safety of the home, have become mythical. They
depict stories handed down with which a younger generation feels little personal connection. They no longer have the power to
shock and have entered the realm of the aesthetic. [...] The images we see through the refractive television screen are
aestheticised and their meaning is somewhat neutralised. [The artist] disarms them even further by means of Photoshop and,
then, by translating the image into woodcut. The final image is far removed from feeling, from experiencing the destructive
capacity of the war machines. »
Excerpt from Jeremy Lewison, « At the Still Point of the Turning World », in Christiane Baumgartner, edited by Johan Deumens,
2007, p. 43

Christiane Baumgartner's practice is related to her origins. Born in Germany's historic capital of book publishing, she trained as a
printmaker and has also made books. Woodcut is her preferred medium.
In her works she travels backwards in the history of image technologies, first by making videos or photographs that she transfers
herself onto large-framed boards, then by carving and printing them. The topics depicted are often transport infrastructures
(roads, tunnels, airports...) which evoke traveling, circulation in space, and also play a major role in armed conflicts; these urban
landscapes in which concrete predominates, evince the alienation of the modern environment, the boredom of long journeys and
embody the fanaticism for speed accompanying the development of transport in the contemporary era. Her motifs contrast with
her use of a primitive handicraft. The slowness of this technique makes an ironic contrast with her subjects.
Christiane Baumgartner's artistic approach thereby weaves a complex relationship to time, combining a return toward the past, a
contemporary fascination for speed, and the deliberate choice of a painstaking technique.
Christiane Baumgartner was born in Leipzig, Germany, in 1967. She lives and works in Leipzig.
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Martin CREED
British, b. 1968

Work n. 335: THINGS, 2004
Pink neon light
75,7H x 16,5W cm
Edition 2/3

Martin Creed is a sculptor, filmmaker, performer and installation artist. Working within a minimal or conceptual mode, most of his

artworks, objects, statements, suggestions or performances are titled “Work” and numbered. He wittily subverts the definitions of

art and often uses mundane modest materials such as Blu-Tack, balloons, tape, piles of paper. In 1993, Work No. 81 consisted of

a one-inch cube of masking tape in the middle of every wall in a London firm and since 1998 Work No. 200 proposes “the air in a

given space” through filling it with balloons. Yet any anti-materialism is occasionally counteracted like in the marble staircase

realized for the city of Edinburgh or the bronze sculptures. Creed is constantly reappraising things and nothings and all incumbent

relations. During 5 months in 2008, Work No. 280 London runners sprinting one by one through the Duveen Galleries in Tate

Britain.

Martin Creed was born in Wakefield, UK, 1968. Lives and works in London, UK and Alicudi, Italy. .
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Zarina BHIMJI
Ugandan, b. 1963

Bapa Closed His Heart.
It Was Over, 2001-2006
Ilfochrome Ciba Classic Print
127H x 160W cm (framed) 
121,9H x154,9W cm (unframed)

Born in Uganda of Indian descent, Bhimji has lived in London after her family sought refuge from the regime of Idi Amin who
compulsorily expelled all Asians from Uganda. Her recent work has been concerned with revisiting the country of her childhood
and engaging with the experience of exile, political and social destruction, and deprivation.
This photograph, which belongs to the series "Love", was shot by Bhimji during her journey in Uganda in 2001, but was only
edited in 2006. It depicts Entebbe airport, the site of evacuation of Asian refugees as well as the site of a daring attempt to
resolve a hijacking crisis by Israeli forces in 1976. Although still functioning, principally for private aircraft, it is dilapidated.
Commercial flights use a more modern airport, as though Entebbe airport is too scarred by history to be reused. The contrast
between the private aircraft and the destitute building is striking. The work evokes a bygone era as well as the consequences of
enforced action. The play of light and shadow is emphatic, the dark interior, with its lattice window frames, evoking prison
conditions in contrast to the verdant open landscape. The title of the work refers to Bhimji's father and his decision to leave
Uganda, thus closing a chapter of the family history. By returning to Uganda, Bhimji has reopened it.

Zarina Bhimji's films and photographs result from prolonged research in the field. Over the past few years she has traveled to
Zanzibar, India and East Africa (including Uganda where she was born), retracing the path of the former British colonists.
However the artworks produced from her enquiries are not in the documentary genre: she is interested in evoking human
presence in places where it is absent, but where an atmospheric tension resulting from previous tragic events is still felt.
Notwithstanding the manifestation of an acute political awareness in her work, Zarina Bhimji does not neglect the visual aspect:
architecture is put to good use in her meticulous compositions, walls being a recurring motif of her visual vocabulary. Her
landscapes are sometimes close to abstraction, yet one can feel in them the power of past violence. The beauty and poetry
emerging from the images evince a feeling of wonder mixed with a profound melancholy, in the romantic tradition. 
Zarina Bhimji was born in Mbarara, Uganda in 1963. She now lives and works in London. 
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Martin BOYCE
British, b. 1967

Our Love Is Like The Flowers,
The Rain, The Sea and The
Hours, 2002
Installation

In he installation "Our Love is like the Flowers, the Rain, the Sea and the Hours," Martin Boyce uses common elements from public
gardens – trees, benches, trashbins– in a game which describes at once a social space and an abstract dream space. The trees,
unique sources of light in the exhibition space, produce their own environment. These sculptures, as if extracted from a set, are
enough to suggest an atmosphere, a landscape, or a movie. Their nocturnal depiction is ambivalent, hovering between poetic
beauty and the potential threat of a park at night. Romantic views of nature blend with modern ideas of optimism and equality.
However, from it emerges from a deep anxiety or paranoia. The perceived space cannot be localized inside a certain reality, rather
it pertains to the everyone’s imagination. Therefore, in the installation, the viewer produces what he sees around him with his own
eyes and own journey through the space. Its space becomes the psychological and emotional space of an idler. When describing
the piece, Boyce has stated that the sculptures move far from the visible and the material generating more of an emotional state
rather than theoretical reflection.

"My installations draw upon imaginary and fragmented landscapes. When I introduce an object within an installation, it recalls the
world from where it is derived from, like a fragment, it is a exploded variation." The universe of Martin Boyce is multifarious,
extracting fragments of reference as varied as architecture, design, cinema, Scottish literature, Japanese poetry, etc. His forms do
not fit perfectly within one category and exist more as ghosts of meaning. For instance, a sculpture can distinctly resemble a tilted
ping-pong table although all the elements deviate from such a table to a great extent. Concrete trees by Joel and Jan Martel made
in 1925 for the Decorative Arts Exhibition in Paris are a recurrent theme throughout the work of Boyce, as well as replicas in
"Electric trees and telephone booth" (2006) and formal traces in works such as "We are still and reflective" (2007). The artist sees
these objects as a perfect "collapse" between architecture and nature. The sculptures, consisting of trees, gates, vents, signs, dot
the exhibition space, becoming a stage. While the forms and materials from were conceived to be functional, Martin Boyce uses
them less as objects of representation and more as objects of emotion. Their titles, extracted from fragments of poems, pop songs,
slogans, exist as a way to "inhabit" the installations and poeticize the real.
Martin Boyce was born in Glasgow, Scotland in 1967 where he lives and works today.
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Olaf BREUNING 
Swiss, b. 1970

We only move
when something changes , 2002
C-Print photograph 
gluebacked on aluminum
122H x 155W cm
Edition 4/5

In the work "We only move when something changes !!!," Olaf Breuning composes a portrait of posed antiglobalization protesters,
each wearing clown noses, inside of a scene reminiscent of an event. Like in the work " Easter Bunnies" (2004) (photographs of
the Moai of Easter Island with big ears and rabbit teeth supported by scaffolding) the artist introduces the outside frame into his
photographic frame. The detail of the red noses, that punctuate the image, re-examine the photograph's meaning by introducing
the role of the absurd inside of contemporary global issues. At once critical and playful, Breuning doesn't alienate his subjects. The
young anti-globalization activists are not impaired. Instead, they are shot or snapped in a moment of confusion, which is equally
shared by Olaf Breuning himself. The spelling mistake of 'when' creates a supplementary text of a subtext. "Wehen" in German
signifies the act of floating in the wind and the pains of childbirth. A linguistic slip surprisingly in tune with the subject of the image,
the photograph evokes youth's generational gap torn between the uncertainties and desires of action.

Olaf Breuning's photographs, videos, performances and installations play with codes of mass production with references to
publicity, fashion and cinema and “high” and “low” art. Between fiction and reality, fairytales and triviality, nightmare and bad jokes,
the artist immerses his viewers decidedly into a pop and kitsch culture which is constantly being revisited. His works, made up by
quotations, collages, and sampling are highly built. Often hyper-aestheticized, they work as "script-machines" reminiscent of
special effects from the film industry. The artist frequently holds up a distorting mirror to his viewer, posing several questions of
critique and play.
Olaf Breuning was born in 1970 in Schaffhausen, Switzerland. He lives and works in New York and Zurich.
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Olaf BREUNING 
Swiss, b. 1970

Vikings I&II, 2002
Diptych photograph
80H x 100W cm

For this image, Olaf Breuning invented a revised stone age corrected for the cinema in which dolmens and leather were replaced
by surf boards and neoprene clothing. With the beach as a backdrop, the hyper-aestheticized vikings seem to pose for a surf ad.
The collage on the horizon line, the heterogenous nature of the lighting and the costume-like clothing all point to the mise en
scène. The artist stated: “I am trying to invent a primitive tribe”. His positioning in relation to stereotype is dual: he exposes them by
exaggerating them and displaces them by absorbing them within the iconography of his work.

Olaf Breuning's photographs, videos, performances and installations play with codes of mass production with references to
publicity, fashion and cinema and “high” and “low” art. Between fiction and reality, fairytales and triviality, nightmare and bad jokes,
the artist immerses his viewers decidedly into a pop and kitsch culture which is constantly being revisited. His works, made up by
quotations, collages, and sampling are highly built. Often hyper-aestheticized, they work as "script-machines" reminiscent of
special effects from the film industry. The artist frequently holds up a distorting mirror to his viewer, posing several questions of
critique and play.
Olaf Breuning was born in 1970 in Schaffhausen, Switzerland. He lives and works in New York and Zurich.
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Elina BROTHERUS
Finnish, b. 1972

Der Wanderer 3, 2004
Photograph glue-backed on aluminium
105 x 133 cm

A subject's back stands before a landscape of mountains, arid and majestic, "Der Wanderer 3" revisits the theme of man versus
nature dear to Romantic painting and the paintings of Caspar David Friedrich in particular. "From him I returned to the theme of the
character turning their backs to the viewer. I love the back. The back is quiet, discreet, polite and distant. It does not challenge the
viewer as the eye does, the viewer looks at the same landscape as the model, but they are not disturbed." With the series "The
New Painting" made between 2000 and 2004, Brotherus confronts the photographic medium to the codes of classical painting, its
subjects and aesthetics, particularly those of the landscape and the use of the nude.

Elina Brotherus depicts, through her photographic work a portrait of the contemporary artist made during different artistic
residencies. Frequently in her work, she is the main model. In the series of "Suites françaises" made during a residency of three
months at the Musée Nicéphore Niepce at Chalon-sur-Saône in 1999, the artist questions her relation to a foreign language,
showing the difficulty in naming things with "post it" stickies. From this work emerges a sense of autobiographical intimacy, of
which the camera exists as an absent witness. The artist captures decisive emotional states: the skin texture of a dancer in
rehersal, a fine arts model posing as a Degas nude, a state of mind before leaving...The theme of landscape links introspection
and contemplation as revealed in her self-portaits. One thinks of Caspar David Friedrich who stressed in his paintings that art
played a role as mediator between nature and man. When referring to her work Brotherus has stated, "For me, photography is
primarily a constructed image. I consider myself a "maker" of images, or perhaps as someone who finds images. Visual discovery
is very important. The working process follows after in the lab."
Elina Brotherus was born in 1972 in Helsinki, Finland. She lives and works between Paris and Helsinki.
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Maria BUSSMANN
German, b. 1966

Search for the origin of the
work of art or on the way to
Heidegger’s cabin, 2005
20 drawings
30,5H x 20,5W each

Maria Bussmann’s works represent an insistent attempt to fathom the epistemological quality of her medium, drawing. For the

artist, drawing is the most direct form of artistic expression, both as a medium of analysis and of communication. Her work

traditionally grows out of her relationship to reading and the generative force of philosophy and literature, as well as personal

references such as temporary sites of residence. Authors that have inspired her work include philosophers Heidegger, Merleau-

Ponty, Wittgenstein and Apuleius. Her drawings, at times exhibited as scrolls, exist as open-ended commentaries and annotations

to philosophical thinking rather than illustrations of readings or experiences. While reading and thinking, the artist transfers visual

ideas that develop in her mind into a two-dimensional space making the drawing expansive. In a transformational process,

individual pictorial elements appear like encoded emblems, resulting in a rich textual interwoven fabric. The result is a bulk of

sketches made into series around her interpretations of philosophical strands or subjects of reference.

The drawing “Heidegger’s Cabin” (2005) is inspired by Martin Heidegger's essay, “The Origin of the Work of Art." During the artist’s

stay in a high alpine area, near a lake reservoir, Bussmann related the landscape in her surroundings to her reading of

Heidegger’s terms on the work of art and the meaning of a “thing.” In attempt to link spiritual heights to natural heights, Bussmann

metaphorically relates the subjects of being and truth to a hiking path, and its different degrees of challenge and risk. In the

drawings rather than finding the optimal path to reach ultimate meaning and materialization, Bussmann never arrives at

“Heidegger’s Cabin,” and instead is led off the beaten track to areas she never discovered before. Upon her return from the

mountains in 2004 and 2005, she continued to develop the series, leading up to 20 drawings on handmade paper that attempt to

problematize Heidegger’s theory on artworks as “things” as bearers of traits, “things” confronting the world of perception, and

“things” as formed matter.

Maria Bussmann was born in 1966 in Würzburg (Germany). Having studied at the Academies of Fine Art in Nuremberg and

Vienna, she graduated in philosophy and cultural studies from Vienna University. The artist lives and works in Vienna and New

York.
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Patty CHANG
American, b. 1972 

Shangri-La, 2005
Video
40 min
Edition 2/5

The video "Shangri-la" refers to the mythical city of James Hilton's novel "Lost Horizon" written in 1933 and is exemplified in a film
by Frank Capra which speaks of eternal youth in a city of happiness. In 1997, a small town in an agricultural region of central
China near the Tibetan border was proclaimed as the place that inspired Shangri-la. Thereafter, a dozen other cities in the same
area have claimed to be paradise on earth, prompting a marketing battle without mercy, raging on until the government's
intervention. The mirror used to build the model of the mountain is highly symbolic and often appears in the work of the artist. In
literature and art, it represents the transition between reality and the dream world composed of projections and desires. Chang's
work focuses on the reality and fiction inherent in an existing space in both its concrete embodiment and its myth. She explores the
idea of a real journey to an imaginary place. This work exposes contradictions: the search for a city's roots and traditions leads to
a falsification of its history, and cultural conflicts inside of touristic and financial goals.

When she arrived in New York in the mid 1990s, Patty Chang became involved in the performance scene. Staging her own body in

intensely difficult situations enables her to denounce problems she observes in contemporary society such as various excessive

behaviors like eating disorders, as well as the sex trade, gender and cultural stereotypes, identity issues. Soon, she also used

video and photography (like the Contortion series 2000-2002) to document her actions and extend her practice. By appropriating

cinematic conventions, popular culture, pornography, literature and translation, Chang ceaselessly explores and subverts historical

and current relations between East and West.
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Marcelo CIDADE
Brazilian, b. 1979

Re : definição de projeto
arquitetônico 2, 2006
Watercolour on Canson paper, framed
150H x 250W cm
Edition 1/1

Marcelo Cidade interrogates the city, architecture and urban planning. This architectonic drawing proposes modular possibilities,

adaptable variations based on the form of the concrete block (a material which is often actually integrated in his practice). The

“re-definition” announced in the title is in construction, in process, under development, in flux. The investigation appears

incomplete, but potentially infinite, therefore full of potential.

This work is like a claim for the competence of artists to contribute to new visions for society, like a hymn to their capacity for

imagination within a larger debate. Cidade offers abstract viewpoints on real societal questions to do with housing and propriety

development while pointing to an urgent need for revisiting Brazilian history of Modernist architecture and Neoconcretism.

Marcelo Cidade is an artist of situations, if not a Situationist of a new age, as he drifts through city streets around the world

creating actions, interventions, films, photographs or drawings. His interests lie in the possibilities of public space and its

connection with the private sphere, he resists forms of constraint and moves freely within the human community and through urban

environments. Questioning systems and working in the peripheries or interstices allows Cidade poetic freedom in his artistic

practice and open engagement with language, art history and politics. In 2005, he wrote “To resist = to (re) exist” 2000 times in

downtown São Paulo.

Marcelo Cidade was born in 1979, São Paulo, Brazil. Lives and works in São Paulo, Brazil.
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Marcelo CIDADE
Brazilian, b. 1979

Realização impossível ou o
poder como soma de seduções
2, 2006
Photograph
60H x 40W cm
Edition 1/3

This series of photographs reflects Marcelo Cidade's incessant walks or drifting through the city and his chance encounters with a

certain street poetry like the Surrealists or Situationists before him. He captures incongruities or everyday simplicity and highlights

their suggestive power. The composition and framing of these interventions specially emphasizes the object of interest and the

humor of the context. Signs, architecture, styles, color schemes, offer the viewer a sense of place while remaining potentially

universal. Sculptural happenings like this one – a telephone cabin or some such structure entirely covered in silver tape – point to

the city's perpetual mutations. The title conveys uselessness, failure, tension, in between states but also empowerment. According

to the artist, this force is arrived at through persistent accumulation of noticed sensualities and a keen nearly amorous eye on

one's environment.

Marcelo Cidade is an artist of situations, if not a Situationist of a new age, as he drifts through city streets around the world

creating actions, interventions, films, photographs or drawings. His interests lie in the possibilities of public space and its

connection with the private sphere, he resists forms of constraint and moves freely within the human community and through urban

environments. Questioning systems and working in the peripheries or interstices allows Cidade poetic freedom in his artistic

practice and open engagement with language, art history and politics. In 2005, he wrote “To resist = to (re) exist” 2000 times in

downtown São Paulo.

Marcelo Cidade was born in 1979, São Paulo, Brazil. Lives and works in São Paulo, Brazil.
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Marcelo CIDADE
Brazilian, b. 1979

Eu preciso estar seguro de
você 1, 2006
Photograph
92H x 107W cm
Edition 1/3

This series of photographs reflects Marcelo Cidade's incessant walks or drifting through the city and his chance encounters with a

certain street poetry like the Surrealists or Situationists before him. He captures incongruities or everyday simplicity and highlights

their suggestive power. The composition and framing of these interventions specially emphasizes the object of interest and the

humor of the context. Signs, architecture, styles, color schemes, offer the viewer a sense of place while remaining potentially

universal. Sculptural happenings like this one – a telephone cabin or some such structure entirely covered in silver tape – point to

the city's perpetual mutations. The title conveys uselessness, failure, tension, in between states but also empowerment. According

to the artist, this force is arrived at through persistent accumulation of noticed sensualities and a keen nearly amorous eye on

one's environment.

Marcelo Cidade is an artist of situations, if not a Situationist of a new age, as he drifts through city streets around the world

creating actions, interventions, films, photographs or drawings. His interests lie in the possibilities of public space and its

connection with the private sphere, he resists forms of constraint and moves freely within the human community and through urban

environments. Questioning systems and working in the peripheries or interstices allows Cidade poetic freedom in his artistic

practice and open engagement with language, art history and politics. In 2005, he wrote “To resist = to (re) exist” 2000 times in

downtown São Paulo.

Marcelo Cidade was born in 1979, São Paulo, Brazil. Lives and works in São Paulo, Brazil.
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Claire FONTAINE
French, b. 2004

Foreigners Everywhere (Italian),
2006
Multimedia installation
10H x 100W x 4,5D cm

John Kelsey: Claire Fontaine's practice seems to revolve around the word « foreigner »... could you say something about this
concept, if indeed it is one, and how it informs (infects) your activities and tactics?Claire Fontaine: The series of neon signs «
Foreigners Everywhere » in several different languages, for example, is named after an anarchist collective from Turin that fights
racism through its different activities. The ambivalence in their name made me wonder what might happen if it was physically and
materially displaced into different sites and contexts. It's clear now that immigration and emigration are not simple
epiphenomena linked to the economy. They are existential and perceptual experiences in their own right. As for the strangeness
that we can all feel when faced with a world that is entirely fabricated and governed by senseless logics, that can certainly be a
driving force in the struggle. The idea of the human strike borrows a lot from Bertolt Brecht�from what he described as a

process of « estrangement » within the power relationships that constitute who we are�in order to produce events in this interval

in the normal flow of things. I don't think there is anything coquettish about our use of different languages. It stems from the fact
that we were born elsewhere and left for no particular reason, except perhaps the fact of no longer being at home. The
contradictions, power relations, and violence that one's own language buries or blunts become manifest when you use a
language that isn't your own. The struggle with meaning then gives form to what Deleuze and Guattari claimed to find in Kafka:
the « foreign language within language ». Basically, this is what artists are trying to speak. The promise of community rests solely
in this impropriety ».   Claire Fontaine interviewed by John Kelsey, available on the artist's web site

Claire Fontaine is a Paris-based collective, founded in 2004. After lifting her name from a popular brand of school notebooks,
Claire Fontaine declared herself a "readymade artist" and began to elaborate a version of neo-conceptual art that often looks like
other people's work. Working in neon, video, sculpture, painting and text, her practice can be described as an ongoing
interrogation of the political impotence and the crisis of singularity that seem to define contemporary art today. But if the artist
herself is the subjective equivalent of a urinal or a Brillo box - as displaced, deprived of its use value, and exchangeable as the
products she makes - there is always the possibility of what she calls the "human strike." Only two years old, Claire Fontaine
uses her freshness and youth to make herself a whatever-singularity and a existential terrorist in search of subjective
emancipation. She grows up among the ruins of the notion of authorship, experimenting with collective protocols of production,
détournements, and the production of various devices for the sharing of intellectual and private property.
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Michael CRAIG-MARTIN
Irish, b. 1941

Untitled (violet), 2005
Acrylic on paper
101,6H x 80W cm

Michael Craig-Martin studied fine art at Yale University returning to Europe in the mid-1960s and becoming one of the key figures

in the first generation of British conceptual artists. He was a professor at Goldsmith's College from 1974–88 and 1994–2000,

where he remained a powerful influence on the emerging British artists. His early work made deliberate reference to the American

artists he most admired, such as Donald Judd, Jasper Johns and Robert Morris. Although he was particularly affected by

Minimalism and used ordinary household materials in his sculptures, playing against the logic of his sources. In the early 1970s, he

exhibited his now seminal piece An Oak Tree, consisting of a glass of water standing on a shelf attached to the gallery wall. In the

accompanying text, he asked himself questions to assert that the glass was in fact an oak tree.

Craig-Martin continued working in various forms, always maintaining an elegant restraint and conceptual clarity. During the 1990s

the focus of his work shifted decisively to painting, with the same range of boldly outlined motifs and luridly vivid color schemes in

unexpected (and at times apparently arbitrary) combinations applied both to works on canvas, and to increasingly complex

installations of wall paintings.

Michael Craig-Martin was born Dublinin  in 1941. He lives and works in London.
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Martin CREED
British, b. 1968

Work No. 299 , 2003
C-Print photograph
75H x 100W cm 

This photograph of Martin Creed himself was used as the invitation card for a fundraising auction of works on paper at Christie's

South Kensington in support of Camden Arts Centre's first year in a refurbished building in 2005. His broad smile, on the verge of

laughter, encourages reciprocity on behalf of the onlooker. This could be said to be a typical tactic in Creed's work as it is so

infused with humor and irony. To him, art is like a game, or certainly very much a part of banal reality. Within the genre of self-

portraits, this subverts the usual tradition of images of the artist as creator. Creed often jokes or questions whether the artwork (or

in this case the persona of the artist) has any value or exists. Standing in front of a very British brick wall which likely carries art

historical connections and puns, Creed seems to mock or certainly stand amazed at his own commercial success. In 2001, he won

the Turner Prize with his controversial Work No. 227. The Lights Going on and off.

“I want to make things. I'm not sure why, but I think it's got something to do with other people. I think I want to try to communicate
with other people, because I want to say 'hullo', because I want to express myself, and because I want to be loved.”

Martin Creed is a sculptor, filmmaker, performer and installation artist. Working within a minimal or conceptual mode, most of his

artworks, objects, statements, suggestions or performances are titled “Work” and numbered. He wittily subverts the definitions of

art and often uses mundane modest materials such as Blu-Tack, balloons, tape, piles of paper. In 1993, Work No. 81consisted of a

one-inch cube of masking tape in the middle of every wall in a London firm and since 1998 Work No. 200proposes “the air in a

given space” through filling it with balloons. Yet any anti-materialism is occasionally counteracted like in the marble staircase

realized for the city of Edinburgh or the bronze sculptures. Creed is constantly reappraising things and nothings and all incumbent

relations. During 5 months in 2008, Work No. 280 London runners sprinting one by one through the Duveen Galleries in Tate

Britain.

Martin Creed was born in Wakefield, UK, 1968. He lives and works in London, UK and Alicudi, Italy.
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Gregory CREWDSON
American, b. 1962

Forest  Gathering N. 2, 2005
Photograph
Edition 16/20

Forest Gathering N.2 is part of the series of photographs Beneath the Roses (2003-2005) where anonymous townscapes, forest

clearings and broad, desolate streets are revealed as sites of mystery and wonder; similarly, ostensibly banal interiors become the

staging grounds for strange human scenarios. These scenes are tangibly atmospheric, visually alluring and often deeply

disquieting. Never anchored precisely in time or place, these and the other narratives of Beneath the Roses are rather located in

the dystopic landscape of the anxious American imagination. Crewdson's process and approach are patently cinematic. This

series took shape over the course of three years in collaboration with a full production team.

His projects are made both on studio soundstages and on location in various small towns. After the photograph is taken, Crewdson

continues his obsessive process in post-production, using state-of-the-art digital compositing and special effects. And in the end –

like film at its best – Crewdson's fictions, elaborately staged and plotted though they may be, convey an experience that is

intensely real.

Gregory Crewdson works within a photographic tradition that combines the documentary style of William Eggleston and Walker

Evans with the dream-like vision of filmmakers such as Stephen Spielberg and David Lynch. Crewdson’s method is equally filmic,

building elaborate sets to take pictures of extraordinary detail and narrative portent.

When he was ten, Crewdson’s father, a psychoanalyst, took him to see a Diane Arbus exhibition at MoMA, an early aesthetic

experience that informed his decision to become a photographer. Crewdson’s everyday scenes with charged, surreal moods hint

at the longings and malaise of suburban America are like incomplete sentences, with little reference to prior events or what may

follow. The artist has referred the 'limitations of a photograph in terms of narrative capacity to have an image that is frozen in time,

(where) there's no before or after' and has turned that restriction into a unique strength.

Gregory Crewdson was born in New York in 1962. He lives and works in New York.
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Abraham CRUZVILLEGAS
Mexican, b. 1968

Improvisación escrita para
lectura a primera vista, 2005
Multimedia installation

As a sculptor and writer, Cruzvillegas began as a central participant in a new wave of conceptual art in Mexico City during the late

1980s and 90s, studying under Gabriel Orozco from 1987 to 1991. Along with Orozco, Damian Ortega, Dr Lakra, and Minerva

Cuevas, Cruzvillegas was considered part of a new movement in Latin American art. An important factor in play in the artist’s work

is art itself, or the process of something becoming art. Cruzvillegas has said that: ‘After transforming something, I want it to be

ready to be transformed again, by interpretation, by physical decay, by its own weight, by time. It happens anyway. That’s why I

don’t like the idea of production, because it means arriving at the end, not a beginning’. Art, for Cruzvillegas, is always happening –

spiralling into eternity.

Abraham Cruzvillegas was born in 1968, Mexico, Mexico D.F. Lives and works in Berlin.
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Tacita DEAN
British, b. 1965

Baobab, 2001
16 mm film
10 min
Edition 2/4

« The camera, which examines in 'Baobab' the ancestral and imposing trees of Madagascar, tries to capture the shadow and
light effects, specific to photography. »
(Essay by Julia Garimorth, in « Tacita Dean: Seven Books », published by Steidl / ARC/ Musée d'Art Moderne de la Ville de Paris,
2003).
The photographic quality of the film 'Baobab' is not only the result of a highly sophisticated use of black and white and light, but
also of the way in which each tree is characterized as an individual, creating in the end a series of portraits.
The monumental and unnatural aspect of the baobabs turns them into strange and anthropomorphic personalities.
Adding to the descriptive aspect of the film, the sound is a recording of the environment, of sounds made by animals, and
participates in this peaceful contemplation. The still, almost fossilized aspect of the landscape makes it look majestic and eternal.

Although Tacita Dean works with all kinds of media, her 16mm films are probably among her most well-known works.
While they deal with the specificities of the medium - like the notions of time and narrative, through the use of still shots - the
aesthetic quality of her films remind of photography or painting (maybe because she had studied painting in school). Memories
and atmospheres are conveyed through sensual images, colors and light. 
In her work, Tacita Dean relates the past to the present, often creating a certain melancholy: the artist focuses on stories,
characters or architectural relics, and questions the notion of narrative by using both documentary and fiction devices.
Tacita Dean was born in Canterbury, UK, in 1965. She lives and works in Berlin.
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Philip-Lorca DiCORCIA
American, b. 1951

Gerald Hughes, 
a.k.a. Savage Fantasy';
about 25 years old, 1990-92
Ektacolor impression
50H x 63W cm
Edition de 20

For this series, Philip-Lorca diCorcia walked along Santa Monica Boulevard in Los Angeles in search of models who
would be prepared to pose in hotel rooms according to pre- planned scenarios. The artist explained that: “I went back
to the street just like the ordinary clients of these prostitutes. I went up to them and mentioned the following: 'I would
like to take a photo of you, I will pay you exactly what you are paid for a pass'”. Gerald Hughes (a.k.a. Savage
Fantasy); about 25 years old; Southern California; $50: first name, surname, age, place, tariff. This descriptive title
makes manifest the heightened awareness of the recording parameters and the nature of the photographic act.
DiCorcia refers to Hollywood cinema in his choice of construction in planes. The composition – rather like a montage
– creates an encounter between a prostitute and a TV presenter via interlocking frames (door, mirror, television, the
framing of the photograph). The fixity of this face to face confronts intimate and social spheres.
A certain engagement and a political dimension appear in the work, particularly if one takes into account that the
series was executed with a grant from the National Endowment for the Arts (NEA) in a context in which American
politics were conservative. The artist constructs “a desperate fantasy of Hollywood world” (Peter Galassi) with this
'hiatus' image between dream land and uncomfortable reality.

The works of Philip-Lorca diCorcia oscillate between two possible definitions of photography – from a recording
system in the tradition of documentary and a system of representation in the tradition of fiction. The use of different
contradictory light sources in the same picture is symptomatic of his staging of reality. In "Napoli 1996" a man walking
down the street in broad daylight is fictionalized by the flash of the camera. Related to the world of cinema in the case
of "Hollywood" (1990-1992), fashion in the series "W" (1997-2000), and advertising, the photographer questions the
representation of reality, between the utopia of transparency and necessary construction. "I try to criticize the beast I
work with. This monster of whom I share my bed with is about me," the artist says. His photographs are a space alien
in the world of the viewer because of the absorbance of characters. In "Mario" (1978), a man leaning in front of a
refrigerator is estranged to the outside world, far from the viewer, denying his/her presence. Immobility is also a
constant in the artist's work. Psychological tension and dramatical equilibrium structure his photographs like enigmas
or like "moments suspended in narratives that unfold," as critic Peter Galassi suggests. 
Phillip-Lorca diCorcia was born in 1951 in Hartford, Connecticut, USA.
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Philippe-Lorca diCORCIA
American, b. 1951

New York City , 1984
Fujicolor Crystal Archive print mount to
board

40H x 50W cm
Edition de 10

The works of Philip-Lorca diCorcia oscillates between two possible definitions of photography – from a recording system in the
tradition of documentary and a system of representation in the tradition of fiction. The use of different contradictory light sources in
the same picture is symptomatic of his staging of reality. In "Napoli 1996" a man walking down the street in broad daylight is
fictionalized by the flash of the camera. Related to the world of cinema in the case of "Hollywood" (1990-1992), fashion in the
series "W" (1997-2000), and advertising, the photographer questions the representation of reality, between the utopia of
transparency and necessary construction. "I try to criticize the beast I work with. This monster of whom I share my bed with is
about me," the artist says. His photographs are a space alien in the world of the viewer because of the absorbance of characters.
In "Mario" (1978), a man leaning in front of a refrigerator is estranged to the outside world, far from the viewer, denying his/her
presence. Immobility is also a constant in the artist's work. Psychological tension and dramatical equilibrium structure his
photographs like enigmas or like "moments suspended in narratives that unfold," as critic Peter Galassi suggests.
Phillip-Lorca diCorcia was born in 1951 in Hartford, Connecticut, USA. 
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Nathalie DJURBERG
Swedish, b. 1978

Hans Forlorara sina bada amar
och ben, 2004
DVD projection

Apparently Djurberg's mother made a puppet theater and traveled around Göteborg performing during her childhood.
This short story of a young man initially listening to birdsong in a city, suddenly confronted to warfare and wounded,
could visually resemble child's doll game or mise en scène, with a high dose of cynicism and violence. The figure,
Hans, is attended to by two nurses whose raw discussion appears in speech bubbles: “we'll have to amputate”.
Djurberg employs the full formal potential of the clay material and basic building blocks to emphasize the morphing
messiness and randomness of destruction. The scenario ends with the ironic comment about him now being “happy
and useless”.
“One of the first films I made, Hans förlorar sina båda armar och ben (2004), was pretty much about me and my
relationship to harm at that time. The idea came from a dream I had. I dreamed that someone was trying to save the
world, and then he lost both his arms and legs, but he was still trying to help by cleaning the street that really smelled.
My mother and my grandmother were standing there looking at him and saying to each other things like “oh, look,
he's so useless”, “yeah, but he's happy, useless and happy.” I was initially devastated by this dream, but then I began
to think it was funny. I thought I wasn't allowed to think it was funny because I really didn't want him to lose his arms
and legs. When you are not allowed to do something, you become attracted to it.” Quoted in “Germano Celant –
Nathalie Djurberg”, in Nathalie Djurberg. Turn Into Me, Milan, Fondazione Prada, 2008, p. 193.

In the late 1990s, Nathalie Djurberg started to work with Super 8 film, then video, staging plasticine models or
puppets. Her animations are short narratives, fairy tales or nightmares for adults in cynical representations of
relations between humans and animals. Reminiscent of the Czech Surrealist Jan Svankmajer's clay animation films,
as well as more recent work by Claes Oldenburg or Paul McCarthy, they push the boundaries of what is sacrilegious
in art, eroticism and cinema. Glass or ceramic sculptures and installations add actual object-hood to her cartoon-like
creations. The accompanying music is generally by Hans Berg.
“Immersion in the dark vortex where things are carnal and sexual, humiliating and shameful, coagulated as exemplars
of familial and erotic relationships of subjection, animalism and irreverence, is the procedure Nathalie Djurberg adopts
to show the despoliation process experienced by the individual”. Germano Celant, Nathalie Djurberg. Turn Into Me,
Milan, Fondazione Prada, 2008, p. 12-13.
Born in 1978 in Lysekil, Sweden. Lives and works in Berlin, Germany. 
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Jason DODGE
American, b. 1969

Above the Weather, 2007
Tissu
35H x 12W x 23D cm
Unique

In Algeria, Djidjiga Meffre has woven a fabric with a string, a length equal to the distance from the earth to troposphere. Several
works by Dodge, with the same title, follow this principle of measurement. The work, like a synecdoche, is synthesized by its
material and its implementation, both of which are fully part of the meaning. The work functions like as a concentrate. Shades of
color and texture relate to multiple sensory and visual sensations, evoking a sky-colored night. It is by its concentration in the
weaving that the distance can be represented in a concrete way and visible in one glance. To describe the work amounts to
producing a story that echoes the myths surrounding the process of weaving. "Above the weather" opens up multiple narratives; in
the etymological sense, the text is a fabric. We can see the work as a magic carpet that allows a moving "imaginary" of the spirit in
the atmosphere. The weaving technique used in the work is frequently used by the artist, contributing to Dodge's overall poetic
aesthetics.

Jason Dodge extracts objects from everyday life – of which he adds minimal alterations by the way that he isolates and presents
them. For instance, he collects all the light sources of a house in "Darkness falls on Wolkowyja Poland" (2005), he samples the
strings of a violin in "The viola duo of Bela Bartok" (2007), he records on a light sensitive photo paper in "Into Black" (2007), and
finally he adds a bell brush chimney sweep in "Ringing Through chimneys" (2007). The artist goes beyond the silent dimension of
the object to reveal their narrative potential, triggering fiction. The artist considers them as elements of a broader context. "I try to
consider my work related to writing, but using a visual language," says the Dodge. Name placards accompanying works are
pretexts for further stories, supplemented by the imagination of the viewer and their inquiries. The artist, as a storyteller,
reintroduces stories, the spoken word, and language in the space of the white cube. In Dodge's work, the readable is not reducible
to the visible. It operates like a trompe l'oeil, an image that gives the illusion of distance from reality, yet is blurred by the poetry of
the intervention of the artist.
Jason Dodge was born in 1969 in Newton, Pennsylvania, USA. He lives and works in New York and Berlin.
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Willie DOHERTY
Irish, b. 1959

Out of the Shadows, 1997
Photograph
121H x 182W cm

"I focused on how the political and physical merged" analyzes Willie Doherty. "Out of the Shadows II" plunges us into a dark night
lit by a few street lights in a deserted street where a car is parked in the Irish city of Derry. What is at stake is yet to be unearthed.
The context of this picture is not revealed immediately. The pre-text or the information and interpretations made by the spectator
puts the image in the "troubled" political context of Northern Ireland (a car bomb?) led by the sectarian resentment between
communities (the wall evokes a zone of non-visibility). In contrast to the iconography of terrorism in the media, Doherty does not
capture the moment of violence itself, but rather an "anti-headline," the location of a possible confrontation, past or future. Thus,
"Out of the Shadows II" substitutes the narrative of the event with a political image, embracing the event's description with the
aesthetics of the urban landscape. 

Much of the work of Willie Doherty - as pointed out in his 2007 retrospective at the Kunstverein Hamburg and Munich
Lenbachhaus - is built around Derry City in Northern Ireland, the birthplace of the Irish artist. His photographs, stories, videos, and
installations are driven by the internecine war and political-religious agitation in Northern Ireland between the nationalist
community predominantly Catholic and the unionist Protestant majority that has occurred since the late 60's. The city and public
space are the scene of civil conflicts. In the video "Three Potential Endings" (2008) political space is allegorized in the architecture.
The work of Doherty transforms these "non-places" into sets. In "Grey Day IX" (2007), the idea of borders, understood as a
separation is less cernable and more diffuse. Daily and anonymous violence in an intolerant public space is denounced. His
images raise the question of the representation of political confrontation, through the use of codes in art and cinema, and by
means of image and text. Tension, oppression, uncertainty, and fear are like a sub-representation without specific references in
the picture.
Willie Doherty was born in 1959 in Derry, Ireland where he lives and works today.
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Haris EPAMINONDA
Chypre, 1980

Tarahi IIII, 2007
3 channel Video installation PAL
7’36’’min (loop) colour sound
Unique

Haris Epaminonda’s work questions the manipulation and the flow of images as well as their power of

fascination. The images she works with to create her collages (paper or video) come from magazines or

history books, film extracts or soap operas from the 1960s and 1970s.

By readapting a universal past (in her work on monuments) as well as personal (with tv series she used to

watch as a child, etc.) Haris Epaminonda questions the creation and the assertion of an identity in a

particular cultural context and in a currently divided country.

Created from extracts of kitsch movies or Greek soap operas from the 1960s, these videos are like

audiovisual ‘postcards’ reflecting a nostalgic and melancholic approach. The images have lost their context

and original meaning to then be re-assembled, confronted to each other and superimposed with other

elements, to reveal new sequences. The narration has disappeared from the sequences and the spectator

waits in vain for something to happen.

In “Tarahi V”, the saturated colors of the sequences collected from 1960 films seem to give a new life to

the characters (the little girl in pink with her doll, the couple walking backwards, etc.) while the fireworks,

superimposed throughout the film provide a disenchanting aspect to the whole scene. Recalling Hitchcock

as well as René Magritte, “Tarahi V” presents a pending moment providing the shots and the characters

with ghostly appearances. This feeling is reinforced by the piano arrangement creating tension throughout

the whole sequence.

The lighting, the colors and the particular rhythm of Haris Epaminonda’s films provide a strong radiant

power. They are like traces of a fictionalized past permanently stuck in one’s memory. Haris Epaminonda’s

films and collages belong to a fragmented art that questions the “in between”, a shifting moment leading to

a new spatial and time-related sphere.
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Haris EPAMINONDA
Chypre, 1980

Tarahi V, 2007
3 channel video installation PAL
7,36 min (loop)

Epaminonda’s video works are based on re-shot excerpts of film and television footage – principally the Greek soap operas and

kitsch romantic films fromthe 1960s that used to fill up Sunday afternoons in the artist’s Cypriot childhood –which she then subtly

reworks. Sometimes local celebrities appear in her films, but, in contrast to the early works of Francesco Vezzoli or T.J. Wilcox,

they don’t do so in order to emphasize a phantasmal communion with their constructed identities. The scenes that she chooses to

work with are not instantly recognizable from the original narrative, so the culled images are effectively stripped of their initial

meaning and context. These out-takes are then edited and adapted in a variety of ways: the film’s speed and direction are

changed, sections are distorted, its colour is intensified, or a poignant soundtrack is added. Most significantly, she also

superimposes footage to make surreal composites: an indoor scene, say, might also have traces of fireworks glimmering through

it. While these are all common manipulation techniques of digital video, Epaminonda uses them with captivating sensibility.Dominic

Eichler (Frieze 111).

Haris Epaminonda was born in Cyprus in 1980. She lives and works in Berlin, Germany.
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Omer FAST
Israeli, b. 1972

A Tank Translated, 2002
Video installation

In this work, Omer Fast probes the feelings experienced by young people involved in an acts of war. Four monitors installed in the
form a chariot of war relay the words and faces of four young Israeli soldiers. The installation shows a young generation
confronted by the reality of danger, whether being attacked or facing death. The external situation of war lies is in parallel with their
inner thoughts of the soldiers who fear a possibility of error in their actions. The intensity of the situation is not revealed by disaster
shots nor depictions of ruins, but rather is revealed through their expressions. Omer Fast questions the words used to translate
this experience by tweaking lightly the subtitles of their testimonies, and therefore creates a shift of meaning and implied subtext.

In his videos and installations, Omer Fast links and merges personal stories, collective history reality and fiction as well as
experience and one's making of it. Fast is interested in different types of discourse carried out in contemporary political and social
events. In the work "CNN concatenated" (2002), an American journalist's speech is modified to deliver a different meaning.

Omer Fast was born in 1972 in Jerusalem, Israel. He lives and works in Berlin.
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Peter FRIEDL
Austrian, b. 1960

Map, 1969-2005, 2005
Offset impression
234 x 233 cm, 8 parts : 120 x 85 cm
each
Edition 4/12

"Map 1969-2005", a poster glued on the wall, questions space in its relation to geography. On a red background, a free-hand
drawing in white refers to the aesthetics of maps. "Map 1969-2005" is not an accurate map of the United States, but one that
combines mapping, overlaps and merges diverse elements: Oregon, Lake Superior, San Francisco, Cheyenne, Missouri, Zuni,
Navajo, Texas, Shawee, Colorado, Piegan, Canada, Miami, etc. In the same space the map's original design and representation is
also shown, yet each requires a specific reading, and each reading is different. "Map 1969-2005" is a critical image by introducing
geographical and identity shifts which play out exploration myths of the United States territory.

Many of the projects of Peter Friedl, in their heterogeneous medium and style, function as intersection points between countless
lines of thought and reference, creating a vast didactic network where dialogues simultaneously merge with critical logic and
narrative. Power, gender, language, history, identity, and territory mingle in the work of Friedl. His work radically shifts modernist
rules of the making to methods conditioned by the social context. Thus, in the work "Playgrounds" (2004), a set of color slides of
public playgrounds around the world, is thought of by the artist as "an aesthetic ethnography that examines the playground as the
scene where 'small' subjects, children, make their first public experiments." The images convey more information than it seems at
first glance. Friedl has underlined that "commentaries, speech and any kind of information in the background remain invisible and
has simply become a component of the series."
Peter Friedl was born in 1960 in Austria where he lives and works today.
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Peter FRIEDL
Austrian, b. 1960

New Kurdish Flag, 1994-2001
Multimedia installation
150H x 250W x 8D cm
Unique

Peter Friedl's projects place aesthetic questions within an expanded field that takes into account the social, political and
philosophical context. This textile piece quotes and diverts a flag with a red background and the central star of the Kurdistan
National Liberation Front (ERNK, a military organization linked to PKK, founded in 1985 and disbanded in 2000), and not the
national flag of Kurdistan. The artist became interested as from 1994, when the town of Lice was destroyed by the Turkish army
and the PKK was expelled from Germany. This flag got a lot of visibility in the media at the time.
The artist has lightened the red and emptied the central circle to question the role of the emblem as a representative sign for a
group. Lightening and cutting out are ways of reclaiming all the complexities. New Kurdish Flag 01 considers the status of the flag
as an object of propaganda which was activated in the streets during different performances, before being 'museified' and placed
in a frame in 2005, in a semantic slip. The fabric acquires a political dimension. Is it still possible to reactivate it in the real world?

Many of the projects of Peter Friedl, in their heterogeneous medium and style, function as intersection points between countless
lines of thought and reference, creating a vast didactic network where dialogues simultaneously merge with critical logic and
narrative. Power, gender, language, history, identity, and territory mingle in the work of Friedl. His work radically shifts modernist
rules of the making to methods conditioned by the social context. Thus, in the work "Playgrounds" (2004), a set of color slides of
public playgrounds around the world, is thought of by the artist as "an aesthetic ethnography that examines the playground as the
scene where 'small' subjects, children, make their first public experiments." The images convey more information than it seems at
first glance. Friedl has underlined that "commentaries, speech and any kind of information in the background remain invisible and
has simply become a component of the series."

Peter Friedl was born in 1960 in Austria where he lives and works today.
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Ryan GANDER
British, b. 1976

A vehicle with no Lights, 2004
Photograph
120H x 120W cm
Edition 1/2

A vehicle without light is a group of more personal photographs. This includes an image of a pirate radio in the 1960s, a story from
the BBC website and the photo of Mary Aurore. 

Ryan Gander is a collector. He keeps all sorts of documents to create from. His studio is full of found images, personal images,
documents copied from internet or cutout of newspapers. In this series of 20 photographs, each image is constituted through a
game of associations. Each photograph has a caption that details each element so the spectator can play. In a number of his
works, lectures or texts, Ryan Gander is very attached to details, to anecdotes. He relays some of the information with great
concern for exactitude which can seem futile and absurd but creates the poetic shift. He seeks to highlight invisible details of daily
reality. All his works are in dialogue with one another. For example one of the Goldfinger postcards in one of the photos is the
image of an artwork he made the same year; the black and white portrait of a woman is an image of Mary Aurore, a character he
invented whose identity is impossible to determine but who appears in various works. Each photograph contributes to a
cartography of clues. Each title also builds on the associations and complementaries between the works.
Ryan Gander was born in Chester, UK, in 1976. He lives and works in London.
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Ryan GANDER
British, b. 1976

You see with no lights, 2004
Photograph
120H x 120W cm
Edition 1/2

You see without light is a group of photographs around the theme of Bauhaus. This includes a reference to one of Gander's works
which is the Bauhaus manifesto with no dots on the letter 'i', as well as drawings of his ideal art school.

Ryan Gander is a collector. He keeps all sorts of documents to create from. His studio is full of found images, personal images,
documents copied from internet or cutout of newspapers. In this series of 20 photographs, each image is constituted through a
game of associations. Each photograph has a caption that details each element so the spectator can play. In a number of his
works, lectures or texts, Ryan Gander is very attached to details, to anecdotes. He relays some of the information with great
concern for exactitude which can seem futile and absurd but creates the poetic shift. He seeks to highlight invisible details of daily
reality. All his works are in dialogue with one another. For example one of the Goldfinger postcards in one of the photos is the
image of an artwork he made the same year; the black and white portrait of a woman is an image of Mary Aurore, a character he
invented whose identity is impossible to determine but who appears in various works. Each photograph contributes to a
cartography of clues. Each title also builds on the associations and complementaries between the works.
Ryan Gander was born in Chester, UK, in 1976. He lives and works in London.
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Ryan GANDER
British, b. 1976

Travelogue Lecture –
with missing content, 2001
Multimedia installation
Variable dimensions

This work is meditative and fragile. These abstract forms are projected slides belonging to another lecture, Travelogue, where the
images have been removed. What is left is the hole of the frame of the slide that light draws upon and projects on the wall. Seated
on a group of corduroy cushions, the spectator is invited the follow the 'spectacle' of forms that appear and disappear to the rhythm
of the two projectors. Ryan Gander presents us with a void which is a space to fill. Here absence is presence. He plays with
emptiness and fullness, forms and counter-forms. These voids are proof of removed content, leaving an 'aura' which becomes a
place for nostalgia or the imagination.

Ryan Gander is a collector. He keeps all sorts of documents to create from. His studio is full of found images, personal images,
documents copied from internet or cutout of newspapers. In this series of 20 photographs, each image is constituted through a
game of associations. Each photograph has a caption that details each element so the spectator can play. In a number of his
works, lectures or texts, Ryan Gander is very attached to details, to anecdotes. He relays some of the information with great
concern for exactitude which can seem futile and absurd but creates the poetic shift. He seeks to highlight invisible details of daily
reality. All his works are in dialogue with one another.
Ryan Gander was born in Chester, UK, in 1976. He lives and works in London.
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Vidya GASTALDON
French, b. 1974

Floating Mountain (Mt Hemo),
2006
Wool and iron thread
275H x 215W cm

Gastaldon has made a number of soft sculptures using materials associated with knitting and sewing that have alternately
fetishistic, nightmarish or contemplative qualities. “Floating Mountain” is one of a group of works made from wool that overtly
depict mountain forms. Suspended from the ceiling, the sculpture floats just above the floor. In the form of a mountain with a
colored top, the sculpture recalls images of Mount Fuji, normally shrouded in snow, and memorialized in countless Japanese
woodcuts. Mount Hemo, however, after which the work is named, was famously climbed by King Philip V of Macedonia, a feat
that was alluded to by Petrarch in his own ascent of Mont Ventoux. Philip was a warrior king who fought the Romans and allied
himself with Hannibal. The obvious link with the form of a mountain is complemented by the visual affinity of the work with a
costume, possibly a bridal gown with its delicate filigree. The softness of the form and texture recalls the body. The presence of
blood red suggests a carnal reading, the passage from innocence and virginity to knowledge and experience. The work thus
unites landscape, sexuality and femininity within a single form whose delicacy and lightness suggests something dreamlike and
ephemeral. The work is made via knitted yarn; has a makeshift feel in the sense of improvisation, although Gastaldon is an artist
for whom craftsmanship is of great importance. Its craft also suggests the flow of liquid as one color bleeds into another. The
linear construction of the object links it to the drawings that the artist makes of fantastical landscapes.

Vidya Gastaldon creates microcosms of hallucinatory, saccharine symbols with her sculptures, drawings, video animations, and
prints. Working with mediums traditionally associated with feminine labor, such as knitting, sewing, and crocheting, Gastaldon
continues the tradition of feminist trailblazers like Judy Chicago, Mary Kelly, and Rosemarie Trockel, but consciously avoids overt
political statements. Eastern religion and new-age spirituality are dominant themes in Gastaldon's work — especially the idea of
transformation. In her sculptures, yarn and thread form mountainous cones and internal organs, while her drawings depict
mystical creatures with exaggerated smiley faces that morph into fantastical landscapes. Gastaldon's embrace of spirituality and
psychedelia is genuine, but she also explores mankind's darker side through her allusions to nuclear destruction and the
pervasive imagery of mass marketing.
Born in Besancon, Gastaldon lives and works in Geneva.
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Mario GARCIA TORRES
Mexican, b. 1975

One Minute to Act a Title
(Kim Jong Il Favorite Movies),
2005,
16 mm film
3 min
Edition 3/5

Mario Garcia Torres films a game of Charades among professional actors guessing the former North Korean dictator's favorite

Hollywood films. Indeed rather surprisingly Kim seems to have had a huge collection of Western videos and he published a book

called On the art of the Cinema in 1973. As the final acknowledgments indicate, Garcia Torres's work was produced following in

depth research, consulting information given by director Shin Sang-ok who has been kidnapped by Kim in 1978, as well as Jerrold

Post (The George Washington University) and Timothy Savage (Nautilus Institute for Security and Sustainable Development).The

motion pictures represented are, in order of appearance: Doctor Zhivago by Craig Wadlin; First Blood by Misti Traya; From Russia

with Love by Vanessa Koellner; You Only Live Twice by Nate Harrison; The Godfather by Roberto Medina; Friday the 13th by

Gregory Arlt; and Gone With The Wind by Margarita Reyes. Cinematographer: Kevin Merz.

The old-fashioned grainy black and white film stock bring a certain distance or an artistic remove from these otherwise known

actors in TV series or cinema. The approach is typically modest in presentation in the mode of performance art of the 1970s. The

actors' gestures hilariously attempt to represent a film at great speed. The success rate seems high as they evoke the popular

culture they are charged to communicate. Strangely effectively they also capture general hints of violence and melodrama in the

dictator's taste.

With the care and seriousness of an art historian, Mario Garcia Torres creatively composes with immateriality and his discovery of

conceptual practices dating back to the 1960s. His playful work infuses new meanings and continuity into art and some of its lesser

known stories. To date artists like Michael Asher, Robert Barry, Alighiero Boetti, Martin Kippenberger have for instance been

inspirations for various interventions by Garcia Torres, thus prolonging, and simultaneously slightly modifying, their contexts in

present and future times. Photographs, slide shows, video, music, publications allow him to discreetly revisit narratives and myths,

either by quoting facts or by inventing tangents. 

Mario Garcia Torres was born in 1975 in Mexico. He lives and works between Los Angeles and Mexico City.
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Mario GARCIA TORRES
Mexican, b. 1975

Until it makes sense, 2004
Black and white, silent film
60 sec (loop)
Edition 1/5

Mario Garcia Torres imagines cinematic devices to replay stories occasionally forgotten by Conceptual art. For him, this is a way of
rethinking the tradition in a more personal way, to have a grip on events of recent history and examine them with a curiosity, both
critical and sensual. The artist emphasizes the fact that new ideas and meanings may arise from these archaeological narratives.
Until it Makes Sense seems to say that faced with the confrontation of heterogeneous elements, coherence can only emerge with
the passage of time. It suggests yet that sensitive and personal observation, after all, is a valid form of interpretation of history.
Mario Garcia Torres makes his work from already written stories, whether real or fictitious. He creates new narratives based on
documents and works of "mythical" artists such as Robert Barry, John Baldessari, or lesser known artists such as Allen Smithee or
Oscar Neuestern.
With the care and seriousness of an art historian, Mario Garcia Torres creatively composes with immateriality and his discovery of

conceptual practices dating back to the 1960s. His playful work infuses new meanings and continuity into art and some of its lesser

known stories. To date artists like Michael Asher, Robert Barry, Alighiero Boetti, Martin Kippenberger have for instance been

inspirations for various interventions by Garcia Torres, thus prolonging, and simultaneously slightly modifying, their contexts in

present and future times. Photographs, slide shows, video, music, publications allow him to discreetly revisit narratives and myths,

either by quoting facts or by inventing tangents.
Mario Garcia Torres was born in 1975 in Mexico. He lives and works between Los Angeles and Mexico City.
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Mario GARCIA TORRES
Mexican, b. 1975

September 2007, 2007
Slide film

With the care and seriousness of an art historian, Mario Garcia Torres creatively composes with immateriality and his discovery of

conceptual practices dating back to the 1960s. His playful work infuses new meanings and continuity into art and some of its lesser

known stories. To date artists like Michael Asher, Robert Barry, Alighiero Boetti, Martin Kippenberger have for instance been

inspirations for various interventions by Garcia Torres, thus prolonging, and simultaneously slightly modifying, their contexts in

present and future times. Photographs, slide shows, video, music, publications allow him to discreetly revisit narratives and myths,

either by quoting facts or by inventing tangents.
Mario Garcia Torres was born in 1975 in Mexico. He lives and works between Los Angeles and Mexico City.
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Mario GARCIA TORRES
Mexican, b. 1975

The Transparencies
of the Non-Act, 2007
Diaporama (52 slide films)

Mario Garcia Torres discovered the work of artist Oscar Neuestern in an article published in ARTnews in 1969. This article, which
is the only trace of his work, is indicative of a lack of interest by Neuestern to leave his name in history; to "defend an artistic
activity that has little or no interest to last." Oscar Neuestern could only remember the previous 24 hours, of which his life and his
work are in constant erasure and reconstruction. His practice was "to let things be done with time and the unconscious," while "not
fearing the void." He looked for the absolute through transparency and symmetry. Neuestern thought to reach this absolute
through an ultimate "non-act," in other words to create from scratch. In a form without image, the artist tells the story of this artist in
a series of slides that change from white to black, while also playing with the opacity and transparency of the slides. "The
Transparencies of the Non-act" is a silent visual work and it questions, through the history of Neuestern, artwork, creation, the role
of the artist, and the building of history.

Mario Garcia Torres makes his work from already written stories, whether real or fictitious. He creates new narratives based on
documents and works of "mythical" artists such as Robert Barry, John Baldessari, or lesser known artists such as Allen Smithee or
Oscar Neuestern. In "The Transparencies of the Non-act," a slide show on the work of Oscar Neuestern, a subtle portrait of Mario
Garcia Torres is revealed. Neuestern's questions on invisibility in the practice in art are also shared by Garcia Torres. "The
problem of art for the new generation is to be both present and absent." In this slide show, the voices of both artists are indistinct.
Following Oscar Neuestern or Mario Garcia Torres, "a work is at its height when a a tiny gesture becomes productive in its public
deformation." "The Transparencies of the Non -act " was the starting point and the centerpiece for Garcia Torres' exhibition at
Kadist in 2007, of which which we can pinpoint notions of erasure and emptiness. Furthermore, the idea of a work that is
unconsciously self-constucted also can be found in the work "July 2007" as well as the work around the character of Allen Smithee
(2007).
Mario Garcia Torres was born in 1975 in Mexico. He lives and works between Los Angeles and Mexico City.
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Felix GMELIN
German, b. 1962

Untitled' (After Paul Schultze
Naumburg's Kunst und Rasse,
1928 ; p.91, ill. 114 // p.90,
ill.112), 2006
Diptych, oil on canvas
48H x 38W cm each

In “Untitled (after Paul Schultze Nuremberg’s Kunst)” (2006), from a larger series of diptychs, Gmelin addresses the notion of
entartete kunst. Each diptych juxtaposes a portrait of a person considered to be mentally handicapped with a painting that was
branded by the Nazi regime as degenerate. Gmelin's source for these images is “Kunst und Rasse”, a book by Paul Schultze
Naumburg published in 1928. Naumburg, one of Hitler's architects, was a member of the Nazi party and became director of the
Weimar Kunsthochschule in 1930. In this capacity he organized an exhibition of 70 'degenerate' artworks from the Weimar Castle
Museum. His book was something of a groundbreaker for the Nazi position on modernism. In the book he juxtaposed
contemporary works of art with clinical photographs of people with medical deformities. He thus defined the art as pathological.
Working from black and white reproductions from the original book, Gmelin himself makes another reproduction in paint. Just as
the original thesis, that modern artists were equivalent to mentally handicapped people, is a distortion of the truth, Gemiln
distorts his images one stage further. The grey painting, which represents the medically deformed person, is executed in a
painterly way. Thus he has rendered a mentally handicapped person in a manner that in the 1920s and 1930s would have
demonstrated a modern artist's degeneracy and declares her as a subject fit for art. Paradoxically, he has disguised the mental
abnormality of the person by juxtaposing the image with an interpretation of a modernist work leaving the viewer, for a moment,
wondering which image was sourced from a painting and which from a photograph of a living person. The diptych is thus deeply
ironic as well as poignant. But by treating the two images in a similar, painterly way, Gmelin also neutralizes the impact that the
juxtaposition of the two images has when viewed on the page of the book. Gmelin thus offers a comment on how in our present
culture art no longer has the capacity to shock; that anything goes. Transgression is more or less a thing of the past.

With a degree in painting and inspired by so-called institutional criticism, Felix Gmelin is interested in the possibilities of
painting as a form of resistance and its direct relation to a form of socio-political reality. He is frequently known to rework the
experiences of his youth into his art. In a critical, yet personal investigation, he subtly unravels the complicated interweaving of
self-development, socialization and emancipation with which he grew up in the late 1960s and 1970s. Gmelin’s first substantial
work in which reproduction served as a productive impetus was Art Vandals (1996-1998), a series of 12 paintings and one object,
modeled after examples of modern and contemporary artworks, all of which had been vandalized. His interest in degenerate art
also falls within the interest of vandalism. The emptying of meaning is a consistent theme in his work, as a number of Gmelin’s
paintings.
Felix Gmelin was born in Heidelberg in 1962 and has lived in Stockholm, Sweden, since he was nine.
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Pierre GONNORD
French, b. 1963

Bimba y Delfin, 2000
Photograph
180H x 180W cm

He lives and works in Madrid.
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Pierre GONNORD
French, b. 1963

Nakayama, 2002
Photograph
170H x 170W cm
Edition 1/5

He lives and works in Madrid.
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Douglas GORDON
British, b. 1966

Blind Spencer (Mirror), 2002
Cut photograph
61H x 63,5W cm
Unique

"Blind Spencer" is part of the series "Blind Stars" including hundreds of works in which the artist cut out the eyes of Hollywood
stars, in a symbolically violent manner. An emptiness (some are burned letting appear a white or mirror background or a mirror)
replaces the eyes, giving the impression of a blind eye deprived of all expression. Paradoxically, the work looks at us all the more
intensely. The glamorous black and white portrait of Spencer Tracy evokes the golden age of Hollywood, with all of its codes like
seductive smiles and directional light, not to mention a perverse use of the gaze. Gordon talks about his work as a process of
"research, memory, of stories that took place, the films I've seen ... I am interested in looking for what happens when you look at
something so long that it disappears. You are viewing an image, you start looking through the image, and you reach the other side
and then you return to the surface. " This act of cutting, pertinent to a new generation of artists focusing on the ready-made, image
fragments and found sound footage, juxtaposes temporalities like in video editing and introduces a hint of melancholy. The act of
cutting fascinates and repels, in what Freud called an experience of "the uncanny." The viewer can only contemplate a loss of the
soul which is traditionally reflected in the eyes. After Andy Warhol and his celebrity portraits, Douglas Gordon tracks the iconic and
deadly character of his subjects.

The works of Douglas Gordon span across film, video, installation, photography, sculpture in a play with the universal dualities life
and death, innocence and guilt, and dual identities. "I like to build self-destructive systems or mechanisms that lead to the
multiplicity of meaning, in a series of contradictory interpretations. I love it when a conspiracy of circumstances can help build a
sense for a work, or may return against it at any moment," says the artist. In his videos, the artist offers a new experience of
cinema in the space of contemporary art thus creating "exhibition cinema" as critic Dominique Païni has suggested. His work
stems from the ideas of Walter Benjamin, who compared cinema to the action of a surgeon who deeply penetrates the heart of
reality. In "24 Hour Psycho" (1993), the famous Alfred Hitchcock movie is dilated to 24 hours in a gesture that monumentalizes
time and intensifies the photogram. Above all, the artist questions memory and perception, looking for what is latent in the images,
objects, and sounds.
Douglas Gordon was born in 1966 in Glasgow, Scotland. He lives and works in New York.
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Pascal GRANDMAISON
Canadian, b. 1975

Solo, 2003
Video installation

Solo (2003) is a video exhibited as a video/sound installation depicting shots of drum, voice, guitar, clavier/synthesizer, and a
melodica player cut into segmented fragments from the perspective of a studio recording set. Rather than deploying a narrative
strategy, Grandmaison focuses on the gestures of the musicians and the repetitions they carry out when recording their
individual tracks. The musicians are portrayed nodding, dancing, improvising, strumming, creating resonance that is repeated
over and over– however, Grandmaison is sure not to document their entire faces or expressions while they perform, just details.
Similar to that of a “jam,” close attention is granted to the exertion of the camera and how it portrays the framing of sequences.
What one can pick up from the segments, especially those of voice recording, is a modified reworking of Anne Clark’s 1980’s
track “Sleeper in the Metropolis.”

Marked by an apparent austerity and meticulousness, Pascal Grandmaison’s works display a disconcerting aloofness from the
world, a clearly asserted detachment from reality. The subjects that interest the artist primarily deal with the means by which
humans try to grasp their world, both visually and intellectually. The artist employs photography, video, and sculpture in order to
compose a vision of what some have termed “troubling strangeness.” Overturning conventional codes of visual analysis,
Grandmaison focuses on inanimate subjects that, once disassociated from their familiar environment, are re-contextualized
through his cold gaze. His depictions do not exist as stories instead he reverses viewpoints and inverts color codes. His
photographs and video works are generally black and white, giving them a monotone feel. A constant visual repetition in his work
is his rigorously impersonal gaze. As a keen observer, he meticulously scrutinizes the world around him, analyzing it through the
lens of a camera. Grandmaison is interested in the appearance of things and non-beings and, more rarely, of beings themselves.
When human figures do appear in his work, they are presented in an inexpressive, impassive, distant way, equated to the role of
an object.
Pascal Grandmaison was born in Montreal, Canada, in 1975. He earned his degree in visual art from UQAM in Montreal, Canada
and has exhibited extensively in Canada and Europe.
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Loris GREAUD

French, b. 1979

Dream Machines, 2004
Light installation on the wall
110H x 65W x 19D cm each 

Research by Loris Gréaud is pieced together in the exhibition space in effort to build a total work of art and a world view. "Cellar
Door," his solo exhibition held at the Palais de Tokyo in 2008, is constructed like a movie set, spanning across divergent
processes and temporalities. Gréaud's work, extracted from science fiction literature, technology, and science, questions
immateriality as well as the real and the virtual. He is known to make references to Yves Klein in "The Merzball Pavilion" (2008), to
spread the smell of the planet Mars in "Spirit" (2005), to remodel an apartment magnetic fields specialist in "Residents 1" (2005), to
send messages in Morse code by light in "Limen" (2003), and create nanosculptures with "Untilted01" (2006). The artist does not
make the invisible visible, but instead makes the invisible readable. "These notions of invisibility and off-screen non-presence are
engines of desire" Gréaud states. Paul Ardenne when speaking about Gréaud referred to him as the "artist as phenomenologist,"
describing his works and their high degree of sophistication as a "phenomenological subject."

This work refers to the Dream Machine, an experimental object invented by the painter and writer Brion Gysin and the scientist Ian
Sommerville, and which is composed of a light bulb with light passing through slits in a rotating cylinder. Loris Gréaud revisits the
structural mechanism; the light variations, following the frequency shift of the Dream Machine, which is transcribed here by the
undulations of the light produced by the filament lamps. Beyond this technological reference, the artist also quotes stories,
legends, rumors about this invention in order to crystallize them in a contemporary technological object. The light frequency
generates mental images, physiologically modifying the information transmitted to the brain via the optical nerve and
psychologically modifying the state of consciousness of the spectator. These changes in vision need to be experienced in the
entire space of the exhibition – as was the case during Silence Goes More Quickly When Played Backwards at Le Plateau in 2005.
Dream Machines, to be seen with eyes closed, was in parallel with another of his works in the Kadist collection, CFL, watercress
shoots that the spectator was invited to consume in order to better perceive in the dark space.
The three lightboxes create a screen and the spectator's mental images are projected on this surface. Gréaud removed the screen
from its usual rationales as an optical device, to allow the gaze to enter the imaginary. 

Loris Gréaud was born in 1979 in Eaubonne, France. He lives and works in Paris.
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Loris GREAUD
French, 1979

CFL (Cognitive Fooding
Laboratory / Compact
Fluorescent Light), 2004
Installation
Mobile laboratory with aluminum
profiles and links.
72 plexiglas tubes, 72 black
polyurethane foams, 72 modified
shoots of watercress and 2 neons
91H x 165W x 133D cm
Unique

The acronym "CFL" stands for an existing light standard (Compact Fluorescent Light) as well as a standard nutrient (Cognitive
Fooding Laboratory). "CFL" is a mobile laboratory for growth of watercress shoots which contain high levels of anthocyanin – a
natural pigment used by fighter pilots to increase their visual acuity at night in order to achieve better responses to light stimuli. In
the work "Celador, a taste of illusion" (2007), the viewer is invited to consume the plants – a candy with the flavor of illustion.
"CFL," which refers to a possibility of better viewing in the dark, was made alongside "Dream machines" which consists of light
boxes to see with closed eyes. These inventions blend biochemistry, science fiction, and parapsychology. "The artist's taste for
fiction, scripts, playing with fears, fantasies and obsessions herein, exemplifies a quest for a work which only exists by rumors,"
critic Marjolaine Lévy has stated.

Research by Loris Gréaud is pieced together in the exhibition space in effort to build a total work of art and a world view. "Cellar
Door," his solo exhibition held at the Palais de Tokyo in 2008, is constructed like a movie set, spanning across divergent
processes and temporalities. Gréaud's work, extracted from science fiction literature, technology, and science, questions
immateriality as well as the real and the virtual. He is known to make references to Yves Klein in "The Merzball Pavilion" (2008), to
spread the smell of the planet Mars in "Spirit" (2005), to remodel an apartment magnetic fields specialist in "Residents 1" (2005), to
send messages in Morse code by light in "Limen" (2003), and create nanosculptures with "Untilted01" (2006). The artist does not
make the invisible visible, but instead makes the invisible readable. "These notions of invisibility and off-screen non-presence are
engines of desire" Gréaud states. Paul Ardenne when speaking about Gréaud referred to him as the "artist as phenomenologist,"
describing his works and their high degree of sophistication as a "phenomenological subject."

Loris Gréaud was born in 1979 in Eaubonne, France. He lives and works in Paris. 
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Alban HAJDINAJ
Albanian, b. 1964 

Wash&Go, 2001
Video
2,40 min
Edition 1/3

“Wash and Go” (2001) is divided into two stages and operates like a slide show. In the first part, the camera scans the interior of
an apartment, focusing on elements of daily life to finally settle and frame a bottle of shampoo with the slogan "Wash and Go." The
camera isolates the word "Go " and slides over the word "Away", and then takes focuses on another slogan "The People You
Need are only a touch away." Afterwards, the camera gradually widens its frame to reveal a billboard campaign in the streets of
Tirana. The images reveal a devastated city, dotted with scrappy buildings, and urban noises – each of who accompany this vision
of abandonment.

Alban Hajdinaj creates parallel worlds, fictions from a chaotic context: his generation and his country. His installations assemble

objects, photos, videos and paintings: domestic objects (porcelains, figurines) are reactivated as ready-madescollaged together to

generate narrative tension.
Alban Hajdinaj lives and works in Tirana, Albania.
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Akram ZAATARI
Lebanese, b. 1966

"Baqari's wife", Studio
Shehrazade, Saida, Liban, 1957
Photograhic diptych and wall text
29H x 19W cm x 2
Edition 1/7

« These are negatives that were scratched because of a jealous husband from the Baqari family, who never let his wife out by
herself. He was upset to know that she came to be photographed in my studio without telling him. He came asking for the
negatives. I refused to give them to him, because they were on a 35mm roll. In the end, we agreed that I would scratch the
negatives of his wife with a pin, and I did it in front of him. Years later, after she burnt herself to death to escape her misery, he
came back to me asking for enlargements of those photographs, or other photographs she might have taken without his
knowledge. » Hashem El Madani. 
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Saida, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

"Anonymous (Jradi and a
friend)", Studio Shehrazade,
Saida, Liban, early 1970’s
Black and white photograph and wall
text
29H x 29W cm
Edition 2/7

"The two men were relatives and both were in the Lebanese Army." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Saida, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

"Two young men from
Aadloun", Studio Shehrazade,
Saida, Liban, 1966
Black and white photograph and wall
text
39,3H x 40,6W cm
Edition 1/7

"People often asked if they could pose with the Kodak advertisement where a full scale woman is featured with a camera offering
Kodak rolls. They invented the poses, the gestures and situations." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Saida, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

"Anonymous", Studio
Shehrazade, Saida, Liban, 1970
Black and white photograph and wall
text
19H x 19W cm
Edition 2/7

"People often asked if they could pose with the Kodak advertisement where a full scale woman is featured with a camera offering
Kodak rolls. They invented the poses, the gestures and situations." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Saida, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

"Najm", Studio Shehrazade,
Saida, Liban, 1956
Black and white photograph and wall
text
19H x 29W cm
Edition 1/7

"People often asked if they could pose with the Kodak advertisement where a full scale woman is featured with a camera offering
Kodak rolls. They invented the poses, the gestures and situations."Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Saida, Lebanon. He lives and works in Beirut.
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Fabrice HYBER
French, b. 1961

Valz, 2003
Black chalk on canvas
144H x 152W cm

Drawing, which is the essential embodiment of Fabrice Hyber’s artistic thinking and is at the origin of all his works. The artist uses
accumulation, hybridization and mutation to create constant shifts between extremely varied domains. Each work is just an
intermediate, evolving stage of this “work in progress” that spreads like a proliferation of thought, establishing links and exchanges
that then help to create other connections. The process is inspired by the way in which the cell systems grow in living organisms,
with immigrant and feeding flows, reflecting the passion for science that motivates the artist, who trained as a mathematician.

In each of his self-portraits, Fabrice Hyber (he removed the last "t" in Hybert in 2004) is elusive. This has been expressed in the
photo "C'est le moment de se préparer à de nouvelles expériences" (It's time to prepare for new experiences) (1987), or when we
look at the upside down, hanging by one foot in "Traduction, le plus gros savon du monde" (Translation, the biggest soap in the
world) (1991). "Iam an alien! " says the artist. "Games and shifts are the only things able to face any kind of fundamentalism.
Trade, commerce, image and poetry are means of osmosis. Through them gradually you can set up all of the ways to increase life
beyond death. It is necessary to mix time, upgrade products, and imagine that works die in order to be assimilated then revisited. A
work is absolutely not precognitive but always from here" said Fabrice Hyber in conversation with Thierry Laurent.
Fabrice Hyber was born in 1961 in Luçon, France. He lives and works in Paris.
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Fabrice HYBER 
French, b. 1961 

Cellman, 2003
Oil and black chalk on canvas 
200H x 200W cm x 5

The works of Fabrice Hyber provoke divergent ways of thinking. In a kindred spirit with Raymond Hains, image and writing are
intertwined. Drawings and diagrams are visually direct, as shown in the series of "Peintures Homéopathiques" ("Homeopathic
Paintings"), collages covered in transparent resin (1986-1988). In "Cellman,"(2003) on the bottom right, stones and the arrows
refer to skipping stones of "thinking". A recurring human figure, commonly associated with Hyber's theatrical world, is shown in
"Cellman" and also "L'homme de Bessines " (1990). The artist uses writing as an engine of formal and semantic associations
("galet, galette, cellman, bulle, cellule "). The figure recalls that the body is a collection of cells. Like in the work "Artère, le jardin
des dessins" (a monument commissioned by Sidaction, Parc de la Vilette, Paris), the artist captures the inner workings of the body
through schemas.

In each of his self-portraits, Fabrice Hyber (he removed the last "t" in Hybert in 2004) is elusive. This has been expressed in the
photo "C'est le moment de se préparer à de nouvelles expériences" (It's time to prepare for new experiences) (1987), or when we
look at the upside down, hanging by one foot in "Traduction, le plus gros savon du monde" (Translation, the biggest soap in the
world) (1991). "I am an alien! " says the artist. "Games and shifts are the only things able to face any kind of fundamentalism.
Trade, commerce, image and poetry are means of osmosis. Through them gradually you can set up all of the ways to increase life
beyond death. It is necessary to mix time, upgrade products, and imagine that works die in order to be assimilated then revisited. A
work is absolutely not precognitive but always from here" said Fabrice Hyber in conversation with Thierry Laurent.

Fabrice Hyber was born in 1961 in Luçon, France. He lives and works in Paris.
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John ISAACS
British, b. 1968

A Child and dreamer
my whole life long (broken
tree), 2004
Sculpture
175H x 80W x 70D

“A child and dreamer my whole life long (broken tree)” (2004) is a sculpture made of filler, wire, copper, oil paint, and wood
depicting a tree just at it’s moment of breaking into half – one part alive with foliage and blooming branches and the other the
crisp of the break exposed, with the trunk adhered solidly to a plinth. The sculpture appears to speak quite bluntly about Isaac’s
own sense of bleak pessimism when exposing a severed tree, the universe’s sacred sign of life and birth. Through the perfect
rendering of this encapsulated moment, Isaacs demonstrates the strength of the sculptural artifact and his interest in failure and
fragility. It also denotes that a sculpture is capable of giving off a very emotive and sensory feeling in an instant– the crisp snap of
life through the metaphor of the break of the tree.

John Isaacs' work encompasses many different media, though much of it has origins in sculpture. The artist continually redefines
his style, moving seamlessly through installation, sculpture, photography, film, painting and drawing. Whatever the media, Isaacs'
pieces typically inspire contemplation. Whether it is a grotesquely real, severed arm with the word HATE tattooed across its
knuckles, or a small, painterly ink drawing of a unicorn, the artist's work always contains a thread of mystical wonder and brutish
reality. Through his often humorous mixing of appealing optimism with abject pessimism, Isaacs examines our historically and
culturally determined conventions. In so doing, the artist makes no distinctions between high and low, finding instead that all
things have their root in the same base instincts. In his work, there is a strong sense of the universal connection that underlies
our apparent isolation from one another as well as the presence of dreams, successes and failures of the individual and society.

John Isaacs was born in Lancaster, UK, in 1968. He lives and works in Berlin.
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Valérie JOUVE
French, b. 1964

Sans Titre (Série les Figures),
2000
Photograph
170 H x 210W cm

Like many contemporary photographers who play with the codes of realism, Valérie Jouve composes her images, having already
a more or less predetermined result in mind, in order to deliver a complex representation of the world instead of a bold
presentation of facts. A part of the series « Les Figures », this « portrait » of P. Faure carries a strong ambiguity, typical of the
photographer's images, between realism and « mise en scene ».
This photograph is exemplary of Valérie Jouve's work: inscription of an inidual within an urban landscape, relation to architecture,
simplicity of composition and strong, yet imprecise narrativity - related in part to seemingly familiar characters or places.
The position of the body is somewhat sculptural enhancing the impression of suspended movement, reminding of « Walking man
» by Giacommeti. This reference is underlined by the man's attitude, looking down, introspectively. The character's intensity
places him on the surface, as if he were stuck onto the landscape. Despite his being namely identified, the man seems as
anonymous as the undefined background behind him. 

Valérie Jouve has significantly contributed to the development of contemporary photography in France in the 1990s, by drawing
a complex portrait of the city, through her series « Les Paysages » (Landscapes), « Les Passants » (Passers by), « Les
Personnages » (Characters), « Les Figures » (Figures), « Les Façades » (Facades) or « Les Situations » (Situations). She tries to
identify the inidual within a sociologically determined community and shows the relation of the body to the city.
« I am interested by the question of space above all. However, inscribing the figure inside space is not only a formal question as
one may think. It is mostly about understanding how the figure can give a presence to what surrounds it. Here architecture plays
the role of an emblematic space, used by man to exist. Building and character, perspective and figure: what is at stake is the
discrepancy between collective and inidual conscience, considered in aesthetic terms. »
(Interview with Michel Poivert, Bulletin de la SFP, 7e série-N°1, October 1997)
The straightforwardness characterizing the images of Valérie Jouve, her use of large formats (creating a physical relationship to
the spectator) and her interest for « mise en scene » liken her practice to a contemporary combination of documentary aesthetics
and dramaturgy, illustrating a distant and sometimes strange relation to the world.

Valérie  Jouve was born in St Etienne, France. She lives and works in Paris.
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Christoph KELLER
German, b. 1967

Message to
the Extraterrestrials, 2007
Installation

Message to the Extraterrestrials consists of a slide projector beaming images into the side of the telescope. These are then
reflected down to a mirror at the bottom of the telescope and from there to a mirror on the ceiling. From the ceiling the images
bounce down to a mirror at floor level which projects the images through an open window to the world outside. The function of
the telescope has been inverted and transformed from a receiver to a broadcaster of light. The images it projects are selected
from the ‘Golden Record’ produced for the Voyager 1 and Voyager 2 missions. These were intended to inform any
extraterrestrials of life and culture on earth. Described by Ann Druyan, author and science media producer, as ‘a classic message
in a bottle’ there was never any knowing whether, if viewed by an extraterrestrial, they would be able to decode the visual signals
or not. The projection of these images by the Voyager spacecraft was at once an informative and a futile gesture. Ed Stone,
Voyager’s project scientist, stated that “In a sense it is a unifying message. It’s a message from Earth. It contains greetings in
many languages, music from many cultures and images that portray our home planet.”

Christoph Keller’s works function between science and art and have a practical as well as an aesthetic application. They are
interventions into reality as well as inventions. Keller is fascinated by previous scientific undertakings such as Wilhelm Reich’s
Cloudbuster project that Keller re-enacted from the roof of PS1 in an attempt to make rain over New York in the Spring and
Summer of 2003 using orgone and nuclear energy. Keller’s stance is at once social political and artistic. He is engaged in
debates around existence and the human condition. His project Helioflex is an attempt, using mirrors, to ‘bypass the social
gradient of access to sunlight in urban habitations’, in other words to bring sunlight to areas normally in shadow at an affordable
price. According to Keller the density of building generates a social gradient of sunlight in urban areas. The top floors bathe in
light that is missing in the bottom floors. The device bypasses this gradient and creates a connection to the outside world by
reflecting natural light to spaces that have never seen the sun before.’ Keller’s political engagement is in the tradition of Josef
Beuys, who taught at the Free University in Berlin where Keller began to study physics in 1988. Christoph Keller is a German
artist who studied math, physics and hydrology before studying liberal arts in Berlin. He pursued post-graduate studies in
Cologne.
Christoph Keller was born in  Fribourg, Germany, in 1967. He lives and works in Berlin.
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Joachim KOESTER
Danish, b. 1962 

Tarantism, 2007
Black and white 16 mm film
9,17 min
Edition 1/5

Tarantism is the name of disease which appeared in southern Italy in the 15th century and which apparently was caused by the
bite of a wolf spider also called « Tarantula ». This bite caused various symptoms, such as nausea, difficulty to speak, delusion,
excitability and agitation. It was believed that those who suffered from convulsions could only be healed by engaging themselves in
a frenzied dance. This dance, called ‘Tarantella’, appeared during the Middle Ages and was used as a ‘dancing cure’ all along
until the 1950s.
In order to make this video, the artist asked a group of dancers to perform this uncontrolled dance in order to explore the
borderline of mental and physical states, close to a trance. Tarantism represents a transition in the artist's work, who brings a story
back to life simply through the movement of these completely disarticulated bodies, without referring to images extracted from
reality, thus exploring a purely unknown mental territory.

Physical and mental exploration have been founding elements in Joachim Koester's research for several years. While exploration
was mainly a matter of geography during the 19th century, the 20th century brought the mental exploration of our unconscious,
triggered by the discovery of psychoanalysis.  Koester is interested in documenting minor events, forgotten by History, in order to
reintroduce them into collective memory. Using 16mm documentary films, photographic series or books, his work transforms
stories into images and vice versa, appearing as a quest for the invisible and the vanishing. With "Tarantism", Joachim Koester
explores a new way to tell a story, while testing the limits of what can be seen, represented, told or known, as he does in the rest
of his work.
Joachim Koester was born in 1962 in Copenhagen, Denmark. He lives and works in New York.
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Julius KOLLER
Slovak, b. 1939-2007

Demonstrative Cultural
Situation 1,2 (U.F.O.), 1989
diptych : Black and white photograph
30H x 40W x 2 cm
Edition 2/6

Wordplay was a central focus of Koller’s work, in particular the acronym U.F.O., which he adapted in his diagrammatic drawings to
stand variously for Univerzálna Futurologická Organizácia (Universal Futurological Organization, 1972–3), Univerzálny Filozoficky
Ornament (Universal Philosophical Ornament, 1978) or Underground Fantastic Organization (1975), and which also appeared in a
series of slapsticky self-portraits titled ‘U.F.O.–naut’ (1970–2007). These infinite variations on a common cipher constituted an
insistent incantation of the Utopian principle. Friedrich Nietzsche argued that to realize a fundamental critique of ‘bad faith’ means
to move beyond cynicism and embrace a radical optimism that exceeds the petty dialectics of expectation and disappointment. In
his approach to life and art as the U.F.O.–naut, Koller embodied precisely this: he actualized the potential of his imagination as a
form of existential agency. As we get entangled in the strange possibilities of art and ideas, we all become U.F.O.–nauts and are
deeply indebted to Koller, our patron saint of U.F.O.–nauts.

In its stringency, obsession and peculiarity, the oeuvre of Július Koller is one of the most idiosyncratic and consistent in European
art since the 1960s. Yet Koller is not only a seminal figure in the history of the neo- and post-avant-garde; his work has long been
a critical inspiration for artists and intellectuals. In the most recent past, Koller's concepts of the Anti-Happening, the Anti-Picture,
the Universal-cultural Futurological Operation (U.F.O.), his actions, objects, texts and the enormous referential archive he built up,
have attracted growing interest on the part of a broader art public. From around 1960, in response to the modernist mainstream in
Slovak art, Július Koller began to develop his aesthetic position of the “antihappening.” His strategy consists in using real objects
and everyday life as the predefined program for an aesthetic operation: from 1965, in texts rubberstamped on paper that refer to
the context of the “anti-happening,” and then in 1967/1968 in pictures for which Koller used white latex paint instead of oils and
which saw the first appearance of the question mark—the symbol of Koller’s brands of naming, or “making known,” that was later
to undergo many mutations in various media and states of aggregation. The “invitation cards for an idea”—as Koller called the text
works relating to the “anti-happenings”—and the palimpsests and serial arrangements of the “anti-pictures” set themselves apart
from the academicism of Modernism in more than just formal terms. Koller foregoes every form of technical mastery. The “anti-
pictures” are amateurish in style, ensuring that they fulfill their task, defined by Koller as “engaging rather than arranging.”

He died in 2007 in Bratislava.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Julius KOLLER
Slovak, b. 1939-2007

Universal Futurological
Question Mark (U.F.O) , 1978
Black and white photograph
49H x 49W cm
Edition 2/6

This work is one of Koller’s many variations which he began to use in 1970 to describe the ‘cultural situations’ he created. His
"Anti-Happenings" turned mundane events into 'cultural' and 'subjective' situations. He sought to create new cultural situations that
weren't new art, but rather new ways of living: a new creativity for a new humanistic culture. With his projects, actions and
manifestos Koller gradually alters reality. In the face of Communist ideology, subjectivity reclaims its role with all of its poetry and
discord. The critic Jan Verwoert has commented on the significance of this constantly shifting reference: it ‘becomes a metaphor
for the invasion of reality by the imagination. As such, it captures the essence of Utopian thought: to confront the microcosm of an
actual state of affairs with the macrocosm of infinite possibilities – to show that society can be changed.’ (Jan Verwoert, ‘Július
Koller: Kölnischer Kunstverein, Cologne, Germany’, Frieze no.79, November–December 2003, pp.98–9.)

In its stringency, obsession and peculiarity, the oeuvre of Július Koller is one of the most idiosyncratic and consistent in European
art since the 1960s. Yet Koller is not only a seminal figure in the history of the neo- and post-avant-garde; his work has long been
a critical inspiration for artists and intellectuals. In the most recent past, Koller's concepts of the Anti-Happening, the Anti-Picture,
the Universal-cultural Futurological Operation (U.F.O.), his actions, objects, texts and the enormous referential archive he built up,
have attracted growing interest on the part of a broader art public. From around 1960, in response to the modernist mainstream in
Slovak art, Július Koller began to develop his aesthetic position of the “antihappening.” His strategy consists in using real objects
and everyday life as the predefined program for an aesthetic operation: from 1965, in texts rubberstamped on paper that refer to
the context of the “anti-happening,” and then in 1967/1968 in pictures for which Koller used white latex paint instead of oils and
which saw the first appearance of the question mark—the symbol of Koller’s brands of naming, or “making known,” that was later
to undergo many mutations in various media and states of aggregation. The “invitation cards for an idea”—as Koller called the text
works relating to the “anti-happenings”—and the palimpsests and serial arrangements of the “anti-pictures” set themselves apart
from the academicism of Modernism in more than just formal terms. Koller foregoes every form of technical mastery. The “anti-
pictures” are amateurish in style, ensuring that they fulfill their task, defined by Koller as “engaging rather than arranging.”

He died in 2007 in Bratislava.
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Julius KOLLER
Slovak, b. 1939-2007

Monologika - Jojo 1.,2. (U.F.O.),
1982
Black and white photograph on paper
8,1H x 11,6W cm x 2

The photograph Monologic - Yo-Yo (U.F.O.),(1982), shows Koller playing with a big white Yo-Yo in a drab concrete building among
a group of tower blocks. For him, games like ping-pong or the yo-yo representsed the possibility of a more playful society in the
face of socialist standardization. As Tom Holert mentions, "Koller's semiological manipulations of landscape and topography, of
places and (his own) faces, investigate the possibilities of shifting meaning by the simplest alterations. In deadpan-humorist
fashion, most poignantly displayed in a series of photo-portraits that cover a period of more than four decades, he systematically
explores the relationship between art and alienation, or the idea of art as alienation. "U.F.O.-naut J.K." becomes the artist's altered
ego, an extraterrestrial maker and distributor of universal signs: question marks, Ping-Pong balls, or wave lines, a more recent
signature symbol, formed by tennis balls in a swimming pool in 1992 or drawn on the floor in the "antiperformance" Nova vaznost',
1991." (Tom Holert, Artforum, October, 2004).

In its stringency, obsession and peculiarity, the oeuvre of Július Koller is one of the most idiosyncratic and consistent in European
art since the 1960s. Yet Koller is not only a seminal figure in the history of the neo- and post-avant-garde; his work has long been
a critical inspiration for artists and intellectuals. In the most recent past, Koller's concepts of the Anti-Happening, the Anti-Picture,
the Universal-cultural Futurological Operation (U.F.O.), his actions, objects, texts and the enormous referential archive he built up,
have attracted growing interest on the part of a broader art public. From around 1960, in response to the modernist mainstream in
Slovak art, Július Koller began to develop his aesthetic position of the “antihappening.” His strategy consists in using real objects
and everyday life as the predefined program for an aesthetic operation: from 1965, in texts rubberstamped on paper that refer to
the context of the “anti-happening,” and then in 1967/1968 in pictures for which Koller used white latex paint instead of oils and
which saw the first appearance of the question mark—the symbol of Koller’s brands of naming, or “making known,” that was later
to undergo many mutations in various media and states of aggregation. The “invitation cards for an idea”—as Koller called the text
works relating to the “anti-happenings”—and the palimpsests and serial arrangements of the “anti-pictures” set themselves apart
from the academicism of Modernism in more than just formal terms. Koller foregoes every form of technical mastery. The “anti-
pictures” are amateurish in style, ensuring that they fulfill their task, defined by Koller as “engaging rather than arranging.” 

He died in 2007 in Bratislava.
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Julius KOLLER
Slovak, b. 1939-2007

UFO-Expedition (U.F.O.), 1982
Print on paper
29,2H x 21W cm

Wordplay was a central focus of Koller’s work, in particular the acronym U.F.O., which he adapted in his diagrammatic drawings to
stand variously for Univerzálna Futurologická Organizácia (Universal Futurological Organization, 1972–3), Univerzálny Filozoficky
Ornament (Universal Philosophical Ornament, 1978) or Underground Fantastic Organization (1975), and which also appeared in a
series of slapsticky self-portraits titled ‘U.F.O.–naut’ (1970–2007). These infinite variations on a common cipher constituted an
insistent incantation of the Utopian principle. Friedrich Nietzsche argued that to realize a fundamental critique of ‘bad faith’ means
to move beyond cynicism and embrace a radical optimism that exceeds the petty dialectics of expectation and disappointment. In
his approach to life and art as the U.F.O.–naut, Koller embodied precisely this: he actualized the potential of his imagination as a
form of existential agency. As we get entangled in the strange possibilities of art and ideas, we all become U.F.O.–nauts and are
deeply indebted to Koller, our patron saint of U.F.O.–nauts.

In its stringency, obsession and peculiarity, the oeuvre of Július Koller is one of the most idiosyncratic and consistent in European
art since the 1960s. Yet Koller is not only a seminal figure in the history of the neo- and post-avant-garde; his work has long been
a critical inspiration for artists and intellectuals. In the most recent past, Koller's concepts of the Anti-Happening, the Anti-Picture,
the Universal-cultural Futurological Operation (U.F.O.), his actions, objects, texts and the enormous referential archive he built up,
have attracted growing interest on the part of a broader art public. From around 1960, in response to the modernist mainstream in
Slovak art, Július Koller began to develop his aesthetic position of the “antihappening.” His strategy consists in using real objects
and everyday life as the predefined program for an aesthetic operation: from 1965, in texts rubberstamped on paper that refer to
the context of the “anti-happening,” and then in 1967/1968 in pictures for which Koller used white latex paint instead of oils and
which saw the first appearance of the question mark—the symbol of Koller’s brands of naming, or “making known,” that was later
to undergo many mutations in various media and states of aggregation. The “invitation cards for an idea”—as Koller called the text
works relating to the “anti-happenings”—and the palimpsests and serial arrangements of the “anti-pictures” set themselves apart
from the academicism of Modernism in more than just formal terms. Koller foregoes every form of technical mastery. The “anti-
pictures” are amateurish in style, ensuring that they fulfill their task, defined by Koller as “engaging rather than arranging.”

He died in 2007 in Bratislava.
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Julius KOLLER
Slovak, b. 1939-2007

Anti-Happening, 1965
Card with stamped green ink
11,4H x 16,2W cm

Anti-Happening refers to Koller’s 1965 manifesto, ‘Anti-Happening (System of Subjective Objectivity)’. In opposition to the notion of
a ‘happening’ as a way of actualising group identity, in his manifesto, Koller stated that his concept of the ‘anti-happening’ aimed at
a ‘cultural reshaping of the subject, at awareness, at the surroundings and the real world’ [i]. Unlike happenings, these actions do
not involve the staging of psychologically expressive performances. As the art historian Piotr Petrowski has noted, it is part of ‘an
attitude that aims to erase the boundaries between different art tendencies (art and anti-art, modernist and neo-avant-garde
painting), between different forms of neo-avant-garde practice (performance, conceptual art, Fluxus) and, above all, between art
and life’[ii].
[i] Kathrin Rhomberg and Roman Ondák (eds.), Julius Koller: Univerzálne Futurologické Operácie, Cologne 2003. p.126. 
[ii] Piotr Piotrowski, In the Shadow of Yalta: Art and the Avant-Garde in Eastern Europe, 1945–1989, London 2009. 

In its stringency, obsession and peculiarity, the oeuvre of Július Koller is one of the most idiosyncratic and consistent in European
art since the 1960s. Yet Koller is not only a seminal figure in the history of the neo- and post-avant-garde; his work has long been
a critical inspiration for artists and intellectuals. In the most recent past, Koller's concepts of the Anti-Happening, the Anti-Picture,
the Universal-cultural Futurological Operation (U.F.O.), his actions, objects, texts and the enormous referential archive he built up,
have attracted growing interest on the part of a broader art public. From around 1960, in response to the modernist mainstream in
Slovak art, Július Koller began to develop his aesthetic position of the “antihappening.” His strategy consists in using real objects
and everyday life as the predefined program for an aesthetic operation: from 1965, in texts rubberstamped on paper that refer to
the context of the “anti-happening,” and then in 1967/1968 in pictures for which Koller used white latex paint instead of oils and
which saw the first appearance of the question mark—the symbol of Koller’s brands of naming, or “making known,” that was later
to undergo many mutations in various media and states of aggregation. The “invitation cards for an idea”—as Koller called the text
works relating to the “anti-happenings”—and the palimpsests and serial arrangements of the “anti-pictures” set themselves apart
from the academicism of Modernism in more than just formal terms. Koller foregoes every form of technical mastery. The “anti-
pictures” are amateurish in style, ensuring that they fulfill their task, defined by Koller as “engaging rather than arranging.”

He died in 2007 in Bratislava.
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Paul KOS
American, b. 1942

The Sound of Ice Melting, 1970
Installation
Edition de 3

The sound of ice melting is an installation of amplifiers and a dozen microphones leaning forward to two blocks of melting ice. Kos

contributed the work to the Museum of Conceptual Art’s inaugural exhibition « Sound Sculpture As » in April of 1970. Kos often

used ice as a material in his work, such as Richmond glacier, 1969 and « ice makes fire », 1974, in ways that deeply undercut

habit, giving to this familiar material new meaning and beauty; but with this work, by surrounding the ice with impressive sound

technology hardware, Kos also wanted to suggest people could be convinced they were actually hearing ice melting, thus playing

on perceptions of sight and sound and how the two can mutually create misinformation. The contrast between the setting of an

apparently important press gathering, and the uneventful nature of ice melting, also denounces the shallowness of media

information in modern society.Yet, by an inimitable eye blink of history, forty years after its creation « The sound of ice melting »

suddenly takes a totally new meaning: it becomes an iconic image in the raging global warming debate of 2007, where conceptual

art form is transmuted into direct media expression, and absurdist irony into critically serious political advocacy.

Paul Kos is part of the San Francisco / Bay Area Conceptual movement that pioneered video performance and installation art in

the late 60’s and early 70’s. Calling himself a « materials-based conceptual artist », he explores properties of various materials not

traditionally associated with art, and often includes a sound dimension to his work. In the context of the Vietnam era, artists in Kos’

movement often made politically engaged work. The West Coast’s conceptual movement was more playful and less cerebral than

its relatively austere analogue in New-York: Kos’ work often shows a slightly absurdist sense of humor which he crystallizes into

memorable, smart and funny images, something shared with that of fellow Californian Bruce Nauman. 

Paul Kos was born in Rock Springs, Wyoming, in 1942. He lives and works in San Francisco, California.
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Jiri KOVANDA
Czech, b. 1953

Untitled, 1992
Sculpture (3 cardboard boxes)
18 x 24 cm
Unique

Untitled (1992) responds to the same principles of an economy of means as the artist's actions and installations: three empty
cardboard boxes which have contained photographic film are piled one on top of the other. Nevertheless there is a harmony in the
assembly of forms, writing, colors, proportions; an aesthetic construction is carried by this contemporary still life. This work charts
the passing of time: the cardboard yellows, the film becomes obsolete in the digital age. In a meta-artistic dimension, this sculpture
could be a manifesto for Kovanda's work. His actions and installations have a particular link to the photographic medium: they can
only exist for the contemporary spectator and as an artwork, through the records and documentation. The sculpture seems to
contain potential artworks in gestation in the bottom of the box, like a mysterious photographic chamber, invisible to the eye.

All Kovanda's artistic practice poses the question of visibility. Having worked on actions and performance, the artist decided to
'disappear' from his artworks during twenty years; in 2007, his performance Kissing through glass in the institutional setting of Tate
Modern was acclaimed by critics. Some works are only visible thirty years later via traces and archives; he artist's rehabilitation by
institutions and galleries offers a new critical reading of his practice which had until then remained rather confidential. What is
particularly noted are his links with the history of gesture since the 1970s.
Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Jiri KOVANDA
Czech, b. 1953

"XXX... I walk along carefully,
very carefully, as if I were on
ice that might crack at any
moment.", October 28, 1977,
Prague, 28 octobre 1977 
Photograph
29,7H x 21,3W cm
Edition 1/3

Kovanda's 'discreet' actions (leaving a discussion in a rush, bumping into passers-by in the street, making a pile of rubbish and
scattering it, looking at the sun until tears come…) are always documented according to the same format: a piece of A4 paper, a
concise typewritten text, and sometimes a photograph taken by someone else. This action, walking abnormally slowly, questions
the place of the individual within the space of a city with regards to social habits. Kovanda places himself slightly outside the
regulated rhythm of the city walking. “A [certain] reading consists in analyzing the artist's micros-interventions which have taken
place in the public sphere during the Soviet era in Prague specifically as political art which the artist refutes.” (extract from the
journal Particules). Was he noticed as 'suspect'? His footsteps mime prudence, as if there was a potential risk underfoot. The title
describes and at the same time renders poetic the artist's walk. Walking is equivalent to creating, according to Thierry Davila
(Marcher, créer, éditions du Regard, 2007). A complex relation comes to be between the action, its documentation, and its
audience, posing the question of their meaning. His works have been exhibited some thirty years after they took place for a
'second audience'. “I think that the message I was sending out was not intended for the people who were present when the actions
happened at the concrete moment when they were taking place. The message was intended more for those who would read about
them as actions. What I was interested in was something ordinary, something normal, that might happen that way. That’s what
they were all about. For me, they don’t have any symbolic meaning”, according to the artist.

All Kovanda's artistic practice poses the question of visibility. Having worked on actions and performance, the artist decided to
'disappear' from his artworks during twenty years; in 2007, his performance Kissing through glass in the institutional setting of Tate
Modern was acclaimed by critics. Some works are only visible thirty years later via traces and archives; the artist's rehabilitation by
institutions and galleries offers a new critical reading of his practice which had until then remained rather confidential. What is
particularly noted are his links with the history of gesture since the 1970s.
Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Jiri KOVANDA
Czech, b. 1953

"White String at Home",
November, 19-26, 1979, Prague,

1979
Photograph
29,7H x 21,3W cm
Edition 3/3

This ephemeral installation by Jirí Kovanda, documented in the same way as his performances with a photograph and a text,
belongs to a body of works that took place in his apartment/studio. During an interview with Hans Ulrich Obrist, the artist
highlighted that he had never had a studio and that this work space blended with his apartment. A piece of string cuts across the
room in a diagonal; it functions as a scale to measure time and space. This element recurs in the artist's work: during the summer
1979, the artist pulled a string across riverbanks. This work makes present – through coexistence and contrast – the geometry and
abstraction of this line with daily objects. The string modifies the space in a minimal way since it can no longer be perceived as a
unit due to this diagonal. “At the time, I was reading a lot about zen. Even the most ordinary thing can become extraordinary with a
small shift in context. And the simpler the shift, the better. It is just about perturbing a stereotype and intensifying a sensation, life”,
said the artist in an interview with Guillaume Leingre (Particules, issue 18). This string could function like a haïku, the very short
Japanese poems that aim to capture the evanescence of things: perhaps he is materializing a spider's web, a ray of sunshine, the
link between two ideas…

All Kovanda's artistic practice poses the question of visibility. Having worked on actions and performance, the artist decided to
'disappear' from his artworks during twenty years; in 2007, his performance Kissing through glass in the institutional setting of Tate
Modern was acclaimed by critics. Some works are only visible thirty years later via traces and archives; the artist's rehabilitation by
institutions and galleries offers a new critical reading of his practice which had until then remained rather confidential. What is
particularly noted are his links with the history of gesture since the 1970s.
Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Jiri KOVANDA
Czech, b. 1953

XXX...I had arranged to meet
some friends at 7:40pm. I
decided I would arrived at the
agreed spot 10 minutes
early…", November 30, 1977,
Typed text on cardboard
29,7H x 21,3W cm 
Edition 1/3

All Kovanda's artistic practice poses the question of visibility. Having worked on actions and performance, the artist decided to
'disappear' from his artworks during twenty years; in 2007, his performance Kissing through glass in the institutional setting of Tate
Modern was acclaimed by critics. Some works are only visible thirty years later via traces and archives; the artist's rehabilitation by
institutions and galleries offers a new critical reading of his practice which had until then remained rather confidential. What is
particularly noted are his links with the history of gesture since the 1970s.
Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Kovanda's 'discreet' actions (leaving a discussion in a rush, bumping into passers-by in the street, making a pile of rubbish and
scattering it, looking at the sun until tears come…) are always documented according to the same format: a piece of A4 paper, a
concise typewritten text, and sometimes a photograph taken by someone else. In this action, the artist arrives for a rendez-vous 10
minutes early and positions himself to wait alone until his friends join him. Jirí Kovanda introduces slight disjunctions with the social
use of time and this action plays with the notion of not arriving late. This work has resonance with a missed rendez-vous, one of
the artist's last actions. On 23 January 1978, the artist did not appear for a rendez-vous he had made with friends on a square in
Prague, 'disappearing' from his works until 2000.
A complex relation comes to be between the action, its documentation, and its audience, posing the question of their meaning. His
works have been exhibited some thirty years after they took place for a 'second audience'. “I think that the message was sending
out was not intended for the people who were present when the actions happened at the concrete moment they were taking place.
The message was intended more for those who would read about them as actions. What I was interested in was something
ordinary, something normal, that might happen that way. That’s what they were all about. For me, they don’t have any symbolic
meaning”, according to the artist.
 Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Jiri KOVANDA
Czech, b. 1953

"Two Little White Piles",
Autumn 1980, Karluv Most,
Manesuv Most, Prague, 1980
Photograph
29,7H x 21,3W cm
Edition 1/3

Kovanda's street interventions are always documented according to the same format as the actions: a piece of A4 paper, a

typewritten text giving a precise location and date, and a photograph. Contrarily to the actions, he took the photographs himself.

One of the rules he stuck to in his artistic practice was to always use material at his disposal, a real economy of means. Since he

worked in the Prague National Gallery store between 1977 and 1995, he was able to use left-over art handling materials like string,

paper, wooden wedges and so forth. Most interventions tended to be small in scale and ephemeral, with no particular audience

since they occurred outside the art gallery space (certainly until the late 1990s). The white piles on two parallel bridges are bound

to disappear. This poetic installation in urban settings is given two different perspectives, one photograph being a close-up.

Kovanda states that: “They were often white... Maybe it had something to do with that out of place quality I was talking about. On

the street, for example, the color white seems rather artificial. It provides a certain contrast.”

Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Jiri KOVANDA
Czech, b. 1953

"Wedges in the Pavements",
Autumn 1980, Alsovo nabrezi,
Prague, 1980
Photograph
29,7H x 21,3W cm
Edition 3/3

Kovanda's street interventions are always documented according to the same format as the actions: a piece of A4 paper, a

typewritten text giving a precise location and date, and a photograph. Contrarily to the actions, he took the photographs himself.

One of the rules he stuck to in his artistic practice was to always use material at his disposal, a real economy of means. Since he

worked in the Prague National Gallery store between 1977 and 1995, he was able to use left-over art handling materials like string,

paper, wooden wedges and so forth. Most interventions tended to be small in scale and ephemeral, with no particular audience

since they occurred outside the art gallery space (certainly until the late 1990s). This was perhaps a ironic counter-commentary on

monumental Minimalist installations and a consequence of the context of an Eastern European country during the Soviet period. In

this document, wooden wedges are inserted in the interstices of stone pavings, as if standing guard. Stuck in an ominous corner,

they create stark shadows on the ground.

Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Jiri KOVANDA
Czech, b. 1953

"One Small Box filled with
dried Red Rhododendron
Blossoms, The other small Box
filled with dried White
Rododendron Blossoms."
Spring, summer 1981,
Vinohrady, Prague , 1981
Photograph
29,7H x 21,3W cm
Edition 1/3

Kovanda's street interventions are always documented according to the same format as the actions: a piece of A4 paper, a

typewritten text giving a precise location and date, and a photograph. Contrarily to the actions, he took the photographs himself.

One of the rules he stuck to in his artistic practice was to always use material at his disposal, a real economy of means. Since he

worked in the Prague National Gallery store between 1977 and 1995, he was able to use left-over art handling materials like string,

paper, wooden wedges and so forth. Most interventions tended to be small in scale and ephemeral, with no particular audience

since they occurred outside the art gallery space (certainly until the late 1990s). This document is a close-up shot of two

matchboxes placed side by side next to two waste pins. One box reads 'The Key Safety Match' and the caption indicates their

precious distinct dried flower content. This coupling of everyday utilitarian packaging on the ground amongst weeds and detritus is

imbued with a melancholic sobering poetry, particularly since these quasi invisible micro-events occurred in a Soviet era Eastern

European society undergoing constant surveillance.

Jirí Kovanda's works have in common a great economy of means. The artist assures that we need “get along with what we have”,
which in his case meant gestures, objects, and non-artistic materials, used in interventions or installations. The artworks are
incredibly slight and come together in a fragile equilibrium: brushing against passers-by in the street (1977), making a branch hold
on two chewing-gums (2008). His actions – theatre with no spectator ? – question the threshold of visibility, until they become
'absurd' (in the etymological sense of what cannot be heard). The artist ignites thinking about the other and about form, two ideas
that connect the work.
Jiri Kovanda was born in 1953 in Prague, Czech Republic. Lives and works in Prague.
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Benoît MAIRE
French, b. 1978

Le réel est l'impasse de la
formalisation ; la formalisation
est le lieu de passe-en-force du
réel, 2006
Sculpture

The piece consists of sculpture of 10 elements, among them: a globe, a picture of a gorilla, a chair, scrabble letters, 3 glasses of
black ink, a book whose title is illuminated by the beam of a 8mm projector, a pair of boots, etc. The display is a collection of
selected objects chosen in response to the reading of a text by Alain Badiou (the first chapter of the seminar "Le réel est l'impasse
de la formalisation; la formalisation est le lieu de passe en force du réel" from February 4, 1975). The elements are a visual way to
question the transposition of an idea into reality. The challenge of the work lies in translating the speech of an artistic image, which
itself generates speech. "For me the display of objects, is to provide support for a thought experiment, of a philosophy that "would
return to the things themselves." Here I associate these "things themselves" to concrete objects." In this sense, the work may be
considered "complete" on the day in which the philosopher will use this display as a possible image for his thought. This network of
indices awaits new meanings and interpretations. Emblematic of the artist, this work is rhizomatic. Some elements of this display
have indeed contributed to other works made thereafter. For example, the image of gorilla refers to a work entitled "Purpose
Monkey" (2007), while the book "Le Bonheur de Vivre "presented in this display was the subject of a video shown at the Biennale
in Lyon in 2007.

From references to philosophical readings, Benoît Maire makes performances, organizes discussions, sculptures, assemblages of
objects in space, paintings and videos. More than just a link between philosophy and art, his work creates a network of correlations
and questions between the two disciplines, addressing the realization of an idea. How does one go from textual representation to a
system of representation specific to visual arts? "Sometimes a picture is better to pose a problem," says the artist, "this is not
about appropriating references, but to use them as an order of representation, like traces, memories, and spectra to reactivate." In
Maire's work, arises the question of the "making" of an idea so that it becomes an object of reality, and in this case a work of art.
Benoit Maire was born in 1978 in Pessac, France. He lives and works in Paris.
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Daria MARTIN
American, b. 1973

Soft Materials , 2004
16 mm film
10,30 min
Edition 2/4 + 1 AP

Soft Materials is a curious, touching but also disturbing sequence of confrontations between two people: a man and a woman,
and machines. Shot in the Artificial Intelligence Laboratory at the University of Zurich, the humans and the machines mirror each
other's actions. It is unclear which party takes the lead. Do the humans mimic the machines or are the machines following the
humans? Each of the protagonists, whether human or mechanical, are vulnerable and naked –the humans stripped of clothing
and the machines lacking protective covering. Like the celebrated film Ballet Mechanique by Leger, Martin's film suggests the
erotics of the mechanised world. The film evokes a history of modernist aspiration for utopia where man and machine would
become bedfellows or at least entirely complimentary. The machines learn to think and act like humans echoing their appearance
and actions. The work references both American body performance art of the 1960s and 1970s as well as Robert Morris's work
“Neoclassic” in which a naked dancer was filmed interacting with his sculptures at the Tate Gallery in 1971 in a series of
peaceful, trancelike actions.

A number of Daria Martin's films explore the relationship between humans and machines and make reference to modernist art,
whether through the work of the Bauhuas (Schlemmer), Surrealism (Giacometti's Palace at 4 AM) or American art of the 1960s
and 1970s. Her films involve performance and many are shown as 16mm projections – assembling memories, reveries, scholarly
research, and imported citations drawn from a wide range of sources including early twentieth century painting, sculpture,
fashion, stage, and dance productions. “I came to the medium of film because of its open potential,” writes Daria Martin, “Its
invitation to travel through time and space within an imagined world.” The artist values the contradictions of the medium of film,
in particular the tension between the private fantasy it stimulates and the public physicality on which it depends.

Daria Martin was born in 1973 in San Francisco,. She lives and works in London.
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Elizabeth McALPINE
British, b. 1973

98m (The height of the
Campanile, San Marco, Venice,
in Super 8mmFilm), 2005
Super 8 film 
148H x 22W x 75D cm / 20 min
Edition 4/5

Elizabeth McAlpine's work frequently deals with time based issues as well as the experience of watching. In « The Height of the
Campanile », McAlpine has calculated the height of the tower and timed her shooting of it so that the length of the film in meters
is exactly that of the height of the tower. Thus the time it takes to view the film, and the pace at which the camera pans up the
tower are equivalent to the height of the tower.
The image, which is quite grainy, is projected postcard-size, on the wall and the film loops back inside a specially constructed
glass structure. The size of the projection, reminds the viewer that Venice has become, above all, a tourist destination. The use of
8 mm cine film recalls the way in which, prior to the invention of video, tourists would record their holidays on film for playback in
the home. If the technology has a period feel, the mesmerising continuous loop suggests a certain timelessness that the visitor to
Venice appreciates when standing in front in San Marco.
Thus while much of McAlpine's work is based on edits, repetitions and sequencing, here she has made a piece that apparently is
simply a continuous shot: far from being fragmented it is a whole.

Elizabeth McAlpine has described herself as a « fanatical geologist » who explores the different layers of cinematic footage. Her
works use a variety of film media, for example excerpts from feature films or found footage. Researching instances of repetitions
in found media, she combines them to reveal new meanings, sometimes using a structure related to other forms of artistic
expression. McAlpine looks at the ways in which we process and absorb film as well as transforming extracts into rather painterly
images. She examines the way in which cinema acts upon the mind making the subliminal liminal.
All her films explore issues related to time (real and film), editing, continuity and rupture. McAlpine's work reflects the mediated
world in which we live and looks at ways in which our cultural constructs are based on repetition and similarities.

Elizabeth McAlpine was born in London in 1973. She lives and works in London. 
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Allan McCOLLUM
American, b. 1944

20 Surrogates, 1982-85
Sculpture
Variable dimensions, 20 units

Allan McCollum neither superimposes the conditions of industrial production as artistic practice nor attempts to raise them, in a
heroic gesture, to the status of high art. The starting point of his art generally surrounds the idea of a sign. He frames the sign
inside of realm of the significant characteristics of the total quantity of all pictures in general. These considerations are the result
of an inconsistency of art production in relation to culture at large and the function it fulfills. This function is determined by the
fact that in the economic system of a consumer society, the artwork becomes a commodity. The analysis suggests that the art
object doesn’t have any other projection or function than any other product in mass culture. In the work titled “The Glossies”
(1980), an affinity for photography manifested itself before McCollum actually began to use photography as a medium. “The
Glossies” are drawings, rectangular forms applied with blank ink and watercolors, which fill up the sheets parallel to the edges
except for a small margin. Finally, the whole paper is covered with an adhesive plastic laminate, which gives it the shiny surface
of a photograph. The drawing as original artistic expression is employed as a sign for photography. In this respect, “The
Glossies” marks a decisive transition to the “Plaster Surrogates”, a multi-phase work, which McCollum began to create in 1982.

Discussing the Plaster Surrogates in a 1985 interview, McCollum described his practice as “a sort of ‘working to rule’”: a job
action in which workers do precisely and only what is required contractually, both refusing excess work and excessively
observing rules and regulations. “In a sense, I’m doing just the minimum that is required of an artist and no more.” Each and
every Surrogate is signed dated and numbered. Although McCollum works with assistants, he insists on painting the outer edge
of every black center and the inner edge of every border. No two surrogates are identical; all those of the same dimensions have
slightly different colored borders and vice versa. There is nothing false about the objects themselves. McCollum doesn’t employ
illusionism or trompe l’oeil. His Surrogates aren’t forgeries of paintings. They’re not even paintings – only plaster objects, which
may, at a distance, resemble framed images. The artist proceeded to hang his Surrogate Paintings in larger groups and in a
relatively order less way, side by side and one beneath the other. By his increase of quantity and the effect of repetition, he
intended likewise to interpret this exaggerated idea of an installation as a sign and to exclude any kind of view, which
emphasizes the importance of the single picture. The surrogates, via their reduced attributes and their relentless sameness,
started working to render the gallery into a quasi-theatrical space which seemed to “stand for” a gallery; and by extension, this
rendered the artist into a caricature of the artist, the viewers performers.

Allan McCollum was born in Los Angeles in 1944 and now lives and works in New York City.
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John MENICK
American, b. 1976

The secret life of things, 2006
Vidéo
6’

The theme of the end of the world, of the last man on earth, recurs in our literary and cinematographic culture and in our
imaginary: “we had this dream before, the dream that we’re alone.”
In The Secret Life of Things, the narrator presents himself as an enthusiast and expert on films announcing the end of the world
and those staging someone waking up to discover that they are the only survivor on earth. Like in some works by Mario Garcia
Torres (like The Transparencies of the Non-Act, a slide projection about the artist Oscar Neuestern, Kadist Collection), the artist
lends his discourse to a stranger. Mastering the montage, he intersperses a monologue and images. A suite of extracts that
intersect with his discourse highlight the recurrence of the theme in cinema: from René Clair and Paris qui dort (1924), to The Last
Men on Earth (1964) or The Omega Man (1971). These themes recur in European literary and cinematographic culture and in the
imaginary: “we used to have this dream before, the dream that we were alone”. They were greatly developed in the 1960s and
1970s, allowing the expression of concerns of the time (the atomic bomb in Hiroshima, Cold War threats) through fiction. From the
beginning of the video, one has a glimpse of Paris, and then other cities, empty, with abandoned buildings, roads and monuments.
More than a filmography of the end of the world, the narrator explains that this obsession is linked to things: “I watched these
movies for their things, the massive accumulation of things”. What will become of these objects, cars, houses when they have lost
their users? He continues to say that these objects have another use, another identity, 'a secret life'. Finally he admits that “The
story of the future is therefore in our present”. Above all, these announcing films are the witnesses of our history.

Rather like the narrator in the video belonging to the Kadist collection, The secret life of things, the artist John Menick is a
'professional spectator'. He has written numerous texts on cinema and art which he publishes on his blog or in magazines. The
artist, who has remained outside the art market, is recognized by numerous institutions and has exhibited at Maison Rouge (Paris),
Laboratoires d'Aubervilliers, PS1 (New York), Artists Space (New York), CCA Wattis Institute (San Francisco), Midway
Contemporary Art (Minneapolis).
John Menick was born in 1976 in White Plains, New York. He lives and works in New York.
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Jonathan MONK
British, b. 1969

Untitled (Rolled up), 2003
Aluminium sculpture
Diameter 56,5 cm
Edition 3/6

Untitled (rolled up), is an abstract portrait of Owen Monk, the artist's father and features an aluminum ring of 56.6 cm in diameter
measuring 1.77 cm in circumference, the size of his father. Jonathan Monk bridges a conceptual art and his family privacy, and
ironically ensures that there is "no difference between Sol Lewitt and my mother, he does not know more than she do not know. "
What is the status of the O-backed chair rail to the white cube? Monk gives us some clues. The O is an initial, the letter contains
the first letter of Owen. The O is also a sign, the letter contains the restaurant sign Owen. The O of "Untitled (rolled up)" is thought
of as an encrypted letter. The work, while it appears as a joke (?), plays upon everything. Monk questions the meaning of a work
through non-conventional logic.

To enter an exhibition by Jonathan Monk is like taking part of a treasure hunt, made up by digressions and space-time
manipulations. In his "Meeting pieces" (a wall text in the exhibition space indicating an appointment in the distant future), the
meeting is uncertain. The amount and variety of his works, poses the question of what supports them. Monk's art does not follow
any style, there is no characteristic that could help to identify his work at first glance. Monk's reading of the myth of contemporary
art is through the prism of humor, irony, and anecdote.

Jonathan Monk was born in 1969 in Leicester, UK. He lives and works in Berlin.
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Laurent MONTARON
French, b. 1972

What remains is future, 2006
HD CAM video
5’24min
Edition 2/5

This film refers directly and fictionally to one of the first media dramas: the burning of the Zeppelin aircraft LZ 129 Hindenburg as it
landed in New York in 1937. The power of these images, which were widely diffused in the press, had a profound haunting impact
on people's consciousness. This mode of transport – both futuristic and obsolete – crystallizes a collective imaginary which was
fed by cinematic, literary and mythological fiction as Barthes would put it. 
A mass advances progressively towards the spectator, the camera glides right up to this monster, which is as graceful as a sea
mammal, but flames perturb this vision. The mass disappears from view, making it impossible to define clearly, and finally exits the
image field. Realized with an anaglyph process – which superimposes two slightly offset images to produce an effect of depth –
the film prevents the experience of the third dimension and emphasizes the tricks of fabrication since it is viewed without special
glasses. Due to its materiality and blurriness, the image, which is accompanied by a sinusoid wave, exerts a powerful haptic and
hypnotic fascination.

Using a variety of media – photography, film, sound, installation, sculpture – Laurent Montaron's work 'renders an image' in
Mélancolia (2005) the magnetic band of an echo chamber endlessly loops and unwinds to become a hypnotic serpentine line. 'To
render an image' can be understood in the sense of crystallizing a set of archetypes and fantasies in a sensory mental
representation. In the film Readings (2005), a researcher at the astronomical observatory in Meudon observes his bloody hand
caused by the tooth he has just lost in a suspended space-time. “I would say that I construct my images like scenes in which the
beginning and the end are missing, in which the scenario is contained in a very short lapse of time. They are often like a film still
with no attached synopsis” according to Laurent Montaron. These images are formed within a time warp, a 'rupture' (Georges Didi-
Huberman), a concept which is also present iconographically in BALBVTIO (2009, two identical films, shot differently, projected
simultaneously). Each one of the artist's works necessitates a particular attention span, different for every spectator.

Born in 1972 in Verneuil-sur-Avre, France. Lives and works in Paris. 
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John MORRIS
American, 1965

Untitled, 2002
2 drawings, ink on paper
26H x 18,1W cm x 2

Untitled was part of the 2002 exhibition “Drawings for the Austrian School” held at the D’Amelio Terras gallery in New York. For
this occasion, Morris created a language of his own by using acrylic, ink, graphite and ballpoint pen on paper. The exhibition title
comes from Morris’ interest in the early 20th century Austrian economist Joseph Schumpeter, a one time Austrian Minister of
Finance, bank director, and economics professor who taught in Europe and at Harvard University. He is considered the founder
of “evolutionary economics.” One of his most well-known economic terms is “creative destruction,” which states that
entrepreneurs with new ideas must destroy business models and practices that came before them in order to stimulate economic
change. Many of Morris’ earlier drawings are dedicated to technology companies that no longer exist, having been incorporated
into larger organizations or made obsolete by changes in the market, exemplifying Schumpeter’s process. Untitled refers to these
theories, layering together repetitive motifs that subtly mutate from one page to the other.

John Morris practices what critic Allan Weiss calls “ poetics of the ad infinitum” an ecstatic but precise doodling in which
handmade marks stand for unrepresentable holism. His drawings are roughly the size of lined binder paper and are often made
on just this unassuming support. For Morris art is a direct, indexical and therefore euphoric transcription of thought, in which
every sign is motivated by some mystical urgency known only to the author.

John Morris was born in 1965. He lives and works in Pittsburg. 
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Jean-Luc MOULENE
French, b. 1955

Il pleut, Paris, 1er juillet 2000,

2004
Cibachrome, glue-backed on
aluminium
Framed: 100 x 82 cm
 cm (57H x 75W cm)

Il pleut, Paris, 1er juillet 2000, which could be the refrain of a song, is the title of a photograph of a minimal moment, the vision of a
Parisian pedestrian, a cut flower lying on the pavement covered in rain drops. Is this moment captured by chance or a mise en
scène? There is a sort of hiatus in the image; the planes – motif and background – connect nature in full bloom, pure, fragile,
ephemeral with the grey weighty tarmac. The calm of the raindrops in Il pleut, Paris, 1er juillet 2000 contrasts with the gushing in
La Fontaine des Amoureux, Paris, 3 avril 2006. Contrary to Nœud coulant (also in the Kadist collection) that opens up possibilities
for thought and research, the elements of this photograph are organized like a rhizome. The raindrops and the flower petals form a
network of points which the spectator can mentally link and recompose. On one hand tightly knit, dispersed on the other. The motif
tends to fuse with the background to create one unique plane. The image generally tends towards a certain flatness, rather like
medieval tapestries in the Mille fleurs style or in fabrics with flowery prints. In the recent Fleurs series (2008), the artist
photographed wild flowers, placing them in front of colored backgrounds that extract them from their natural pastoral setting.

After training in literature and working in advertising, Jean-Luc Moulène became know inthe 1990s for his 'documentary'
photographic practice. His images could be considered as studies of natural and cultural phenomena; the Objets de grève series
(1999) documents objects made in factories during social protests. Moulène uses the codes of media images and diverts them to
liberate the gaze and produce a new imaginary. This poetic tactic is manifest in the series called Disjonctions, in which Moulène
photographs still lives, portraits, daily urban scenes. The notion of disjunction, which can be interpreted in the grammatical sense
('or', 'either... either...') or in terms of logic (an alternative in a dilemma), is manifest in the image by the disunity of the elements in
the composition. The artist is not just a photographer, he increasingly creates relations with drawing, sculpture, objects, texts,
newspaper. As a counterpoint, when asked what unites his work, the artist responds that: “L’évidence absurde, l’horrible
révélation, l’éclat de rire…” (Interview with Briony Fer, « Chaque quelconque », ibidem.) His works tend towards evocation rather
than fixed meaning, inviting the spectators to invent their own tales in this “community of storytellers and translators” (Jacques
Rancière, The Emancipated Spectator). Therefore, “se dégage à partir de telles œuvres une esthétique de la précarité, voire, peut
être mieux encore, une esthétique précaire” (Jean Pierre Criqui, « Paragraphe pour Jean-Luc Moulène », ibid.).

Born in 1955 in Reims, France. Lives and works in Paris. 
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Jean-Luc MOULENE 
French, b. 1955

Le noeud coulant, 1997
Black felt pen & collage on paper
56,3H x 51,3W cm

On a piece of paper, the artist has traced two loops in black crayon and placed two eyes where the lines intersect. Cut out of the
same photograph, the eyes belong to the same gaze. The first asset of a slip knot is its simplicity, it basically requires a small
length of rope. This collage is “un dessin programmatique, une sorte de mode d’emploi” (« Paragraphes pour Jean-Luc Moulène”,
ibid.) of Moulène's work and photographs. Indeed, doesn't one commonly speak of the photographer's gaze? The slip knot could
be a “une sorte de hiéroglyphe de la vision” (« Paragraphes pour Jean-Luc Moulène », ibid.): the eye is the node of everything, the
optic nerve is the common thread, the vector of information. This collage questions our gaze which cannot embrace both eyes at
once (literally staring in the eyes), which is the point made in the series Les filles d’Amsterdam (photographs of prostitutes which
place face and sex organs on the same level). In an interview, the artist analyzes his work by proposing a scenario that activates
drawing: “in fact it is the question of the figure. Tracing is always a sharing act, something quite surprising occurs when the line
loops back: this reflexivity produces the figure. Then one notices that by pulling the lines to separate the eyes, at a certain point
they become stuck; and if one separates other lines then the two eyes end up stuck to one another. It is as if these eyes were
rolling around in their own orbits. […] As such, I believe that thought is outside, that there is no room for it in the flesh. The other,
social space, outside our bodies: that is what enables us to think”.

After training in literature and working in advertising, Jean-Luc Moulène became know in the 1990s for his 'documentary'
photographic practice. His images could be considered as studies of natural and cultural phenomena; the Objets de grève series
(1999) documents objects made in factories during social protests. Moulène uses the codes of media images and diverts them to
liberate the gaze and produce a new imaginary. This poetic tactic ismanifest in the series called Disjonctions, in which Moulène
photographs still lives, portraits, daily urban scenes. The notion of disjunction, which can be interpreted in the grammatical sense
('or', 'either... either...') or in terms of logic (an alternative in a dilemma), is manifest in the image by the disunity of the elements in
the composition. The artist is not just a photographer, he increasingly creates relations with drawing, sculpture, objects, texts,
newspapers... As a counterpoint, when asked what unites his work, the artist responds that: “L’évidence absurde, l’horrible
révélation, l’éclat de rire…” (Interview with Briony Fer, « Chaque quelconque », ibidem.) His works tend towards evocation rather
than fixed meaning, inviting the spectators to invent their own tales in this “community of storytellers and translators” (Jacques
Rancière, The Emancipated Spectator). Therefore, “se dégage à partir de telles œuvres une esthétique de la précarité, voire, peut
être mieux encore, une esthétique précaire” (Jean Pierre Criqui, « Paragraphe pour Jean-Luc Moulène », ibid.).

Born in 1955 in Reims, France. Lives and works in Paris. 
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Fred NAUCZYCIEL
French, b. 1968

Boîte à priere, 1999-2005
Gelatin silver print
80H x 100W cm

He lives and works in Paris.
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Jun NGUYEN HATSUSHIBA
Japanese, b. 1968

Ho! Ho! Ho! Merry Christmas : 
Battle of Easel Point - 
Memorial Project Okinawa, 2003
Single channel video 
Edition 5/8

iFlmed underwater, this is the third video in Nguyen-Hatsushiba's “Memorial Project” series which began in 2001. The title already

implies the cultural complexities about to be ironically unravelled: Ho Chi Minh is parodied and Okinawa (where this was filmed)

was a battle site in Japan during World War II which then became an American training base during the Vietnam War. To a remix

of James Bond movie tracks composed by Quoc Bao, no less than thirty divers in wet suits and full gear advance against the water

resistance armed with cartridges of color. They attack trestles with blank canvases on which they attempt to paint a yellow star but,

after a showering of digital white stars likened to the American flag (presumably alluding to Christmassy snow), they find

themselves uncontrollably portraying actors who played in Vietnam-related films like Marlon Brando, Michael Cimino, Robert De

Niro… which then, end up leading to collapse and dissolving. Water creates a parallel world, symbolic of universal consciousness,

which allows for the slow contemplation of these potentially alienating cultural transmissions. Nguyen-Hatsushiba's dramatized soft

critique is across the board, from the sheer weight of Vietnamese tradition on one hand, to America's geo-political and cultural

hegemony on the other, as well as the way war is represented in the media and in cinema (Vietnam was one of the first conflicts to

have broad coverage).

Jun Nguyen-Hatsushiba initially trained as a painter in the United States and references to the act of paint easel painting and are

regularly present in his videos. Since 2001, he is world renowned for his series of underwater videos, called “Memorial Project”,

which revisit the history and culture of Vietnam, and its relations with the United States. Although the actual filming has an actual

dangerous side for the artist and the actors, as a direct connection with Vietnamese boat people, they have a certain dream-like

quality due to the slow motion in the liquid environment. typical national tropes which are integrated count rickshaws, rice picking,

water puppets and dragons, the yellow star on the flag but these are generally intermingled and confused by overriding American

cultural references. Through running performances across cities around the world, titled Breathing is Free: 12,756.3, Jun Nguyen-

Hatsushiba pursues his humanistic artistic action denouncing global refugee crisis. His practice also includes drawing and large

scale installations.

Jun Nguyen-Hatsushiba, who was born in Japan in 1968, was educated in the United States and now lives and works in Ho Chi

Minh City, formerly Saigon.
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Roman ONDAK
Slovak, b. 1966

The Stray Man, 2006
Performance and video
10,40 min
Edition 2/5+1AP

“A man wanders near the windows of a gallery, situated adjacent to the street. He occasionally gazes through windows into the

gallery but never enters.” Passersby are numerous since these windows are by a tram stop on a busy street. It is surprising to note

how few of them take any notice of this man peering repeatedly through the slightly tinted glass into an empty meeting room with

no distinctive signs to be seen. It turns out this was a performance at the Kunsthaus in Graz. A annunciating drawing with the

same title was shown in Ondák's solo show More Silent Than Even at gb agency in Paris the same year; this show also included

an invisible eavesdropping device. The uncomfortable connotations of surveillance, whether visual or aural, in everyday situations

or art galleries, were in focus. The camera shots following this strange act of insistent staring and squinting vary from different

perspectives outdoors or from inside the space looking at him, with consequent shifts in soundscapes.

In The Stray Man's exercise in curiosity, nothing happens. This action in the public sphere could appear useless. But this

extended, seemingly trivial, gesture is a contemporary poetic take of the act of looking, on its meaning today, its possibilities and

difficulties applicable to the art world as much as to human and socio-political permissiveness or constraints at large.

In 2009, Roman Ondák won the Golden Lion at the Venice Biennale for Loop, the Pavilion of the Czech and Slovak Republics, for

which he brought the same plant-life and trees growing outside inside. This highly considered installation epitomizes Ondák's

work. With often discreet, tongue-in-cheek, conceptual, participatory modes, he succeeds in profoundly questioning the art world

and its established quirks, exhibition spaces, behaviors like queuing, labeling or various pedagogical approaches, visitor

experience, any misplaced preciousness about authenticity or authorship. Various tactics (asking friends for drawings) or forms

(shoelaces for instance) recur in his photographs, performances, installations, videos.

Borderlines are deliberately blurred between the exhibition space and reality. This is infused by his relation to each specific project

context and by his own ongoing experience of changing Eastern Europe.

Roman Ondak was born in 1966 in Zilina, Slovakia. Lives and works in Bratislava .
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Roman ONDAK
Slovak, b. 1966

Slowed-down Journey, 2003
8 drawings

As the caption purposely admits, these drawings were made by friends of Ondák's at home in Slovakia asked to interpret places

he has journeyed to. The description of the blond artist wearing the same outfit and bag in places of transit like airports, stations or

streets are faithful in straightforward (verging on naïve) styles. His own skill as artist is displaced and delegated to others with no

particular gift in draftsmanship. Taking the role of a commissioner recurs regularly in Ondák's work, other examples include

Common Trip (2000) constituted with 128 elements, I'm Just Acting in It (2007) with 24 drawings, for instance.

These eight drawings were placed in variegated simple home decoration frames to create a sort of storyboard for the artist's life.

For political, personal or economic reasons, not everyone has similar possibilities for mobility. Ondák's act of sharing his memories

expands the potential impact of art for a different public, made actors on these occasions. The interpretations give different

viewpoints but maintain a certain continuity, as if it is the artist's travelogue once removed. The repetitive descriptions of a walking

man have interesting parallels with Francis Alys's two-dimensional work.

In 2009, Roman Ondák won the Golden Lion at the Venice Biennale for Loop, the Pavilion of the Czech and Slovak Republics, for

which he brought the same plant-life and trees growing outside inside. This highly considered installation epitomizes Ondák's

work. With often discreet, tongue-in-cheek, conceptual, participatory modes, he succeeds in profoundly questioning the art world

and its established quirks, exhibition spaces, behaviors like queuing, labeling or various pedagogical approaches, visitor

experience, any misplaced preciousness about authenticity or authorship. Various tactics (asking friends for drawings) or forms

(shoelaces for instance) recur in his photographs, performances, installations, videos.

Borderlines are deliberately blurred between the exhibition space and reality. This is infused by his relation to each specific project

context and by his own ongoing experience of changing Eastern Europe.

Roman Ondak was born in 1966 in Zilina, Slovakia. Lives and works in Bratislava
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Roman ONDAK
Slovak, b. 1966

Awaiting Enacted, 2003
Stack of newspapers, 16 pages in
black and white
46H x 31W cm

This work needs to be considered in relation to one of Roman Ondak’s performances during which people were made to queue in
front of the Kunsthalle of Frankfurt in 2003 (Tate Collection). In this instance Ondak collected images of people queuing in front of
all sorts of buildings in various newspapers. He then inserted these in a Slovakian newspaper without trying to give any coherence
with the information in the text on the same page. The result is a fictional space with the potential for the invention of different
scenarios. The theme of people queuing encourages the consideration of the relation between interior and exterior but also of
exclusion. It can also be a reference to deprivation during periods of war or economic depression. In the manner of works by Felix
Gonzales-Torres, the audience can take a copy of the newspaper which therefore leaves the exhibition space. The fact that the
message or the artwork circulates is an integral part of the artistic gesture. People lining up behind one another also formally
becomes a living sculpture. The refusal to allow the object to be recouped by the flux of liberal economy echoes the refusal of any
monumentality which was used so often by authoritarian regimes.

In 2009, Roman Ondák won the Golden Lion at the Venice Biennale for Loop, the Pavilion of the Czech and Slovak Republics, for

which he brought the same plant-life and trees growing outside inside. This highly considered installation epitomizes Ondák's

work. With often discreet, tongue-in-cheek, conceptual, participatory modes, he succeeds in profoundly questioning the art world

and its established quirks, exhibition spaces, behaviors like queuing, labeling or various pedagogical approaches, visitor

experience, any misplaced preciousness about authenticity or authorship. Various tactics (asking friends for drawings) or forms

(shoelaces for instance) recur in his photographs, performances, installations, videos.

Borderlines are deliberately blurred between the exhibition space and reality. This is infused by his relation to each specific project

context and by his own ongoing experience of changing Eastern Europe.

Roman Ondak was born in 1966 in Zilina, Slovakia. Lives and works in Bratislava .
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Lisa OPPENHEIM
American, b. 1975

Untitled (Joseph T. Robinson
Standing at a Podium in a
Room), 2003-2006
Archival inkjet print
33H x 48W cm
Edition 2/5

She lives and works in New York.
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Lisa OPPENHEIM
American, b. 1975

Untitled (Governor of Ohio
Judson Harmon), 2003-2006
Archival inkjet print
33H x 48W cm

She lives and works in New York.
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Lisa OPPENHEIM
American, b. 1975

Untitled (Ruby Downing sitting
between two Unidentified Men
in a Room), 2003-2006
Archival inkjet print
33H x 48W cm

She lives and works in New York.
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Gabriel OROZCO
Mexican, b. 1962

Columpio, 1999 (1997)
Photograph
40,4H x 51H cm
Edition 3/5

Gabriel Orozco comments: "In the exhibition [Documenta 11, Kassel, 2002], I tried to connect with the photographs I took in Mali in
July. I traveled to Mali for three weeks and took some photographs related to my work. They are very different, but there are links
as the graveyard of Timbuktu, which I discovered during the trip. I found the cemetery because I was interested in pottery and
ceramics. Research traditions of ceramics were the reason for my trip to Africa in Mali, to understand, learn, appreciate what they
did, because it is an important tradition in Mali. And then I discovered the cemetery in Timbuktu. It is interesting to see how the
work will take you to discover places you would never have discovered if you did not work. So the link between what you do and
what you find in a second time is very interesting. In this context, the exhibition presents one hand tables with ceramics. In
addition, photographs of Mali are on the walls. There is no direct link. But it is obvious that the same person who is interested in
these things. And there are many reasons for this."

Gabriel Orozco could be described as a traveler-artist, without a fixed studio. He works following contexts and produces work that
flows. "Special Service" (1997) is a collage on a plane ticket, and indicates nomadism, between territories. The artist, who is the
son of muralist Mario Orozco Riviera, questions the boundaries of his artistic identity in Mexico. In "Crazy tourist" (1991), Orozco
creates a situation with oranges in the Brazilian market tables in a desert. The artist uses objects or "poor" situations, found in the
everyday landscape, natural or urban. By their division, their juxtaposition, or collage, inventing semantic or sensitive scenarios,
always surprising, sometimes humorous and sometimes lyrical ... The sculptural practice of the artist, inseparable from his
drawings, photographs, or films, invents relationships of space, and disrupts our perception of objects. Such is the case of
"Yielding Stone" (1992), a photo of a plasticine ball, the weight of the artist, rolled through the streets of New York.
Gabriel Orozco was born in 1962 in Jalapa, Mexico. He lives and works in New York, Mexico, and Paris.
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Gabriel OROZCO
Mexican, b. 1962

Cemetery #1, 2002
C-Print photograph
40,64H x 50,8W cm

Gabriel Orozco comments: "In the exhibition [Documenta 11, Kassel, 2002], I tried to connect with the photographs I took in Mali in
July. I traveled to Mali for three weeks and took some photographs related to my work. They are very different, but there are links
as the graveyard of Timbuktu, which I discovered during the trip. I found the cemetery because I was interested in pottery and
ceramics. Research traditions of ceramics were the reason for my trip to Africa in Mali, to understand, learn, appreciate what they
did, because it is an important tradition in Mali. And then I discovered the cemetery in Timbuktu. It is interesting to see how the
work will take you to discover places you would never have discovered if you did not work. So the link between what you do and
what you find in a second time is very interesting. In this context, the exhibition presents one hand tables with ceramics. In
addition, photographs of Mali are on the walls. There is no direct link. But it is obvious that the same person who is interested in
these things. And there are many reasons for this.

Gabriel Orozco could be described as a traveler-artist, without a fixed studio. He works following contexts and produces work that
flows. "Special Service" (1997) is a collage on a plane ticket, and indicates nomadism, between territories. The artist, who is the
son of muralist Mario Orozco Riviera, questions the boundaries of his artistic identity in Mexico. In "Crazy tourist" (1991), Orozco
creates a situation with oranges in the Brazilian market tables in a desert. The artist uses objects or "poor" situations, found in the
everyday landscape, natural or urban. By their division, their juxtaposition, or collage, inventing semantic or sensitive scenarios,
always surprising, sometimes humorous and sometimes lyrical ... The sculptural practice of the artist, inseparable from his
drawings, photographs, or films, invents relationships of space, and disrupts our perception of objects. Such is the case of
"Yielding Stone" (1992), a photo of a plasticine ball, the weight of the artist, rolled through the streets of New York.
Gabriel Orozco was born in 1962 in Jalapa, Mexico. He lives and works in New York, Mexico, and Paris.
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Damian ORTEGA
Mexicain, b. 1967

Materia en Reposo II (Bresil),
2004
20 C-print photographs
27,9H x 35,6W cm 
Edition 4/5+2AP

Damián Ortega is one of the most prominent artists of the new Mexican generation. Ortega’s work explores specific economic,
aesthetic and cultural situations and in particular how regional culture affects commodity consumption. He began his career as a
political cartoonist and his art has the intellectual rigour and sense of playfulness often associated with his previous occupation.
He first came to wider attention with his Cosmic Thing at the 50th Venice Biennale in 2003, consisting of a Volkswagen beetle
dismantled and suspended from the ceiling, an ironic deconstruction of a cult object of Mexico's consumer society.

Damián Ortega was born in 1967 in Mexico City. He lives and works in Mexico City.
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Dominique PETITGAND
French, b. 1965

Le bout de la langue, 1994-2003
Sound installation
Edition 1/3

A woman pronounces parts of sentences. Via rigorous editing, the artist creates anticipation with the silences, rhythm by the
repetitions, temporal ellipses with music. The recording is diffused by a loud speaker placed on a plinth which gives the whole an
anthropomorphic status which reminds one of Box with the sound of its own making by Robert Morris. “For me this is an
emblematic piece of work. In fact Le bout de la langue could be the generic title of a large part of my work. Seemingly […]
everything is obvious: the mental process along the way, speech is captured by disfunctional memory”. (« Notes, voix, entretiens
», page 97). This metalinguistic artwork questions language in its relation to memory (blanks or losses) via fixed expressions:
“Don't you see, I can't remember […] I have it on the tip of my tongue and it annoys me, […] Don't you see what I mean”. The
density of the silences emphasizes the failing memory, the voice can only be quiet. Petitgand's characters spend their time trying
to make an inventory, to classify, to order. Somewhere between a soliloquy and a monologue, the spoken sequences reintroduce
a certain communication with the spectator who can become emotionally involved or have their imagination stimulated.

Dominique Petitgand makes sound pieces. “I can't make audible the world in its entirety. Only what is in motion, in action,
animated, agitated or touched. To capture the presence of a tree, I need wind or an announcement saying 'tree' (always in an
indirect mode)”, as the artist explained (in his book The missing pieces).version anglaise p.21 Snippets of recorded conversations
are assembled and edited with blanks in the dialogues, background sounds (surround sound, bodily sounds) and music. In some
more abstract works like Exhalaisons (Exhalations), the human being becomes a fragment reduced to the noise of a mouth or to
breathing – a presence remains. The artist uses different modes of listening depending on the exhibition context, from domestic
distribution (records, books) to public diffusion (concerts, installations). In terms of propagation in space, sound has no limits
whereas images can only exist within its own limits (the frame). Petitgand's artworks embrace any architectural constraints for
optimum deployment in space. Petitgand's sound pieces are constructions of sensations and affects that produce alterations on
the spectator who is immersed in an environment via different emission sources and echos; there is no escaping the sound.

Born in 1965 in Laxou, France. Lives and works in Paris.
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Chloe PIENE
American, b. 1972

Armless, 2005
Charcoal on vellum paper
158H x 104W cm

Armless, which was executed very rapidly suggests in an elliptical manner an ominous world. A human silhouette is suspended in
the space of the page. In a joyful and macabre game, this bust is animated by a swinging movement which is so violent that the
lines of the drawing overtaken by this energy no longer feature anything of the body. The powdery black line of the charcoal no
longer defines the figure; forms decompose and dissolve on the white page. In the tracing of her drawings or the surface of her
sculptures, the artist generates non-distinct moments between the form of ideas and the chaos of matter. The character evokes at
once a puppet, a hangman or an écorché. The legs are the only connection of this body, devoid of a head or arms, with the world.
Rather like in Rodin's L’homme qui marche (Walking Man, bronze, 1900-1907), a sculpture with no head or arms, this 'mutilated'
body questions the rapport of the senses with the world.

In the way it convokes art history, Chloe Piene's work – which includes video, performance, sculpture, drawing – creates
correspondences with artists like Matthias Grunwald, Albrecht Dürer, Max Beckmann, Egon Schiele, Joseph Beuys… Curator
Klaus Ottmann made a very direct parallel in the exhibition Bodies of Desire (Locks Gallery, Philadelphia, 2007) by exhibiting and
confronting drawings by Willem de Kooning and by Chloe Piene. According to the artist: “The line I enjoy riding is between the
erotic and the forensic – the obscurity and the clarity – where you get these two real extremes that come together in ways that
clash and combine somewhat violently.” (Artnews, September 2006). Through the prism of sensation, her works touch on
eroticism, vanity, on what is morbid, intimate, grotesque. Fascinated by horror movies, Chloe Piene explores the anatomy of the
human body by questioning the limits between the subject and the world, between interior and exterior, pleasure and pain.

Born in 1972 in Stamford, Connecticut, USA. Lives and works in New York.
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Pablo PIJNAPPEL
Dutch, b. 1975

Felicitas, 2005
Slide projection with 3 synchronised
slide projectors
Edition de 4+2AP

In Felicitas, we follow the converging routes of three characters: Felicitas, Michael and Andrew (the artist's father-in-law who also
features elsewhere). Felicitas is thedaughter of a German industrialist who immigrated to Rio after the Second World War. She is
the one visible with a toucan in several images. In his work, Pablo Pijnappel privileges pre-existing images – the slides presented
here are photographs found in his family archives or from other sources (media, photographs of film sets…). Sometimes, the same
image is used several times with a different caption, thus encapsulating other meanings. Presented in the form of an installation
with three synchronized slide projectors, Felicitas offers a complex scenario, where text and images can simultaneously be
descriptive, intermingled or completely autonomous. Disjunctions and repetitions create the pace: the captioned images appear
one after the other, with no regular order, sometimes on the left, in the centre or on the right. Even though the story follows a
certain chronology, it is not linear and looks more like a complex collage of images and anecdotes which overlap. The text does
not illustrate the images but functions as a complement that allows for the creation of multiple readings of the characters, of their
lives, their trips and encounters. These collages are a mixture of real and fictional stories that enable Pijnappel to play with the
notion of the documentary. The subtitles are in an informative tone, but they are mostly subjective and imagined commentaries
thus creating what can be called a documentary fiction. This artwork has cinematographic qualities while deconstructing those
conventions. Chris Marker's film La jetée in which the relation between voice-over and still images creates a space for free
interpretation was a likely direct influence.

Pablo Pijnappel's work is foremost highly constructed. He builds narrations based on anecdotes and everyday events, perhaps
souvenirs, family legends or plain fictions. The non-linear use of different archives and film extracts highlights this uncertainty and
contributes to the loss of these stories over time. The works only offer pauses and silent moments, allowing the investment of our
imagination. The 'life stories' told by Pablo Pijnappel are often those of his family who travelled a lot and had to adapt to new
countries and their cultures. Through his tales, we visit Brazil in the 1940s, Japan, the United Kingdom and also Germany.

He lives and works in Amsterdam, The Netherlands.
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Pratchaya PHINTHONG
Thai, b. 1974

If I dig a very deep hole, 2007
Photo negative between two plexiglas
plates, neons
11,8H x 5,8W cm

In order to make If I dig a very deep hole (2007) the artist looked for the extreme geographical opposite of Paris when drawing a

straight line throughout the globe.Then, he went to this place, the Chatham Islands in New Zealand, to photograph the full moon

before coming back to Paris to take a picture of that same moon.

This work brings together two diametrically opposite places, two singular experiences, two different moments and the same full

moon.

Pratchaya Phintong’s works often arise from the confrontation between different social, economic or geographical systems. They

are the result of a dialogue, and bring all their poetic forces from an almost invisible artistic gesture.

He lives and works in Bangkok.
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 GHOLAM & PRINZ
German, Lebanese, b. 1963, 1969

Ein Ding Mehr, 2006
Video (20’41, loop no sound) and
drawing (44 x 53 cm)

They live and work in Berlin.
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Zbigniew ROGALSKI 
Polish, b. 1975

Crash Position I, 2007
Oil on canvas
140H x 140W cm

With the exemplification of visual illusions, such as reflection and obliteration, Rogalski is questioning reality and its mode of
représentation. Deliberately, he chooses painting as an instrument to create an oscillation between photo realism and free
imagination. But in spite of being formally restrained, Rogalski’s paintings tell multilayered stories that draw the viewer in to the
narrative.

Zbigniew Rogalski wa born in 1974 in Dąbrowa Białostocka, Poland. He lives and Works in Warsaw
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Mathilde ROSIER
French, Born 1973

Far from Honolulu, 2003
Video
11 min
Edition 2/10

Mathilde Rosier’s oeuvre arguably skirts the line between real and fiction. Not in the sense of plausible but fake alternative
histories or but rather, hers are theatrical renderings in film, performance, painting or sculpture. The cultivation of illusion and
ambiguity, as a counter to the concrete veracity of factual things, is one of Mathilde Rosier’s persistent concerns. The artworks
that result seem decidedly uncontemporary; without attempting to be nostalgic per se, they appear out of our time or quaint.
Pastel-colored watercolors of birds attached to hats, melodic musical scores, videos permeated with the haze of twilight: the
artist would tell you that her art sits at the limit of the “acceptable,” as it is at times too charmingly pretty and too apparently
inoffensive to fit in an art world that often privileges other qualities. But behind the apparent naivety of her fantastical world is a
force that deceives or, indeed, that makes deception the very thread that binds her work together.

Rosier’s body of films, gleam with that indeterminate in-between glow of twilight. Things hardly move at all in her films. They are,
quite simply, often without plot, without spoken voice and without narrative elements. Such is the case of “Far from Honolulu”
(2003), a film exploring the plight of intuition and emotion inside the idea of the sea journey. In the film, a pensive and reflective
man is depicted playing guitar at sea as well as from inside a boat looking outward. Airy and divine-like, he is shown sleeping, in
a trance state, staring out to the ocean, waiting for the journey to pass, progress, in order to arrive somewhere, but where? There
is mention of Recife, Brazil, but one gets the sense that figure and place is almost other-worldly or mythic. This is further
highlighted by the repetitious sound of the ocean’s waves. The ending of the film is quite arbitrary, expressing a clear desire to
not illustrate an end or a narrative, but another kind of vacant agency close to immediacy and the present.

Mathilde Rosier was born in 1973 in Paris and currently lives and works in Burgundy and Berlin.
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Carolina SAQUEL MARTINEZ
Chilian, b. 1970 

Pentimenti, 2004
Vidéo
7 min

She lives and works in Paris.
The artist films a horse dressage session at night, in a dimly lit manège. In this video the artist recalls the importance of

traditional equestrian portraits in Spanish painting and relates to the repetitive passage between the rider and the mount. This

effect of repetition is accentuated by the video played in a loop and the fixed framing of the image shot from the ground, with

body posture and dressage themes as a method for training and obedience.

The voice over text becomes a metaphor of our behaviors, of our actions and of “any work construction”. The rhythm and the

tone of the voice participate in the work’s seduction and stick to the images like a chorus: "¿ Donde estas ? ¿ Avanzas o

retrocedes ?" (“Where are you? Are you going forward or backwards?”)

Caroline Saquel was born in Chile and now lives and works in Paris. After graduating in art from Santiago de Chili Pontifical

Catholic University, she enrolled at the National Studio of Contemporary Art of Le Fresnoy, from 2003 to 2005 and then carried

on her research at the University of Paris 8, Vincennes-Saint-Denis where she completed a Master’s degree in 2008, in

contemporary art and new media.

In the other videos she has produced, she uses moving image as a power enabling the alteration of time. Throughout her work

she has questioned the relationship between her videos and painting, as well as the sculptural use that could be made of them.

She uses nature as raw material, playing on textures, tones, the relationships between shade and light. She gives much

importance to the rhythms of the images through perspective and leveling effects, complex movements of the camera or on the

contrary insists on immobility and the strict definition of the framed image.
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Alain SECHAS
French, b. 1955

Coué 1, 2006
144H x 130W x 21,5D cm
Edition 1/3

Coué 1 is an animated sculpture that hypnotically highlights the self-motivating leitmotiv of the 'Coué Method': “Every day, in every

way, I'm getting better and better.”This is the mantra that is repeated by different male and female voices in the soundtrack – first

in an incomprehensible painfully slow slur, becoming clear and speeding up into a drilling hilarious sounding high pitching spin, as

if helium had been inhaled. This work was commissioned by the Association GEF Psy in Nancy under the aegis of the Fondation

de France in order to commemorate Emile Coué (1857-1926) who was a French behavioral psychologist and pharmacist who

particularly studied the effects of positive thinking. Séchas also created aMonument to Jacques Lacan in 2002 featuring the cat,

his house-style character.Through direct bodily experience, the spiraling apparatus is supposed to trap the spectator into seeing

and hearing with direct reference to Marcel Duchamp's Anemic Cinema and Rotoreliefs from the late 1920s and 1930s.It was

initially shown in Séchas' solo show “Magic Slates” (Galerie Chantal Crousel, Paris) in with an accompanying catalogue: “For

Coué, French precursor to American Positivism, the spiral of kinetic art that allows for the reuniting in one and the same unity

progress in art and faith in individual development, producing an art that supports you and pushes you into sweet folly.”

« To me, art equals responsibility. » That is probably why Alain Séchas creates works according to the human scale, immediately
evoking the human body. But rather than using the human figure, he chose that of the cat: a round-eyed feline which never
smiles. « Doing cats becomes like a trap, so that we identify a lot with it (...) and all the imagery of the cat reappears: the Egyptian
cat, comics, caricature etc. »
Chosen as our anthropological equivalent, the cat plays various characters, often provocative, and becomes the intermediary
between the artist and the viewer. More than a mere sculpture, he is a drawing with volume, a motif which endlessly changes: « I
have always said that my work was about drawing; a small drawing is as important as a large sculpture and its making is as
difficult for me. » Falsely naive, the work of Alain Séchas stands out and opens our eyes, like his cat: « Forcing the viewer to see
is to me the very definition of art », he says. With no complacency whatsoever."Everyday in every way, I'm getting better and
better"
Alain Séchas was born in Colombes, France, in 1965. He lives and works in Paris.
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Alain SECHAS
French, b. 1955

Prêt à faire une grosse bêtise,

2003
Sculpture and canvas on stretcher

A cat, standing like a human being, is looking at us with round and dazed eyes and holds a gun. In the background, we notice a
range of unwelcoming buildings, closed in with barbwire. A sentence is inscribed inside of one of the clouds, as if it were a
speech bubble, and comments �with hope or disillusion? �: « Ready to do something very bad ».

We are left speechless and worried in front of this situation in which Alain Séchas projects us directly and spontaneously. With
this installation combining a painting and a sculpture, we are given all the burden of reality to carry on our backs. With Séchas,
things are clear: at first sight, it is a straightforward joke; in the end, it leads to awareness and a sharp comment on society.

« To me, art equals responsibility. » That is probably why Alain Séchas creates works according to the human scale, immediately
evoking the human body. But rather than using the human figure, he chose that of the cat: a round-eyed feline which never
smiles. « Doing cats becomes like a trap, so that we identify a lot with it (...) and all the imagery of the cat reappears: the Egyptian
cat, comics, caricature etc. » 
Chosen as our anthropological equivalent, the cat plays various characters, often provocative, and becomes the intermediary
between the artist and the viewer. More than a mere sculpture, he is a drawing with volume, a motif which endlessly changes: « I
have always said that my work was about drawing; a small drawing is as important as a large sculpture and its making is as
difficult for me. » Falsely naive, the work of Alain Séchas stands out and opens our eyes, like his cat: « Forcing the viewer to see
is to me the very definition of art », he says. With no complacency whatsoever."Everyday in every way, I'm getting better and
better"
Alain Séchas was born in Colombes, France, in 1965. He lives and works in Paris.
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Simon STARLING
British, b. 1967

Nachbau, 2007
4 gelatin silver prints , black and white
72,8H x 64,8W x 4,5D cm
Edition 2/10

Invited in 2007 to the Museum Folkwang in Essen (Germany), Simon Starling questioned its history: known for its collections and

particularly for its early engagement in favor of modern art (including the acquisition and exhibition of works by Cézanne, Gauguin,

Van Gogh, Matisse), then destroyed during the Second World War, the museum was pillaged for its masterpieces of 'degenerate

art' by the nazis. Starling found photographs of a hang dating back to 1929, taken by Albert Renger-Patzsch, the German New

Objectivity photographer. Firstly, he researched the artworks that were presented then which for the most part had been restituted

or acquired by private collectors after the war. Secondly, he reconstituted this hang. Finally, he took the same pictures as Renger-

Patzsch, with the same 'scientific objectivity'. The result is simple and minimal, and tends to erase any difference with the original.

Playing on the notion of author, Starling identically reconstructs ('Nachbau' means reconstruction in German), thus he realizes an

exact replica of the photographs taken seventy years earlier. By blurring temporalities, the artist manipulates the history of the

collections and questions the outcome of the images and the institution in light of this actual reconstruction in the museum. This

work can also be understood as an absurd attempt to go back in time in order to correct history.

Simon Starling provokes unexpected crossings between objects, materials and events. He produces hybrid works that seem to

come from another space-time continuum. In 1995, he used the aluminium from a chair designed by Jorge Pensi to reproduce nine

copies of a beer can found on the Bauhaus site in Dessau, thus creating a condensed history of design in a rather trivial object,

turning a piece of rubbish found by chance into the clue of a historical lineage neither absurd nor authentic.

While avoiding formal creation ex nihilo, the artist paradoxically behaves like a true demiurge. His works imply processes of

metamorphosis quite similar to alchemy. He appropriates forms and objects and integrates them into complex networks of

meaning which do not aim at revealing a hidden history but rather at drawing unseen paths that ultimately exist only because of his

intervention.

Simon Starling was born in Epsom , UK. He lives and works in Copenhagen and Berlin.
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Keith TYSON
British, b. 1969

Plug the Well (July / August
2003), 2003
Rough sketch for wall drawing, mixed
media on paper
157H x 126W cm

The work of Keith Tyson is concerned with an interest in generative systems, and embraces the complexity and
interconnectedness of existence. Philosophical problems such as the nature of causality, the roles of probability and design in
human experience, and the limits and possibilities of human knowledge, animate much of his work. Language as a coded system,
as a representation medium, but also as something that generates a whole variety of realities also plays a central role. The
heterotopias of the real and imagined, near and far, thinkable and inconceivable converge and find meaning. Using phrases, along
with a list of them that could be continued ad infinitum, Keith Tyson creates images that cause the distant and the near, the
fictitious and the real to operate from within a location. His media include painting, drawing and installation. His exhibits are hybrid
forms, they are games, images, machines, mechanisms that offer places from which literature, inventories, phenomena spread out
into spheres that are infinite in both space and time. In Tyson’s work the idea of dimensions play out in terms of prolongation of
time and space, and the idea of breadth and compression. Tyson is not so much concerned with representation rather he is
interested in subject of machines, mechanisms and engines that confront our models for handling reality and the re-evaluation of
our subjective positions.
Keith Tyson was born in Ulverston, UK, in 1969. He lives and works in London.
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Clemens VON WEDEMEYER
German, b. 1974

Die Siedlung , 2004
Digital video on DVD, 20min
Edition 4/10+1AP

Die Siedlung is a filmic documentary about the recent shift in housing developments in Leipzig-Grünau in former East Germany

and its consequences on some inhabitants. It complements von Wedemeyer slightly earlier and more artistic film Silberhöhe

(2003) which decried imposed Modernist living model. In Die Siedlung, a voiceover describes and criticizes the different sites on

view while the camera moves slowly past a vast abandoned 1930s Nazi army barracks which has yet to be converted or

demolished, the building site and wastelands for the new private single family housing area, a constructed pond and finally the

1960s or 70s communal blocks of flats. An estate agent is recorded introducing the newer building site and its future plans in

rather deadpan and unconvincing terms, according to him the Bauhaus concept has met resistance from the majority of buyers. A

cynical jobseeker expresses his disgust faced with the notion of private property in an interview. The short piece quietly but

efficiently denounces the blind pressures of “social reconditioning”. Von Wedemeyer's work borrows from cinematic or

documentary conventions (alike or separately) to analyze architecture as well as urban planning and their impact on behavior with

great acuity.

Clemens Von Wedemeyer is certainly one of the artists of his generation that make intelligible our relationship to reality through
the use of different transmissions of images, whether through film or video. The artist employs the documentary genre as a method
in his analysis of reality. However, his use of fiction gives us the opportunity to examine different images. Referencing the work of
Antonioni with "Silberhöhe", he puts us in a genealogy of directors who have also questioned the complex relationship between
fiction and reality. If the video "Silberhöhe" gives us clues to understanding some aspects of reality, the poetic dimension of the
artifices of fiction offer more complex visions of the world.
Clemens Von Wedemeyer was born in 1974 in Göttingen, Germany. He lives and works in Berlin.
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Clemens VON WEDEMEYER
German, b. 1974

Silberhöhe, 2003
35mm video transfered to DVD
10 min
Edition 3/10+1AP

"Silberhöhe", directed at Halle, located in the former GDR (German Democratic Republic), is the name of a neighborhood on the
outskirts of the city, which was built in the 70's and could accommodate more 40,000 people. The opening of the film presents us
with a dramatic process that transforms the documentary image. The lack of human presence makes creates a strange
atmosphere in the film. A street lit by streetlights pays homage to the film "The Eclipse" by Antonioni, of which we can also see an
of the end of television in an empty apartment. Time is also treated by Von Wedermeyer as a transition from night to day, from
darkness to light. In the second part of the film the abandoned buildings are seen more clearly, more or less demolished. Buildings
being demolished not only speak of a crisis, but they also reflect a process of change during a modernist utopias' dissipation.
There has been consideration of the failure of older systems, and changes of political regimes.

Clemens Von Wedermeyer is certainly one of the artists of his generation that make intelligible our relationship to reality through
the use of different transmissions of images, whether through film or video. The artist employs the documentary genre as a method
in his analysis of reality. However, his use of fiction gives us the opportunity to examine different images. Referencing the work of
Antonioni with "Silberhöhe", he puts us in a genealogy of directors who have also questioned the complex relationship between
fiction and reality. If the video "Silberhöhe" gives us clues to understanding some aspects of reality, the poetic dimension of the
artifices of fiction offer more complex visions of the world. 

Clemens Von Wedemeyer was born in 1974 in Göttingen, Germany. He lives and works in Berlin.
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Kelley WALKER
American, b. 1969

Black Star Press, 2004-2005
3 silkscreen prints, chocolate
91,4H x 71,1W cm x 3

The triptych "Black Star Press" is part of the series 'The Black Star Press project' initiated in 2004 by the American artist Kelley
Walker. The images in this series are taken from a photo essay on the struggle for civil rights in Alabama, directed by Charles
Moore in 1962 (and published by the magazine 'Life') which showed the repression of the black population and persistent
inequalities in the southern United States. The title "Black Star Press" is taken from the name of the news agency where Charles
Moore worked, and it refers to the young black man shot fighting for the rights of his community. Of those recovered images,
scanned and screen printed, Walker poured dark chocolate, white and milk chocolate in the manner of a dripping. This symbolic
gesture breaks down the documentary nature of the image and expresses heightened subjectivity of Abstract Expressionism,
which opposes the action a cold mechanical representation of the image. Reactivating the potential opened up by Andy Warhol's
artistic offerings in the series 'Race Riot', "Black Star Press" echoes the entire tradition of image appropriation, from Pop Art and
Appropriationism itself.

While the pop art movement and the appropriationist movement essentially concerned the iconography of popular media, like
newspapers to TV commercials, Kelley Walker is interested in the media system as a whole. Her work frequently questions the
notions of author and audience, originality and authenticity, reproduction and the circulation of images. The artist plays with the
usual distribution system of the work of art. The image contained therein can indeed be reproduced endlessly and printed in
various formats according to wishes of the buyer, as exemplified in the work "Shema" (2003). Demonstrating that there is more
ways than one to escape the rehearsal process, "Untitled" (2003) is a steel plate of the recycling logo superimposed over an
image. For Walker, it is no longer necessary to appropriate ideas, objects, images but to recycle them: the perpetual recycling of
codes and systems inherent in advertising. But also of history, politics, and art in the United States.
Kelley Walker was born in 1969 in Columbus, Georgia. He lives and works in New York.
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Pavel WOLBERG
Russian, b. 1966

Hebron, 2004
Photograph
80H x 60W cm
Edition 1/3

A child dressed as a chicken walks down a street on the way to or from a party, carrying a goody bag. In the background, an
Israeli soldier seeks protection behind a block of concrete, while keeping look out against attacks from Palestinians.
The ambiguity of this images resides in the opposite feelings it conveys. The child appears oblivious of the risks of walking down
the street while the soldier is in a defensive surveillance position. The dramatic colour contrasts between the overall greyness of
the image and the bright yellow and red of the child's costume emphasize the contrasts in the attitudes and poses struck by the
protagonists. Like all of Wolberg's work, there is a tension between documentary and aesthetic construction.
The child's innocence and experience violently questions the idea of normality: is it possible that for a child in Israel such scenes
may be « normal »? for the outside observer they appear absurd, somewhat topsy-turvy. For the child, war is a part of normal life;
the soldier barely exists and is not worthy of a look. For the soldier, the child does not exist; his eyes are firmly in front. In the
background, there is a wall of separation, perhaps the wall that Israel has constructed to enforce security.
This juxtaposition of two contradictory realties makes this image disturbing. It may remind of the series « Bringing the War Home
», collages made by Martha Rosler in the 1960s, in which she produced a strong critique of the normalization of war, by bringing
violence into the realm of everyday life. 

Born in Leningrad in 1966, Pavel Wolberg immigrated to Israel in 1973. He studied photography at the Camera Obscura School
of Art in Tel Aviv. Since graduating he has pursued two careers simultaneously: that of a field photographer for newspapers and
as an artist. This duality is reflected in his work, but it is also at the heart of much of the most interesting photography being
made now. Like artists such as Wolfgang Tillmans, Wolberg blurs the boundaries between fine art photography, reportage and
fashion photography.
Living in a theatre of conflict, Pavel Wolberg records the tensions, absurdities and insecurities of daily life in both Israel and the
Occupied territories. His work (re)presents the complex times in which we live and, although rooted in the Israeli situation, his
images represent incongruities the world over.
Pavel Wolberg  now lives and works in Tel Aviv, Israel.
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Pavel WOLBERG
Russian, b. 1966

Hebron, 2004
Photograph
60H x 80W cm
Edition 1/3

A young settler girl, dressed in a bridal outfit for Purim, stands in a street in Hebron waiting, perhaps for her parents or other
children to join her. In the background three soldiers scan the buildings and the rooftops for threatening presences. Turning her
back to the soldiers, the little girl pays no attention to what surrounds her. Her gaze is directed beyond the picture's frame. The
soldiers do not seem to protect the child either, their eyes and guns are pointed in different directions. Two of them seem to be
looking at the camera, which brings the picture back to a certain reality.
In this photograph, as in the one with the disguised boy, there is a palpable tension and the contradictory representation of two
realties: the war and childhood innocence. Moreover, in both photographs, the costume implies fiction and may suggest that
feelings are hidden. Wolberg's images portray violence, but very differently than what you expect from war reportage, for
example the terrible images of children during the Vietnam war like the famous photograph by Kim Phuc.
Pavel Wolberg observes the incongruities of life in Israel, where trying to carry on a « normal » life can sometime create absurd
situations.

Born in Leningrad in 1966, Pavel Wolberg immigrated to Israel in 1973. He studied photography at the Camera Obscura School
of Art in Tel Aviv. Since graduating he has pursued two careers simultaneously: that of a field photographer for newspapers and
as an artist. This duality is reflected in his work, but it is also at the heart of much of the most interesting photography being
made now. Like artists such as Wolfgang Tillmans, Wolberg blurs the boundaries between fine art photography, reportage and
fashion photography.
Living in a theatre of conflict, Pavel Wolberg records the tensions, absurdities and insecurities of daily life in both Israel and the
Occupied territories. His work (re)presents the complex times in which we live and, although rooted in the Israeli situation, his
images represent incongruities the world over.
Pavel Wolberg  now lives and works in Tel Aviv, Israel.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Jordan WOLFSON
American, b. 1980

Dreaming of the dream of the
dream, 2004-2005
16mm film
loop 1min
Unique

Dreaming of the dream of the dream is a 16mm projection consisting of images of waves that come and go continuously. The artist
has assembled extracts of cartoons in which water is visible (the sea, bubbles, a stream, waves, etc.). Somewhat nostalgic, these
extracts can recall either childhood cartoons or paintings by Hokusai. The continuous movement of the waves echoes the
presentation of the film which also loops: a metaphor of life, a cyclical and continuous movement which nevertheless cannot be
altered. The more the film is shown, the more the images become worn. The images progressively disappear with the scratches on
the print. In fact, the work itself has a limited lifespan since the artist insists that the film should never be copied and that it should
be shown until the images have entirely disappeared. Once the work is 'dead', only documentation will remain as in the case of a
performance. Even though the images are the same, everyone has a different experience of the work until it erases and self-
destructs completely only to remain in our memory.

Jordan Wolfson is often defined as a romantic conceptualist indeed his work tends to subvert material conditions of the art world

and question contemporary socio-cultural or religious stereotypes with a great deal of highly strung melancholy, humor or

cynicism. Between fact and fiction, Wolfson's practice involves film, text and graphics, sound and animations. The poetic forms

arrived at are ambiguous, tautological and often anxiously psychological constructs. He scrutinizes popular culture for his

pinpointed iconoclastic artworks. Some of his now famous references are to Charlie Chaplin, Michael Jackson, Christopher Reeve,

Rodgers and Hammerstein lyrics, Eric Satie'sGymnopédie, the Semite.

Jordan Wolfson was born in New York in 1980.He lives and works in Berlin and New York.
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Raphaël ZARKA
French, b. 1977

Les formes du repos #3, 2001
Photograph, lambda print
70H x 100W cm
Edition de 5

This photograph seems to be awaiting meaning, it more or less evokes known elements without really identifying with them
completely: a motorway interchange, a bridge, an electric pylon... In fact this is the end of the tracks of the Aérotrain, a wheelless
monorail invented by Jean Bertin in the 1970s, which acts like 'a fossil of movement on landscape scale', as explained by the
artist. This fragmentary place is meant to activate physical movement. It also activates the spectator's imagination.
The series Les formes du repos is a photographic collection of concrete geometric objects, in undefinable spaces, set aside or in
waiting. The photographic document allows the display of these 'involuntary sculptures'. Paired down geometric forms (whether
modernist or futurist) appear tensely in their decor (a field, several buildings on the horizon). This photograph is key in the series,
since the tracks are no longer an object but a space. The positioning of the shot emphasises the fragmentary character, the tracks
only lead to an empty decor. Observing this defunct functionality, the artist, with Vincent Lamouroux, created Pentacycle (a mono
terrain vehicle, 2002) in order to reactivate movement on this ruin.

Raphaël Zarka presents himself as a sculptor and artist-collector. He scrutinises thecontemporary world to draw up a genealogy of
geometric forms. He is constantly noticing Plato's polyhedrons (speculative geometric forms) materialised in concrete breakwaters
(Les formes du repos series/The Forms of Rest). His work highlights the fact that the 'survival of forms' (Aby Warburg) takes place
in today's world in functional and concrete environments. The artist acts with the curiosity of the Renaissance humanists in their
studio (Studiolo, 2008), but he has adopted a thinking structure where dichotomies and the methodological boundaries of Art
History are banned. With his typical transversal approach, the artist has started theoretical research into the urban practice that is
skateboard by publishing essays and realising artistic projects. In Riding modern art (Lyon Biennale, 2007), he confronts
photographs of the skaters performing on public sculptures with a sculpture by Katarzyna Kobro. The confrontation underlines that
the movement is either of aesthetic potential for modern sculpture or a mechanical realisation for skating. “It's almost an insult to
the mysteries of the world to think that we could invent anything or that we needed to invent anything”; this quote by Borgès has
become the artist's motto.
Born in 1957 in Montpellier, France. Lives and works in Paris.
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Toby ZIEGLER
British, b. 1972

The Fifth Quarter, 2005
Oil on canvas
175H x 200W cm

The Fifth Quarter might have taken its mysterious inspiration from the eponymous Stephen King story collated into the Nightmares

& Dreamscapes collection. Various vanishing points and interior perspectives, like in another painting dated the same year called

Continental Breakfast, create a complex matrix in which motifs, shadowy or geometric forms coexist to further confuse the map of

this space. A disturbing yet alluring virtual reality composed of a medley of seemingly abstract designs is depicted through digital

and painterly means. Architectural and landscape paintings in reflective metallic paints are characteristic of Ziegler's work shown

at the time in Archipeinture at Le Plateau, Paris and Camden Arts Centre, London in (2006) and in his solo show Enter Desire at

Chisenhale Gallery, London (2005). He was then known for using an industrial phosphorescent material called Scotchlight for its

contemporary glow in order to blur distinctions between reality and representation.

Toby Ziegler is a British artist whose work first came to view in an exhibition called Expander in 2004. His paintings are based on

photographs that he digitally manipulates to render them more abstract. His sculptures are closer to being figures and it is in a

figurative direction that his painting is now going. These sculptures, therefore, are important transitional works.

Most of Ziegler's sculptures are made out of cardboard or paper and covered in numerals which he employs to piece them

together. Like the paintings, the sculptures emanate from digital images. He uses computer-aided design to generate line drawings

and then, with scissors and glue, pieces them together. The forms of his sculptures have a relationship to Cubism, whose spatial

complexity Ziegler admires, and perhaps also De Kooning for their sexual overtones. The numerals make oblique reference to his

father's mania for indexing and cataloguing but are also used in scaling up the works.

Toby Ziegelr was born in 1972 in London. He lives and works in London.
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Artur ZMIJEWSKI
Polish, b. 1978

Zeppelintribüne, 2002-2005
Video on DVD
10min
Edition 2/3 + 1 AP + 1 EC

In most of his work Artur Zmijewski uses the same tested method: he devises a scenario, sets up a situation, and introduces a
group of individuals to participate and experiment with how they react. He films them and rarely takes part in the act himself. The
other half of his work consists in editing the material. Through editing, Zmijewski sets up his argument, emphasizes important
moments, and conjures, more than often, a highly emotive plot, which leaves the films looking like self-directed documentaries.
An inseparable part of this strategy is exposing the project’s participants to the experience of emotion, where more than often he
is personally involved. The nature of his work, an inseparable connection to documentation and the truth of human emotions,
betrays the syndrome of disbelief in representation, depiction, and mediated expression. The artist belongs to a generation of
Polish artists who in the 1990s experienced the transformation of their world, a transformation that language failed to keep pace
with. The exhaustion of language, the wearing away of public discourse, is doubtless a measure of the crisis of social
communication. The strangeness of the seemingly familiar body is also one of Zmijewski’s major themes. It can be literal and
occur in prosaic circumstances stripped of any surrealist marvel. And yet it has explosive force and political effects.

“Zeppelintribüne” (2002) was shot near the Zepelintribune in Nuremberg, designed by Albert Speer, chief architect of the Third
Reich. The 360-metre-long structure is part of a larger architectural complex called the Zeppelinfeld, which the National Socialist
used for their marches and rallies. The Zeppelintribune was immortalized in the Leni Reifenstahl’s film-propaganda masterpiece
the Triumph of the Will, a record of a 1934 Nazi Party rally. The Zeppeltribune was destroyed by degrees, beginning as early as
1945, when the Americans, who held a victory parade there, blew up a large swastika on the roof. In the 60s, the columns and
side-reinforcement were removed, further stripping the ruin of embarrassing architectural allusions to the past. Zmijewski thought
of it as a place of pilgrimage for tourists, also as a neglected and dirty place in Germany. In this work, he alludes to how the
nation inadvertently works in solidarity to destroy the past. The film features fragments of fascist newsreels from the 1930s,
mixed with Zmijewski’s own footage of a pair of Turkish artists in residence in Germany, dubbed the Arbeitsmänner (“workmen”).
Shovel in hand, the artists parade around with spades in front of the tribune, parodying the military drill ritual leaving us with a
film about impersonation and memory, memory so perverse that it persuades tourists to raise their hand in the gesture of the
Nazi salute.
Artur Zmijewski was born in Warsaw in 1966 where he lives and works today.
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Alain SECHAS 
French, b. 1955

Peace and Love, 1999
86,5 x 73,5 cm 

« To me, art equals responsibility. » That is probably why Alain Séchas creates works according to the human scale, immediately
evoking the human body. But rather than using the human figure, he chose that of the cat: a round-eyed feline which never
smiles. « Doing cats becomes like a trap, so that we identify a lot with it (...) and all the imagery of the cat reappears: the Egyptian
cat, comics, caricature etc. »
Chosen as our anthropological equivalent, the cat plays various characters, often provocative, and becomes the intermediary
between the artist and the viewer. More than a mere sculpture, he is a drawing with volume, a motif which endlessly changes: « I
have always said that my work was about drawing; a small drawing is as important as a large sculpture and its making is as
difficult for me. » Falsely naive, the work of Alain Séchas stands out and opens our eyes, like his cat: « Forcing the viewer to see
is to me the very definition of art », he says. With no complacency whatsoever.
Peace and Love shows a family with children who embody some of the typical calamities of society written on their T-shirt:
"murder," "swine," "suicide", "bloody" thus criticising the values of the generation of May 1968.

 Alain Séchas was born in Colombes, France, in 1965. He lives and works in Paris.
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Bruno SERRALONGUE
French, b. 1968

M. Joe Shirley Jr, Président de
la nation Navajo, Salle de
conférence de presse, Media
Centre, Kram Palexpo, Tunis,
18.11.2005, 2005 tirage 2007
Color photograph
156H x 125W cm
Edition 2/5 + 2 e.a.

The half-length portrait of Joe Shirley presents a man with a great presence, wearing several items that point to ancestral Native
American culture. In this photograph which is relatively poor in information, the projection screen in the background acts as a clue
about the event: Bruno Serralongue went to the second phase of the 'Sommet Mondial sur la Société de l’Information' (or SMSI,
World Summit on Information Society, in Tunis in November 2005). This portrait echoes another picture in the same series (Les
peuples autochtones revendiquent leur droit à intégrer la Société de l’Information, salle de conférence de presse, Media Centre,
Kram Palexpo, Tunis, 18.11.2005/Native Peoples Claim Their Right to Participate in the Information Society) in which Joe Shirley
is just a silhouette amongst the speakers, whereas here he occupies the entire frame. The strange impression that the model is
posing for press photographers – and not for an artist making a portrait – reveals the staging of the event along the lines of the
'discourse of order' (Michel Foucault). In addition, the painting format introduces a different reading to that of a press photo. The
artist questions the point of view and the space: “What distance should be adopted to face an event ? […] In my view, when using
a different tool like a photographic chamber, there is necessarily a greater distance. […] In documentary photography, there is this
idea of adjusting the distance, so that one cannot see too much or too little. One needs to find a distance within which the
photographed person or event can 'speak'”.

Bruno Serralongue integrates his practice into the processes of production and distribution of information via images. He attends
very diverse events such as regional festivities (Les fêtes, 1994), the universal exhibition in Hanover (Expo 2000), a neoliberal
meeting in Chiapas (Encuentro, Chiapas, 1996), with a rhythm which is different to that of a press photo-journalist. With no specific
accreditation and by using a camera that requires very long exposures, his standpoint is of course different.
The artist questions commissions and working methods – he then integrates these as modalities for producing  images by instating
a distance between the subject and thepersonal stylistic signature. According to his protocol for the Faits divers series (1993-
1995), the photographer works on very allusive information extracted from t miscellaneous news item section of the Nice-Matin
newspaper; Serralongue goes to the place mentioned two days after the event. As if emptied, the images create a space for
representation that did not exist before. In the context of a crisis of representation and the scripting of reality by press images, “the
document is a response to the world of images on the actual territory of the images, it is perhaps the only way to oppose the
monopoly of spectacle”, according to Michel Poivert (in his analysis of the documentary style in La photographie contemporaine,
2002), “the photographer and the spectator are reconciled by the adoption of the ordinary man's viewpoint”.

Born in 1968 in Châtellerault, France. Lives and works in Paris.
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 TAROOP & GLABEL (Ernest T.)
French, b. 1993

Condensé, 2005
Venalyn on plywood
90H x 60W cm

Taroops & Glabel’s work is somewhat in keeping with their spirit: working surreptitiously, changing just one word, one comma, one
small detail to alter everything. Essentially, their work consists of impeccably produced panels, graphic pages, humorist comic
drawings, as well as installations, such as large-scale adhesive plastic letters and drawings. In one piece, the name Jesus Christ is
laid out in beautiful black capital letters on a lustrous bronze ground followed by one small clinching detail – a circled R, the symbol
for registered, transforming the piece into a sign for a vulgar commercial brand. Such is the impression one gets from Taroop &
Glabel: certitudes are shattered, yesterday’s comforting words, maliciously singled-out and laid bare, become ridiculous but no
more than the mottos we use today and to which we grant so much importance. Their name is a play on words or rather a
lighthearted allusion to the “third eye,” only expressed in French, but then again without certitude. They live and work in Paris and
Laffaux.
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Guillaume LEBLON
French, b. 1971

Puits, 2007
Unbaked clay

"Puits" ("Wells") is a circle made of raw earth elements, at the scale of Leblon's hands. In this work, Guillaume Leblon reclaims
the tactility of clay, as a classical material of sculpture, which we can also see in his other works like "Raum" (2006), "National
Monument" (2006), and "Notes" (2007). "Puits" ("Wells") suggests a universe of the past, like the 700 wells of Mohenjo-daro, the
thriving Indus city from the second millennium BC (Pakistan, cf. Link). In the case of Guillaume Leblon, this form is a
reminiscencence, as developed by Aby Warburg, whose forms survive and reappear through the ages and places. This work
points toward the idea of wells, mimicking their shapes, while questioning their use. This well is not functional and resists to water.
Its hole is replaced by a space enclosed with brick. Maybe the well is a metaphor of the opening artist's studio to the world? The
artist introduces a sense of fragility between unstable equilibrium and the threat of collapse.

Guillaume Leblon is a sculptor, who questions the vocabulary of forms – he uses material encompassing copper alloy of tin and
zinc, flows like water, lightning, smoke, and space to express notions of landscape and weightlessness. During an exhibition at
Sonsbeek in the Netherlands, Leblon proposed the work "Temps libre" (2001), a jump from three floors of the tallest building in
Arnhem. His works function as indices, in form, references or emotions, creating a very special atmosphere which reflects his
interest in modernism that he defines as "a total art that includes a real time." In Leblon's work, perception of space by the viewer
is often precarious and ambiguous due to subtle alterations.
Guillaume Leblon was born in 1971 in Lille. He lives and works in Paris.
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Christian JANKOWSKI
Germany, b. 1968

Rooftop routine, 2008
DVD + hula hoop
4’30”

In New York City's Chinatown, subject Suat Ling Chua's morning exercise is to practice the hula hoop. When Christian Jankowski
first saw this woman he immediately got the idea to shoot "Rooftop Routine." In the short video, Chua leads the group and dictates
the movements that each participant has to repeat. Only one person of the group can directly see Chua and thus each person
mimics another from roof to roof, altering the choreography after each passage like in a play of "Chinese whispers." With this
performance, Jankowski explores the social organization of a specific context. It brings together people of several buildings in the
same project beyond isolation and social barriers of the urban environment. "In a work, new things, unknown things can happen.
The important thing is to initiate a project to bring together the right people. Then the mechanism takes unpredictable paths. Until...
voila!..the work is done," says Jankowski. 

Christian Jankowski's practice ranges from photography, films, and performances, involving audiences or often people unfamiliar
to contemporary art. He claims that his "main drive always comes from the pleasure of meeting people and working with them."
Through the manipulation of humor, collaboration, popular culture and magic, Jankowski creates links between art and people with
a certain simplicity and relevance. Meeting with participants and making negotiations are an integral part of his work, as well as the
elements of chance and accident. Jankowski's work is about life as it is lived. His way of juxtaposing different worlds and
subcultures as a way to explore social systems and their organization is both attractive and serious. In one of his early work "My
Life as a Dove" (1996), the artist was transformed into a dove by a magician. This performance introduces one of the recurring
themes of his work – transformation and how the artwork may change the way we perceive the world and its organization.
Christian Jankowski was born in 1968 in Göttingen, Germany. He lives and works in New York.
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Melvin MOTI
Dutch, b. 1977

The prisoner’s cinema, 2008
35mm film
21min

"The Prisoner's Cinema" is a phenomenon described in neurology as a hallucination, that appears after a prolonged absence of
visual sensations. A blind screen of hallucinations forms itself on the eyes cut off from visual stimuli. The subject can see this
projection, but fails to register these mental images, transforming it into an intimate and personal experience. In 1954, a scientist
studied the syndrome of prisoners locked up in dark cells. This phenomenon is also common to truck drivers caught in a
snowstorm. Melvin Moti is interested in the relationship between hallucination and formalism. Constant forms and geometric
shapes appear on a recurring basis. A constant form is a form whose interpretation is not based on a cultural contingency, but that
appears at different times and in different cultures, and forms no history and no future. "The Prisoner's Cinema" consists of
abstract images, rays of light through a window, and explanations of a scientist describing his vision after undergoing sensory
deprivation for several days. This is about the origins of the film, creating an image of the power image of the subject, the
unconscious, history of abstraction and formalism.

Each of Melvin Moti's projects are marked by rigor to the limits of abstraction. The artist always is on the outlook for images,
underlined by simplicity, avoiding the spectacular. He questions the manner in which a subject creates its own mental images,
apart from images which are generally available in movies, magazines or urban spaces. In the movie "No Show" (2004), a narrator
delivers an unusual guided tour at the Hermitage Museum in 1941 where the collection has been removed and only the empty
frames are left hanging on walls. These guided tours in a museum emptied of works projects us into a fantastic world. In "The
Prisoner's Cinema" (2008), a subject also produces his own images from his hallucinations, related to the absence of external
stimuli.
Melvin Moti was born in 1977 in Rotterdam, Netherlands where he lives and works today.
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Miri SEGAL
Israeli, b. 1965

BRB (“be right back”), 2007
HD video

The work “BRB” is a 30 min. journey in the new game world of Second Life (“SL”). Consistent with Segal’s work with the
projected image, this video was shot using a virtual in-world camera, with the footage later being transformed by a software
custom designed by the artist. The video explores the idea of masks we wear in SL and real life (“RL”), and the differences in
communication within those two worlds. When somebody "speaks," his or her avatar is seen typing, a mechanical ticking sound
is heard, and words appear as text on the screen, strengthening the feeling that the conversation is taking place inside of our
head. The video creates a new relation to the body and a new form of intimacy. We seem to engage this new form by chance,
using the game's search engine Segal’s avatar sometimes appears with a Google search page as a mask, perhaps as a salute to
another icon of cyber culture. With “BRB”, roaming in SL is like wandering inside our collective sub-conscious.

Miri Segal’s work relates to questions concerning the nature of life, the role of images, and the relationship between the two,
whilst systematically exposing the nuances of perception. Her work generally focuses on the video medium, though Segal claims
not to be a video artist, rather as a scholar of phenomena, from the laws of math to those of awareness and consciousness. Her
video installations incorporate playful tricks, diversions, or deceptions. Such is the case with “Closed Circuit” (2000), a work
depicting a dancing woman hugging herself. Looking closer, images of the woman are shot from front and back and then
projected from opposite sides of the room onto a sheet of glass, so that her two sides overlap, back turning into front, front
turning into back. The effect is that the woman’s arms appear as if they encircle her own body. Another work, a more technically
elaborate musing on illusion, “Foreshadowing” (2001), uses complex modeling software to create and operate a synthetic image
of a spinning roulette wheel. Screened high above viewers’ heads, the wheel is intermittently overlaid by a seemingly random
number, flashed so briefly as to be nearly subliminal, which none the less always reliably ‘predicts’ the winner. With each round
the ostensibly chance-determined outcome of the game invariably fulfills the expectations of the tipped-off viewer. Miri Segal
was born in Haifa, Israel, in 1965 and currently lives and works in Tel Aviv. She received a Ph.D. in Mathematics from Hebrew
University, Jerusalem, and studied at the San Francisco Art Institute. She has had solo exhibitions at Galerie Kamel Mennour,
Paris (2006), Lisson Gallery, London (2004), Tel Aviv Museum of Art, Tel Aviv (2002), P.S.1. Center of Contemporary Art, New
York (2001), and San Francisco Museum of Modern Art (1998). 
Miri Segal is represented by Dvir Gallery, Tel Aviv.
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Danh VO
Vietnamese, b. 1975

Good life, 2007
Installation, display window with 3
photographs and a letter

Danh Vo’s personal history of migration and adjustment is an important reference point for his artistic practice. In his work, he
explores themes ranging from identity, authorship, sexuality, and ownership to origin. He uses intimate, personal material to
show that identity is a construction of projections, assumptions and attributed values. Vo embarks upon a subtle investigation of
the Western fascination for the exotic and unknown with an exquisite conceptual style. For Vo, appropriating the history of others
is a way of unraveling monolithic ideas about identity. In addition to his classifiable works, a certain mystified aura lingers around
his actions: the artist has married, and subsequently divorced numerous people simply to add their names to his list, he has
committed “crimes” later displaying their documentation as show, for example. In his installations he uses objects, photos and
documentation that connects his family history to real memories intertwined with a complex imaginary. His refugee status has led
him to attempt to reconstruct various derivations of identities, origins, and stories. This requires the questioning of social
structures, the endorsement of different identities, the questioning of values, and the undermining of conventions in order set
forth a groundwork for his personal depiction in the world of society at large.

“Good life” (2007) is an installation displaying letters, documents, photographs and objects from a man named Joseph Carrier,
and appropriated by artist Danh Vo. The installation features a series of small square vitrines, inset, dark and precisely spot-lit.
Inside these are framed photographs, mostly black and white, of young Asian men, taken, as the titles on the neat brass name
plates tell us, in Vietnam in the 1960s and early 1970s. In one vitrine, an old-fashioned camera sits propped up on its worn
leather case. In another is a typewritten document titled ‘Beliefs, Attitudes and Behaviour of the Lowland Vietnamese’ and a
crumpled business card, belonging to one ‘Joseph M. Carrier, National Academy of Sciences’. Presumably Carrier was the
owner of the camera, an American in Vietnam during the war on an anthropological rather than a combat mission. We learn while
viewing the installation, in the form of letters and correspondence that Carrier and Vo met during a personal exhibition of Vo’s at
the Villa Aurora. The fruits of that meeting led Vo to create this archive on Carrier’s subjective experience in the 1960’s and
1970’s, all derived from Carrier’s personal possessions. This work is exemplary for its consideration of the archive and Vo’s
incessant attempt to shed light on subdued homosexuality in Vietnam, appropriation, and surrogate biographies.

Danh Vo is a graduate of the Royal Academy in Copenhagen and the Städelschule in Frankfurt. In 2007, he was awarded the
renowned blauorange art prize of the Deutsche Volksbanken und Raiffeisenbank.
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Anthony GOICOLEA
Georgia, America, b. 1971

Related 3a, 2008
Graphite on mylar

Goicolea has made drawings based on a family album of relations that he did not know but who in one way or another contributed

to his history and to the predicament in which he now finds himself as a Cuban in America. He then mounted the drawings on

trees, telegraph poles or buildings and photographed them. Taken in these situations the drawings appear like advertisements for

lost people or even posters for wanted criminals that of course conjures up images of loss not only of boat people but those who

perished in other disasters, whether natural catastrophes or 9/11. The representation of the drawing in a photograph mirrors the

distancing of Goicolea from his ancestors, for the drawing is translated and placed in an anonymous location from which, after

photography, it is removed. The photograph is a witness to a past act, as the album is a witness to Goicolea’s own past. Together,

the drawing and the photograph set up a interesting dynamic that invokes notions of past and present, the concept of

reproducibility, memorialisation, and fact and fiction.

Goicolea, a first generation Cuban-American living in New York, makes work that explores his conflicted identity and the recent

history of the Cuban people. While some of his earlier work was playfully narcissistic, the body of work called “Related” explores

his roots and personal history. He makes photographs, drawings, videos and installations that explore the relationship between the

media as well as social and historical issues.
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Anthony GOICOLEA
Georgia, American, b. 1971

Related 3b, 2008
Digital print

Goicolea has made drawings based on a family album of relations that he did not know but who in one way or another contributed

to his history and to the predicament in which he now finds himself as a Cuban in America. He then mounted the drawings on

trees, telegraph poles or buildings and photographed them. Taken in these situations the drawings appear like advertisements for

lost people or even posters for wanted criminals that of course conjures up images of loss not only of boat people but those who

perished in other disasters, whether natural catastrophes or 9/11. The representation of the drawing in a photograph mirrors the

distancing of Goicolea from his ancestors, for the drawing is translated and placed in an anonymous location from which, after

photography, it is removed. The photograph is a witness to a past act, as the album is a witness to Goicolea’s own past. Together,

the drawing and the photograph set up a interesting dynamic that invokes notions of past and present, the concept of

reproducibility, memorialisation, and fact and fiction.

Goicolea, a first generation Cuban-American living in New York, makes work that explores his conflicted identity and the recent

history of the Cuban people. While some of his earlier work was playfully narcissistic, the body of work called “Related” explores

his roots and personal history. He makes photographs, drawings, videos and installations that explore the relationship between the

media as well as social and historical issues. 
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Yto BARRADA
French, b. 1971 

Iris Tingitana Oxalis -
Couronne de fleurs, 2007
Digital print
125 x 125 cm

This photograph is part of the series titled "Iris Tingitana project" (2007) focusing on the disappearance of the iris. If Yto Barrada
was initially interested in the architectural heritage of the city, today the core of her research focuses on risks around landscape
and its heritage. The iris, found bordering the city, carries the name of the city, and is an emblem of Tangier. This flower grows in
the most improbable and resistant situations such as vacant land and construction sites. Now on roadsides, next to iris flowers
grow geraniums, like in standardized European resorts. This photograph depicts a child proudly sporting a crown made of iris
flowers in a deprived area. In traditional iconography, and especially in Catholic traditions, the iris, like the lily, is a royal symbol.
This child reminds us of portraits from seventeenth century Dutch painting, in which flowers symbolize vanity. Despite the intense
and interrogative look of the boy, one cannot help but think of the boy in a symbolized garden of Eden – a paradise lost.

Yto Barrada is an artist of Morrocan origin who has worked for many years in Tangier, a urbanized border town influenced by the
West. Her work is articulated around Tangier's territory and raises questions on the city's rapid infrastructural changes associated
with economical development and real-estate speculation. Tangier, in a sense, is at the point of becoming a Moroccan Costa del
Sol. "Le project du détroit," a work that has granted her international visibility, consists of videos and series of photographs, in
attempt to describe a city of transit and in transition. For a considerable amount of time, Tangier was the gate to Europe that
Schengen closed in 1991. A meeting point between Europe and Africa, the strait of Gibraltar became a "larger Morrocan cemetary"
that refugees and asylum seekers used to cross from Tangier. Her work reminds one of documentary reporting, yet with a poetic
vision, far from exoticism and spectacle. In her work, the city's inhabitants, or their traces, find themselves at the heart of her
images.
Yto Barrada was born in Tangier in 1971. She lives and works between Tangier and Paris.
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Evariste RICHER
French, b. 1969

Cumulonimbus capillatus incus,

2008
8000 dice

Cumulocumulonimbus capillatus incus functions on the mode of a mise en abîme: it is a cube composed with 8000 dice. The work
plays with chance, each installation produces a renewed visual combination. Robert Filliou said that Eins. Un. One... (16000 dice
spread on the floor, 1984) “can materialise, materialises and will materialise with no limit to the most diverse forms or combination
of forms.”
Richers' sculpture acts like an encoded and pixellated image of an individual according to different layers of meaning: the weight of
the work is equivalent to that of an average man (76kg); the colours of the dice recall those used in diagrams representing a
codified human DNA; every choice that mankind has to make could be imagined as a roll of dice. The title of this sculpture refers to
a cloud that provokes very destructive hail and thunderstorms. The sculpture is as fragile and threatening as this meteorological
phenomenon – dislocation and explosion loom. In his work, the artist creates assocations between dice, hailstones, meteorites.
Different levels of meaning (mankind, the cliCmate, games) are crystallised in this artwork according to concatenation logic that
creates a whole. The artist links the individual and the atmosphere, microcosm and macrocosm, in a manner close in spirit to the
sociologist Edgar Morin's concept of complexity (etymologically meaning “what is woven together”), as a web of interlacing.

Evariste Richer constantly invents new standards for measurement which are mostly objects to prompt the spectator's potential
investigations: avalanche probes, a meter drawn from memory, a meter with no measurements… Meteorology, science, magic,
mineralogy, photography, optics are his preferred terrains. The artist reveals meaning through displacements, changes of state
such as the physical occurrence of sublimation (matter transforming from solid to gas). In Ecran (Screen, 2008), the weave of a
projection screen is blown-up full-scale and takes over the entire room. Evariste Richer makes visible these micro perforations
which are usually hidden by the film being projected; he reveals the infra small and ghostly. Blow up (2003), a tennis ball which
has been turned in on itself, could stand as an allegory for sedimentation and concatenation. The concentration of meaning and
gesture produces the artwork. The constant shifting between the cosmic and the infra small brings together knowledge and
observation, certainties and the poetry of art. A piece from a meteorite can become a dice (Médéorite, 2008), a dice turning at
high speed can become an illustration of the energy principle (Le grêlon noir/The Black Hailstone, 2008). Crystallisation – which
was defined by Stendhal as feelings born in the imagination that become attached to an object to transfigure it – is the base of
Richer's work.

Born in 1969 in Montpellier, France. Lives and works in Paris.
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Omer FAST
Israeli, b. 1972

De Grote Boodschap, 2007
Single channel HD video
27’07”

This work is based on a temporal loop in which the stories of several duets coexist and interfere with each other. The narrative
articulates itself around four key moments or four neighboring apartments that the viewer discovers progressively: an air
stewardess having an argument with her unemployed husband, and old lady telling old stories that no longer interest her
caregiver, a black woman who is accused of stealing jewelry just when a newcomer, of Arab origin, moves into the apartment
block. The narration itself is based on a void or non-event, however its dialogues refer to subjects such as terrorism or
iimmigration. Even if the work remains deliberately vague in its global intention, the clash between personal stories and fictional
characters of different origins and generations operates as metaphor of our contemporary society.

In his videos and installations, Omer Fast links and merges personal stories, collective history reality and fiction as well as
experience and one's making of it. Fast is interested in different types of discourse carried out in contemporary political and social
events. In the work "CNN concatenated" (2002), an American journalist's speech is modified to deliver a different meaning. Here a
single scenario involves multiple narratives and possible interpretations. In "De Grote Boodschap," it is the first time that the artist
tells a story from a single point of view rather than through the juxtaposition of multiple viewpoints. This time it's not an interview
but a fiction illustrating the visual codes of the media in a mix of soap opera and visual thriller.

Omer Fast was born in 1972 in Jerusalem, Israel. He lives and works in Berlin. 
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Aurélien FROMENT
French, b. 1976

Théatre de poche, 2007
HD video
12,27min

The Théâtre de poche video is inspired by Arthur Lloyd /« Human Card Index », a magician who was famous for
being able to take out of his pockets any image requested by his spectators. His coat hid over 15 000 different
prints. In Aurélien Froment's work, a magician presents images by making them appear, disappear or move in
space. The performance is accompanied by a rather rudimentary sounding music that highlights the artifice of the
magician's tricks and places the whole in a comedic register. He also manipulates the images himself and creates
associations which seem to spell out a meaning. It can also appear as a metaphor for artistic creation, ideas that
coincide, hesitations and experiments that constitute a practice. Inevitably one also ends up making connections
between art and magic, the artist and the magician, artistic technique with that of illusion. In this work, Aurélien
Froment questions modes of representation pursued in the publication Théâtre de poche (volume 1) in which he
interviews different people (an architect, someone working in advertising and a creator of puzzles) who manipulate
images daily in their jobs.

Museums, archives, documents and images that surround us are at the base of Aurélien Froment's work since he
tends to prefer to observe and utilize pre-existing forms. The artist composes, associates or comments ensembles
he has researched and brought together. De L’île à hélice à Ellis Island (2005) is a shelf of books positioned so that
the titles follow
one another to read: “Islands of silence – Le silence des glaces – La glace à quatre faces”. Thus new associations
between different authors and epochs are proposed through these rapports. The group of 100 postcards Of any
Actual Person, Living or Dead is described by the artist and his collaborator Ryan Gander “as a collection of images,
stories and
anecdotes on cinema, design, typography, drawing and their relation to daily life presented in the form of postcards
to be taken away, far from the exhibition”. Aurélien Froment organizes the images, proposes groupings, and then
deconstructs them in order to redirect the meaning. When he presented at Kadist his research prior to making of his
film Werner Herzog (2002), he proceeded in a similar manner. Then a camera transmitted for the audience the
images which the artist was manipulating and commenting on a table next to the screen. This mode of presentation
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Akram ZAATARI
Lebanese, b. 1966

Anonymous, Studio
Sherhazade, 1950/2004
Black and white photograph and wall
text
40H x 30W cm

"In the 1980s I started using coloured paper backdrops, one of which was yellow. You can see they never reached the floor. I
used them for colour and black-and-white photography." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Sidon, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

Anonymous. Madani,’s parent’s
home. The Studio, 1949-50,

1950s/2004
Black and white photograph and wall
text
29H x 19W cm

"Other photographers used to send me negatives of cross-eyed people, asking me to retouch them. I used to scratch out the
emulsion where the pupil is, and draw another one right next to it." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography. 
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Sidon, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

Anonyme, La maison des
parents de Madani, 1950s/2004
Black and white photograph and wall
text
39,5H x 26,5W cm26,5

"While taking the picture it was challenging to make the boys sit properly without moving. Sometimes a member of the family
whould hide behind, holding the child." Hashem El Madani.
Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Sidon, Lebanon. He lives and works in Beirut.
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Akram ZAATARI
Lebanese, b. 1966

Two Palestinian sisters,

1950s/2004
Black and white photograph and wall
text
24,5H x 19W cm

Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
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Akram ZAATARI 
Lebanese, b. 1966

Bashasha (left) and a friend.
Studio Sherhazade, 1950s/2004
Black and white photograph and wall
text
29H x 19W cm

"Films inspired people a lot. they came to perform kissing in front of a camera. In a conservative society such as Saida, people
were willing to play the kiss between two people of the same sex, but very rarely between a man and a woman.I remember only
one couple who came to the studio and kissed in front of the camera, and they were not married. The rest of them were people
of the same sex. One of them plays the woman, while the other plays the man." Hashem El Madani.

Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography. 
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Sidon, Lebanon. He lives and works in Beirut.
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Omer FAST
Israeli, b. 1972

Godville Portraits Ten
illustrated short stories, 2006
Prints on archive paper

In his videos and installations, Omer Fast links and merges personal stories, collective history reality and fiction as well as
experience and one's making of it. Fast is interested in different types of discourse carried out in contemporary political and social
events. In the work "CNN concatenated" (2002), an American journalist's speech is modified to deliver a different meaning.

Omer Fast was born in 1972 in Jerusalem, Israel. He lives and works in Berlin. 
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Akram ZAATARI
Lebanese, b. 1966

A girl and her brother. Studio
Sherazade. 1960s, 1960s/2004
Black and white photograph and wall
text
29H x 29W cm

"When you position your hand on someone's shoulder, your shoulders become straight and horizontal. Placing one's hand on a
stable surface helps position the shoulders and the general posture of the body." Hashem El Madani.

Hashem El Madani, a studio photographer in Saida, began working in 1948. Like all studio photographers his subjects came to
him. The studio was a constant flux of visitors. It was perceived as a safe haven, where the subjects of his photographs could act
out their fantasies within the conventional format of portrait photography.
Madani records the poses, clothes and behaviour of his clients reflecting the social and political context in which they lived as
well as the norms and the taboos. He portrays anonymous personages, people who normally fall below the radar of public
interest.
Akram Zaatari initiated the project to bring these photographs to public attention through the Arab Image Foundation which now
manages the Madani archive. Zaatari combines the skills of a historian, a curator and an artist. He is interested in salvaging and
preserving the past, in challenging the perceived norms of history. 'Diversity is the most important factor in resisting
misrepresentation' he stated. 'Focusing on iniduality thus becomes a political mission.'
Akram Zaatari was born in 1966 in Sidon, Lebanon. He lives and works in Beirut.
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Katinka BOCK
German, b. 1976

Couler un tas de pierres, 2007
Video ( Super 8 transfered on DVD),
black and white, dumb
2,45 min

«I will put two heavy stones in my jacket pockets that way my body will sink deep like a deflated truck tire, no one will notice»,
this excerpt from "Quay West" by Koltès could echo the story depicted by Katinka Bock: the shipwreck of a small boat full of
stones. The grain of the image and the framing evoke distant times, maybe the origins of cinema and the footage of the Lumière
brothers. The operator's gaze creates a landscape undetermined in space and time. An encounter between density and liquid:
the effect produced is strange and paradoxical since the rocks are floating, temporarily denying gravity. It is also an aesthetic
study of the liquid and the mineral, a confrontation between the fluid and the rough, a combination of the wave and the shape.

The city, the landscape and the exhibition space are Katinka Bock's favored playgrounds. Her installations, sculptures, films and
photographs question the spaces of action and representation, in their daily and political use, through the prism of aesthetics and
poetry. Katinka Bock makes changes to the landscape. In « Sol d'incertitude » (2006) the artist removes (Parisian cobblestones),
quotes (a history of mobility), and modifies (tar coating). These actions function as small rituals. « Das Konservat » (2003), a 3
meter high wooden fence enclosing 2500 square meters of grass, acts like a cutting in the landscape, reminiscent perhaps of the
'temenos' (in Ancient Greece, sacred space in open air dedicated to a god).
Although Bock's objects are visually mute, they tell stories. For the exhibition « Kanon » (La Synagogue de Delme, 2008), a drama
of materials occurred; the sculptures were transformed into still lives, with a fragile monumentality.

Katika Bock was born in Frankfurt am Main in 1976. She lives and works in Paris and Berlin.
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Stéphane CALAIS
French, b. 1967

L’herbier (petit Trianon), 2007
Silkscreen printing on PVC
43H x 98,5W x 100D cm
Edition 3/4

"L'herbier (petit Trianon)" consists of four "realistic" drawings of plants, screenprinted on transparent PVC. Relying
on drawing as a study, this work resembles many sketchbook drawings of the artist, but also alludes to the series
titled "Magnolia". "The subject is a kind of cultural minimum (the plant) and the herbarium tends to this minimum,"
Calais suggests. This work follows the tradition of still life painting, ranging from technical mastery to vanity. The
metaphor of the plant as a network and an ornament is recurrent theme in his work as well as arborescent
typography, wall painting in the works "Le haricot magique du petit Jack," (1997) as well as sculpture gardens.
Evoking a rococo spirit, his drawings surfaces' shimmer like a glaze, quivering at the slightest breath. One can well
imagine that "L'Herbier" could have taken place in the Petit Trianon at the garden of Versailles, signifying a balance
between simplicity and the richness of ornament. In an interview, the artist spoke of this work like a house of cards –
everything is visible and transparent, the whole is obvious. Yet, the overlap of the screenprint detailed in a "block
sediment" of different sheets alludes (by surprise) to images – the slightly blurred images are not immediate and
clear.

From screen-printing to sculpture, as well as painting and installation, Stéphane Calais multiplies the figures of style,
underpinned by the lines of drawing, all in playful and sweet world, at times disturbing. All mediums used by the
artist, associated intimately with the world of drawing, exist as extensions of the sheet of paper. His series of
"sculpture collage" titled "Ornement, crime et délice" illustrate his interest in the density and variety of styles and
materials: nets hanging from the ceiling supporting basketballs, plants, feathers, etc. Decoration is not incidental,
but is a dynamic network internal to his works. Collage is "a way to settle the real" as the artist suggests and "to
cross temporalities, always on the mode of the diverse." While some violence is present between the lines, like all
tales, his work contains two levels of reading. For example, Calais is fascinated by the work and the tragic fate of
Bruno Schulz, a Polish-Jewish writer and artist, who "is one of the designers of fantasy, this great line that forges a
truly global world" as depicted in the installation "La chambre de Schultz" (2007-2008).
Stéphanie Calais was born in 1967. He lives and works in Paris. 
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Michal CHELBIN
Israeli, b. 1974

Strangely familiar: Angelina
and her father, Israel, 2005
Color photograph
37H x 37W cm
Edition of 5

Michal Chelbin’s staged yet intimate portrait photographs, seduce the viewer into uncomfortable, voyeuristic complicity with the

camera. Several works represent adolescent girls on the verge of sexual consciousness, their bodies still that of a child while their

gaze directly confronts the viewer implying differently. Michal Chelbin shoots in a format of utter stability-the square. She
positions her subjects well within the frame where visual clarity prevails. Angelina and her father, Israel belongs to the “Strangely
Familiar” series where she shifted form shooting in the studio to the outside world, from theatrical to found light. In this work, an

athletic but vulnerable-looking man holds his daughter in front of a swamp, poised as if offering her to the viewer.

Though the photographs remain staged and her efforts directorial, Chelbin has sublimated the work’s mythic aspects by
exploring a world of characters that lend themselves readily to the romantic-the world of athletes, ballroom dancers, and
performers in small traveling shows and circuses, mostly in Eastern Europe, but also in Israel and England. With little supporting
information to go on, we reflexively fill in the blanks and ride the images’ narrative momentum wherever it leads. Much of the time
taking us to places steeped in discontinuity, incongruity, ambiguity. Places of subtle, underlying tension between the odd and the
ordinary.
Chelbin doesn’t impose upon herself the parameters of a systematictypological program, though she credits the influence of
Augustus Sander. Her pictures have a comparably cool clarity, they are, as Thomas Mann said of Sander’s “ precise and
unpretentious”. Frontal, and often composed within a shallow, stagelike space, they read as tableaux even more than as
portraits. Hers is a measured intimacy, and the images she producesare fictive documents -not candid, yet honest; contrived, but
only of authentic ingredients.* 

Winner of the prestigious Constantiner Award for Photography, Michal Chelbin has presented her work in many
international shows and had a solo show at the Tel Aviv Museum of Art in 2008. She uses silver film: ”I don’t use
digital technology, it forces me to think and to be exact”. The people captured in her works often are small town
performers set in a casual setting, by which Michal manages to create a private moment, somewhat mythical, yet
marked with irresolvable ambiguity. Themes like family issues, ideas of normality, puberty with its all incumbent
pains and distractions, the desire for fame, are all addressed in her work.
* Leah ollman in “Strangely Familiar, Acrobats, Athletes, and Other Traveling Troupes”, Aperture Foundation, Thames and
Hudson, London, 2008.

Michal Chelbin was born in 1974 in Haifa, Israel. She lives and works in New York. 



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Lars LAUMANN
Norwegian, b. 1975

Berlinmuren, 2008
Video
23,56 cm
Edition 5 of 6 + 2AP

Eija Riitta was born in 1954 in Liden, Sweden, and is "objectum-sexual." Since June 17, 1979, her name is Eija Riitta Berliner
Mauer taking the name of her husband, the Berlin Wall. In animism all elements of nature are considered as alive and have souls.
"Objectum-sexuality" is an extension of this belief. Eija's blog explains the situation perfectly – her attraction to rectangular parallel
lines, constructions such as bridges, fences or the Berlin Wall. Furthermore, this can be witnessed at her house, now the "Museum
of models and guillotines," a subject that she is equally passionate about. More than a documentary on the subject, Lars Laumann
filmed the encounter between two lovers of the Berlin Wall. In the video, we come to realize that the first woman married the wall
before the war, clinging to the memory of what it was, while the second fell in love with the Berlin Wall after its destruction.
Surprisingly, these women do not consider the wall as a symbol of political history, but more as an independent object of history.
The first woman fell love with the wall for its lines, its strength, its breadth, while the other for its colors, its fragmentation, and its
fragility. In presenting this film in an artistic context, Laumann makes a surprising parallel between "objectum-sexuality" and art. To
contemplate a work for its formal aspects, refers to Eija's speech which considers the Berlin Wall as a free being, without any
responsibility of which he is charged. Thus, the destruction of the wall, as Eija claims, is as an act of barbarism, of an innocent
person.

The films of Lars Laumann incorporate codes of documentary, grappling with topics at the limits of fiction. This process of fictional
documentary recalls the practices some artists in the Kadist collection like Omer Fast, Joachim Koester, John Menick, Akram
Zaatari, Arthur Zmijewski. In 2007, Matthew Higgs presented, at White Columns Gallery (New York), Laumann's first film,
"Morrissey Foretelling the Death of Diana" which claims that the Smiths album "Queen is Dead" produced in 1986, announces the
death of Princess Diana in 1997 in Paris. Illustrated in a film montage, the narrator's discourse draws parallels between the
surprising words belonging to pop culture and events that occurred years later. Lars Laumann's analysis takes as a starting point
the iconic figure of Diana, and develops a "conspiracy theory" by claiming extraterrestrial involvement in those events, thus offering
a vision of a world entirely controlled.
Lars Laumann was born in 1975 in Brønnøysund, Norway. He lives and works in Berlin.
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Tobias REHBERGER
German, b. 1966

9 o’clock ? (my time is not your
time), 2007
Printing on glass, superposition
63H x 83W x 6D cm
Unique

"9'oclock (my time is not your time)" pertains to a series consisting of three numbers: 5, 10 and 11 works were made for the
exhibition "Signs and messages from modern life" at the Kate McGarry Gallery in 2007. The notion of time is a recurring theme in
Tobias Rehberger's work. We can recall the exhibition 'Night Shift' at the Palais de Tokyo in 2002 where the works could be seen
only from the angle of the sun, exploring the relationship between day, night, and other natural cycles like the sun and moon, life
and death. But in "9'oclock (my time is not your time)," time becomes a pattern. The artist manipulates the number nine by printing
it on three stacked glass plates. Depending on the position and the viewer's eye, the shape evolves to deconstruct the meaning
completely. This work is characteristic of artist's practice in the way in which he borrows 70s design (in the refinement of its
production, its appearance, and color), and the issue of perception, of deconstruction, and transformation.

A student of Martin Kippenberger, Tobias Rehberger emerged in the 1990s as one of the major artists of the younger generation in
Germany and one of the most active on the international stage. For example, he worked with the artist Olafur Eliasson and
presented his work in solo exhibitions in institutions: the Museum Ludwig in Cologne, the Palacio de Cristal in Madrid, the
Whitechapel in London, the Serralves Foundation in Porto or the Palais de Tokyo in Paris. Tobias Rehberger can be considered as
a sculptor, in the "classic" sense, while questioning the medium and its meaning today. Close to the aesthetics of design, he
realizes functional forms not like his sculptures entitled "Handicapped" or "Infections”.

Tobias Rehberger was born in 1966 in Essligen am Neckar, Germany.
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Pierre LEGUILLON
French, b. 1969

Diane Arbus : Rétrospective
imprimée, 1960—1971, 2008
Exhibition (framed magazine pages,
magazines, crate, pillows, etc...)
Unique

End of 2008, Pierre Leguillon presented at Kadist Art Foundation the first retrospective of the works of Diane Arbus (1923-1971)
organized in France since 1980, bringing together all the images commissioned to the New York photographer by the Anglo-
American press in the 1960s.This exhibition, destined to tour in various locations, presents the original pages of the magazines,
including 'Harper's Bazaar', 'Esquire', 'Nova' and 'The Sunday Times Magazine'.
Extract of Pierre Leguillon's text:
The mythology surrounding Diane Arbus' character is willingly set aside to offer a more neutral point of view on a more unfamiliar
part of her work, although it was mass-distributed.
Many of the characters portrayed in these commissioned works seem less sensational at first glance than the « freaks » that
made Diane Arbus' work so famous, since the retrospective MOMA organized in 1973 in New York, two years after her suicide.
And yet, « leafing through » all her contributions for the press, the Diane Arbus « method », her installing the model in an
environment in such a particular way, emerges obviously. Long sitting sessions, sometimes repeated, were destined to allow the
model to « let go », while he never stopped fixing the camera, straight forward. 
It is no doubt their rigorous construction that enables these images, still today, to be contemporary.

Pierre Leguillon is an artist who has developed projects as a curator and critic since the beginning of the 1990s, by creating a
single page review, 'Sommaire' (35 issues between 1991 and 1996), then by collaborating to 'Journal des Arts', and 'Art
press' (Special issue « Oublier l'exposition » in 2000), then to 'Purple' (column « Calme plat » about printed objects from 2002 to
2004). In parallel, he has photographed many exhibitions, which he started reenacting in 1993 in slideshows, their content being
each augmented and renewed for each session. In addition, he has often produced accompanying objects for these events.
Since October 2008, he has opened in Bordeaux, at the Capc, a franchise of « La promesse de l'écran » (« The promise of the
screen »), a screening space initiated in Paris in 2007.
Pierre Leguillon was born in 1969, in Nogent-sur-Marne, France. He lives and works in Paris. 
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Yael BARTANA
Israeli, b. 1970

A declaration, 2006
Video
7’40

A Declaration shows a young man who rows a boat across the bay at Jaffa bearing an olive tree. He eventually reaches the

Andromeda rock where he substitutes the Israeli flag with the tree. The man is dark skinned, disrupting the Israeli nation’s fantasy

of racial homogeneity and even suggesting the possibility that he is Arab. Dressed in white he proclaims his innocence and virtue.

White is also a sign of truce. The planting of the olive tree is a gesture of peace as well as a form of land reclamation for not only

does the olive tree symbolise peace but it represents the Palestinian nation. Jaffa was of course Palestinian long before it was

Israeli. While flags are traditionally planted by the military (the most famous image being the planting of the American flag at Iwo

Jima), here it is removed by a civilian. The way in which the work is shot with its slowed footage and close ups, resembles classic

westerns of the 1960s. This was a period when the Western myth was beginning to be re-evaluated. Views of the fluttering flags

suggest propaganda films of the pioneering years of Zionism and of the Russian Revolution. The views of a sophisticated Tel Aviv

in the distance contrast poignantly with the degraded, primitive rowing boat. Like all DVDs the work is viewed on a loop but the

loop also has a meaning for while Bartana received permission to remove the flag temporarily for shooting, she had to replace it.

Thus the act of substituting the flag for the tree must continually recur to make the point permanently. The work caused some

controversy when shown in Israel because the flag is such a sacred image. The work is about the breaking down of boundaries

and taboos, and an expression of inclusivity and optimism.

Yael Bartana explores the imagery of cultural identity. In her photographs, films and installations she critically investigates her

native country's struggle for identity. Her early work she documents collective rituals introducing alienation effects such as slow-

motion and sound. Yael Bartana has presented her work internationally at PS (New York), the Center for Contemporary Art (Tel

Aviv), Foksal Gallery Foundation (Warsaw), the Power Plant (Toronto), as well as the 54th Venice Biennial where she represented

Poland and the Sao Paolo Biennial.

Yael Bartana is based in Tel Aviv, Berlin and Amsterdam.
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Ceal FLOYER
Pakistani, b. 1968

NO POSITIONS AVAILABLE,

2007
Installation, signs on wall
variable H x W ; each sign: 33H x 22W
cm
Edition 3/3

"NO POSITIONS AVAILABLE" is composed of panels covering the entire wall of the gallery exemplifying one of the tendencies of
the artist. The "billboard sign," like a ready-made, plays with the different meanings of the title, literally and abstractly. The
repetition of the sign, as it has used in Minimal and Conceptual art, fills the space. On a more abstract level, Floyer like Jonathan
Monk and Mario Garcia Torres, explores the possibility of reformulating historical proposals from the 60s and 70s. Depending on
the context and placement of the work, this work takes into account a socio-political reality,referring to unemployment and lack of
work. This elliptical work makes sense only in the network of meanings produced by its activation in the exhibition. The artist's
primary concern is the context, understood as a given space where the work can be seen and read more broadly as an economic,
social, and political network.

Ceal Floyer's work deals principally with spatial manipulation, often at the edge of the visible.The objects she uses are simple
elements of daily life such as trash bags, switches, bulbs, candles, etc. Alterations or barely perceptible movements that the artist
uses requires careful attention by the viewer to fully understand the mechanisms of the work. The issues of scale, duration,
intensity, saturation, perceptual aberration and illusion are central to her research, and she uses different media like sound
recording, drawing, collection of objects or video to approach these themes. Her proposals extend from the practices of artists like
Robert Barry, Paul Kos or Terry Fox and challenge the status of the artwork. In her work there is always a desire to achieve a
reduction of formal grammar in an examination of the possibilities and limitations of alternative processes, creating communication
and knowledge.
Ceal Floyer was born in 1968 in Karachi, Pakistan.  She lives and works in Berlin.
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Douglas GORDON
British, b. 1966

The Making of Monster, 1996
Color video, dumb
7,28 cm
Edition 11/11

In Monster (1996-97), the artist’s face becomes grotesque through the application of strips of transparent adhesive tape, typical of
Gordon’s performance-based films that often depict his own body in action. Also characteristic of his work, the scene takes place
in front of a mirror, suggesting the kind of personal self-reflection that one is capable of – both good and evil. The video makes
clear cinematographic reference to the 'alter-ego' transformation in Mamoulian’s Dr. Jekyll and Mr. Hyde, and to the “You looking
at me?” sequence performed in front of a mirror by Robert De Niro in Scorsese’s Taxi Driver which also inspired Gordon’s through
a looking glass (1999).

The works of Douglas Gordon spans across film, video, installation, photography, sculpture in a play with the universal dualities life
and death, innocence and guilt, and dual identities. "I like to build self-destructive systems or mechanisms that lead to the
multiplicity of meaning, in a series of contradictory interpretations. I love it when a conspiracy of circumstances can help build a
sense for a work, or may return against it at any moment," says the artist. In his videos, the artist offers a new experience of
cinema in the space of contemporary art thus creating "exhibition cinema" as critic Dominique Païni has suggested. His work
stems from the ideas of Walter Benjamin, who compared cinema to the action of a surgeon who deeply penetrates the heart of
reality. In "24 Hour Psycho" (1993), the famous Alfred Hitchcock movie is dilated to 24 hours in a gesture that monumentalizes
time and intensifies the photogram. Above all, the artist questions memory and perception, looking for what is latent in the images,
objects, and sounds.

Douglas Gordon was born in 1966 in Glasgow, Scotland. He lives and works in New York.
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Kristof KINTERA
Czech, b. 1973

Bad innovation in the name of
protection (Gulf Style), 2007
Sculpture
105H x 110W x 50D cm
Unique

Bad innovation in the name of protection is not a ready-made, but was made entirely by the artist, representing a stroller. Its
interior is shielded and designed for babies in the case of conflict. Camouflaged, it resembles a small tank. Is it to protect or to
attack? Is this object, full of ambiguity, for harmless babies or child soldiers? Privileged or excluded, this work alludes to survival
and inequality faced by the question of life or death. The object materializes the primitive desire of protection induced by fear. How
can we look at the world through this stroller? Is the pleasure of seeing, breathing, feeling, still possible? Is it a shield to live, to
survive or to go against life?

Kristof Kintera is a major artist of the contemporary Czech scene also with international acclaim. His works refer to doubts
expressed in societies under authoritarian or communist regimes who find themselves in economic boom, yet leave behind local
concerns. In the artist's work, a sense of observation, often caustic, helps to establish a critical distance between oneself and the
world, by using everyday objects cleverly diverted. Vivid and moving, the works of Kintera evoke primitive feelings of the human
condition such as fear, desire for survival, and pleasure.
Kristof Kintera was born in 1973 in the Czech Republic. He lives and works in Prague.
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Toby ZIEGLER
British, b. 1972

Wagon Wheel, 2007
Paper and PVA
110H x 80W x 50D cm
Unique

Wagon Wheel is a work with a fundamental dynamism that derives both from the rotating movement of the elements suspended
on poles and the kicking of the legs of the figure. It is based on a pornographic image by Giulio Romano (ca.1499-1546). Romano
had completed Raphael's frescos in the Vatican after the latter's death but was not paid for the work. Ziegler relates how in
revenge Romano drew pornographic images on the buildings of the Vatican.
The Pope erased them but Marcantonio Raimondi (ca. 1480-1534) turned the images into prints, a series called « I Modi », which
were widely circulated in Rome and for which he was jailed. The Pope, realising they brought him into disrepute, gathered them
all together and destroyed them. Other artists had copied them, however, and such copies exist in the British Museum.
Wagon Wheel is the first sculpture of the figure that Ziegler made. He has since moved into figurative painting but he states that
he could not have done this without making sculpture first. He believes this particular work is crucial to that development. It was
inspired not only by the Romano prints, but also by seeing a sculpture of hands by Rodin. He feels that most of Rodin's
sculptures are too complete for him to be able to work off them. But the sculpture of a hand fired his imagination because of its
incompleteness. Wagon Wheel also relates to the sculpture of Ancient Greece which is frequently displayed as a compilation of
fragments, with armatures supporting disparate parts and acting as surrogate limbs or body parts.

Toby Ziegler is a British artist whose work first came to view in an exhibition called Expander in 2004. His paintings are based on
photographs that he digitally manipulates to render them more abstract. His sculptures are closer to being figures and it is in a
figurative direction that his painting is now going. These sculptures, therefore, are important transitional works.
Most of Ziegler's sculptures are made out of cardboard or paper and covered in numerals which he employs to piece them
together. Like the paintings, the sculptures emanate from digital images. He uses computer-aided design to generate line
drawings and then, with scissors and glue, pieces them together. The forms of his sculptures have a relationship to Cubism,
whose spatial complexity Ziegler admires, and perhaps also De Kooning for their sexual overtones. The numerals make oblique
reference to his father's mania for indexing and cataloguing but are also used in scaling up the works.

Toby Ziegelr was born in 1972 in London. He lives and works in London.
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Wilfredo PRIETO
Cuban, b. 1978

Sans titre, 2006
Drawing on BPB plate
260  H x 120W x 1D cm

Wilfredo Prieto was born 1978 in Zaza del Medio, in the province of Santi Spiritu, Cuba. He lives and works in Barcelona and la
Havana.
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Anna MOLSKA
Polish, b. 1983

Perspective, 2006
Color video
1,32 cm

"Perspective" was filmed during a residence in northern Poland. The film is preceded by a series of photographs made in her
studio. In a snowy landscape, the artist walks towards the horizon secured by ropes. The film records the appearance of a
geometric construction that unfolds in space, but also the physical effort of the artist to create it. Finally, she reaches a climax
when the strings form a perspective on the landscape. At the same time, freed from the studio, but still a prisoner of the ropes, the
more she walks, the space extends further. The piece features a physical struggle to reach the horizon, and the ideal point where
the hypothetical perspective lines meet. The film reveals the impossibility of art to reflect both dimensions in a two-dimensional
space as if the perspective tools developed in the Renaissance are no longer allowed to read the world.

Anna Molska uses video performance to explore the effect of artistic culture on the production of art. She rethinks the historical
traditions of the Russian-Polish avant-garde in a question of the role of the artist who, beyond the organization of forms in space,
participate in the construction of society. She questions the validity of art tools to produce new concepts and territoires.

Anna Molska was born in 1983 in Prudnik, Poland. She lives and works in Warsaw.
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Eleanor ANTIN
American, b. 1935

100 Boots, 1971-1973
10 original postal cards

The project "100 Boots" is without a doubt one of the most renowned works to date by Antin. It consists of 51 photographs,
documentation (as if the documentation were derived from performances) of a march of 100 rubber boots throughout the United
States across the span of 1971 to 1973. The boots are shown inside of scenes of everday life, trotting along a beach site in
California, a path to a church, lined up outside of a bank, at a construction site, or in the middle of the city. They are aligned in a
horizontal line, in a circle, or back to back in front of the camera. Their display permits a kind of personification, which makes the
images humorous. In other occasions, they depicted as abstract forms, moving and adaptable. Like enigmatic clones, the boots
resemble non-identified invaders exploring the USA's territory. Made at the time of USA's involvement in the controversial Vietnam
war, this simple conceptual narrative has a political turn. At the time, the pictures were sent as postcards by the artist, and the
work was launched around the onset of "Mail Art". In 1973, MOMA purchased the complete series of the 51 postcards. After this
acquisition, Eleanor Antin "consigned" the boots and created a photographic edition of 10 copies. Over the course of years
following her heralding MOMA show, the series continued to exhibit throughout several institutions in the United States, later
traveling to France.

Eleanor Antin is a major figure inside of American conceptual and feminist art. Her work encompasses many forms such as film,
photography, installation, performance, and drawing. Her work, and especially her performances, regularly embark upon fictive
historical figures, often archetypal, as if they were the past lives of the artist herself such as the works "Nurse Elenor of the
Crimean War" or "The Russian ballerina Eleanora Antinove". Antin's baroque mises en scènes serve to question the role of
women inside of history, as well as contemporary society.
Eleanor Antin was born in New York in 1935. She lives and works in Southern California. She began teaching at the University of
San Diego in 1975 and has held many solo exhibitions, including exhibitions at the Museum of Modern Art, the Whitney Museum
of American Art, and a retrospective at the Los Angeles County Museum of Art (LACMA). She participated in Documenta 12
(2007) with two works entitled "The Blood of the Poets" and "The Angel of Mercy".
Eleanor Antin was born in New York City in 1935. Lives and works in San Diego, California.
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Yto BARRADA
French, b. 1971

Bus Logos, 2007
4 color photographs (archival inkjet
print on archival paper)
88H x 88W cm
Edition 3/5

In this photographic series, Yto Barrada was interested in the logos of the buses that travel between North Africa and Europe.
They become like abstract paintings that recall Modernist formal experimentation. They are somehow symptomatic of the
circulation of goods and people that is made to sound so abstract. The commentaries of two Moroccan children that accompany
the images reminds us about the fact that everyday candidates to emigration try to spot these buses that will cross the Strait. Many
children hide there and undertake long illicit journeys. As is often the case in her photographs, Yto Barrada chose a square format
that conveys immobility despite the reference to transport. They are flat, without perspective, like the numerous walls visible in her
work. The loss of depth in things ensures that any pain consciously stays separate from the beauty of the images.

Yto Barrada is an artist of Morrocan origin who has worked for many years in Tangier, a urbanized border town influenced by the
West. Her work is articulated around Tangier's territory and raises questions on the city's rapid infrastructural changes associated
with economical development and real-estate speculation. Tangier, in a sense, is at the point of becoming a Moroccan Costa del
Sol. "Le project du détroit," a work that has granted her international visibility, consists of videos and series of photographs, in
attempt to describe a city of transit and in transition. For a considerable amount of time, Tangier was the gate to Europe that
Schengen closed in 1991. A meeting point between Europe and Africa, the strait of Gibraltar became a "larger Morrocan cemetary"
that refugees and asylum seekers used to cross from Tangier. Her work reminds one of documentary reporting, yet with a poetic
vision, far from exoticism and spectacle. In her work, the city's inhabitants, or their traces, find themselves at the heart of her
images.
Yto Barrada was born in Tangier in 1971. She lives and works between Tangier and Paris.
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Ryan GANDER
British, b. 1976

Things that means things and
things that look like they mean
things , 2008
Color video
26,48 cm
Edition 3/3

The work consists of a work inside a work. The spectator is presented with a commissioned documentary on a flat-screen Tv on
the subject of the production of the making of an artwork that doesn’t exist entitled The magic and the meaning (2008). The
imaginary film The magic and the meaning is described only within the documentary, which follows parts of the making of the film,
extracts from interviews with the writer and film maker Dan Fox and the artist and maker of the work Ryan Gander; as well as
showing short slow-motion sections of the film that does not exist. The imaginary film is described as taking the form of a 16 mm
black and white film study of young art students in an exhibition of Francis Bacon at Tate Britain, London. The film documents the
students drawing and sketching the paintings that they see on the walls in their sketchbooks, as an act of association to the world
of art through a romantic gesture.

Ryan Gander is a collector. He keeps all sorts of documents to create from. His studio is full of found images, personal images,
documents copied from internet or cutout of newspapers. In this series of 20 photographs, each image is constituted through a
game of associations. Each photograph has a caption that details each element so the spectator can play. In a number of his
works, lectures or texts, Ryan Gander is very attached to details, to anecdotes. He relays some of the information with great
concern for exactitude which can seem futile and absurd but creates the poetic shift. He seeks to highlight invisible details of daily
reality. All his works are in dialogue with one another. Each title also builds on the associations and complementaries between the
works.
Ryan Gander was born in Chester, UK, in 1976. He lives and works in London.
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Hans-Peter FELDMANN
German, b. 1941

Pair of shoes / Shoes with
eggs, No date
Installation (quail eggs, lizard schoes
on pedestal)
No edition

The types of objects Feldmann is interested in collecting into serial photographic grids or artist's books are often also found in

three dimensional installations. Verging on a form of fetichism, his shoe collections are a case in point and indeed, for some

exhibitions, he even asked gallery employees for their shoes. Against authorship and the commodification of art, he never gives

titles or dates to his works which have infinite edition possibilities.

The mode of display is paired down to the simplest form of a plain square plinth that nevertheless conveys artistry. The

presentation contributes to the re-orientation and re-contextualization of these assembled found objects taken from everyday life.

This work, like hat with photo and teapot with shadow also in the collection, could be imagined as a form suggestive of portraiture.

Secondary autobiographical components are sometimes included: a set of eight black-and-white photographs of shoes, Ursula +

Hans-Peter, stands for the artist and his wife with whom he worked in a gift store when he left the art world in the 1980s. The

positioning of this female pair of shoes is clearly deliberate and meaningful as is the literal and playful mimetic association of

snakeskin and quail's eggs patterning.

In contrast to performance, Hans-Peter Feldmann makes works that explores the intimate connections between art and
entertainment. He does not date his works, and uses the multiple as a snub to the art market and its suspect sacralization claiming
total freedom. Feldmann by his simple gestures and incongruous comparisons, reminds us that art is above all an appropriation of
everything around us. Rather than producing and inventing, he prefers to accumulate and collect. He assembles his findings,
allowing for their absurdity and poetry to rise. He gives back images and objects their strangeness, their strength and emotional
touch, giving aura to the mundane. All of his production questions the value of the artistic act.

Hans Peter Feldmann was born in 1941 in Dusseldorf. He lives and works in Dusseldorf.
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Hans-Peter FELDMANN
German, b. 1941

Hat with photograph, No date
Installation (hat, hat-holder and
photograph on pedestal)
30 x 23 x 33 cm
No edition

The types of objects Feldmann is interested in collecting into serial photographic grids or artist's books are often also found in

three dimensional installations. Hats and photographs are regularly part of his appropriations and arrangements. He famously

made numerous trips to England in search of old photographs when he was an antique dealer, and then worked in a gift store with

his wife when he left the art world in the 1980s. Against authorship and the commodification of art, he never gives titles or dates to

his works which have infinite edition possibilities.

The mode of display is paired down to the simplest form of a plain square plinth that nevertheless conveys artistry. The

presentation contributes to the re-orientation and re-contextualization of these assembled found objects taken from everyday life.

Borsalino-type felt hats carry associations with artists such as Marcel Duchamp and Joseph Beuys therefore this work, like pair of

shoes and teapot with shadow also in the collection, could be imagined as a form suggestive of portraiture.
In contrast to performance, Hans-Peter Feldmann makes works that explores the intimate connections between art and
entertainment. He does not date his works, and uses the multiple as a snub to the art market and its suspect sacralization claiming
total freedom. Feldmann by his simple gestures and incongruous comparisons, reminds us that art is above all an appropriation of
everything around us. Rather than producing and inventing, he prefers to accumulate and collect. He assembles his findings,
allowing for their absurdity and poetry to rise. He gives back images and objects their strangeness, their strength and emotional
touch, giving aura to the mundane. All of his production questions the value of the artistic act.

Hans Peter Feldmann was born in 1941 in Dusseldorf. He lives and works in Dusseldorf.
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Michael LANDY
British, b. 1963 

H.2.N.Y. Skeleton of the Dump ,

2007
Pastel painting on paper 
122H x 152W cm
Unique

H.2.N.Y Skeleton of the Dump revolves entirely around the performance "Homage to New York" (1960), of the Swiss artist Jean

Tinguely (1925-1991), during which the machine built by the artist in the gardens of the Museum of Modern Art (MOMA) had to

self-destruct itself in 27 minutes, but, in the end, it had to be finished off by firemenbeing called in after it erupted in flames. Since

the discovery of Jean tinguely’s retrospective at the Tate Gallery in London, in 1982, Michael Landy spent two years researching

and sketching (charcoal, oil, glue, ink) from his previous research carried out at Museum Tinguely in Basel, and at the MOMA in

New York. By labor intensive work, Michael Landy tried to recapture the essence of the event, to dislocate and to revive it with

these the black and white drawings. He made them on several scales, some very small, some medium format and some, like this,

large scale. Made with oil stick or white glue or both, he played on the idea of mezzotint as well as the idea of night time

performance. The images are based on the film made of Tinguely's action. Some drawings are made as though within the

machine, and others, like this one, are made as though observing the machine from a distance. In certain drawings the machine is

self-destructing, in others it is complete. Skeleton of the Dump shows the machine in lonely isolation, almost an outsider and rather

forlorn. The motif itself is simply the white paper showing through.

One of the leading artists of his generation, Michael Landy’s work has posed serious questions about globalisation, recycling,

regeneration and politics. Not afraid to embrace the traditional skills of drawing, he has also made large scale installations using

multimedia. He is most famous for his installation, Break Down (2001) in which he systematically catalogued then destroyed all of

his possessions in a disused department store. With sharp and wry observations on every-day life, Landy constantly seeks to

question the relationship between art, institutions and markets.

Michael Landy was born in London, UK, in 1963. He lives and works in London.
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Mark LECKEY
British, b. 1964

Made in heaven, 2004
Color video
2min
Edition of 10

In Made In Heaven, we are face to face with a sculptural apparition, a divine visitation in the artist's studio. It isn't just any object,
but an iconic sculpture of the end of the 20th century: Jeff Koons' Bunny.
One key question in this work is of course the construction of images, but there is also the question of sculpture, of the passage
from two-dimensionality to three-dimensionality. The reason for using the moving image, above all theoretical, is also part of
interrogation regarding the material construction of images. For this film, he remakes Koons's sculpture in order to be able to
experiment himself in his studio. One can discern the contours of his studio and sometimes his presence in a lot of his videos. With
reference to Marcel Duchamp, he wants to create the ultimate Machine Célibataire (Bachelor Machine), by producing nothing other
than itself in reference to the self- reflexivity of Pop.
The Bunny is a sculptural form in space which also produces images. It is obvious that we are in an image which is entirely
constructed since it is impossible to film the object without having, at a certain point, the reflection of the camera on the steel
surface. Mark Leckey is interested in the possibilities of new technologies and places at the heart of his practice the revelation of a
sensitive and quasi-magical world. The film loop (which only lasts 2mn) places the spectator in a completely hypnotic state.

Mark Leckey became know in the 1990s with a cult film Fiorucci Made Me Hardcore about English clubs since the early 1970s.
Rather like Jeremy Deller, his work at the time was a mixture of Pop culture and counter-culture. In fact a constant in his work is an
interest in the icons of our visual culture. In Felix Gets Broadcasted, he became interested in Felix The Cat who was first of all
present at the beginning of the 20th century in over 250 newspapers and was the first character to benefit from TV transmission in
1928 in New York. This is the story of a cartoon hero and his successful conversion from cinema to the written press and then to
TV, before being integrated into the art system.
Mark Leckey was born in the UK in 1964. He is of the same generation as Damien Hirst but has had a very different career path.
He was part of an alternative music band and is currently professor of the history of cinema in Frankfurt. He won the Turner Prize
in 2008.

He lives and works in London.
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Tala MADANI
Iranian, American, b. 1981

Dazzle men, 2008
Oil on linen
40H x 50,5W cm
Unique

Madani works on a small scale and a large scale. This work is from a series of small paintings called “Dazzle Men” that take as

their starting point the Dazzle patterns used by artists to camouflage ships during the First World War. Dazzle camouflage was

designed to confuse the aim of U boat commanders. Its unstable, brightly coloured distortions were closely allied to modernist

painting and indeed formed the subject of a memorable series of woodcuts and a major painting by the British Vorticisit Edward

Wadsworth. In Madani’s painting Middle Eastern looking men take as their model an image of a dazzleship for the purpose of self-

disguise. Applying paint to their bodies they adopt the strategy of maquillage that is essentially feminising. Madani thereby satirises

the overly masculine society these men inhabit. While some have applied only small amounts highlighting their breasts, others

have applied stripes recalling prison outfits. These men are trapped in their own world, prisoners of the stereotyping that grows out

of education, religion and culture. In conversation with Doug McClemont Madani stated: ‘I’m interested in the behaviour of the

masses. Creating icons, figures and then having later on to destroy. The creation of icons, which then inevitably are destroyed

because the icon becomes corrupt, or something. To me, that’s very religious behaviour, needing to put something up on a

pedestal. And the mass behavioral tendency of later on of being almost inevitably oppressed by it somehow. Having to bring it

down. In a way painting is poking fun at religious behaviour. The masses can behave ridiculously in many circumstances.’

Madani’s paintings have a caricatural quality that suggest a satirical intention. She only paints images of men. This came about

initially because she ‘didn’t want to deal with the question of the veil, and I didn’t particularly want to sexualise the figures with

perked up breasts, so ultimately I was left with men.’ Since making that statement she has expressed an interest in depicting

spaces ‘designated for men only’. Madani’s work can be interpreted as a comment on an overbearingly patriarchal society,

whether in Iran or indeed any Western country. Her cartoony paintings expose ethnic and gender stereotypes with a lightness of

touch that belies their punch. The painterly nature of Madani’s approach has led her to make films composed of freeze frame shots

of paintings that she changes from shot to shot.

Born in 1981, Tala Madani is a young Iranian artist who has lived outside Iran since the age of 14. She studied for an MFA at Yale

and in 2007 enjoyed a residency at the Rijksakademie, Amsterdam. Her works have been presented at the Saatchi Gallery, at the

New Museum of Contemporary Art Triennial entitled The Generational : Younger than Jesus (2009).
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Anthony MCCALL
British, b. 1946

Landscape for fire, 1972
Color video, DVD after 16mm, optical
sound
7,05min
Edition 4/15

"Landscape for fire" is a major work by Anthony McCall. The film recounts a performance where characters in white, light up fires
in a very orchestrated choreography of lights in a vast flat landscape. The performance is carefully planned – the fires are lit and
geometrically aligned in a precise temporal progression.
The appearance of the characters is preceded by a a horn, playing on our perception of a distant sound, strange and scary,
suggesting a limit or a hazard. The crackling of matches, the ignition of gasoline, and the brisk breeze of the wind helps us to feel
part of this strange celebration as we face the elements air, earth, and fire. A radical breath streams through the work. The editing
of the film multiplies perspective: creation, presence, disappearance inhabit this powerful and original work.

Since the 70s, the British artist Anthony McCall has continued to push the boundaries of art. Exploring the boundaries between
cinema and sculpture, he uses light and time as his signature materials. His work spans across drawing, installation, and
performance, one of his preferred mediums. McCall is a key figure of British avant-garde film from the 70s. His first films retrace
his outdoor performances. Experimental film in 16mm is one of his main mediums that he uses in confrontation with sculpture and
performance. McCall is an indispensable reference to a younger generation of artists working in video and installation in England
and abroad.
Anthony McCall was born in Great Britain in 1946. He lives and works in New York.
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Ulla VON
BRANDENBURG
German, b. 1974

Eight, 2007
16mm, black and white, dumb
8,10min
Edition  of 5

“Eight” opens with a close up of a painting by Hubert Robert of the Chateau de Chamarande where the film was shot. This work
acts as a key to the unfolding film. In “Eight,” the camera tracks back and forth, proceeding from room to room, closing in on
each motif, lingering and then passing on without ‘comment’, as a surrogate for the spectator’s gaze. Each tableau vivant that
the camera/viewer encounters recalls some other cultural manifestation: Greek theatre in the mask, Magritte perhaps in the
woman with no face, Caspar David Friedrich in the woman gazing out of the window, Greuze in the death scene observed by
spectators (but also perhaps 19 century medical demonstrations to students) etc. Many of these motifs recur in von
Brandenburg’s work so there is also a sense of self-reference. The film enshrines ambiguity; are these people alive or dead,
animate or inanimate wax works? Only the paper that inflates and deflates indicates a living presence. This is the only motif that
engages with the cinematic. Everything else is photographic and theatrical. Just as the film is destined to loop eternally (evoked
by the moebius strip) so the figures seem to be frozen forever in their poses. However, part of the disquiet occurs in the gap
between what we know and what we don’t know. Once the camera has passed do the figures come to life? Before the camera
reaches them are they animate? The spectator is caught between worlds, between the conscious and the unconscious, the
knowing and not knowing, in a timeless world staged for his inspection.

Ulla von Brandenburg is particularly interested in the tableau vivant, captured on film. The paradox of depicting a still image with
a kinetic medium is fundamental to her work. Her work is redolent of nineteenth century art and photography, particularly genre
and history painting, while also making reference to surrealism and to early interest in psychoanalysis and the paranormal. She
makes films, watercolors of a ghostly nature and installations using curtains that recall the theatrical experience. She also does
performance. The tableau vivant mimics death, the characters being frozen in their poses. The spectator of the film is reminded
not only of his/her mortality, but of the sense of time suspended. The merging of film and photography in such films presents a
paradox for there is a contradiction between the motif and the means of recording it. The camera acts as a surrogate for the
viewer’s gaze as it surveys the scene. The stability of the scene is betrayed by the twitching of muscles, the impossibility of
holding the pose, and thus the intrusion of life onto a scene of death. Von Brandenburg’s films are infused with melancholy, a
sense of ‘otherness’ and the uncanny (unheimlich). They are filmed in one take, the time taken being determined by the length of
the film stock. Worked out in drawings and studies in advance, no rehearsal takes place but generally she shoots three or four
times. Von Brandenburg’s films are disconcerting, finely crafted and compelling and contemplative.
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Hans-Peter FELDMANN
German, b. 1941

Teapot with shadow, sans date
Installation (teapot, paper shadow on
pedestal)
40H x 30W x 30D cm

The types of objects Feldmann is interested in collecting into serial photographic grids or artist's books are often also found in

three dimensional installations. Against authorship and the commodification of art, he never gives titles or dates to his works which

have infinite edition possibilities. This mise en scène of found kitchenware also exists with a rounder and flatter plain modern white

porcelain teapot. The mode of display is paired down to the simplest form of a plain square plinth that nevertheless conveys

artistry, as does the addition of the cut piece of cardboard signifying a shadow. This recalls his large scale actual Shadow Play for

the Venice Biennale in 2009. Feldmann has described his memories of working as a waiter and the lasting impression of the chairs

propped up on the tables at the end of day and left the art world in the 1980s to work in a gift store with his wife. work, like hat with

photoand pair of shoes also in the collection, is loaded with art historical references and irreverence through a simple assembly of

an object and a classic artistic trick.

In contrast to performance, Hans-Peter Feldmann makes works that explores the intimate connections between art and

entertainment. He does not date his works, and uses the multiple as a snub to the art market and its suspect sacralization claiming

total freedom. Feldmann by his simple gestures and incongruous comparisons, reminds us that art is above all an appropriation of

everything around us. Rather than producing and inventing, he prefers to accumulate and collect. He assembles his findings,

allowing for their absurdity and poetry to rise. He gives back images and objects their strangeness, their strength and emotional

touch, giving aura to the mundane. All of his production questions the value of the artistic act.

Hans Peter Feldmann was born in 1941 in Dusseldorf. He lives and works in Dusseldorf.
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Michel AUDER
French, b. 1945

The Town, 1999
Video (DVD)
5,10min
Edition 1/3+1AP

The Town consists of footage taken from Auder’s studio of the skyline of New York, tracking planes as they fly across the sky
and pass tall buildings. At the time of recording, like all of this films, there was no particular intent. However, in the aftermath of
9/11, this film becomes prescient and ominously prophetic. Planes fly by and through buildings, including the World Trade Centre
and while the film begins with a soundtrack, the final footage of fog swirling around the WTC is silent. Although never made as a
memorial to the destruction of the WTC this film cannot help but become one. It is the most extraordinary piece of serendipity
and a tribute to Auder’s methods of filming random moments that retrospectively acquire meaning.

Michel Auder was born in Soissons and began his career as a filmmaker with the Zanzibar group, part of France’s New Wave of
underground filmmakers. He moved to New York in the late 1960s and acquired one of the first portable video cameras and since
then never stopped filming. Auder is a special kind of documentary filmmaker, his camera is constantly on, recording his life and
the lives of people he comes into contact with. He has amassed an archive of footage that he constantly returns to and edits and
puts out as films. An observer of, and member of, Warhol’s crowd – his first wife was Viva – his filmmaking reflects the zeitgeist
of that era and while his films bear some of Warhol's influence, they also relate to the unambiguous diary films of Jonas Mekas.
Fundamentally he is an assiduous visual chronicler whose cinéma-vérité style memoirs are predicated on the informality of home
movies and offer glimpses into personal situations, unexpected gestures and bizarre coincidences. His films are not structured
and encourage the viewer not only to contemplate what is being recorded but to think about how it is being recorded and what
that recording might mean to the person being recorded. To what extent is a performance taking place for the benefit of the
camera, or is the protagonist unaware of being filmed ? Auder’s films purge the rigid standards of composition and narrative and
place the presence of the filmmaker in full view. He does not censor traumatic or personal moments from his films but wants
them to be inclusive. Filming his family may have been an ordeal. Auder claims the discomfort of his second wife, Cindy
Sherman, being filmed led to the breakup of his marriage.
Michel Auder was born in Soissons, France in 1945. He lives and works in New York.
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Michel AUDER
French, b. 1945

Talking Head , 1981
Video (DVD)
2,27min
Edition 1/3+1AP

Talking Head is a short film in black and white of Auder’s daughter Alexandra, hidden behind a hemp plant, playing with a plastic
wrapper and babbling in an imaginative way. The viewer is uncertain whether Alexandra knows she is being filmed but given that
Auder was constantly filming she was probably oblivious to it. Her statements make little sense to the outsider : ‘The thing never
came back again. It wasn’t the same thing. That thing. Was nice.’ But to her it seems to represent some imaginative narrative
connected to the peeling back of the plastic wrapper. The viewer of the film feels as though he has been admitted to her
innermost mind, the unconscious. The informal documentary nature of Auder’s films has had wide repercussions in terms of
contemporary film making. This kind of low-tech practice informs the work of such artists as Steve McQueen and Gillian Wearing
and ran parallel to the fly on the wall practices of documentary filmmakers in the 1970s such as Ken Loach. The acquisition of
works by Auder provides a reference point for a number of works in the Kadist collection (Laumann, McAlpine, Menick etc).

Michel Auder was born in Soissons and began his career as a filmmaker with the Zanzibar group, part of France’s New Wave of
underground filmmakers. He moved to New York in the late 1960s and acquired one of the first portable video cameras and since
then never stopped filming. Auder is a special kind of documentary filmmaker, his camera is constantly on, recording his life and
the lives of people he comes into contact with. He has amassed an archive of footage that he constantly returns to and edits and
puts out as films. An observer of, and member of, Warhol’s crowd – his first wife was Viva – his filmmaking reflects the zeitgeist
of that era and while his films bear some of Warhol's influence, they also relate to the unambiguous diary films of Jonas Mekas.
Fundamentally he is an assiduous visual chronicler whose cinéma-vérité style memoirs are predicated on the informality of home
movies and offer glimpses into personal situations, unexpected gestures and bizarre coincidences. His films are not structured
and encourage the viewer not only to contemplate what is being recorded but to think about how it is being recorded and what
that recording might mean to the person being recorded. To what extent is a performance taking place for the benefit of the
camera, or is the protagonist unaware of being filmed ? Auder’s films purge the rigid standards of composition and narrative and
place the presence of the filmmaker in full view. He does not censor traumatic or personal moments from his films but wants
them to be inclusive. Filming his family may have been an ordeal. Auder claims the discomfort of his second wife, Cindy
Sherman, being filmed led to the breakup of his marriage.
Michel Auder was born in Soissons, France in 1945. He lives and works in New York.
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Gareth & Sarah KENNEDY &
BROWNE
Irish, b.1979 / b. 1981

Milton Friedman on the wonder
of the free market pencil, 2009
CD from which the work is printed
Unique

Milton Friedman on the wonder of the free market pencil, 2009, is an installation based on 42 blank pages. On the first page, one

can read the original version in English of the liberal speech of Milton Friedman on “The Story of the pencil”. On the other pages, it

has been translated by using Google Translate tool into Chinese, Estonian, Arabic and so on, before coming back to English. The

final page becomes much shorter than the original text and is not understandable. This work has an evident political and social

impact but it is presented here for its poetic dimension: how a linguistic journey produces a loss of information but also leads to

new interpretations. The artists represented Ireland during the Venice Biennial in 2009, where this work was on view.

Kennedy Browne’s practice concerns itself with ways of temporarily occupying particular architectural fragments and cultural texts.

Often they create incongruous territories between ‘real’ and artificial, politics and kitsch. The actors in their projects are concerned

with global economics and natural resources, and as a series, these obscure cultural artefacts begin to re-trace an alternative

historical trajectory linked to contemporary concerns.

Initiated in 2005, Kennedy Browne is the collaborative practice of Gareth Kennedy (b.1979) and Sarah Browne (b. 1981). Kennedy

Browne lives and works in Ireland.
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Aurélien FROMENT
French, b. 1976

dbqp (hors série), 2008
Pigmentary print on rag paper, framed
84,5H x 112W cm
Edition 5+2AP

dbqp is a photographic series in which the artist handles an enlargement of the plate with three cutout windows which was used for
L’Archipel (The Archipelago) in collaboration with Pierre Leguillon. The previous work took the form of four photographs presenting
a page illustrated with three images. By studying these with more attention, it is possible to figure out that these objects were
placed behind the pierced card with three openings. Recourse to the photograph had given the impression of flatness. In this
photo, he reveals his tricks in a burlesque manner by using a copy of this visual tool enlarged to the extent that the handling
becomes difficult. He is interested in reenacting or requesting the reenactment of works he has already made in order to create
narrative in perpetual evolution. Here the absence of images refers to the autonomy of images that can leave their frame and
presentation mode, physically and symbolically. As in Théâtre de Poche, this work is the result of a performance. It could be
considered a self-portrait of the artist confronted with the tools of his trade. Here one finds many of Froment's obsessions: the
relation between the plane and perspective, questions of viewpoints and positioning with a distinct bodily presence, the modes of
circulation of images. The title refers to the rotation of letters. This series was realized during a trip to San Francisco.

Museums, archives, documents and images that surround us are at the base of Aurélien Froment's work since he tends to prefer
to observe and utilize pre-existing forms. The artist composes, associates or comments ensembles he has researched and
brought together.De L’île à hélice à Ellis Island (2005) is a shelf of books positioned so that the titles follow one another to read:
“Islands of silence – Le silence des glaces – La glace à quatre faces”. Thus new associations between different authors and
epochs are proposed through these rapports. The group of 100 postcards Of any Actual Person, Living or Dead is described by
the artist and his collaborator Ryan Gander “as a collection of images, stories and anecdotes on cinema, design, typography,
drawing and their relation to daily life presented in the form of postcards to be taken away, far from the exhibition”. 
Aurélien Froment organizes the images, proposes groupings, and then deconstructs them in order to redirect the meaning. When
he presented at Kadist his research prior to making of his film Werner Herzog (2002), he proceeded in a similar manner. Then a
camera transmitted for the audience the images which the artist was manipulating and commenting on a table next to the screen.
This mode of presentation seems to have inspired the work Théâtre de Poche (2007).
He lives and works in Paris and Dublin.
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Dora GARCIA
Spanish, b. 1965

What a fucking wonderful
audience, 2008
Script : 4 x (53,8 x 78,5 cm) / Photo :
53,8 x 66 cm
Unique

Dora Garcia's work is a result of institutional critique and more generally that of language, following the conceptual artists of the
1960s like Weiner and Kosuth and Fraser from the 1980s and 1990s. "What a fucking wonderful audience" (2008) is positioned
conveniently at the crossroads of several trends identified in the work of the artist. The performance from which it is derived, was
made at the Biennale of Sydney in 2008, taking the form of a guided tour at the Museum of Modern Art in Sydney and focuses on
artworks that were not physically present. A performer acts as a traditional museum guide and offers visitors a guided tour that
comments on several controversial works from art and film history like "COSMOCOCA" by Oiticica, "Kunst Kick "by Chris Burden,
"La société du spectacle" by Guy Debord. In the script of the tour guide, Garcia makes connections between these works and
various authors whose approach was to question the position of the viewer and the artist within the institution. Included in the work
are annotated framed index cards originating from the performance in Sydney. The printed text includes text written entirely by
Dora Garcia, while the annotations stem from the performer, who clarifies or contradicts the discourse of the artist and uses it for
his tour. The framed photograph documents the performance. Garcia never carries out personal performances, rather, she
commissions professional actors. Being in relative distance to the viewer, she establishes a distinct relationship between performer
and audience. This performance matches up to projects like "The Beggar's Opera," presented at the Skulptur Projekte de Münster
for which the artist spoiled the expectations of the visitors. For those who continued to search for a sculpture by Dora Garcia, they
found instead an actor playing the role of a beggar whose adventures were recorded on a blog.

The (neo)conceptual work of Dora Garcia explores the links between performance, text and sculptural installation. Intervention in
public space and language also plays an important role in her work, both as a means of communication and as a system of codes.
The inability of clear communication is one of the key themes of her work as illustrated in the performance "The Messenger."
Garcia's sources of inspiration are related to literature such as the installation "Fahrenheit 451" made up of books by Ray Bradbury
as well as "The Beggar's Opera" extracted from the Brecht play. Garcia's work forms a dense network of reflections on the nature
of the contemporary artist's role in the world and the difficulty in understanding one's desire to create its his/her own language or to
act as interpreter of the society in which he/she lives. While performance constitutes the core of her work, the work of Garcia is
noteworthy for its sensorial attributes. The viewer is a key player in her performances, as an extension of Garcia's own question of
the relationship to the work and its passivity. Actors generally perform in Garcia's pieces, mixing realtime, fiction and reality.
Dora Garcia was born in 1965 in Valladolid, Spain. She lives and works in Brussels.
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Barbara BLOOM
American, California, b. 1951

The Bedroom, 1997
Installation : wool carpet, 2 framed
prints, wall paint
carpet : 183 x 274 cm
each c-print : 45 x 55 cm
Edition 1/3

In the 1980's, while browsing Parisian fleamarkets, Barbara Bloom stumbled into an anonymous watercolor (dating to around
1960) in one of Paris' fleamarkets, probably a study made by an interior designer for a bedroom. The artist found the image to be
typically Parisian. The watercolor, framed under a mat made of cardboard, had color tests on its margin, elements that Bloom
discovered when she raised it. These details caught her attention and inspired her to create the installation titled "The Bedroom."
The work presents several elements related to image: a reproduction of the study, a reproduction of another watercolor contained
in the set, and a carpet showing the floor of the depicted room (a detail of the carpet under the bed, and a shadow of the chair
represented), as well as dabs of paint also present on the edges of the study. The two prints are hung on the wall, painted in light
yellow, like the color of the walls in the study. On the floor, the carpet adds a final touch to the domestic aspect of the installation,
also existing as a quasi-abstract expressionist painting. The installation plays upon different levels – the perspective effect on the
carpet, aquarelle tests from the margin of the study, as well as "real" elements, each becoming decorative patterns for the piece at
large.

Collector Barbara Bloom mixes autobiographical details, fictional narratives, and literary quotes. She arranges images and objects,
and at the same time she makes transparent fetishitic qualitites which bind her to her objects and installations. The series entitled
"Broken Objects" (2001) features celadon-colored porcelain broken by the artist then "repaired" with gold, according to an ancient
Japanese technique. Fractures in the porcelain reveal the object's fragility and imperfection. Like a precious scar, the porcelain's
fracture tells it's story. The artist compares herself to a detective who unleashes meaning inside of small details. Bloom belongs to
the generation of post-modern artists such as Cindy Shermann, Barbara Kruger, Richard Prince, etc. who analyze visual culture
and expose its underlying ideologies. Although her practice is conceptual, it is based on objects that she likes or intrigue her.
Through her decorative arrangements she refers to museography and the history of museums (the use of vitrines, wall text, name
placards, lighting, etc.) and the way the eye operates inside of this context. Her interest in the question of perception is not only
related to the visible and its limits, but also to representation, with particular regard to women's place in history, which explains why
she plays with sentimentality, femininity and elegance in some of her objects. Bloom was Jason Dodge's professor with whom she
shares a sense of metonymy: anecdotes of universal dimensions, the object as a trace, as well as memory and vanity.
Barbara Bloom was born in 1951 in Los Angeles. She lives and works in New York.
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Katinka BOCK
German, b. 1976

First Piano, 2008
Clay, black MDF
55 x 75 x 75 cm
Unique

Like with other works of the artist, with First Piano Katinka Bock tried to go against the rules of use of clay, that is, by forcing the
material to the extreme, and transferring the resulting elements into a cubic shaped volume. Thus, the resulting accumulated
strata brings back the material to its very essence, the earth.

The city, the landscape and the exhibition space are Katinka Bock's favored playgrounds. Her installations, sculptures, films and
photographs question the spaces of action and representation, in their daily and political use, through the prism of aesthetics and
poetry. Katinka Bock makes changes to the landscape. In « Sol d'incertitude » (2006) the artist removes (Parisian cobblestones),
quotes (a history of mobility), and modifies (tar coating). These actions function as small rituals. « Das Konservat » (2003), a 3
meter high wooden fence enclosing 2500 square meters of grass, acts like a cutting in the landscape, reminiscent perhaps of the
'temenos' (in Ancient Greece, sacred space in open air dedicated to a god).
Although Bock's objects are visually mute, they tell stories. For the exhibition « Kanon » (La Synagogue de Delme, 2008), a drama
of materials occurred; the sculptures were transformed into still lives, with a fragile monumentality.

Katika Bock was born in Frankfurt am Main in 1976. She lives and works in Paris and Berlin.
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Keren CYTTER
Israeli, b. 1977

Untitled, 2009
Video projection
9min
Edition 2/4

"Untitled" is inspired by the movie "Opening Night" by John Cassavetes with Gena Rowlands playing the role of a fallen woman,
anguished by her distressed life. In the film, we witness the drama of a blended family, heightened by adultery and finally murder.
For the film's decor, Cytter, instead of filming a domestic interior, uses a theater stage, a place of representation by excellence.
Dialogues, accessories and camera movements disrupt the boundary between the stage and the "behind the scenes" acts which
are in fact staged. While its difficult to distinguish the stage's front and back, also it is difficult to determine the improvised and real.
Like her other films, reality is constructed and artificial, but the theatrical element complicates our relationship to her characters.
Are the actors in a scene or subjects of their own life? In "Untitled," the artist merges theatricality on stage and in life finally offering
a permanent performance.

Keren Cytter makes films who appropriate and transform different registers, from film noir, melodrama, documentary and television
series. Although visually close to amateur filmmaking, the film's dialogues adopt complex structures of multiple degrees as well as
non-linear narratives. Keren Cytter is interested in human behavior and modes of communication. Often shot in modest interiors,
her films depict dysfunctional families and friendships on the verge of breakdown. In the words of her former teacher, Marlene
Dumas, when commenting on Cytter's dark humor,"it is not a funny hahaha humor, nor a sour humor. It is humor as an insult. It
comes from a cruelty, a keen intelligence mixed with extreme emotional vulnerability and an acute awareness of one's own
stupidity and inability to understand one another. "
Keren Cytter was born in 1977 in Tel Aviv. She lives and works in Berlin.
Keren Cytter has held solo exhibitions at CCA Kitakyushu (2009), Witte de With in Rotterdam (2008), or MUMOK in Vienna (2007).
Her work was featured in the exhibition "The Generational: Younger Than Jesus" and the 53rd edition of the Venice Biennale.
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David MALJKOVIC
Croatian, b. 1973

These Days, 2005
Video
5,33min
Edition 4/5

This video was filmed in the middle of the Zagreb fair which took place in the 1960's and 1970's under the rule of
Tito. Tito created the fair to signify the exemplary economic exchange between the East and West. The film's setting
takes place at the Italian pavilion, where several young people are seen sitting in cars, trying to repeat sentences in
English. The Zagreb fair initiative may have seemed positive for the development of trade with the world and a
brighter future beyond the borders of their country, however, the tone, the monotony and repetition, without
conviction of the same phrases reveals the absurdity of the situation. Politically, Croatia, in this time was a
candidate for Europe. Economically the country has been in a long recession with an uncertain future for new
generations. Time is suspended, the outlook has been blocked for an indefinable period.

David Maljkovic is one of the most important figures in the Eastern Europe scene. His works seek to represent
collective memory as well as amnesia, analyzing the transition from communism to capitalism in the recent history of
Croatia. It reconsiders abandoned and obsolete architecture that appears to have disappearread overnight. When
monuments announce better futures, they are also act as testimonies of a certain melancholy, in a complex reality,
full of contradictions. For several years, Maljkovic has built a critical visual discourse on the consequences of such
lost utopias.
David Maljkovic was born in 1973 in Rijeka, Croatia.
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Anthony MCCALL
British, b. 1946

Line describing a cone, 1973
16mm projection, smoke machine
30min
Open

The film Line Describing a Cone was made in 1973 and it was projected for the first time at Fylkingen (Stockholm) on 30 August of

the same year. This piece, which was initially screened in independent film contexts, it soon began to be shown at art museums

and ended up becoming one of the key works of the artistic movement that opened up the visual arts towards cinema. With a

duration of 30 minutes, the film shows the creation of a white curve being projected onto an empty space. A thin mist is introduced

into the projection area, therefore the viewer can progressively see (more than a circle reflected on the wall) a large cone of light

which simultaneously becomes a light sculpture into which he is invited to circulate. By allowing the viewer to immerse himself in it,

and play with this strange substance, Line Describing a Cone becomes not only something made to be seen, but also something

to be experienced since the viewer is absorbed into the scene and becomes part of the action. In this way, McCall recreates an

inversion: by placing the public facing the projector, he reveals the entire process of kinematics and, at the same time, he destroys

any possibility of illusionism, in order to create another, that of magic, poetry and wonder.

Since the 70s, the British artist Anthony McCall has continued to push the boundaries of art. Exploring the boundaries between
cinema and sculpture, he uses light and time as his signature materials. His work spans across drawing, installation, and
performance, one of his preferred mediums. McCall is a key figure of British avant-garde film from the 70s. His first films retrace
his outdoor performances. Experimental film in 16mm is one of his main mediums that he uses in confrontation with sculpture and
performance. McCall is an indispensable reference to a younger generation of artists working in video and installation in England
and abroad.
Anthony McCall was born in Great Britain in 1946. He lives and works in New York.
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Anthony MCCALL
British, 1969

Fire Cycles III (Subcycle 10),
1974
Performance score, Indian ink on paper
60,8 x 23cm
Unique

This score is a graphic record of the detailed choreography of one of Anthony McCall's Landscape for Fire performances. These

took place between 1972-74 in the UK at the Museum of Modern Art in Oxford, Colchester School of Art, in Reading and in North

Weald as well as in Sweden at Fylkingen Society of Contemporary Music and Arts, Stockholm, and in the USA at the William

Patterson University, Wayne, New Jersey. Many of these events were photographed by David Kilburn and Carolee Schneemann,

only one in 1972 was filmed. Dressed entirely in white, the artist and his collaborators lit braziers outdoors at nightfall, to the sound

of foghorns. According to printed documentation, Subcycle 10 lasted 144 minutes between 4.42pm-7.06pm.

If one refers to another drawing dated March 1973 in the Getty Research Institute, the numbering from 0-148 are the minutes and

the columns with the numbers “12, 8, 4” indicate the time sequence. The geometric precision of these diagrams documents

McCall's specifically imagined spatial plan of interaction with unpredictable elements of fire, air and environmental conditions to

create a near ritualistic event harking back to age-old traditions. The grid system formalizes the pacing or staging of this earthwork.

McCall had begun his body of works drawing with light with the 'Fire Event' series of performances in his studio in London in 1971.

Since the 70s, the British artist Anthony McCall has continued to push the boundaries of art. Exploring the boundaries between

cinema and sculpture, he uses light and time as his signature materials. His work spans across drawing, installation, and

performance, one of his preferred mediums. McCall is a key figure of British avant-garde film from the 70s. His first films retrace

his outdoor performances. Experimental film in 16mm is one of his main mediums that he uses in confrontation with sculpture and

performance. McCall is an indispensable reference to a younger generation of artists working in video and installation in England

and abroad.

Anthony McCall was born in Great Britain in 1946. He lives and works in New York.
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Jean-Luc MOULENE
French, b. 1955

Head Box (dite Boîte à tête),
Kitakyushu, octobre 2004
12mm walled-surfaced painted in green
“Golden Bat”, fixed to the wall
21 x 18,9 x 22,6cm
Unique

Head Box is not the representation of a space but a real space that remains in the domain of sculpture which the artist develops in
parallel with his photographic practice. Created for an exhibition in Kitakyushu in Japan, it is painted green, a color that symbolizes
life and creation in Japanese culture. Even though we are confronted with a hollow presence, this is above all a space to lodge a
body in the vertical posture of the living. This form can appear like a refuge – an isolating booth – that allows one to be confronted
with one's self, to construct a mental space. In the first instance, it can conjure up the formal questions posed in abstract art or
minimalism, but, in fact, onequickly experiences it as an intimate space. It refers to architecture but remains far from any
spectacular effect. There are also probably references to the history of relations between color and architecture.

After training in literature and working in advertising, Jean-Luc Moulène became know in the 1990s for his 'documentary'
photographic practice. His images could be considered as studies of natural and cultural phenomena; the Objets de grève series
(1999) documents objects made in factories during social protests. Moulène uses the codes of media images and diverts them to
liberate the gaze and produce a new imaginary. This poetic tactic is manifest in the series called Disjonctions, in which Moulène
photographs still lives, portraits, daily urban scenes. The notion of disjunction,which can be interpreted in the grammatical sense
('or', 'either... either...') or in terms of logic (an alternative in a dilemma), is manifest in the image by the disunity of the elements in
the composition. The artist is not just a photographer, he increasingly creates relations with drawing, sculpture, objects, texts,
newspapers... Thus one canconceive of “les expositions de Moulène comme des sortes de rébus : à vous de trouver ce qui relie
les choses qui se trouvent dans une même pièce mais aussi ce qui se répond de salle en salle. Ou plutôt à vous de fournir une
légende, une justification narrative, à ces choses éparses et opiniâtrement muettes” (Yve-Alain Bois, « Sous bénéfice d’inventaire
», exhibition catalogue, Carré d’art, Nîmes, 2009). As a counterpoint, when asked what unites his work, the artist responds that:
“L’évidence absurde, l’horrible révélation, l’éclat de rire…” (Interview with Briony Fer, « Chaque quelconque », ibidem.) His works
tend towards evocation rather than fixed meaning, inviting the spectators to invent their own tales in this “community of storytellers
and translators” (Jacques Rancière, The Emancipated Spectator). Therefore, “se dégage à partir de telles œuvres une esthétique
de la précarité, voire, peut être mieux encore, une esthétique précaire” (Jean Pierre Criqui, « Paragraphe pour Jean-Luc Moulène
», ibid.).

Born in 1955 in Reims, France. Lives and works in Paris.
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Raphael ZARKA
French, b. 1977

Billes de Sharp n°5/7/8, 2008
3 oak pyrographed beams
30x30x60 ; 30x30x120 ; 30x30x180cm
Unique

Raphaël Zarka discovered the scientific manuscripts of Abraham Sharp while in Oxford. Sharp was an English 18th century

astronomer whose treatise Geometry Improved became the subject of a new body of photographs and sculptures. In this

document, Sharp draws infinite possible combinations that enable the making of a polyhedron from a wooden cube – the most

complex figure allows a perfect form with 120 facets. Sharp's studies found their outlet in this manuscript, but had no particular

function as such. In the same way as an artist obsessed with pure form, Sharp creates aesthetic objects, geometric sculptures.

By reproducing Sharp's drawing through an operation of pyrography onto oak beams, Raphaël Zarka seems to want to verify the

scientist's theories. But the artist stops half-way since he only applies the tracing on the raw wooden form; it is up to the spectator

to go a step further to obtain a perfect polyhedron. Over to imagination or perhaps to time which might end up following the

tracings and felling the wood. As opposed to other works by Zarka, this is not a replica or a reproduction but rather an application,

a manifestation, which, although incomplete, seems to have allowed something to emerge. Simultaneously enigmatic and discrete

despite its imposing size, the two photographs of the Geometry Improved treatise can complement the group of work. 

Raphaël Zarka presents himself as a sculptor and artist-collector. He scrutinises the contemporary world to draw up a genealogy

of geometric forms. He is constantly noticing Plato's polyhedrons (speculative geometric forms) materialized in concrete

breakwaters (Les formes du repos series/The Forms of Rest). His work highlights the fact that the 'survival of forms' (Aby Warburg)

takes place in today's world in functional and concrete environments. The artist acts with the curiosity of the Renaissance

humanists in their studio (Studiolo, 2008), but he has adopted a thinking structure where dichotomies and the methodological

boundaries of Art History are banned. With his typical transversal approach, the artist has started theoretical research into the

urban practice that is skateboard by publishing essays and realizing artistic projects. In Riding modern art (Lyon Biennale, 2007),

he confronts photographs of the skaters performing on public sculptures with a sculpture by Katarzyna Kobro. The confrontation

underlines that the movement is either of aesthetic potential for modern sculpture or a mechanical realization for skating. “It's

almost an insult to the mysteries of the world to think that we could invent anything or that we needed to invent anything”; this

quote by Borgès has become the artist's motto.

Raphaël Zarka was born in 1957 in Montpellier, France. Lives and works in Paris.
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Andrew GRASSIE
British, b. 1966

After the Archive Collections
Room, 2009
tempera on paper on board
12 x 18cm

In 2008, Grassie was invited by the Whitechapel Gallery to document the transformation of some of its spaces. The artist chose to
depict the space before and after, thus creating the series titled "After the Archive Collections Room." This group of paintings
displays a space locked into time with its scaffolding and broom exposed, depicted just before an exhibition on a collection of
archives.

The hyper-realistic paintings of Andrew Grassie combine know-how and classic technique with a conceptual approach. "Painting
as document" as the artist suggests consists of exhibition or studio views that are photographed and maintain their same scale.
The question of the exhibition, the choice of works, and their hanging appears central to Andrew Grassie who like a curator creates
protocols to create his series. In "Group Show" (2003), he assembles a group of works, photographs them one by one, and uses
the photographic support putting as a matrix for further paintings. The exhibition only exists through this final painting, like in his
other project "Tate New Hang" (2004-05) which shows points of view of the hanging of the collection, later to be realized to be in
painting. The paintings are hung in the location suggested by the terms described.

Andrew Grassie was born in 1966 in Edinburgh, UK. He lives and works in London.
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Matthew DARBYSHIRE
British, b. 1977

Untitled: Furniture Island No. 3,

2009
mixed media
210 x 210 x 130cm

Darbyshire has made several Furniture Islands all employing different objects and different colour values. Furniture Island No 3
looks like a shop display tastefully arranged in complementary colours. Darbyshire’s use of colour is like that of a designer or a
painter. His materials are all easily found in shops and are individually catalogued but they provide an ironic perspective on the
art of the past. The green tables have the simple lines of modernist furniture, the purple cubes reference Robert Morris, the rug
plays on the rotor reliefs of Duchamp as well as the target paintings of Noland, while the white plastic stool is a take on Brancusi.
The work of all these artists, which was utopian in its project, has now entered culture on the most basic of levels and is found in
homes throughout the western world, representing an aspirational mode of living that is plastic or ersatz. The shop displays and
estate agents details that lure in prospective clients present an ordered world that is as utopian as the works of art originally
referenced. On another level, however, Darbyshire paints with sculpture. The objects themselves have no use value but are used
as shapes and colours to form a painterly composition, a three-dimensional painting. In this regard Darbyshire’s work can be
seen as a continuation of the tradition of sculpture initiated by Anthony Caro and the New Generation artists while also referring
to the pure colour of Matisse’s paper cut outs.

Darbyshire is an artist who engages with social and political issues. His works frequently highlight social difference, aspirations,
homogenization and embraces the language of design and art simultaneously. He has made major installations, such as Blades
House at Gasworks (2008) in which he created a walk in environment of like a show flat which was at once disturbing and familiar
(as familiar as an estate agent’s brochure), another at the Hayward Gallery called Funhouse (2009), an ironically titled installation
incorporating architectural motifs and critiquing the language of contemporary architects employed in municipal buildings and a
third at Tate Britain in Nicolas Bourriaud’s Altermodern (2009) where he drew comparisons between the architecture of the
Duveen galleries, built in the 1930s, and the Palace of Culture and Science in Warsaw, a social realist building. The shared
elements were given a facelift in the style of contemporary architecture typical of recent projects of cultural regeneration.
Darbyshire collapses time to the extent that it becomes difficult to locate the elements of his work in particular periods. Drawing
on Pop, Minimal and Neo-Conceptual art of the 1980s (e.g. Haim Steinbach) Darbyshire is producing work that has a cutting
critical edge as well as being aesthetically pleasing. It is this latter aspect, however, that ultimately disturbs because it questions
the meaning of the IKEA aesthetic that is so pervasive today.
Matthew Darbyshire was born in Cambridge, UK, in 1977. He lives and works in London.
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 Simon GOLDIN +
Jakob SENNEBY
Swedish, b. 1971

Headless (with « Fiction on
auction »), 2007-2009

In Fiction on Auction, the site of the auction is used to stage a fiction where the right to appear as character in Looking for
Headless is offered to the highest bidder: the name of the successful biddder as registered for the auction will form the name or
identity of the character appearing in the novel.
Looking for Headless is written by the fictitious author K.D and tells the story of two artists Simon Goldin and Jakob Senneby
who collaborate with an author, John Barlow. Goldin and Senneby investigate an offshore company on the Bahamas called
Headless Ltd whilst Barlow writes a docu-fictional murder-mystery, also called Headless, based on these investigations. The
three protagonists become increasingly entangled in the world of offshore business, while speculating about the possible
connections between Headless Ltd and the secret society known as Acéphale ( from the Greek term, acephalus, meaning
headless) founded by George Bataille and his circle of friends connected to the College de Sociologie in Paris in the late 1930s.
Goldin and Senneby have created a series of exhibition projects in parallel with Looking for Headless which examine elements of
the novel, including the identity of Headless Ltd, and explore the juridical construction of off-shore financial centres as strategies
of withdrawal from public visibility.
Fiction on Auction is the 4th project in Offer and Exchange: Sites of Negotiation in Contemporary Art (2008-2010): a series of site
specific commissions curated by Daniel McClean & Lisa Rosendahl.

G+S (since 2004) is a framework for collaboration set up by Swedish artists Simon Goldin and Jakob Senneby. They live and
work in Stockholm.
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Szabolcs KISSPAL
Hungarian, b. 1967

Lifesize Draft (Utopia Battery),
2009
installation and video
Edition 1/3

Lifesize Draft is the second of two sculptures on a similar theme, the first one being Utopia Battery, (2008). The latter is also in an
edition of 3, one of which is in the collection of the Ludwig Muzeum, Budapest. Although Lifesize Draft was made after Utopia
Battery, Kisspal conceived it more or less at the same time and sees the two works as closely related. Both take as their central
motifs the red flag. Whereas in Utopia Battery the flag unravels and the thread is coiled into spools as a direct result of the
intervention of people in the room (the unravelling is activated by a motion sensor), in Lifesize Draft the flag is in a fixed almost
completely unravelled state, the wool being in a giant ball. It is unclear therefore whether the flag is being unravelled – the
communist régime deconstructed – or remade – a new utopia under construction. Within the installation there is a DVD of found
footage of American citizens knitting, predominantly during the Second World War, although some footage is from the First World
War, to help the war effort by making socks for the troops. Among those shown knitting are President Roosevelt and his wife.
There is a sense of community that ought to be the fundamental basis of any model state but which was lacking in former
Communist regimes. Kisspal thus appears tentatively to propose the possible reformulation of a social model which may or may
not be Marxian. He refers to a recent revival of interest in Marx in Germany during the recent Financial crisis and state
intervention in the banking industry as examples of a return to or interest in state control.

Kisspal is an Hungarian artist based in Budapest. His work engages with the social and political circumstances in which he lives
and the rôle of the artist in society, particularly in the post-communist world. Kisspal’s recent works question not only the legacy
of Communism but also the legacy of the recent failures of capitalism. Like many artists in former eastern Europe his work
displays some ambivalence about the current situation as well as hope for a more structured and controlled continuing
emancipation. Kisspal works with photography, moving image and sculpture.
Kisspal was born in Marosvásárhely, Hungary, in 1967. He lives and works in Budapest.
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Matthew  BUCKINGHAM
American, b. 1963

The six grandfathers, Paha
Sapa, in the year 502 002, 2002
black & white photograph C-print :152
x 110,7 cm, text : variable dimension
(between 4,5 x 7,6 cm)
Edition 1/5

The installation is composed of two elements :
- A photograph of Mount Rushmore Memorial as it might appear in 500,000 years time. The effigies of Washington, Jefferson,
Roosevelt and Lincoln have become unrecognisable.
- A text that spreads in space with 29 entries that relate the history of America and of this particular site. It describes facts that
did occur but in a manner which is quite different to the official story. It indicates for instance that the Sioux tribes were violently
chased from this region, that Mount Rushmore is arbitrary name given by the sculptor Gutzon Borglum who was a member of the
Ku Klux Klan… The photograph reveals what has been accomplished by erosion which has not only erased the facial features
but also the political and cultural of the monument. This mountain was considered sacred by the Sioux whereas, for the
commissioners, the artistic gesture was a symbol of the victory of man against nature. This artwork forces us not only to consider
history but also public art or the interventions of Land Art artists. The presentation of the work as if it is in an ethnography
museum also points to Buckingham's interest on the display context of his propositions.

Matthew Buckingham was born in 1963 in the United States of America. He has recently had solo exhibitions at the Art Institute
of Chicago and at the Reina Sofia in Madrid. His critical approach reenacts real or fictional stories while interrogating their validity
in order to clarify the present. He considers the construction of collective memory and individual memory. He asks how these
memories can be diametrically opposed to the writing of History with a capital H dependent on the Modernist ideology of
progress. Several of his works are linked to the exploration of the lives of significant individuals, such as important figureheads
for Feminism. His work relates to the questions posed as a consequence of Cultural Studies in the 1970s, of Queer and Feminist
theories as well as Postcolonial studies. In his articulation of reality and fiction, he is close to works which are already in the
collection by Mario Garcia Torres or by Walid Raad.

Useful audio internet interview to listen to on his website: Play the Story, Henry Art Gallery www.matthewbuckingham.net
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Harun FAROCKI
Czech, b. 1944 - d. 2014

Serious Games 3, Immersion,

2009
double video projection in loop
20 min, loop
Edition 5/5

For Immersion, Harun Farocki went to visit a research centre near Seattle specialized in the development of virtual realities and
computer simulations. One of their projects consists in using virtual reality (environments created to simulate this world) for
therapeutic reasons for soldiers suffering traumas after the Iraq war. The double projection creates a parallel between animations
and testimonies by soldiers reliving their mission, the explosions, gunshots and ambushes, their fears and their guilt. The chosen
direct rendering and simplicity of the edit places us like the voyeur of a personal and difficult experience. The end is
disconcerting since the last soldier, who one minute had been pleading his therapist to stop the program, looks at his audience
and smiles with a detachment that sheds doubt on the authenticity of his account. The Virtual Iraq program is closer to a virtual
game than a therapeutic program. Immersion continues to explore the impact of new technologies on society, the relations
between virtual reality and the military world and how the scenarios developed as
video games are used as training tools as much as a therapy.

In the 1970s and 80s, the feature films Harun Farocki made contributed to theorizing essay-films, a cinema genre that juxtaposes
archival images of different sources (news, film industry) with voiceover commentaries. More specifically it is a critical and
political approach to the image that has characterized his oeuvre since the start, a point of view on the connections between war,
technology and capitalism. In 1969, he makes one of his first films in 16mm called Inextinguishable Fire in which he appears as a
TV presenter reading out the testimony of a Vietnamese victim of a Napalm attack. The subsequent images are like an
educational documentary, an austere thesis on the origins of napalm production and the involvement of workers, students and
engineers in what was largely used as a weapon against civilians. Years later, for the trilogy Eye/Machine (2001-2003), Farocki
collects sequences filmed during the Gulf War, like images from projectiles, juxtaposed with images produced by machines
made for surveillance, recognition and localization. The art historian Hal Foster describes Farocki's work like a genealogy of
'visual instrumentalization' following the evolution of image technologies and their roles in power struggles and the exercise of
control. At the beginning of the 1990s he begins to imagine double projections that were presented in cinemas and soon in
galleries and institutions that could easily adapt to this mode of projection. The evolution of the forms of presentation and
distribution of his work explains his presence in various economies and most recently that of the art market.
Harun Farocki was born in 1944 in Neutitschein, Czech Republic. He lives and works in Berlin.
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Felix GMELIN
German, b. 1962

Ambiguous Gestures, 2004-2009
painting, printing on paper, video
projection

Ambiguous Gestures takes as its point of origin a film Gmelin discovered in his father’s archive. Filmed from a fixed
point, it portrays his father in an intimate performance of body painting with a woman unknown to Felix Gmelin. The
discovery of this footage was obviously disturbing. On the one hand there is an erotic encounter with someone who
is not Gmelin’s mother; on the other hand the performance itself is strangely unerotic and unsensual. The
performance clearly references the work of Klein and the Viennese actionists but has an Arcadian element divorced
from the Viennese school. Two acts of painting take place; the mutual painting of bodies and the impression of
those bodies on a series of canvases. Taking that as his own starting point, working from stills Felix Gmelin then
painted his own paintings with the help also of an assistant, thus paralleling the process of his father. He wanted to
focus on the painting aspect of the film rather than its erotic potential and draw a comparison between painting and
film, further enhanced by the display of stills that forms part of the installation. The grisâtre quality of the paintings
serves to highlight the intense colour of the film. By making what in some respects are conventional paintings from
this most intimate of films, and painting found images, Gmelin neutralises its erotic charge, making the film
‘innocent, beautiful and affirmative’. While the film is ‘embarrassing in every possible sense’ to the artist, its
conjunction with his paintings and the stills transforms it into another manifestation of a utopian project. Gmelin
cleanses his father ‘s work literally and metaphorically, washing the film and creating paintings using rubber gloves
and brushes.

With a degree in painting and inspired by so-called institutional criticism, Felix Gmelin is interested in the
possibilities of painting as a form of resistance and its direct relation to a form of socio-political reality. He is
frequently known to rework the experiences of his youth into his art. In a critical, yet personal investigation, he subtly
unravels the complicated interweaving of self-development, socialization and emancipation with which he grew up
in the late 1960s and 1970s. Gmelin’s first substantial work in which reproduction served as a productive impetus
was Art Vandals (1996-1998), a series of 12 paintings and one object, modeled after examples of modern and
contemporary artworks, all of which had been vandalized. His interest in degenerate art also falls within the interest
of vandalism. In the video work, “Die Rote Fahne II” (2002), he exhibited two films side by side, one of his father, a
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Jochen  LEMPERT
German, b. 1958

Un voyage en Mer du Nord, 1997
silver gelatin prints (6 parts)
100,5 x 80,5 cm each
Edition 3/5

A Trip to the North Sea is composed of 6 parts. The images show a rough sea, with huge waves. The waves foam, swell and
collapse. The large size of the images, like posters, engulf the spectator's body, as if captured by the wave which becomes
sonorous in its surge, rolling from one image to the other. The clear horizon traces a line, a continuity between each image. The
waves are rendered like an all over. Their massiveness accentuates the sculptural aspect of the subject. In the printing process,
the artist has recomposed the image, aligning the horizon so all aspects coincide. The process remains simple and contributes to
the construction of a mental and archetypal image. The vision Lempert proposes is that of an intact and virgin world. All his work
has an ephemeral, ungraspable, touching feel.

Trained as a biologist, Lempert's subjects are nature and its inhabitants while also being very influenced by the art of his time :
seriality, archiving, abstraction, all-over painting. His approach to reality is empirical. At all times one is aware of his wonder and
profound amazement with the world. He records traces, the natural geometries of the world, and thus defines his place between
photography, drawing, abstraction and the object. His work in subtle. This is not to do with the definition of his images, but on
the contrary with their absence of clarity, the choice made between the reality of the shot and the work in the lab. A double
process occurs: what is captured and becoming in the presumed images is modified by the printing. There is some sort of loss,
an incomplete image. The materiality of the paper plays a role in this approximate definition introducing a poor patina,
entertaining the attitude of unlearning and starting again. Therefore the question can be posed differently: making visible
something that is escaping, decomposing and going elsewhere.
Jochen Lempert was born in Moers, Germany, in 1958. he lives and works in Hamburg.
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Walid RAAD
Lebanese, b. 1967

Appendix XVIII : Plates, 2009
23 archival inkjet prints on archival
paper, framed
overall : variable dimension
53,5x41,5cm (each) / 58,5x46 cm
(framed)
Edition 3/5

The Lebanese wars of the past three decades affected Lebanon's residents physically and psychologically: from the hundred
thousand plus who were killed; to the two hundred thousand plus who were wounded; to the million plus who were displaced; to
the even more who were psychologically traumatized. Needless to say, the wars also affected Lebanese cities, buildings and
institutions. It is clear to me today that these wars also affected colours, lines, shapes and forms. Some of these were affected in
a material way and, like burned books or razed monuments, are physically destroyed and lost forever. Others, like looted treasure
or politically compromised artworks, remain physically intact but are removed from view, possibly never to be seen again. And
yet other colours, lines, shapes and forms, sensing the forthcoming danger, deploy defensive measures: they hide, take refuge,
hibernate, camouflage and dissimulate. I expected them to do so in the artworks of past artists. I thought their paintings,
sculptures, films, photographs, and drawings would be their most hospitable hosts. I was wrong. Instead, colours, lines, shapes
and forms took refuge in unexpected places. They hid in Roman and Arabic letters and numbers; in circles, rectangles and
squares; in yellow, blue and green. They dissimulated as typefaces, covers, titles and indexes; as the graphi lines and footnotes
of books; they camouflaged as letters, price lists, dissertations and catalogues; as diagrams and budgets. They hibernated not
in, but around artworks. » Walid Raad in « Miraculous Beginnings ».
Waalid Raad was born in 1967 in Chbanieh, Lebanon. He lives in New York.
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Joe SCANLAN
American, b. 1961

Travel Drawing , 2007
installation, variable dimension
case : 183H x 102W x 77D cm

Travel Drawing is a piece shown for the first time in his solo exhibition at the Institut d'Art Contemporain in Villeurbanne in 2007.
It pays homage to the work of the famous conceptual artist Sol LeWitt, who had died on 8 April that year. Scanlan aims to guide
the spectator to gage the level of influence Sol LeWitt has had on his work with regards the conversion of potential ideas into
sculpture. Forsythia stems, a theme in his work of the last 7 years, are seen as concrete drawings where each stem is a line in
space and each flower a mark. Taking the concept of S l LeWitt's instructions in which the artwork exists first as an idea before
realization, Travel Drawing applies the same principle by which an artwork exists first of all as a mobile box prior to installation.
The way in which the drawings are exhibited in space can vary: in Villeurbanne they were dispersed, during the Armory Show the
stems all stayed in the box, in Amsterdam only 5 drawings were created, the other stems stayed in the box. Thus Travel Drawing
is a variable image which is adaptable to any space and reinvented each time. The forsythia motif resonates with this idea, since
it is a flower that renews itself constantly in the cycle of seasons – eternal and forever new.

Joe Scanlan became known in the 1990s due to his very particular appropriation of Conceptual art, exploiting two main registers:
display on one hand, designating the artwork as a consumable product, DIY on the other, advocating the mobility and
adaptability of objects, even their reversibility depending on contexts and usages. Scanlan's work turns out to be reversible. A
shelf can appear to be a minimal construction and be used as a shelf, as implied by functional logic. The technical simplicity of
Scanlan's realizations purposely leaning towards low-tech, with subsidiary possibilities for most of them to be de-installed and
stored with no difficulty, convey something practical (art can be concretely useful) and aesthetic (each one of the artist's
creations carries a specific function but also has its own plastic qualities) in the work. Thus Joe Scanlan's practice involves
strategies that question the market and the value of a work of art. Extremely surprised by the attitude of students who are already
wooed by galleries while they are still training, he invents Donnelle Woolford, a fictional artist he launches in the art world (with
exhibitions, press articles, CV, facebook page, etc.). Beyond the conceptual aspect of his work, his approach focuses on the
ephemeral nature of things, objects, lives. The artist's recent research, into the production of snowflakes or reconstituted
forsythias, reveal his constant interest in what is transitory or ephemeral. This poetic tendency is becoming more and more
present in Scanlan's work which always combines critical and independent standpoints.
Joe Scanlan was born in 1961 in Stoutsville, Ohio. He lives and works in New York.
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Pratchaya PHINTHONG
Thai, b. 1974

What I learned I no longer
know; the little I still know, I
guessed, 2009
Zimbabwe bank notes
100 x 100 cm, variable height

Phinthong provided 5,000 Euros to exchange for Zimbabwean dollars, the most devalued and worthless currency in the world. The

ZWD has no legal status outside Zimbabwe.

The exchange took place through a network of contacts rather than direct with Zimbabweans. The notes he received range from 1

dollar to 50 trillion. Placing the dollars in stacks and the stacks within a square grid, Phinthong mimics serial minimal sculpture thus

reworking an old theme while providing an ironic comment on the value of art.

From worthless currency the artist makes valuable art. The currency is no good for anything else. Thus what was once valuable

but became worthless becomes valuable again, like the phoenix rising from the ashes. The ephemeral nature of the currency is

mirrored in the ephemeral substance of the sculpture which is vulnerable to disruption from movements of air. There is no

particular order of placing the notes since the work grew over the course of the exhibition as more notes came in. The final

sculpture was intended to be a cubic meter of notes. The sculpture questions not only the value of art but also systems of

exchange and the degree to which they are reliable. Like other works in the show where this work was unveiled, What I learned ...

embraces the concept of time since it is a sculpture that was accrued over a long period. Phinthong thereby asserts that sculpture,

like film, can be a time-based medium and even to some degree performative.

Pratchaya Phintong’s works often arise from the confrontation between different social, economic or geographical systems. They

are the result of a dialogue, and bring all their poetic forces from an almost invisible artistic gesture.

Pratchaya Phinthon was born in 1974 in Ubon Ratchathani, Thailand. He lives and works  in Bangkok.
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Pratchaya PHINTHONG
Thai, b. 1974

Untitled 1, 2009
Lambda color print

25 x 37,5 cm ; framed : 42,5 x 55,5 cm
Edition 2/3 (1AP)

Phinthong made four photographs depicting fragments of meteorites of which the faces have been polished to reflect the sky.

Lying on the ground, on what appears to be Woodland ground, the form of the meteorite disappears and the reflections of the

clouds seems like a piercing of the ground

Pratchaya Phintong’s works often arise from the confrontation between different social, economic or geographical systems. They

are the result of a dialogue, and bring all their poetic forces from an almost invisible artistic gesture.

Pratchaya Phinthon was born in 1974 in Ubon Ratchathani, Thailand. He lives and works  in Bangkok.
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Danh VO
Vietnamese, b. 1975

Les fleurs d’intérieur, 2009
Brasseplate

The work “Les Fleurs d’intérieur”(which gives its name to the exhibiton presented at Kadist Art Foundation from May 30 to July 13,
2009) is a brass plate engraved with the inventory list of the works included in the show. From this moment Dahn Vo will use this
brass plates as a systematic element for all his exhibitions.

Danh Vo’s personal history of migration and adjustment is an important reference point for his artistic practice. In his work, he
explores themes ranging from identity, authorship, sexuality, and ownership to origin. He uses intimate, personal material to
show that identity is a construction of projections, assumptions and attributed values. Vo embarks upon a subtle investigation of
the Western fascination for the exotic and unknown with an exquisite conceptual style. For Vo, appropriating the history of others
is a way of unraveling monolithic ideas about identity. And he does so with great verve, generally initiating the journey with
himself. In addition to his classifiable works, a certain mystified aura lingers around his actions: the artist has married, and
subsequently divorced numerous people simply to add their names to his list, he has committed “crimes” later displaying their
documentation as show, for example. In his installations he uses objects, photos and documentation that connects his family
history to real memories intertwined with a complex imaginary. His refugee status has led him to attempt to reconstruct various
derivations of identities, origins, and stories. This requires the questioning of social structures, the endorsement of different
identities, the questioning of values, and the undermining of conventions in order set forth a groundwork for his personal
depiction in the world of society at large.

Born in 1975, Danh Vo is a Danish artist with Vietnamese origins. He lives and works in Berlin.
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Matti BRAUN
German, b. 1968

Ohne Titel, 2009
Batik, framed

49 x 58,8 x 3,5 cm
53 x 62 x 5 cm (frame size)

During a residency in 2009 at L'appartement 22 in Rabat, the artist traveled in Morocco and Senegal on the traces of the German
sculptor Arno Breker. On this occasion he learned about batik, a fabric printing technique which originates not only from
Indonesia but also from Senegal. It is also widespread in Africa. The artist was inspired by the printed motifs to make a series of
batiks, Untitled, on which the white on black motifs recall European geometric abstraction. By re-appropriating these handcrafted
traditional techniques (batik, Japanese ink and wash, blown glass, woodcuts, painting on ceramic...) Matti Braun displaces their
usage and their context at the same time and reveals the porousness between different cultures that interpenetrate. Thus the
artist aims to shed troubled light on different histories by operating these correspondences between forms and past knowledge,
present and future.

Matti Braun's work entails research and experienced wanderings during sojourns and journeys. He explores heterogeneous data.
Their junction generates rapports with other geographic and cultural eras, sometimes in anachronistic ways. Matti Braun is
interested in different cultures and particularly in the multiple physical and conceptual migrations they have experienced. The
creative process results in in-depth research regarding the interpretations about these different cultures. The images and the
forms are utilized in a narrative while maintaining an enigmatic dimension.
Matti Braun was born in Berlin in 1968. He lives and works in Cologne, Germany.
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Pratchaya PHINTHONG
Thai, b. 1974

Untitled 2, 2009
Color lambda print
25 x 37,5 cm ; framed : 42,5 x 55,5 cm

Phinthong made four photographs depicting fragments of meteorites of which the faces have been polished to reflect the sky.

Lying on the ground, on what appears to be Woodland ground, the form of the meteorite disappears and the reflections of the

clouds seems like a piercing of the ground.

Pratchaya Phintong’s works often arise from the confrontation between different social, economic or geographical systems. They

are the result of a dialogue, and bring all their poetic forces from an almost invisible artistic gesture.

Pratchaya Phinthon was born in 1974 in Ubon Ratchathani, Thailand. He lives and works  in Bangkok.
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Eric DIZAMBOURG
French, b. 1982

Greffe sur patte, 2010
Acrylic on canvas
265H x 328W cm

Eric Dizambourg has elaborated a series of large animal paintings, classical genre scenes composed of dreary and earthy colors,

illustrating the sobriety of the pastoral world. 

Like the film Le Mouton noir, this dimension is counterbalanced by a burlesque element. The piece of fabric on the rat’s paw or

‘graft’ becomes a patchwork made out of colorful geometric shapes recalling a Harlequin costume, thus referring directly to the

burlesque tradition. This leitmotiv creates a contrast with the dull colors, the humility of the countryside, and makes the figurative

scene look unreal to reveal its superficiality.

The stiff character seems to be in a procession, while the introduction of the burlesque element transforms it into a carnival.

The achievement of the picture occurs in two parts: first the painting of a figurative scene by the artist, and then the moment where

the scene becomes absurd.

He lives and works near Paris, France.
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Eric DIZAMBOURG
French, b. 1982

Le mouton noir, 2010
Film
6min
Edition 1/5 + 1AP

Eric Dizambourg’s film presents a bucolic and ludicrous world used as a background for a character who is an actor as well as a

performer. This character comes and goes throughout the countryside, the barn and an urban setting, a world of odds and ends

where objects often seem to be used for other purposes than their original ones.

He lives and works near Paris, France.
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 GOLDIN+SENNEBY
Swedish, b. 1971

The Decapitation of Money,

2010
2 tapestries : 350 x 215 cm and 381 x
259 cm
audio elements on DVD, french
subtitles,
2 seats and a low table
2 chairs: 70 x 79 x 75 cm + table: 80 x
80 x 50 cm

In this installation, you are standing at the heart of a bicephalous space reflecting Goldin+Senneby's main research led during
their  residency in  Paris. Here, two historical events from the late 1930's  and early 50's  are confronted.
In one of these spaces, you find yourself reading a map of the Marly forest where Georges Bataille's secret society, « Acéphale
», was meeting around 1937 and notably  celebrating Louis XVI's  regicide.
A few years later, Georges Bataille wrote La Part maudite (1949). In this essay on economy, he describes a society of
abundance and eternal excess where in return potlatch techniques and sacrifice were necessary forms of luxurious
consumption. Nearly at the same time, in the early 1950's at the very beginning of the Cold War, you are witnessing the
emergence of Eurodollar, when Soviet and Chinese banks deposited dollars in Europe, in Paris at the BCEN (EUROBANK),
known today as VTB Bank. Thus, the Dollar escaped the US financial, territorial jurisdiction and the very nature of money
changed from a symbolic value to a virtual one. Money entered a new space of exteriority, beyond the control of the sovereign
state. Money was decapitated. These are facts. Facts that are deeply entangled in a fictional narrative entitled Looking for
Headless, commissioned by artist duo Goldin+Senneby since 2007. In this detective story, involving a murder (by decapitation
again), the narrator travels to the Bahamas looking for the offshore company called 'Headless Ltd'. Looking for Headless is
published as a ghost written serial novel based on raw material sent by the artists correspondences, dossiers, tapes - and by
the different artistic presentations of the project since 2007 in the   form of conferences, lectures, videos or exhibitions.
At the Kadist Art Foundation, Goldin+Senneby underline a tenuous but precise speculation: Is the emergence of the Eurodollar
and the later offshore finance the exact void where money disappeared, performing a contemporary radical consumption
announced by Bataille in La Part maudite ? And if so, can 'Headless Ltd' be a contemporary incarnation of Bataille's secret
society of the same name, « Acéphale »? Are they just mere coincidences ? The artistic project Headless is an omnivorous
structure, a multi-headed project in which artists Goldin+Senneby outsource its development to different characters in the
novel and independent practitioners in   reality: a ghostwriter, an economic geographer, a set designer, and even   art institutions.

G+S (since 2004) is a framework for collaboration set up by Swedish artists Simon Goldin and Jakob Senneby. They live and
work in Stockholm.
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Etienne CHAMBAUD
French, b. 1980

The Exchange (The Horse) , 2010
4500
82 x 21 x 43 cm / 9 x (29,7 x 21 cm)

In 2010, Kadist Art Foundation, David Roberts Foundation and Nomas Foundation successively presented an exhibition of the
work of Etienne Chambaud in collaboration with Vincent Normand: The Siren's Stage / Le Stade des Sirènes. For this project,
Etienne Chambaud made The Exchange (The Horse). A contract was written with the lawyer Daniel McClean to establish the
conditions for the exhibition and conservation of copies of the sculptures exchanged between the collections of these three
foundations. The copies become the new originals that can never be exhibited and must remain preserved in sealed crates. The
contract, as well as other documents such as the proof of authenticity or the bailiff's declaration regarding the sealing of the
crates, constitute the only visible part of the work as evidence of its existence, while also defining its absence.

His artistic approach is fed by avid reading and the notion of intertextuality. He challenges the modernist assumption that an
artwork can stand alone by emphasising historical and semantic context within a larger creative schema. It is no longer a mere
object made available to the viewer's gaze, but the result of everything that preceded it. It never works in isolation, but finds its
meaning or interest in an ongoing dialogue with other works. They enrich each other and progressively loosely outline a
constellation with common references. They function as palimpsests that keep track of all previous work while proposing a new
composition, thus ranging endlessly between unavoidable repetition and a horizon which is renewed each time.

Raphaël BRUNEL, Les Cahiers de la Création Contemporaine
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Angela & Rafael DETANICO &
LAIN
Brazilian, b. 1973, 1974

Les Etoiles du Nord , 2009
Animation film, black and white, sound,
loop
Edition 2/5

Letters of the Greek alphabet glisten on a black background. When a letter appears, there is a sound. Each letter corresponds to
a star in the sky. Alphas, betas, gammas spread in space. The sound attributed to the first letters is high-pitched, then it gets
lower for the rest of the letters in alphabetical order. The composition is organised according to the order of magnitude which
attributes a letter to every star in the constellation. A cartographic order is established : sequences of alphas, gammas, betas
come to pass simultaneously. The positioning of the letters corresponds to that of the stars in the Northern Sky map, their
appearance is guided by the distance compared to the previous star. The distance on the map is used as a given time : the
closer a star is to the next one in space, the closer it is in space.

Linguists, semiologists and graphic designers by training, Angela Detanico and Raphaël Lain consider the use of graphic signs in
society. They are interested in the notion and notation of time and create new typographies by substituting letters from traditional
alphabets with forms taken from the everyday. These forms are then displayed in the exhibition spaces which allows for a new
materiality to be read. Detanico & Lain consider the role of language. Language reveals its double function, as a communication
tool as well as an instrument for reading and a reflection on different cultures.
Oscillating between rudimentary techniques and cutting edge technology, their works take such diverse forms as letters, words,
still images, animation, sound and installation. Whether alphabets, cartographies or calendars, they address the actual
foundations of these codes that govern our daily lives, certain of the operative links between signs and meaning. The artists invite
the onlooker to a decrypting game that unlocks multiple levels of culture.
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John & Paul WOOD &
HARRISON
British, b. 1969, 1966

Board, 1993
Color video with sound
3,02 min
Edition  2 /3

The use of the still shot, the minimal aesthetic, orchestrated associations of daily objects and lowtech visual devices, the creation
of trivial micro-actions which invariably result in obvious failure or random success, constitute the main characteristics of their
artistic practice. The Board (1993) by John Wood and Paul Harrison is one of the very first works they made in collaboration.
Wood and Harrison has exhibited extensively in France and the USA. Their works form part of the collections of the Tate, Centre
Pompidou and MOMA. Their artistic practice spans the use of the frame, minimal aesthetics, associations of everyday objects
and low-tech visual tricks, the making of micro-trivial actions – whose results are invariably between obvious failure and random
success.
Born in 1969 and 1966 Wood and Harrison live and work in Bristol.
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Maayan & Ruti AMIR & SELA
Israeli, b. 1974, 1978

Beyond Guilt, 2003-2005
Video
42 min

In "Beyond Guilt" the two artists create a portrait of our generation in three parts. In Tel Aviv, in confined spaces such as toilets
or bar of hotel rooms, they create situations in which participants answer questions and describe themselves. Camera in hand,
there is little editing in their works, leaving a rather crude result. The camera becomes the witness of exchange between the
participants and the artists in a relationship of power and seduction. These people could easily have counterparts in Western
societies. Yet, what is ultimately disturbing is the contradiction between a very light form of life turned to pleasure, sex, or
transgression and violence. One in which we perceive the trauma of a permanent war, a conflict sometimes assumed and
claimed.

Maayan Amir and Ruti Sela, two young Israeli women artists work collaboratively or individually by project. Shot in Tel Aviv, their
short videos report contradictions of a society defined by power relations, commonly featuring subjects like artists and models,
men and women, and the private and public domain. Their films offer a fresh examination of the influence of occupation, terror,
and the army in Israeli identity. Even in the most private moments, sexual identity and political identity are inextricably linked in
their works. For their latest project "Exterritory," the two artists left their cameras in distinct locations to collectively investigate
space beyond borders in different neighboring countries at war. This utopian project exists only in a temporary situation, a place
located in transit across the maritime horizons. There, Maayan Amir and Ruti Sela, other artists and curators, met to develop a
film program centering on the concept of extraterritoriality. The first program "Exterritory" was held June 17 to 21, 2010,
(coincidentally a few days after the Israeli attack of the fleet on its way to Gaza) on a ship that traveled from Israel to Cyprus.
Ruti Sela was born in 1974 in Jerusalem and Maayan Amir was born in 1978 in Hedera. They live and work in Tel-Aviv.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Kitty KRAUS
German, b. 1976 

Sans titre, 2008
Lamp, ice, ink, ciment pedestal
20 x 20 x 25 et 13 x 20 x 20

This work emphasises Kitty Kraus's involvement with process, with alchemical transformations associated with Post-Minimalist
aesthetics, Arte Povera, Joseph Beuys and Robert Smithson. The loss of form or its dissolution is at the heart of the series of
lamps encapsulated in blocs of ice with liquid progressively spreading on the floor. The bulb is embedded in the ice. The cubic
form is compact, minimal and resembles an explosive device. Once the lamp is switched on, the ice melts inevitably. The color
black spreads on the floor to form an abstract landscape. It is as if we are confronted with a common mechanical accident but
the realization has a very precise protocol. She makes wooden boxes with silicone which are filled with water that enables the
moulding of the form. Electric lights are often present in works of the second half of the 20th century to refer to daily objects
(Rauschenberg, the Nouveaux Réalistes) or to transcendental aspirations (Dan Flavin, Mario Merz). Here we are faced with a
sombre beauty that destroys the object, the form and metaphysical aspirations while creating a changing form that is close to
black dripping covering the ground.
Kitty Krauss has a very particular outlook on Minimal and Constructivist Art. She reinterprets certain historical forms by
highlighting their sensitive dimension. She uses glass, ice, light, mirrors in works that toy with the tension between formal
perfection and extreme fragility. References can be found to sculptures by Richard Serra but also by Joseph Beuys or Dan
Flavin. She questions the Modernist myths, the aesthetic preconceptions of the art of the 1960s. The materials she uses are
intentionally chosen to evoke the fragility and impermanence of things.
Kitty Krauss was born in Heidelberg, Germany in 1976. She lives and works in Berlin.
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Kitty KRAUS
German, b. 1976

Sans titre, 2009
2 glass plates , adhesive

Composed of two rectilinear pieces of glass, this work is part of a series of sculptures started in 2006. These transparent
assemblages are in contact with the walls and floor of the exhibition space. The sculptures of this series are the same
dimensions with different combinations. A large glass plaque associated with a smaller one recur to suggest the proportions of a
human body. The glass plaques are joined simply with adhesive tape. The gaze must distinguish these in space, bodies need to
work around them. The work plays on the tension between elements that are controlled (dimensions, balance) and those that are
uncontrollable. These minimalist, transparent and perfect forms are nevertheless sharp enough to endanger the skin surface. The
works in this series recall the large steel plaques by Richard Serra if only because they entirely integrate the possible collapse of
the form.
Kitty Krauss has a very particular outlook on Minimal and Constructivist Art. She reinterprets certain historical forms by
highlighting their sensitive dimension. She uses glass, ice, light, mirrors in works that toy with the tension between formal
perfection and extreme fragility. References can be found to sculptures by Richard Serra but also by Joseph Beuys or Dan
Flavin. She questions the Modernist myths, the aesthetic preconceptions of the art of the 1960s. The materials she uses are
intentionally chosen to evoke the fragility and impermanence of things. She has recently had solo exhibitions at the Guggenheim
in New York, at the Kunsthalle in Zurich and has shown in numerous group shows in Germany, Spain and the United States.
Kitty Krauss was born in Heidelberg, Germany in 1976. She lives and works in Berlin.
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Colectivo TERCERUNQUITO
Mexican, b. 1975, 1976, 1978

BF15+ pared, 1999
collage, color photo, tracing paper and
pencil on paper 
50,3 x 65,5 cm framed

 

"BF15" is a preparatory study for the collective's intervention at the BF15 gallery in Mexico, near Monterrey. It includes a
photograph, a collage, sketches and notes. The intervention consists in the seamless extension of the wall of the BF15 gallery
beyond the property boundaries, invading the sidewalk and the street, entering public space. The artists highlight the
permeability between public, professional and private space. Through these actions, they question the definition of those notions,
and become involved in negotiations, making connections and exchanges. Interrogating the role of each space and its function is
central to their work.
Tercerunquinto develops work related to the urban, the boundaries between public and private space. By introducing simple
signs or gestures – the construction of a concrete slab, displacement of a portion of bitumen on the side of the road,
encroachement of grass on a parking, the three artists
interrogate public space as the place of possibilities. Their interventions give users an active status with the power to decide on
their own environment. For the Hong Kong architecture biennale, the collective intervened in the exhibition spaces. The
intervention consisted in constructing a wall which integrated the word 'Anarchitecture' (anarchy + architecture) by omitting
certain bricks. Therefore it was as if the word had perforated the wall. Through the wall, the spectator could see the city and its
transformations. Thus the spectator was invited to develop his critical outlook on the environment.
A collective with Julio Castro, born in 1976, Gabriel Cazares, born in 1978, and Rolando Flores, born in 1975. Live and work in
Monterrey and Mexico.
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Mohamed BOUROUISSA
Algerian, French, b. 1978

Temps mort, 2009
Color video, sound
18min
Edition 5/5

Mohamed Bourouissa 
Temps mort, 2009 
Stills extraits de la vidéo, 18 min’ /  Stills from the video, 18 min’  
© Mohamed Bourouissa 
Courtesy the artist and kamel mennour, Paris 
 

 
 

 
 

The film called Temps Mort (Dead Time or Time Out) presents an exchange of short video footage assembled into one final edit.
Remotely driven footage of daily life in prison, the banality of a sink, of a plant or a plate of pasta are offtset against scenes of life
outside, in the streets of Paris, a night of love or seascapes. The dialogue between the inmate and the artist occurs by text
messages and captures this exceptional situation of exchange, sharing et perhaps dependence. As the tie between the two men
develops, the confrontation between life inside and out of those walls intensifies. Like his previous work, it is interesting to
compare this with the documentaries screened in the general media about violence in the suburbs or in prisons.

Mohamed Bourouissa studied at the Arts Décoratifs in Paris and then at the Fresnoy. He is interested in the way in which an
image can be constructed in order to approach a situation or a political subject differently. For the photographic series
Périphéries, Mohamed Bourouissa composes his images with reference to famous paintings and to Jeff Wall's photographs. The
'banlieue' (suburbs) is staged as a conceptual and artistic object in situations that would normally be typical of photo-journalism.
That way, as he says himself, « by deconstructing the clichés surrounding this subject, I deal with the problematic power struggle
and its mechanics ».

Mohamed Bourouissa was born in Blida, Algeria, in 1978. He lives and works in Paris.
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Mohamed BOUROUISSA
Algerian, French, b. 1978

Sans titre n°10 (Temps mort),
2008/2009
C-print : Diassec mounted on wooden
stretcher
47 x 63 x 5 cm

Mohamed Bourouissa 
Sans titre (Temps mort), 2008-2009 
C-print 
© Mohamed Bourouissa 
Courtesy the artist and kamel mennour, Paris 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Temps Mort is the result of one year of mobile phone exchanges of still images and videos between the artist and a person
incarcerated in prison. Mohamed Bourouissa directs the scenes to be reconstructed inside the prison from a distance. With
sketches and instructions, he indicates in detail the sort of shots he would like to receive. He prints, re-photographs and
develops them to scale in order to stay as close as possible to the low definition of the initial images.

Mohamed Bourouissa studied at the Arts Décoratifs in Paris and then at the Fresnoy. He is interested in the way in which an
image can be constructed in order to approach a situation or a political subject differently. For the photographic series
Périphéries, Mohamed Bourouissa composes his images with reference to famous paintings and to Jeff Wall's photographs. The
'banlieue' (suburbs) is staged as a conceptual and artistic object in situations that would normally be typical of photo-journalism.
That way, as he says himself, « by deconstructing the clichés surrounding this subject, I deal with the problematic power struggle
and its mechanics ».

Mohamed Bourouissa was born in Blida, Algeria, in 1978. He lives and works in Paris.
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Amie SIEGEL
Illinois, American, b. 1974

Berlin Remake, 2005
2-channel video installation
14min

Berlin Remake (2005) combines extracts of East German films with images filmed by the artist in Berlin. While staying in Berlin,
the artist found the locations where the official films were made and she juxtaposes the two in a synchronised double projection.
Therefore on one screen there is Berlin between 1945 and 1989 and on the other Berlin in 2004. The contrast between the two is
troubling, strange and uncanny (Freud would say unheimlich). History in both continuous and ruptured. It is as if the artist was
remaking these films but without the actors, or the plot; in a way it is a meditation on absence as well as a demonstration of the
changes in Berlin. She also uses an extract of the last film to be shot under the Communist regime. The scene occurs in a place
that has been entirely reconstructed since. At the beginning, the film itself looks like a remake of an old East German film but
during the projection it transpires more like a comparison rather than a reconstruction. The film is simultaneously a search for lost
time and for recaptured time.

Amie Siegel is an American artist who makes films with found footage. Occasionaly, as in the case of My Way, she uses footage
found from YouTube of people singing the famous song "My Way", or films that analyze cinema techniques like "Establishing
Shots", with panoramic shots that construct the identity of a place. This allows her to have a political outlook on these images
and their meaning or metaphoric sense. Siegel is extremely knowledgeable about the history of cinema. She has a keen interest
in politics and capitalism as well as in the diffusion tool that is the internet.
Amie Siegel was born in 1974 in Chicago. She lives and works in Berlin.
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Tino SEHGAL
British, German, b. 1976

This Exhibition, 2004
Performance
Edition 2/4

This Exhibition requires the interpreter (in this particular piece, a gallery attendant) to faux faint each and every time a visitor
enters into a given space. Upon hitting the cold, hard gallery floor, the seemingly confused interpreter writhes slowly on the
ground while reciting a few lines from the curatorial statement in a whispered moan.

Tino Sehgal has developed a radical artistic practice that takes the form of live encounters between people. He describes his
works as 'constructed situations', whose materials are the human voice, language, movement, and interaction, without the
production of physical objects. What all of Sehgal's works have in common is that they reside only in the space and time they
occupy, and in the memory of the work and its reception. Despite its immaterial character, the artist's work fulfills the
conventions of visual art and functions fully within the infrastructure of the art gallery or museum. The work is present during the
entire duration of an exhibition, it enters public and private collections and exists over time by being repeated.
As he stated in an interview with Tim Griffin for Artforum: "The reason I'm interested in the transformation of actions. . . is
because I think that the appearance of both an excess supply of basic material goods and of mankind's endangering of the
specific disposition of "nature" in which human life seems possible renders the hegemony of the dominant mode of production
questionable. Obviously, this doesn't mean to propose an essentialist "No" to material objects in general but rather leads to the
question as to how we could produce things that, on the one hand, aren't problematic and, on the other, are more interesting or
complex, or less static." Artforum, May 2005, p. 218-219
Tino Sehgal was born in London in 1976. He lives and works in Berlin.
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Anri SALA
Albanian, b. 1974

Ghosts games , 2002
Video on DVD
9,15min
Edition 6 + 2AP

“Ghost Games”, 2002, follows the enigmatic dance of crabs « steered » by a flashlight in the night of darkness of a
South American beach. The video produces a surreal impression, typical of Sala’s work, with no plot in the classical
sense, no story being told. Like in « Blindfold » (2002), in which a sunrise is reflected in urban billboards, and ”Time
After Time” (2001), in which the figure of a horse emerges from darkness lit by the headlights of an automobile, Sala
likes to explore the phenomenon of light and its effects; In “Ghost Games”, he uses the threatening reflection of the
flash light through the darkness of the beach. But unlike several of Sala’s videos’ deliberately slow style, where
sometimes the camera does not even move at all, this film is punctuated by the erratic moves of the monster-like
creature , its ghostly disappearances into sand holes; the crab’s occasional encounters with the feet of unidentified
people standing in the sand, at times like an aggressive dance of protagonists, dramatically adds to the creepy
feeling of the scene.
Born in 1974 in Tirana, Albania, Anri Sala received a degree in painting from the Academy of Fine Arts in that city,
and went on to study at the Ecole Nationale Supérieure des Arts Décoratifs in Paris and at the Le Fresnoy Studio
National des Arts Contemporains in Tourcoing (film and vidéo). His work has been exhibited at the Venice Biennale,
the Berlin Biennale, the Manifesta 3 in Ljubljana and in numerous solo and group exhibitions. He combines
techniques from two realms of art, the moving image and painting. His captivating visual projects on the one hand
constitute a penetrating analysis of culture and the human condition as determined by place and political context,
and on the other an exploration of the language of imagery, codes of visual communication and structures of film
narration. Many of his projects relate to the identity of individuals who function at the fringes of multiple cultures.
Anri Sala lives and works in Paris.
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Olive & Patrick MARTIN &
BERNIER
Belgian, French, b. 1972, 1971

La Nouvelle Kahnawaké, 2010
HD video
42min

The Mohawk, the emblematic Frontier river in the period of American colonisation, is here a cable of data transmission, and the 7
Sultans Casino is a virtual destination, one of the three hundred online casinos hosted by the servers located in Kahnawake, a
small native american indian reserve to the south of Montreal. Incorporating poker, challenges to the law, a struggle for the
control of a new territory where the stakes are high, our film 'La Nouvelle Kahnawake', between fiction and documentary, pushes
these analogies with the Western to explore both our relationship to the figure of the 'Indian' and the confusion of our perception
of space that new information technology has brought about. As the artists state:
“We are neither anthropologists nor journalists. We didn't want to make a documentary on the Mohawks; we'll leave that to the
Mohawks themselves who haven't waited for us to develop operational systems for their cinematic and audiovisual productions.
Describing our last film, Manmuswak, we say that it is at once a fiction about the life of 'invisible' immigrants and a documentary
about our way of perceiving them: this is the viewpoint that we would like to keep in this new film. If this is a documentary then
the subject is us. We are documenting ourselves, in an 'extrospective' rather than introspective way. We are a multitude of
things: a man and a woman, a heterosexual couple, the mother and the father of a little girl; we are the descendants of the
working class and of the bourgeoisie, of white colonialists and black slaves, we are consumers, creators of cultural wealth,
polluters, militants, internet users; we are French, we are European, we are westerners... So, in some respects we are similar to
those who appear in the film, to the Mohawks, to the Quebecois, and to the gamblers, and we differ in others.
Our film is a way of posing ourselves certain questions. In what way does this story interest us? That is, in what way does it
involve us and concern us? In what way can it inform us?
That is to say, teach us about ourselves and our place in the world process of globalisation.”

They both live and work in Nantes.
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Carey YOUNG
Zambian, b. 1970

Report from the legal
subcommittee, 2010
Giclee print

114 x 94 cm (framed), 103 x 82,5 (print)
Edition 2/7

Report of the Legal Subcommittee is a print featuring a map of the stars, together with a found transcription of a recent United
Nations meeting in which various international delegations declare frustration with their 40-year-old, ongoing efforts to devise a
legal definition of outer space. This admission seems to hold a rich poetic potential, the human attempts to bureaucratize and
control outer space seemingly frustrated by the sublime scale and mystery of its infinite depths.

Carey Young uses video, photographs, texts and performance projects to explore legal and corporate culture and reflect on the
implications of the global market and business for the lives of individuals. Drawing on the conceptual tradition of the use of
language and the document as artistic media in her works, as in Report of the Legal Subcommittee , Young uses contractual and
administrative codes as linguistic readymades. Though impersonal and abstract, they are capable of generating and conveying
emotions and moods, as the artist herself says: “I use contracts as an artistic medium to create imaginary structures for possible
relationships between people, spaces, objects and periods of time. Contracts can be laden with emotion and action; they imply
promises, offers, agreements, obligations, good faith; they necessitate performance and invite consent.” *

*Salvatore Bellavia, 'Permanent Mimesis', exhibition catalogue published by Galeria civica d'arte moderna e contemporanea,
Turin and Electa Mondadori, Turin,

Carey Young was born in 1970, in Lusaka, Zambia. She lives  and works in London.
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Thomas KILPPER
German, b. 1956

John Heartfield and Silvio
Berlusconi, 2009
Print on fabric
240 x 140 cm

Unique

These two images come from the series called State of Control which Kilpper made in the building formerly occupied by the Stasi
in Berlin. As a symbol of the past there could be none more powerful than this. By carving into its floor, Kilpper laid bare its
history by making images of its occupants and political figures associated with that period of history. Willy Brandt, Guenter
Guillaume and Dietrich Sperling reminds us of all the intrigue of the Cold War when Brandt’s secretary Guillaume was passing
secrets at the highest level to the East. Seen whispering in Brandt’s ear, he is perceived to be feeding false information. Sperling
was a minister in Brandt’s government. The photograph on which the image is based was taken at the height of Guillaume’s
treachery and treasonous conduct. The image of John Heartfield standing behind Silvio Berlusconi is based on a photomontage
of Heartfield with the President of the Berlin Police Karl Zoergiebel of 1929 thus bringing together Heartfield, one of the greatest
and most vivid critics of the Nazi era and manipulator of images through collage, with Berlusconi, one of the most rightwing, but
freely elected leaders in Europe who manipulates the news and images through his media empire. These images are large scale
and have a dramatic impact. In his use of woodcut, Kilpper’s work resonates with the large scale woodcuts of Christiane
Baumgartner already in the collection.

Thomas Kilpper is a German artist living in Berlin. His work engages with history and politics in a manner that recalls the 1960s in
terms of his committed engagement. Typically Kilpper takes over a building and investigates its history, carving into the floor to
make woodcuts which he then prints on a large scale onto fabric that floats free when he hangs it. In The Ring, a project he made
in London in 2000, and of which the Tate bought a substantial part, he investigated the history of the area in which the building
was situated, making images connected with boxing (the site had previously housed a well known boxing ring), the Ministry of
Defense (which had a secret printing press in the building) and Tate Modern (that was about to open around the corner). In
Drowning Hercules he used bits of wood from Riddell House, a building about to be demolished to build an oversized tree which
he located in the defunct swimming pool. Kilpper’s strategy is to work with buildings condemned for demolition and to use only
materials he finds on site to make art. In that respect his work engages with the art of Gordon Matta-Clark but by inscribing
himself into the building, rather than simply cutting it up, he puts forward a different point of view. He has no studio, is constantly
on the move and starts each project from scratch. Research is a fundamental tool of his practice and the result is normally an
artistic intervention into politics and history. Thus Kilpper combines a strong c nceptual basis with considerable technical skill in
making images that have dramatic impact and presence.
Thomas Kilpper was born in Stuttgart, Germany, in 1956. He lives and works in Berlin.
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Thomas KILPPER
German, b. 1956

Willy Brandt & Günther

Guillaume, 2009
Print on fabric

165 x 230 cm

Unique

These two images come from the series called State of Control which Kilpper made in the building formerly occupied by the Stasi
in Berlin. As a symbol of the past there could be none more powerful than this. By carving into its floor, Kilpper laid bare its
history by making images of its occupants and political figures associated with that period of history. Willy Brandt, Guenter
Guillaume and Dietrich Sperling reminds us of all the intrigue of the Cold War when Brandt’s secretary Guillaume was passing
secrets at the highest level to the East. Seen whispering in Brandt’s ear, he is perceived to be feeding false information. Sperling
was a minister in Brandt’s government. The photograph on which the image is based was taken at the height of Guillaume’s
treachery and treasonous conduct. The image of John Heartfield standing behind Silvio Berlusconi is based on a photomontage
of Heartfield with the President of the Berlin Police Karl Zoergiebel of 1929 thus bringing together Heartfield, one of the greatest
and most vivid critics of the Nazi era and manipulator of images through collage, with Berlusconi, one of the most rightwing, but
freely elected leaders in Europe who manipulates the news and images through his media empire. These images are large scale
and have a dramatic impact. In his use of woodcut, Kilpper’s work resonates with the large scale woodcuts of Christiane
Baumgartner already in the collection.

Thomas Kilpper is a German artist living in Berlin. His work engages with history and politics in a manner that recalls the 1960s in
terms of his committed engagement. Typically Kilpper takes over a building and investigates its history, carving into the floor to
make woodcuts which he then prints on a large scale onto fabric that floats free when he hangs it. In The Ring, a project he made
in London in 2000, and of which the Tate bought a substantial part, he investigated the history of the area in which the building
was situated, making images connected with boxing (the site had previously housed a well known boxing ring), the Ministry of
Defense (which had a secret printing press in the building) and Tate Modern (that was about to open around the corner). In
Drowning Hercules he used bits of wood from Riddell House, a building about to be demolished to build an oversized tree which
he located in the defunct swimming pool. Kilpper’s strategy is to work with buildings condemned for demolition and to use only
materials he finds on site to make art. In that respect his work engages with the art of Gordon Matta-Clark but by inscribing
himself into the building, rather than simply cutting it up, he puts forward a different point of view. He has no studio, is constantly
on the move and starts each project from scratch. Research is a fundamental tool of his practice and the result is normally an
artistic intervention into politics and history. Thus Kilpper combines a strong c nceptual basis with considerable technical skill in
making images that have dramatic impact and presence.
Thomas Kilpper was born in Stuttgart, Germany, in 1956. He lives and works in Berlin.
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Charlotte MOTH

British, b. 1978

The Absent Forms, 2010
Film photograph, black and white
10’40
Edition 2/5

 

Charlotte Moth asked the art critic Francesco Pedraglio to write a text in response to the Man Ray film Les Mystères du Château
de Dé, the decor of which was the Villa Noailles, built by Mallet-Stevens. Pedraglio's text was then displaced since the artist
attributed it to her own photographs taken on the rue Mallet-Stevens in Paris. A percussionist gave a audio response to the film
during the opening at the Halle für Kunst in Luneburg in 2010. His reaction was then edited into the film. Thus the artist
articulated several subjectivities to which we add our own. Light is a major protagonist in her work. Photography is envisaged
from an uncertain point of view in terms of its usage, like live matter, formless, malleable and modular. With no title or date, the
images express chance and thrilling juxtapositions. Although the darkroom remains the photographer's tool, Charlotte Moth
deals with the image as a sculptor. Through the image, architecture, citation and decor become dematerialized or materialized
sculpture.

Charlotte Moth has been constituting an image bank since 1999. She photographs and develops black and white photographs
taken in places she passes through around the world. With the eye of a sculptor, she records Modernist architecture in Brazil,
Bauhaus style in Germany, empty spaces, out of time. Thus she creates a classification of different types of spaces (different
species). This Travelogue, as she calls it, is an organic process, a collage, an activity revealing connections between image and
experience. Entirely black and white and with great economy (identical formats, modest sizes), the images convey an obsession
with line, order, construction and emptiness. Charlotte Moth doesn't only have a nostalgic gaze on these spaces since she also
proposes multiple readings. Acting as assembler, collector and archivist, she introduces a distanced point of view on her own
work. With a Post-Conceptual approach, the artist proposes an in-depth and ambitious conception of the nature of the image
and its authority.
Charlotte Moth was born in Carshalton (UK) in 1978, and has been living in Paris since 2007.
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Thea DJORDJADZE
Georgian, b. 1971

And shadows will follow, 2010
Steel, paint, ceramic
180 x 150 x 56 cm
Unique

The sculpture And Shadows Will Follow is an angle piece that articulates a space since its appearance highly changes depending
on the point of view. Initially conceived for an exhibition with natural light, this work diffracts light and projects a shadow like a
cut-out. Surprisingly the work stands like a drawing in space, a graph and its imprint, a line and a point. Its sobriety twisted the
air and the strange piece of ceramic at its base, introducing the notion of meditation and stoppage, faced with the tonic tension
of the black steel element.

Thea Djordjadze's wor is inhabited by poetic and literary evocations that bring substance to her titles : the solitary and sedentary
figure of the poet living their work, their language, and a certain incommunicability, silence and personal rapport or intimacy with
the work, are all motors for her work. According to Thea Djordjadze, an exhibition is a domestic space, a space inhabited by
sculptures. It is a suspended moment between construction and habitat. The works often evoke elements from the domestic
sphere : furniture, windows . . . are just suggested, reduced to their armature, to their distinctive features. Thea Djordjadze's
sculptures people a space like individuals would, and allegorically serve as elements that transmit a space for living and
interrelations.
Thea Djordjadze was born in 1971 in Tbilisi, Georgia. She lives and works in Cologne.
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Michel FRANCOIS
Belgian, b. 1956

Contamination (Pommes), 2004
Wood, charcoal on wall
12 x lengh variable x 10 cm

In Michel François's work, « it is the real, physical and emotional experience that stimulates creation which is therefore highly
charged with a vital force. There lies also the profoundly and clandestine figurative nature of his work » (Guillaume Désanges).
Contamination is a constant in Michel François's work. Contamination (Pommes) starts from the observation of a rotten apple
that contaminates its healthy neighbor. This can be perceived as a classical sculpture, due to the manual labour involved – the
apples are wooden sculptures – and the theme of a still life, but this work is also a three-dimensional drawing that gives the
impression that the still life has managed to get away... It leaves an imprint on the wall in the form of a trail of burnt charcoal
marking the passage of time in space thus referring to entropy and paradoxically to the living.

A major figure of the contemporary art scene, Michel François had a important retrospective at IAC in Villeurbanne and at the
SMAK in Ghent in 2010. His sculptural practice is hybrid, it disguises and manipulates materials which incorporate all other fields
of creation, from photography to video, installation to performance and drawing. Since he found himself at a certain point with no
studio, Michel François was obliged to experiment directly in the exhibition space. He made multiple installations in which order
and chaos collide in his 'accrochages inventaires' (inventory displays), as much as references to high and low culture,
appropriation, perception disorders, and the dichotomy between natural and artificial. Michel François's work is based on a vast
system of analogies, starting with images or more intimate anecdotes which are then transcended through materials that range
from sophisticated to basic in their setup. Movement is essential, to evoke liveliness, modelled on biology. The objects and
'études' (studies) he has been making since the 1980s focus on notions of contamination and interference.
Michel François was born in 1956 in Sint Truiden, in Belgium. He lives and works in Brussels.
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Deimantas NARKEVICIUS
Lithuanian, b. 1964

Dud effect, 2008
16mm on video
15min
Edition 2/5

The Dud Effect is a film that revisits the fear of nuclear attacks during the Cold War by staging the firing of a R-14 missile by a
solitary soldier on the site of a real Soviet launch base installed in Lithuania. For this film, Deimantas Narkevicius used no
animation or 3D effects, instead it is the silence of the place interrupted by the voice of the Russian soldier (who truly served on a
military base in Lithuania) that creates this worrying atmosphere in which the execution of such an act becomes possible. The
War Game (1965) by Peter Watkins was a source of inspiration, since he displays a personal and collective concern about the
danger of the nuclear arms race in the United Kingdom in the 1960s.

Deimantas Narkevicius is a key figure in the Lithuanian art scene today. He has had many important retrospective exhibitions, at
the Reina Sofia, Van Abbemuseum and Kunsthalle Bern, and he represented Lithuania at the 2001 Venice Biennale. He received
the Vincent Award with Francis Alys in 2008. Trained as a sculptor, Deimantas Narkevicius then developed his work towards
narrative through film and video. He considers History as central to his practice, as live material; he plays on the double meaning
of the term history, by relating his personal story with that of his country. As witness to the dismantling of the Soviet bloc and the
radical changes to society after the declaration of independence, Deimantas Narkevicius concentrates on the evocation and
deconstruction of this heritage. Once in the XX Century (2005) has become emblematic of his work. There are images of Lenin,
suspended above a crowd in Vilnius, which were shown a thousand times on CNN in the last ten years as symbolic of the
collapse of the Soviet Union and the failure of Communism. But the manipulation operated during the editing process makes it
seem as though the crowd is waiting and celebrating the installation of Lenin's sculpture. « Therefore there is something
frightening in the possible repetition of a past that isn't so distant. » Deimantas Narkevicius. These films retrace the history of a
country via a variety of places and portraits : a power plant, an abandoned nuclear missile base, a woman who survived the
Vilnius ghetto, the official sculptor of Marx's effigy, the Lithuanian actor Donatas Banionis filmed 40 years after his appearance in
the film Solaris by Tarkovskij. Deimantas Narkevicius deconstructs the linearity of history. The narrative belongs both to the past
and the present which is emphasized by the use of techniques and stylistic principles typical of amateur films of the 1970s.
These fictional documentaries are made with old equipment rather like what was used to make propaganda cinema during the
Soviet era, but the distance permitted by fiction allows him to bring the discourse up to date.
Deimantas Narkevicius was born in 1964 Utena, Lithuania. Lives and works in Vilnius.
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Ben KINMONT
American, b. 1963

The Digger Dug, 2004-present 
Evolutive ensemble of documents
(texts, pictures, paintings... numbered
and marked with a stamp) told
“Archive”. Inventory in annex.
variable
Unique

The archive proposes to examine the difference between helping others in the context of an artistic project and in the context of
social work in order to question authorship. The first part of Digger Dug made in 2004 was reactivated during the Kadist
exhibition, for instance as an exchange with an anthropologist concerning ethics in projects that are both artistic and social. Thus
the archive contained a new text and a series of photographs, videos and notes made during the exhibition. Considering the
current program of the foundation that links philanthropy and art, Ben Kinmont's work and particularly the Digger Dug archive
appears like a major piece for the collection. This work is simultaneously a theoretical and practical 'toolbox' that can evolve with
the program of the foundation. The San Francisco Diggers were a community action group of improvisation actors operating
between 1966 and 1968 and mostly based in the district of Haight-Ashbury in San Francisco. Their policies were close to
community anarchism mixing claims to liberty with community conscience. They were closely associated and shared members
with a guerilla theatre group called San Francisco Mime Troupe. The Diggers proposed a free food service at Golden Gate Park
in the Haight-Ashbury district at 4pm everyday generally feeding over 200 people with no other food source. They opened a
number of free stores in the Haight-Ashbury district in which any item could be taken or given.

Since the late 1980s Ben Kinmont has been interested in interpersonal communication as a means of addressing the problems of
contemporary society. His sculptures and actions attempt to establish a direct, personal relationship between the artist and the
viewer, using the work as a mediator. If art is supposed to be an agency of intellectual and emotional challenge, then the artist
concludes that the audience should also be addressed beyond the institutional frame of the gallery and the museum, and that
contact should be more direct.
Kinmont's practice is primarily made up of various projects which occur outside of art institutions. From these projects he makes
an archive that contains everything related to the organization and development of a given project including letters, contracts,
sketches, photographs, video, watercolors, and sculpture. If an archive is acquired, the purchaser signs a contract which
stipulates that he or she must make the archive available to the public and add relevant future material. As such, the collector
becomes an archivist as he or she helps to make transparent the project itself. 
Ben Kinmont was born in 1963 in Burlington, Vermont, USA. He lives and works in  San Francisco.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Maaike SCHOOREL
Dutch, b. 1973

The Garden, 2009
Oil on canvas
3 panels, each 185H x 127W cm

This is one of the most important works Schoorel has made to date, a triptych that has as its subject matter a garden scene with
what looks like a pond. One of her largest works, it seems highly suited to a Parisian collection where Monet’s Nympheas in the
Orangerie represent the summit of treatments of such subjects. Typically for Schoorel, the painting is as much about absence as
presence and examines the amount of information the viewer needs to construct meaning. Delicate stains and touches of paint
describe the subject which is contingent and evanescent. These are paintings that require slow readings, allowing the eye to
adjust and to assemble information. Time is an important theme in the work ; not simply the time it takes to decipher it but time
associated with memory, a faculty the painting appears to emblematize. Like all Schoorel’s work, the painting is based on a
photograph and therefore a scene she experienced. The temporality of the work is not that of the camera from which the image is
derived, but that of painting itself. The Garden was shown in Visible Invisible : Against the Security of the Real at Parasol Unit,
London from November 2009 to February 2010.

This is one of the most important works Schoorel has made to date, a triptych that has as its subject matter a garden scene with
what looks like a pond. One of her largest works, it seems highly suited to a Parisian collection where Monet’s Nympheas in the
Orangerie represent the summit of treatments of such subjects. Typically for Schoorel, the painting is as much about absence as
presence and examines the amount of information the viewer needs to construct meaning. Delicate stains and touches of paint
describe the subject which is contingent and evanescent. These are paintings that require slow readings, allowing the eye to
adjust and to assemble information. Time is an important theme in the work ; not simply the time it takes to decipher it but time
associated with memory, a faculty the painting appears to emblematize. Like all Schoorel’s work, the painting is based on a
photograph and therefore a scene she experienced. The temporality of the work is not that of the camera from which the image is
derived, but that of painting itself. The Garden was shown in Visible Invisible : Against the Security of the Real at Parasol Unit,
London from November 2009 to February 2010.
Maaike Schoorel was born in 1973 in Santpoort (Netherlands). She lives and works in London.
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R.H. QUAYTMAN
American, b. 1961

T, Chapter 24 , 2012
silskreen ink, gesso on wood
31,5 x 31,5 cm

In her work, Rebecca Quaytman displays great interest in the dissolution of the image.
Expressing the progressive disappearance of representation takes various forms. The artist attempts to freeze different temporal
strata on one same ground in order to blur visual perception.
Her works are always the result of research that creates links with the historical context of the exhibition space, and take place
within her larger body of already existing work which is grouped in chapters.
Quaytman's investigations in the archives, photographic ones in particular, of the institutions who invite her, are generally the
source of the images which are then used in her paintings.
Screen-printed onto wooden panels, in dimensions that respect the golden rule, covered in gesso, reframed, enlarged,
sometimes sprinkled with diamond dust, they have something ancient about them. The near pointillist weft recalls the printing
techniques of the 1960s and the large pixels in Kara Walker or Wade Guyton's work.
Though everything is perfectly controlled, our eye hesitates. The archival time spans, the screen-printing, how the work takes its
form, the materialization of the object (framing devices) are all superimposed during the ephemeral exhibition, and its aftermath.
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Frédéric & Philippe MOSER &
SCHWINGER
Swiss, b. 1966, 1961

France, détours, épisode 2 : ce
trait, c'est ton parcours, 2011
HDCAM video
53min
1/6+2AP 

In 1978, Jean-Luc Godard and Anne-Marie Miéville made the TV series: “France / tour / detour / two / children”, in
which they aimed to identify the lifestyle of French people in 12 episodes of 26 minutes each. On each episode a
little boy and girl are firstly asked about their daily lives. By broadening the scope of the interview, the questions of
Godard and Mieville gradually bring the protagonists to think of themselves as subjects in the history of the world, to
"live and see themselves on television" with a critical point of view. Thirty years after Godard and Mieville’s series,
the two artists initiate a project, entitled France, detours, divided into four episodes, by which they are invited to
"interrogate the French" in order to reflect on the question of “living together”. The first episode was made in 2009
at Mirail Housing State, a great set designed by architect Candilis in the 1960s on the outskirts of Toulouse. The
second episode (co-produced by Kadist Art Foundation and the production company of L'âge d'or) is held in the
Paris suburbs, in Pierrefitte, with dropouts and college officials AFPAD (Association for education, prevention and
access to rights). In this episode they present youths with different social backgrounds who do not quite confirm
the stereotypes that the media and politicians are trying to create. For this work, Moser and Schwinger followied
Jacques Rancière's hypothesis that "the real must be fictionalized to be thought."

The work of Frédéric Moser and Philippe Schwinger is constructed around a research work engaging architects,
sociologists, journalists or historians, in order elaborate a cross-cultural discourse and methodology to make films.
Their work questions recent history departing from political and social facts while staging sources of contemporary
reality in order to facilitate a platform for the discussion of a conflict.
They live and work in Berlin.
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Jay & Takeki CHUNG & MAEDA
American, Japanese, b. 1976, 1977

She’s gone, 2009
HDV
3’, loop

 

Jay Chung and Q Takedi Maeda remake a clip from the 1970s they found on the internet, and without really
changing this archive material, displace it by imitating the staging and the acting with scrupulous precision. The
slightest details are reproduced identically with great minutiae. The facial expressions are absurd, the prim attitude
makes no sense. The blasé air of the actors (the artists themselves) creates a comic and ridiculous shift. This work
is typical of Chung and Maeda's artistic strategy in which the hoax is a pretext for rereading and although the artists
are staging themselves, they are also intent on becoming absent. In this literal video remake, the artists question the
modes of diffusion of images, copying, artistic territory, legitimacy and paternity.
Their practice is characterized by performance, which often involves weighty unsettling humor. Concerned by
popular and digital culture, art speculation and self-criticism they play with their presence and retreat, creating some
emptiness which is conducive to reflexion. They are known for their definition of new artistic territories and the
chosen format is always extremely varied. There is a certain anthropological aspect to their approach, a precise
gaze, attentive as they are to the context in which their new work articulates itself.

Jay Chung and Q Takedi Maeda were respectively born in 1977 and 1978, one in the USA and the other in Japan.
They live and work in Berlin.
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Ciprian MURESAN
Romanian, b. 1977

I am protesting against myself
(co-author Gianina Carbunariu),
2011
HD video
30’35’’
2/5, 2ap

 

The video I am protesting against myself presents a puppet in a garbage can citing numerous reasonswhy one should protest against it. Ciprian Mureşan utilizes the comic effects typical of popularculture and the media. Progressively during the video, one appropriates the reasons for thischaracters discontent. This work has particular resonance at the moment in the midst of globalizationand Capitalist excesses, since indignant voices are rising.The project is done in collaboration with Gianina Carbunariu, a contemporary Romanian author andstage director, who also wrote the script.
Ciprian Mureşan appropriates historical, political, social and cultural (essentially artistic, literary and
cinematographic) references which he re-contextualizes. He analyzes the mechanisms de diffusion of culture, the
ambivalent relations between the memory of recent history and the experience of current realities, as well as the
relations between political power, religious power and civil society. With simple gestures, themes and methods
borrowed from popular culture, he tackles art in an expiatory manner, returning importance to personal expression
and experience. Ciprian Mureşan belongs to the generation after the fall of the former Communist regime who deal
the aftermath of political and social history of his country, in a post-conceptual mode, without necessarily inscribing
it within the traditional East/West opposition. Instead, on the contrary, he approaches this history as an integral part
of a larger whole, and is interested in questions linked to the disturbances in contemporary society following the
declining of Modernist utopias and in the impact of new technologies on our visual culture.

Ciprian Mureşan was born in 1977 in Cluj, Romania. He lives and works in Cluj, Romania.
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Charles AVERY
Scottish, b. 1973

Untitled (Map) , 2011
Pencil, ink, gouache and liquid gold
leaf on pearlescent paper
112 x 82 x 3.4 (framed)

 

Charles Avery has been constructing a narrative in his work since 2004. Between fantasy and reality, The Islanders is
a very particular universe he has created in which to gather his disparate ideas. His practice primarily involves
drawing, sculptures, texts and installations which participate in the epic and dreamlike narrative whole in the course
of making. “I discovered a way to create a place where I could lay out and rationalize according to the space rather
than to logic. This place enables me to affirm relations between the different elements. Thus whatever I make or
write, whatever the context in which the work operates, its ultimate and absolute meaning remains linked to The
Island”.

Charles Avery has no interest in placing his work within the history of art, instead he is intent on constructing a
autonomous environment, purposely distancing the public. “The spectator is a tourist, a traveler, a writer, a
missionary, an itinerant, a bounty hunter, a pioneer, in this country.” Amongst Avery's most renowned drawings with
extremely composed figurative scenes, there are geographical maps that situate The Island in relation to a fictional
archipelago Triangland. Untitled (Map) is one of the pieces that enables the viewer to comprehend the context of
this archipelago as well as discover the topography of his account.

Charles Avery was born in 1973 in Oban, Isle of Mull, Scotland. He lives and works in London.
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Bettina POUSTTCHI
German-Iranian, b. 1971

Echo  8, 2009-2010
photograph
115 x 165 cm
ed of 6

 

For Bettina Poutsttchi’s large-format, site-specific photographic work Echo (2009–10), the four exterior walls of the
Temporäre Kunsthalle Berlin were covered with a digitally edited collage of archival images of the glass-and-steel
facade of the Palast der Republik (Palace of the Republic), which had once been located nearby. That milestone of
late East European modernism was completed in 1976. It served as the seat for the Volkskammer—the parliament
of the German Democratic Republic (GDR). After the fall of the Berlin Wall, the building lost its political purpose and
was used for cultural initiatives. After a long political discussion, the building was demolished in 2009 to make room
for the reconstruction of Berlin’s eighteenth-century Stadtschloss (City castle). With the aid of photography, Bettina
Pousttchi rebuilt the Palace of the Republic, the historically important building in the immediate vicinity of the
demolition site, thus raising questions of the eternal cycle of catastrophe, destruction, and reconstruction in Berlin.
Echo is a photographic work of an altered reality that is implemented in public space. The series of twenty-four color
photographs was taken during the six-month presentation of Echo, offering a diverse portrait of this installation in
the middle of the iconic buildings that surround it. With Echo, the artist altered the physical reality of the Berlin
Schlossplatz through photographic means. By photographing it, she achieves another reality that crosses between
architecture, sculpture, and photography in a very exciting way. A selection of the Echo photos were shown in her
solo show at the Kunsthalle Basel in 2011. The proposal is to purchase a pair of photos showing the building at
different times of the year and looking in different directions evoking different aspects of temporality and politics
through the seasons and architecture.

In recent years her work has dealt with themes related to memory, time and history and she is particularly interested
in the consequences of the fall of the Berlin Wall. She makes sculpture, frequently made from crowd control barriers,
video installations and photographs. She describes her work as coming out of photography. She also has an strong
interest in architecture and its historical consequences. She was born in 1971 and studied in Dusseldorf under
Rosemarie Trockel and Gerhard Merz. She has had solo shows at the Temporary Kunsthalle Berlin, Kunsthalle
Basel, the Von der Heydt Museum Wuppertal and at the Schirn Kunsthalle in Frankfurt. Like Amy Siegel, Pousttchi
explores the relationship of Berlin’s Cold War past to its present in revealing ways.
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 SUPERFLEX
Danish, b. 1968, 1969, 1969

Guarana Power Commercials
(censured version”, 2004
video
11’
4/5 +1ea

 

SUPERFLEX makes a distinction between two types of projects wit different temporalities: works that occur during an exhibition
and other that evolved over several years. Thus, since 1997, they are working on a biogas system (SUPERGAS), first installed in
Kenya, then Thailand and today in Mexico, perfecting at each stage the means of production, utilization and commercialization of
this system.
GUARANA POWER is one of these sustainable projects that create a real economy. The story begins in 2003 when SUPERFLEX
was invited to Maués by a foundation and the government of the Brazilian state of Amazonas; this led to a collaboration with a
cooperative of Guarana farmers. Maués is famous for its Opera shown in the film Fitzcarraldo but also as an industrial area
situated in a free zone and housing multinationals such as Toshiba, Samsung or Benetton. During a first workshop with the
Guarana farmers, they started discussing how to find common solutions to cultivate and commercialize Guarana without bending
to the demands of the multinationals (like Antartica) who exploit the fruit and constantly reduce production costs and therefore
labour costs. Thus the farmers' experience and the concepts introduced by SUPERFLEX lead to the set up of efficient strategies
of communication which are regularly perfected to sell the Guarana Power bottles internationally. Right from the beginning of the
project, Superflex decided to self-censure itself by using a barred logo following threat by the main multinational. The artwork
was also censured by the director of the Sao Paulo Biennale in 2006, which provoked important reporting in the press at the
time. More generally, this project poses the question of the role of art and its limitations with regards producing effective
consequences in response to a socio-political situation.

SUPERFLEX work on a number of projects linked to their avowed interest in political and social engagement on a local scale.
They don't place themselves in opposition, but they unpick the political, economic and communication strategies that have been
put in place in a context in order to make them more visible. SUPERFLEX intervene in places where it appears necessary to
implement a “counter-economic” solution by experimenting with means of alternative production. They conceive their project in
response to a context, whether it is that of an artistic institution or a social situation and create works that often establish a link
between these two realities.

The Danish collective was founded in 1993 by Bjørnstjerne Reuter Christiansen (1969), Jakob Fenger (1968) and Rasmus Nielsen
(1969).
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Lydia GIFFORD
British, b. 1979

Warder, 2011
wood panel, paint gauze, board, oil
paint, pencil, wax

Warder is on the limit of achievement and creates a tension with the exhibition space that fundamentally participates
in its evolution. The artist proposes an intimate sensory experience by drawing attention to the vibratile nature of the
context and the marking of her gesture. She states that in her work: “Painting allows me to transpose boundaries”.
In the painting tradition that Gifford responds to Turner's works are haunted by fog which diffuses light: she brings
this up to date with her incisive question of defining a territory to cultivate. Her work alludes to landscape, questions
the appearing of a work of art and its existence, the trace of its emergence, the vitality of the initial thrust.

Lydia Gifford composes her work between pictorial expression and its inscription within an exhibition space. This
particular approach implies the performative aspect of her in situ painting. The artist takes the entire environment
into consideration from the canvas to the exhibition walls. Time and attention are required to allow the subtleties of
the work to reveal themselves in all their complexities in order to find a focal distance which is appropriate to
experience the composition. A white wall, a vibrant canvas, disparate elements as punctuation, and the pictorial
gesture that continue on the wall on which it becomes inscribed in an echo with the canvas. She explains that:
“There is a subtle balance between impulse and action. Actions leave traces, painting always initially carries the
mark of the body, of an explosive gesture.” Intimate and played out in the exhibition space, the artist's work
endangers its own apparatus on the occasion of every presentation and thus renews the viewpoints in a perpetual
dialogue between the work, the place and the audience. 

Lydia Gifford was born in 1979. She lives and works in London.
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Jonathan MONK
British, b. 1969

Happy Birthday, 2011
neon

To enter an exhibition by Jonathan Monk is like taking part of a treasure hunt, made up by digressions and space-time
manipulations. In his "Meeting pieces" (a wall text in the exhibition space indicating an appointment in the distant future), the
meeting is uncertain. The amount and variety of his works, poses the question of what supports them. Monk's art does not follow
any style, there is no characteristic that could help to identify his work at first glance. Monk's reading of the myth of
contemporary art is through the prism of humor, irony, and anecdote.

Jonathan Monk was born in 1969 in Leicester, UK. He lives and works in Berlin.
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Jonathan MONK
British, b. 1969

Something contained removed,

2011
Neon. Two neon signs of a right and
left parentheses
100 cm high (each)

To enter an exhibition by Jonathan Monk is like taking part of a treasure hunt, made up by digressions and space-time
manipulations. In his "Meeting pieces" (a wall text in the exhibition space indicating an appointment in the distant future), the
meeting is uncertain. The amount and variety of his works, poses the question of what supports them. Monk's art does not follow
any style, there is no characteristic that could help to identify his work at first glance. Monk's reading of the myth of
contemporary art is through the prism of humor, irony, and anecdote.

Jonathan Monk was born in 1969 in Leicester, UK. He lives and works in Berlin.
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Nicoline van HARSKAMP
NL/ HAZERSWOUDE, b. 1975

Character Witness, 2008 - 2011 
installation vidéo, et script 

32’34”
Unique piece

The work is a speech composed of excerpts from autobiographies of well-known political characters. From each book an
excerpts that describes a childhood event and one that describes a political event or statement was selected.
The former, in most cases, functions as an alibi or explanation of the latter. A professional speech writer brought the excerpts
brought the excerpts together and three actors delivered the speech live for an audience. The autobiographies comprise
historical figures such as Malcolm X, Hillary Clinton, Margaret Thatcher and Ariel Sharon.

The work of Nicoline van Harskamp addresses the function and power of the spoken word, and its ability to influence perception
and shape thought, both of which are instrumental to politics.
Using footage of conversations, speeches and debates, she writes the scripts for her video and performance pieces.
Nicoline van Harskamp was born in 1974. She lives and works in Amsterdam.
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Mike  COOTER
British - Epson, b. 1978

Forensic Poster, 2006 - 2011
Ink and gouache on paper, 3 parts
73 x 58 cm, 29,7 x 21 cm and 29,7 x 21
cm

Forensic Poster was first realized in 2006 and reactivated in 2011; its making consisted of the artist visiting the
London School of Criminology and corresponding with the interim director there in order to reproduce a poster by
memory. This piece of work is symptomatic of Cooter's projects which are often arduous enterprises littered with
pitfalls, since they imply prospecting and collaborating with third parties whose will determine the success of the
project.
Forensic Poster consists of a letter, emails and a gouache which translates the artist's attempt to recreate a poster
glimpsed at in one of the study halls of the London Police Department of Forensic Medicine. Against a blood red
background, the drawing simulates a manuscript note that has been pinned to the wall with a giant nail which
carries the inscription: “Nail em”. At the bottom of the image, the injunction is completed by “With Good Forensics”.
The dry formal rendering reinforces the smooth and aggressive message so that the spectator grasps that it caught
the artist's full attention. The rationale for the presence of the correspondence as part of the work isn't so not much
to allow the confrontation between his memory and the original, but to show his dialogue with London Forensics
Police.

Mike Cooter’s practice interrogates the place of the artist in society and his implication in reality, indeed in most of
his projects he works with third parties et integrates them into the artistic process.
Mike Cooter was born in 1978 in Epson. He lives and works in London.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Igor  GRUBIC
Croatian, b. 1969

Christmas trees (from the
series: 366 Liberation Rituals),
1998
Photography
123 x 93,5 x 3,5 cm
1/5

Impossible de trouver le fichier :
Christmas_Trees.JPG

366 Liberation Rituals is a series that gathers a number of actions related to the artist's micro-politics. They materialize as a
plurality of pointers that destabilize reality and interrogate our outlook on the political historicity of former Yugoslavia. These
actions were realized over the course of the year the artist turned forty and revolved for one part around the revolutionary
movement of 1968 and on the other on the informal group called Grupa šestorice autora (Group of Six Authors)* which was
active in Zagreb between 1975 and 1979. Each group of images refers to a short precise action and the label documents the
artist's gesture, as well as the context in which it was done.
*Mladen Stilinovic, Zeljko Jerman, Boris Demur, Fedomir Vucemilovic, Sven Stilinovic, and Vlado Martek.

Igor Grubic has developed his artistic practice as an activist. He became known in 1998 through an action in which he paid
homage to the RED PERISTYL group who had painted the ground in front of Diocletian's Palace in Split in 1968 in an act of
provocation directed towards the Communist party. Thirty years later, he reactivated this gesture as a response to a different
context in which nationalism and corruption are appearing in different countries of the former Communist bloc experiencing a
period of transition. The references made to socialism in Grubic's work go beyond the traumatic past and the absurdity
of the bureaucratic system, yet he uses the progressive symbols utilized by the former Communist regime to ignite
reactions to the transition towards a liberal economy in this ex-Yugoslavian territories.

Igor Grubic was born in 1969 in Zagreb, Croatia. He lives and works in Zagreb.
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Ciprian  MURESAN
Romanian, b. 1977

Untitled (Monks), 2011
video
12 min 13 sec
4/5

Ciprian Mureşan asked a group of protagonists to wear a monk's robe and copy a certain number of artworks and
texts from exhibition catalogues. Here it is no longer the Bible that is reproduced but works by Malevich, Mondrian,
Beuys, Duchamp. These artists represent a certain form of utopia in art and are themselves quasi-mythical figures.
The fact that they are copying these works from a catalogue reproducing works by Elaine Sturtevant who in turn has
appropriated work by other artists (mostly works made by men) creates an even greater distancing in the actions of
these copying monks.
The authenticity of the artist's gesture defended by Modernism is rejected and recalls the status of the artist during
the Communist era. This also considers this post-Communist era in which artists easily enter the economic system
of the art market in today's globalized world and proposes an ironic comment on the diffusion of images in this
internet age. Rather like in the work by Mladen Stilinovic, this is acts as an interrogation on the loss of meaning of
certain icons in Western art, a questioning of the negative and positive consequences of a meticulous repetition of
the past.

Ciprian Mureşan appropriates historical, political, social and cultural (essentially artistic, literary and
cinematographic) references which he re-contextualizes. He analyzes the mechanisms de diffusion of culture, the
ambivalent relations between the memory of recent history and the experience of current realities, as well as the
relations between political power, religious power and civil society. With simple gestures, themes and methods
borrowed from popular culture, he tackles art in an expiatory manner, returning importance to personal expression
and experience. Ciprian Mureşan belongs to the generation after the fall of the former Communist regime who deal
the aftermath of political and social history of his country, in a post-conceptual mode, without necessarily inscribing
it within the traditional East/West opposition. Instead, on the contrary, he approaches this history as an integral part
of a larger whole, and is interested in questions linked to the disturbances in contemporary society following the
declining of Modernist utopias and in the impact of new technologies on our visual culture.

Ciprian Mureşan was born in 1977 in Cluj, Romania. He lives and works in Cluj, Romania.
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Pauline, Renate BOUDRY,
LORENZ
P.B. > CH - Lausanne / R.L. > DE -
Bonn, P.B> b. 1972 / R.L.>b. 1963

Salomania, 2009
installation
17 mins film
ed 5 +1, n°2/5

For several years now, artists Pauline Boudry and Renate Lorenz have been conducting research on the heritage of cultural and
gender studies, concentrating primarily on gender discourses and the notion of queer. They are interested in historical figures
who were marginalized because they incarnated a sexual “perversion” and who went on stage to seek some recognition in their
time. These stigmatized characters are made visible once again by Boudry and Lorenz who revisit archives as a base for their
films, installations and texts. These works demonstrate how visibility (since the beginning of the modern period) of these bodies
allows for a claim to power, a certain glamour, and a form of recognition. Nevertheless it also contributes to making these bodies
pathological or criminal, to devalue them. Their work ponders on the quasi-simultaneity of the invention of sexual perversions and
photography as well as they link to colonial economy at the end of the 19th and the beginning of the 20th.
Thus Boudry and Lorenz weave links between different epochs as if to readdress the notion of “normality”. Playing with the
conventions of cross-dressing and fetishization, the exhibition of these characters is doubled up with a baroque mise en scène.

Totally assuming theatricality in their work, Pauline Boudry and Renate Lorenz's films create their own mise en scène: the set up
of the décor, rehearsals, directions given to the actors off-screen, are integrated into the non-linear narrative and allow the
spectator to see a film in the process of being made. These films are also very theatrical in nature since the performative aspect
is so essential, both in the way scenes are often linked to spectacle, dance or music, but also from a technical point of view since
the scenes are often only shot once.

Pauline Boudry and Renate Lorenz live in Berlin.
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Jonas  STAAL 
Dutch, b. 1981

Art, Property of Politics III,
Closed Architecture, 2008 - 2011
maquette: 200x200cm in 4 parts 50
x50cm each
video animation : 15’30 ( Dutch,
subtitled in English)
Print: 131,5 x 111,5 cm
a book

Jonas Staal’s installation is based on the thesis written by Fleur Agema and titled “Closed Architecture”. The paper,written by the
second most important person of Geert Wilderds' Freedom Party, concerns an ambitious model for a new prison that focuses on
the reconditioning of prisoners by means of four phases. Staal's work is developed through a book, a plan and a 3d virtual tour in
the social imagery of a current minister of the State of the Netherlands. Through this meticulous work by the artist the
perspectives on political and architectural planning of a new right wing populist class of politicians is revealed and exposed
through an analytic display.
As Jonas Staal points out: "This change in society requires more prisons since the entire society has become a model of
detention: everyone is trapped in their own social conditions, whether poor or rich. Within the the debate on the representation of
society and the society of control the work of Agema should be considered as a case study compared to the possibility of an
open and democratic society, in which the interest common and political emancipation take center stage. "
For Staal, this model can be considered an ideological model in relation to how the Dutch society is now developing, with poor
suburbs and gated communities under surveillance.
Jonas Staal ‘s work includes interventions in public spaces, exhibitions, lectures and publications. He interprets democracy –
democratism – as a Gesamtkunstwerk (total work of art) from a Beuysian perspective. 

Jonas Staal was born in 1981 in Holland. He lives and works in Rotterdam, Holland.
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Taysir BATNIJI
Ghazah, b. 1966 

Fathers #18 and Fathers #27,

2006
photographs

Fathers #18 and Fathers #18 are part of a series of photographs and videos made in recent years in Gaza. Batniji
addresses the representation of the over-identified human and physical space with the geographical and political
situation in the region. He distinguishes himself from the fictions that have been previously created in the Middle
East and offers a quieter and more retained vision of the of the intertwining tensions and oppositions in this area.
Fathers offers an incomplete inventory of portraits that we often see framed and hanging on the walls of cafes,
stalls, shops, workshops and other workplaces in Gaza and the Middle East. Often old and yellowed, sometimes
dusty and slanted, these portraits rarely have links to the current owner and they relate instead to the person who
founded the place and who left long ago. Since these places are overloaded with symbols and signs of presence (s)
and disorder (s) but devoid of human inhabitants, or their owners, they become a particular paradigm of some sort
of “still life”. This kind of places seem full (of products, objects, memories and signs of life) and empty at the same
time. By overlooking different temporalities, memory and regards, or by being petrified, like ruins after a disaster that
nobody will ever know, they belong to the present and to the past. The power of these images lies in what they hold
as much as in what they reveal.

Taysir Batniji was born in Gaza in 1966. He lives and works in Paris.
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Imran QURESHI
Pakistani, b. 1972

You who are my love and my
life’s enemy too, 2011
Painting
67.8 x 99,8
Unique

There was a tragedy in Sialkot, Punjab, in August 2010, when two adolescents were murdered by vigilantes who
were apparently in connivance with the police. Struck by this blunder revealing police corruption, the started a series
of paintings on paper, You who are my love and my life’s enemy too, in which he expressed his reaction to this
murder. At first glance the work appears to be a splash of blood like the one in this killing, but, close up, the
composition reveals itself as meticulous floral motifs typical of the art of miniature painting which the artist teaches.
This work has echoes in another piece which was presented at the 10th Biennale of Sharjah, Blessing upon the land
of my love, in which he develops an installation in a similar modus operandi, this time referring to a suicide bombing
that took place in the market the artist goes to. These distinctive works confront us with the same feeling the artist
had confronted with such violence, here Imran Qureshi poetically attempts to find a way to expiate these violent
deaths and suggest their impacts on the political and social situation in Pakistan.

Imran Qureshi associates the aesthetic of Pakistani miniatures with political subjects on Pakistan toying with the
public's response to this type of painting which has precious and ancestral nature. Produced between 2006 and
2009, the Moderate Enlightenment series corresponds to this endeavor as he constructs these images on folkloric
and traditional backgrounds and adds contemporary elements on the painted figure, often in the clothing codes
(camouflage pants, sports shoes, umbrella …). This practice offers the artist's viewpoint on contemporary Pakistan
where friction between tradition and modernity and conflict are omnipresent. 

Imran Qureshi was born in 1972 in Hyderâbâd, Pakistan. He lives and works in Lahore, Pakistan.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Bruno PACHECO
Portuguese, b. 1974

Enguard Souvenir, 2006 - 2007
acrylic on paper and oil on canvas.

En Garde Souvenir is composed of a group of eleven elements (ten paintings on paper and a sculpture) which
deconstructs and recomposes the context of Tienanmen Square in Beijing. This square is known for numerous
political events : the cultural revolution between 1966 and 1976, the arrest of the Gang of Four and protests in 1989
where thousands of demonstrators who were protesting against the corruption of the regime were killed. In this
work, Bruno Pacheco alludes to the historical importance of this place, the choice of viewpoints reveals very precise
but sporadic details there : part of the mausoleum devoted to Mao, a portrait of him and its frame, a view
overlooking the Forbidden City, etc. On the square, two guards stand on their platform, facing each other, executing
their rituals. The installation leads one to think about various angles of approach within a historical discontinuity.
With a certain spontaneity, Bruno Pacheco crystallizes the gestures of the characters (guards) in his paintings. The
different viewpoints are organized in order to construct a rhythmic visual narration. The sculpture is to be perceived
at the centre point of the installation, it is the platform also found in the paintings though this one is empty, figuring
the absence for the guard and require the public's projection in order to understand the participation of this object
within the installation. The artist's cinematographic approach places an emphasis on form, frame and color in order
to open a dialogue about the deconstruction of this site through this sequential and fragmentary mode. The worrying
distance which is created develops a distinct form which alludes to the unfathomable chasm between memory and
reality, private and public space. This work reveals the artist's political commitment and his interrogation regarding
the individual within the collective.

Bruno Pacheco uses collected images, transposed into painting. He organizes them in with apparent discontinuity,
like a means to deconstruct meaning and discourses of legitimation. Daily press and collective stories are constant
sources of inspiration for him
Bruno Pacheco was born in 1974 in Lisbon, Portugal. He lives and works in London.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Mladen STILINOVIC
Serbian, b. 1947

Exploitation of the Dead, 1985

-1990
Installation

The Exploitation of the Dead cycle is composed of a very large number of elements which the artist reorganizes
differently every time. The installation is presented like a “parade of objects”, with images whose historical role has
been suspended or their meaning has changed. The references have become lost, through repetition the works
have become banal. One can find copies of Suprematist or Social Realist paintings, collages, photographs of
political meetings, cemeteries or other memorials. We are confronted with the obsolescence of signs. Colors like red
and black have also lost their meaning.
Exploitation of the Dead concerns today's religious or ideological ideas which are only extensions of religions and
ideologies of the past and definitively dead. Mladen Stilinovic insists that: “If death has to be exploited, this is a
violent act and we need to weigh up the consequences.” Collective rituals are central since they evoke a certain
collective emotion which can't quite be attained through signs and colors. This work is a way to think about painting
but also the modalities of its exhibition. There is also this question of the copy. Why and how do we copy things?
What do we learn through repetition ? About loss of integrity ?

Mladen Stilinovic's work is based on social and political critique, with a healthy dose of irony. He was part of Grupa
šestorice autora (Group of Six Authors), active in Zagreb between 1975 and 1979. He also ran the Extended Media
Gallery from 1981 to 1991. His work is deeply rooted in the rites that reveal the interdependence of private and
public spheres. He is particularly interested in the interaction between visual and linguistic signs as well as in the
mechanisms of deconstruction in language. His polymorphic approach finds varied manifestations from collages,
installations, photographs, books, performances, actions in public space as well as participations in collective
actions.

Mladen Stilinovic was born in 1947 in Belgrade, Serbia. He lives and works in Zagreb, Croatia.
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Dora  GARCIA
Spanish, b. 1965

Klau Mich, 2012
Woolen and linen carpet + letters made
on wood

Co-produced by Kadist, KLAU MICH (Steal Me) has been conceived as a performance and TV project broadcasted
every Friday throughout the 100 days of dOCUMENTA 13 in Kassel (Germany). Here find a part of the scenography
used throughout the project and designed by the artist.
The work takes its title from a book the Kommune I members Rainer Langhans and Fritz Teufel wrote after their
1967 trial in Berlin, known as the Arsonists’ Lawsuit. Kommune I was the first politically motivated commune in
Germany and had distributed flyers encouraging people to burn down department stores so as to experience that
‘Vietnam feeling’. After groundbreaking debate and strong support for Langhans and Teufel from intellectuals, the
court ultimately ruled in their favor: the flyers were defined as art, and therefore innocent. “The project aims to
recover the atmosphere of true public debate and new forms of narrative, experimental theater and means of
challenging the audience that were once to be found on public-access TV”. DG

The (neo)conceptual work of Dora Garcia explores the links between performance, text and sculptural installation.
Interventions in public space and language also play an important role in her work, both as a means of
communication and as a system of codes. The inability of clear communication is one of the key themes of her work
as illustrated in the performance "The Messenger.. Garcia's body of work forms a dense network of reflections on
the nature of the contemporary artist's role in the world and the difficulty in understanding one's desire to create its
his/her own language or to act as interpreter of the society in which he/she lives. While performance constitutes the
core of her work, the work of Garcia is noteworthy for its sensorial attributes. The viewer is a key player in her
performances, as an extension of Garcia's own question of the relationship to the work and its passivity. Actors
generally perform in Garcia's pieces, mixing realtime, fiction and reality.
Dora Garcia was born in 1965 in Valladolid, Spain. She lives and works in Brussels.
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Gabriel KURI
Mexican, b. 1970

Untitled (Ticket Roll), 2010
3 marble slabs, ticket roll
110 x 140 cm

Gabriel Kuri has created a series of works in which he juxtaposes perennial and ephemeral materials. Untitled (ticket
roll) belongs to this group of sculptures and consists of three smooth ornate marble elements and a roll of public
transport tickets. The artist poetically associates finesse and fragility as in a number of these works. Here the line of
the ticket roll, partly unraveled, is held down by the balancing marble elements thus creating an interdependence
between elements de different natures. Gabriel Kuri's sculptural work involves a narrative through various elements
from daily life resulting from specific areas of our contemporary social structures : tickets, banknotes, bills, credit
cards, toiletry samples from hotels...
Gabriel Kuri's underlying references to art history re-engage our way of looking by the displacement into a changed
socio-economic context. Thus his approach points to Marcel Duchamp's notion of 'infra-thin', Richard Serra's
balancing acts... The experience of daily life known to each and every one of us is tackled and the constructed
narrative seems to thread itself through the traceability of his peregrinations. With humor, the artist undermines the
sometimes formal or strict appearance of sculpture by setting them up in tension with recurrent and residual
materials of our contemporary societies. 

Gabriel Kuri was born in 1970 in Mexico. He lives and works between Mexico and Brussels.
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R.H. QUAYTMAN
American, b. 1961

“T,(Broodthaers and Buren)
Chapter 24, 2012
silskreen ink, gesso on wood, green
edge on top
51 x 51 cm

In her work, Rebecca Quaytman displays great interest in the dissolution of the image.
Expressing the progressive disappearance of representation takes various forms. The artist attempts to freeze different temporal
strata on one same ground in order to blur visual perception.
Her works are always the result of research that creates links with the historical context of the exhibition space, and take place
within her larger body of already existing work which is grouped in chapters.
Quaytman's investigations in the archives, photographic ones in particular, of the institutions who invite her, are generally the
source of the images which are then used in her paintings.
Screen-printed onto wooden panels, in dimensions that respect the golden rule, covered in gesso, reframed, enlarged,
sometimes sprinkled with diamond dust, they have something ancient about them. The near pointillist weft recalls the printing
techniques of the 1960s and the large pixels in Kara Walker or Wade Guyton's work.
Though everything is perfectly controlled, our eye hesitates. The archival time spans, the screen-printing, how the work takes its
form, the materialization of the object (framing devices) are all superimposed during the ephemeral exhibition, and its aftermath.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Charles AVERY
British, b. 1973

Untitled (Waiters dancing with
Itinerants, Onomatopoeia), 2012
pencil, ink, acrylic and gouache on
paper framed
84 x 114cm (unframed)
124.5 x 94 x 7.5 cm - frame

This drawing is a medium size work in which Avery depicts an event taking place on the Island close to the Labour Exchange
down by the port. In essence he depicts a dance off between waiters and itinerant workers who are looking for work on the
Island. The idea comes from his own experience as a 16 year old in Italy where he met a Spaniard who had danced his way from
Spain to Italy, earning money in the street by doing so. Avery teamed up with him and became the hat carrier, the collector of
money. Avery sees this kind of drawing as a companion to the large architectural views that show the principal buildings on the
Island and distant views of people. It is as though he is zooming in on a particular incident caught at the edge of a camera lens.
The Island is of course a fictional place but it is nevertheless a credible place, a little like Second Life, where characters act out
their lives. The Island is not a fantasy place in the sense of being fantastical but has a certain familiarity and credibility. In fact
people are beginning to use the scenarios in their teaching work as though they were real and exemplary of certain true life
situations. If there is a fantastical element at all it is redolent of Jabberwocky, Lewis Carroll’s celebrated poem, which has been
an important text for Avery. Avery is creating a world which could well be a place on this planet, an Island off the coast of his
native Scotland, for example, which can be visited by tourists (essentially the rôle of the viewer) or by those who want to stay
there indefinitely (the rôle of the characters in the drawings).

Since 2005, Charles Avery has devoted his practice to the perpetual description of a fictional Island. Replete with its own
population and constantly shifting topography, Avery’s intricately conceived project amounts to an ever expanding body of
drawings, sculptures, installations and texts which evince the Island. Exhibited incrementally these heterogeneous elements
serve as terms within the unifying structure of the Island – as multiple emissions of an imaginary state, and as a meditation on the
central themes of philosophy and the problems of art-making. The ultimate destination of Avery’s epic venture is the
documentation of this ‘heterotopia’ in a book of many volumes. Avery is one of a number of artists who have promoted a return
to narrative following the excising of narrative by modernist artists. Kadist already owns a fictive map by Avery which was
purchased on the understanding that more works would be added to the collection to make sense of it. This is the first such
drawing to be proposed.
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Eric BAUDELAIRE
American, b. 1973

The Ugly One, 2013
Film
1/5

Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
His work has been the object of solo exhibitions at Gasworks, in London, La Synagogue de Delme, in the Lorraine region in
France, Hammer Museum, Los Angeles, as well as in the galleries Juana de Aizpuru in Madrid, Elizabeth Dee in New York, and
Greta Meert in Brussels. In 2012 he participated in La Triennale / Intense Proximity at the Palais de Tokyo (cur. Okwui Enwezor),
Baltic Triennial at CAC Vilnius (cur. Defne Ayas and Benjamin Cook), Documentary Forum / A Blind spot at the Haus der Kulturen
der Welt in Berlin (cur. Catherine David), and the Biennale de Taipei (cur. Anselm Franke). His works feature in the following
collections: Centre Pompidou/MNAM, Paris, Fond National d’art Contemporain (FNAC), FRAC Auvergne in France and the
Whitney Museum of American Art in New York.
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Meiro KOIZUMI
Japanese, b. 1976

It’s a Comedy!, 2012
Video installation
25min
5/5 (+2 AP)

Meiro Koizumi is a Japanese video and performing artist, born in 1976. He has built a compelling body of work that deals with
power dynamics on scales from the familial to the national, and examines questions of political and psychological control.
Implicating himself, his performers, and the viewer through choreographed emotional manipulations, Koizumi creates works that
straddle the uncomfortable and indefinable line between cruelty and comedy.

This video installation was made for the exhibition "Journey to the West" held in January 2012 in New Delhi, where a group of
curators invited six Japanese artists to produce a work to be made around the relationship between Japan and India. In the
framework of this exhibition, Meiro Koizumi decided to use a controversial book of modern Japanese history The Judgement of
Justice Radhabinod Pal, as material for his work. Koizumi created a performance combining the paradoxical context of this book
with monstrous representation of Indian gods. The central performer had to read the Judgement of Pal as seriously as possible,
while two other performers on the side had to make a comedy out of the situation. It is Koizumi's attempt to create a new god-
like mythical figure that embodies the contradiction inscribed within modern Japanese history and identity. The context of this
work has much to do with the trial held in Tokyo right after the war to judge Japanese war criminals. Judge Pal was the only
Asian judge to be invited to the trial, and he was the only one that found all the defendants not guilty.
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LaToya Ruby FRAZIER
American, b. 1982

Campaign for Braddock
Hospital, 2011
Photolithography et serigraphy
43 cm x 35.5 cm (each)
50,5 x 44 cm (framed)
3/8

LaToya Ruby Frazier is an artist and a militant; her photos combine intimate views of her relation with her parents and
grandparents with the history of the Afro-American community of Braddock, Pennsylvania, where she grew up and where her
family still live. She reports upon the decline of this steel-producing town, which was once prosperous and where the local
population today is devastated by poverty, unemployment and health problems linked to pollution. The town has currently closed
the hospital which increases unemployment and makes access to treatment complicated for the residents of one of the most
polluted towns in the USA. Through this documentary work with ties to the intimate, she goes beyond the basic information to
touch upon the human consequences of these tragedies.

Frazier's images are embedded in the history of the United States of America and they highlight what is unspoken in the social
landscape. Her work is focused on the tragedy of Braddock, a town hit by a slow decay and increasing poverty (steel factories
closing, crack epidemic, community debacle, disappearance of shops and urban equipment). The captioned photographs of
protests and advertising are printed with a textured effect, burnt-looking, recalling the “Rusty Belt” nickname for the steel
factories of this region. The portfolio reports on a new wave of devastation, that of a workers' culture in the process of
disappearing. In 2009, the Levi’s brand chose the town as the backdrop of its new advertising campaign, focusing on the figure
of the “new pioneer”. Frazier mixes photographs of this campaign with others of the town and its protests against the closure
and destruction of the hospital in a form of critique of the utilization of this town and its population by Levi’s. The juxtaposition of
these images documents and denounces the violent and jarring economic ambiguity of the commercial dynamic that feeds off a
tragedy and a decrepit context. The proceeds of the sale of these artworks will go to the activist groups fighting for the
reconstruction of the hospital.
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Goshka MACUGA
Polish, b. 1967

Anti-Collage (Anda
Rottenberg), 2011
Silkscreen on colour photograph
200 x 139 x 5 cm (framed)
169 x 112,5 cm (unframed)
Ed 3/3

In this anti-collage, which comes from a series of 4, Makuga takes a photo she found in the archives of Zacheta National Gallery
in Warsaw. The series was made for her exhibition at that institution in 2011. In 2000 Harald Szeeman curated an exhibition at
Zacheta called ‘Beware of Exiting your Dreams : You May Find Yourself in Somebody Else’s.’ The exhibition provoked a violent
response as a result of his inclusion of Maurizzio Cattalan’s La nona ora, where the figure of the Pope is struck down by a
meteor. The work was vandalised by an MP and the director of the Museum, Anda Rottenbuerg received a stream of abusive
letters, many of them anti-semitic. Rottenberg organised a series of shows that were regarded by right wing Poles as scandalous
and eventually she was forced from her post in 2001. In the anti-collage, Rottenberg, depicted at a cermony celebrating the
centenary of Zacheta at the Presidential Palace, has been silhouetted out of the image. The void represents not only a dark
period of Polish cultural history but also reflects upon the way in which history is rewritten in fascistic societies, particularly in
former Soviet style countries where inconvénient memories are erased. Ironically of course she stands between two Polish flags.
After destroying the Cattelan, the MP, Witold Tomczak, wrote to the prime minister not only demanding Rottenberg’s dismissal
but also suggesting she should curate in Israel rather than in Poland. Makuga’s image is a timely reminder of cultural vandalism
and censorship as well anti-semitism in Poland, and can be seen alongside the work of Yael Bartana in drawing attention to
Poland’s anti-semitic past and present.
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Julien  CREPIEUX
French, b. 1979

Microfilm, 2012
HD Video
77 min
Edition of 5

Julien Crépieux is interested in the medium of video and its confrontation with cinema.
Microfilm is a video transcription of a cinematographic work. It isn't a remake or an adaptation, but a transcription in the musical
sense. The structure of the model is respected but the final object differs from the original through the distance taken and its
contextualization, a sort of mise en abime of the shooting situation. Samuel Fuller's film Pick up on South Street (1953) is used
like a score for this realization (one could refer to the execution of the work rather like in music).
The work groups a number of the artist's concerns such as the image and its decomposition, as well as the confrontation of
different time frames.
It consists of filming a film rather like pirates would surreptitiously record premieres or unavailable work in cinemas in order to
constitute a collection. Yet in this case, it isn't a sequence shot and the framing doesn't exclude the context but, on the contrary,
integrates it into a new composition. Microfilm revisits each cut, each movement and each angle of the camera, each value of the
shots in the “model” film not by arranging actors but on one or several monitors screening Samuel Fuller's film, set in space in
different interiors and exteriors of an uninhabited house. For each sequence, the placement of the screens in the space is
determined by the movements that need to be reproduced so that the reference image is always on the screen. Thus there is a
synchronization of movement and duration between the image and the image contained in the image.
The artist shot this video alone, with no technical team, so that the quasi intimate link with the model, a very direct bodily rapport,
can be sensed on the image. With this display apparatus, Samuel Fuller's film could equally be the souvenir of a film and could
inhabit this depopulated and haunted decor via the off-camera presence of the body filming. 
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Charlotte MOTH
British, b. 1978

Willa Niespodzianka, 2012
Analogue photograph
123 x 180,5 cm
3 +1, num. 1

L’artiste a utilisé le noir et blanc, moins par susciter la nostalgie, que par désir de convoquer les esprits créateurs des lieux
qu’elle enregistre et qui l’inspire.
On retrouve dans ces oeuvres, quelques uns de ses motifs récurrents. Il y a l’objet plan qui offre une surface aux projections, aux
interprétations, tel un écran. Les associations formelles qui engendrent de nouvelles interprétations, les oppositions de formes
vides et pleines, qui renvoient sa pratique photographique à celle du sculpteur. Mais ces photographies sont aussi des rumeurs
que l’artiste s’emploie à propager. Invitée en résidence en Pologne, l’artiste découvre cette villa moderniste à l’abandon, la
photographie, puis lorsqu’elle y retourne pour poursuivre son investigation, découvre qu’elle a été détruite. Plusieurs temporalités
sont à l’oeuvre dans cette image, tandis que l’artiste revisite la photographie de paysage, à la fois mentale, fictif, présent et
absent. Quant à l’image du célèbre socle vide du parc des buttes Chaumont, il fait parti lui aussi d’une certaine mythologie de la
ville, « - from which everything would be made ».

Charlotte Moth enregistre avec l’oeil du sculpteur, l’architecture moderniste et ses copies, croisées au cours des ses voyages et
résidences. Photographiées en noir et blanc, ces architectures semblent vides, hors du temps, offertes à toutes les
interprétations. L’artiste crée une classification de ses espèces d’espaces, qu’elle nomme « Travelogue », et qui à la fois oeuvre
et outil, et lui permet d’engendrer toujours de nouvelles oeuvres. Le « Travelogue » créé un va et vient entre images, expériences,
interprétations et histoires. Le travail de Charlotte propose une approche sémiotique.
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Charlotte MOTH
British, b. 1978

..this was the plane - the
variously large and
accentuated, but always
exactly determined plane -
from which everything would
be made.., , 2012
Analogue photograph
123 x 180,5 cm
3 + 1La collection Kadist possède le film The Absent Forms, réalisé dans la rue Mallet-Stevens. L’acquisition de ces photographies

argentiques permettrait de constituer en ensemble cohérent. Comme pour le film, l’artiste a utilisé le noir et blanc, moins par
susciter la nostalgie, que par désir de convoquer les esprits créateurs des lieux qu’elle enregistre et qui l’inspire.
On retrouve dans ces oeuvres, quelques uns de ses motifs récurrents. Il y a l’objet plan qui offre une surface aux projections, aux
interprétations, tel un écran. Les associations formelles qui engendrent de nouvelles interprétations, les oppositions de formes
vides et pleines, qui renvoient sa pratique photographique à celle du sculpteur. Mais ces photographies sont aussi des rumeurs
que l’artiste s’emploie à propager. Invitée en résidence en Pologne, l’artiste découvre cette villa moderniste à l’abandon, la
photographie, puis lorsqu’elle y retourne pour poursuivre son investigation, découvre qu’elle a été détruite. Plusieurs temporalités
sont à l’oeuvre dans cette image, tandis que l’artiste revisite la photographie de paysage, à la fois mentale, fictif, présent et
absent. Quant à l’image du célèbre socle vide du parc des buttes Chaumont, il fait parti lui aussi d’une certaine mythologie de la
ville, « - from which everything would be made ». 

Charlotte Moth enregistre avec l’oeil du sculpteur, l’architecture moderniste et ses copies, croisées au cours des ses voyages et
résidences. Photographiées en noir et blanc, ces architectures semblent vides, hors du temps, offertes à toutes les
interprétations. L’artiste crée une classification de ses espèces d’espaces, qu’elle nomme « Travelogue », et qui à la fois oeuvre
et outil, et lui permet d’engendrer toujours de nouvelles oeuvres. Le « Travelogue » créé un va et vient entre images, expériences,
interprétations et histoires. Le travail de Charlotte propose une approche sémiotique.
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Akram  ZAATARI
Lebanese, b. 1966

The End of Time, 2012
16/9, color, sound
14 min
Ed.5 + 1 A.P.

Le film présente une succession de scènes où l'on voit alternativement trois garçons qui, en couple se mettent en scène dans
des relations amoureuses, sensuelles mais aussi de pouvoir. Dans la dernière partie du film s'intercalent des images d'objets
présentées comme des images d'archives mais aussi des mots permettant de saisir la relation amoureuse des protagonistes.
Déjà dans le projet Madani les sujets posaient souvent en couple, en groupes pour célébrer un mariage, une relation amoureuse
ou amicale, un anniversaire. Il était essentiellement question de relations humaines liées au pouvoir ou à la sensualité.
Cette oeuvre parle des sentiments liés aux personnes qui sont ou sont sorties de nos vies. Elle est liée à la peur de la perte d'un
sentiment. Le travail sur les archives entrepris par Akram Zaatari s'applique maintenant à la recherche de moyens pour évoquer
la désir de retenir ce qui est du domaine de l'affect. C'est aussi la présentation de deux protagonistes du même sexe dans un
contexte politique ou ne ce n'est pas légal.
Cette oeuvre complétera l'ensemble des photographies de la collection liées au studio Madani. Elle permet de cerner les
changements fondamentaux qu'a opéré Akram Zaatari dans sa réflexion sur les systèmes d'archivage des images.

Akram Zaatari s'est intéressé à l'archivage, l'étude et l'indexation qui témoignent du contexte sociopolitique libanais. Son oeuvre
reflète l'instabilité des frontières dans le Moyen Orient, les ruptures et les déchirures liées au temps de guerre.
Entre 2004 et 2011 il s'est concentré sur un corpus d'images provenant du studio Madani situé à Saïda. Les images du studio
sont utilisées comme des outils permettant de mieux comprendre la société libanaise sur plus de 50 ans.
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Eric BAUDELAIRE
American, b. 1973

L’Anabase de May et Fusako
Shigenobu, Masao Adachi et 27
Années sans Images, 2011
Installation (film + 9 silk screen prints +
book)
2/5

In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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Jonathan MONK
British, b. 1969

Meeting #100, 2012
Vinyl lettering.
Variable
Unique
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Paul KOS
American, b. 1942

Oil Bell, 2008
23 sheets of glass, oil paint, lucite
blocks, base

Paul Kos works with everyday materials and video to enact a playful conceptual engagement with life and the world. He has
made sculptures from salt-blocks, to be licked away by cows, and has carefully microphoned melting blocks of ice. Throughout
these pieces, Kos’s work uses humor to relate the stuff of life back to larger questions of time and spirituality.
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Igor  GRUBIC
Croatian, b. 1969

Bicycle and flag (from the
series: 366 Liberation Rituals),
1998
Photography
123 x 93,5 x 3,5 cm
1/5

Impossible de trouver le fichier :
Bicycle_&_flag.JPG

366 Liberation Rituals is a series that gathers a number of actions related to the artist's micro-politics. They
materialize as a plurality of pointers that destabilize reality and interrogate our outlook on the political historicity of
former Yugoslavia. These actions were realized over the course of the year the artist turned forty and revolved for
one part around the revolutionary movement of 1968 and on the other on the informal group called Grupa šestorice
autora (Group of Six Authors)* which was active in Zagreb between 1975 and 1979. Each group of images refers to
a short precise action and the label documents the artist's gesture, as well as the context in which it was done.
*Mladen Stilinovic, Zeljko Jerman, Boris Demur, Fedomir Vucemilovic, Sven Stilinovic, and Vlado Martek.

Igor Grubic has developed his artistic practice as an activist. He became known in 1998 through an action in which
he paid homage to the RED PERISTYL group who had painted the ground in front of Diocletian's Palace in Split in
1968 in an act of provocation directed towards the Communist party. Thirty years later, he reactivated this gesture
as a response to a different context in which nationalism and corruption are appearing in different countries of the
former Communist bloc experiencing a period of transition. The references made to socialism in Grubic's work go
beyond the traumatic past and the absurdity of the bureaucratic system, yet he uses the progressive symbols
utilized by the former Communist regime to ignite reactions to the transition towards a liberal economy in this ex-
Yugoslavian territories.

Igor Grubic was born in 1969 in Zagreb, Croatia. He lives and works in Zagreb.
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Igor  GRUBIC 
Croatian, b. 1969

Scarves and monuments (from
the series: 366 Liberation
Rituals), 1998
Photography
123 x 93,5 x 3,5 cm
1/5

Impossible de trouver le fichier :
Scarves_&_Monuments.JPG

366 Liberation Rituals is a series that gathers a number of actions related to the artist's micro-politics. They
materialize as a plurality of pointers that destabilize reality and interrogate our outlook on the political historicity of
former Yugoslavia. These actions were realized over the course of the year the artist turned forty and revolved for
one part around the revolutionary movement of 1968 and on the other on the informal group called Grupa šestorice
autora (Group of Six Authors)* which was active in Zagreb between 1975 and 1979. Each group of images refers to
a short precise action and the label documents the artist's gesture, as well as the context in which it was done.
*Mladen Stilinovic, Zeljko Jerman, Boris Demur, Fedomir Vucemilovic, Sven Stilinovic, and Vlado Martek.

Igor Grubic has developed his artistic practice as an activist. He became known in 1998 through an action in which
he paid homage to the RED PERISTYL group who had painted the ground in front of Diocletian's Palace in Split in
1968 in an act of provocation directed towards the Communist party. Thirty years later, he reactivated this gesture
as a response to a different context in which nationalism and corruption are appearing in different countries of the
former Communist bloc experiencing a period of transition. The references made to socialism in Grubic's work go
beyond the traumatic past and the absurdity of the bureaucratic system, yet he uses the progressive symbols
utilized by the former Communist regime to ignite reactions to the transition towards a liberal economy in this ex-
Yugoslavian territories.

Igor Grubic was born in 1969 in Zagreb, Croatia. He lives and works in Zagreb.
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Igor  GRUBIC
Croatian, b. 1969

Small contemplative actions
(from the series: 366 Liberation
Rituals), 1998
Photography
123 x 93,5 x 3,5 cm
1/5

Impossible de trouver le fichier :
Small_contemplative_Acts

366 Liberation Rituals is a series that gathers a number of actions related to the artist's micro-politics. They
materialize as a plurality of pointers that destabilize reality and interrogate our outlook on the political historicity of
former Yugoslavia. These actions were realized over the course of the year the artist turned forty and revolved for
one part around the revolutionary movement of 1968 and on the other on the informal group called Grupa šestorice
autora (Group of Six Authors)* which was active in Zagreb between 1975 and 1979. Each group of images refers to
a short precise action and the label documents the artist's gesture, as well as the context in which it was done.
*Mladen Stilinovic, Zeljko Jerman, Boris Demur, Fedomir Vucemilovic, Sven Stilinovic, and Vlado Martek.

Igor Grubic has developed his artistic practice as an activist. He became known in 1998 through an action in which
he paid homage to the RED PERISTYL group who had painted the ground in front of Diocletian's Palace in Split in
1968 in an act of provocation directed towards the Communist party. Thirty years later, he reactivated this gesture
as a response to a different context in which nationalism and corruption are appearing in different countries of the
former Communist bloc experiencing a period of transition. The references made to socialism in Grubic's work go
beyond the traumatic past and the absurdity of the bureaucratic system, yet he uses the progressive symbols
utilized by the former Communist regime to ignite reactions to the transition towards a liberal economy in this ex-
Yugoslavian territories.

Igor Grubic was born in 1969 in Zagreb, Croatia. He lives and works in Zagreb.
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Igor  GRUBIC
Croatian, b. 1969

Monument and flowers (from
the series: 366 Liberation
Rituals), 1998
Photography
123 x 93,5 x 3,5 cm
1/5

Impossible de trouver le fichier :
Monument_&_Flowers.JPG

366 Liberation Rituals is a series that gathers a number of actions related to the artist's micro-politics. They
materialize as a plurality of pointers that destabilize reality and interrogate our outlook on the political historicity of
former Yugoslavia. These actions were realized over the course of the year the artist turned forty and revolved for
one part around the revolutionary movement of 1968 and on the other on the informal group called Grupa šestorice
autora (Group of Six Authors)* which was active in Zagreb between 1975 and 1979. Each group of images refers to
a short precise action and the label documents the artist's gesture, as well as the context in which it was done.
*Mladen Stilinovic, Zeljko Jerman, Boris Demur, Fedomir Vucemilovic, Sven Stilinovic, and Vlado Martek.

Igor Grubic has developed his artistic practice as an activist. He became known in 1998 through an action in which
he paid homage to the RED PERISTYL group who had painted the ground in front of Diocletian's Palace in Split in
1968 in an act of provocation directed towards the Communist party. Thirty years later, he reactivated this gesture
as a response to a different context in which nationalism and corruption are appearing in different countries of the
former Communist bloc experiencing a period of transition. The references made to socialism in Grubic's work go
beyond the traumatic past and the absurdity of the bureaucratic system, yet he uses the progressive symbols
utilized by the former Communist regime to ignite reactions to the transition towards a liberal economy in this ex-
Yugoslavian territories.

Igor Grubic was born in 1969 in Zagreb, Croatia. He lives and works in Zagreb.
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Rossella BISCOTTI
Italian, b. 1978

Blackout, 2012
Plexiglas
4 sheets of 270 x 135 cm
Unique

Impossible de trouver le fichier :
KAF_Blackout_Edition_72dpi.jpg
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Eric  BAUDELAIRE
American, b. 1973

L’Anabase de May et Fusako
Shigenobu, Masao Adachi et 27
Années sans Images, 2011
Sérigraphie 1, fait partie de l’installation
65 x 85 x 5 cm
2/5

In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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Eric  BAUDELAIRE
American, b. 1973

L’Anabase de May et Fusako
Shigenobu, Masao Adachi et 27
Années sans Images, 2011
Sérigraphie 2, fait partie de l’installation
65 x 85 x 5 cm
2/5

In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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Eric  BAUDELAIRE
American, b. 1973

L’Anabase de May et Fusako
Shigenobu, Masao Adachi et 27
Années sans Images, 2011
Sérigraphie 3, fait partie de l’installation
65 x 85 x 5 cm
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire conducted
research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's filmography. In 1971, as the two
legendary filmmakers of Japanese Nouvelle Vague were on their way home from a presentation at the Cannes festival, they
stopped in Beirut, where their thinking concerning the image took the form of political activism. They made a documentary on the
Palestinian struggle. Three years later, Masao Adachi became the writer for the Japanese Red Army Faction, which was linked to
the PFLP (Popular Front for the Liberation of Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of the founder
of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only experienced being in Japan from
the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron, the movement of filmmakers who shot
landscape in order to reveal the omnipresent structures of power. There are no images of his 27 years of voluntary exile since
what he filmed in Lebanon was destroyed during the war on three occasions. Therefore The Anabasis of May and Fusako
Shigenobu, Masao Adachi and 27 Years without Images is structured through speech, witness accounts and memory (or false
memories). The stories are intertwined and reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a director, planning
the airplane highjacking or hostage-taking as scripts where actors would be the militants and where television cameras replaced
those of the filmmaker. More broadly, this film considers the role of art and the powerlessness that could lead to the shift from an
artistic practice to armed struggle. It follows the shift from a cinematographic image to that of propaganda, and armed
propaganda, before concentrating on the reconstruction of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.
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In a society saturated by images, Eric Baudelaire is interested in political events that have not found their
representation.
For the film The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images, Baudelaire
conducted research on 1970s Japanese cinema and more specifically on Wakamatsu and Masao Adachi's
filmography. In 1971, as the two legendary filmmakers of Japanese Nouvelle Vague were on their way home from a
presentation at the Cannes festival, they stopped in Beirut, where their thinking concerning the image took the form
of political activism. They made a documentary on the Palestinian struggle. Three years later, Masao Adachi became
the writer for the Japanese Red Army Faction, which was linked to the PFLP (Popular Front for the Liberation of
Palestine).

In this film, the 30 year-long journey of the Japanese Red Army is told by two of its protagonists. As the daughter of
the founder of the group, May Shigenobu was a close witness. She was born in hiding in Lebanon and only
experienced being in Japan from the age of 27, after the arrest of her mother. Adachi was the theorist of fûkeiron,
the movement of filmmakers who shot landscape in order to reveal the omnipresent structures of power. There are
no images of his 27 years of voluntary exile since what he filmed in Lebanon was destroyed during the war on three
occasions. Therefore The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years without Images is
structured through speech, witness accounts and memory (or false memories). The stories are intertwined and
reveal complex rapports between militancy, terrorism and cinema.
Thus one wonders whether, once Adachi sided with the armed struggle, he might have continued to think like a
director, planning the airplane highjacking or hostage-taking as scripts where actors would be the militants and
where television cameras replaced those of the filmmaker. More broadly, this film considers the role of art and the
powerlessness that could lead to the shift from an artistic practice to armed struggle. It follows the shift from a
cinematographic image to that of propaganda, and armed propaganda, before concentrating on the reconstruction
of missing images.
Eric Baudelaire is a French artist and filmmaker, born in Salt Lake City in 1973, who lives and works in Paris.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Chitti  KASEMKITVATANA
Thai, b. 1969

mo(nu)ment/mem(y)orial, 2011
Installation (wooden box with gold,
book, plastic miniature etc.)

Chitti Kasemkitvatana is an artist, independent curator, and teacher; he presents an art program on the radio and is the co-editor
of the magazine Ver with Rirktit Tiravanija. From 1995 to 2001, he was very active on the artistic scene in Bangkok. Then he
became a Buddhist monk for seven years and retired in the northern forests of Thaïland before coming back to his artistic work,
exploring the porosity between art and spiritual life, through a minimal and conceptual approach.
Mo(nu)ment / (…) / mem(y)orial (2011) is one of the artist’s first artworks after his retreat as a monk. This artwork is at once an
exhibition configuration and an attempt to formalize a reflection. Composed of elementary geometric objects, Mo(nu)ment / (…) /
mem(y)orial, refers to different sharing and transmitting media systems, which are illustrated here in a closed book, a fan, loose
sheets of paper, or a box filled with gold powder. The introspective experience proposed by the artist invites us to search for an
emptiness that will bring us to spirituality, to meditate and try to seize the essence of all things, to lose, retrieve and dematerialize
the substance in order to reach the spiritual.
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Asier MENDIZABAL
Basque, b. 1973

Rotation (Moiré, Rome), 2012
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Asier Mendizabal explores political subjects and their symbols. His work is based on a formalist approach using abstract forms
which recall Russian constructivism in painting, in sculpture as well as in cinema. He rethinks the relations between abstraction
and the representation of politics. He was born in 1973 in the Basque Country and he uses the history of Basque politics as a
background for his work.
Rotation presents the image of a crowd, a re-appropriation of 19th or beginning of 20th century photographs published in
newspapers and magazines. This artwork is composed of the same image repeated four times with different resolutions. The last
image in Rotation is less focused than the original one.
These pictures are low-angle shots, in a way that the subject is seen as part of a group rather than as an isolated person. This
work denies the individual subject but also highlights the symbolic force of the masses.
The representation of crowds is a good means to highlight the way ideology creates forms. The photographic montage strategy -
which is a process introduced by modernity - reveals an aspect of accumulation as well as fragmentation and destruction. Going
from the top right to the bottom right, the image fades into becoming almost illegible and only the outline of the impression
remains; as if identity whether it is national, political or ethnic was too difficult or impossible to represent.
This is a reference to popular culture and a reflection on collective gestures, the survival of rituals and the creation of a social
landscape
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Peruvian, b. 1985
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Daniela Ortiz was born in 1985 in Peru, and is currently living in Spain. In her work, Maids Room (2012) which is part
of a series, Daniela Ortiz undertakes an architectural analysis of the houses belonging to the upper class of Lima.
Her research highlights the position of ‘service architecture’, the vital space given to the domestics. The project
offers an analysis of this room, its size and its position in relation to the rest of the house.
This study is based on houses constructed between 1930 and 2012. The project examines a selection of 60 houses
by presenting the architect’s project, the front of the buildings, floor plans, comparative dimensions of the rooms.
The choice of presenting a composition of several photographs of various dimensions recalls the aesthetic of
conceptual photography. It is disturbing to go from the formal beauty of the images and of the architecture
represented to the revealed reality, showing the deadlock of modernist architecture carried on in contemporary
architecture.
Daniela Ortiz’s work creates, without any indulgence, spaces of tension which explore the notion of social class,
race and nationality accentuating the fact that societies are built on the notions of inclusion and exclusion.
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Arseniy ZHILYAEV
Russian, b. 1984

Museum of Proletarian Culture,
Give, 2010
Wall sculpture
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His large installation entitled The Museum of Proletarian Culture (2012) looked at the changes in artistic practice that
have occurred in Russia throughout the last thirty years – from the amateur art of the late Soviet era to the
commercialized post-Soviet cultural practices and the more recent self-expression via contemporary social
networks. Thus, the exhibition becomes a whole installation where it is impossible to distinguish architecture from
assemblage, facts from fantasy, document from fiction. It is a museum of museums where viewers find themselves
in the era of didactic exhibitions; whereby the main protagonists are workers, engineers, and amateur artists, and
finally replaced by the creative class of 1990s and 2000s.
Сделай сам (delay sam) or "do it yourself" is a work in progress described by the artist as a research in the tradition
of the Soviet and post-Soviet culture of non-professional worker's folk art. "Usually ordinary people in the Soviet
Union had no opportunity to frequently change the furniture according to their taste. But they could do it by
themselves! It was during that period that workers' amateur creativity flourished, exemplified in techniques such as
woodcarving, hammered ironwork or amateur furniture design. It was part of free time, type of creative hobby. It was
called 'creative relaxation'. The strict division between work and leisure during the era of late socialism made this
creativity possible. It was an extremely democratic art and this is what still inspires me today.”

Arseniy Zhilyaev (born in 1984) is part of the editorial board of Moscow Art Magazine. He was represented by
Regina Gallery, has shown in various institutions in Moscow, including the Moscow Biennial and in group shows
internationally.
To trace Arseniy Zhilyaev's work, one should span from the avant-garde of the 1920's to the 'shock therapy' of the
1990's in Russia. As a member of the young generation of Russian artists, Zhilyaev looks at the changes of his
country through the 20th century to compose his works. With a specific attention of art's relations to politics,
education and pedagogy, Arseniy Zhilyaev reflects on the different roles of the museum and exhibition making.
Despite the current use of art as entertainment, Zhilyaev wants to rethink the museum as an educational institution
connecting art and history. 
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Jeremy DELLER
English, b. 1966

Beyond The White Walls, 2012
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26’11’’
3/3

Jeremy Deller is one of the leading British artists working in film and making projects that grow out of an interest in
vox pop, giving vent to the views of ordinary people and focusing on ordinary people's lives. He seeks the
involvement of the common man in the making of his work as well as focusing on events that have had a major
impact on people's lives. His most famous piece is a film called the Battle of Orgreave (2001) in which he produced
and filmed a reenactment of an infamous confrontation between striking miners and the police force during the
fateful miners' strike that took place during Margaret Thatcher's first term in office in 1984. In Deller's restaging
many of the participants were miners and policemen who had been present at the original event. Prior to that in
1996 Deller produced a work called Acid Brass for which he commissioned a brass band from the northern
community of Stockport that would normally play traditional and often Christian songs, to play acid house and
techno rock tunes. Brass Bands were closely associated with the collieries that were under threat from the
conservative government's closure of the coalmines. For Deller the Miners' strike and the rise of acid house music
were the two most significant events of the period and he brought them together in this one piece. It is the mixing of
traditions that makes his work so compelling. Deller went on to win the Turner Prize in 2004 and has continued to
make works which investigate the interface between art and popular culture, normally with a strong political and
social aspect, although often the works are funny and witty. In 2012 his solo exhibition at the Hayward Gallery was
widely acclaimed.

Beyond the White Walls was shown in his Hayward exhibition and was one of the most compelling works on view.
With a commentary written and spoken by Deller, often wryly amusing, Deller narrates the many projects he has
completed or which are in progress beyond the gallery walls. It is beyond the gallery where Deller is at his most
effective and where his art reaches out to and into people's lives. The tape slide presentation shows the extensive
range of Deller's work and although on one level it is documentation, on another level it is a work that investigates
the nature of a work of art - is a social project a work of art? When does documentation become art? Can we
accept the artist's commentary at face value? The artist acts as a historian or archivist of his own work but presents
it in such a way that the archive is the work of art itself. Deller is at one and the same time artist, curator and cultural
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Zhou TAO
Chinese, b. 1976

After Reality, 2012
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Rather than "making" a film, Zhou Tao declares that he "looks for it", through various places, architectures, people
or communities, as they gradually catch his sight. Zhou Tao’s films borrow a certain stillness and contemplative
posture from the documentary, while introducing actions that relate to a scenario. “Without any artificial aesthetic
effects, the elegance of the frames and the way of accompanying the movements, and the intensity of the presence
of human beings, plants, lights and different forms of matter turn out to be a resource involving an intelligence of the
world and its shaping by the use of video.” (J-M. Frodon)
Often inspired by daily life and tasks, the situations he reveals or stages offer subtle and humorous interactions
between people, nature and the public space. In One Day, Guangzhou (2006) and later in One Day, Changsha
(2010), the artist performed his everyday life routine in a supermarket, showing how common actions take on a
theatrical dimension inside the epitome of the consumer system.
Performing himself and with the help of other actors or “models”, Zhou Tao’s interventions in public space create
small discrepancies in “normality” and changes of scale in our perception of reality: two men realize a series of
choreographed exercises in Mutual Exercise (2009); public electric power is redirected towards private devices in
Power Here (2009). These performances are prepared with drawings and rehearsed, taking full part in the “working
platform” Zhou Tao attempts to create around the notion of the moving image, where the making of the film is as
important as its final result.

To realize After Reality, Zhou Tao started to shoot in Guangzhou and arrived with a first editing of his film for his
Parisian residency. From China, he brought back images of the luxuriant vegetation and of Dragon boat rowers in
training. First, Tao decided to play their role, overseeing their movements that could inspire his performances.
Arriving in Paris, the confrontation was total. Chinese and Europeans share different notions of gardens and
landscapes. And this was something very new for him to capture in this film.
Tao worked to incorporate images shot in Paris to his previous editing, working on the idea of continuity in between
spaces. He used the notion of “geometrical editing” to translate his aim to create an invisible space formed by
images filmed in Guangzhou and in Paris. He creates a third space, that of the film. As if he were classifying the
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Joana HADJITHOMAS & Khalil
JOREIGE
Lebanese & French, b. 1969

Rocket Society. Restaged
series, 2012
C-prints
100 x 72 cm, each

Joana Hadjithomas and Khalil Joreige are two Franco-Lebanese collaborating artists and filmmakers, who have
worked together for fifteen years. Their work focuses on the production of images and representations of Lebanese
and Middle Eastern history.
Rocket Society refers to a space project led by a group of Armenian researchers at the beginning of the 1960s. They
created the first Middle Eastern rocket and carried out a dozen launches. Today, there is a kind of amnesia related
to this space program while at that time the newspapers would talk about it frequently; a postal stamp was even
issued for the occasion. This event does not correspond to the idea one has, when thinking of Lebanese history. In
Lebanon, there are only a few pictures and newspaper clippings remaining from this research. However, the initiator
of the project lives in Florida and he has saved a great number of archives that the artists used for their project.
This work highlights the process related to omission and concealment but also the way history is written.
Joreige and Hadjithomas reproduce in a real scale the most emblematic eight meter high Cedar 4 rocket. Its
transportation out of Lebanon, in order to make photographs of it, required a lot of negotiation with the army and the
police. Although, originally these rockets had been designed in a Protestant university conducted by a reverend, as
a gesture of peace and guided by a belief in progress, today these objects have become a synonym of war and are
interpreted above all as missiles.
The reenactment proposed by Joreige and Hadjithomas does not refer only to the past. It takes place in the present
to offer the possibility of a new way of thinking and writing Lebanon’s past and future. At that time it was mainly the
project of researchers and dreamers who were fighting against communitarian society and micro-powers. This
reenactment of the rocket’s transportation reveals that this scientific project would be unconceivable today. The
photographs are real shots and not photomontages, that have been taken in specific places of the city.
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Tuan Andrew NGUYEN
Vietnamese, b. 1976

Enemy’s Enemy: A Monument
To A Monument, 2012
Carved wooden baseball bat. Chromed

metal base plate

87 cm x 6.5 cm [diameter]; base 12 cm

x 12 cm x 2.5cm
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Tuấn Andrew Nguyễn is an artist and filmmaker, one of the three founders of The Propeller Group created in 2006. He always
establishes his work within cultural, political and historical contexts and usually refers to the formal strategies of conceptual art.
He studied at CalArts in Los Angeles but currently lives in Ho Chi Minh.
This work presents the image of an immolated monk engraved on a baseball bat. The flames surround him eroding the extremity
of the bat. The delicate sculpture refers to the sacrifice of the Buddhist monk, Thich Quang Duc, who immolated himself on June
16th 1963, in reaction to the discrimination and the repressive politics of the Diem Catholic regime (regime installed by the
Americans) towards the Buddhists. Ironically a memorial was built where the sacrifice took place in Hô Chi Minh-City, despite the
fact that under Communism, religion was incompatible with the desire to transform social class. The artwork recalls the shape of
the monument; a monument to a monument.
By acknowledging this historical action on a famous national site, one can witness the Vietnamese communist government
sympathizing somehow with the victims of the American ‘puppet’ Diem, despite its security policy which guaranteed most of the
time an equally repressive behavior.
The representation of this act on a sports accessory, which is supposed to symbolize America and its different social classes, is
a way to recall that this popular game reveals social and political behavior. Baseball is considered like a national sport in the
United States and Louisville Slugger is one of the most famous brands in the history of baseball. In some ways, it could be
considered as a sacrilege to carve such a symbolic national item, that represents power but also violence.
The social symbol carried by baseball and the hypocritical act of building a memorial monument in tribute to this monk, both
come from different contexts but are, however, used in favor of political contingency. Religion and sport are social occasions for
community gatherings, but may also provoke conflict and violence.
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Rudolf POLANSZKY
Austrian, b. 1951

Hypertransform Sculpture, 2005
Perspex, fibreglass, steel
237 x 140 x 37 cm

Rudolf Polanszky, who has been working since the 1980s, is a Viennese artist. His early work, influenced perhaps by
Viennese Actionism, was concerned with the body and subjecting it to various unpleasant activities often invoking
the unconscious or rather the non conscious. He made paintings, for example in a state between sleep and an
awakened state and compared them to those he made when fully awake. He made films of himself drinking and, as
a result of drunkenness, vomiting, trying to access reflexive, non cognitive actions. Rudolf Polanszky emerges from
a generation of post 1960s artists that includes Dieter Roth, Valie Export and Franz
West. In more recent years he has made sculpture. His sculptures contain the raw scraps of industrial materiality –
iron, wood, plastic – bound in visually delicate but robustly balanced ‘plinths’, which carry aloft Plexiglas sections in
part describing a circle, or horizontal sections the length of a rectangle and reminiscent of strata below the surface
of the earth. The sculptures, like vessels, are sometimes filled with smaller versions of themselves, or else more fluid
and visceral substances such as feathers, pigment, foam and fiberglass, ranging in form from the model to the
monumental. Polanszky is little known outside Vienna although he has shown at Ancient and Modern in London and
Frith Street Gallery, London. He was included in Franz West’s much praised Hamsterwheel exhibition shown at the
Venice Biennale 2007 and Malmö Konsthall, Printemps de Septembre, Toulouse and Macba, Barcelona.

Polanszky’s sculpture is made from raw, found materials that have the patina of age. He brings together disparate
material discarded by society to form aggregates. Although it is not his intention to make works of meaning the
viewer endows them with poetic meanings and constructs. For Polanszky making sculpture is to conduct a meeting
of multiple parties. Nevertheless a sense of history is foundational to the perception of the finished work. This
sculpture, for example brings to mind not only Epstein’s and Brancusi’s bird sculptures, e.g. Doves 1914-15 and
The Cock 1924, but images of ancient sea vessels, for example the mythical Argo. It has an incredible lightness as a
result of its translucence, its arcing shape and its suspension above the plinth. Because of its translucence and the
sitting of the sculpture at eye level, Polanszky also incorporates the spectator into the work, since if two people view
it from either side they view each other through it. Trapped within the sculpture is another sculptural form, the work
thus becoming a sarcophagus, an ancient burial chamber for precious objects. This sculpture is resonant with
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CHTO DELAT
Russian, b. 2003

A Border Musical, 2013
HD video
48’30’’
1/10

Chto Delat (“What is to be done?”) was founded in 2003 and consists of a group of artists, critics, philosophers, and
writers from Petersburg, Moscow, and Nizhny Novgorod. Fusing political theory, art, and activism, this group works
as a self-organizing platform for reflections and re-examinations of “knowledge production” of cultural workers. The
name of the group comes from a novel by the Russian 19th century author Nikolai Chernyshevsky, and is inspired
by the first socialist workers’ self-organizations in Russia Chto Delat is one of the most widely-exhibited group of
Russian artists, participating at an average of 30 exhibitions worldwide per year. Chto Delat works across all media
ranging from installation to film/video and audience-engaged performance.

In this film is the story of two neighboring yet philosophically opposing nations: Russia and Norway. Taken through a
love-story of the main character Tanja and her newfound Norwegian husband, the film challenges cultural and social
norms of both places through the format of a musical. Dealing with issues of individual in society, family and moral
values, Chto Delat entices the audience to consider the nuances of these two contexts.
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Arseniy ZHILYAEV
Russian, b. 1984

Museum of Proletarian Culture,
Pop - Stars, 2010
Wall sculpture, old furniture, framed
photographs
372 x 206 cm

His large installation entitled The Museum of Proletarian Culture (2012) looked at the changes in artistic practice that
have occurred in Russia throughout the last thirty years – from the amateur art of the late Soviet era to the
commercialized post-Soviet cultural practices and the more recent self-expression via contemporary social
networks. Thus, the exhibition becomes a whole installation where it is impossible to distinguish architecture from
assemblage, facts from fantasy, document from fiction. It is a museum of museums where viewers find themselves
in the era of didactic exhibitions; whereby the main protagonists are workers, engineers, and amateur artists, and
finally replaced by the creative class of 1990s and 2000s.
Сделай сам (delay sam) or "do it yourself" is a work in progress described by the artist as a research in the tradition
of the Soviet and post-Soviet culture of non-professional worker's folk art. "Usually ordinary people in the Soviet
Union had no opportunity to frequently change the furniture according to their taste. But they could do it by
themselves! It was during that period that workers' amateur creativity flourished, exemplified in techniques such as
woodcarving, hammered ironwork or amateur furniture design. It was part of free time, type of creative hobby. It was
called 'creative relaxation'. The strict division between work and leisure during the era of late socialism made this
creativity possible. It was an extremely democratic art and this is what still inspires me today.”

Arseniy Zhilyaev (born in 1984) is part of the editorial board of Moscow Art Magazine. He was represented by
Regina Gallery, has shown in various institutions in Moscow, including the Moscow Biennial and in group shows
internationally.
To trace Arseniy Zhilyaev's work, one should span from the avant-garde of the 1920's to the 'shock therapy' of the
1990's in Russia. As a member of the young generation of Russian artists, Zhilyaev looks at the changes of his
country through the 20th century to compose his works. With a specific attention of art's relations to politics,
education and pedagogy, Arseniy Zhilyaev reflects on the different roles of the museum and exhibition making.
Despite the current use of art as entertainment, Zhilyaev wants to rethink the museum as an educational institution
connecting art and history.
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Arseniy ZHILYAEV
Russian, b. 1984

Museum of Proletarian Culture,
Worker Smashing the Urinal,
2010
Mixed media
372 x 206 cm

His large installation entitled The Museum of Proletarian Culture (2012) looked at the changes in artistic practice that
have occurred in Russia throughout the last thirty years – from the amateur art of the late Soviet era to the
commercialized post-Soviet cultural practices and the more recent self-expression via contemporary social
networks. Thus, the exhibition becomes a whole installation where it is impossible to distinguish architecture from
assemblage, facts from fantasy, document from fiction. It is a museum of museums where viewers find themselves
in the era of didactic exhibitions; whereby the main protagonists are workers, engineers, and amateur artists, and
finally replaced by the creative class of 1990s and 2000s.
Сделай сам (delay sam) or "do it yourself" is a work in progress described by the artist as a research in the tradition
of the Soviet and post-Soviet culture of non-professional worker's folk art. "Usually ordinary people in the Soviet
Union had no opportunity to frequently change the furniture according to their taste. But they could do it by
themselves! It was during that period that workers' amateur creativity flourished, exemplified in techniques such as
woodcarving, hammered ironwork or amateur furniture design. It was part of free time, type of creative hobby. It was
called 'creative relaxation'. The strict division between work and leisure during the era of late socialism made this
creativity possible. It was an extremely democratic art and this is what still inspires me today.”

Arseniy Zhilyaev (born in 1984) is part of the editorial board of Moscow Art Magazine. He was represented by
Regina Gallery, has shown in various institutions in Moscow, including the Moscow Biennial and in group shows
internationally.
To trace Arseniy Zhilyaev's work, one should span from the avant-garde of the 1920's to the 'shock therapy' of the
1990's in Russia. As a member of the young generation of Russian artists, Zhilyaev looks at the changes of his
country through the 20th century to compose his works. With a specific attention of art's relations to politics,
education and pedagogy, Arseniy Zhilyaev reflects on the different roles of the museum and exhibition making.
Despite the current use of art as entertainment, Zhilyaev wants to rethink the museum as an educational institution
connecting art and history.
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Fernanda
 GOMES
Brazil, b. 1960

Untitled, 2013
Bamboo, paint, linen thread
Overall: 135 x 75 x 14 cm / 53 1/8 x 29
1/2 x 5 1/2 ins

Fernanda Gomes was born and still works in Rio de Janeiro. Her work is within the tradition of Latin American art
that engaged in the postwar era with constructivism and minimalism. Lygia Clark, Helio Oiticica, Lucio Fontana are
the names that come to mind when thinking of her Latin American antecedents but in terms of her Northern
American forebears it is the Minimalist generation of Robert Ryman and Richard Tuttle that have a bearing on her
work. Fernanda Gomes should neither be seen as a Minimalist, nor as an artist in the tradition of Arte Povera, to
which her work also clearly relates.
Rather she makes paintings, and more particularly sculptures which are intimate, that examine the interface
between sculpture and painting, that look at the gap between the intentional and the accidental as well as the purity
of form that is disturbed by the patina of age and time. Her action in bringing materials together is transformative.
She sees her works as things, rather than paintings or sculptures, things that relate to and have an effect on the
space they inhabit. Gomes’s use of found materials is infused with a strong sense of humanity and vulnerability.

For this floor-based work, Gomes has taken two lengths of bamboo and tied them together using linen thread. The
work is self-supporting and stands in a crack or a hole in the floor. The work suggests precariousness, frailty as well
as humanity through its verticality, and its gentle sinuous form, referencing perhaps the work of Giacometti. Other
works in the exhibition recalled the work of Mondrian with an emphasis on horizontal and vertical lines. The fact that
this work deviates from an emphasis on the rectilinear should be seen within the context of Gomes’s constructivist
routes and her interest in Arte Povera. Allowing the material to express its own inner nature is fundamental to her
work. The modest nature of her art suggests a poetics of the immaterial. The standing sculpture, modest though it
may be, articulates the space of the room, suggesting a near and a far. Gomes generally makes her work in situ,
responding to the space the exhibition will occupy, the gallery thus becoming an extension of her studio. 
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Joana HADJITHOMAS & Khalil
JOREIGE
Lebanese & French, b. 1969

Rocket Society. Restaged
series, 2012
C-prints
100 x 72 cm, each

Joana Hadjithomas and Khalil Joreige are two Franco-Lebanese collaborating artists and filmmakers, who have
worked together for fifteen years. Their work focuses on the production of images and representations of Lebanese
and Middle Eastern history.
Rocket Society refers to a space project led by a group of Armenian researchers at the beginning of the 1960s. They
created the first Middle Eastern rocket and carried out a dozen launches. Today, there is a kind of amnesia related
to this space program while at that time the newspapers would talk about it frequently; a postal stamp was even
issued for the occasion. This event does not correspond to the idea one has, when thinking of Lebanese history. In
Lebanon, there are only a few pictures and newspaper clippings remaining from this research. However, the initiator
of the project lives in Florida and he has saved a great number of archives that the artists used for their project.
This work highlights the process related to omission and concealment but also the way history is written.
Joreige and Hadjithomas reproduce in a real scale the most emblematic eight meter high Cedar 4 rocket. Its
transportation out of Lebanon, in order to make photographs of it, required a lot of negotiation with the army and the
police. Although, originally these rockets had been designed in a Protestant university conducted by a reverend, as
a gesture of peace and guided by a belief in progress, today these objects have become a synonym of war and are
interpreted above all as missiles.
The reenactment proposed by Joreige and Hadjithomas does not refer only to the past. It takes place in the present
to offer the possibility of a new way of thinking and writing Lebanon’s past and future. At that time it was mainly the
project of researchers and dreamers who were fighting against communitarian society and micro-powers. This
reenactment of the rocket’s transportation reveals that this scientific project would be unconceivable today. The
photographs are real shots and not photomontages, that have been taken in specific places of the city.
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Joana HADJITHOMAS & Khalil
JOREIGE
Lebanese & French, b. 1969

Rocket Society. Restaged
series, 2012
C-prints
100 x 72 cm, each

Joana Hadjithomas and Khalil Joreige are two Franco-Lebanese collaborating artists and filmmakers, who have
worked together for fifteen years. Their work focuses on the production of images and representations of Lebanese
and Middle Eastern history.
Rocket Society refers to a space project led by a group of Armenian researchers at the beginning of the 1960s. They
created the first Middle Eastern rocket and carried out a dozen launches. Today, there is a kind of amnesia related
to this space program while at that time the newspapers would talk about it frequently; a postal stamp was even
issued for the occasion. This event does not correspond to the idea one has, when thinking of Lebanese history. In
Lebanon, there are only a few pictures and newspaper clippings remaining from this research. However, the initiator
of the project lives in Florida and he has saved a great number of archives that the artists used for their project.
This work highlights the process related to omission and concealment but also the way history is written.
Joreige and Hadjithomas reproduce in a real scale the most emblematic eight meter high Cedar 4 rocket. Its
transportation out of Lebanon, in order to make photographs of it, required a lot of negotiation with the army and the
police. Although, originally these rockets had been designed in a Protestant university conducted by a reverend, as
a gesture of peace and guided by a belief in progress, today these objects have become a synonym of war and are
interpreted above all as missiles.
The reenactment proposed by Joreige and Hadjithomas does not refer only to the past. It takes place in the present
to offer the possibility of a new way of thinking and writing Lebanon’s past and future. At that time it was mainly the
project of researchers and dreamers who were fighting against communitarian society and micro-powers. This
reenactment of the rocket’s transportation reveals that this scientific project would be unconceivable today. The
photographs are real shots and not photomontages, that have been taken in specific places of the city.
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Joana HADJITHOMAS & Khalil
JOREIGE
Lebanese & French, b. 1969

Rocket Society. Restaged
series, 2012
C-prints
100 x 72 cm, each

Joana Hadjithomas and Khalil Joreige are two Franco-Lebanese collaborating artists and filmmakers, who have
worked together for fifteen years. Their work focuses on the production of images and representations of Lebanese
and Middle Eastern history.
Rocket Society refers to a space project led by a group of Armenian researchers at the beginning of the 1960s. They
created the first Middle Eastern rocket and carried out a dozen launches. Today, there is a kind of amnesia related
to this space program while at that time the newspapers would talk about it frequently; a postal stamp was even
issued for the occasion. This event does not correspond to the idea one has, when thinking of Lebanese history. In
Lebanon, there are only a few pictures and newspaper clippings remaining from this research. However, the initiator
of the project lives in Florida and he has saved a great number of archives that the artists used for their project.
This work highlights the process related to omission and concealment but also the way history is written.
Joreige and Hadjithomas reproduce in a real scale the most emblematic eight meter high Cedar 4 rocket. Its
transportation out of Lebanon, in order to make photographs of it, required a lot of negotiation with the army and the
police. Although, originally these rockets had been designed in a Protestant university conducted by a reverend, as
a gesture of peace and guided by a belief in progress, today these objects have become a synonym of war and are
interpreted above all as missiles.
The reenactment proposed by Joreige and Hadjithomas does not refer only to the past. It takes place in the present
to offer the possibility of a new way of thinking and writing Lebanon’s past and future. At that time it was mainly the
project of researchers and dreamers who were fighting against communitarian society and micro-powers. This
reenactment of the rocket’s transportation reveals that this scientific project would be unconceivable today. The
photographs are real shots and not photomontages, that have been taken in specific places of the city.
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Arseniy ZHILYAEV
Russian, b. 1984

Museum of Proletarian Culture,
Salute, 2010
sculpture- 3 parts, each ap.
70x70x16cm

His large installation entitled The Museum of Proletarian Culture (2012) looked at the changes in artistic practice that
have occurred in Russia throughout the last thirty years – from the amateur art of the late Soviet era to the
commercialized post-Soviet cultural practices and the more recent self-expression via contemporary social
networks. Thus, the exhibition becomes a whole installation where it is impossible to distinguish architecture from
assemblage, facts from fantasy, document from fiction. It is a museum of museums where viewers find themselves
in the era of didactic exhibitions; whereby the main protagonists are workers, engineers, and amateur artists, and
finally replaced by the creative class of 1990s and 2000s.
Сделай сам (delay sam) or "do it yourself" is a work in progress described by the artist as a research in the tradition
of the Soviet and post-Soviet culture of non-professional worker's folk art. "Usually ordinary people in the Soviet
Union had no opportunity to frequently change the furniture according to their taste. But they could do it by
themselves! It was during that period that workers' amateur creativity flourished, exemplified in techniques such as
woodcarving, hammered ironwork or amateur furniture design. It was part of free time, type of creative hobby. It was
called 'creative relaxation'. The strict division between work and leisure during the era of late socialism made this
creativity possible. It was an extremely democratic art and this is what still inspires me today.”

Arseniy Zhilyaev (born in 1984) is part of the editorial board of Moscow Art Magazine. He was represented by
Regina Gallery, has shown in various institutions in Moscow, including the Moscow Biennial and in group shows
internationally.
To trace Arseniy Zhilyaev's work, one should span from the avant-garde of the 1920's to the 'shock therapy' of the
1990's in Russia. As a member of the young generation of Russian artists, Zhilyaev looks at the changes of his
country through the 20th century to compose his works. With a specific attention of art's relations to politics,
education and pedagogy, Arseniy Zhilyaev reflects on the different roles of the museum and exhibition making.
Despite the current use of art as entertainment, Zhilyaev wants to rethink the museum as an educational institution
connecting art and history.
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THE PROPELLER GROUP &
SUPERFLEX
based in Saigon and Los Angeles, 2006

FADE IN: EXT. STORAGE – CU
CHI – DAY, 2010
Video
ed 1/3+2AP

The Propeller Group was established in 2006 as a cross-disciplinary structure. Its members, Phunam, Matt Lucero,
and Tuan Andrew Nguyen have initiated a multi-platform, based in Ho Chi Minh City, Vietnam and Los Angeles,
California. The Propeller Group is able to produce large-scale works, which expose the strategies of the type of
global agency their name suggests. Their use of mass media enables them to combine seemingly contradictory
themes: advertising and politics, history and future, and public and private. The Propeller Group often pushes their
work back into the public sphere, using commodities as a form of public art. As an integral part of their practice, the
group has cultivated the guise of an advertising agency—a public relations firm that confuses the brand and the
message.

Fade In (the whole title of the film is actually the entire five page script) is a collaboration with the Danish artist
collective Superflex (group of freelance artist–designer–activists committed to social and economic change, founded
in 1993 by Jakob Fenger, Rasmus Nielsen and Bjørnstjerne Christiansen).
There are several time layers to understand the story behind this film. In 1601, the San Jago set sail from Goa for
Lisbon; the cargo included the first consignment of South East Asian porcelain destined for the European market.
During the journey, the cargo was stolen by Dutch pirates and sold on auction in Holland, which generated huge
profit boosting the country’s economy. Objects from the San Jago are part of the collection of a historical museum
in Holland (the Zeeuws Museum).
In residency at the Zeeuws Museum, Superflex commissioned The Propeller Group to produce a three-part TV-
series called “Porcelain” based on this historic event, which was filmed in Vietnam and broadcast on Vietnamese
television in March 2010. Authentic objects from the collection were used in the series, as well as fake ‘toy replica’
wooden guns produced in Vietnam.
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Daniel KELLER
American, b. 1986

Soft Staycation (Gaze Track
Edit), 2013
Flexible LED video curtain display,
photo copy, video
240 x 440 cm

Daniel Keller belongs to a generation of artists born at the end of the 1980s, nourished by digital imagery, who have
participated in the social networks as a communication strategy, combining the public and the private spheres; a
logical heir to the "entrepreneur" artist of 1990-2000. Interested in the existence of the artwork on the Internet, as
another - or even an extension - exhibition space, Daniel Keller believes in the participation of the public as a critical
authority, who can comment, post, re-post the artwork, etc. He reappropriates participatory strategies (for example
using charity bands) that find a new echo with the Internet crowdfunding. In his works and his collaborative projects
(AIDS-3D), Keller merges art and technology (including the use of new materials) with special attention to social and
ecological issues.

To make the video installation Soft Staycation (Gaze Track Edit), the artist, playing the role of ‘job creator’, hired a
group of unemployed and expat freelancers through Craigslist to watch a 30 minute compilation of national tourism
ads. These ads, which are generally sponsored by various publicly funded tourism boards and screened in airports
for example, were found on the Internet by Keller. He used a gaze-tracking camera to measure the eye movements
of the people participating in the experiment. Despite the relentlessness of the source, the subjects define zones of
attention that the camera records.
Instead of using the gathered gaze data for any specific research purpose, the consumptive gaze is transmuted onto
the video itself, creating an ensemble of light spots and shadows. The film is screened on a large LED screen, the
same kind used for advertisement purposes. By staging a typical marketing study, the artist points out the persisting
automatisms of consumer-spectators, while the flexible LED curtain makes it quite a sculptural and hypnotic piece.
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Em'kal EYONGAKPA
Cameroonian, b. 1981

Untitled 1 (naked routes), 2011

-2013
Pigmented injekt print
16 x 24 cm
ed. 1/5

Em'kal Eyongakpa was born in Cameroon in 1981. After obtaining a postgraduate diploma in Botany and Ecology, he decided to
concentrate exclusively on visual and sound art. His use of poetic, symbolic and surrealistic imagery is often sprinkled with
paradoxes that challenge the obvious. His work explores human conditioning over time in relation to information, ideological
consumption, freedom and identity crises.

The Naked Routes series is related to the history of colonialism. The photographs are taken in places historically weighted in the
history of colonization in Cameroon. Working from history and documentation but also from dreams and personal observations,
Em'kal Eyongakpa stages himself and performs singular rituals. Repetition and transformation which seem crucial to these rituals
find a visual translation in the black and white photographs. The works n°1 and 21 are also very evocative, outlining a long-term
yet brutal narrative that has to be worked out by the spectator.
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Em'kal EYONGAKPA
Cameroonian, b. 1981

Untitled 21 (naked routes), 2011

- 2013
Pigmented injekt print
16 x 24 cm

Em'kal Eyongakpa was born in Cameroon in 1981. After obtaining a postgraduate diploma in Botany and Ecology, he decided to
concentrate exclusively on visual and sound art. His use of poetic, symbolic and surrealistic imagery is often sprinkled with
paradoxes that challenge the obvious. His work explores human conditioning over time in relation to information, ideological
consumption, freedom and identity crises.

The Naked Routes series is related to the history of colonialism. The photographs are taken in places historically weighted in the
history of colonization in Cameroon. Working from history and documentation but also from dreams and personal observations,
Em'kal Eyongakpa stages himself and performs singular rituals. Repetition and transformation which seem crucial to these rituals
find a visual translation in the black and white photographs. The works n°1 and 21 are also very evocative, outlining a long-term
yet brutal narrative that has to be worked out by the spectator.
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Otobong NKANGA
Nigerian, b. 1974

Dolphin Estate III, 2008
unframed
Size photo : 140 x 110 cm
3/5

Born in 1974, Kano, Nigeria, Otobong Nkanga lives and works in Antwerp, Belgium. Nkanga makes use of different media like
drawing, performance, photography, video and installation to put forward observations and sensations of the everyday influences
on our social developments, environment and culture. Her works refer to autobiographical narratives and social ecological
realities of spaces in her homeland and places she encounters.
Her drawings, installations, photographs, videos and sculptures variously examine ideas about land and the value connected to
its resources. In many of her works Nkanga reflects metonymically on the use and cultural value of natural resources, exploring
how meaning and function are relative within cultures and revealing different roles and histories for the same products. She edits
her own experience and that of her compatriots into purposeful and lucid icons. Mining memory and her personal urban
biography, Nkanga reveals the dialectical relationships between everyday material landscapes and the unseen social, political,
and economic structures that shape – and are shaped by – them.

A more documentary approach to the consequential interrogation of the implications of human acts and their effects on varied
environments and contexts can be found in Nkanga’s different photographic series Dolphin Estate. The series documents the
first prefabricated residential neighbourhood in Lagos, built in the 1990s. In a statement Nkanga recounts that these
photographs, taken in 2008, “show the results and conditions of a long lost dream. Dolphin Estate has gradually fallen into a
state of disrepair leaving the residents to take care for their daily needs such as water, electricity and deal with flooding
problems”. The neo-American suburban names for the housing complexes seem to suggest a gated community as a utopia in
daily life, but in reality the buildings are often inadequately equipped with the facilities they promise and the necessity to build
extensions and additional structures to support human survival emerges, proven by a multitude of giant water vessels outside the
apartment windows. As the photographs show, the makeshift alteration between the domestic environment and the vividly
coloured barrels infuses an aspect of beauty into a rather dull, concrete environment.
Therefore, on a meta-level Dolphin Estates seems to tackle the moral questions connected to the aesthetics of non-architecture
and the originality that animates parallel urban life, as a source of inspiration for artists and architects. Again, as in other works, it
is a question that revolves around the paradoxes of exploitation.
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Thai Tuan NGUYEN
Vietnamese, b. 1965

Black Painting n°52, 2008
Oil on canvas

130x 110 cm

Nguyen Thai Tuan was born in 1965, he studied at the school of Fine Arts of Hue where he studied propaganda art, which he got
bored of very quickly. He is one of the most important Vietnamese artists of his generation that remained and worked in his
country, while many other artists were trained in the United States.
His work questions the history and fragility of humanist values and the affirmation of subjectivity in opposition to political power.
He produced several series of paintings, among which is Heritage that shows in the background buildings and monuments
related to Vietnamese history. He seeks to portray a critical space between the past and the present.

In the “Black Paintings” series, although the human body is only suggested, it plays an important role. Some body parts are
absent, mostly the faces which are usually an affirmation of the individual. The characters recall ghosts testifying as to the
traumas of war. They evoke the absence of oneself, corporal dispossession but also the story of a society still under authoritarian
power. In this way, the absence of faces symbolically refers to censorship. The painted characters are overall described in a
typology: the only thing we know is if they are men or women; monks, prisoners, or soldiers. The monochrome background
accentuates the theatrical aspect of the composition that stages puppets and ghosts. Some of the paintings seem to develop a
narration that is left pending, incomplete.
Photography is a manifest reference in the series: testimony to what has occurred, inexorably related to death, absence and loss.
The black or dark background creates a space where memory can arise, a space where the stories still need to be written; but
also a negative space. “Obscurity always reveals mystery and the unknown. Obscurity forces us to search further and look for the
truth, but also creates fear and violence” (Nguyen Thai Tuan).
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Santu  MOFOKENG
South African, b. 1956

Sangoma Cleansing Ritual at
Kliprivier, Soweto, 2011
pigment print
38 x 38 cm
 1/5

Santu Mofokeng’s work has contributed significantly to the research on human development in South Africa. Indeed his work has
offered an insightful approach to landscape and its traces and has managed to show the relationship between environment and
development that emerge from it. His work of the last thirty years shows the city of Soweto, where he lived when he was young,
the everyday life on farms and in townships, the landscape of the country and the religious rituals.

The series Radiant Landscapes which started in 2010 is a continuation of his previous work Chasing Shadows and is composed
of sixteen photographs of which four are in colour. Santu Mofokeng has mainly worked in black and white, often used for the
documentary genre but this choice is also a rejection of the colourful consumer culture. Nonetheless, in this series there are a
few colour photographs of the polluted rivers. He draws an interesting relation between the religious beliefs and rituals (Sangoma)
in opposition to the threats of these rivers and their contaminated waters. This visual denunciation shows an abused landscape
and questions its repercussion on people’s lives.
Through his innovating photographic representation, Santu Mofokeng reveals the current traces of the mistreatment of the
landscape and questions the consequences on the future of South Africa.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Santu  MOFOKENG
South African, b. 1956

Altar at Kliprivier, Soweto, 2011
silverprint
38 x 38 cm
 1/5

Santu Mofokeng’s work has contributed significantly to the research on human development in South Africa. Indeed
his work has offered an insightful approach to landscape and its traces and has managed to show the relationship
between environment and development that emerge from it. His work of the last thirty years shows the city of
Soweto, where he lived when he was young, the everyday life on farms and in townships, the landscape of the
country and the religious rituals.

The series Radiant Landscapes which started in 2010 is a continuation of his previous work Chasing Shadows and is
composed of sixteen photographs of which four are in colour. Santu Mofokeng has mainly worked in black and
white, often used for the documentary genre but this choice is also a rejection of the colourful consumer culture.
Nonetheless, in this series there are a few colour photographs of the polluted rivers. He draws an interesting relation
between the religious beliefs and rituals (Sangoma) in opposition to the threats of these rivers and their
contaminated waters. This visual denunciation shows an abused landscape and questions its repercussion on
people’s lives.
Through his innovating photographic representation, Santu Mofokeng reveals the current traces of the mistreatment
of the landscape and questions the consequences on the future of South Africa.
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Otobong NKANGA
Nigerian, b. 1974

Dolphin Estate II, 2008
Lambda print on paper
90 x 120 cm
4/5

Born in 1974, Kano, Nigeria, Otobong Nkanga lives and works in Antwerp, Belgium. Nkanga makes use of different media like
drawing, performance, photography, video and installation to put forward observations and sensations of the everyday influences
on our social developments, environment and culture. Her works refer to autobiographical narratives and social ecological
realities of spaces in her homeland and places she encounters. Her drawings, installations, photographs, videos and sculptures
variously examine ideas about land and the value connected to its resources. In many of her works Nkanga reflects
metonymically on the use and cultural value of natural resources, exploring how meaning and function are relative within cultures
and revealing different roles and histories for the same products. She edits her own experience and that of her compatriots into
purposeful and lucid icons. Mining memory and her personal urban biography, Nkanga reveals the dialectical relationships
between everyday material landscapes and the unseen social, political, and economic structures that shape – and are shaped by
– them.
A more documentary approach to the consequential interrogation of the implications of human acts and their effects on varied
environments and contexts can be found in Nkanga’s different photographic series Dolphin Estate. The series documents the
first prefabricated residential neighbourhood in Lagos, built in the 1990s. In a statement Nkanga recounts that these
photographs, taken in 2008, “show the results and conditions of a long lost dream. Dolphin Estate has gradually fallen into a
state of disrepair leaving the residents to take care for their daily needs such as water, electricity and deal with flooding
problems”. The neo-American suburban names for the housing complexes seem to suggest a gated community as a utopia in
daily life, but in reality the buildings are often inadequately equipped with the facilities they promise and the necessity to build
extensions and additional structures to support human survival emerges, proven by a multitude of giant water vessels outside the
apartment windows. As the photographs show, the makeshift alteration between the domestic environment and the vividly
coloured barrels infuses an aspect of beauty into a rather dull, concrete environment.
Therefore, on a meta-level Dolphin Estates seems to tackle the moral questions connected to the aesthetics of non-architecture
and the originality that animates parallel urban life, as a source of inspiration for artists and architects. Again, as in other works, it
is a question that revolves around the paradoxes of exploitation.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Jonathan MONK
British, b. 1969
, 2013-2014
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Nora SCHULTZ
German, b. 1975

City Sound of Rug, 2013
Carpet, synthetic foam, acrylic paint,
rope, dibond

Height variable : 318 x 200 cm / 125.2
x 78.7 inches

Nora Schulz explores the relations between painting, sculpture, performance, and language. She tends to capture the moment
where forms become signs and elements of language. She is interested in translation and in the shifts that occur when external
realities and cultural patterns are readapted. She mainly works with industrial materials that she collects in the surroundings of
her studio in Berlin (metal of all sorts, rugs, shafts, tubes, ropes). Process and shifting are the bases of her practice which
concerns transformation within each context. She remodels found objects into abstract sculpted paintings characterized by
precarious balance. Her sculptures often end up taking the shape of printing machines, questioning language and the authority of
its grammatical forms in an active process of materialisation.

Halfway between a painting and an installation City Sound of Rug gathers found images, synthetic foam, painted metal plates,
and prints placed on the floor. Rugs are elements representative of commerce and related to the idea of territory, handicraft and
community. In City Sound of Rug, the rugs are used as surfaces upon which prints are manually made. The traces of paint on the
synthetic foam and the paint transfers from one rug to another, enable the spectator to see the materials used as tools, elements
that constitute the structure of the installation. City Sound of Rug also incorporates advertising billboards of real estate projects.
The work focuses on architecture and urbanism. The use of color is essential in this work: the blue, red and green marks become
signs and characterize the work like an act of speech.
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Hayoun KWON
South Korean, b. 1981

Lack of Evidence , 2011
HD Bluray video, 16/9, color, French
and English version 
9’20”
ed. 3/5 (+ 2 AP)

Hayoun Kwon was born in South Koera in 1981 and moved to France in 2011 to pursue her studies at the Nantes School of Art
and Le Fresnoy, where she presented the video Lack of evidence for her final diploma. The complex relationship with her home
country plays a leading role in her work and issues of immigration, political relations, national and extraterritorial laws are a
consistent interest. To address these political questions, Kwon became very skilled in using animation, keeping a balance between
a real and fictional register. She defines her videos as documentary animation.

Lack of evidence is the account of a Nigerian called Oscar exiled in France, which confronts a historical and social reality with a
personal and intimate testimony. Taking as a point of departure Oscar's request for asylum in France, this fictional document is a
peregrination on the different levels of the reconstitution of memory and the subjectivity of its interpretation.
Oscar's legal testimony reveals a dramatic reality taking place in Nigeria, where family executions still exist in the case of having
twins who are considered a ‘diabolical off-spring’. Oscar's request was rejected based on a lack of evidence. With the use of 3D,
Kwon reassessed the real and fictitious qualities of Oscar’s story. The film is constructed through sequences juxtaposing different
realities and then by becoming an ideal mise en abîme of the story. The image becomes an elastic characteristic memory and
recalls the process of reconstitution. From another perspective, this film questions what constitutes proof and whether this artistic
reconstitution of a traumatic event could be used as major evidence, whether art can have an “objective” dimension.
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Daniela ORTIZ
Peruvian, b. 1985 

General Joan Prim i Prats, 2013
40x160 cm & 40x40 cm
2/2

Previously, she produced a series of photographs related to her research on the position of ‘service architecture’, the vital space
given to domestic servants in the modernist architectural houses of South American upper class families.

Following the same formal principal, she has developed a new series called Estat nacio. This work presents a critical point of
view on the construction of a national sovereignty through speeches and laws concerning people who are not considered as
citizens according to immigration legislation and the regulations affecting immigrants' rights and freedom. The project presents
an analysis of historical figures related to colonialism, still visible in the public spaces of Barcelona, mainly through monumental
statues of military figures, politicians or industrial figures. The series is accompanied by images of institutions that financed and
collaborated in colonialism such as the Bank of Barcelona or the Overseas Hispanic Society. A text contextualizes each image
and serves as a historical reference for each figure or institution. This is a critical answer to speeches referring to the idea of a
Nation-State characterized by a territory, a precise population with a common language and culture.
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Koken  ERGUN
Turkish, b. 1976

Ashura, 2012
3 screens video installation or single
channel
23’
2/4 + 1 AP

Born in Istanbul, in 1976, Köken Ergun studied acting and worked with theAmerican theatre director Robert Wilson. He then
became interested in contemporary art, especially video and performance. Ergun’s preoccupations are based on forms of
contemporary rituals and celebrations, religious or secular, through events such as national holidays, beauty contests or Olympic
games. Ergun also collaborates with ethnologists, extending his practice to academia.

The Battle of Karbala was a military engagement that took place on 10 Muharram, 61 AH (October 10th, 680) in Karbala, situated
in present day Iraq, when Hussein, the grandson of the prophet Muhammad, was killed. This battle is central to Shia Muslim
belief in which Hussein's martyrdom is commemorated each year, in a celebration called Ashura which symbolises the birth of
Muslim division still at issue today between the Shia and Sunni. During Ashura, the artist worked in close collaboration with the
people of Zeynebiye (referring to Hussein’s courageous sister, Zeyneb), documenting their preparations for the ceremonies,
which involve a mass theatre performance and the isolated, weeping ritual at the end of the Ashura day. What in other countries
is celebrated through a collective performance of blood and pain is experienced here through a highly theatrical and emotional
day, presenting Islam as the practice of a culture rather than politics. Ergun attempts to question the cultural importance of
religions against a “radical secularism” that has ruled Turkey until now.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Paul CZERLITZKI
Polish, b. 1986

Ohne Tittle, 2014
acrylic paint
200x140 cm

Paul Czerlitzki's work takes part in a reflection on painting and its material components. "The artist has therefore selected a
methodological process with which he can repeatedly renegotiate, discover and critically examine painting’s material
preconditions, i.e., the frame, the canvas and paint, and the objective, namely, to produce a (panel) painting. He dismantles
existing orders by using the canvas as a membrane through which to apply or press colours. He also positions the canvas in
relation to the space, as in an installation, or else removes it from the frame and mounts it again slightly off." (Suzanne Friedli and
Elisabeth Gerber)
In this painting made in 2014, which is part of a series started in 2013, the artist dismantles the traditional painting process.
Putting aside any formal intervention, the artist lets the membrane slowly soak up white monochrome paint through a transferring
technique before removing it. In some places the structure of the canvas can be seen, while other places of the canvas are
purposely blurred to evoke the texture of the material used. Although the artist's actions can seem surprisingly simple, they
express an intellectual potential and a visual complexity that allow the spectators, if not force them, to perceive the work in a

clear, definite and slow way.
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Hossein VALAMANESH
Iranian, b. 1949

Runner, 1999
Carpet, lotus leaves on canvas, sand

Born in Teheran in 1949, Hossein Valamanesh immigrated to Australia in 1973 while going back regularly to Iran. His work is
often made out of natural material or found objects such as Persian rugs, family photo albums or clothes. He is influenced by
Persian poetry and Sufism, which brings a metaphysical questioning related to his personal reflections. He starts from his own
cultural story as an emigrant; from his encounter with another culture to question the human condition. When he arrived in
Australia he discovered Aboriginal art which made him decide to stay and settle in Australia. Since then, he has had direct
contact with these Aboriginal communities interested in the relation between nature and the cosmos.

In Runner there are two elements: a big painting and a rolled Persian rug. The rug refers to Iran’s cultural history. The travelling
tribes used to transport rugs through the desert on camels or horses so that they would always have a comfortable place to
sleep and dream. The oldest known rug is from the 6th century before J.-C. The rugs’ iconography is related to the mythical
Paradise garden. The rug used  in Runner refers to the idea of moving in space to emigration and the artist’s story.
The big picture made of natural materials (red sand and lotus flowers) refers to Aboriginal paintings and their relation to cosmic
forces. This big abstract surface is a reminder of both the Australian and the Iranian deserts. As in most of his work, Hossein
Valamanesh knits a dialogue between two cultures while revealing the universal character of each of them, and situates the
individual at the center of this configuration.
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Lee KIT
Chinese, b. 1978

Tender, 2012
Acrylic, emulsion paint and inkjet ink on
cardboard, white fluorescent light tube,
white light electric cable,porcelain
spoon, artist-made wooden box
painted in white, portable night light,
corner shelf, black baking tray glass
cup, painting: 45 x 31cm

Variable
Lee Kit represented the Honk Kong pavilion at the Venice Biennale in 2013 where the exhibition was turned into a half functional
private space. The visitor entered a neutral room, open and loose but precisely organized. The artist was searching to deliver
both an atmosphere and a still image. In fact, the artist uses the term “setting” to define his paintings, ready-mades or
performances. His work comments on the long-term dialectic between form and function. Once made, his hand-painted pieces
of cloth are used for picnics and diners and his monochrome sheets of linen serve as blankets, pillows or tablecloths in
exhibitions. He says, “I am not expressing an emotion: I am expressing my attitude through my paintings”. These objects are
clues of his biography as they express a form of life, his daily life in Honk Kong. And if the name of a brand appears on his
cardboard paintings, it is less a reference to consumerism (i.e. Pop art) than a love for details. If there is a reference to art history,
it would be the 17th century Dutch painter Johannes Vermeer for his depiction of middle class interiors, his attention to details
and light. Nothing is really happening in his paintings, but you have the feeling that something important is going to happen.

The work Tender is composed of several elements: a porcelain spoon, a florescent lamp box, a small portable night light, a shelf
with nearly invisible embossments of flowers and a jar of jam resting on a black plastic tray. The cardboard painting is made of
acrylic and inkjet ink on which we can read Tender. Tender is a brand of extra soft tissue paper, it refers to an intimate comfort
but results in a sentiment of melancholy and absence. This installation is made of universal elements. Nothing is context specific
however, it’s always site specific, in the sense that he uses very small gestures to alter the situation of a given space. 
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Marie VOIGNIER
French, b. 1974

Tourisme international, 2014
Video, color, sound
47’08”
5+1

Marie Voignier was born in 1974 and lives in Paris.

Marie Voignier’s work presents a subtle criticism of the transitory status of fiction within the social and political fields. One could
think of her work as a documentary practice when it could rather be considered as fiction, which, beyond its collective inscription
finds itself sent to the heart of the intimate, in a movement of individuation. Working on these boundaries, the artist flushes out
the erring ways of a collective imagination. For instance her first full-length film L'hypothèse du Mokélé-Mbembé (2012) follows
the quest of a French zoologist who investigates pygmy stories about a prehistoric monster. For years, he has crossed the jungle
back and forth looking for the unknown animal: the Mokélé-Mbembé.

Tourisme International was shot as the recording of a show on the scale of a country. In the urgency of perpetual travel, this
tourist journey visits monuments, museums, institutions presented by North Korean guides whose voices we do not hear. Marie
Voignier entirely redesigned the sound of each sequence in post-synchronization, making only the living experiences of footsteps
and rustling of clothes audible, to create a new universe, disconnected from the official discourses. In this new decor, the artist
attempts to re-appropriate the image she shot (frames and length were decided by the organizers), and gives another view of a
country in perpetual representation of itself: a cinematographic representation that can be screened.
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Vivek  VILASINI
Indian, b. 1964

Housing Dreams Walls, 2013
30 photographs, unframed
20x36 inches each / instal. area 9x19
feet
ed. 1/9 + 1 AP

First trained as a Marine radio officer at the All India Marine College in Kochi, Vivek Vilasini obtained a Bachelor’s degree in
Political Science from Kerala University in 1987 before turning to art and studying traditional Indian craftspeople's sculpture. In
his work Vilasini examines our existing social structures, adapting various expressions of cultural identity prevalent in society
today to raise questions about the continually changing global scenario that every individual struggles to keep pace with. In the
photo collage Between One Shore and Several Others (Just what is it… after Richard Hamilton) from 2008, Vilasini referred to
Richard Hamilton’s iconic pop collage Just What Is It That Makes Today's Homes So Different, So Appealing? (1965) by crossing
the cultures of the East and the West. Vilasini’s large-format photographs evoke delicate ironies that address existing ideologies,
and influence the cultural and social consciousness of the viewer.

In his work Housing Dreams Walls, the houses photographed are from a closely-knit locale in Kerala – a significant and rapidly
popular pattern in this part of the country. The pattern of richly colored and aggressively decorated residences symbolizes
prosperity and exudes a sense of security – both financial and social. Although the vocabulary of aesthetics can be termed
kitsch, the idea is to understand the underlying expression in the ostentatiously and vibrantly decorated households and giving
them some sense of individuality, reflecting their owners’ personalities. The colorful walls symbolize wealth, while also reflecting
the manner in which the owners would like others to perceive them. On a less visible level, the paint used also happens to be
toxic, so it pollutes the ground when rain showers wash the colorful houses.
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 CAMP

Indian, 2007
The Annotated “Gujarat and the Sea”
Exhibition, 2011
Photographic Installation

1/3+2AP

CAMP is an artistic collective that started working as a group in 2007, initially consisting of Shaina Anand (filmmaker
and artist), Sanjay Bhangar (software programmer) and Ashok Sukumaran (architect and artist). « CAMP’s “raison
d’être” is that it produces and sustains long duration and sometimes large-scale artistic work. Its projects over the
past five years have shown how deep technical experimentation and artistic form can meet. »
CAMP’s projects closely trace global phenomena: ships, CCTV, the emotional state of workers and guards, phone
leaks, cinematic, digital and energetic media; within long-term research and collaborative fieldwork, which creates a
real intimacy with their material brought to evolve in different shapes, and thus a clearly politically committed stance.

The Annotated Gujarat and the Sea Exhibition is a collateral project within the larger body of work around the Indian
Ocean, entitled “Wharfage” (2009-13) which has included over the years a radio event, several books and a film.
“Boat Modes” (2009-12) dealt with the modalities of maritime life on ships and in ports between UAE, Southern Iran,
India and Somalia, using photographs, texts and film based on mobile phone videos made by sailors.
CAMP sees this work as a kind of historical intervention on the same subject. Their installation is a critique of the
exhibition « Gujarat and the Sea » that took place in 2010 in the port town of Mandvi and travelled to Ahmedabad and
Surat, in Gujarat, India. The exhibition brought together around 80 high quality digital reproductions of maps,
photographs, and objects, mainly coming from prestigious British institutions (the British Library collection, the UK
National Maritime Museum) and private collections, with licensed permission to be shown only over three months.
Organized by a well-known Gujarati cultural group, with a British curator, a Kutch-based NGO partner, and financial
support from the local government, the project obviously had multinational interests and conveyed a nostalgic
representation of a past golden maritime era.
Having conducted research on contemporary Gujarati seafaring activity, CAMP’s intention was to highlight that many
more layers of this story can unfold, including the fact that boat ownership has shifted from dominantly Hindu trader
communities to Muslim sailor ones. In this collage work, CAMP is literally annotating, cropping, layering, and
extending “Gujarat and the Sea” in order to create a debate, bringing a contemporary and anticolonial perspective.
CAMP’s use of unauthorized copies of the exhibition is consistent with the pirate spirit present in most of their works.
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Haig Aivazian
Lebanese, b. 1980

At every sunset, I think of you.
Not because of some sense of
beauty, but simply because I
become acutely aware of how
much time has
passed since I last saw you, #3,

2013
Charcoal and pastel on paper, framed
with UV glass and acid free board
200 x130 cm

Haig Aivazian was born in 1980 in Beirut. As an artist and curator he creates installations, drawings, sculpture and performances
that connect a political reflection to biographical references.

This work is part of an ongoing project that looks at international sports competitions as a revealing element of nationalistic
aspirations which present contradictions.
The starting point of this work was inspired by private companies which were responsible for the security of the Olympic Games
in England and also supply equipment for immigrant detention camps and prisons.
This work questions the use of the stadiums other than for sports competitions. Reference is clearly made to the Vélodrome
d’Hiver or the detention camps during the Vichy regime under Pinochet or the Talibans but also their requisition during natural
disasters like after hurricane Katrina in New Orleans. The lighting creates a frame that obstructs the stadium with a luminous
mass in suspension, creating a strange apparition in the darkness and a mixed feeling, between violence and fascination. The
title comes from a short poem written by the artist that alludes to separation and distance. These blinding lights replace the moon
light. The charcoal is used to create a contrast with this idea of light. This is what remains when the light has been fully
consumed and all that is left are ashes. This work is the sequel of a video that dealt with the three adolescents that were
electrocuted in Clichy-sous-Bois in 2005 and the protests that followed with the burning of cars.
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Edith DEKYNDT

Belgian, b. 1960
Dead Sea Drawing, 2010
video projection HD without sound

4’40

5+2AP

The raw materials used in Edith Dekyndt’s work are as intangible as the light, the wind, magnetic waves or the cold… This artist
has conceived works for many years, which she considers “neither spectacular, nor consumable”. She questions the relationship
between the world of facts, science and experience on one hand and an eminently subjective approach to the world in what she
calls a “universal search of subjectivity”.
Thus the immediate perception of objects that she submits to the spectators is questioned by the paradoxical simplicity of the
natural phenomena that she records. The artist then develops an implicit critique of scientific objectivity and suggests that art is a
field of knowledge on its own.
Edith Dekyndt looks at the waters of the Dead Sea, that become almost an abstract undersea landscape. The exceptional
physical qualities of this salt water make this an unusual study: depth, weightlessness floating, where the presence of salt
eradicates any possible life form. Edith Dekyndt films the emptiness and the supposed absence in this sea, in which we can,
however, notice an immense richness of movements and colors due to light variations of light. In Dead Sea Drawings, the artist
films the surface of the sea, under which she places a white sheet of paper. The shadows of the minerals present at the surface
of the water create a random drawing, like an infinite variation of designs. She reminds the spectators that this sea and its coast
have been witness to thousands of years of history, different religions and are still marked today by three distinct political entities.
This work is part of a project called Lot’s wife (La Femme de Loth), which refers to a passage in the Book of Genesis in which the
patriarch, Lot, and his family run away from Sodom and Gomorrah during the destruction of the two cities. Disobeying the
Angel’s command not to look back, Lot’s wife turns into a salt statue. For this project the artist has made a series of drawings
where the salt creates hollows in the paper, distorts it, damages it and in doing so, creates forms and designs.
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Laure Prouvost

French, b. 1978
Stong Sory Vegetables, 2010
installation with vegetables and video
3 min 20
1/3 + 2 APS

Laure Prouvost’s generous and abundant work combines language and images to tell stories, which are appealing and
disturbing. Her work includes videos, paintings, ready mades and sound installations that explore the limits between fiction and
reality. Using the narrative potential of objects and the stereotyped codes of cinema, the artist leaves open to the imagination
what errors of translation can inspire and thus, questions the norms.
Her films and her installations create a space overflowing with materials, colors and sensations. The real and the imaginary mix
together and blur the distinction between the real from the false. With humor, she manipulates the senses, shatters our
perceptions through the use of fragments of texts, sounds and images, provoking new sensations. Through his presence, the
spectator becomes a part of the work. Having studied at Goldsmiths and Saint Martins, Laure Prouvost received the Turner Prize
in December 2013.

In Stong Sory Vegetables, Laure Prouvost explains that she woke up one morning and that some vegetables had fallen from the
sky on her bed, making a whole in her ceiling. Each video, in this series, is an odd still life representation turning everyday
elements into imaginary and funny stories. A tomato, an onion, a lemon and a carrot are displayed in front of the monitor as
relics. These vegetables are also present, outside the monitor, to assure the spectators as well that the stories we are hearing are
true.
The artist invites us to participate in her stories, and to sort out the inextricable connections between language, image and
perception. In many of her videos, Laure Prouvost uses as a starting point her own family life, her acquaintances or even her
pets. Her daily stories drift quickly towards odd and funny connections. Thus, in the video Stong Sory, the artist prepares a
beautiful cake for her brother’s birthday, which contains living surprises such as spiders and birds. The piece of bread on the
stand is a relic, which brings us to see beyond its mere appearance. In the same way, if Laure Prouvost uses her family as “raw
material” it is not only to create a contrast with her surreal stories but also to speak about the complexity of daily life as a
constant invitation into her works: “Behind! Look Behind!”.
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Loretta Fahrenholz

German, b. 1981

Ditch Plains, 2013
HDV
30 min
3/5

Loretta Fahrenholz (born in Sternberg) is a cineaste, photographer and curator living in Berlin. Her films mix real events and
fiction, using a disarticulated script, which gives a “ready-made 
aspect” to her subjects. The artist juxtaposes, with disaffection and detachment, sequences that mix performance and
documentary. She describes her process as essentially reactive and a work of observation. The subjects tackled in her work
concern power, social pressures, economic necessities and social or sociopolitical conditions. She constantly uses pop culture
references and the questions related to technology and man’s instability in a mediated universe create considerable discomfort
for the spectator who is caught by a utopian vision that becomes a nightmare. Loretta Fahrenholz’s work has been shown at
Ludlow 38 in New York, Reen Spaulings Fine Art in New York, Galerie Buchholz and KW in Berlin.

Loretta Fahrenholz’s video is composed of a patchwork of sequences. She constructs her film by juxtaposing stylized takes of
street dance performances or images of the disasters at Far Rockaway caused by hurricane Sandy.
A dancer goes back and forth in a corridor, a crooked silhouette contorts itself from anxiety on an unmade bed, bodies collapsed
on the ground suddenly come to life, dancers, characterized by pixilated gestures, pretend to fight to the death. Their
movements are robots-like: the machine man and the zombie only belong to fiction.

“Ditch Plains” strongly raises questions related to technology and man caught up in mediatized environments. The hip-hop music
accentuates the resemblance with to a trashy horror movie. Loretta Fahrenholz manages to capture the odd or intimate moments
that occur in these little communities, moments where one forgets the presence of the camera.
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Marc Nagtzaam

Dutch, b. 1968
Installation #1, 2014
Two wall drawings, graphite on wall + 3
drawings on paper
unique

Nagtzaam’s medium is drawing and his repertory of forms varies from abstract hard-edge and wall drawing to the reproduction
of written material that he collects from art magazines. The artist uses abstract architectural elements that he reproduces on the
wall in which he inserts drawings, elements from photographs and drawings of texts collected from art magazines. The repetition,
control and imperfection of the movements create a tension, a particular vibration in his geometrical drawings and in the
drawings of texts. The idea of repetition, of a copy, appears as an essential ritual element and a ritual in the artist’s work process.
Despite a kind of austerity and the evocation of a minimal and conceptual aesthetic, a light goes through his composition giving
his work an organic dimension. Exhibition walls, random perspectives and frontal hangings provoke a sort of dizziness and of
virtual upheaval.
This work is composed of two wall drawings and three drawings on paper (a protocol allows the installation in different spaces).
The artist’s idea is to merge different spaces together, to affirm their existence while denying it (confronting tangible and virtual
space). The drawings hung in these spaces reproduces the traces of previous works, in memory of previous projects and past
actions. The drawing made out of texts is a patchwork of fragments of sentences coming from Asian magazines. These
fragments evoke a different place where the snippets of words complete and contradict each other, and seem to describe,
explain as well as disappear. The architectural skeleton, its absence of density, suspends the time of physical experience.
Wavering and steadiness are put to test in a strangely experienced period of time.
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Rachel Rose
American, b. 1986

A Minute Ago, 2014
HD video
8’43” with 10” countdown loop
3/5 + 2 AP

Rachel Rose’s work tackles the growing complexity of defining the limits between life and death. Focusing on contemporary
zoos, robotic laboratories, Philip Johnson’s Glass House as well as the arrangement of publics parks in the 19th century, Rachel
Rose uses video as a tool to put death in perspective. These places force us to confront our own vulnerability with respect to
natural disasters and the impact of humanity on nature. Rachel Rose’s films intertwine traditional cinematic vocabulary: tracking
shots, zooming, subtitles and postproduction, to that of digital imagery: screenshot, superimposing layers, 3D effects.

A minute Ago starts with a hailstorm pelting down unexpectedly on a quiet beach in Siberia. People, half naked, run for cover
under towels and parasols, to the music of the Pink Floyd.
The next scene is an interview of Philip Johnson, filmed 10 years before in his Glass House constructed by Mies van der Rohe.
Johnson was 90 years old then. At this point in the video there is a kind of digital sound that interrupts the high definition image,
moving to the rhythm of a wood percussion musical composition by Steve Reich. The house, surrounded by an extraordinary
landscape, is then bombarded by hail, the soundtrack becomes a live concert interrupted by the yelling and cheering of the
public.

The painting Landscape with the funeral of Phocion by Poussin is the only image in the house. It shows a hearse going through
fields to the burial place. The image duplicates itself with the deconstruction of the video image, the rain which pixelates the
screen, the soundtrack which chops up this time space.
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Fabien & Raphael  Giraud & Siboni

French, b. 1980, 1981
2045 – The Death of Ray Kurzweil (Série «
The unmmaned »), 2013-2014
Video
26 min
3

The collaborative work of Fabien Giraud and Raphael Siboni is lodged within a reflection on cinema history and that of sciences and technique.

For them cinema is a technological invention that has fundamentally transformed man’s relation to the world. It’s simultaneously a “vision

machine”, which alters our perception of the world, as well as a “reasoning project”, because it transforms our comprehension of the world.

Fabien Giraud and Raphael Siboni are fascinated by technological acceleration, to such an extent that they imagine the possibility of a cinema

without human figures, or that would not subject bodies to the frame, nor weigh movements down to time. Each of their films share the same

dynamic: bring back to our present temporalities that are radically different. They film hidden places like the particle accelerator under the Louvre,

The Louvre measure (2011), or abandoned places like the temple Bassae-Bassae (2012) in Greece, where the human absence can be felt in the

empty hollow. Also inspired by pop culture, Fabien Giraud and Raphael Siboni are interested in micro-history and big political conspiracies.

The Unmmaned, is composed of several 26min episodes, it is a fictional documentary about the history of humanity faced with technology

acceleration. Each episode dramatizes a “singular” encounter between man and machine. Each episode is filmed with a different camera (a

preprogrammed machine or a drone).

The title The Unmmaned - in French, ‘an uninhabited machine’ highlights perfectly the subject and the method used by the artists.

As a starting point , the series uses as a starting point Ray Kurzweil (RK), a researcher described as the “ the pioneer of Silicon Valley”. Kurzweil

popularized the theory of singularity, as a point of “discontinuity” or inevitable rupture where a machine auto-generates itself to overtake man.

Fabien Giraud and Raphael Siboni’s series starts with Ray Kurzweil’s death and the beginning of the machine reign. For Ray Kurzweil and many

other positivist researchers, the theory of singularity goes along with an important financial and political project. Considerable investments

(particularly from Google where RK heads of a laboratory) apply especially to genetics and biotechnology. Kurzweil’s real project lies behind the

theory of singularity: immortality through technological rebirth. This research aims at slowing down the process of ageing and bringing our

parents back to life. Episode 1 is an image of the world in 2045, as seen by Kurzweil. He would then be 97 years old and spend his time with a

young child improving his education. This portrait is the accomplishment of Ray Kurzweil’s reasoning project, the moment when he would have

brought back his father (Friedrich Kurzweil).

Therefore the series starts from the end, 2045, the moment where Ray Kurzweil can finally die because he is replaced by his son who is actually

his father. The episode was filmed by a drone in a tropical forest of Mexico.
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Marwa Arsanios
American, b. 1978

Carlton Hotel project, 2008
Installation including :1 video,1 architectural
model, 3 pieces of clothes (unique) curtain
fabric

3/3

Through a strategy of collecting and archiving, Marwa Arsanios examines historic traces relating to the modernization of the Arab
states (Lebanon, Egypt…) Her work focuses on urban planning in Beirut, where, informed by gender studies, she interprets,
specific buildings through a lens of feminism. Hovering over the boundary between reality and fiction, her research-led practice
results in specific moments in works of different mediums such as installations, texts, films and performances.

Carlton Hotel project is the second part of a research on the Carlton, an iconic building of modernist architecture from the 1960s
in Beirut. Designed by Polish architect Karol Shayer, it was destroyed in 2008 (date of the project’s creation). This project is
multifaceted, always transforming into different forms and involving a series of collaborations: the first step took place as part of
the "traveling curtains project", which consisted in recuperating the curtains from the Carlton hotel before its demolition and
sending them to different cities throughout the world where they would be subject to new interventions and transformations by
artists, among whom Marwa Arsanios.
A video records the collecting of the curtains. The second step consisted in the transformation of the collected curtains, turned
into fashionable clothing items. Finally, the work includes an architectural model of the Carlton Hotel.
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Marwa Arsanios
American, b. 1978

I heard stories, 2008
video
3/5

Through a strategy of collecting and archiving, Marwa Arsanios examines historic traces relating to the modernization of the Arab
states (Lebanon, Egypt…) Her work focuses on urban planning in Beirut, where informed by gender studies, she interprets,
specific buildings through a lens of feminism. Hovering over the boundary between reality and fiction, her research-led practice
results in specific moments in works of different mediums such as installations, texts, films and performances.
“Works such as I’ve Heard Stories 1 (2008) and I’ve Heard 3 Stories (2009) shared many of the same urban, architectural and

political preoccupations of her older, more established peers, but they looked like nothing else that was being made in Beirut at
the time. For one thing, they were stylistically rough. For another, they were unabashedly feminist. For another still, they delved
into the vague matrix where political power and crimes of passion meet, which is something only Akram Zaatari, in his very early
videos, has touched on before in relation to Lebanon.” Kaelen Wilson-Goldie
Marwa Arsanios is based in Beirut, Lebanon. She has just exhibited (precise time reference) in Sweden (with Maria Lind/Tensta
Konsthall) and will take part in the next Sharjah Biennale (2015). In 2013, her work was included in the Future Generation Art Prize
event at the 55th Venice Biennale, and received a special award from the Pinchuk Art Foundation. Her work was also included in
the Munster Kunstverein, Germany. ‘Jerusalem Show’, East Jerusalem; ‘Subversion’, Cornerhouse, Manchester, UK; and ‘In
Other’s Words’, NGBK, Berlin, Germany.

I’ve heard stories (2008) is one of Marwa Arsanios early works. It is a short animated film staging a story that took place at the
Carlton hotel in Beirut. This work is the first part of a longer project on this iconic building.
In I've heard stories, Marwa Arsanios attempts to piece together rumors surrounding the now demolished Hotel Carlton. The
hotel was a popular meeting place for gay men living in Beirut, Lebanon, where homosexual acts are considered illegal. At that
time (1973 to 1993), the hotel was also the setting of three murders that might or might not have been related to these sexual
encounters. Among the victim of these (probably) passionate crimes was the Lebanese politician and businessman Henri
Pharaoun. Known as a collector and the richest man in Lebanon during most of his lifetime, Pharaoun was stabbed multiple
times by an unknown assailant (his lover, driver or cook). Nora was the only witness to this murder. The nature of the murders
went unreported. The animation explores different ways of narrating Arsanios' reconstruction of the event through drawings and
videos, gossip and facts, in an effort to give these crimes their place in the history of the city.
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Setareh Shahbazi
Iranian, b. 1978

Spectral Days, 2013
4 C-Prints + 3 Archival Ink Print
Variable
3

Setareh Shahbazi’s projects often begin with photographs: images from collections, snapshots taken by the artist, family photos,
film stills, postcards and newspaper clippings. With a playful irreverence to the sanctity of a photograph as a mirror of reality,
Shahbazi drains details out of images. Using digital manipulation, she breaks down images into visual components, and
seamlessly reorders what she extracts into new compositions that are at once familiar and strange. Ancient, classical and
modernist structures sit side by side with depictions of birds, foliage and family members, muddling our sense of time and place
and activating our imagination to suggest the possibility of infinite narrative variations. Setareh Shahbazi's work shows/presents
both a very personal universe and yet, she repeats and develops idiosyncratic elements that almost become a code or an
invented language. Setareh Shahbazi was born in Tehran in 1978 and moved to Germany in 1985. She was nominated for the
Abraaj Award. A one-year Daad postgraduate residency brought her to Beirut for the first time in 2003 to collaborate with the
Arab Image Foundation. Shahbazi received a publication grant from Stiftung Kunstfonds, Bonn for her art book Spectral Days
(2011) and her catalogue Oh, no, no, ... – The Crystal Series was awarded “The Most Beautiful Swiss Books” prize (2005).
Setareh Shahbazi lives and works in Berlin and Beirut and travels regularly to Iran.

Shahbazi’s early drawings in the series "Oh No…" are reminiscent of comic strips or children's coloring books. Subjects are
rendered graphically and set against flat solid colors. The origin of these drawings is a mix of her own collection of images and
the Arab Image Foundation’s collection in Beirut, Lebanon. Shahbazi’s most recent work "Spectral Days" takes an introspective
turn through a series of photomontages that are based on hundreds of roughly scanned family photographs. Creating spectral
figures, Shahbazi delves into the loaded history of her family’s exile from Iran following the revolution. Like the rest of her work,
which is built on the logic of free association, these images resist a literal or a linear reading while simultaneously speaking of and
surpassing the context from which they were born. Shabazi’s solo presentations are often playful, her photographs of various
sizes dialogue with contextual objects and architectural elements.
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Adriano Costa
Brazilian, b. 1975

Westminster Agua Viva, 2014
plastic bags and paint
73 x 39 x 3

Adriano Costa is a young Brazilian artist (born in1975) living in Sao Paolo. Costa’s works are made out of found materials that he
assembles, alters, embellishes or simply presents. Following and yet contradicting the tradition, that began with Duchamp,
Costa’s work is related to Richard Tuttle’s while engaging with the history of Latin American Modernism. There is an informal
quality to Costa’s work as well as a playfulness that requires the viewer’s engagement, even sometimes physical in that the
viewer can walk on or into a work, or touch it. The works look ephemeral, because of their fragility and delicacy and present as
well a high degree of aesthetic or visual beauty and distinctiveness. His works result from an interactive process and are without
forethought or planning as he responds to the materials that he finds and to the location where he works. While respecting the
traditions of Latin American art, Costa also subverts them playfully, in a sense re-aestheticising the deaestheticised and re-
introducing aesthetics where it is lacking. In 2014, his work was featured in “Under the Same Sun: Art from Latin America
Today”, Guggenheim, New York; and in a solo presentation at the Zabludowicz Collection, London. In September 2015 he had a
solo exhibition at Peep- Hole, Milan. Selected group exhibitions include: IMAGINE BRAZIL, Astrup Fearnley Museet, Oslo &
Musee D’Art Contemporain de Lyon, France, 2014; Correspondê ncias, Centro Cultural dos Correios, Rio de Janeiro, 2013; Time
Space Poker Face, Be-Part, Waregem, Belgium, 2013; Rumos Artes Visuais, Itaú Cultural, São Paulo, 2012; MYTHOLOGIES and,
Cité Internationale des Arts, Paris, 2011.

Westminster Agua Viva is made from Westminster City Council(‘s) recycling bin bags, glued together, that the artist has painted
and cut or cut and painted. Although, they hang on the wall they possess a strong sculptural quality as the fringes float away
from the wall. This is part of a series of works that refer to Brazilian concrete and neo-concrete art as well as Arte Povera in a
playful manner while demonstrating a strong identity of its own. Through this work Costa highlights the many recycling stages of
these bin bags suggesting the multiple uses that recycled materials can be put to. The exhibition in which the works were
displayed was entitled ‘Touch me I am geometrically sensitive’ (Sadie Coles HQ, London, 2014), inviting the viewer to engage
physically with the works and debunking the preciousness of art and its inflated values. The title “Agua Viva” which means
jellyfish, brings the work to refer both to the material (Westminster bin bags) and its shape.
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Etel  Adnan
Lebanese, b. 1925

Untitled (Beirut), 2010-11
Oil on canvas
24 x 30 cm

Etel Adnan is a Lebanese artist born in 1925 of a Greek mother from Turkey, and an Ottoman father born in Syria. She has lived
in Lebanon, in Paris and in the USA, particularly in California. Although, Etel Adnan’s parents spoke Turkish to each other she
went to French schools in Lebanon and then studied at the Sorbonne, Berkeley and Harvard. She thus has a hybrid, multicultural
ethnic background, which is somewhat reflected in her diverse careers: as a philosopher (she taught philosophy for many years),
poet, novelist, documentary film scriptwriter and painter. She now lives in Sausalito but frequently comes to Paris. Adnan began
painting in the late 1950s and has often used the Mount Tamalpais motif. However, her work also engages with the history of
geometric abstraction, following Josef Albers’work and successive waves of minimal art. A vibrant colorist, she work recreates
the intensity of the Californian light, while she also evokes the Middle East. In addition to the mountain pattern, her paintings may
resemble indigenous structures (ziggurats), national flags and 1930s constructivist paintings. They show elements of land,
horizon, sea and sun using intense colors applied with a palette knife.

Adnan’s paintings are simple images with bold contrasting colors and rich textures. This particular work has an iconic feel and a
strong physical presence in spite of its diminutive size. All of her paintings are small but, like Howard Hodgkin’s work, their
intensity gains from their diminutive size. However small they are, they are large in scale and impact. This painting may recall the
sunset in Beirut just as it refers to a small confined but defined mass within a larger sea, perhaps in itself some kind of political
statement. It is stark in its contrasts but rich in color. The central pattern of horizontal bands may recall national flags, however
without referring to any one in particular. Unlike Albers’s work, there is no sense of gradation of color nor forms increasing or
decreasing in size but, like Albers, Adnan is manifestly interested in the way in which one color may influence and impact
another. A tension between the expansive and the restricted and between the horizontal and the vertical make this a very
satisfying and dynamic image.
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El Hadji Sy
Senegalese, b. 1954

No.13 Esprit de l’Univers, 1981
Oil on canvas
95 x 111 cm

El Hadji Sy is an important figure in the critical movement that followed Lépold Sedar Senghor´s Négritude ideology. Senghor
supported El Hadji’s work from the start and continued to follow it, but they came together again in another cultural policy
initiative, inaugurated by Senghor: the famous Villages des Arts. The village is a co-operative for artists in Dakar where each one
has a professional studio. It is one of the city's major tourist attractions but is also a space that maintains its environment as a
working and creative venue for local and visiting international artists. Born in Senegal in 1954, El Hadji Sy (El Sy) studied fine arts
at the Ecole Nationale des Beaux-Arts in Dakar. A widely exhibited artist and curator, he works contemporary Senegalese art,
both in Africa and Europe; including an Anthology of Senegalese Contemporary Art, co-edited with Friedrich Axt and a collection
of works for the Museum für Völkerkunde, Frankfurt am Main, in 1989. He was President of the Association of Visual Arts of
Senegal (ANAPS) in Dakar for several years, and has organized a number of exhibitions and initiatives, including the Village des
Arts and the Laboratoire Agit-Art. The latter is an artist collective founded in 1974 in Dakar, Senegal, aimed at agitating existing
institutional frameworks, to question the tenets of Leopold Sedar Sengor’s Négritude and to encourage artists to adopt critical
approaches toward their practices. At that time, Dakar was a place where political consciousness was actively articulated, and
artist collectives like Laboratoire Agit-Art went beyond aesthetic experience to critically promote the development of cultural and
artistic endeavors.
In September 1994 El Hadji Sy hosted “Tenq/Articulations”, the first workshop of the Triangle Network to be held in Senegal. In
2015, a retrospective of his work was held at the Weltkulturen Museum, Frankfurt.
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Andrei  Monastyrski
Russian, b. 1949

Golden Lines , 2006
C-Print with golden spiritual- transport lines

R: 21 x 30, F: 10 x 15 cm

unique

Andrei Monastyrski and Collective Actions (Kollektivnye Deistvia)
Collective Actions Group initially composed of four members, Andrei Monastyrsky, Lev Rubinstein, Nikita Alekseev, and Georgii
Kizevalter and was formed in 1976 in Moscow. By 1979 the group grew to seven, and has expanded since. It was one of the
more prominent performance groups of the late Soviet era, CA has conducted over 125 actions in the rural surroundings of
Moscow. The group is still active today, meeting several times per year.
Each action has been rigorously choreographed, staged, and documented. Each time, a selected audience was invited by
telephone, and given a time and place to meet. Often the destination would be a field outside of Moscow. Rather than positioning
the field as a natural site or an abandonment of the Soviet urban structure, for Collective Actions the field was a space with no
affiliation. This neutral empty place proved ideal for investigating social dynamics. Often seen as a foundation of Moscow
Conceptualism, CA meticulously documented the numerous mysterious rituals over the years, and edited them into a series of
texts, Trips out of Town.
Central to the group is artist, theorist, and poet Andrei Monastyrski. His performances, phenomenological objects and mysterious
texts have defined a melancholic, scrutinized side of Moscow Conceptualism. A philosopher in essence, Monastyrsky speaks in
gestures that analyze behaviors, causes and effects. His method is alchemical and his extensive practice is strategic and precise.

The series “The Golden lines” was started in 1996 and consists of photographs with “spiritual-transport” 
lines. While they resemble subway maps or star clusters, the lines mostly refer to ancient Chinese diagrams of Dao and inner
alchemy. Both of the images are of undisclosed actions performed by Collective Actions on the field in Kyevy Gorky.
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Andrei Monastyrski
Russian, b. 1949

Golden Lines , 2006
C-Print with golden spiritual- transport lines

21 x 30, F: 10 x 15 cm

unique

Andrei Monastyrski and Collective Actions (Kollektivnye Deistvia)
Collective Actions Group initially composed of four members, Andrei Monastyrsky, Lev Rubinstein, Nikita Alekseev, and Georgii
Kizevalter and was formed in 1976 in Moscow. By 1979 the group grew to seven, and has expanded since. It was one of the
more prominent performance groups of the late Soviet era, CA has conducted over 125 actions in the rural surroundings of
Moscow. The group is still active today, meeting several times per year.
Each action has been rigorously choreographed, staged, and documented. Each time, a selected audience was invited by
telephone, and given a time and place to meet. Often the destination would be a field outside of Moscow. Rather than positioning
the field as a natural site or an abandonment of the Soviet urban structure, for Collective Actions the field was a space with no
affiliation. This neutral empty place proved ideal for investigating social dynamics. Often seen as a foundation of Moscow
Conceptualism, CA meticulously documented the numerous mysterious rituals over the years, and edited them into a series of
texts, Trips out of Town.
Central to the group is artist, theorist, and poet Andrei Monastyrski. His performances, phenomenological objects and mysterious
texts have defined a melancholic, scrutinized side of Moscow Conceptualism. A philosopher in essence, Monastyrsky speaks in
gestures that analyze behaviors, causes and effects. His method is alchemical and his extensive practice is strategic and precise.

The series “The Golden lines” was started in 1996 and consists of photographs with “spiritual-transport”
lines. While they resemble subway maps or star clusters, the lines mostly refer to ancient Chinese diagrams of Dao and inner
alchemy. Both of the images are of undisclosed actions performed by Collective Actions on the field in Kyevy Gorky.
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Andrei Monastyrski & Collective
Actions

Russian, b. 1949

Aktionsplan (Map), 1992
copy paper and drawing

102x129 cm

unique

Andrei Monastyrski and Collective Actions (Kollektivnye Deistvia)
Collective Actions Group initially composed of four members, Andrei Monastyrsky, Lev Rubinstein, Nikita Alekseev, and Georgii
Kizevalter and was formed in 1976 in Moscow. By 1979 the group grew to seven, and has expanded since. It was one of the
more prominent performance groups of the late Soviet era, CA has conducted over 125 actions in the rural surroundings of
Moscow. The group is still active today, meeting several times per year.
Each action has been rigorously choreographed, staged, and documented. Each time, a selected audience was invited by
telephone, and given a time and place to meet. Often the destination would be a field outside of Moscow. Rather than positioning
the field as a natural site or an abandonment of the Soviet urban structure, for Collective Actions the field was a space with no
affiliation. This neutral empty place proved ideal for investigating social dynamics. Often seen as a foundation of Moscow
Conceptualism, CA meticulously documented the numerous mysterious rituals over the years, and edited them into a series of
texts, Trips out of Town.
Central to the group is artist, theorist, and poet Andrei Monastyrski. His performances, phenomenological objects and mysterious
texts have defined a melancholic, scrutinized side of Moscow Conceptualism. A philosopher in essence, Monastyrsky speaks in
gestures that analyze behaviors, causes and effects. His method is alchemical and his extensive practice is strategic and precise.

Aktionsplan is a map of the field by Kyevy Gorky. Here Monastyrsky locates many of the iconic actions
that occurred between 1977 and 1999. In this drawing, the static positions of the audience are marked with circles while the
audience that re-locates is marked with hexagons as an arrow delineates their trajectory. The individual actions without an
audience are marked by a square.
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Taus Makhacheva
Russian, b. 1983

Let Me Be Part of a Narrative,

2012
Three screen video installation
1/5 + AP

For Taus Makhacheva, the wild, untamed side of human nature is often the foundation of many of her formal investigations. A
leading voice of the younger generation based in Moscow, Makhacheva works with sculpture and installation while her preferred
medium remains video. Her Dagestani (Northern Caucasian) roots draw her to this rugged land as her site of choice for many of
her works. She digs into the cultural shifts and changes that overwhelmed this land during a state of post-soviet disorientation.
While turning to a lost past, the sense of nostalgia in her work is often overcome by an urgency to invent new traditions and
rituals. Tackling head on issues of assimilation, morphing customs and gender politics, her performances and video installations
reveal a strong sense of human dignity and pride.

A seminal work in her long line of investigations of the Dagestani identity, the three-channel video installation Let me be part of a
narrative looks at the all-male dog fighting championship set up alongside a Soviet documentary of Ali Aliev, the five-time world
wrestling champion from Dagestan. Seemingly disparate at first, both games expose a need to diffuse aggression, revealing a
strict code of play and conduct such as ‘not showing teeth’ or ‘not hiding the tail’. The training of the Caucasian sheep dogs
based on raising them to stand up to wolves, a strong force of nature they must face within themselves. For the dog breeders,
the fight becomes a form of self-validation and assertion within the group. A girl breeder expands the narrative with her own
search for respect, arguing that the winning characteristics are carried through the maternal line.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Clément Rodzielski

French, b. 1979

Témoin, 2013
Impression numérique(28 × 55 cm) & (30 cm × 3,8 cm Ø).
138/150
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Nolan Simon
American, b. 1980

Untitled (has sail boats), 2013
Aquarelle sur papier/ Watercolor on
paper
28 x 23 cm
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Oscar Tuazon
American, b. 1975

Hammer, 2014
Chisel and concrete / Ciseau à bois,
ciment

approx. 9cm ∅, height / hauteur 35cm
19/150
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Mohammed  Kazem
Emirati, b. 1969

Untitled, 2011
Single channel video, colour and sound
1 minute 10
Edition 1/3

Mohammed Kazem (b. Dubai, 1969) has developed an artistic practice, encompassing video, photography and performance as a
method for apprehending his varying environments and experiences. The underpinning for Kazem’s artwork is informed by his
training as a musician. Exploring light and sound in tangible terms, Kazem is interested in developing processes that render
transient phenomena’s. In an attempt to trace the rapid pace of modernization in the Emirates since its founding, Kazem
responds to geographical location and the materiality of urban existence through positioning himself within his work as a means
to assert his subjectivity. Kazem’s oeuvre is divided into two fundamental aspects, the political and the social. While his work
does not follow a strict methodology of representation, Kazem’s continued assessment and assemblement of chance patterns
and happenings creates meaning in the maelstrom of modernity.

“Untitled” was filmed in Bodh Gaya, India during a residency in 2011. There, he came across a scene that appealed to his
interest in the political and social aspects of modernity. He filmed a policeman who, seemingly, is controlling traffic. Yet, when
closely observed, the policeman is powerless to the overwhelming flow of vehicles and people. The policeman swings his arms
and gestures as a show of control, but is unable to influence any change. The flow of traffic is random and chaotic; his perch in
the middle of the road positions him on an island in a sea of humanity. This video is of the extinction of a job once important to
the day-to-day of the urban environment. The man, convincing himself through his gestures that his work is of use reminds the
viewer of the inconsequence’s of individuality in the face of unleashed modernity. The work is a metaphor for the life of an
individual. Life passes by and we mostly leave no trace of the individual. In the tradition of absurdism central to French culture in
the 1940s and 1950s, “Untitled” is a witty, poignant and thoughtful interrogation of contemporary life.
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Amol Patil
Indian, b. 1987

Impression, 2012Performative sculpture with Henna andsynthetic resin / Veste faite de henné etde fevicol
34 x 38 x 14 cm

Amol Patil was born in 1987 in Bombay where he lives and works.

Interested in vernacular theater and performance, Amol Patil works within family tradition: his grandfather was an
interpreter and a poet (Powada Shahir, a troubadour telling epic stories as he went from one village to another); and
his father was an avant-garde playwright, who addressed issues, such as the devastating effects of immigration and
its traumas through absurd situations in his plays. Patil, and before him, his family, has considered art as a method of
resistance. He criticizes the nihilism of youth and highlights the bad influence of big economic firms aiming at the
most disfavored. He explores the desires generated by fashion and media, drawing out the imposture related to the
development of malls and of Bollywood films.
Using different media, Patil’s work is constructed on a series of overlapping memories, references and protests.
Certain works are related to his performances, in which he mixes almost unknown village customs, social theater and
social economic comments.

The work “Impression” refers to an Indian tradition. During a Hindu or Muslim wedding, all the inhabitants of the
chawl (very modest buildings) cover their chests, arms and feet with henna. For this work the artist covered his chest
with temporary henna tattoos before applying Fervicol, a synthetic resin adhesive. After waiting 24 hours for it to dry,
the artist was able to peel off this “casted clothing ”, a thin film upon which the traces of this action were “printed”:
wrinkles, creases and the traditional drawings.
For the artist the Fervicol symbolizes the fake nature of cosmetics. He glues to his body, consolidates, creates a new
surface, a sort of sloughing that he describes as “his body’s dead skin”. We can also see it as a reference to skin
whitening cream ads, which are very present in India and raise questions related to propaganda and racial bias.
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Taro Izumi
Japanese, b. 1976

Steak House, 2009
Video
3 minutes 51
1/3

Taro Izumi was born in 1976 in Nara (Japan). He lives and works in Tokyo.
Taro Izumi combines absurd and physical experiences in his videos, creating funny and touchingoptical illusions. Always using raw materials and daily objects, he transports us into his burlesqueand chaotic world where the videos shot in private by the artist are integrated in big installations.His world is childlike, tinted with irony and organized by absurd game rules that he followsobstinately. So as to stress the intimate relation between the action and the place, he documents hisperformances with fragmented videos where images and sounds are treated like purely sensorialinformation. Bringing to light the absurdity of daily life, each film expresses the desperate but funnymental state of a person pushing away his boredom and desperation by continuously inventinggames. Some implicit references to the events of March 11, 2011 can be observed but the artist neverimposes his point of view, which remains modest, open, leaving his public free to interpret.
Steak House is a video representing two small puppets smearing the artist’s face with paint while he issleeping. The work is based on modest means and reuses the classic theme of inanimate objectscoming to life during the night while humans sleep. Is this the artist’s return to repressed feelings orfatigue provoked by the task? This silent work reflects some kind of magic linked to childhood, thatcan be found in Japanese culture. It recalls the Yokai culture and the spirit of Japanese mangas thathas existed for a thousand years, as well as Miyazaki’s animated films.
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Little  Warsaw
Hungarian, b. 1970, 1971

Jaali - Horizontal, 2014
Sculpture
29,3 x 96 x 5 cm
Edition 2/3

The two Hungarian artists András Gálik (b. 1970) and Bálint Havas (b. 1971) currently based in Budapest took the
name Little Warsaw in 1999 when they began developing projects together. In their films, performances and
installations, the artists examine history, multiple interpretations, collective consciousness and the reminiscent of
visual language. They have a particular interest for the historical context, the perception of artworks as a dynamic
process of changes in the social and political reality. A repeated strategy in deconstructing the perception of history
is the displacement of monuments or objects in different contexts to undermine objective historical truths.

“Jaali – Horizontal" references religious practices in Hungary that were considered as a civil disobedience
throughout the 1950s. In their text associated to the work the artists state: “My ancestors on my father’s side were
rather elegant Hungarian noblemen—lots of churches, lots of religious education. My parents went to church as a
form of civil resistance. Later, when it was all right to do so, they didn’t go to church because it had lost its symbolic
significance; the grain of resistance in it, the spice was gone. They took me with them from the age of three. Only
enemies went to church in the fifties.”
“Jaali – Horizontal" is a scale copy of an architectural detail of the church of Vrosmajor in Budapest designed by the
architect Bertalam Arkay in the style of Bauhaus, 1932. This work is part of series that represents different types of
windows in churches. Its title and form reference perforated architectural motifs characteristic of Indian and Islamic
architecture and underlines the cultural interpretative tendencies of Modernist architecture and in particular, of Le
Corbusier. The decorative forms are displaced in a formalist space of the modernist sculpture. A supplementary
space is created, one that situates the object and the narrative under the form of a text that accompanies the
artwork. “Jaali – Horizontal" questions slippage of truth in history.
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Prabhakar Pachpute
Indian, b. 1986

Dark clouds of the future, 2014
animation vidéo
3’01’’
édition de 3

Prabhakar Pachpute’s (b. Chandrapur (Maharashtra), India, 1986) choice of media — coal — is a reference to the city in which he
was raised, known as The City of Black Gold. Paying tribute to his family who worked in the coalmines Pachpute’s uses coal as
an interrogation of hard labour and immigration. Moving from an exploration of drawing, sculpture and shadow installations,
Pachpute’s work has recently tended towards context-based interventions and in-situ drawing. Through the occupation of space
with a performative presence, Pachpute attempts to unravel the complexities of the contemporary social order and identity. The
same theatricality and poetry can be found in his stop motion animation films, where the drawing process is enhanced as we
watch the continuously built, erased and transformed images.

“Dark Clouds Of The Future” is a cinematographic video animation of the abandoned gold mine in Brazil, Serra Pelada (“Naked
Mountain”). Thought to be one of the largest mines in the world, made famous by the photographs Alfredo Jaar and later by
Sebastião Salgado, the hand-dug mine is now a mercury-polluted lake. During his research trip to Brazil, Pachpute met many
former gold diggers who used to work at Serra Pelada, inciting his interest in the concept of the witness. The motif of the eye in
“Dark Clouds Of The Future” is reference to witnessing and participating in the environmental destruction brought about by
industrialization. The perpetual movement and transformation in Pachpute’s landscape suggests the continuous erasure of the
natural environment, provoking fears and questions for the future articulated in the ominous clouds casting shadows across the
mountain. The repetitiveness of the medium, the strokes of coal and pencil on paper, brought to life, as a cinemagraph is a
sophisticated examination of the irreversible consequences for nature and man. “Dark Clouds Of The Future” puts into question
the autonomy of the individual in the face of a global community whose actions devastate the natural environment.
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Trevor Yeung
Chinese, b. 1988

We both died at the same
moment , 2014
Sculpture (Siliquaria armata)
12 x 4 x 3 cm

Trevor Yeung’s (b. 1988, Guangdong Province, China) practice, traversing a wide range of mixed media works from drawings and
photographs, small objects and installations, is a delicate examination of human relations and processing. Using the human
body, plants and animals as an aesthetic pretext to examine the processes of exchange and participation, Yeung projects
emotional and intellectual scenarios onto biological substitutes. His allegory of the biological as the emotional interrogates the
artificiality of nature and the capacity for a simulated construction of meaning. The artist creates worlds with their own logic, with
his rules and that are connected to his own experiences. In doing so Yeung’s work invites his audiences to interrogate
perspectives and challenge the creation of systems.

“We both died at the same moment” is a humorous observation of anthropomorphism, the attribution of human emotions to
nature and animals. A siliquaria armata is a slitworm that loosley-coiles a shell. Growing inside a sea-bed, a siliquaria armata will
grow vertically until it touches another siliquaria armata, at which point they will knot together. Once caught by fishermen, the
two worms die at the same time. Yeung undermines this romanticized phenomenon by emphasizing the emotionless in the
process from the life to death of a slitworm. Yet while Yeung’s theoretical interrogation of life and death in nature and
humankinds tendency to romanticize the unknown and the unknowable, “We both died at the same moment” simultaneously
connotes a mythologisation of the slitworms. The vitrine, a showcase usually hosting Buddhist sculptures, common in Hong
Kong, which houses the slitworm aggrandizes the phenomenon of dying at the same time of knotted siliquaria armata’s. “We
both died at the same moment” puts into question the desire and tendency to romanticize nature, turning to a slitworm as a
metaphor for beauty, life and death.
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Daniel  Steegmann Mangrané
Spanish, b. 1977

Mano con hojas, 2013
Hologramme
25x20cm
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Daniel Steegmann Mangrané was born in 1977 in Barcelona. He lives and works between Rio de Janeiro and São Paulo.

Daniel Steegmann Mangrané’s practice involves various mediums and creates subtle, poetic, but inevitably raw experiments that
question the position of language in the world. Although primarily conceptual in nature, his installations engage the imagination of
the spectator and display a strong concern with the existence and features of concrete objects. Steegmann Mangrané activates
abstract language as a thought-generating principle that articulates unstable meanings. Of equal importance to his work is the
question of circulation and exchange between the body and the natural environment.

In the hologram “Mano con hojas” (”Hand with Leaves”, 2013), nature is portrayed simultaneously as an interconnected system
of processes and the essence of the universe. A change in the understanding of nature challenges the understanding of our own
natures. The visual metaphor of the human hand enmeshed and inextricably entangled with leaves suggests that humans cannot
be divorced from nature, and moreover that they are always engaging with the problematic of overtaking nature or being
overtaken by it. Each technological advance modifies our understanding of both natures, from the ancient Greek notion of physis
to the current multiverse of human history.
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Dora  Garcia
Spanish, b. 1965

The Sinthome Score, 2013
Performance
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Volker Eichelmann
German, b. 1973

Torso of the Belvedere V, 2014
Mixed-media collage / Collage et
peinture
270 x 183 cm
unique

Volker Eichelmann (b. Hamburg, Germany, 1973) lives and works in London. Working across various media
including video, painting, photography, Eichelmann has recently started experimenting with collage. Eichelmann
practice seeks out the forgotten and over looked techniques of the past to consider a contemporary critique of
artistic precedence. His series of text-paintings combine drawing, painting and collaged text to present
autobiographical exclamations gathered from their original context and transformed into poetic evocations of distant
environments, contexts and encounters. Eichelmann recent works are play with the ideas of construction and
deconstruction through his technique. His explorations of collage, a medium central to the early twentieth century, is
an innovative deconstruction of the canon of art history.

In his new series of collages, Eichelmann takes his starting point from the “Belvedere Torso” in the Vatican Museum.
In taking over and consuming the image of the sculpture, Eichelmann deconstructs its appearance by cutting it up,
covering it, rendering the sculpture an allegorical ruin. Subverting the autonomy of the ancient sculpture in art
history, Eichelmann creates a palimpsest through adding a new layer to the work in deconstructing and collapsing
the famous sculpture. Through the employment of pre-painted paper, the artist recreates the Hellenistic sculpture
out of various recycled images. Thus, constructing a painting out of readymade marking. To avoid distance from the
work, the artist prefers to work on the floor, being literally in the work.
By enlarging the image of the sculpture, he renders illegible, changing the meaning of the work to become a distant
and banal disfigurement of that which the occidental art historical canon touts as high art. “The Belvedere Torso” is
employed as a sophisticated reference to the issues surrounding the continued use of historically famous artworks
in contemporary society. In “Torso of the Belvedere II”, Eichelmann forms new meaning to the work through a
metaphysical restoration.
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Anna Boghiguian
Egyptian, b. 1966

The Consciousness of Memory,
Time and Guilt, 2014
Mixed media on canvas / Peinture
acrylique et autres médiums
100 x 100 cm
unique

Anna Boghighian was born in Cairo in 1946. She lives and works between Cairo, India and Europe.

Anna Boghighian makes drawings and paintings of individuals and urban spaces as well as being a writer and a poet.
Her artistic process can be seen as an attempt to make a cartography of the world. According to her, individuals are
conditioned by the environment that surrounds them, and the “self “ by the walls build by cultural, religious or political
conditioning. She constantly travels in order to abolish frontiers, creating wherever she is, but always ending up
returning to her hometown Cairo. In the 1960s, she composed music using the sounds of the city that she then
adapted into a painting. Her paintings always present dense compositions to which she sometimes associates some
of her writings. Her narratives mix personal stories and politics, ranging from the past to the present, deconstructing
reality to create a mythological aspect, depicting a world in movement, in constant transformation.

In the painting called “The Consciousness of Memory, Time, and Guilt” as in many of her recent works, the body is
fragmented. The brain, the ear, the eyes, these body parts that put us in relation with the other and link the visible to
the invisible, remain isolated. Whereas the skulls are joined by lines evoking rivers. She often used images of the
Ganga and of the Nile, two rivers burdened with history. The words “consciousness, memory, guilt, time, collective”
create a new level of connections. One can notice an ear, which could link to the inside and the outside of the body
while referring to the aspect of sound, the noise of the world we are part of. Anna Boghighian constructs an eminently
personal space inhabited by her story but nevertheless aware of the world and the transformations and mutations at
stake.
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Carey  Young
Zambian, b. 1970

Product Recall, 2007
Video (single channel: color, sound),
16:9 format
4 minutes 27
4 of 5, 2 APs

Carey Young’s (b. Lusaka, Zambia, 1970) practice centers on the ethics of business and legal practice, motivated
from having spent her early professional career in this context, to question society and politics. Young parodies and
analyses the corporate business and legal world to expose its influence on contemporary society. The subject of law
—that which is central to the structure of the international community — is a subject rarely explored in the
contemporary art milieu. In exploring law as an artistic medium to address questions of the sublime and the void,
Young traverses themes of the autonomous body, law and fiction and the power of law on society to highlight the
danger of corporate influence in the institute and autonomous thinking.

“Product Recall” is a video perfomative pun on the action recalling memories in the form of a psychoanalytic session
and the recall of faulty products from multinational corporations. Young enters a practicing psychoanalyst room and
begins a session. Dressed in corporate business attire, Young encompasses both the corporation and individual.
The psychoanalyst opens the discussion by asking her how she feels. The exchange turns into a game of questions
and answers whence the psychoanalysis asks Young to guess the corporations of the slogans that he recites, which
many refer to sport corporation branding of “inspiration” and “imagination”. In Young’s failure to recall many brands,
the audience is urged to question whether the psychoanalysis’s task is for Young to recall or forget the slogans.
Through demonstrating that while branding is forgettable, the artist nonetheless highlights the omnipresence and
power of multinationals in the landscape of our society. In the style of a documentary, this fictitious video
performance is an unscripted play on subconscious memory and conscious intellectual emancipation. Young’s
“Product Recall” is a shrewd and challenging analysis of collective and individual memory in the face of corporate
oppression.
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Igor  Grubic
Croatian, b. 1969

East Side Stories, 2006-2013
Two channel video installation
14’
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Igor Grubic was born in Zagreb in 1969 where he lives and works.

Having started his carrier as an activist artist, Igor Grubic became known in 1998 through an action made in tribute to
the group RED PERISTYL that had painted in red, the floor in front of Diocletian’s Palace in Split as a provocative
gesture against totalitarism. Thirty years later, he painted the same place in black so as to draw attention to the
reappearance of fascist and nationalistic ideologies within the different countries of what was called the Communist
Bloc. Since then he has performed symbolic actions in the public space recalling May 68 political, as well as anti-
fascist, values. His belief in the necessity of individual action is strong. In order to address social and political topics,
he prefers using the transgressive power of poetic language rather than critical discourse. Igor Grubic has
participated in many international exhibitions including Manifesta.

The installation East Side Story is based on events that took place in the streets of Belgrade in 2001 and Zagreb in
2002, during the Gay Pride demonstrations, where the participants were the victims of verbal and physical injury by
neo-Nazi groups and other citizens. This work is composed of two projections: the first uses television images of the
demonstrations while the second is the reconstitution of the events performed by dancers. This piece witnesses
nationalism at work in society, aiming particularly at the “internal enemy that sexual minorities might represent”.
The use of performance and dance symbolizes creative freedom as well as the possibility to free the body from the
public space. The performer’s body sends a signal in the public space in a society lacking social solidarity. This is a
counter- monument or a monument of extreme fragility that reactivates repressed images. Aware that art produces
hardly any political effects, Grubic keeps on questioning the power of symbolic gestures. According to him this work,
full of emotions and intensity, is an aesthetic act of resistance.
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Dineo Seshee Bopape
South African, b. 1981

Why do you call me when you
know i can’t answer the phone,

2012
vidéo
10’42’’
édition de 3 + 1AP

Dineo Seshee Bopape (b. Polokwane, South Africa, 1981) is known for her playful and experimental video works and installations
of found objects. Through weaving together a variety of media, from video and installation to drawing, painting and performance
Bopape’s practice focuses on the performative aspects of culture. Bopape engages the viewer with the explicit questioning of
political and social positioning’s of the self and other. Taken from her own experience, Bopape traverses themes of sex, gender,
race in her dense and chaotic installations of brightly colored objects, often accompanied by plastic bags. Bopape’s installations
refuse and calls attention to consumerist culture and waste to provoke an ethical response by the audience in positioning
themselves within this challenged environmental landscape.

Interested in the collection of object and their potential to evoke various emotional reactions in the audience, Bopape’s “Why do
you call me when you know I can’t answer the phone” is an invitation into the limitless netherworld of the unsaid and unspoken.
Exploring the metaphysical landscape of secrets, lies and psychosexual ambivalence, this work is an attempt to create a site for
contemplation. The video ventures to provoke a rhythmic trance through transporting the mind into a distant illusionary world
constructed by vignettes of fractured spaces. Bopape interrogates the notion of space within vide through a celestial journey to a
contemporary sublime disturbed by constant movement and disruption. Through employing images and sound that are loud and
dissonant and displaced Bopape isolates her references creating a sense of awe, anxiety and dysphoria within the chaos. “Why
do you call me when you know I can’t answer the phone” challenges the viewers understanding and familiarity to contemporary
objects, animals and landscapes.
"My work is a search through a minefield of metaphors in spaces: spaces of memory and of the present, spaces of the real and
the imagined, the hidden and revealed. It is an attempt to conceal and mask, whilst simultaneously to peel away the husk and
layers that crust over secretive stories embedded in objects and in people.”
– Dineo Seshee Bopape
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Haroon Gunn-Salie
South African, b. 1989

Zonnebloem Renamed, 2013
Single channel film
1’30’’
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Haroon Gunn-Salie (b. Cape Town, South Africa, 1989) is currently based between Cape Town and Johannesburg. Having
completed his studies in Cape Town's Michaelis School of Fine Art in 2012, Gunn-Salie is an active participant in Cape Town’s
local contemporary art community. Gunn-Salie‘s collaborative art practice is focused on translating the oral histories of his
community into artistic interventions and installations. Employing a multidisciplinary practice and working with residents of
District Six — an area in central Cape Town where widespread forced removals occurred — Gunn-Salie provokes collaborative
dialogues and exchanges surrounding the still unresolved issues of forced removals under apartheid.

Executed on Sunday 17 August 2013, “Zonnebloem renamed” is a site-specific performative video film marking the centenary of
the 1913 Natives Land Act in South Africa. The short film forms part of the artist's ongoing collaboration with District Six
residents titled WITNESS. Commencing in 2011, WITNESS negotiates the forced removals and land compensation in District Six
and across South Africa. District Six was a closely-knit, vibrant and multi-cultural community until the forced removal by the
apartheid decree during the 1970s from Cape Town’s city center, when the area was declared 'whites only' under the Group
Areas Act in 1968. During this time, District Six was officially renamed by the apartheid government as Zonnebloem. The
renaming further erased the history of the area and people from maps, memories and public spaces. Gunn-Salie’s short film
presents a series of temporary artworks by changing the 'Zonnebloem' road signs in central Cape Town to read 'District Six'.
“Zonnebloem renamed” is an attempt by Gunn-Salie to change apartheid and colonial heritage that dominates people popular
memory in Cape Town and South Africa through aesthetic and social intervention.
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Mikhael Subotzky
South African, b. 1981

Pasvang, Pollsmoor Maximum
Security Prison, 2004
Digital print in pigment inks on cotton
rag
paper / photographie couleur
Image: 46.5 x 70 cm / Paper: 56 cm x
78 cm / Framed: 96 x 84 cm 
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Mikhael Subotzky’s (b. 1981, Cape Town, South Africa) film, video and photographic works examine the construction and internal
structures of narratives concerning representation. His photographs and films frame the spontaneity of action and the stillness of
portraiture through very precise compositions. Whether natural or artificial, the scenes are bathed in light that falls gracefully onto
the grit and grime of interiors and exteriors alike. Subotzky’s work is very often a result of his immersion within communities and
individuals traversing the penal system (Die Vier Hoeke - The Four Corners), everyday life in post-apartheid South Africa
Umjiegwana (The Outside and Beaufort West) and the contemporary and historical structures of power. In publishing books
alongside his exhibitions — Beaufort West (2008), Retinal Shift (2012) and, with Patrick Waterhouse, Ponte City (2014) —
Subotzky’s oeuvre provides an invaluable insight into the power systems of South Africa.

“Pasvang, Pollsmoor Maximum Security Prison” is the result of three months Subotzky spent inside the walls of Pollsmoor
Prison, an overcrowded correctional facility largely controlled by gangs. Through talking to the prisoners and the warders,
teaching classes in photography to the inmates and documenting his experiences, Subotzky captured a unique perspective of
the prisoners and the prison itself. Subotzky was working digitally, and a key feature of the Pollsmoor work was panoramic
images in which he would stitch together a number of shots to give a 360-degree view of the jammed prison wards and spaces.
While the desperate sense of beaten down men, caged within a harsh institutional environment is prevalent throughout the Vier
Hoeke series, there are nonetheless moments that show the survival of the human spirit, even under the direst circumstances.
“Pasvang, Pollsmoor Maximum Security Prison” thus represents significantly more than a documentary insight into a prison,
rather it is the documentation and culmination of Subotzky’s intervention undertaken in an attempt to understand and undermine
power systems in South Africa.
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Mikhael  Subotzky
South African, b. 1981

Samuel (Standing), Vaalkoppies
(Beaufort West Rubbish Dump),
2006
LightJet C-print on Fuji Crystal Archive
paper / Photographie couleur 
Image: 105.5 x 128.66 cm/ Paper: 126
cm x 147.66 cm
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Mikhael Subotzky’s (b. 1981, Cape Town, South Africa) film, video and photographic works examine the construction and internal
structures of narratives concerning representation. His photographs and films frame the spontaneity of action and the stillness of
portraiture through very precise compositions. Whether natural or artificial, the scenes are bathed in light that falls gracefully onto
the grit and grime of interiors and exteriors alike. Subotzky’s work is very often a result of his immersion within communities and
individuals traversing the penal system (Die Vier Hoeke - The Four Corners), everyday life in post-apartheid South Africa
Umjiegwana (The Outside and Beaufort West) and the contemporary and historical structures of power. In publishing books
alongside his exhibitions — Beaufort West (2008), Retinal Shift (2012) and, with Patrick Waterhouse, Ponte City (2014) —
Subotzky’s oeuvre provides an invaluable insight into the power systems of South Africa.

At the halfway point along South Africa's Highway N1, running from Cape Town to Johannesburg, sits the small town of Beaufort
West. The 1,200-mile highway joins the northern provinces of the country to the south cuts through. Beaufort West becomes the
main strip of the township, whereby the thousands of commuters passing through are thus forced to witness the town’s squalid
social and economic condition. “Samuel (Standing), Vaalkoppies (Beaufort West Rubbish Dump)” is a reflection of economic
reality of Beaufort West, where Subotzky spends a significant amount of time with the lesser fortunate black residents to
understand the conflicted reality of existence in this pass-through town. The photograph quickly sweeps the viewer into the lives
of the marginalized; the trash pickers at the local dump while simultaneously referencing the white citizens at a livestock show,
the households that set up makeshift taverns, prostitution of the truck drivers, and the prison, housed centrally in the township.
What seems to be an endless landscape of rubbish, leading into the sky, Subotzky’s central figure wearing a Mexican wrestling
mask, is a confronting challenge for recognition and change of the aftermath of the South African apartheid and economic
disaster.
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Moshekwa Langa
South African, b. 1975

Untitled (Speech Bubbles-
Lebo), 2006
Mixed media / Technique mixte sur
papier
140 x 100 cm
unique

The oeuvre of Moshekwa Langa (b. South Africa, 1975) is a study on media and technique: gouaches, collages, expansive
installations, and videos. Langa avoids aesthetic harmony, denying a generalization for themes, contexts and subjects in his
oeuvre. The mapping of a complex diasporic identity from his rural South African beginnings, to Johannesburg and his current
situation in Northern Europe permits Langa to negotiate territorial hegemony, exploitation, identity and social mechanisms of
inclusion and exclusion with a nuanced understanding of place. Gaining recognition first for his New Visual Atlas series, Langa
embraces ordinary found objects––photographs, balance sheets and invoices––to rethink our familiar surroundings. While initially
experimenting with text and drawing, Langa later expanded into sculptures of corrugated iron and cement bags, which stirred his
investigation into alternative media. After moving to Johannesburg to work as a contributing producer for the SABC, Langa left
Africa in 1997 to attend the Rijksakademie in the Netherlands.

In “Untitled II (Mapping text)”, 2009, Langa abstracts language in an attempt to change the familiar into the absurd. With
reference to comic speech bubbles, Langa combines in a sea of blue gouache a series of nuanced references to identity and
politics with “Black Maria” alongside nostalgic and subtle phrases such as “mom be with me, I need u now” and “I didn’t listen.”
Through this gathering of references “Untitled II (Mapping text)” forges a poetic and vulnerable site to engage with his personal
experiences while simultaneously suggesting the senseless structure of language. This work resonates to larger world of art,
politics and popular culture through layering assorted references, piling up meanings that are cryptic and ambivalent, yet
resonant with multiple interpretations. With his drawings and gouaches Langa illustrates how creativity is the freedom to make
connections. Using abstract expression, free association and stream of consciousness, his work is fortuitously created. Drawing
from daily life, routine, boredom and indifference as his influences, Langa emphasizes the viewing-experience as a sensuous and
seductive process in the creation of meaning. “Untitled II (Mapping text)” documents the rituals of sangomas, grieving, gossip
and love, mapping the artist’s encounters, using slogans and poetic epigrams to bring together scraps and residues of history.
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Santu Mofokeng
South African, b. 1956

A taste for life, Baragwanath
Terminus, Diepkloof, ca. 1985
photographie noir et blanc (non
encadré)
30 x 45 cm
édition 1/5

The photographic artwork of Santu Mofokeng (b. Soweto, South Africa, 1956), also known as Mofokengâ, explores the
complicated societal paradigm of South Africa. Exploring rural farm life, townships, religious rituals and the quotidian life of Black
South Africans, Mofokeng’s artwork significantly contributes to a greater understanding of development and identity in the South
African context. Mofokeng’s acute insight into the cultural meanings in landscape is testified in his mastership of the
photographic medium. Using black and white film as a reference to the documentary genre and a gesture of resistance to the
color-rich saturation of consumer culture, Mofokeng’s work presents new meanings on the trodden landscapes Soweto, favoring
memory and identity over ownership and power. In highlighting the impoverishment of South African landscape in the face of
capital expansion, Mofokeng’s photographs implore emancipation from the global oppression of greed.

Since the global capital expansion, billboards have been the medium of communication between the rulers and the residents of
townships. In South Africa, a billboard is a relic from the times when Africans were subjects of power and when townships were
restricted areas, subject to laws, municipality by-laws and ordinances regulated the movement of persons and governed who
may or may not enter the township. Mofokeng references this medium for control through tracing the history of townships in
South Africa. “A Taste For Life, Baragwanath Terminus, Diepkloof” captures the ruinous landscape surrounding the social,
economic and political power of alcohol companies represented in the billboard.
Referencing the history of billboards in South Africa — the economic boom of the sixties introduced American style highway
advertising billboards that rendered Apartheid ideology anonymous and opaque, the politically turbulent period of the 1970s and
1980s that saw a resurgence of billboards and the recent liberalization of politics with the billboard used to address the HIV/AIDS
pandemic — “A Taste For Life, Baragwanath Terminus, Diepkloof”, is a legible palimpsest for reading consumerism, the selling of
an unachievable beauty, and cultural fear in Soweto. Mofokeng explores the way in which freedom of speech and cultural
sensibility is assaulted by textual and visual bombardment in billboards.
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Santu Mofokeng
South African, b. 1956

Miriam Maine’s funeral, c.1990
photographie noir et blanc (non
encadrée)
19 x 28,5 cm
édition 1/5

The photographic artwork of Santu Mofokeng (b. Soweto, South Africa, 1956), also known as Mofokengâ, explores the
complicated societal paradigm of South Africa. Exploring rural farm life, townships, religious rituals and the quotidian life of Black
South Africans, Mofokeng’s artwork significantly contributes to a greater understanding of development and identity in the South
African context. Mofokeng’s acute insight into the cultural meanings in landscape is testified in his mastership of the
photographic medium. Using black and white film as a reference to the documentary genre and a gesture of resistance to the
color-rich saturation of consumer culture, Mofokeng’s work presents new meanings on the trodden landscapes Soweto, favoring
memory and identity over ownership and power. In highlighting the impoverishment of South African landscape in the face of
capital expansion, Mofokeng’s photographs implore emancipation from the global oppression of greed.

Mofokeng's experiences during the turbulent time of the 1980s in South Africa led to a turn in his practice, opting to turn to the
crowd, focusing on individual faces and bodies within the masses to tell a story of the collective resistance that is present in the
daily life and surroundings of South African townships. “Miriam Maine’s funeral” urges the viewer to connect to the sadness that
they are witnessing in the scene. Miriam Maine — the sister in law of Kas Maine a tenant farmer Mofokeng documented for
historian Charles Van Onselen — was a respected member of the Bloemhof community. “Miriam Maine’s funeral” is a
photojournalistic documentation of bittersweet loss and the collective mourning of a community.
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Sue Williamson
British, b. 1941

Better Lives: Francois
Bangurambona, 2003
Pigment inks on cotton rag paper /
Photographie en couleur
148 x 115 cm
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Sue Williamson (b. 1941, Lichfield, United Kingdom) currently based in Cape Town, occupies an influential and highly respected
position in the South African art world, not only for her artistic practice but also for her long history as a writer and cultural
worker. Trained as a printmaker, Williamson now includes installation, photography and video in her oeuvre. As part of the
generation of South African artists who practiced in the 1970s and who addressed social change in the then apartheid South
Africa, Williamson’s practice has continued to remain interested in political struggle and emancipation.
In her work, she brings the marginalized into the mainstream consciousness of society, making visible the unseen, sheaving away
layers of illusion to re-present reality in a fresh light. Her recent video work is concerned with South African immigrants and with
the concept of return.

In her 2003 series Better Lives, Sue Williamson explores stories of immigrants in search of a better life in a historically
contentious South Africa. In an attempt to address and confront xenophobia in South African history, Better Lives series subverts
racism and prejudice by emphasizing the immigrant as human, and thus gives the subjects a voice. “Better Lives: Richard
Belalufu” tells a tale of surviving in a hostile South Africa through the undercurrent reflections on violence, abuse and the difficulty
of finding home as an immigrant. Referring to South African studio-photography, the Better Lives series is a demanding
confrontation of the subjects whose gaze answers directly to the viewer.

Burundian Francois Bangurambona was a deputy minister in the Hutu government, when Tutsi soldiers came into his office one
day asking for the minister who was not there, and as they left, they threw grenades into his office. Luckily for Francois, his driver
heard the explosion, came upstairs, and got him in a car and to hospital and on a plane to Kenya. Now Francois runs a car repair
business in Nyanga.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France
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British, b. 1941

Better Lives: Richard Belalufu,

2003
Pigment inks on cotton rag paper /
Photographie en couleur
148 x 115 cm
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Sue Williamson (b. 1941, Lichfield, United Kingdom) currently based in Cape Town, occupies an influential and highly respected
position in the South African art world, not only for her artistic practice but also for her long history as a writer and cultural
worker. Trained as a printmaker, Williamson now includes installation, photography and video in her oeuvre. As part of the
generation of South African artists who practiced in the 1970s and who addressed social change in the then apartheid South
Africa, Williamson’s practice has continued to remain interested in political struggle and emancipation.
In her work, she brings the marginalized into the mainstream consciousness of society, making visible the unseen, sheaving away
layers of illusion to re-present reality in a fresh light. Her recent video work is concerned with South African immigrants and with
the concept of return.

In her 2003 series Better Lives, Sue Williamson explores stories of immigrants in search of a better life in a historically
contentious South Africa. In an attempt to address and confront xenophobia in South African history, Better Lives series subverts
racism and prejudice by emphasizing the immigrant as human, and thus gives the subjects a voice. “Better Lives: Richard
Belalufu” tells a tale of surviving in a hostile South Africa through the undercurrent reflections on violence, abuse and the difficulty
of finding home as an immigrant. Referring to South African studio-photography, the Better Lives series is a demanding
confrontation of the subjects whose gaze answers directly to the viewer.

Richard Belalufu is an immigrant from the Democratic Republic of Congo. He arrived in Cape Town in 1994, leaving his family
behind when he heard the Mobutu regime was hunting him down, as he was playing the role of a double agent. He has a diploma
in electro-mechanical engineering, and he had an important job for a big company in DRC but now works on a construction site
in Cape Town. Family were finally able to join him some years later. He finds life very hard. Xenophobia is a big problem.
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David Goldblatt
South African, b. 1930

Saturday afternoon in Sunward
Park, Boksburg, 1979
Silver gelatin photograph on fibre-
based
paper / Photographie noir et blanc
30 x 40 cm
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Since the 1960s, David Goldblatt (b. Randfontein, South Africa, 1930) has focused his photographic practice on examining the
way in which racism is manifested in the everyday white middle-class communities of South Africa. The artist’s black and white
photographs are intimate portraits of South African society and landscape, often framed with a seemingly haphazard
composition. The photographs are his personal observations of what it meant to be Black and White during the apartheid and a
generous offering to the viewer of his visually powerful perspective. In 1989 Goldblatt founded the Market Photography
Workshop in Johannesburg and in 1998 he was the first South African to be given a solo exhibition at the Museum of Modern Art
(MoMA), New York.

David Goldblatt’s “Boksburg series” is a telling portrait of the small town that became a notorious symbol of racism in South
Africa. The photographic essay negotiates the troublesome landscape of the apartheid through capturing the intimate in-between
moments that are seemingly inconsequential and visually inoffensive. However, it is in this series that Goldblatt provides a candid
insight into the white communities during the apartheid. “Saturday afternoon in Sunward Park, Boksburg” shows a white man
mowing a lawn. Visually, the photograph is entirely uninvasive, however, the pretext to which the image speaks — the apartheid
— is deeply embedded into which is unseen. Using ambiguity of narrative Goldblatt presents a suburban scene within which
suffering and protest is embedded so deeply into that which can seem like nothing or nowhere. His photographs of Boksburg, an
unremarkable middle-class white community of the kind that was proliferating in South Africa during the 1970s, have multiple
references in the contemporary milieu: racism, capitalism, suburbanism and settlement.
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Binelde Hyrcan
Angolan, b. 1983

Cambeck, 2011
Video HD
2 minutes 30
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Growing up during the Angolan Civil War, Binelde Hyrcan (b. 1983, Luanda, Angola) crosses themes of power,
poverty, migration and inequality in his painting, sculptural, design, film and performative practice. The artists hard-
hitting themes are delicately negotiated with humor, a seductive method of confronting the troubling realities of
developing countries, and in particular Angola. The artist’s contribution to the dialogue surrounding the present
refugee crisis provides an important perspective of the countries in question and the journey for a better life.

Binelde Hyrcan’s video “Cambeck” is a playful study of four boys on a beach in Angola playing in a chauffeured car
made of sand. Weaved through the seemingly naïve game are themes of poverty, migration and inequality. Speaking
of ‘the good life’ in the United States of America, the young boys discuss separated families as a result of migration,
unemployment and education, poverty, the dream of leaving the slum for a building with walls made not of tin, and the
luxury of the accessibility of transport. With the innocence of the conversation in the children’s game, the harsh
realities of the developing world speak loudly. The artist’s decision to include the voice of the child speaks both to the
importance of imagination in survival in the face of major social, economic and political disadvantage and to the
generations of children faced with the hardship of poverty and life in a war zone. Imagination and dreaming is a
method of endurance and future reparation of the trauma of social devastation. “Cambeck”, playful in its presentation
and uncompromising in its delivery, is a significant insight into to the realities lived by the youth in the ongoing
Angolan Civil War context.
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Rossella Biscotti
Italian, 1978
Acquired Nationalities, 2014
Jacquard-woven textiles (wool) 820 x 172
cm,
metal structure (steel) 26 x 187 cm
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Departing from social and political history, the work of Rossella Biscotti (b. Molfetta, Italy, 1978)

transforms and modifies truth through a variety of mediums: sound, film, sculpture and textile. The

artist employs a documentary-styled aesthetic to highlight the impossibility to fully account for a truth

told to us and heralds a heterogeneous trans-social theory that asserts multiple realities. Her work

questions how objectivity is easily given to historical documents and juridical actions and considers the

past as an effective vector of possible change. Biscotti’s work reflects the active role art plays in the

construction of contemporary knowledge, while questioning the legitimacy of history and of those by

whom it was built.

Rossella Biscotti’s “10x10” series investigates the relationship between demographics, data

processing, textile manufacturing and social structure. The work observes how demographic records

have been modeled through the use of punch cards to program both early data processing machines

and automated looms (jacquard). Reversing the process, Biscotti turned to the 2001–2006 census

information of Brussels—where she was then based—to create a pattern on these textiles. Biscotti

programed the Brussels census into an excel spreadsheet to perform a series of searches that pinpoint

key demographic details. The results of each filter are noted through on the jacquard-woven textiles:

single mothers, children and acquired nationalities as in particular, in this work. In this yes/no binary

questions program, a yes/no answer leads to a certain line of questioning. Biscotti interrogates how

statistics and quantitative analysis not only gives a misshapen representation of our society but also

dictates policies (i.e., immigration quotas). In doing so, the artist underscores the codependent

relationship of data processing and racial and social profiling. By revisiting the early history and

development of data processing today, the artist points at the growing economy based on new data

systems—NSA monitoring, Google data mining—and its effort to measure, define, archive and control

societies.
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Mariana Castillo Deball
Mexican, 1975
¿Quién medirá el espacio,
quién me dirá el momento?, 1
(columna alfarero),, 2015
Cerámica de baja temperatura (Barro
de Atzompa, Oaxaca)
estructura metálica

430 cm. (169.29 in.)

The sculptural practice Mariana Castillo Deball (b. Mexico City, 1975) is centered on intensive

research. In weaving together perceived facts and legends, the artist deconstructs how we understand

tradition, liberating content from imposed ideological legacies. Mariana Castillo Deball’s collaborative

research—in particular in the domain of science, geology, archaeology and literature—is manifested

and synthesized into her multimodal sculptural practice. The archive is a significant aspect of the

artist’s practice, whereby the research conducted in the creation of her sculptures is culminated,

catalogued and preserved. Deball is not only interested in traces of the past, her multidisciplinary

approach allows her to study the different ways in which a historical object can be read today.

Taking archaeology as her departure point to examine the trajectories of replicated and displaced

objects, “Who will measure the space, who will tell me the time?” was produced in Oaxaca for her

exhibition of the same title at the Contemporary Museum of Oaxaca (MACO) in 2015. The sculpture,

employing the technique of traditional Atzompa pottery originating from Oaxaca, Mexico, is an

examination of the way in which archaeological heritage is remembered in the earthenware made by

Atzompa potters today. Accompanied by the publication ‘Ixiptla Vol. 3’, the edition examines imposed

meaning on replications in the form of the plaster molds, photographs, drawings, scale models and

facsimiles made by archaeologists in the effort for conserving lost objects. The artist’s selection of

shapes and forms reference her research in the permanent collection held at Rufino Tamayo Museum

and is the basis for imagining a series of stories relating to Atzompa history. In that sense, the

columns contain fictitious or historical figures, weaving together an intricate network in which they

coincide in space and converse in time (snake, pochote and ceiba – a subtropical tree, warriors,

mother earth or pottery are just a few examples). “Who will measure the space, who will tell me the

time?” is a sculptural exquisite corpse, a form of an infinite column that offers a temporal space for

interpretation and reflection.
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Anne Imhof
German, 1978 
Drawing for SOTSB II, 2013
Marker, oil pastel on paper

30,5 x 22 cm, framed 35,5 x 27 cm

Anne Imhof (b. 1978, Germany) expands the canonical conception of performance to consider documentation and
transmission. Imhof’s approach to the visibility of performance negotiates different designs for time and space through
installation and video. Her performances can thus be considered as "re-enactments", as they are replayed in different
contexts with variations to the installation. As part of her practice, Imhof often includes her friends and peers in a
series of ongoing rehersals to expand and experiment with extra-linguistic forms of communication. In examining and
studying movements and gestures, often performed over several hours in silence, Imhof produces a sophisticated
vocabulary of contemporary performance art.

“School of the seven Bells (SOTSB)” is based on a series of hands games in which an object is passed from hand to
hand. The performance is a reference to the film by Robert Bresson, “Pickpocket”, where a group of pickpocketers
play with their victims. The artwork, through the actions of the hands, is an interrogation into space and time,
questioning the relationship between public and private space, the establishment of communication through the body
and visual exchange and gestures between aggression and sensuality. The drawings are an integral aspect to
Imhof’s work, being made before and after the performances. In the drawings, the figurative forms fuse with the
abstract elements, turning the work into a stream of unstable movements. The drawing is a means to interrogate the
possibility of retaining that which is in the domain of the ephemeral, or to connect to the performative gestures (the
drawings often being found in the place of performance). Some drawings are simple sketches, on the edge of
abstraction, while in others Imhof uses felt and oil paint, creating a more sombre and telluric tone. The
incompleteness opens the possibility for movement to come.
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Cheikh Ndiaye

Senegalese, 1970
Adjamé Charbon

, 2014
Oil and graphite on canvas

/ Technique mixte sur toile

 160 x 170 cm

The work of Cheikh N’Diaye (b. 1970, Dakar, Senegal), currently based between Dakar, New York and Lyon,
traverses painting, photography, film and installation to discuss the future of obsolete objects. The artist’s oeuvre
focuses on the subjective perspective of social and architectural ruins and the potential for their repossession. The
artist challenges perspectives through reconsidering dispossessed objects, places and ideas and reclaims their
potential as a vessel, whose function can be redefined as it is needed in society. Having been influenced by his
childhood in Senegal, N’Diaye’s work examines social codes of knowledge, weaving in Senegalese legends and
myths, to interrogate the legacy and future of African intellectualism.

“Adjamé, Charbon” reflects on both global environmental discourses and domestic impacts of the use and trade of
coal. Adjamé is one of ten urban communes of the city of Abidjan, the economic capital and city with the largest
French-speaking populous in the Côte d’Ivoire. Employing vibrant colors to contrast the plastic jerrycans, children
toys and clothing strewn randomly throughout the shanty settlement with the darkness of coal is a challenging
articulation of the image of progress and its environmental consequences today. Reflecting on the Africa Carbon
Forum that was held in Abidjan in 2013, “Adjamé, Charbon” mediates the image of clean development in a continent
that has historically not benefited from the economic advancement of emissions trading.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Jessica Warboys

British, 1977

Sea Painting, Dunwich, September, 2013
Pigments minéraux sur toile

475 x 285 cm

Unique

Employing a variety of media including film, sculpture, ceramic, photography, found objects and sea paintings,
Jessica Warboys (b. 1977, Wales) concerns her practice with historical, mythical and fictional collective memories.
At the foundation of her analysis of collective memories, the artist builds a new universe in which the viewer can
reconsider the past and constructed knowledge. While her works present a performative aspect, the artist does not
consider herself a performing artist. Rather, she is interested in the tension at the junction and transition between
ritual, performance and the artistic process.

The ongoing “Sea Paintings” series is central to the practice of Jessica Warboys. The series plays with the notion of
ritual, performance, nature and consequence. The artist realises her “Sea Paintings” on the Zennor coast, near St
Ives, where she emerges the canvas in the seawater, allowing the waves and the wind to mix the raw mineral
pigments that have been applied by hand to damp folded canvases. Finally the artist drags the canvases across the
sand, leaving a trace of the movement of the artist in the canvas. The combination of the raw mixed pigments with
the wind and the waves produces vivid final pieces. They are the result of a long process of walking, her relationship
with the landscape and her practice of painting as a poetic performance. The result is a series sumptuous floor to
ceiling colour canvases that revise the Western tradition of landscape painting.
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Ian Breakwell
british, 1943

BC/AD, 2005/8
Blu-rsy digital video, b/w, sound

59’36”
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Ian Breakwell (1943 – 2005, Derby, United Kingdom) was a leading British conceptual artist active in the
dematerializing of the hierarchy of Modernity in the 1960s. Initially influenced by Surrealism, Breakwell was best
known for his observation of what he called ‘little epiphanies’ he observed around him and that he recorded in his
diaries from the late 1960’s, which he exhibited as art works. Until 1980, the diaries often took on a visual format but
from the 1980s onwards they took a mostly verbal format. One of the most celebrated of the diaries is the Walking
Man Diary (1979) where Breakwell photographed a man who walked past his studio everyday on a circuitous,
continuous route with no purpose. Alongside the photographs he recorded imagined conversations of people
observing him. The photographs were arranged in a grid and presented as a diary.
Combining painting, drawing, printmaking, photography, film, collage, video, audio-tape, slide, digital imaging and
performance, Breakwell’s work significantly contributed considering art as documentation of a moment, rather than a
marketable fine art piece.

“BC/AD” (Before Cancer, After Diagnoses) is a video of photographs of the artist’s face dating from early childhood to
the month before he died, accompanied by the last diary entries he wrote from April 2004 to July 2005 (entitled “50
Reasons for Getting Out of Bed”), from the period from when he lost his voice, thinking he had laryngitis, through the
moment he was diagnosed with lung cancer and the subsequent treatment that was ultimately, ineffective. The diary
entries are at once poignant, ironic, laced with gallows of humor, with his continued eye for the little incidents in life,
interweaving the past with his experience of the present. The morphing of the portraits—the eyes and sight remaining
leveled—is haunting, beginning with very blurry images of childhood and ending with a pin-sharp photograph of
Breakwell the month before he died. As the tumor grows so does Breakwell’s introspection, as he meditates the
horizon of his life, the randomness of fate and the meaning of time to someone in his condition. The quality of
Breakwell’s voice changes throughout the course of the audio recording as he struggles to project, while the sound of
his inhaling breath indicates a great difficulty of breathing. It was recorded in one take: 1 hour and 55 minutes. The
illness thus manifests throughout the soundtrack. In confronting his mortality, “BC/AD” is a poignant work, at once
poetic and mundane. It is an act of defiance that encapsulates many aspects of Breakwell’s approach to making art.
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Michael Armitage
Kenyan, 1984

 And so it is, 2015
Oil on Lubugo bark cloth

76 15/16 x 58 7/8 in. (195.5 x 149.5 cm)

Michael Armitage (b. 1984, Nairobi, Kenya) examines different perspectives of reality in his large figurative paintings that reference current

affairs, Internet gossip and exchanges and his history and memories of Kenya. Painting with oil on traditional Ugandan canvases, Lubugo, made

from trees whose bark is used as blankets, the artist at once dislocated this tradition from its roots and locates his history in the painting itself. In

applying the painting in successive layers, Armitage’s figures merge some into others, and disappears others completely—a technique

employed to interrogate constructed truths that we are told. The landscape—the urban, rural and colonial—remains a central theme in his work.

Using the landscape as a location but also a metaphor, the artist traverses sites of social and political trauma, specifically wealth disparities,

violence and the harsh legacy of inequality between men, women, Black and White.

In “And so it is” shows the image of a faceless man before a microphone, ready to deliver an important message. The viewer is faced with the

familiar image of political power seen in our homes on the television, yet this time located in a whimsical abstract landscape. The speaker

appears as a shadow in front of a crowd that is responding to him by holding bubbles containing images of animals and plants. While sensual in

its aesthetic, the painting’s political overtones question the structures and centralisation of political power and its constituencies that construct

society. The style and composition of the piece refer to Gauguin and Matisse and the idea of a terrestrial paradise sought by the two painters.

Yet, the artist interrogates the romantic idea of a preserved Africa and the idea today of a lost paradise. “And so it is” is an enquiry into the

complex political and artistic history between the Global North and the Global South.
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Ei Arakawa and Sergei Tcherepnin

Japanese & Georgian, 1977 / 1981
Looking at Listening: Insights from

the Forest, 2011
Inkjet print on brass, black felt, cardboard,

speaker wire, amp, transducers

Insights from the Forest, composed by

Sergei Tcherepnin, Recorded at National

Youth Olympic Hall, Tokyo, May 2007,

Student Percussion Sextet, Conducted by

Sergei Tcherepnin, 6’58”

Fabric size: 210 x 155 cm
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Ei Arakawa (b. 1977, Fukushima, Japan) and Sergei Tcherepnin (b. 1981, Boston, Massachusetts), both currently based in New York, began

their audio-visual and performative collaboration in 2007. The two artist’s kinetic and synesthetic performance, composition and installation

works explore the materiality of sound. Ei Arakawa has initiated and participated in numerous performances and collective experiences. Most

of his projects give rise to new collaborations with artists, musicians and poets. Whatever form takes of the installation, whether a festival or

event, in appearing as an improvised performance, Arakawa and Tcherepnin’s work is always participative and joyfully chaotic.

This piece is part of a series entitled “Looking at Listening”, 2011. The project invited the spectator to experiment and consider sound as a

kinetic and synesthetic process, where multiple experiences and senses can cross. The presented photographs were selected from the New York

Public Library and found in an archive called ‘Listening,’ with the sub-genres ‘town meetings,’ ‘investigation,’ ‘audiences 1960–1970’ and

‘conversation.’ Taking the photographs from the city’s archive of frozen moments of audio exchange, Arakawa and Tcherepnin give sound and

movement back to past moments. In each of the photographs, people are listening in different situations—public, and private. Transposed from

recorded events to archival status, then from facsimile inks to copper and reflective aluminum, these moments are then connected to a sound

device playing Tcherepnin’s compositions that have been recorded in previous performances in New York and Tokyo. The artist’s replace the

original auditory fundamentals of each of these images and create a new meaning to the images. The work is activated by the public and thus

transformed into a sound sculpture. Invited to manipulate the metal plates as instruments, deafening the metal with fabric or whirling them

around, the visitors create sound ripples, dissolving the visible aspects of the work to give form to listening.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Tracey Rose
South African, 1974

Maqe II, 2001
Lambda print

47 3/4 x 47 3/4 in. (121.3 x 121.3 cm)
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Tracey Rose, (b. Durban, South Africa, 1974) is a multimodal performance artist employing photography and video in
her subversive oeuvre that traverses post-colonial theory, gender, race and contemporary identity. The artist is known
internationally for her interpretations of masterpieces of the western tradition—most notably for her appropriation of
Leonardo da Vinci in Ciao Bella (2001) at the 49th Venice Biennale. While the artist has often been touted as
offensive in her political directness, Rose’s work contributes to the creation of a contemporary canon of art history,
one that is significantly perceptive in the acuteness of identity in the decolonizing process.

“Maqe II” is at first glance a romantic image of three diaphanous angels hovering in the luminous sky over a South
African township. A closer inspection reveals that the apparition is the appropriated figure of Marie Antoinette from the
artist’s Ciao Bella series (2001) with the addition of a butchered cake. The figure is Rose herself dressed in costumed
made of trash bags holding a haunting paper mâché mask. The figure floating above a crossing of two sharp metal
traffic barriers and the triple-exposed view of tract houses piled upon one another in a Reconstruction and
Development Programme (RDP) settlement evokes an eerie sense of both past and forthcoming catastrophes. The
photograph, in conversation to the women referenced in the Ciao Bella Series, adroitly confronts the audience with
the legacies of sexual, racial and political oppression. Rose successfully achieves this without tending towards self-
conscious sentimentality. Whether the appropriated Marie Antoinette acts as a monarch of the RDP settlement or a
symbol of a social system responsible for massive poverty and displacement, “Maqe II” is a significant contribution to
the canon in its sophisticated reflection of contemporaneous identity.
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Gabriel Pericas
Spanish, 1988
Weight & Velocity (Cat on Router),
2014
Digital photograph, C-Print, 50 x 38 cm.

Diptych (Framed)
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Gabriel Pericàs (b. 1988, Palma de Mallorca, Spain) is interested in developing an ironic view of modernity and its many forms through

manipulating design processes. Referencing the work of Duchamp, Richter and Baldessari, Pericàs writes texts that are staged into

performances, in which certain of his already existing art pieces are actors. The artist is interested in situating the viewer in a space that is built

between narration and formalism employing a variety of digressions and slips to question methods of communication. He has an interest in the

invisible, what is before our eyes but which we do not perceive, the underground forces and the libidinal flows.

“Weight & velocity (cat on router)” is a duo of two humorous photographs of a cat lying on a computer router. The weight of the cat that

voluptuously outspreads on the router contrasts with the speed of the information circulating in the object—the two subjects are opposing in

their essential existence. In a pragmatic way, the cat stretches on the router for the heat that emerges. The heat produced by the material allows

the circulation of immaterial information. “Weight & velocity (cat on router)” is not just an image of a cat–– it is a visual encompassment of

domesticity and warmth in contrast with the coldness of networks and technology.
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Gabriel Pericas 
Spanish, 1988

Efficiency & Abyss #1,
Digital photogtaph, C-Print,
Framed

11x 9 cm

ed.1/ 3 + pa.

Gabriel Pericàs (b. 1988, Palma de Mallorca, Spain) is interested in developing an ironic view of modernity and its many forms through

manipulating design processes. Referencing the work of Duchamp, Richter and Baldessari, Pericàs writes texts that are staged into

performances, in which certain of his already existing art pieces are actors. The artist is interested in situating the viewer in a space that is built

between narration and formalism employing a variety of digressions and slips to question methods of communication. He has an interest in the

invisible, what is before our eyes but which we do not perceive, the underground forces and the libidinal flows.

“Efficiency & Abyss 1” is part of a series of photographs of stacked chairs in an auditorium. The design of this chair makes stacking easy and

rational. At the same time, this stack produces an optical effect that creates a shape resembling a tunnel or a subterranean passage. The fantastic

logic of these abysses is opposed to the pragmatic nature of design. In “Efficiency & Abyss 1” the artist takes a medium employed for

documentation and manipulates perspective through the angle he takes the photo. In doing so, Pericàs shows that perspective can be

manipulated not only through computer editing but also through manipulated standpoints.
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Zanele  Muholi
South African, b. 1972

“Brave Beauties” series -
Dimpho Tsotetsi, Parktown,

2014
Silver print gelatin

Zanele Muholi (b. Umlazi, Durban, 1972) currently lives and works in Johannesburg, South Africa. She co-founded
the Forum for Empowerment of Women (FEW) in 2002, and in 2009 founded “Inkanyiso”, a forum for queer and
visual activist media. With the intention of highlighting the hate crimes in South Africa, Muholi subverts the
oppressive narrative of Black queer and trans through rewriting a visual history.

As a visual activist for the rights of Lesbian, gay, bisexual, transgender, queer and intersex (LBGTQI), Muholi’s
photographs radically transgress the conventional perception of lesbian and transgender communities in South
Africa. Members of the LBGTQI community who suffer from continuous attacks — « corrective » and « curative
rapes », physical and psychological assaults, and hate crimes — Muholi works from her own community to create
strong and positive images of empowered individuals. As visual statements, her photographs seek to dignify the
members of an often hidden, voiceless and marginalized community. The verticality and scale of the prints
accentuate the resilience of the figures, confronting the viewers with their scrutinizing and empowered gaze. The
photographs support and promote self-expression, pride and autonomy in the face of an oppressive social system
to reshape and reclaim an authoritative black lesbian and transgender presence in the global landscape. Presenting
the black and white photographs as first-person testimonies of homophobia, discrimination and violence of LBGTQI
black women, the “Brave Beauties” series thus acts as a conscription to autonomy and a visual activation of equal
recognition.
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Zanele  Muholi
South African, b. 1972 

“Brave Beauties” series -
Somizy Sincwala, Parktown,

2014
Silver print gelatin

Zanele Muholi (b. Umlazi, Durban, 1972) currently lives and works in Johannesburg, South Africa. She co-founded
the Forum for Empowerment of Women (FEW) in 2002, and in 2009 founded “Inkanyiso”, a forum for queer and
visual activist media. With the intention of highlighting the hate crimes in South Africa, Muholi subverts the
oppressive narrative of Black queer and trans through rewriting a visual history.

As a visual activist for the rights of Lesbian, gay, bisexual, transgender, queer and intersex (LBGTQI), Muholi’s
photographs radically transgress the conventional perception of lesbian and transgender communities in South
Africa. Members of the LBGTQI community who suffer from continuous attacks — « corrective » and « curative
rapes », physical and psychological assaults, and hate crimes — Muholi works from her own community to create
strong and positive images of empowered individuals. As visual statements, her photographs seek to dignify the
members of an often hidden, voiceless and marginalized community. The verticality and scale of the prints
accentuate the resilience of the figures, confronting the viewers with their scrutinizing and empowered gaze. The
photographs support and promote self-expression, pride and autonomy in the face of an oppressive social system
to reshape and reclaim an authoritative black lesbian and transgender presence in the global landscape. Presenting
the black and white photographs as first-person testimonies of homophobia, discrimination and violence of LBGTQI
black women, the “Brave Beauties” series thus acts as a conscription to autonomy and a visual activation of equal
recognition.
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Zanele  Muholi
South African, b. 1972

“Brave Beauties” series - Eva
Mofokeng I, Parktown,
Johannesburg, 2014
Silver print gelatin

Zanele Muholi (b. Umlazi, Durban, 1972) currently lives and works in Johannesburg, South Africa. She co-founded
the Forum for Empowerment of Women (FEW) in 2002, and in 2009 founded “Inkanyiso”, a forum for queer and
visual activist media. With the intention of highlighting the hate crimes in South Africa, Muholi subverts the
oppressive narrative of Black queer and trans through rewriting a visual history.

As a visual activist for the rights of Lesbian, gay, bisexual, transgender, queer and intersex (LBGTQI), Muholi’s
photographs radically transgress the conventional perception of lesbian and transgender communities in South
Africa. Members of the LBGTQI community who suffer from continuous attacks — « corrective » and « curative
rapes », physical and psychological assaults, and hate crimes — Muholi works from her own community to create
strong and positive images of empowered individuals. As visual statements, her photographs seek to dignify the
members of an often hidden, voiceless and marginalized community. The verticality and scale of the prints
accentuate the resilience of the figures, confronting the viewers with their scrutinizing and empowered gaze. The
photographs support and promote self-expression, pride and autonomy in the face of an oppressive social system
to reshape and reclaim an authoritative black lesbian and transgender presence in the global landscape. Presenting
the black and white photographs as first-person testimonies of homophobia, discrimination and violence of LBGTQI
black women, the “Brave Beauties” series thus acts as a conscription to autonomy and a visual activation of equal
recognition.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Elham Rokni

Iranian, 1980
The Wedding, 2015
8 mm converted to HD, stereo

12 minutes and 30 seconds
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Born immediately after the Islamic Revolution, Elham Rokni (b. 1980, Tehran, Iran) grew up in the politically unstable
Tehran. Rokni immigrated to Israel at the age of 9 and today she is living and working in Tel Aviv. In her drawings
and video installations, she repeatedly constructs and deconstructs imagery related to her childhood memories and
her family photo album from her family’s time in Tehran. Her work explores an intricate and multifaceted reality to
challenge the boundaries of the existing borders—both physicals and politics.

“The Wedding” is the centerpiece of a series of works centered on a film of the artist’s parents' wedding in 1978, the
year before the Iranian revolution that gave power to a religious fundamentalist regime. Struggling to remember the
details and the date of the event, Rokni's relatives inadvertently embellish and recreate the excitement, confusion,
and eventual disappointment of those historic months in Iran. The uncertainty about the wedding date seems to
mirror the confusion of the historic turmoil about to sweep Iran. The video appropriates segments of the 2012
Hollywood film Argo—in which a CIA agent attempts to rescue six Americans held hostage in Tehran—to visualize
parts of the story recounted by her relatives. Rokni voice-over narrates the video where she describes the confusion
around the wedding date, which remains unresolved at the end of the piece by her family members. Through the
misremembering of the family induced by the chaotic moment, Rokni achieves a powerful portrait of the
construction of political and intimate histories.
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Nina  Könnemann

,

What’s new, 2015
3m43s, looped
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Nina Könnemann (b. 1971, Bonn, Germany) is a contemporary video artist. Since the 2000s, she has developed her
video practice alongside installations and sculpture. The camera of Nina Könnemann borrows from realistic cinema
and structural materialism. Located at the crossroads of Vertov's "Cinema-Eye"—which records a reality that the
habit would prevent from seeing—and Anglo-Saxon experimental cinema, such that of Hollis Frampton and Michael
Snow, where the consciousness of the medium is omnipresent, Könnemann closely examines marginal spaces,
human behavior and subcultures. As an observer of public spaces, Könnemann documents in detail how social
relations produced by social conditioning are manifested in the form of micro-interactions.

For many years, Nina Könnemann has placed a camera before a billboard situated in the suburb Neukoln in Berlin.
The silent film that exposes the both banal and paradoxical passages of time and space of the passers by highlights
the transformation of public space. The surface of exhibition—the billboard—becomes a wall behind which the
fascination of the artwork concentrates. The video shows individuals going behind the billboard to urinate, take
drugs, meet—masked behaviors behind the object intended for observation, the billboard. The audience does not
explicitly see what is happening behind the billboard, only the before and after. The public space is transformed into
an intimate place that the artist does not try to reveal, thus increasing the fantasy about the possible: simple urinal,
place of dealings, and places of exchanges, meetings. The apparent neutrality of the objective makes it possible to
relate different spheres: those of the visible and the invisible, the real and the fantasies, the intimate and the public,
the objective object and its subjective representation. By a mirror parallel to the presentation of “What’s New”, the
projection screen in the exhibition space doubles as a figure of the billboard in the public space.
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Martha Araújo
Brazilian,
Habito/Habitante, 1982 (2015)

CLOTH & VELCRO

260X145 cm

ed. 3/5

Since the 1980s, Martha Araujo, (b. 1943 Maceio, Brazil) has explored the physical and psychology limits of the
body. She has explored space, the body and mind by asking spectators to use objects and clothing that she
produces and exhibits in exhibition spaces. Many of her works are related to her performing installations between
1982 and 1987 entitled “Habito / Habitante”. From a historical perspective, her approach relates to Helio Oïticica
and Lygia Clark. Her work is now being reconsidered, like those of other artists from South America, thought to be
an alternative to performative gestures in the United States and Europe. The use of the body is linked to African-
Brazilian rituals, carnivals and especially to specific political contexts where the body is a means of resistance.

In “Habito/Habitante”, the suspended material renders the wall a prison and the participant a prisoner. The liberating
impulsion releases the participant. The act of freeing oneself, of flying, and escaping from constraints is an action
that is both extremely symbolically and physically significant. The sound produced by the Velcro upon the
detachment of the material from the wall enhances this sense of release. The repetition of the same gesture during a
performance gives the act a status of ritual, giving awareness to the power of the action. The work has a political
and social meaning lies in the epoch within which it was created—the transitional period when Brazil became a
democracy in the 1985 elections. The individual dimension of the liberating experience is thought as a moment of
collective construction of a new political context. This work is a testimony and a witness to the emotions and the
spirit of the state in this moment of profound political change that is inscribed in the physical and psychological
body of an entire generation. Martha Araújo states: “For me these gests are the means to find ourselves with
ourselves, the others and the environment within which we live while liberating ourselves”.
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Jean-Marie et Danièle STRAUB - HUILLET

French, 1933 / 1936

En rachâchant , 1982Film 35mm, n&b transféré , 7’
7 min

Jean-Marie Straub (b. 1933, Metz, France) and Danièle Huillet (1936, Paris–9 October 2006, Cholet, France) worked
together in film from 1963 and 2006. Their work consistently questioned the possible transformation from one
medium to another—literature, painting, music and film—as a process of re-reading, re-inventing and readjusting of
meaning. Klassenverhältnisse (Amerika, rapports de classe) (1984), from the incomplete novel of Franz Kafka, Sicilia!
(1999) and Conversations in Sicily (1941), Elio Vittorini, and Une visite au Louvre (2004) based on Joachim Gasquet’s
book, Cézanne, attempt to transform written civilizations into oral culture. Straub-Huillet pursued social and political
change not simply on the level of content, but rather by employing specific formal techniques based on distinct
practice of creative labor, working with direct sound and non-professional actors. Their cinema is defined by an
aesthetic and political sharpness, by the use of long static shots, the care taken in the image and sound, with
respect for the text and borrowed music.

“En rachâchant” is based on the short story Ah! Ernesto! (1971) by Marguerite Duras in which the child Ernesto does
not want to go to school anymore as all that he is taught are things he does not know. What interests Straub and
Huillet is the avoidance of showing what the writer sees, stating: “we cannot illustrate what he sees, that would
block the imagination…What interests us is the text which will be embodied in living beings, the dialogues but not
the plot of the story…There cannot be a film where the text is more part of the people that in our films! Necessarily
because there are months of work, the texts enter their nerve tissue. That is a form of popular culture.” “En
rachâchant” addresses this tension between legitimate knowledge taught in schools and popular culture. Here, it is
the student who comes with a new and revolutionary pedagogical system. The film is a lesson that teaches a form
of resistance to the institution, and addresses a political reflection on the education system, as well as on the status
of children.
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Polina Kanis

Russian, 1985

Workout, 2011

Video, HD, 11’40’’
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11min 40s
last edition

Polina Kanis (b. 1985 Leningrad, now Saint Petersburg Russia) is a leading video practitioner of the post-soviet
generation. Kanis is a graduate of the Herzen State Pedagogical University of Russia (2006) and the Rodchenko Art
School (2011). Her choreographed situations are symbolic of her time and incorporate a removed sense of nostalgia
with a keen sense of timeliness. Her social staging reinvents rituals while investigating power dynamics of the
individual in formed groups. In her approach, she exposes broken structures by using routine, rhythm and repetition.
Her pedagogical training and ability to work with various groups leads her to be the catalyst of each action.

In the seminal video “Workout”, Kanis looks at the phenomenon of exercise in public space—specifically aerobics
exercises in parks around Moscow today—as a broader lens for thinking about generational change. She leads a
local group of participants through a work-shopped sequence of aerobics and marching. Each participant moves
steadily and confidently in unison. Suited in western sports gear and found in a municipal garden in Moscow, the
elderly locals follow suit as the briskly paced instructor leads the way. The sexual overtones of Kanis’ presence as
an instructor pervade the video. While seemingly innocent in the taking of her exercise class, the opening of the
instructor’s legs and the angle of the camera strongly suggests objectification and sexualisation of women in sport.
Kanis’ performance work is a sophisticated tool in locating and deconstructing structures of generational difference,
transitions of political regime, social remnants of the past and gender placement in society. 
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Nidhal   Chamekh

Tunisian, 1985

Mémoire promise, n°3, 2016

Pencil, ink and transfer on cotton paper

 70 x 100

Nidhal Chamekh (b. 1985, Dahmani, Tunisia) graduated at the School of Fine Arts in Tunis and in Paris where he
currently lives and works. The artist’s conceptual and aesthetic exploration unfolds around complex and fragmented
shapes of meaning and the possibility to deconstruct and recompose value. His drawings demonstrate a technique
that is perpetually developed and challenged through his employment of a variety tools including pencil, brush,
bread, charcoal and sponge. Despite the experimental application method, his execution is precise in its pursuit to
replicate and observe reality. Chamekh experiments with image montage to recompose a history and the scenes of
crimes, mastering the practice of a scientist or a detective.

Nidhal Chamekh made the first drawings of the ongoing series Mémoire Promise in 2013. In the series, the artist
persistently dissects, examines and describes his experiences and memories of his family and life in Tunis, Tunisia.
As underlined by poet Arafat Sadallah, the artist draws eyes and gazes of unachieved portraits, hands and arms of a
skeleton—figures disappear but they witness and testify. In writing on the work Sadallah writes: “Life is
unachievable, infinite, torn. However at moments broken, ruptured. And through these ruptures and breaks give
promise to a gift of sight and the possibility to witness, to be present in the world as a witness to … what exactly?
What, who and where do we witness? Perhaps one can only witness the suspense of the question.” The Mémoire
Promise series questions the role of the artist as witness.
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Shahryar

Nashat

Swiss, 1975

Yea High (sweetpreparator), 2015

Plaster, drywall, oil, steel
67 x 47 x 9 cm
unique

The work of Shahryar Nashat (b. 1975, Geneva, Switzerland) is made up of the interwoven fragments of baroque
and renaissance sculptures, humour, sensuality and insolence. Practicing largely in installation format, which give
prominence to video, include photography, sculpture and etchings, the artist creates new opportunities for critical
reflection about the canon of artistic media. With an interest in art collections, libraries, artwork reproductions and
archives, Nashat imagines new forms of display through artistic reuse. Combining synthetic forms mediated by
organic and man-made representations, the artist’s oeuvre is an examination of the human-body’s interaction with
material culture.

Employing both the High Modernist technique of abstraction and monochronism, as in the work of Lucio Fontana
and Yves Klein, and bodily states of fetishization, Yea High (sweetpreparator) reworks the art historical canon of
movement and the body to consider flesh as a physical construction of man-made matter. In the work, the artist
uses perspiration as a medium on the surface, combing the man-made and the organic. The pink of the surface
reflects the artist’s interest in reframing the way we understand the permeability of human skin. The creases of the
plaster and the adipose surface enhanced provoke the skins surface susceptibility of scratches, ruptures, injured
tissue and abrasions. The artist’s interest in the construction of the prosthesis, the aesthetic of the abject and bodily
subversion is central to Yea High (sweetpreparator) deconstruction of the expectation of the image of a body, its
performance and movement. By abstracting the figure of the body as a monochrome surface of constructed flesh,
Nashat critiques the notion of perfection and expectations of the body, heralding autonomy and independence over
purity.
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Shahryar

Nashat

Swiss, 1975
Hustle In Hand, 2014

HD-video, colour, sound
10’20
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The work of Shahryar Nashat (b. 1975, Geneva, Switzerland) is made up of the interwoven fragments of baroque
and renaissance sculptures, humour, sensuality and insolence. Practicing largely in installation format, which give
prominence to video, include photography, sculpture and etchings, the artist creates new opportunities for critical
reflection about the canon of artistic media. With an interest in art collections, libraries, artwork reproductions and
archives, Nashat imagines new forms of display through artistic reuse. Combining synthetic forms mediated by
organic and man-made representations, the artist’s oeuvre is an examination of the human-body’s interaction with
material culture.

In the film “Hustle in Hand” (2014) we observe secret negotiations carried out between two characters with only their
torsos visible in the frame— negotiations that consider fetishizations, meaning and symbolic value of the body and
flesh. Money, food, appearances, and consumption: the viewer is pulled into a round of transactions, a rumination
on our society in which art occupies a coveted position. The film’s rhythm is suddenly interrupted by the
appearance of a green polyhedron that, once licked by one of the mysterious protagonists, becomes golden yellow,
a magical event accompanied by an intense swelling of violin music. As is often the case in Shahryar Neshat’s
videos, the music, soundtrack and speech use surprise as a significant element in the video. Presented in a glass
museum display case near a Warhol camouflage painting, the object begins to speak in a voice-over, demanding to
be the exclusive center of attention and manifesting its satisfaction by a forced laugh. Another scene in the film
shows a man displaying a scratch on his arm. The wound, the vulnerable body and testing desire with disgust are
recurrent themes in Shahryar Nashat’s work. “Hustle in Hand” seems disrupted by subliminal images that disturb
viewing and challenge our consented credulousness, our necessary candor while suggesting a parallel narrative to
our subconscious. The installation space—with several glass and marble sculptures, presents a multitude of visions
amid which the gaze shifts—giving our imagination over to these measured, odd and agitated ambivalences.
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Julia Rommel

British, 1980
Greetings From Uruguay, 2015
Oil on linen
24 x 23.5 inches (60.96 x 59.69 cm)

Julia Rommel (b. 1980, Salisbury, Maryland) is an American painter with a strong interest in the art historical canon.
Keenly aware of the precedents set by Abstract Expressionists as well as European Masters such as Matisse, her
paintings are manifestations of a process of construction and deconstruction that eventuates in an abstract work
that not only has a sense of the history of its own making but is also loosely associative in its reference to
landscape. In her paintings, Rommel is less interested in signature brush strokes than in what she describes as
using tools “to keep my signature away”. Her paintings act equally as research into color. While they are not
attempts at color harmonies, the artist is interested in the conflict between colors and of using tones to eliminate
one another. Rommel’s work acts between painting and relief, insisting on the objectiveness of the work.

On the artwork, Rommel states: “I was reading Jonathan Franzen's new novel Purity, where they take a lot of walks
through the jungle in Uruguay, or Paraguay, I can't remember. One of the characters takes a walk and jumps off a
cliff; it's kind of dark. The painting reminded me of a long, dark, and very serious walks in beautiful places.” With
references to Howard Hodgkin in the incorporation of the stretcher into the painting and certain kinds of mark
making, to Matisse’s cut outs and to the history of Cubist collage, Rommel has created a dreamy oeuvre that
manifests her strong conceptual interest in process and unmapped journeys. In the making of “Greetings From
Uruguay”, the artist paints on a stretched canvas, un-stretches it, repaints, re-stretch, sands it, repaints it, wipes it,
cuts it, staples it, un-stretches it and so on until she reaches a definitive work. The painting resembles collages of
shreds of canvases with the stretcher incorporated into the painting to provide relief.
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Erika

Verzutti

Brazilian, 1971

Two Eyes Two Mouths, 2015

Bronze and acrylic

41 x 42 x 8 cm 
16 1/8 x 16 1/2 x 3 1/8 ins
unique

Erika Verzutti (b. 1971, Sao Paolo, Brazil) is a sculptor of haptic floor standing and wall hung sculptures that refer to
principally, the female body. Openings, organs and skin are references that recur throughout her work, while also
remaining interested in recalling images the natural world, fruits, plants and trees to suggest a symbiosis between
the two. The works often have a strong sexual content and suggest physical sensations and provoke fantasies. They
are playful, ritualistic, fetishistic and inviting yet repelling touch at once and the same time. As José August Ribeiro
has written on her work: ‘the work is succulent and acid sweet and sour and bitter, in several senses.’

Made in cast bronze, “Two Eyes Two Mouths”, provokes a strong sense of fleshiness as if manipulated by the hand
of the artist pushing her fingers into wet clay or plaster to create gouges that represent eyes, mouths and the female
reproductive organ. Equally, there is a semblance of fruits—their succulence and fragility. While the work is sensual,
the matte bronze surface refuses any expectation of softness. The sculpture was partly inspired by a viewing of a
make-up tutorial, thus bringing into play an interest in make-up, disguise and the face as mask. Experimenting with
the body, nature and our environment, Verzutti examines the aesthetics of our society. Through her use of textures,
color, contour, weight and consistencies, the artist references the mid-twentieth century Brazilian movement Neo-
Concretism to locate the temptation of sensuality, the coldness of brutality and the image of flesh in the landscape
and in society.
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Malik Nejmi

French, 1973

La Chambre Marocaine, 2014

Diptyque des photographies
Fig 1 - (Villa Medicis Rome 2013)
Fig 2 - (Villa Medicis Rome 2013)
147x185 cm chaque
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The practice of the French-Moroccan artist Malik Nejmi (b. 1975, France) develops principally around his
relationship with his heritage to question the experience of displacement. Involving images and references to his
family, and in particular the emigration of his father in 1971 and his return to the country, Nejmi looks to family
portraiture, landscapes, and imagined spaces to examine the poetics of identity. In his earlier works, the artist
showed the presence of a mutilated corpse resulting his cousins forbidding him to return to the family home in
Rabat, the house of his grandmother. Najmi’s oeuvre studies how his existence within a double culture has returned
against him and made him rethink today’s notions of exile, migration and placehood.

“La Chambre Marocaine” series is a means to reconnect personally to his connection to family history and
objectively assess the process of reconnection. By creating this work in the Villa Medici in Rome, the neutral space
—neither France nor Morocco—allowed the artist to distance himself with his history in the examination process.
The series looks at Morocco through the eyes of his children and object belonging to his grandmother: a scarf, a
cushion and a book in Arabic. The photographs are taken without digital editing in an attempt to return to
documentation over artifice—to affirm the time of creation over timelessness. In presenting the photographs as a
diptych, the artist questions the caesura, the assembly, the blessing. The transmission and understanding of the
objects are not paralleled in both children—their experiences are unique and personal to the Moroccan objects.
Referencing the photographic studios of the Arab world, Orientalism, and the studio of the Japanese photographer
of the ninetieth century, Kusakabe Kimbei, Nejmi surpasses the schizophrenia of the search for identity. In defining
the studio as a space of invention, the white and empty backdrop of the photographs eliminates distraction and
allows for a reflection on fragility and the innocence of children. The negotiation of a transcultural and trans-
generational relationship with the past, present and possible future lies at the heart of “La Chambre Marocaine”.
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 Public Movement
,

Falling Wall, 2015
Performance

Public movement is a performative research group founded in 2016 (represented by artist Dana Yaholomi). They
investigate the creation of national, social and political identities. This Israel-based group investigates the creation of
national, social, and political identities through public choreographies and the way they are performed in public
space. By reenacting commemorative ceremonies, formal exercises from the youth scouts, or emergency
procedures (life saving exercises, such as rescue from a pile of debris), the performance troupe examines the social
choreography of public spaces by individuals. By studying and reenacting the codes and symbols of what
constitutes a nation-state, they questions what institutes a public space and engage the audience in taking a
position within the geo-politics of the space.

“Falling Wall” (2015) was produced for Public Movement solo show at the Tel Aviv Museum. The Tel Aviv Museum
of Art was where the State of Israel was declared in 1948. Entitled "National Collection", this exhibition examined
the national museum as a site and set of activities through which national and cultural identity are defined.
“Falling Wall” is a choreography constituted of several elements: a wall and minimum 3 performers. As a short ritual:
performers stand aligned in front of a wall, at the event of kicking the wall falls in the direction of the viewers,
seemingly about to hit them. The wall collapses and the performers pick up the third performer and slowly walk out
of the gallery. The performers wear uniforms and their movements are highly orchestrated, as if they were part of a
national funeral or memorial. The action can be activated several times a day at short or long intervals. Falling Wall is
one of Public Movement most abstract work, evoking various walls—the Western wall, the wall of shame or the
museum wall. In a short and shocking event, this work leaves you with a simple question: What would happen if the
wall collapses?
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Otobong Nkanga

Nigerian, 1974
Tsumeb Fragments, 2015
6 structures métalliques modulaires,

ciment, cuivre, impressions jet d’encre

sur plexiglas, impression jet d’encre sur

plaque de calcaire Galala, caisson lumineux,

mineraux Tsumeb, 1 video

variable dimensions
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Visual artist and performer, Otobong Nkanga’s (b. 1974, Kano, Nigeria) practice weaves together concerns about
land, natural resources, architecture and the dynamic status of remembrance. Pivotal to this is examining,
representing and altering ideas of geographies, home and displacement. Her multimodal works spans performance,
installation, sculpture, drawing, textiles, photography and video. Instead of focusing on the differences between
distinct objects and environments, Nkanga focuses on their similarities and connections. For Nkanga, the crucial
element of connection is memory, stating: “Memory is not only an autobiographical state, but also an important
notion in relation to objects that leave traces”.

“Tsumeb Fragments” was produced for the exhibition at Kadist, « Comot Your Eyes Make I Borrow You Mine » in
2015. In Spring 2015, Nkanga travelled to Namibia, making her way along an almost entirely defunct railway line
from Swakopmund to Tsumeb. The artist was intent on reaching The Green Hill in Tsumeb, an area renowned for its
minerals, crystals and copper deposits. This hill had been hand-mined by the Ovambo for generations, who took
solely what they needed. However, when Namibia became German South West Africa, the colonial regime began to
mine The Green Hill industrially, extracting and exporting tones of minerals each year. What Nkanga encountered in
Tsumeb was no longer a hill, no longer an active mine, but a dormant hole in the ground. The installation “Tsumeb
Fragments” is born from Nkanga sifting through her memories of Namibia, and the vast amount of material she
generated and collected in an attempt to formalize intuitively felt and invisible connections. The modular structure of
the tables enables the reconfiguration of the fragments. The mine and its history are presented in their many faces:
the image of a monumental hole in the landscape to which the artist dedicates a performance, fragments of stones
and debris, archival images collected from the local museum, and the fascinating vision of a floating cluster of
copper. The arrangement of the installation challenges the traditional modes of presentation of research-based
practices.



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Yogesh Barve
Indian, 1989

“Global?” 1 & “Global?” 2, 2012

-2013
Two videos

22’10 and 4’50
1/1

Yogesh Barve (b. 1989, Mumbai, India) is a contemporary multimodal artist based in Mumbai, India. Employing a
range of artistic materials, including found objects and digital technologies including his mobile phone camera in his
multimedia installations, his work examines social and cultural experiences of equality/inequality, the
outsider/insider, and the uninvited/the invited. His videos act as spontaneous testimonies to his instinctive visual
sense. A common thread crosses each of his works: the questioning of our cultural framework of thought. Opening
new aesthetic points of view to deal with social phenomena, unlearning/learning, building/deconstructing and binary
opposition to unlock all anchored stereotypes is central to Barve’s oeuvre. Seeking to democratize technology, its
accessibility and its simplicity as an act of decolonization, the artist’s work is singularly at the forefront of divisive
frontiers.

“Global? 1 & 2” documents an annual event during which people of a particular religious group gather around Jejuri
in Maharashtra, India. The six-day festival, from the first to sixth lunar day of the bright fortnight of the Hindu month
of Margashirsha is celebrated to allow the meeting of the principle God (Khandoba) with other gods carried from
different homes of the patrons who take them back at the end of the ceremony. It is a common belief by ancestral
stories that the gods existed in this region. The process of worship is called Tali Bhamdara. During this ritual, the
participants try to reach the metaphysical stage and state. The music, repetition and the colors hypnotize the viewer
who actively attempts to understand and decipher the rite of escape. Cultural globalization, potential exchanges and
experience remains suspended in this space. Hypnosis and the state of being possessed are paralleled with the
contemporary virtual environments and the Internet. In using a traditional event of Indian tradition and crossing
aesthetic codes of transfixion, belief and hypnotization, Barve raises questions of new forms of colonization. 
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Nidhal   Chamekh

Tunisian, 1985
Mémoire promise, n°4, 2016

Pencil, ink and transfert on cotton paper

70 x 100 cm

Nidhal Chamekh (b. 1985, Dahmani, Tunisia) graduated at the School of Fine Arts in Tunis and in Paris where he
currently lives and works. The artist’s conceptual and aesthetic exploration unfolds around complex and fragmented
shapes of meaning and the possibility to deconstruct and recompose value. His drawings demonstrate a technique
that is perpetually developed and challenged through his employment of a variety tools including pencil, brush,
bread, charcoal and sponge. Despite the experimental application method, his execution is precise in its pursuit to
replicate and observe reality. Chamekh experiments with image montage to recompose a history and the scenes of
crimes, mastering the practice of a scientist or a detective.

Nidhal Chamekh made the first drawings of the ongoing series Mémoire Promise in 2013. In the series, the artist
persistently dissects, examines and describes his experiences and memories of his family and life in Tunis, Tunisia.
As underlined by poet Arafat Sadallah, the artist draws eyes and gazes of unachieved portraits, hands and arms of a
skeleton—figures disappear but they witness and testify. In writing on the work Sadallah writes: “Life is
unachievable, infinite, torn. However at moments broken, ruptured. And through these ruptures and breaks give
promise to a gift of sight and the possibility to witness, to be present in the world as a witness to … what exactly?
What, who and where do we witness? Perhaps one can only witness the suspense of the question.” The Mémoire
Promise series questions the role of the artist as witness.
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David Horvitz
,
Watercolors Lost in Airports (LHR on

01/14/2014), 2014
on going series

Digital prints, package(s) including

watercolors

courtesy the artist and Chert (Berlin)



Kadist Art Foundation - 19 bis - 21 rue des Trois Frères, 75018 Paris, France

Chris Huen Sin Kan

,
Doodood and John, 2013
Oil on canvas

120 x 160 cm
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Untitled, 2016






