Sculptors discuss Sculpture
Jennifer Higgie
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Jennifer Higgie, co-editor of frieze, asked Leonor Antunes, Alice Channer,
Thea Djordjadze, Liz Glynn, Charles I.ong, Christina Mackie, Karin Ruggaber,
Kilian Riithemann, Bojan Sar¢evi¢ and Nicole Wermers about the

ways in which they feel meaning is controlled and conveyed in their work
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Although much of your work might initially appear to have abstract
clements, it was shaped by a narrative only you are likely to be aware
of'and is influenced by — and in some cases employs — found objects.
To what extent is an understanding of the ‘back-story’ — i.e. the
provenance of the ideas, objects or references to the body that might
have influenced your work — important in terms of how it is read?
Do you feel there is a right or wrong way of reading and understanding
your work? To what extent do you like to control the meaning

your work generates?

LEONOR ANTUNES

1 have used found objects in my work when [ needed an clement with a
certain history, one with an irreplaceable presence. T made an intervention
using a particular book that I carefully dismantled page by page. I then sent
each page in the post to people 1 know from different contexts, all of whom
are related to each other. I sent the pages from the location where the book
wasz both written and takes place, and ar the exact moment when the action
begins. This remains exclusively in the field of action and in the relationship
between the recipients of the pages; it cannot be reduced to a single object.

I have also been collecting Portuguese/Brazilian gold coins dating
from the 13th century — they were minted during the colonization of Brazil,
1 then erased the image on the coin by melting it. This sculptural gesture
is linked to the many ancient Greek bronze statues that have been melted
down to reeyele the valuable metal in times of war. A great part of its beauty
lies in its imponderability.

I often refer to specific communal buildings or houses in my work;
however, 1 never document these places, I only measure them. This proe-
55 helps me to delineate the work I then make in terms of size, weight, mass
and gravity.

I do not think in terms of creating something new, but rather use the
past as a source for linking things together. Most of all T am interested in
the idea of sculpture per se, which still operates as a very specific medium.
The space it generates, berween the viewer and the object, and vice versa —
but then this is just 2 beginning ...

Reading a work is about spending time with it. I believe both in the pos-
sibility of escape and of being present in a moment. I am interested in the
materiality of the thing itself and the nature of its materials, how they behave
and how they age. I also believe that looking at the work now Is a completely
different experience to the one it will be in 50 years; the leather will darken
and wrinkle, rubber will shrink, metal will tarnish, and 50 on. One has to take
care of it. | believe that the act of making is closely related to the act of car-
ing. By subverting expectations you increase the chance of offering a more
direct experience.,

Leowar Antuwes is a Povtuguese artist lfving in Berlin, Gernany, In 2011,
shre had solo exhibitions at: Servalves Musewm of Contemporary Art, Porto,
Portugal; Museo Reiva Sofle, Madrid, Spain Kunstverein Dusseldorf;
Germany; and Museo Experinental El Eco, Mexico City. Her solo show
af Mare Foxs, Los Angeles, USA, runs wetil 13 Mg, and frer solo exhibition
at Air de Paris, Paris, France will vun fiom 1 Fune - 13 Fulp.

ALICE CHANNER

I certainly don't see my work or any element of it as abstract. I don't
think that anything in the world can be. I'm trying to concentrate or pack
as much as I can into it, and what’s important is that certain clements are
present; I have no expectation that they will be read or understood in a par-
ticular way. [ don't think that art operates like the rest of visual culture,
which often eourts a particular interpretation in the audience of consumers
it desires, Instead, T want to make art works and exhibitions that are beings
in their own right, with layers and layers of being absorbed into them, some
physical, some mental, some of which are immediate, others less so.

In three recent works, Cold Metal Body, Lavge Metal Bodp and Wearm
Meial Body (all zoz), 1 stretched massively distorted digital prints of clas-
sical drapery beyond the limit of the South London Gallery ceiling. As long
as I have done my part of the work well, it doesn’t need to be made explicit
that the particular classical seulprures whose clothes I stole are sea nymphs:
embodied personifications of water made in hard stone. Because of the way
the works are made and encountered, I can feef the changes in state between
liquid and solid as I stand in front of them. I come to making art with a faith in
the strange power of objects to hold all of this, and more, within themselves.

What I want from art is to feel another person thinking, It's this kind
of relationship with a group of objects in a room, arranged in a particular
way and at a certain time, that I'm after.

I hope that my work can be generous because of a very different kind
of precision. If there is a kind of meaning I am interested in, it is one that
is distributed, shared, continually and often awkwardly renegotiated, and
arrived at using both the body and the mind. This is why exhibition mak-
ing, working with the way in which objects are experienced in real time and
place, is crucial for me.

Alice Chawner lives and works in London, UK, Her solo exiribition ‘Cut of Body”
is at the South London Gallery until 13 Map.

1
Thea Djordjadze
Lintitled, 2011, metsl, plaster, 374 B8 5 190 em
i
Thea Dijerdjadze
Untitled, 2011, mixed media, installation view,
“Pour un Art Pauvre', Carrié & Art, Musee d'Art
Contemporain, Mimes, 2011
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THEA DIORDJADIE

[ really can't well kose imporcant the beck-story is, in terms of understanding
my work. Even I I begin with a narrative, the process of making a sculpture
trunsforms it into semething else, Sometimes a story thatr was important to
me becomes uninteresting, or lost or forgotten ([ am really into forgetting),
aned then a new narrative emerges. 1 like the possibility that someone witha
completely different background to mine will interact with the work,

The back-story, if there is one, changes or transforms while 1 work in
the space where the piece is going to be shown. [ try to movie the elements
around the gallery until they come to rest in the position that they, or I,
want. In the end, the narmative heeomes an additional part of the sculpre,
in B similar way o title does.

1 dan't think there's a right or wrong way of understanding my work.
I have te enntral 20 many elements in it and still the unexpected appears
and surprises me. | can't eontrol the meaning my seulpture generates; in
fict, | refuse even to try.

Then Dfovaljadze lives awd warks in Beelin, Germany. Her muosi recent solo
shoms were at Rat Hole Gallery, Tokpo, Fopan (2010=12); and The Consrar
Gueiled, Glaspewe, UK (2002) She wlll have solo exhibitions of Spriith Magers,
Lomedow, UK, in Sepleier; aiad Matned Konsthall, Sweden, in Novemier. Her
wark will be fncluded in group exhibitions af acca, Melbourne, Australia, iv
Aueguest i Moo Rufime Tomape, Oexaca, Mexico in Novensber,

‘Even if 1 begin with a narrative,
the process of making a sculpture transforms
itinto something else.
Thea Djordjadze
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LIZ GLYHHMN

My work is dependent upon references that exist in the outside world;
I can't walk into the studio and arbitrarily make a sculpture. As my sources
have become more densely layered, horrowing across different cpochs
from the ancient Egyptian Book of the Diead to the recent financial erisis,
the possibility of a viewer identifying every detail becomes more remote,
Meaning does not rest in recognizing the source, but rather in tracing how
it is deployed within a larger framework.

I have grown increasingly Interested in the plasticity of historical nar-
rative, and ideas of poctic truth over factual accuracy, such as 19th-century
amateur archaeologist Heinrich Schliemann’s desire to prove that the events
in Homer's fiad actually happened through his excavation of Troy. In my
waork, anclent reference often functions as an allegorical decoy for contempo-
rary concerns such as irreparable loss and irrational desire.

While historical narrative provides a structure for meaning, any encoun-
ter with an object begins with a visceral response. My initial induction Into the
cultural provenance controversies regarding antiguities was seeing a picture
in ArtNews of 3 fourth-century gold funerary wreath that the Getty Museum
had agreed to return to Greece, Without knowing abour the controversy, my
first reaction was: ‘T want that. This desire has a political dimension, for it
has frequently justified breeches in the ethical guidelines governing museum
acquisitions. The sculptures [ make seek to provoke a similarly complex
response: pleasure provides a point of entry, complicated by additional intel-
lectual information that rmust be reconciled with the incffable.

My work traces dynamic shifts in cultural value, and consequently | am
not invested in creating a singular read of an object. Each work is intended
to serve a3 a vessel for conversation, enriched by the viewer's own knowl-
wedge, and contextualized in the present tense.

Liz Glyun Eoes and works in Loz Angeles, USA, Recent projects inchide

‘Black Rox’ ax part of the Pacific Stawdard Tine Public Art and Performance
Festival, Los Angeles (2012); and "Utapia or Oblivion" as part of Performa 11,
New Yok, Usa (2012). Her work will be fearured in the Hammer Museson's
Made in LA biennial, Los Angeles, from 2 Fune = 2 September,

CHARLES LONG

1t brilliant timing to entertaln this lssue of *hack-stary” and these questions
of intentionally placed meanings and unavoidable misreading surrounding
the making and viewing of sculpture — and yet also not-so-good timing (ter-
rible, in fact, but I will get to that). This is an enigma [ am in the very midst
of solving through the ereation of new sculprures that have suecessfully elim-
inated all content. Sculpture = presently a halr's breadth away from being
everything that has ever existed or can be thought of — has evidently become
a yawning gateway for everything that can be expressed. The vastness of this
portal can hardly be imagined, but, to give you an idea, consider that eve-
rything that has ever existed is linked in a chain end-to-end and eventually
connects back to imself forming a glant ‘Super-Thing-Ring” (sTRL This colos-
sal opening is large enough to allow everything that can be expressed about
those things to pass through, and when they do, each expression instantane-
ously reverts 1o a thing that is instantly sucked up as another intermediary
link in the expanding sTR. You can see where this is leading — it's pretty
seary — but we see it happening from undergraduare critiques and all the vay
up the food chain to works made for benefit auctions.

O, %0 why is it bad timing to address this issue? [ am writing to you
from the lobby of the Hotel de la Paix in Geneva, where the winds are blow-
ing so hard off the lake (around 60 kilometres per hour right now) that the
magnificent Jet d"Eau fountain just totally soaked me and fried my laptop as
1 was wakting for the bus, Now I have to use the computer in the lobby, so
VIl keep it short — it"s crazy in here. Basically, I have a grant to work here at
cERN using the Large Hadron Cellider (LHC) in making sculptures that have
zero content and we had an accident. 1 was welding up a form, pretty much
like the ones in my recent show at Tanya's [Bonakdar], and a cryogenic mag-
n¢t support broke during a pressure test involving one of the LHC's inner
triplet (focusing quadrupole) magnet assemblies, provided by Fermilab, Mo
one was injured thankfully, BUT, I won't have that piece ready for the art falr
(thanks Fermilabl). I got an explanation from Fermilab director Pier Oddone
who excused himself saying: ‘In this case we are dumbfounded that we
missed some very simple balance of forees.” Yeah, tell that to Tanya.

Charles Long Nees and works in Los Angeles, USA. His public art work,

Pet Sounds, will be installed this sonmer in Madison Squave Park, New York,
LA, Lomg's solo presewtation, Seeing Greew | was presented in confunction
it “Al of This aed Nothing: 6tk Fawtnter Dnvitational* af the UCLA Hanmmrer
SMwseiens, Los Angeles (20010

CHRISTINA MACKIE

I den't consider my work to be abstract; it all comes fram my own life, the
are of which is the narrative. 1t's a metaphysical space, peopled, full of fur-
niture, personal stories and locations, which [ use as a fuel cell to generate
new meaning for myself, It works best if I ignore the possibility of the audi-
ence; & reverse suspension of disbelief. When I'm working I don't consider
what the reaction to the work might be.

All objects are more or less found; even a sheet of paper is a product.
I am interested in what happens to materials after they've entered my zone
of influence, [ like to work in a free space where things can come together.
Every idea and object has a history, which describes its provenance and tells
you what its doing there. But you don't need to know the history of an object
or a person to have an insight into them, becanse everything is available at
the moment when things are seen. There's no point trying to vell every little
thing because everyone reads things differently. The presence of an observer
unavoidzbly influences the meaning of all objects.

IT'would like pecple to fieel curious and unhiased when they look ar my
work, and to make their own associations and references. [ prefer the con-
structive approach over the destructive. I can't control how meaning is
generated, but I can control the conditions that set things in metion, Once
the work has entered the consclousness of the viewer, however, what they
make of it is entirely out of my control.

Chiristing Mackie lives and works in Londou, UK, Her solo exhibition,
“Pinting tive Weighis  wiich was ffrst shooem at Chisenhale Gallery, London,
earlier this pear, will apen at Kunsthal Charlottenborg, Copenhagen,
Denmark, ou 25 Map. She will be shooving at Catriona Jeffides Gallery in
Varcowver, Canada, in Seplenher,

1
Chrating Mackee
The Ruiling (detail), 2002,
mixed madia,
nstallatonn view,
Chinanhale Gallery,
Lendon
F
Chentina M&'u
Treatle People | 8 11
[dweail], 2002,
mixed medis and six
Indian ink paicting,
inatallation view,
Chisenhale Gallery,
London

3
Liz Glgnr, Ui, 2000,
reclaimed wooden pallets,
inatallation view,
Lot Angwles

4
Charles ‘Minirmal
Sulfmlmﬂfﬂomf.
installation wew,
Tanya Bonakdar Gallery,
Mew Yeak, 2012
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KARIN RUGGABER

For my recent show at grevngrassi, [ worked from an image of a Jacquemart
clock (Carillon du Mot des Arts) that is on a fagade in Brussels, 1 am fasci-
nated by the elock's structure., [ts strange and fictional figuration portrays
the hours as statues of different historic citizens of Brussels in various
poses — combining symbeols, large numerals and an ornamental sun as the
dial, The idea of this cleck as an ordering system is interesting 1o me as it
brings together stylized Hguration, symbols and a circularity, all of which
opcrate on the same flat mechanical plane. The clock’s attributes became
o kind of templote when making the reliefs for my show, but none of this is
directly visible in the work.

I don't provide this background information but 1 den't withhold it
when asked. There are many external references that come inta the mak-
ing of the work. These range from images of cooking and food preparation
to architecture - for example, Roman villas or the buildings designed by
Rudolf Steiner, This background material s abstracted into an invented
materiality and form, which becomes very artificial and removed from
direct representation. Oceasionally there s a more immediate relationship
whene the images appear in beoks that [ male, or become part of a show.

For some years I've been photopraphing buildings in & suburb of
Istanbul and 1 have used ooe of these as the image for my invitation card,
Its geographical location on the edge of Furope allows for an experience
just outside of the familiar, which is something that | would like to eonvey
in my work. I hope that it can retadn o sense of the thinking that goes into it

Karin Ruggaber loes and works in London, 08, She kad o solo show at
greengyaisi, London, earfer iz pear and lrer work was iveludsd in British Art
Shoawe 7 (2000 - 11} awd ‘Camnlodrseen | Fivsisite, Colchester, UK (2088 -12L

KILIAM RUTHEMAMNN

My work Is made with simple gestures, which remaln vizible In the Anished
piece and can be traced back through the process of production. [ want
viewers to re-enact my gestures in their imagination and to feel the joy
of, say, breaking glass or smearing Nutella on a slice of bread. 1 use famil-
fnr objects. materlals or siuations that people might have a sense for.
I'm on hiding anything, so the back-story is always present in the work.
Occasionally, [ use thtles to hint at the issues that I'm into, but they don't
have to be followed through to understand the work.

Ltry to be aware of all the subjects that my works generate; some maoy
be of more Interest to others than to myself, but that's oK. There's not
too much to misunderstand, 1 think, but Pm always open o suggestions,
Sometimes, someone puts my work into words [ haven't thouglht of, which
might give even me a better understanding af it

1 usually know what 1 want from my work and 1 try wo make it visible,
If you're able to see it voo, I'm happy. I usually only intervene with direct-
ing the meaning of the work = for example through a ticde = i there's a real
possibility of misinterpretation. 1 can control precise setting of the work;
it's an offer. 1'm always curious to see what follows,

Eilian Rithentann [ives and works e Basel, Sivitzerlond. His wordk is
currenilp lnchuded i “Das Unersparivle erarten” (To Expect the Unexpeced)
al Kiinstlevinus Bremen, Germanp; and David Dale Gallery, Glasgow, UK,
wleicls is part af Glagipow futernationad Festival (fatk wntil 20 Map). B shave
ar Musem Fans Kowstruktlv, Znvich, Switcerland, opens 13 December.

1
Farin Ruggabar
Reliaf 5100, 2002, concrete and pigmants,
122=%023 em

2
Karm Ruggaber
Refief #7172 (Numerals seres], 2002, conerete,
pigmants and fiboeglen, 477 JixSem

3
K Ruggaber
Relief ¥T14 (Moeaeraly semesl, 2002, conerete,
pigments and fibreglass, 43=30=3 om

4
Efian Rithemann
Seick ond Teers, 2071, sluminiim and licquer,
inatallaien vies Terimoir',
ek Ber & &irts Trisnnale, Bax, Switredand,
200, paehe 10 = 10 m
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Tusually know what I want from my work and 1 try to make it visible.
Ifyou're able to seeit too, 'm happy.

Kilian Riithemann
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KARIN RUGGABER

For my recent show at greengrassy, [ worked from an image of a Jacquemaort
clock [Carillon du Mont des Arts) that is on a fagade in Brussels. 1 am fasci-
nated by the clock’s structure, Its strange and fictional figuration portrays
the hours as statues of different historic cidzens of Brussels in varioos
poses — combining symbols, large numerals and an ornamental sun as the
dial. The idea of this clock as an ordering system is interesting to me as it
brings together stylized Bguration, symbols and a circulacity, all of which
operate on the same flat mechanical plane. The clock’s attributes became
a kind of template when making the rellefs for my show, hut none of this is
directly visible in the work.

1 don't provide this background information but I don't withhold it
when asked, There are many external references that come into the mak
ing of the work. These range from images of cooking and food preparation
to architecture — for example, Roman villas or the buildings designed by
Rudolf Steiner. This background material is abstracted Invo an invented
materiality and form, which becomes very artificial and removed from
direct represemtation. Occastonally there is a more immediate relationship
where the images appear in books that [ make, or become part of a show.

For some years I've been photographing buildings in a suburh of
Istanbul and I have used one of these as the image for my invitation card,
Its geographical location on the edge of Europe allows for an experience
just outside of the familiar, which is something that T would like to convey
in my work. I hope that it can retain a sense of the thinking that goes into it.

Karin Rugraber lives and weorks in Lowdon, UR. She kad a solo show at
greengrasst, Lowdon, earliee this pear and her work was incinded in British Ave
Shew 7 (roro=11dapd Casnloduson, Fivssire, Calclrester, UK (2017=12),

KILIAN RUTHEMAMNMN

My work Is made with simple gestures, which remain vizible in the finlshed
piece and can be traced back throwgh the prcess of preduction, T want
viewers t0 re-enact my gestures in their imagination and to feel the joy
of, say, breaking glass or smearing Nutella on a slice of bread. [ use famil-
ier objects, materials or situations that people might have o sense for.
I'm not hiding anything, so the back-story is always present in the work,
Occasionally, I use titles to hint at the kssues that I'm Into, bur they don't
harve to be followed through to understand the work,

1 try to be aware of all the subjects that my works generate; some may
be of more intérest to others than to myself, but that’s oK. There's not
too much to misunderstand, [ think, but 1"'m always open to suggestions.,
Sometimes, someone puts my work into words [ haven't thought of, which
might give even me a better understanding of it

T usually know what T want from my work and T ey to make it visible.
If you're able to see it toe, I'm happy. T usually only intervene with direct-
ing the meaning of the work — for example through a title — if there's a real
possibility of misinterpretation. I can control precise setting of the work;
it"s an offer. I'm always curious to sec what follows.

Kifinn Riithenann lives and works in Basel, Switzerland, Hix work is
curvently incliuded in Dhas Uneriariete erwarten” (To Expect the Unexpected)
at Kitnatlerkons Brewsen, Germany; and David Dale Gallery, Glasgow, UK,
which is part of Glasgow International Festival (both watil 20 May), His show
at Musewrn Haus Kenstruktie, Zurich, Suritzerland, opens 13 Decentber.

i
Kanin Fupgober
Relief #1100, 2012, concrete and pigments,
122=NM0=3em

1
Karin
Ralvef 8112 (Numerols renes), 2012, concrete,
pigments snd hbreglass, 47= 315 em

3
Karin
Refief £114 (Mumerals ceries), 2012, concrets,
pgrmants and Rbreglass, 43 <305 3 em

4
Kilizn Ruthemann
Stk ored Trees, 2011, ahuminiven and locquer,
insrallation view Teniteirs’,
Vith Bax & Arts Trisnnake, Bax, Seatrerland,
2011, eeeki 10+ 10 m
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/ BOJAN SARCEVIC

Recently, astronomers detected signs of life on the moon. However,
this “life” wasn’t extraterrestrial but of the more prosaically earthly sort.
When we observe the erescent of the moon, we might also notice also a
mpaﬂﬂmtisnmlitdirmﬂ?bﬂhemn'smfs.w:ulunﬁnmﬁat
4 - shady part is the sunlight reflected from the earth, which is loaded with
/ X/ - information, taking on the colours of vegetation, clouds and oceans. The
"y - ' light records the signature of molecules in the atmosphere and becomes
F 4 ey polarized, These phenomena are analogous to the provenance of artists’
P : ideas and references and, consequently, their interpreters.

rd 5 Understanding the provenance of my ideas and sources shouldn’t
/ ’ ] be a crucial aspect of relating to my work. [ try to leave my picees as
r o . open as possible to various interpretations. I don't search for, or try
Vd s - to impese, a finite meaning on a work as such, although I do expect
¢ an assertive clarity and precision in my visnal expression. At the same
# . e time, it is inevitable that the context, the conditioning and the deci-
] sions made during the conception and realization of the art work will
provide a framework for its reading. But this framework could be just a

starting point for further thinking.
Misinterpretations can arise from inattentlve and unimaginative
- but that doesn’t mean they*re illegitimate. Like astronomers
" discovering ‘life* on the moon, this doesn’t make me a proponent of cor-
rect interpretation but rather of a binding one, capable of attracting and
holding. After all, as in science, it is the work stirring the meaning in its

own direction.

Rofan Sarfevié is an artist who lives and works in Bevlin, Germany, and
Paris, France. His solo exlibition, <A Curious Contortion in the Method of
Progress’ vuns until 6 May at the Kunstniusenm Licchtensten, Vadue.

e HICOLE WERMERS
H' Although my work might appear abstraer, It refers o concrete objects,
,<: the structures of everyday urban life (the gate-like security devices at

4 shop exits, for instance) and fragments from lifestyle industries, such as
i magazine pages. I hope that while not all my references are instantly rec-
. ognizable, most linger as an implied presence.

& My work deals less with an actual narrative and more with how one
might associate and interact generally with objects. The found object
exists only as a starting point; the sculpture itsclf is a departure. Much
of my sculpture exists on the threshold of the functional, indicaring that
a slight shift in either direction affects the status of objects.

For example, a recent series of sculptures “Wasseregale” (Water-
shelves, 2011-12) accesses a Modernist language as appropriated by an
architecture of commerce which, once displaced, may seem abstract or
formal, recognizable but not useful. What I find extremely interesting is
the adaptation of fine-art sesthetics within the overall design of our daily
lives and T want people to be aware that Tam referring to both art history
and to the ways in which it has been appropriated by consumer culture.

It is only recently that 1 have referred to something as particular as
the Rodin Museum in Paris. Usually, 1 refer to specific but ubiguitons
places and situations. I feel that there should be a level in my sculpture on
which a plece just works and allows for a physical and stroctural reading.

Generally, 1 prefer the viewer to generate their own moment of
realization or understanding of my works, [ like to think of meaning as
something that allows for some flexibility and that also may change with
time. Ideally, 1 would like peaple to be aware of my previous work and to
read individual pieces within that context. This should be sufficient.

Nicole Wermers is a fellow in residence at the German Acadeny in Fone,
Ttaly. Her wovk iz imeluded in A mh#ﬂmmmmq
thre oviginal plans’ at the Kilwlscher Kunstvervein, Cologne, Germany (until
10 Fune); and Chat of Focus"al the Saaichi Gallery, London, UR (until

22 Fulp), Recent solo shows fuclude Spray’ at Tanpa Bonakdar Gallery,
New York, Usd (2012); ‘Hotel Bivon® at Kunstverein fiir die Rheinlande wnd
Westfalen, Dusseldorf, Germany (2011); awd ‘Buknu Suiteat Herald St
Lowdon (2011).

Bejan Sarémii

‘A Cusious Centartion in the Method of

Progress’, axhikition view, Kunsty
Linchtenstein, Vaduz, 2012
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‘I want people to be aware that 1 am referring to both art history
and to theways in which is has been appropriated by consumer culture.

Nicole Wermers

Mizole Wermen:
Buhuw Suite (Rochefort & Poiatingl,
2012, e-typa pont,
chig Frame and stainless steel clips,
30=d0cm
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