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Foreword Over the past twenty years of the Curating 
Contemporary Art Graduate Exhibitions the 
programme and students have tended to 
concentrate their energies and resources into 
large-scale exhibitions in the RCA galleries. 
While there have been various experiments to 
break down into smaller groups at different 
stages of the exhibition research and devel-
opment stage the over-riding convention has 
been to work together in full year groups.

This year students collectively decided at 
an early stage to work in individual groups to 
develop smaller, experimental exhibitions. 
The four resulting projects clearly demon-
strate how this choice has enabled a more 
distinct range of strategies to be developed 
and a greater inclination towards curatorial 
risk, particularly in relation to collaborative 
practice and the commission brief. 

Despite the diversity of approaches the 
desire to create a mutual space of dialogue 
about how exhibitions are made, presented, 
designed, and experienced was maintained 
in the creation of this publication; an 
indication in many ways of how interest in 
‘the curatorial’ as a reflexive practice has 
become a more central concern of curating 
as an activity in contemporary culture. 

We are indebted to many individuals, 
organisations and companies for making 
these projects a reality and to the many 
sponsors, partners and funders whose 
generous and enthusiastic support the 
students energetically secured to realise 
significantly enhanced projects. 

Jean Pascal Flavien’s statement house 
(temporary title) was a highly ambitious 
outdoor commission made possible thanks 
to the financial support of Fluxus and the 
Institut Français early in its conception. From 
there the curators were able to build rela-
tionships with contractors including TALL 
who provided key structural engineering 
services pro bono, and the White Wall 
Company who constructed the house through 
substantial sponsorship in kind, and in 
particular with help from Ashley Elliott. 
Likewise, a highly successful Kickstarter 
campaign led by the students attracted a 
range of donations including substantial 
contributions from Catherine Bastide and 
Esther Schipper galleries. Without this 
generous spirit such a project would not 
have been possible. 

The Echo Chamber concept and 

K it Hammonds, Senior Tutor
Rebecca Heald, Tutor
Grant Watson, Tutor
Victoria Walsh, Head of Programme
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installation was equally ambitious in its 
curatorial trajectory and is indebted to a range 
of suppliers who responded positively to 
provide the key scene-setting materials of 
Chloe Lamford’s set design for the space. 
These include the continuing support of 
Farrow & Ball, Vezzini & Chen lighting design, 
the RCA Student Union’s Co-President Fund 
and Altro flooring, with particular thanks to 
Richard Kahn. Without this support Echo 
Chamber’s vision of the future would not have 
been complete. 

Whose Game Is It? was similarly supported 
by a range of sponsorship and support-in-
kind from galleries and foundations. The Ratiu 
Foundation and Romanian Embassy were 
instrumental in enabling artists to visit and 
stay in London. White Rainbow Gallery 
provided funding to the project in recognition 
of the students themselves, as well as the 
artists involved, and we are grateful to them, 
and particularly to Yukiko Ito, for being so 
supportive and ensuring the exhibition and 
related programme was presented to the 
highest standard.

It is not only support from the outside 
which has allowed these projects and Black 
Box Formula to reach fruition but also the 
hard and often invisible work of staff across 
the Royal College of Art, advising and 
assisting the students throughout the project 
development and installation. In particular, 
the programme would like to thank Jan Vou 
for all her support in liaising and co-ordinating 
with college contractors, gallery and building 
staff; James Russell and the Technical 
Services team; Anil Sodha and the Buildings 
and Estate team; and Mike Alexander 
responsible for health and safety who assisted 
in core teaching as well as his formal role.

The fifth space of the graduate exhibitions, 
this publication, is a discursive space that 
lies between the four projects and brings them 
into dialogue. Thanks to Jonas Berthod who 
has worked with the students to bring the 
four diverse projects together graphically here 
and in the gallery, and to the commissioned 
contributors who have brought their own 
perspective to the exhibitions. We are grateful 
to G . F Smith papers for providing support 
in kind, but most of all indebted to Ben 
Craze and ArtQuarters Press for sponsoring 
the Curating Contemporary Art publication 
this year, and those produced over the past 
two decades. Ben has been an outstanding 

supporter of the programme and his sustained 
interest and commitment to the work of the 
students in print has been exceptional.

Final thanks go of course to the artists who 
have made these exhibitions so successful 
through their work, and the time and commit-
ment they have shown towards the curators. 
It is, we also believe, a reflection on the quality 
of the student’s interest in developing new 
types of collaboration with artists and practi-
tioners that inspired the latter to so readily 
accept the invitation to participate in these 
forward-thinking curatorial projects. 
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Introduction Notebook is a publication that brings together 
the four graduation exhibitions of the 
Curating Contemporary Art MA programme 
at the Royal College of Art. In contrast to 
previous years there are four independent 
exhibitions. Collectively, they involve artists, 
theatre designers and writers from the 
Americas, Europe, Asia and Australasia and 
are engaged in themes of cybernetics, 
speculative fiction, language and globalisa-
tion. Where previously students’ interests 
were reconciled in the exhibition space, this 
year the publication – a fifth space – is where 
all fourteen curators’ voices come together. 
The publication’s task is to bring these 
separate identities into dialogue. Rather than 
risk flattening difference, Notebook celebrates 
the heterogeneity of the four exhibitions in 
its refusal to operate under one fixed 
narrative. But this raises the question: how 
to accept heterogeneity while still maintain-
ing a coherent editorial approach?

In Doris Lessing’s 1962 novel The Golden 
Notebook, individual identities are split into 
categories through an inability to conceive of 
the self as a whole in the present. The 
protagonist Anna Wulf records her experiences 
in four coloured notebooks: black for her 
writing life, red for political views, yellow for 
emotions and blue for everyday events. Wulf 
also keeps a fifth, golden notebook, in which 
she attempts to draw these distinct strands of 
her life together.

Prompted by Lessing’s example, Notebook 
adopts the format of four discrete sections 
followed by an attempt at synthesis. The 
notebooks act as a device for structuring 
content without forcing links. This has the 
further effect of allowing for two different 
reading experiences. Each section operates 
individually rather than relationally and may 
be opened and closed separately. 
Alternatively, the act of synthesis that follows 
sets up a potential narrative where each 
section can be read together.

As well as reflecting on how to bring the 
four exhibitions into dialogue, Notebook also 
creates a space to discuss the aims and 
intentions of each project, through curato-
rial essays authored by each group; a newly 
commissioned response to each project by 
international artists, critics and writers; and 
a space for documentation as a visual essay 
for each project.

Black Box Formula is an exhibition of 

Edward Ball
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new work by contemporary artists reflecting 
on the nature of the black box, a concept used 
in technology and social sciences. Artists 
employ prosthetics, networks and post-human 
thinking in works displayed in an installation 
evocative of the black box process. Where 
the curatorial essay reflects on the unknow-
ability of the black box in cybernetics in 
artistic practice, Dr Marquard Smith’s 
commissioned response suggests metadata 
as equally unknowable. Documentation 
reflects the physical and sensory experience 
of the exhibition.

Echo Chamber is a new commission by 
acclaimed set designer Chloe Lamford that 
reframes relationships between contemporary 
art and theatre. The audience is invited into 
a dystopian future world, a theatrical set 
where a programme of artists’ interventions, 
performances and screenings unfold over 
the course of the exhibition. The curatorial 
essay focuses on collaborative imagination 
and expanding time-based approaches to 
curating in relation to the theatrical. A newly 
commissioned story by American science 
fiction author Mark von Schlegell reflects the 
exhibition’s creation of a narrative caught 
between past and future.

statement house (temporary title) by French 
artist Jean-Pascal Flavien continues his 
international series of houses for living, resting 
and working. Located outside the Royal 
College of Art’s main entrance, the structure 
hosts writers engaged in ‘writing the house’. 
In the essay, the curators discuss how the 
house enlarges the space of writing. Anna 
Gritz, Curator of Film and Performance at 
South London Gallery, explores the house’s 
latent potential for fictitious scenarios, while 
documentation shows how the life of the 
house is produced, particularly through 
social media.

Whose Game Is It? considers contempo-
rary socio-political questions in a globalised 
world of disparities and hegemonies. The 
exhibition asks audiences to reflect on these 
issues through playful works. In the curato-
rial essay, the curators bring a personal and 
non-Western perspective. They extend this 
logic in an interview with Brazilian artist and 
writer Ricardo Basbaum, focusing on local 
versus global, participation and resistance 
to neoliberal economics. Documentation 
highlights the centrality of games and 
participation to the project.

The fifth and final section operates as a 
pause for reflection. The interest in finding 
commonalities between the four projects has, 
in a sense, been going on since the decision 
to separate into different groups. But the 
editorial process saw this develop into a 
project in its own right. The interpretive act 
of synthesis, explored in collaborative writing, 
is an experiment in which the editors used 
the shared encounter with each exhibition 
project as a point of departure. In The Golden 
Notebook, Anna Wulf saw the act of writing 
as a way to reconcile her compartmental-
ised self; this publication too attributes the 
same power to the act of writing. The 
production of this publication has brought 
all fourteen curators around the table once 
more, before we graduate and separate out 
yet again.

Black Box Formula

Zach Blas
Hyungkoo Lee
Lawrence Lek
Harry Sanderson
YOUNG-HAE CHANG HEAVY INDUSTRIES
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Inside the Box: The 
Mechanism Made Visible

Black Box Formula is an immersive exhibition 
that reflects on black box theory. New works 
explore various aspects of black box theory, 
incorporating posthuman thought in terms 
of prosthetics and social networks.

Though there are multiple types of black box 
theory, this exhibition draws from the 
version explored in cybernetics, where the 
black box’s contents and workings are visibly 
informed by inputs and outputs but whose 
internal processes are ultimately mysterious. 
As the French philosopher and sociologist of 
science Bruno Latour writes in his 1987 text 
Science in Action:

The word black box is used by 
cyberneticians whenever a piece of 
machinery or a set of commands is 
too complex… That is, no matter how 
controversial their history, how 
complex their inner workings, how 
large the commercial or academic 
networks that hold them in place, 
only the input and output count.1

Various fields employ forms of black box 
theory, in contrast to one another. While in 
cybernetics a black box is understood strictly 
in terms of its input and output, in psychol-
ogy it is used as a metaphor for the human 
mind and its intrinsic inscrutability. Marketing 
science also recognises the mind – specifi-
cally the mind of the consumer – as a black 
box, with buyer behaviour seen as its output. 
In an attempt to boost sales figures, buyer 
incentives are used as inputs to discover and 
influence the black box, a method that 
would be impossible using other forms of 
the theory.

The exhibition opens with a commis-
sioned animated text by YOUNG-HAE CHANG 
HEAVY INDUSTRIES, which acts as an ‘input’ 
for the audience who then enter the meta-
phorical black box. The ‘formula’ is a rhetorical 
device that can be used by the viewer, an 
overarching ideology further explored within 
the artwork on display. Works by Zach Blas, 
Hyungkoo Lee, Lawrence Lek and Harry 
Sanderson each explore variations on the 
black box, including its intersections with 
prosthetics and networks as well as the 
alternatives to established forms such as the 
internet. On exiting the gallery, the audience 
ultimately produces the ‘output’ in their 
reception of the work.

THE MYSTERY OF MANZONI’S MERDA, 

Jintaeg Jang, Georgia Muenster and 
Joni Zhu discuss the project’s construction 
as a black box within the gallery, as well as 
in cybernetics, with regard to the unknown 
and the speculative.

Jintaeg Jang, Georgia Muenster, 
Joni Zhu



20

Illustrations

pp. !!-!" YOUNG-HAE CHANG HEAVY INDUSTRIES, THE MYSTERY OF 
MANZONI’S MERDA, "#!$

 HD Quicktime video with sound, dimensions variable, 
! minute %& seconds

 Still image courtesy the artists
p. !' Hyungkoo Lee, !" experiments, "#!$
 Single channel video with sound, dimensions variable, 

" minutes ( seconds
 Installation view © Dominic Tschudin
pp. !%-!$ Lawrence Lek, Geomancer (Black Box Instrument "), "#!$
 Installation with video simulation, plywood, custom speakers, monitors, 

projection, ')#*+*'##*+*")# cm
 Installation view © Jintaeg Jang
p. !) Harry Sanderson, A Day Made of Glass, "#!$
 Mixed media installation with caustic light sculpture: aluminium, acrylic 

projection screen, motor and light projection, dimensions variable
 Image © Jintaeg Jang (above), © Dominic Tschudin (below)
p. !& Zach Blas, Contra-internet User’s Agreement, "#!$
 Image © Ted Hyunhak Yoon
p. !( Lawrence Lek, In C# (Black Box Version), "#!$
 Site-specific sound performance
 Image © Parmjit Singh / Peanut Photography
p. !, Contra-internet Totality Study #": Internet, a definition, "#!$ 
 Vinyl text, dimensions variable
 Image © Jintaeg Jang

 

Black Box Formula
 

 21

Inside the Box: The 
Mechanism Made Visible

Black Box Formula is an immersive exhibition 
that reflects on black box theory. New works 
explore various aspects of black box theory, 
incorporating posthuman thought in terms 
of prosthetics and social networks.

Though there are multiple types of black box 
theory, this exhibition draws from the 
version explored in cybernetics, where the 
black box’s contents and workings are visibly 
informed by inputs and outputs but whose 
internal processes are ultimately mysterious. 
As the French philosopher and sociologist of 
science Bruno Latour writes in his 1987 text 
Science in Action:

The word black box is used by 
cyberneticians whenever a piece of 
machinery or a set of commands is 
too complex… That is, no matter how 
controversial their history, how 
complex their inner workings, how 
large the commercial or academic 
networks that hold them in place, 
only the input and output count.1

Various fields employ forms of black box 
theory, in contrast to one another. While in 
cybernetics a black box is understood strictly 
in terms of its input and output, in psychol-
ogy it is used as a metaphor for the human 
mind and its intrinsic inscrutability. Marketing 
science also recognises the mind – specifi-
cally the mind of the consumer – as a black 
box, with buyer behaviour seen as its output. 
In an attempt to boost sales figures, buyer 
incentives are used as inputs to discover and 
influence the black box, a method that 
would be impossible using other forms of 
the theory.

The exhibition opens with a commis-
sioned animated text by YOUNG-HAE CHANG 
HEAVY INDUSTRIES, which acts as an ‘input’ 
for the audience who then enter the meta-
phorical black box. The ‘formula’ is a rhetorical 
device that can be used by the viewer, an 
overarching ideology further explored within 
the artwork on display. Works by Zach Blas, 
Hyungkoo Lee, Lawrence Lek and Harry 
Sanderson each explore variations on the 
black box, including its intersections with 
prosthetics and networks as well as the 
alternatives to established forms such as the 
internet. On exiting the gallery, the audience 
ultimately produces the ‘output’ in their 
reception of the work.

THE MYSTERY OF MANZONI’S MERDA, 

Jintaeg Jang, Georgia Muenster and 
Joni Zhu discuss the project’s construction 
as a black box within the gallery, as well as 
in cybernetics, with regard to the unknown 
and the speculative.

Jintaeg Jang, Georgia Muenster, 
Joni Zhu



 Jintaeg Jang, Georgia Muenster, Joni Zhu 
22  Inside the Box: The Mechanism Made Visible Black Box Formula 

an animated text by YOUNG-HAE CHANG 
HEAVY INDUSTRIES (2015), questions the 
nature of the unknown within cultural 
production. The video references the ‘shit 
stick’, a thin bit of wood used as toilet paper, 
as well as Piero Manzoni’s Merda d’artista 
(1961). The ninety cans that made up 
Manzoni’s work were supposedly filled with 
the artist’s excrement and were valued at 
the cost of their weight in gold.

On entering the black box gallery, the 
first work to be encountered is Zach Blas’s 
Contra-internet series, an experimental 
conceptual framework investigating post-
capitalist politics and contra-sexuality. It 
critiques digital technologies as agents for 
neoliberalism, spanning from alternative 
tools such as mesh networks employed by 
sociopolitical movements to internet ‘control 
allegories’, including the cloud. It also 
explores cryptography and resignation from 
social media as actions for working around 
the mainstream internet. A workshop with 
Blas coincides with the exhibition, comprised 
of a lecture, discussion of selected readings 
and a group exercise on the contra-sexual/
contra-internet.

A Day Made of Glass (2015), by Harry 
Sanderson, uses caustic imaging technolo-
gies to create a visual allegory for the 
unknown elements of the black box. Light 
from three projectors is beamed through a 
piece of acrylic, which slowly rotates 
between three standalone screens within 
the gallery. The spinning object refracts the 
light, bringing an image burnt into the 
acrylic artwork continually in and out 
of focus, its motion creating an interplay 
between light and space throughout 
the exhibition.

Hyungkoo Lee’s 21 experiments (2015), a 
new work documenting the connection 
between human physicality and that of a 
horse, as explored in his ongoing series 
Measure. The video shows the artist testing 
a prosthetic device – a pair of modified tap 
shoes based on the hoof of a horse – and 
experimenting with the movement of the 
human body and the unique rhythmic sound 
produced by the device. The title 21 experi-
ments refers to a number of specific equine 
movements to form a human dressage, 
working with posthuman themes of body 
modification, distortion and expansion.

Lawrence Lek combines sculpture, 

performance and installation in Geomancer 
(Black Box Instrument) (2015). The installation 
is made up of two pavilions wired to interact 
in non-linear and unpredictable ways, where 
the input does not lead to a definite output 
and the sound in one affects the video in the 
other. Geomancer continues Lek’s explora-
tions into the physical experience of simulated 
presence. The title refers to pre-scientific 
techniques of ‘feng shui’ land divination, in 
which site topography and human agency 
are inseparably linked. The instrument was 
unveiled at the Black Box Formula private 
view with a live performance of In C#, a new 
sound work designed to activate the space 
for the duration of the exhibition.

Conceptually, Black Box Formula takes 
cues from ideas of the posthuman, suggesting 
a movement towards the unknown: beyond 
the human and the embedded systems of 
knowledge, working and identity. Each piece 
is a new work, whether part of a body of 
artistic research (as is the case with both Blas 
and Lee) or a commission such as YOUNG-
HAE CHANG HEAVY INDUSTRIES. This means 
that none of the pieces have been adapted to 
fit an overarching curatorial structure, but 
were rather created to be part of the ensem-
ble. The act of commissioning or creating 
new work is in itself a foray into the unknown, 
with the final results never being predictable. 
The unknown is understood to be intrinsic to 
the artist-curator relationship and as organis-
ers, we implicitly accept the unknown 
elements of the black box as part of the 
unquantifiable nature of collaboration. At its 
core, Black Box Formula looks to unravel 
aspects of the construction of artistic identity 
and processes, towards a future where 
prosthetic enhancements and contra-inter-
nets are the norm, manifestations of social 
concerns slowly coming to the boil.

1 Bruno Latour, Science in Action (Cambridge, MA: 
Harvard University Press, 1987), pp. 2-3
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Post-Screen Literacy The screen (of a display device, a computer 
monitor, a touchscreen, a projection screen 
and so on) is neither here nor there.

If anything, as a window, a frame, a 
metaphor, a portal to look through (into 
televisual, cinematic, and digital worlds), a 
thing to look at (in one’s hand, in the corner 
of a room, at the multiplex), the screen is 
a distraction.

It distracts us from a matter of the most 
pressing concern in our contemporary 
environment, one that is essentially invisible 
and thus all the more in need of careful 
attention: metadata.

What is metadata? It is data about data, 
information about information. It facilitates 
the retrieval, use and misuse of data, infor-
mation and knowledge. It heralds the algorith-
mic turn. It is at the heart of our age: it 
underpins, drives and shapes information 
economies, societal networks, search engines, 
communication technologies, systems of 
knowledge, websites, online images, maps, 
archives, catalogues and indexes, stock 
markets and especially capitalism, com-
merce and consumption. It is the structure, 
the organising principle, the ecology that 
governs us.

The screen is neither here nor there.

Today metadata is ubiquitous, all-pervading. 
Omnipresent. Omnipotent. If the 
Enlightenment’s Copernican Revolution saw 
God give way to Man as the centre of all 
things, today Man’s centrality has waned; 
metadata is the new God.

Metadata is ever-present, as we make the 
shift from Web 1.0 (a static web content and 
viewing culture) to Web 2.0 (a user-generated 
content culture of participatory networks) 
and on to Web 3.0 (a context generated user 
culture where computers busy themselves 
generating new information about us). We 
are living them all simultaneously.

In the past, we used to shape data and 
information. Now it’s shaping us. We think 
we choose, but it chooses us. We think we 
have preferences, but it prefers us.

It governs us and constitutes us. For in 
all this we are metadata. More obviously, by 
way of metadata the ‘content generated 
user’ is a marker of the human as product. 
That is to say, we are enmeshed in a culture 
of life-tracking. Metadata trawls through our 

Dr Marquard Smith is an academic, curator, 
programmer, commissioner, Founding Editor 
of Journal of Visual Culture and Head of the 
School of Art and Design History in the 
Faculty of Art, Design and Architecture at 
Kingston University, London. Invited to reflect 
on the themes of Black Box Formula, Smith 
considers the hidden impacts of metadata 
and draws links between the unknowability of 
metadata and that of the black box.
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an animated text by YOUNG-HAE CHANG 
HEAVY INDUSTRIES (2015), questions the 
nature of the unknown within cultural 
production. The video references the ‘shit 
stick’, a thin bit of wood used as toilet paper, 
as well as Piero Manzoni’s Merda d’artista 
(1961). The ninety cans that made up 
Manzoni’s work were supposedly filled with 
the artist’s excrement and were valued at 
the cost of their weight in gold.

On entering the black box gallery, the 
first work to be encountered is Zach Blas’s 
Contra-internet series, an experimental 
conceptual framework investigating post-
capitalist politics and contra-sexuality. It 
critiques digital technologies as agents for 
neoliberalism, spanning from alternative 
tools such as mesh networks employed by 
sociopolitical movements to internet ‘control 
allegories’, including the cloud. It also 
explores cryptography and resignation from 
social media as actions for working around 
the mainstream internet. A workshop with 
Blas coincides with the exhibition, comprised 
of a lecture, discussion of selected readings 
and a group exercise on the contra-sexual/
contra-internet.

A Day Made of Glass (2015), by Harry 
Sanderson, uses caustic imaging technolo-
gies to create a visual allegory for the 
unknown elements of the black box. Light 
from three projectors is beamed through a 
piece of acrylic, which slowly rotates 
between three standalone screens within 
the gallery. The spinning object refracts the 
light, bringing an image burnt into the 
acrylic artwork continually in and out 
of focus, its motion creating an interplay 
between light and space throughout 
the exhibition.

Hyungkoo Lee’s 21 experiments (2015), a 
new work documenting the connection 
between human physicality and that of a 
horse, as explored in his ongoing series 
Measure. The video shows the artist testing 
a prosthetic device – a pair of modified tap 
shoes based on the hoof of a horse – and 
experimenting with the movement of the 
human body and the unique rhythmic sound 
produced by the device. The title 21 experi-
ments refers to a number of specific equine 
movements to form a human dressage, 
working with posthuman themes of body 
modification, distortion and expansion.

Lawrence Lek combines sculpture, 

performance and installation in Geomancer 
(Black Box Instrument) (2015). The installation 
is made up of two pavilions wired to interact 
in non-linear and unpredictable ways, where 
the input does not lead to a definite output 
and the sound in one affects the video in the 
other. Geomancer continues Lek’s explora-
tions into the physical experience of simulated 
presence. The title refers to pre-scientific 
techniques of ‘feng shui’ land divination, in 
which site topography and human agency 
are inseparably linked. The instrument was 
unveiled at the Black Box Formula private 
view with a live performance of In C#, a new 
sound work designed to activate the space 
for the duration of the exhibition.

Conceptually, Black Box Formula takes 
cues from ideas of the posthuman, suggesting 
a movement towards the unknown: beyond 
the human and the embedded systems of 
knowledge, working and identity. Each piece 
is a new work, whether part of a body of 
artistic research (as is the case with both Blas 
and Lee) or a commission such as YOUNG-
HAE CHANG HEAVY INDUSTRIES. This means 
that none of the pieces have been adapted to 
fit an overarching curatorial structure, but 
were rather created to be part of the ensem-
ble. The act of commissioning or creating 
new work is in itself a foray into the unknown, 
with the final results never being predictable. 
The unknown is understood to be intrinsic to 
the artist-curator relationship and as organis-
ers, we implicitly accept the unknown 
elements of the black box as part of the 
unquantifiable nature of collaboration. At its 
core, Black Box Formula looks to unravel 
aspects of the construction of artistic identity 
and processes, towards a future where 
prosthetic enhancements and contra-inter-
nets are the norm, manifestations of social 
concerns slowly coming to the boil.

1 Bruno Latour, Science in Action (Cambridge, MA: 
Harvard University Press, 1987), pp. 2-3
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Post-Screen Literacy The screen (of a display device, a computer 
monitor, a touchscreen, a projection screen 
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Enlightenment’s Copernican Revolution saw 
God give way to Man as the centre of all 
things, today Man’s centrality has waned; 
metadata is the new God.

Metadata is ever-present, as we make the 
shift from Web 1.0 (a static web content and 
viewing culture) to Web 2.0 (a user-generated 
content culture of participatory networks) 
and on to Web 3.0 (a context generated user 
culture where computers busy themselves 
generating new information about us). We 
are living them all simultaneously.

In the past, we used to shape data and 
information. Now it’s shaping us. We think 
we choose, but it chooses us. We think we 
have preferences, but it prefers us.

It governs us and constitutes us. For in 
all this we are metadata. More obviously, by 
way of metadata the ‘content generated 
user’ is a marker of the human as product. 
That is to say, we are enmeshed in a culture 
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searches, monitors our buying habits, its 
GPS systems tracking us, its cookies 
shadowing us, tagging us, remembering us, 
accumulating data and information along 
the way, for its own sake, for purposes 
ominous or as yet undetermined or unantici-
pated. As it collects, stores, mines and 
analyses, it earns capital by, as Gary Hall 
writes, ‘extract[ing] economic value’ from 
our labour as we produce free data via 
Amazon, Facebook and so on which is then 
monetised by these private companies for 
demographically targeted advertising, sold 
on to further companies or given to govern-
ment.1 All the while it accumulates, num-
ber-crunches and processes, identifying the 
discernible patterns of our activities as 
individual profiles that are then offered back 
to us as desire. But this is more than 
life-tracking, it is life-constituting. More 
insidiously then, metadata doesn’t just offer 
our desire back to us: mobilised as a 
predictor envisaging future activities and thus 
the future as such, by way of, for instance, 
the NSA conducting so-called ‘pattern of life’ 
analyses, it constitutes the latest iteration of 
the human’s subjectivation. Comprehended 
in this way, it shapes experience, our sense 
of privacy, identity, security, civic-ness, labour, 
sharing, peer to peer-ness, being together 
and life itself. In shaping what we are as a 
cognitive and psycho-social system, it 
changes the human condition itself.

We knew this. Emphasising it only 
affirms our sense of how, in the end, we have 
always been metadata. This is the world in 
which we find ourselves.

The screen is neither here nor there.

The screen is a distraction. Look past it.

The exhibition Black Box Formula takes us 
beyond the screen. Black Box Formula is a 
critical reflection on black box theory; here 
the ‘black box’ is an imaginary construct in 
which processes are initiated that result in 
consequences but the processes themselves 
remain inexplicable. That is to say, the 
exhibition draws our attention to both the 
formula of the black box (that these pro-
cesses are initiated by input [energy, labour, 
data, etc.] and have output, but that the 
processes are unknown and unknowable) 
and exposes such a formula (and its 

mechanisms) to conscious scrutiny in order 
to speculate on the future of the operations 
of knowledge, of ownership and of the 
human as network in our late capitalist 
global algorithmic knowledge economy. In 
doing so, the curators entitle us as curious 
beings to balance on the horns of the two 
previously irreconcilable paradigms of 
curiosity itself exemplified by André Breton 
and Roger Caillois’ encounter with a 
Mexican jumping bean: Caillois wanted to 
cut the bean open to find out its secret, 
while Breton was offended by the suggestion, 
arguing that such an approach would dispel 
the bean’s mystery and undermine its 
potential for poetic speculation in its 
viewers’ minds.2

So it is for black box theory.

The exhibition and the work therein confirm 
the pressing need to:
– interrogate critically and to disruptive 

ends the means by which (and why) data 
and metadata is gathered, accumulated, 
aggregated and distributed.

– locate and challenge the logic, the status 
and the nature of data, information and 
knowledge; and the digital culture that 
is spawning our contemporary 
multi-medial, multi-platformed network 
culture of accumulation, circulation and 
dissemination, all in the service of 
multi-national, corporate capitalism’s 
global algorithmic knowledge economy.

– pick away at metadata – its logic, its 
rhythm, its ubiquity – as it creates, 
shapes and pervades the informational, 
the communicable, the environmental, 
the bio-cultural, the searchable, the 
distributable, the historical, the archival, 
the knowable. (It does not merely reflect 
these things; it produces them. Us.)

– find new and unique languages to 
articulate visually and poetically how 
such systems and networks of data / 
information / knowledge that constitute 
and are constituted by metadata might 
be brought to light, questioned and, 
perhaps most pressingly, how they might 
be disrupted.

– utilise archives as sources and resources, 
and the archival as a tactic to locate and 
challenge the logic, the structure and the 
nature / status of data, information, and 
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knowledge in ways that might undermine 
from within the ambitions and operations 
of such systems.

– imagine how the structure and properties 
of datasets, as well as their content (such 
as climate data, space data, energy data 
and pharma data) can be pressured, 
troubled and interrupted.

– employ the material operations of editing, 
montage and assemblage.

– grasp how datasets might function beyond 
their original location and purpose, and 
how their transformation by the utilisa-
tion of languages visually and poetically 
might articulate an aesthetics of 
system-ness as criticality.

– conduct research that is made up entirely 
of the internet as a living archive – of 
blog fragments, GPS locations, online 
photosharing communities and so 
on – to render differently the creation, 
organisation and presentation of data 
and metadata.

– read Aaron Swartz’s ‘Guerilla Open 
Access Manifesto’.

– institute ‘“counter-institutional” platforms, 
tools, databases and other media 
experiments’, as Gary Hall has proposed, 
that are ‘capable of maintaining a much 
needed level of opacity, noise, error, 
feedback, delay, antagonism and dissen-
sus within the system’.3

– re-engineer the internet.
– grasp that we do not know what the 

future wants from us.
– keep in mind that searchability is some-

thing’s susceptibility to being found, and 
distributability is something’s suscepti-
bility to being dispersed or delivered, 
and thus that the condition of suscepti-
bility (which is a pre-condition) is itself a 
vulnerability.

Such acts highlight the creation, organisation, 
presentation and control of data and meta-
data, and, even more so, that the urgency to 
interrupt the rhythm of such insidious logic, 
is a political and ethical move.

The screen is neither here nor there.4

1 Gary Hall, ‘We can know it for you: the secret life of 
metadata.’ (Catalogue essay from the How We Became 
Metadata Exhibition, Regent Street Gallery, University of 
Westminster, May to July, 2010) University of 
Westminster: London

2 See Sina Najafi, ‘Cut the Bean: Curiosity and Research in 
the Pages of Cabinet Magazine’ in Michael Ann Holly and 
Marquard Smith eds. What is Research in the Visual Arts? 
Obsession, Archive, Encounter. Clark Art Institute/Yale 
University Press, 2008, pp. 138-157

3 Hall, p. 18
4 For more on these issues, see Marquard Smith, ‘Theses 

on the Philosophy of History: The Work of Research in 
the Age of Digital Searchability and Distributability’, 
Journal of Visual Culture 12 March, 2013, pp. 375-403. 
See also Wendy Hui Kyong Chun, ‘On Software, or the 
Persistence of Visual Knowledge’, Grey Room 18, Winter 
2004, pp. 26-51
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our labour as we produce free data via 
Amazon, Facebook and so on which is then 
monetised by these private companies for 
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on to further companies or given to govern-
ment.1 All the while it accumulates, num-
ber-crunches and processes, identifying the 
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to us as desire. But this is more than 
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and life itself. In shaping what we are as a 
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affirms our sense of how, in the end, we have 
always been metadata. This is the world in 
which we find ourselves.
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beyond the screen. Black Box Formula is a 
critical reflection on black box theory; here 
the ‘black box’ is an imaginary construct in 
which processes are initiated that result in 
consequences but the processes themselves 
remain inexplicable. That is to say, the 
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cesses are initiated by input [energy, labour, 
data, etc.] and have output, but that the 
processes are unknown and unknowable) 
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Mexican jumping bean: Caillois wanted to 
cut the bean open to find out its secret, 
while Breton was offended by the suggestion, 
arguing that such an approach would dispel 
the bean’s mystery and undermine its 
potential for poetic speculation in its 
viewers’ minds.2

So it is for black box theory.

The exhibition and the work therein confirm 
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– interrogate critically and to disruptive 

ends the means by which (and why) data 
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and the nature of data, information and 
knowledge; and the digital culture that 
is spawning our contemporary 
multi-medial, multi-platformed network 
culture of accumulation, circulation and 
dissemination, all in the service of 
multi-national, corporate capitalism’s 
global algorithmic knowledge economy.

– pick away at metadata – its logic, its 
rhythm, its ubiquity – as it creates, 
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the communicable, the environmental, 
the bio-cultural, the searchable, the 
distributable, the historical, the archival, 
the knowable. (It does not merely reflect 
these things; it produces them. Us.)
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and are constituted by metadata might 
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perhaps most pressingly, how they might 
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troubled and interrupted.

– employ the material operations of editing, 
montage and assemblage.

– grasp how datasets might function beyond 
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might articulate an aesthetics of 
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– conduct research that is made up entirely 
of the internet as a living archive – of 
blog fragments, GPS locations, online 
photosharing communities and so 
on – to render differently the creation, 
organisation and presentation of data 
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– read Aaron Swartz’s ‘Guerilla Open 
Access Manifesto’.
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that are ‘capable of maintaining a much 
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thing’s susceptibility to being found, and 
distributability is something’s suscepti-
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and thus that the condition of suscepti-
bility (which is a pre-condition) is itself a 
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presentation and control of data and meta-
data, and, even more so, that the urgency to 
interrupt the rhythm of such insidious logic, 
is a political and ethical move.
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Setting the Stage for an 
Exhibition: Seventeen 
Days in 2125
 

Oppressive in its stifling heat and mouldering 
walls, Echo Chamber occupied a dark 
underground room. Unsure of its purpose, 
no one had been down there for quite some 
time. Strung on a mass of electrical cables 
wound between pillars, two lights illuminated 
the props of an otherwise empty set. This 
was a temporary glimpse into a dystopian 
future world where art had ceased to exist. 

Emerging from a collaboration between 
theatre designer Chloe Lamford and four 
curators, the room was co-imagined: a fiction 
composed of constituent parts, conjured 
through a shared creative process. The 
narrative was constructed by means of a 
counterfeit future archive: personal and 
government correspondence, newspaper 
clippings and a dissident manifesto. These 
fragmentary texts became the basis of the 
brief to Lamford. Instead of presenting the 
written material to the exhibition’s audience, 
the space was intended to communicate 
this narrative in and of itself. The curatorial 
act of providing a context facilitated the 
potential for an open-ended response. 
Having imagined this fiction and creating 
incomplete parameters, it was then handed 
over to invited artists.

In this respect, the artists inhabiting Echo 
Chamber were willing to participate and 
imagine with us. They were invited into a 
fiction, an artificial premise that they were able 
to work with or against. In possession of a 
scattering of fictional texts, the artists 
produced new fragments of the ever-elusive 
whole. As a result, the exhibition can be 
seen to have written itself. This reordering of 
states recalls Luigi Pirandello’s 1921 play Six 
Characters in Search of an Author, in which six 
lost characters interrupt a rehearsal seeking 
an author to write them into a narrative. 
Proclaiming ‘the drama is in us, and we are the 
drama’, they become animated and autono-
mous. The characters imagine themselves 
into the scene.1

Many of the invited artists positioned 
themselves in relationship to the narrative by 
asking the curators to perform in new ways. 
Louise Hervé & Chloé Maillet’s The Response 
(2014, revised 2015) was a performance 
reimagined for the space. The audience 
gathered around the central table to listen to 
the curators, acting as interpreters for the 
artists, speak about the historical and 
psychological nature of emotional responses 

Sofia Akram, Olivia Leahy, Jane Scarth and 
Alexander Taber consider their process of 
collective and collaborative authorship and 
how their project seeks to draw on the 
relationship between theatre and exhibi-
tion-making, as primarily temporal 
constructs.

Sofia Akram, Olivia Leahy, Jane 
Scarth, Alexander Taber
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to art. Rather than merely reciting a script, 
the interpreters were asked to embody the 
words, revealing one of Echo Chamber’s key 
influences, Ray Bradbury’s 1953 novel 
Fahrenheit 451. This central table became 
crucial to the exhibition as a discursive focal 
point. It was also used by the editors of 
Living in the Future journal, who filled the 
space with words while remaining absent 
from the space themselves. They compiled 
extracts of a broad range of texts into a 
reader, using publishing to consider what 
kinds of narrative fragments might be saved 
in Echo Chamber’s dystopian future world. 
Texts were read aloud by the curators at 
intervals, again requiring them to perform. 
The introduction of the spoken word in both 
of these works activated the space, giving 
new life to an otherwise empty theatrical set. 

Silvia Maglioni & Graeme Thomson’s 
new event-work Nocturnal Committee: 
Session 24, 14/3/2125. Ora Serrata: recovered 
fragments of an unbearable body (2015), took 
the form of a small committee meeting held 
in the dead of night. Seemingly corrupted 
fragments of films were projected onto 
adjacent screens for a bleary-eyed audience, 
drawing on Giorgio Agamben’s notion of the 
‘night committee’ as a site of withdrawal and 
dissent. Here the artists chose not only to 
maintain but also enact the fiction, asking 
the curators and audience to become 
co-performers of the narrative. The commit-
tee entered the dark underground space 
together at midnight, using time to shift 
otherwise fixed institutional parameters.2 

Each invited artist or artist group had 
the sole use of the space for a fixed period 
of time. However, remnants developed as 
fragments overlapped and accumulated 
over time. The ARKA group inhabited the 
space for two days in order to produce their 
new sculptural installation On Between 
Again (2015). In keeping with the world of 
Echo Chamber where materials are 
restricted, the artists produced their work 
from unwanted and waste materials sal-
vaged locally. They wrote their own narrative 
over the existing one, producing chalk 
drawings on the floor and walls, removing 
the furniture and adding lighting. Many of 
the materials they used for this over-writing 
were remnants, off-cuts and redundant 
objects discarded from the original construc-
tion of the set just weeks before. The artists 

spent an extended period of time in the space, 
making the work while the exhibition was 
open, emphasising a time-based engagement 
with the set as a theatrical environment. 

The practice of each artist intersected 
with the premise of the exhibition by picking 
up on constituent elements that were 
reflected in their own wider concerns. 
Bedwyr Williams opened the show with a 
screening of his film ECHT (2014), originally 
exhibited at Glasgow International within its 
own dystopian scenographic environment. 
Transposed onto the new environment of 
Echo Chamber, the viewers were able to 
immerse themselves in Williams’ imaginative 
world. Williams also performed a new work, 
The Red Rot (2015), a spoken word piece that 
explores the social practice of burying time 
capsules, offering a perspective on the idea 
of sending messages into the future. The 
moment of transition from Williams as 
protagonist in ECHT to performer on stage 
transformed the viewing state from film to 
theatre. Mark Aerial Waller furthered this 
experimentation of the viewer’s position with 
his new work Video Instruction for the Last 
Sculpture (2015), which instructs the 
audience through a process of assembling 
objects. The work, with the potential to 
become a time capsule of creative instruc-
tions itself, asks: ‘Can video instructions 
make something that we call art, and what 
is the art capable of?’3 

To turn the exhibition space into a 
theatrical environment or to acknowledge 
the metaphorical parallels between the 
practice of exhibition making and theatre 
are not uncommon. The curator Jens 
Hoffman has equated the role of curator to 
that of the dramaturge through the immate-
rial practice of making potentially disparate 
elements resonate together. Hoffman’s 
exhibition Conversation Pieces: A Chamber 
Play (2010) at Johnen Galerie, Berlin, divided 
the exhibition space into three separate 
shows described as ‘acts’, with artworks 
perceived as actors on stage. Furthering this 
notion, Nikolaus Hirsch has posed the 
question: ‘How does one curate a series of 
dramas?’4 The conversation for Echo 
Chamber extends this to specifically consider 
the relationship between exhibition making 
and theatre design, raising its own particular 
set of questions. 

In addition, Hirsch suggests that ‘a 
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calibration of time-based approaches and 
the resistance thereof, between a time 
machine and a time capsule’ can allow for 
the invention of new conceptual formats of 
time in exhibition making.5 Drawing on this 
with a playful approach, Echo Chamber 
expanded the format of an exhibition along 
its temporal axis. The subversion of exhibi-
tionary norms, including the format of the 
space, the presence (or lack) of artworks and 
the role of the curators, were housed in a 
time-based narrative. Intentional anachronism 
highlighted this mode, as the exhibition 
became both a time machine and time 
capsule, sending us to the year 2125 while 
preserving the mid-twentieth-century 
references from which it drew. In prising open 
the temporal aspects of the exhibition 
format, Echo Chamber found itself in a 
continuous state of becoming. As an exercise 
in imagination, we hope that it continues to 
form itself in the minds of the audience and 
participants long after the basement gallery 
is returned to its previous state.

1 Luigi Pirandello, Six Characters in Search of an Author, 
1921, translated by Edward Storer (New York: E. P. 
Dutton, 1922), Act I

2 See Cultures of the Curatorial 2. Timing: On the Temporal 
Dimension of Exhibiting, ed. by Beatrice von Bismarck et 
al, (Berlin: Sternberg Press, 2014), p. 8

3 Mark Aerial Waller, Video Instruction for the Last 
Sculpture, 2015 [text accompaniment]

4 Nikolaus Hirsch, ‘Plans Are Nothing - Planning Is 
Everything’, in Cultures of the Curatorial 2. Timing: On the 
Temporal Dimension of Exhibiting, ed. by Beatrice von 
Bismarck et al, p. 67

5 Ibid., p. 79
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The Nth Interrogation There is no art for art’s sake. There 
are no, and cannot be ‘free’ artists, 
writers, poets, dramatists, directors 
or journalists, standing above the 
society. Nobody needs them.
 Joseph Stalin

1

They came. At first a small number. They saw. 
They had not looked for a monument, but 
they eventually agreed they had found one. 
They were surprised they could recognise 
such a thing. It was not like how they 
imagined monuments might be. Its physical 
gesture was clearly evident – there could be 
nothing some of them believed more evident 
– but to where or what it pointed, what it 
guarded, enclosed, opened or exposed 
could not be comfortably settled. 

They saw.
They recalled stories the cultures had 

preserved about objects fallen from the sky. 
There were one or two concerning aliens 
and / or gods leaving objects simply to 
provoke humans into super-evolutionary 
development. Could they have come at last?

More and more arrived on the scene. 
Some of them saw beauty. They were 
interrogated as to its location. A significant 
portion found beauty in the material, not 
necessarily the object. When it was pointed 
out that the material could be found else-
where without the status of monument 
attached to it, some said that fact itself was 
also beautiful. Again, beauty! Others said the 
decision to present this beauty as beauty 
was beautiful. A smaller percentage said the 
monument was more beautiful because it 
was clean, and maintained in a sense of 
perfect order and intention. Others saw the 
beauty inhering to an idea of the work’s 
maker, presumed to be an individual. The 
object clearly bespoke a single intention (or 
lack thereof, nosed a cynic). The clarity of 
attention to such a monomaniacal construc-
tion reminded some of childhood. The artist 
(for they felt it was an individual) was once a 
child. Publicly, the monument could be said 
only to memorialise the eternal presence of 
enforced limits as it is imagined by the very 
young. Some named a function whereby a 
construction be read by those approached 
in an open way and remembered and, finally, 
perhaps, recited for entertainment.

Mark von Schlegell is an American writer and 
critic. His novels Mercury Station (2009) and 
Venusia (2005) are published by Semiotext(e). 
Asked to reflect on some of the themes 
present in Echo Chamber, von Schlegell’s 
newly commissioned story explores the 
balance between future and past.

Mark von Schlegell
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And then they found the button.
Clearly they were befuddled. Could this 

be the point? Though decapitalism had been 
helped along by the total marginalisation of 
any version of history that contained monu-
mentalism within it, individuals speculated 
on a variety of theoretical subjects: absurd-
ism and industrial materialism, for instance, 
or story-telling and the mute. One thing that 
the experts agreed upon was that the obvious 
set of attributes belonging to any intended 
audience was most certainly not of the 
perissodactyle ungulate. Whomever could 
be presumed to understand and enjoy the 
monument without theory – they were 
certainly not horses.

2

They were horses, the artist thought? But 
they were everything horses were not. In 
effect, they were the absence of everything 
one thought one knew about horses. After 
some observation, their form grew abstract 
and became only a general relation. 

‘But look at this’, one called. She had 
found the artist sitting under a tree. ‘It 
observes us!’ 

It should be said that by now it appeared 
the number of visitors had dwindled. Only 
those who wished to be at this particular 
monument remained, though from time to 
time a solo trotter or an x out in search of a y 
stopped to look and take at least some 
refreshment at the nearby hole. To their 
surprise the artist now stood there plainly 
visible in the centre of the word world?, as 
one who also remained interested in the 
phenomenology of the whole situation.

‘Hello,’ the artist waved. ‘I can’t believe 
you really exist!’

‘It speaks horse!’ Those remaining were 
astonished. They gathered round, suddenly 
in the highest humour. This was now 
interesting. There were of course legends of 
such things as time-travellers (a dastardly, 
untrustworthy type) occurring in their 
philosophical satire, or childish entertain-
ments. Could this be a real chance to 
question a lower being concerning the 
monument?

And so began the nth interrogation.

3

Pride and pessimism had apparently prepared 
the artist for such an event. The labyrinth 
was shaped for a biped sort of body. It 
contained it, you might say, in its form. At its 
centre the piece kept the artist well 
defended from curious hooves and snorting 
nostrils. The work radiated off of the artist in 
this sense, as if it were indeed the artist’s 
body. It gave the artist a speculative identity 
among them via artifice, as the monument 
in the end showed itself only a stage, built 
exactly for this reason. 

Only a single visitor was able to get to 
where one might face the artist at a time, for 
translation was helped along by lip-reading 
(for them). So the conversation was limited 
to two. 

As she who had first found the artist was 
a cunning linguist, she came naturally forward. 
The others let the conversation develop 
among the two, snorting, beating hoof, 
tossing in ideas from time to time from afar 
with some effort. 

‘What is this monument to?’ she asked.
‘To? You. The monument is to you!’
It has brought me far into my future to 

unfold here like this for you, they caught the 
artist thinking. In my own time and place it 
is known only in / as an absence.

She snorted. The monument clearly had 
to do only with the artist’s long-dead world. 
‘Did you build it all alone?’

‘Where I come from, monuments aren’t 
usually built solo.’

‘Do you mean to tell me a group of 
individuals all joined with you,’ she gestured to 
the labyrinth ‘in order to commemorate… us?’

‘Yes.’
For reasons the artist didn’t understand, 

the answer caused a stir. A water barrel was 
tipped over and rolled about and a hoofball 
pitch was called for.

The interrogation continued. ‘What does 
it say about us?’

The artist frowned. ‘You would have to 
tell me. What would it say to you about 
yourself?’ the artist wondered aloud.

The intelligent horse blinked, taken 
aback. Others whinnied and leaped about, 
their hoofbeats beating up deep sounds 
from the soil.

‘You propose to interrogate me?’
The artist considered. Then, ‘Yes.’
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tossing in ideas from time to time from afar 
with some effort. 

‘What is this monument to?’ she asked.
‘To? You. The monument is to you!’
It has brought me far into my future to 

unfold here like this for you, they caught the 
artist thinking. In my own time and place it 
is known only in / as an absence.

She snorted. The monument clearly had 
to do only with the artist’s long-dead world. 
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‘You propose to interrogate me?’
The artist considered. Then, ‘Yes.’
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When the laughter and joy had subsided 
(the crowd was swelling once more and 
someone had rolled in rock sugar for the 
children, who found the talking artist highly 
amusing), the mare sniffed the artist’s 
shoulder.

The artist reached out to pet her fore-
head. Her hair was warm and soft and her 
huge black eyes rolled happily.

‘Good artist,’ she snorted, but it was as if 
addressing a precocious pet or child.

Forgetting her manners (she was 
conversing with a common artist) she began 
chewing and eating the grass. 

There was much commotion and delight 
through all this, soon the long faces that 
peered all around through the chain-link 
fence had thickened. Behind, a number of 
adolescents, anyone could hear, were 
cavorting.

They’re riding me, the artist thought. In 
effect, I’m the horse.

4

‘I’m the horse,’ the artist shouted, above the din. 
They quieted at once, astounded by this 

statement.
The interlocutor who had rid herself of 

grass, worked her lips extra carefully over 
those big teeth to pronounce the difficult 
word. ‘We are the Hyuhmn.’ 

‘Human?’ Ah, the artist immediately felt 
loss. A familiar darkness inside. These were 
not humans as commonly understood. How 
could they impossibly interpret a labyrinth? 

‘For what reason have you distorted 
reality? It must be a great reason in your world.’

‘Think of it as a celebration.’
‘A celebration?’
‘Of itself,’ the artist tried to explain. ‘Of 

its right to exist here in this time.’
‘But who did you expect to visit it?’
Not you, the artist thought.
‘And the fact that this place existed 

before you brought this down upon it. Why 
did you not think to celebrate that fact?’

‘You mean nature? Celebrate nature?’ 
Losing interest suddenly, the interlocutor 

returned to the grass.
How could the artist explain? Nature was 

a word the artist hadn’t needed in years. A 
4-dimensional stage for a 1-d intervention? 
They were exempt from the familiar abstract 
fields of art history, architecture and 

drawing. They wore no clothing – their fur 
being the perfect thing to warm them in the 
winter and cool them in the heat. When it 
rained they simply walked under a tree. In 
caves they could last out storms or alien 
invasion, rolled together in warm rows so 
tight you knew if anyone was missing. In any 
case, they came to this region not to get 
back to anywhere, but to get away from 
somewhere else.

Despite curiosity, humour and genetic 
traces of gullibility, no labyrinth could trap 
them. Like readers of ambiguous fantasies, 
they moved along. It was the time-travelling 
artist who would never now escape this stage.

statement house 
(temporary title)

Jean-Pascal Flavien
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Writing the House Let us start with a scenario:
A house is built. Two girls come to the 

house. Girl A looks out of the window. Girl B 
writes a note on a piece of paper, reads it 
aloud and leaves.

statement house (temporary title) began as a 
proposition: a set of models and floor plans 
exhibited at Galerie Catherine Bastide, 
Brussels, in 2014.1 Its present form – a bright 
yellow structure located outside the main 
entrance to the Royal College of Art – remains, 
however, a plan for a house. As such, 
statement house (temporary title) includes in 
its design a series of elements of contingency: 
a circular indentation in the floor marking 
where a bathroom could have been and a 
stack of leftovers (failed cut-outs and 
truncated corners) which have been left 
behind in the space to be reanimated by its 
inhabitants. A set of hanging geometric 
‘plans’ – each one a slight variation on the 
structure’s realised floor plan – are placed, 
re-placed, layered and juxtaposed on 
wooden dowels set into the interior and 
exterior cladding of the house, as well as 
hung on the walls of the adjacent gallery 
space. Together, these elements evidence 
the process of making and unmaking the 
house: what it is, what it might have been 
and what it can become. The title of the 
work therefore refers not only to the tempo-
rary nature of the physical structure of the 
house, but also to its provisional condition.

statement house (temporary title) contin-
ues French artist Jean-Pascal Flavien’s 
practice of conceiving and designing houses 
for living and working. These houses also 
become platforms for works to develop in a 
range of other media such as drawing, video, 
performance, writing and publishing.2 In 
turn, each house suggests different types of 
interaction through the activities that 
happen within it. This production of both work 
and life is what distinguishes Flavien’s 
houses from other structures such as pavil-
ions or studios, while the relationship they 
have with the adjacent gallery space 
highlights their potential as experimental 
exhibition structures.

Over its two-month duration, statement 
house (temporary title) hosts invited writers 
to engage in a process of ‘writing the house’. 
Writers and writing are defined here in 
expansive terms to include both the 

Sophie Oxenbridge and Katherine Reynolds, 
the two curators and inhabitants of 
statement house (temporary title), produced 
the following essay as part of their wider 
activity of ‘writing the house’.

Sophie Oxenbridge, Katherine 
Reynolds
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production of written texts as well as a way 
of ‘writing’ with the house’s furniture – the 
bed, desk and chair – and its hanging 
three-dimensional plans. The positioning of 
these plans in and around the house creates 
various intentional patterns, contributing to 
the making of meaning as well as the 
construction of narratives in and of the house. 
For instance, a red plan (the shape of a 
square house that did not happen) when hung 
behind a yellow plan (the shape of the 
octagonal house that did happen) adds an 
extra corner to the latter, creating a new 
potential floor plan. Such arrangements 
represent the numerous possibilities for the 
house both visually and metaphorically 
through a rewriting of surface, space and 
architecture. Similarly, placing all the plans 
inside (or all the plans outside) or hanging 
them vertically on the wall (or laying them 
horizontally on the bed) produces a set of 
alternative readings of the house’s plan. The 
plan of the house can therefore be under-
stood, in this context, as a form of language: 
something which can be both read and 
rewritten through a series of interventions 
by the inhabitants of the house over the 
course its short life.

However, unlike Jean-Pascal Flavien’s 
previous houses, the inhabitants of statement 
house (temporary title) are not only those 
who reside inside the structure on a daily 
basis. New York-based experimental poet, 
Tan Lin, also inhabits the house remotely via 
Twitter (@shousetanlin), his tweets inform-
ing the lived activity of the house. Tan also 
tweets fragmented lines of poetry to be 
entwined and arranged with objects in the 
space by the artist and two curators, who 
use the furniture of the house to re-write 
these sentences and stanzas. However, just 
as those living in the house redescribe Tan’s 
tweets, in other instances a ‘double-writing’ 
process occurs. Inhabitants perform physical 
acts of composition independently, then 
document and send them to Tan who then 
transforms these assemblages into poetry. 
Just as American poet Jack Spicer famously 
declared: ‘Language is part of the furniture 
in the room’, this material exchange of 
linguistic and non-linguistic forms within 
statement house (temporary title) reveals the 
way in which the house functions as a 
living-writing device.3

Tan also tweets pre-planned scenarios 

of daily activity: ‘Today you will do this in the 
house.’ However, the subsequent fulfilment 
of or failure to realise these activities lies in 
the hands of the house’s current residents. 
These scenarios may or may not happen as 
planned, introducing a temporal element 
that leaves space for uncertainty. Perhaps 
Girl A instead closes the window blinds and 
moves the bed outside, while Girl B prints a 
text for the two of them to read aloud 
together? Or, maybe an activity which 
stipulates the two should sweep the leaves 
around the house becomes a task for four? 
In this way, the conditions of the scenarios’ 
realisation belong to those who receive and 
process these assignments. While Tan might 
be seen to write the life of the inhabitants of 
the house, they can also reply, writing the life 
of statement house (temporary title) in return.

statement house (temporary title) is at 
once a scene, a stage and a book, where its 
inhabitants are both protagonists and 
authors. It is a text processor and an editing 
machine which combines writing with 
physical arranging processes: receiving text, 
re-writing it and sending it back out in 
another form. In this way, statement house 
(temporary title) reflects Jay David Bolter’s 
description of the re-mediation of writing 
that is taking place in our current technolog-
ical age, where writing spaces actively 
include both written products (in this case: 
books, printed material, web pages and 
tweets), but also modes of written produc-
tion (here: pens and pencils, word processors, 
printers, furniture and three-dimensional 
graphic plans).4 However, at the same time, 
statement house (temporary title) complicates 
such an understanding of the two compo-
nents as separate entities, offering instead a 
space for writing where written products and 
modes of written production are always 
indissociably connected.

statement house (temporary title)
Sophie Oxenbridge, Katherine Reynolds
Writing the House  59

1 This refers to an exhibition titled Rose! The House is the 
Plan! at Galerie Catherine Bastide, Brussels, (1 
February – 29 March 2014)

2 These include: breathing house, in Pogues-les Eaux 
(2012); two person house, in São Paulo (2010-2011); no 
drama house, in Berlin (2009-2012) and viewer, in Rio de 
Janeiro (2005-2008)

3 Jack Spicer, ‘Vancouver Lecture: Dictation and “A 
Textbook of Poetry”’, The House that Jack Built 
(Connecticut: Wesleyan University Press, 1998)

4 Jay David Bolter, Writing Space: Computers, Hypertext, 
and the Remediation of Print (New Jersey: Lawrence 
Erlbaum Associates, 2001)
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Habitation Codes ALLELA: Well.
PAT: Well what?
ALLELA: No, no, it’s fine. You go ahead.
PAT: You want one?
ALLELA: Oh no, I couldn’t. I really couldn’t.
PAT CONTINUES MIXING HER DRINK. ALLELA 
LOOKS AT HER WATCH.
ALLELA: It’s precisely eleven o’clock in the 
morning and you’re drinking.
PAT: I’ve got a tickle in my throat. And it’s a 
perfectly reasonable hour to start drinking.
ALLELA: Tell me why?
PAT: Because I despise eleven o’clock.
ALLELA: Because you despise eleven o’clock?
PAT: It’s a fine little upstart of an hour. (SHE 
LOOKS AT HER WATCH) Look at it! Eleven. 
That ram-rod couple of sentries. Two banal, 
upright youths. Look at the clock’s big hand 
fixed on twelve, and the little hand pronging 
up eleven like a keen erection. If this isn’t the 
hour to start drinking I don’t know what is!

 Phoebe Blatton, Eleven (2013)

This short dialogue was borrowed from the 
writer Phoebe Blatton as one potential 
exchange that could have, or may have yet 
to take place in Jean-Pascal Flavien’s most 
recent addition to his ‘prefab’  house series, 
statement house (temporary title) (2015), a 
bright yellow bungalow, sat just outside on 
the patio of the Royal College of Art building 
across from the Royal Albert Hall.

statement house (temporary title) is 
occupied by three permanent dwellers: the 
poet and writer Tan Lin, who lodges the 
structure virtually from New York, as well as 
the commissioners of the work Katherine 
Reynolds and Sophie Oxenbridge, who 
reside in it for the duration of its existence.1 
All three host the changing cast of visiting 
characters and ‘write the house’ on a daily 
basis – Lin remotely through a Twitter 
account, Reynolds and Oxenbridge likewise 
through Twitter, and through the daily 
maintenance and the physical rearrangement 
of the house and its accessories.2 

Constructed as a basic framework that 
through its physical make up has the ability 
to write, the house expands upon its 
definition as shelter and home, reinventing 
itself as a tool, a set, prop, and syntax readily 
available for communicative instrumentali-
sation. Its vocabulary is primarily based on 
its physical accoutrements: basic furnishing, 

Anna Gritz is Curator of Film & Performance 
at the South London Gallery. Invited to 
reflect on statement house (temporary title), 
Gritz explores the house’s latent potential for 
fictitious scenarios, realising that each 
unfolding of lived activity in the house 
results in an encryption process that allows 
the house to write.

Anna Gritz

statement house (temporary title)
Anna Gritz
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a desk and a chair, a daybed and a tap and a 
bucket are paired with more abstracted 
shapes cut from MDF without a clearly 
prescribed function. These multicoloured 
planes or ‘plans’ similar to the footprint of 
the house – a square with cut corners and a 
hole, reveal themselves as surprisingly 
flexible in their use / misuse. As much as 
aesthetic adornments and stand-ins for the 
house the panels are useful as shutters for 
the windows, trays, separators and they 
carry the potential for an infinite array of 
coding and encryption options. Haikus, 
poems, stories and communiqués are 
drafted in a back and forth in between the 
house and its distant commentator Lin, 
messages that appear to correspond with 
each other, and yet there is something 
autistic about the way they are echoing in 
the vortex of social media. 

Blatton’s short dialogue may well have 
taken place in the house. The exchange is 
indicative of people’s inclination to read 
abstract forms as content, shapes as 
gestures, and colours as emotional states. 
The sentries outgrow their duty to tell time 
and take on personality – a shape or gesture 
whose characteristics we instinctively read. 
statement house (temporary title) does the 
same, with its eager yellow shade and its 
tenacious proximity to the concrete shell of 
the RCA building - like an obstinate neigh-
bour or lurking casual acquaintance. At first 
glance the structure could easily be mis-
taken as a construction fence or hut and only 
upon closer scrutiny the building’s stylistic 
inheritance to an early Modernist vocabulary 
derived from a De Stijl aesthetic is revealed, 
paired with the severe restraint familiar from 
the domestic architectures featured in Dwell 
magazine. Yet there is more to the dialogue, 
it suggests a certain home life: a quarrel 
worn in by habitual interactions and seasonal 
living that suits this temporary structure so 
well. Despite its prodigious references no 
claim to monumentality or longevity is made. 
It is a holiday home that with its stage-like 
framework stays true to the provisional 
plywood structures that we are accustomed 
to from contemporary art exhibitions and 
theatre sets. It is apparent that this house 
was built for a performative process to 
unfold through the actions of its inhabitants, 
not to outlive them. 

statement house (temporary title) 

reminds me of a structure by Maria 
Nordman in Bochum, that I visited many 
years ago on a college fieldtrip. Room with 
two doors (for a public park in Bochum-
Weitmar), situated on the margins of the 
collection Situation Kunst, was built in 1989 
and is housed in a simple pavilion not unlike 
Flavien’s but made from stone. The work is 
what it says: a room with two doors. The 
doors open up to two small corridors that 
lead to a central room whose only source of 
illumination is the light cast by the doors. 
According to the instructions that Nordman 
provided for the work, it functions both in 
darkness and light of day and it is the 
background of each visitor and the time of 
the chosen visit that determines quality of 
the work.3 Nordman’s house is both tempo-
rary and permanent, the building has been 
there for decades. Overgrown by ivy, it was 
made to last and exudes permanence, and 
yet it has no outside and only exists in the 
suspended experience of the room, the light, 
space, volume and sound in the moment of 
the encounter. Both structures – Flavien’s as 
much as Nordman’s – mimic exhibition 
spaces yet are exhibiting themselves; they 
turn its visitors into performers, choreo-
graphed by the architecture and its 
capacities.

Figs. 1 and 24

Flavien’s approach to performativity is 
resonant with the work of another 
Frenchmen, Guy de Cointet, who was based 
in Los Angeles in the seventies and eighties. 
His fascination with writing, language, 
codes, encryption and decryption lead to a 
practice across drawing, printmaking, 
sculpture and especially play-writing and 
directing. He adopted the casual and 
programmatic language familiar from the 



60 statement house (temporary title)

Habitation Codes ALLELA: Well.
PAT: Well what?
ALLELA: No, no, it’s fine. You go ahead.
PAT: You want one?
ALLELA: Oh no, I couldn’t. I really couldn’t.
PAT CONTINUES MIXING HER DRINK. ALLELA 
LOOKS AT HER WATCH.
ALLELA: It’s precisely eleven o’clock in the 
morning and you’re drinking.
PAT: I’ve got a tickle in my throat. And it’s a 
perfectly reasonable hour to start drinking.
ALLELA: Tell me why?
PAT: Because I despise eleven o’clock.
ALLELA: Because you despise eleven o’clock?
PAT: It’s a fine little upstart of an hour. (SHE 
LOOKS AT HER WATCH) Look at it! Eleven. 
That ram-rod couple of sentries. Two banal, 
upright youths. Look at the clock’s big hand 
fixed on twelve, and the little hand pronging 
up eleven like a keen erection. If this isn’t the 
hour to start drinking I don’t know what is!

 Phoebe Blatton, Eleven (2013)

This short dialogue was borrowed from the 
writer Phoebe Blatton as one potential 
exchange that could have, or may have yet 
to take place in Jean-Pascal Flavien’s most 
recent addition to his ‘prefab’  house series, 
statement house (temporary title) (2015), a 
bright yellow bungalow, sat just outside on 
the patio of the Royal College of Art building 
across from the Royal Albert Hall.

statement house (temporary title) is 
occupied by three permanent dwellers: the 
poet and writer Tan Lin, who lodges the 
structure virtually from New York, as well as 
the commissioners of the work Katherine 
Reynolds and Sophie Oxenbridge, who 
reside in it for the duration of its existence.1 
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Constructed as a basic framework that 
through its physical make up has the ability 
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definition as shelter and home, reinventing 
itself as a tool, a set, prop, and syntax readily 
available for communicative instrumentali-
sation. Its vocabulary is primarily based on 
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Anna Gritz is Curator of Film & Performance 
at the South London Gallery. Invited to 
reflect on statement house (temporary title), 
Gritz explores the house’s latent potential for 
fictitious scenarios, realising that each 
unfolding of lived activity in the house 
results in an encryption process that allows 
the house to write.
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advertisement and soap operas of the time, 
and in his quizzical plays the script does not 
simply exist memorised in the head of the 
actors, but it is read on the walls, furniture 
and props, each shape and colour a key in 
an intricate net of codes and signs. Marie de 
Brugerolle says of Cointet’s use of language 
that it: 

…is rooted in a system of belief 
where words are used not for 
communication (which in fact means 
nothing) but as vectors to keep a 
movement going, the flow of things 
and thoughts. They are dancers. The 
drama is the movement of life.5

Fig. 36

In Jean-Pascal Flavien’s houses a similar 
decryption process is at play. Their elements 
form a vocabulary that in exchange with its 
inhabitants is continuously rearranged to 
shape new phrases and syntax, forming a 
gentle conversation between the housing 
structure and its interchanging cast of 
occupants. In some of his previous houses 
the inhabitation factor becomes even more 
overt. Structures such as breathing house, 
Parc Saint Léger (2012) fitted with beds and 
sanitary arrangements are lived in over time 
resulting in daily rewritten sequences 
determined by use and habit alone.

When everything is a code, one would 
assume that everything can be deciphered. 
Mundane arrangements take on an exist-
ence beyond their immediate appearance. 
Objects and arrangements, however casual 
they may seem, encountered within the 
scenery of Flavien or Cointet, are charged 
with a second value, ‘they are simultane-
ously mysterious and functional’, mundane 
and coded.7

1 The idea of statement house (temporary title) was 
originally conceived in relation to a house intended for 
the rooftop of DIA Art Foundation in New York, but 
instead developed into its current form based on the 
invitation of two students from the Curating 
Contemporary Art MA at the Royal College of Art.

2 <twitter.com/shousetanlin> & <twitter.com/shouseRCA> 
[accessed 22 April 2015]

3 Maria Nordman: ‘The work exists only in a context open 
to any person. The work is not there. It tends to be 
there. This work becomes possible when it is open to 
any persons who arrive by chance. Its chosen location 
is next to a parkpath. Each door signifies that one 
person could enter. The room is large enough for the 
presence of two persons who could meet parallel to 
two bodies of light. The personal history and memory 
of each visitor and the choice of time for using the 
room, determine the qualities of the work. It is 
prepared for a potential working period of day and 
night. I hereby propose that the work is open one day a 
year for twenty-four hours on March 21 and / or 
September 21. The room is determined by chance 
tonality and chance illumination, that is filtered by trees 
planted around the facade and opposite the walkway in 
the park. The entire exterior of the building on all four 
sides is to be overgrown by ivy, so that there is no 
image of a wall, but an image and the sound of moving 
leaves.’ <www.situation-kunst.de/en/nordman.htm>

4 For illustration purposes, drawings of a similar project 
for Kassel:

Fig. 1: Maria Nordman, Park Haus Weitmar, 1977 & 
1982-present 

 Supported in presence by the Collection University of 
Bochum Situation Kunst

 Pencil & colored pencil on paper, 8” x 10”
 Image courtesy the artist
Fig. 2: Maria Nordman, Frankfurter / Heckerstrasse Kassel, 

1977-present
 Supported in presence by Documenta 5
 Pencil & colored pencil on paper, 8” x 10”
 Image courtesy the artist
5 Marie de Brugerolle in conversation with If I Can’t 

Dance, <www.ificantdance.org/Editions/EditionIV/
GuydeCointet/03-Texts/
MariedeBrugerolleinConversation> [accessed 22 April 
2015]

6 Guy de Cointet and Robert Wilhite, Ethiopia, 1976. 
Performance view at Barnsdall Park Theatre, Los 
Angeles, November 1976. Performed by Mary Ann 
Duganne, Jesse Ferguson and Brian Jones. © Photo 
Manuel Fuentes. Courtesy Estate of Guy de Cointet / Air 
de Paris, Paris

7 Marie de Brugerolle in conversation with If I Can’t Dance

Whose Game Is It?

Han Ishu
Lee Wen
Dan Perjovschi
Lia Perjovschi
Raqs Media Collective
Tintin Wulia
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Illustrations
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 Image © Dominic Tschudin (above), © Marcos Sebastián (below)
p. )) Dan Perjovschi, Local Global, "##!, "' So Alone, "#!", Company 

Migration, "##(
 Courtesy the artist
 Dan Perjovschi, Untitled, "#!$
 Paint marker drawing on wall, dimensions variable
 Image © Dominic Tschudin
p. )&  Tintin Wulia, Terra Incognita, et cetera, "##, / "#!$
 Opening performance in collaboration with Hiroki Yamamoto
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Whose Game Is It? Whose Game Is It? began as a series of 
questions that grew out of the curators’ 
personal experiences. As citizens from 
Singapore, China, Brazil and Japan, living 
away from our home countries, we became 
more aware of differences in socio-political, 
cultural and historical standpoints around 
us. Phenomena such as imbalances of power, 
dominant discourses, income inequality and 
terrorism led us to question the invisible 
forces that dictate the world. We could not 
help but question whether these were 
effects of globalisation or of something more 
deeply rooted.

Over the course of eight months, 
through dialogue, discussion and debate, we 
came to terms with our different under-
standings of globalisation: it is multi-faceted 
and impossible to define in narrow, defini-
tive terms. Indeed, to do so would only 
diminish the intentions of this project, which 
aims to provoke questions and encourage 
diverse and even discordant responses. 
Further, we have come to realise that how 
we see the world is intricately linked to our 
own biographies and histories.

Jennifer K. Y. Lam: As an ethnic Chinese 
woman from a diasporic family who grew up 
under a heavy influence of British-American 
cultures, my values and perspectives are 
products of mixed heritages. Growing up, 
much of my time was spent between 
different countries and cities in Asia, 
particularly Singapore and Hong Kong. As 
such, when asked about my identity, I 
struggle to provide a clear answer, but this 
has created a real interest in the political 
and philosophical aspects of migration and 
its relation with identity creation. 
Globalisation, for me, is a shifting phenome-
non that impacts on human desires, such as 
the desire for knowledge, for power, for 
things perceived out of reach. Why do some 
embrace the unknown while others fear it? 
How are knowledge and values created, 
disseminated and conceived?

Yingting Xie: My image of globalisation 
proved relatively positive when reflecting on 
growing up in China. For me, globalisation is 
irreversible and a process that intensifies 
and tightens the relationship between the 
economy, politics, society and even culture 
from country to country. In a sense, art has 

Kodama Kanazawa, Jennifer K. Y. Lam, 
Hena Lee and Yingting Xie offer a personal 
perspective, examining their own relation-
ships with globalisation. They then consider 
how in the process of producing the exhibi-
tion, the artists and artworks selected 
shaped and changed their own 
understandings.

Kodama Kanazawa, Jennifer K. Y. Lam, 
Hena Lee, Yingting Xie
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already become something beyond all such 
limitations. As Kant said, humans possess 
the capacity for self-revision: in times of 
socio-political crisis, people have the power 
to change the direction of their history 
through their thoughts, will and actions.1 Art 
belongs to the people’s will, and has the 
power to create new directions through its 
unique, undefinable properties. So for me, 
the question is how, through curatorial 
practice, to maintain and further art’s power 
to change how we see things and act?

Hena Lee: I am Korean Brazilian and talking 
about my cultural identity proves complex. 
Growing up in São Paulo, I perceived a split in 
outlook between different groups. First, that 
the social inequality within the country, a 
legacy of its long-standing colonial past, has 
not changed. Second, the dominant dis-
courses in Brazil favour a Euro-American 
approach. I am concerned with both the 
social disparity and the lack of local 
Brazilian voices. The two are closely related 
and so led me to the crucial questions: how 
can we disrupt power structures and how can 
we make our own voices heard in a glo-
balised world?

Kodama Kanazawa: I was born in Japan, and 
globalisation is felt as a fundamental shift in 
Japanese society. Recently there has been a 
growing disparity between rich and poor in 
Japan, a consequence of globalisation 
which Zygmunt Bauman had predicted in 
1998.2 There was a general feeling that the 
period of economic flourishing had ended 
and that financially, Japan was entering 
another phase. Moreover, the Tohoku 
earthquake in 2011 triggered social unrest, 
particularly as seen in a new nationalistic 
movement that brought about a divisive 
discussion of re-armament. This has caused 
severe tensions in East Asia, since Japan 
still struggles to address its residual guilt 
from World War II. At the same time, when 
researching the history of Japan, I found that 
it had also suffered at the hands of cultural 
imperialism following the period of Euro-
modernisation in the late nineteenth century. 
These interconnecting factors have made 
me more aware of my own position in the 
world, which is without one fixed narrative 
and affected by countless different historical 
factors. How, then, can we best navigate our 

current situation in light of past contexts 
and socio-political issues?

Are these stories too personal? No: while we 
recognise that what is happening in the 
world today is closely related to the past, we 
acknowledge that our attitudes are con-
nected to geographical and social contexts 
as well. We believe there is an urgency to 
bring an exhibition of this nature – informed 
by non-Euro-American perspectives that fall 
outside of the mainstream – to London. 
Crucially, we are consciously motivated to 
present our project with minimal didacticism 
and we are not interested in generating a 
one-directional discourse. On the contrary, 
with this project we aim to create an 
environment which emphasises the impor-
tance of experience and exchange as part of 
the process of knowledge acquisition.

This curatorial concern, which under-
stands art as providing alternative perspec-
tives, is echoed by psychoanalyst and 
cultural critic Suely Rolnik, who believes that 
art has a privileged position in: 

…bringing the mutations of sensibil-
ity into the realm of the visible and 
the speakable; it can unravel the 
cartography of the present, liberating 
life at its points of interruption and 
releasing its power of germination.3 

Art has a social and political role in contem-
porary society and art exhibitions can be a 
powerful social sphere where engagement, 
confrontation and discussions are made 
possible.

This project presents a small cross section 
of this broad topic, as we recognise that there 
is always more than one cause, process and 
position. In being conscious of our own 
historical contexts, our challenge then lay in 
finding ways to envisage the future through 
art. The artists we invited to participate in 
this exhibition span four generations and 
interweave tropes of orientalism, post-colo-
nialism and socio-political issues in their 
practices. A spirit of play runs throughout 
each project, which offers an opportunity for 
insight into new and different perspectives.

Dan Perjovschi comments on current 
political, social and cultural issues through 
site-specific humorous and incisive car-
toons. These forthright and powerful 
drawings directly engage us in a discussion 
of the exhibition by representing individual 
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relationships though impersonal situations.
Lee Wen’s Ping-Pong Go Round (1998 / 

2015) is a doughnut-shaped ping-pong table 
that refers to two aspects of the history and 
the present under globalisation. On one 
hand, it suggests colonial legacies articulated 
as centre and periphery and on the other, a 
current tendency for urban areas to become 
‘hollow’ as populations move towards 
suburban areas. The 360-degree version of 
a table tennis table nullifies the traditional 
rules of the game and players must renegoti-
ate their relationships in order to play.

Lia Perjovschi’s Knowledge Museum 
(1999-present) is an on-going interdisciplinary 
research project that questions how knowl-
edge is generated, received and perceived. 
Compositions of handwritten notes and 
images are shown alongside complicated 
mind maps and readymade objects casually 
spread across the wall and tables. In 
conjunction, Perjovschi held a workshop titled 
How to survive in today’s world doing what 
you like / want? to engage with audiences on 
a significant issue to today’s culture.

In Tintin Wulia’s Terra Incognita, et cetera 
(2009 / 2015), the audience is invited to 
purchase a plot of land on Buckminster Fuller’s 
world map, painted on the wall. Fuller’s map 
depicts the world as one island, a relatively 
contiguous land mass. With her collaborat-
ing artist, Hiroki Yamamoto, a performative 
game is carried out. Using play money, the 
audience is directed to the map to acquire a 
piece of land relative to that value.

Han Ishu presents two newly commis-
sioned videos, Reclining Statues (2015) and 
Musical Chairs in London (2015). In Reclining 
Statues, dressed as five iconic monuments 
including the Statue of Liberty in New York 
City, the figures slowly shift from their usual 
postures into the position of a reclining 
Buddha. Musical Chairs in London shows the 
artist enacting a solo version of the well-
known childhood game musical chairs 
around various landmarks and daily scenes 
in London.

Artist group Raqs Media Collective’s 
With Respect to Residue (2004 / 2015) 
consists of four designed tablemats. They 
illustrate a world map partially covered by 
images of four global commodities: tobacco, 
fish, tea and peanuts. These commodities 
are shown as detritus, their use value 
consumed and only their residue remaining. 

Tea With Curators was part of the exhibition’s 
public programme and happened every 
Saturday at Raqs Media Collective’s space, 
where the curators served tea and engaged 
the audience in conversation.

Seeking ways to discuss complex issues, 
this exhibition presents artists using 
different methods of interaction and a playful 
approach to identify, critique and manage 
being in the world now. As curators, we 
wanted to find a way to address these 
complexities and looked to art for possible 
answers. We learned something from each 
invited artist and the public: how knowledge 
is produced and disseminated, how images 
can be a powerful device to speak up, how 
different cultures can have different inter-
pretations, how awareness can be raised 
through the act of playing and how artworks 
can facilitate interaction between people. As 
a result, we learned how games can foster a 
new way of looking at the world.

The project’s socio-political and partici-
patory focus sought to instigate awareness of 
the intricate relationships between past and 
present and even the prospective future. 
According to political theorist Chantal 
Mouffe ‘Consensus is not possible because 
there is no such thing as a neutral territory.’4 
With our different backgrounds and the issues 
we have raised through the selection of 
artworks, we realised we do not have a 
definite answer. Instead, we have only 
questions, in the form of exchanges, chal-
lenges and discussions oriented towards 
positive potential futures.

1 Immanuel Kant, Critique of Pure Reason (Cambridge: 
Cambridge University Press, 1999)

2 Zygmunt Bauman, Globalization: The Human 
Consequences (New York: Columbia University 
Press, 1998)

3 Suely Rolnik, ‘The Geopolitics of Pimping’, Eipcp.net, 
(2006) <eipcp.net/transversal/1106/rolnik/en> [accessed 
15 January 2015]

4 Chantal Mouffe, ‘Artistic Activism and Agonistic Spaces’, 
in Art & Research: A Journal of Ideas, Contexts and 
Methods, Summer 2007, <www.artandresearch.org.uk/
v1n2/pdfs/mouffe.pdf> [accessed 15 January 2015]
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already become something beyond all such 
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Where is the Global?  Jennifer K. Y. Lam: We would like to 
know how you perceive the phe-
nomenon of globalisation, and what 
it means to you. 

Ricardo Basbaum: I was born in 1961 and 
started to work as an artist in the 1980s. 
This was more or less the start of globalisa-
tion. Even from the 1960s we heard about 
the global village, about a kind of desire to 
connect the entire planet. But it only came 
through in the sense we are discussing now 
in the 1980s, trying to integrate different 
countries in a network, which was made 
possible by computer technology and the 
digital world. I have never had a strictly local 
perspective. I mean only local, although you 
cannot erase it. Here in Brazil due to the 
military dictatorship there was a lot of 
discussion about nationalism, the country, the 
nation, even among intellectuals – it was 
important to think internationally. Since 
Modernism in Brazil, which began around the 
1920s, there have been many conversations 
about how to produce what we could call 
Brazil, culturally and politically. For me it was 
a relief not to be framed by that discussion 
at that particular moment in the 1980s. The 
idea of working internationally is quite 
interesting. It’s important when you think 
about flexible borders, the idea of interna-
tionalisation. Although artists are always 
related to the context in which they are 
producing – the work needs to relate to a very 
concrete context and of course I have been 
in a dialogue with Brazilian culture and other 
local issues as well. But I always had the 
perspective of not just working in terms of the 
political borders of my country.

You cannot be naïve: globalisation is an 
economic gesture. It is a powerful project of 
translation into one dominant language, not 
only a spoken language, but a language for 
trade. So this is neoliberalism, this interna-
tional capitalism that has been so pervasive. 
We all know that this process of globalisation 
was actually a process of economic domina-
tion. The economic regime of neoliberalism 
was the main thing that knocked down 
some of the borders, but only for a certain 
type of trade. It’s a kind of international 
economic language that became dominant 
by the late twentieth century. But of course 
money brings this sense of urgency, business 
needs to be done right now, you know, time is 
money. So this has been very invasive. If you 
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consider that everything in life has many 
sides, it’s possible to engage in this process 
and make it productive if we find the correct 
tools for intervention. This process brings 
about other models of subjectivity that come 
close to Suely Rolnik’s model of resistance, 
such as the decolonising of the unconscious 
for instance, when you find a kind of global 
subjectivity being produced as a common 
pattern in different parts of the world. As I 
tried to write in Local x Global 1, there is no 
place where you find the global, it is a thing 
that emerges from this interconnectivity. 
Where is the global? It is here, it is there. It’s 
in the United States, it’s in Argentina, it’s in 
Brazil, it’s in Japan. It’s a kind of everywhere 
and nowhere. 

It’s important to recognise that cultural 
borders never match the political ones. 
When I speak from Brazil I am connecting 
with some borderlines through Africa and 
Latin America that don’t exactly match the 
political borders of the country. There has 
been a discussion about the Antropofagia 
movement (1928), which is something that 
marks Brazilian modernism with a very 
interesting theory about devouring, eating 
the other.2 The other that you want to eat is 
the dominant one and you want to engage in 
a kind of political game to change the power 
structure and produce difference. But at the 
same time, Antropofagia is all about transla-
tion. Translation is political, because the 
dominant voice always brings everything 
back to its own language and translating it 
back again is difficult.
 Hena Lee: You have mentioned also 

in your text ‘Post-Participatory 
Participation’ how practices in 
contemporary art can act as a form 
of resistance to neoliberal ones. 
Could you tell us more about the 
importance of participation? 

Ricardo Basbaum: This text is from Afterall3, 
and the title is a clear play on words, recog-
nising that participation is not the best term. 
I still haven’t found a better one, so I continue 
to use it, although collaboration is a nice 
term. The title says that our neoliberal world 
implies a sort of participation before we 
even consider taking part in something. This 
is addressed by many different people, 
some thinkers about neoliberalism, about 
digital capitalism or cognitive capitalism: 
that this new economy is actually being 

pushed forward by every one of us through a 
sort of automatic rhythmicality. When we 
consume, we produce at the same time. We 
project our desires onto every gesture, and 
then because of this engagement we 
produce ourselves through every gesture. So 
what is now considered resistance becomes 
a little more complicated. If I work on a 
project that involves people as participants, 
I have to be aware of the lines that pre-con-
dition what is going to happen even before it 
happens. In a way contemporary artists 
since the 1950s have already been working 
with participatory art, if we think about the 
Neoconcretists in Rio actively engaging the 
visitor, or go into Umberto Eco’s famous 
essay The Poetics of the Open Work. Or if we 
think about the aesthetics of reception that 
appeared in literature in the 1960s. Even 
conceptual art brings the viewer into this 
discussion about the concept of the art 
object. The viewer has to engage in this 
process, considering not only a kind of 
aesthetic fruition but also how language is 
involved in the process: to speak, to talk, to 
criticise, this is part of spectatorship. So in a 
way, we are all already playing with and in 
close contact with all these sources, sites or 
visitors – not only as artists, but even as 
curators. As curators, you have to be aware 
of reception, the expectations of what 
people will see, what the language of 
engagement is, how people circulate in the 
space; you pre-conceive the other, you have 
to build some otherness.
 Jennifer K. Y. Lam: This leads us to a 

question about games. How do you 
employ games to address 
participation?

Ricardo Basbaum: Games involve strategy, 
winners and losers. I enjoyed reading Allan 
Kaprow’s Education Of The Un-Artist, Part I, II 
and III, where he focuses on the idea of 
playing rather than winning: you re-direct the 
rules of the games while you are playing. So 
I think this is part of our common struggle of 
succeeding in a world where you should be 
able to win, which is a very silly thing. We all 
have to survive, but survival is different from 
winning the game. Economic competition in 
neoliberalism brings a very limited dialogue, 
this idea of only winners and losers. Games 
are interesting in terms of play and ritual, 
where you enact something as a sort of 
celebration. When ritualised, it’s quite 
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interesting because it brings us a possibility 
of being inside and outside at the same time. 
And we can understand how we relate to 
each other and to other things. Enacting rituals 
provides a sort of visibility to processes that 
we might not otherwise recognise. I always 
remember reading a text from the Fluxus 
group, when they started to recognise every 
gesture from daily life as a ritual: the gesture 
of getting into a taxi, the gesture of putting 
something on the table for breakfast or 
receiving friends for dinner. Everything is a 
kind of situation that we enact and we play 
with, where we are actors and agents at the 
same time. So it’s quite interesting when we 
shift from the competition of the game to 
the playfulness of the ritual of play itself. We 
can get other things from that, and we don’t 
need to kill each other. This is one approach. 

It’s important to recognise what goes on 
when you engage with an exhibition and 
with artworks. It’s a process where we hope 
for transformation, where we could invent 
ourselves or produce ourselves in the 
gesture, in the action. Every artist, and also 
intellectuals, when they produce a work are 
also producing themselves as artists or 
intellectuals, so there are many possibilities 
to exist as an artist, not only one or two. In 
this respect I think it’s very important to 
consider Suely Rolnik’s notion of the 
sensorial in our relational process of making 
contacts. Those layers of sensoriality all 
contribute to a kind of contact area, to get 
into Lygia Clark’s concept of the organic line, 
where we establish a connection and then 
we believe that some transformation process 
or production process happens there.

1 Ricardo Basbaum, ‘Local gestures, global 
effects’, Magnet 1, ed. Gilane Tawadros, 
London: Institute of International Visual 
Arts, 2001, pp. 4-11

2 Oswald de Andrade, Manifesto 
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Notebooks in Hand On a freezing morning, the four of us meet 
outside the galleries, unsure of how this task 
of interpretation would unfold. In seeking a 
way to get closer to the curatorial concerns of 
each project, we begin by walking around 
the exhibitions together. Jane Rendell in 
Site-Writing ‘aims to put the sites of engage-
ment with art first. These include the 
sites – material, emotional, political and 
conceptual – of the artwork’s construction.’1 
Where Rendell looks to the sites of engage-
ment with art, our concern is how the 
curatorial intersects with these encounters. 

And so, notebooks in hand and hastened 
by the cold, we seek refuge in statement 
house (temporary title), where a knock on the 
half-ajar door sees us greeted by Katherine. 
There are no plans hung on its exterior walls 
today. Inside, the desk seems low to the 
ground. Differently coloured plans of slightly 
different shapes are stacked together in the 
corner. Once inside, we all make a beeline 
for the bed and slightly comically end up sat 
like ducks in a row, as if ready for interview. 
Conversation soon flows, and with a wry 
smile Katherine tells us anecdotes of groups 
of bounding schoolchildren and lurking 
teenage boys. The playful relationship 
between the house’s plans and its structure, 
and between poet Tan Lin and the two 
curators, seems to have a bearing on how 
others act when in and around the house. 

Clear-eyed from the cold and the bright 
geometric shapes, we leave Katherine in the 
house and head down to Echo Chamber, to 
the year 2125. Hot, stuffy, dark and window-
less: from a purely sensory perspective, the 
environments could hardly be more opposed. 
Anna Wulf’s first entry in her golden note-
book is: 

It is so dark in this flat, so dark, it is 
as if darkness were the shape of 
cold. I went through the flat turning 
on light everywhere, the dark 
retreated to outside the windows, a 
cold shape trying to press its way in.2

No such reprieve for us, as the space remains 
theatrically in the half-light. The swing of 
the door shut behind us signals that the 
outside no longer applies. While statement 
house (temporary title) has a clear relationship 
to the outside – the open door policy, the 
window overlooking Hyde Park, the traffic 
noise as the number 9 bus hurtles by – Echo 
Chamber’s own unfolding narrative 

If the publication to this point has considered 
each exhibition as an individual contribution 
to the field of curating, how can we consider 
what the four exhibitions together might 
offer as a proposition? For Anna Wulf, the act 
of writing in her golden notebook holds the 
power to finally pull the wayward strands of 
her life together. Here, the act of writing 
seeks common threads in the four distinct 
projects. The editorial team, made up of 
curators from across the projects, spent a 
day going around the four exhibitions 
together, using the collective experience of 
the shows as a point of departure. Written 
collaboratively, based on this shared encoun-
ter, the act of writing seeks to bring the 
exhibitions into a dialogue with one another 
while posing questions around collective 
spectatorship as a dialogic action itself. 

Sofia Akram, Edward Ball, 
Hena Lee, Georgia Muenster
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reverberates strictly within the space. Like 
Anna Wulf’s notebooks, it is self-contained.

This morning Echo Chamber is inhabited 
by the ARKA group, who have reused 
materials to create a new sculptural installa-
tion. A flash of bright green, arranged to 
cover the stage, brings a shock of colour to 
the otherwise gloomy space. Chalk drawings 
on the floor and found materials spread 
across the space create a sculpture that can 
almost be read as a surface, a tableau. This 
brings to mind Rosie Cooper’s exhibition 
Tableau Vivant: A Wandering Retrospective 
(2010). She writes: ‘As well as having a 
strong relationship to the still image, the 
tableau vivant is a living thing perpetually 
situated in a morphological state between 
statue and movement.’3 Conceived to unfold 
over time through different interventions, 
Echo Chamber’s stage set is subject to 
change, but is not constantly changing: it has 
moments of rest. statement house (tempo-
rary title) too has moments of repose, where 
movement and activity subside. The act of 
activation and the continuous production of 
narrative and ‘life’ of each project are not 
bound up with spectatorship, however. 
Things would still be happening whether we 
are there or not – no audience is needed to 
‘complete’ the work. The viewer is not the 
spark of activation, it is the curatorial gesture. 

Now somewhat warmed up and growing 
accustomed to the dark, we head over to 
Black Box Formula. The aesthetic parallels 
with Echo Chamber seem to stop at the dark 
lighting. Black Box Formula is full of glowing 
screens, tapping sounds and flashes of light. 
What suddenly strikes us is how both Echo 
Chamber and Black Box Formula’s respective 
visions of the future are almost pitch black. 
Or at least, these visions of futurity playfully 
oppose the white cube.4 The two projects 
resist the archetype of gallery space as an 
aesthetic object in a kind of limbo, out-of-
time, by imbuing theirs with a context and 
timeline. Where time in Echo Chamber is a 
calibration between dystopian future world 
and nostalgic past, Black Box Formula 
orients itself fully towards future imagina-
tions within the present. Both projects 
speculate on the aesthetics of the times 
they construct. 

Still in the flicker of projection screens, 
we talk and laugh about Zach Blas’s Contra-
internet workshop of the previous day, where 

participants drew dildos on their arms. We 
take turns playing on the Xbox controller in 
Lawrence Lek’s installation, testing the limits 
of his imagined future world of the black box, 
trying to fall off the edge of his designed, 
speculative environment. The sounds and 
stimulations of the show somehow choreo-
graph our path throughout the space. Each of 
us individually have moved through the 
space differently before. Drawing on the 
unknowability of the black box, the curatorial 
hand guides our encounter with the art-
works in unpredictable ways. Perhaps this is 
reflected in our experience of the show as 
collective viewers as opposed to individuals. 
We can only speculate. 

A break for lunch sat at Raqs Media 
Collective’s With Respect To Residue within 
the Whose Game Is It? exhibition offers a 
short pause, letting a morning full of different 
presents, pasts, futures and spaces wash 
over us. It does not even occur to us to go 
elsewhere for lunch; we move straight for 
the artwork. Somewhat unwittingly we are 
performing the work in a simple participa-
tory act; our own choreography through the 
exhibitions continues to be informed by the 
shows themselves.

The tablemats, a design element central 
to the work, depict images of used and 
consumed food overlaid onto world maps. 
Cartography, slightly obscured in this 
instance, is a motif throughout Whose Game 
It It?. There are maps on the gallery walls all 
around, which seem to frame the participa-
tory works within in an almost theatrical 
move, but a theatrical move of seriousness. 
Where Raqs Media Collective and Tintin 
Wulia’s works clearly incorporate maps, Dan 
Perjovschi’s sprawling drawings, covering a 
double height wall and a section in the 
opposing gallery, are suggestive of a map-
ping project. Sprawling mind-maps are 
placed on the walls in Lia Perjovschi’s work. 
Lee Wen’s table tennis piece starts to look 
like a globe in the abstract. The gallery plan 
almost becomes a living tableau as well: 
sometimes it is felt more strongly than others, 
but it is always there as a structuring device.

Where each exhibition project until now 
somehow shut out the others, as we stand 
back at the entrance to the galleries, we hear 
Han Ishu’s Musical Chairs video, the sound of 
people playing ping-pong, the tapping of 
Hyungkoo Lee’s shoes echoing from Black 
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Box Formula, the ambient, shifting sounds 
from Lawrence Lek’s Geomancer and the 
twinkling, high-tempo jazz from YOUNG-HAE 
CHANG HEAVY INDUSTRIES’ film, all at once. 
The steps we have traced suddenly come 
together in one cacophony. When multiple 
and contrasting sounds are playing, they 
have a way of blending into one. But it is only 
from here, at this particular point, that the 
exhibitions are brought together. What is 
most abiding from the experience of today is 
how difference comes together in one space. 

With each project, we are constantly 
aware of the curatorial hand: our discussions 
always dip into art and artists, but it is the 
overall constructions – the playfulness and 
physicality of the curatorial gesture – that 
we return to most. The curatorial gesture is 
slippery and its meaning does not reside in 
any one place; it becomes a kind of tableau 
vivant in itself. It is sometimes felt, some-
times not, sometimes active, sometimes in 
repose. It is felt as an embodied phenome-
non in the present and can be interpreted but 
never fully conveyed. Through the encounter 
of the exhibitions, we sought to keep the 
curatorial active, not something fixed, 
statically held in a past moment. Where the 
writer and critic Lynne Tillman employs 
fiction to build a dialogue with art, Jane 
Rendell places the encounter with art centre 
stage.5 Our own narrativised spectatorship 
maintains a further dialogue with the shared 
encounter of art. Collaborative viewing and 
writing as a proposition highlights four voices 
and subjectivities speaking as one. But it 
reminds us: though the experience of four 
projects comes together in a single text, 
each curatorial voice is audible. 

1 Jane Rendell, Site-Writing: The Architecture of Art 
Criticism (London: I.B. Tauris, 2010), p. 1

2 Doris Lessing, The Golden Notebook (London: Harper 
Perennial, 2007 edition), p. 531 

3 Rosie Cooper, Tableau Vivant: A Wandering 
Retrospective, 2010 <www.notableauvivant.com/
tableaux/> [Accessed 22 April 2015]

4 Brian O’Doherty, Inside the White Cube: The Ideology of 
the Gallery Space (San Francisco: Lapis Press, 1999 
edition), p. 15

5 Lynne Tillman, This Is Not It, (New York: Distributed Art 
Publishers Inc., 2002)
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