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credit and the two available titles (one for the work and one

for the show) assert that the exhibition has been conceived

as an independent project, touting the intellectual remit of

the enquiry and simultaneously housing Josh Bitelli’s video.
Disconcertingly, if ‘A Partition’ is authored separately and only
within its form can All Doors and No Exits exist, the question
arises as to which operates as host and which is exposed as
parasite. The curatorial voice is clear. A larger project is offered,
but the video work also benefits immeasurably from this
curatorial strategy. This is co-dependency made manifest, and
it is tempting to think of Boris Groys’s notion of ‘curating’ as
etymologically linked to the word ‘curing’; an artwork that exists
outside a given context does not have the necessary strength or
health to present itself for contemplation. Curating is curing an
artwork of its latency, nursing it into being.

This dialectical entanglement of the artist and curator
operates as a mirror. Both in real life and in the making of the
work, healthcare professionals depend on each other. These
dependencies are revealed in a choreography that demonstrates
the collaborative relationships at play between all parties. But
if curating is to ‘cure), it is also surely to ‘care for’, and in the
context of an ever-diminishing public sector it is impossible to
ignore a political backdrop. In his 2010 essay ‘Exhaustion and
Exuberance’, Jan Verwoert outlines a possible way through
capitalism’s increasing coercion of people to perform. If
performance inevitably results in exhaustion, exuberance and
defiance are inherent in activity that does not derive its value
from external criteria of necessity or success. In other words,
not to demonstrably achieve anything but simply to do. This
is latency as activity, one that creates an inherently politicised
space which sits outside conventions of productivity. For the
curatorial voice within ‘A Partition’ to have such an effective
agency as that of the artist’s, it too must inhabit a reflexive field.
This can only happen by embedding Bitelli’s artistic strategy
within his film in the physical staging of the exhibition.

The disconcerting demonstration of collapse in Bitelli’s work
reveals the complicated nature of one’s relationships to others
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and also to a system of care within society. Institutions cannot
accommodate latency, but in collaborative activity, where the
criterion for measuring value emerges from within, latency
asserts itself as a reflexive interrogation of performance as
complicity. In ‘A Partition’, collaboration emerges as a politicised
position. Not one in advance of or indebted to another, but one
that together resists hierarchy and a susceptibility to external
value judgements predicated on disingenuous notions of
progress and value. ‘A Partition’ values human interaction and
an organised notion of collective care.

LYNTON TALBOT is a curator and lecturer based in London.

Midlands Round-up
Eastside Projects - Grand Union - New Art Gallery
Walsall - Rugby Art Gallery and Museum

‘Artists know that the way to solve a problem is to begin’ The
words of Heather & Ivan Morison take up residence on the
Eastside Projects billboard, beckoning visitors into Production
Show. The beginning is, appropriately, the current state of this
exhibition, as ‘Production Show’ follows various artists through
the production of new work, in part with the intention of
opening up the process of production in a way that is normally
hidden behind the scenes. For instance, the second gallery
space is currently a functioning workshop where visitors can
track the progress of Nicolas Deshayes’s experiments in making
sculptures that can be hooked into a building’s plumbing system
to function as a radiator.

At this early stage in the exhibition, projects such as that
from Des Hughes are still ‘pending’, while Autoltalia have made
it as far as to pose a question: ‘Can we work collectively and still
have individual freedom and autonomy?’ The contributions
of the various artists are recorded on the gallery walls in a
diagrammatical fashion, listing ‘inputs’ and ‘outputs’ among
the various details. One of the few finished projects, Richard
Woods’s Duck Weave (the gallery’s previous exhibition)
features such inputs as ‘15 days installation time’ and outputs
including ‘six wall paintings’ and ‘50 silk screened canvas tote
bags’. By listing the various details of production, Eastside
Projects demystifies the production of art, in opposition to the
traditional white cube mode of display where work is presented
as if produced effortlessly.

With ‘Production Show’, Eastside Projects is attempting
to reclaim Birmingham as a city of production, and while
this incarnation of the exhibition ends in July, it should
be fascinating to follow the developments of the projects
initiated here over the two years that the ‘Production Show’
programme runs.

Around the corner from Eastside Projects, Prem Sahib
has turned Grand Union into a changing room with ‘Grand
Union’. Sahib repurposes the gallery name into an explicit
suggestion of bodies coming together. A black bench
outlines the edge of the gallery space, circling a freestanding
white-tiled wall, utilising an aesthetic that suggests spaces
where physical encounters might happen. By creating
this environment within a small gallery space, Sahib
produces an interesting clash that heightens an awareness
of viewers’ physicality. Visiting alone, there is a feeling of
being somewhere off-limits, intruding on a space meant for
something and someone else.
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A small number of individual pieces populate the space,
including a series of aluminium panels covered in what look like
water droplets but which are made from resin. The first of these,
User_01, all works 2016, implies an anonymous experience while
Alex and René point to more intimate, personal associations.
These are sensual objects, the resin allowing for the appearance
of perfectly preserved water droplets, while smears in the
sheer surfaces allow the presence of Alex and René (and
User_01) to be felt. Beast /I, on the other hand, implies a rather
more intimidating experience, even if the exact nature of said
experience is not clear: a black rubber cock ring increased to an
absurd, even playful size. So while its title suggests intimidation,
the enlarged size turns it into something ridiculous. Glory, 2016,
seems clear enough from its title, even if the object itself, a beer
crate encased in resin, is somewhat reminiscent of Gareth’s
stapler being set into jelly in The Office.

The product of a British Council curatorial development
residency, Aziz Sohail, from Pakistan, has curated The
Humble Vessel, a collections display at the New Art Gallery
Walsall featuring a newly commissioned film and book from
Karachi-based artist Fazal Rizvi. The collections display
surrounding the Rizvi piece is essentially fine, featuring
contemporary work from the likes of Ryan Gander and Bob
& Roberta Smith as well as older pieces such as an 1873
painting from Jules Emile Saintin. The piece by Smith,
Concrete Boats, 1996, stands out, a charmingly naive
sculpture of two concrete boats, a departure from his usual
sign-writing. However, the display lacks purpose, other than
to dig out some works from the store rooms.

Rizvi’s The Fleet, however, dominates the space, being
allowed a wall to itself in the otherwise crowded gallery, while
the background noise of the steady motion of the sea emanates
throughout, making it possible to hear the piece upon approach,
inviting the visitor into the space and making its presence felt
throughout the exhibition visit. The film itself is a single, static
shot of a small rowing boat, broken up across a trio of monitors.
The accompanying text indicates that it was shot on the coast of
Karachi, the hometown of both Rizvi and Sohail, while also stating
that the piece avoids geographical references (which it does) in
an odd, contradictory attempt to have things both ways. Still, the
film is undeniably pleasant, inviting quiet contemplation; it would
have been better served with more considered interpretation and,
perhaps, without the accompanying collections display. Freely
available to take away, Rizvi also exhibits within a vessel, upon a
vessel, 2016, a lovely publication that displays its text in a manner
reminiscent of lan Hamilton Finlay.

For its 2016 display, Rugby Art Gallery and Museum has
invited Emily Wardill to curate its collections display alongside
a complementary presentation of her new film When You Fall
into a Trance, 2016. As with Walsall, the collections display is
fine, without being particularly outstanding, though the benefit
of a larger space allows a degree of distance to be achieved, and
Wardill’s film inhabits its own space without interference. When
You Fall into a Trance follows the interpersonal relationships
surrounding a neuroscientist and her patient as they work
through his loss of proprioception (the ability to sense your own
body without being able to see it). Every character appears to
be on the verge of emotional breakdown, conversations fraught
with tension and the surrounding issues going unsaid. We
frequently cut away to sequences of synchronised swimming,

a smart choice for not only demonstrating proprioception but
also for disorienting the viewer, particularly when Wardill splits
the screen via the surface of the water. Choosing to disorient
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the viewer further, Wardill sometimes switches from convention
to allow the narrator to voice all of the characters, creating
something almost equivalent to Cormac McCarthy’s lack of
punctuation, and forcing the viewer to rely disproportionately
on their vision to interpret what is happening.

By inviting an artist such as Wardill to show new work,
Rugby creates a reason for those who aren’t locals to visit.
While the quality of display of Wardill’s film demonstrates
that local museums could stand to learn how to do more with
their undoubtedly small budgets, that such presentations are
happening at all is worthy of praise.

TOM EMERY is a writer and curator based in Manchester.

Plymouth Round-up

The Gallery - KARST « Plymouth Arts Centre

Last month, Merriam-Webster added FOMO to its latest
unabridged dictionary. This ‘fear of missing out’, of not being
included in something that others are experiencing (not
necessarily enjoying), has irrefutably risen alongside post-
digital anxieties; our accelerating consumption of information
both confounds and augments the (anti)social phenomenon.
Proverbially, good things come... on view at The Gallery

at Plymouth College of Art, negates this obsessive need to
absorb immediately and dissociatively. Operating on a series
of demanding encounters, ‘good things come...” promotes a
correlative system of time, promise and reward.
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installation view

[31]


Art Monthly, June 16 - Pg 30-31


