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In one of Callum Morton's earty modets, The Heights
{1985/2004), a scaled-down section of a balcony from
a generic block of flats was attached to the gallery wall
at first-floor height. The Heights merged so seamlassly
with its surroundings that the viewer could have besn
forgiven for overlooking it, just as it is common to
overook similar vermacular architectural forms and
patterns designed 1o order and contain rather than
stand out in the real world. Although presented as
uninhabited, the constrained space of Morton's balcony
highlighted the concept of habitation. It caused the
viewer to consider architectural standards and the ways
in which bodies may be required to fit into architecturs,
rathar than vice versa. The Heights located the viewer
on the outside, left wondering about the lives of those
behind the balcony'’s closed doors = what it would be
fike to be on the inside.

Morton has made scaled-down modets of buildings
of increasing specificity, Including andmark modemist
projects such as the United Nations headguarters

in Mewy York (Lintitled!, 2003) and Habitat In Montreal
(Habitaf, 2003), as well a number of famous architect-
designed houses. His models ara pitted against their
criginal, idealised designs and their official architectural
histories are contrasted with real stories of habitation
and the fate of buildings. Increasingly, the colours and
sounds of life appear to be leaking from these buildings
— through cracks in blinds, from under doorways, and
through paper-thin walls — and are no longer abla to
be constrained by the architectura designed to contain
them. Through these models, we become awars of a
failed architect-client relationship (intemational Style,
1999); retreats that imprison rather than inspére

(O Brigitte, 2001); and buildings that fail the test of
time (Gas and Fus, 2002).

As well as what goes on within architecture, Morton has
looked at what happens to architectural concepts and
designs out in the world, over time and across diffierent

applications. In his ongoing print series that commenced
with Local+/or General, he shows designs as they are
applied to tha mass market, and ultimately franchised.
These images draw a comelation betwesan many of tha
principes championed by modermism for the good of
soclety and the conditions that have resulted in the
profferation of commearcial enterprise and busness
interests in our time, The images are both fantastical and
compelling because of the fusion betweaen orginal vision
and new purpose, however great the philosophical

van der Aoha's venerated Famsworth Houss, a
prototype of planar design and transparent iving, is

the perfect moded for a 7-Eleven comvenience stora
(Famshaven, Wincis, 2001) while the formal concemns of
tie Rietveld House become neat and engaging detaiing
in a Toys “R" Us store (Toys “F" Us, Utrecht, 2001,

In Lacal+/or General and the more recent print series
including inferbau Wow Wow, utopian designs are
relatad to the theming of buildings in ordar to draw
attention/distract, entertain and regulate interaction,
Maorlan's recent project, Tomarmow Land, for the 11th
Triennale India (2005), provided the ideal opportunity to
exdrapolate the roots of this relationship betwesn theme
parks and architectural ulopias using Le Corbusier's
Chandigarh, near Mew Delhi, Like Wal Disney, La
Corbusier balieved in the fantasy of building a perfect
world for the inhabitants of his city (he based his city
of the future on an idealised and romantic image of
Punjabé village life)', Like Le Corbusier, Disney believed
that the woarld he created was in many respects more
real than the 'fantasy workd out there’ where ‘people
had hatreds and prejudices™. In a seres of prints and
a model, Maorton presented Chandigarh as a fim set,
and its buidings were re-imagined as varous worlds
from Michael Crichton’s futuristic film, Westworld (1873),
which is in turn about a perfect world set in a theme
park. In Tomomow Land horton aniculates the
difficufty in differentiating between real and
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Tomomrow Land [2004), from the senes Thmarmow Land, digital prinl,
54.5 x 170 om, adition of 15, Imaga courtasy thi adist and Raoshm
Continyd Gaillary' {Sydniny, Anna Scivwarts Galery Metboune), Girmgal
Fita fLondon), Kanm Lovegeowes Gallary (Lo Angsies)
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Fiona Tan's first encounter with Japan 1s marked by her
video installation work, Saint Sebastian, in which she
captures the beauty, tension and potency of a tracitional
Japanese coming-of-age ceremony. Each year the
Toshiva archary contast takes place in the Sanilsangan-
df temple in Kyoto and is held in conjunction with the
occasion of Sejin no A, Japan's national Caming-of-
Age Day. The onigins of the Toshiya contest date back
to the Edo period (1600-1858), whan samural warrions
competed by shooting armows down the main hall of
the temple to display their great skill in the tradition of
ki ('way of the bow’). Today the contest invites the
finest young archers from all over Japan to enact a rite
of passane through a practice that requires aptituds,
patence and spirtual maturity,

Tan's decision to focus only on the initiation of female
archers presents an intriguing contrast of ideas in both
form and contant; the elegant, graceful young women
practising a characteristically masculine sport. Tha
disparity is augmented by Tan's use of cinéma vénitd -
a technigue derived from documentary filmmaking, Tan
presents an ‘outside’ and an ‘inside’ view of the archers
with the intention of getting at a ‘hidden’ truth; achisving
this largety through the juxtaposition of scenes, Images,
natural sound and impased soundirack, and the
deliberate omission of voice-over narrative, The

framings rermain close and tight throughout, never
rewvealing the target and never venturing far beyond the
waist of each archer.

The archers can be ssen from behind, displaying the
many foids of colourful tradibonal kimono; shiny black
hair tied up and decorated with ormaments, tha nape
of the neck accentuated by the large gap between the
collar of the kimono and the body. One is left begging
o see the face of a woman; even a gimpse would
satisfy. Tan appears fo be withholding a secret from
her audience. The sequence plays over the murmur of
an unseen crowd, which increases at a steady pace

Coming out by the
Way of the Bow

urttil it sounds like a roar, And yet the young women
do not wanver, 85 each one takes her grip below the
princess curve of a large bamboo bow, fluently drawing
a featharad arrow and pausing only momentarily before
latting go.

This "outside’ view of the young women is so
tantalisingly close and yet =o far off. Tan releases a
degree of the tension by exposing an ‘inside’ view.

The camera focuses on the face of a young woman
kong enough to stir curiosity and a sense of desire, yet
nat long encugh for the viewer to locate it within the
context of the archary compsatition. Tan concentrates
on small details, slowing the motion for the blink of an
eye, the slight biting of a lip, and the quiver of & feather
against an archer's pale cheek. All of thass ‘inside’
images are supplamentad with a soundirack that
bullds gradually from the small sound of a cicket to an
omnipresent hum.

Fiona Tan's documentation of this ancient Japanese art
does not attempt to transcend the inharent boundarias
betwean Eastern and Wastern cultures, If anything, it
maintains a distance and torments the outsider with a
view of that which is unattainable — or so it seems,

The undercurrent of Tan's work can be accessed,

in part, by way of its title, Saint Sabastian, Although
Sebastian has had various embodiments throughout
Wastern history - a plague saint in medieval times,
amodal of Apollonian baauty for anists of the
Renaissance, a decadent androgynous figure 10
writers and artists of the late 19th century = he has
long been recognised as an unofficial patron saint of
homosexuals. Precisely how this role evolved may be
related 1o datalls of Sabastian's life that ultimately ked
to his untimely death.

According to legend, Sebastian was a favourite of the
Emperor Diocletian, who appointed him Captain of the
Guard in the Imperial Roman Ay,
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of the day. Each woman is shown with a traditional
attribute that comesponds to one of the poats. One
woman is poised, towards the edge of the print, with

a long bow tucked under her sleave and a quiver of
armows strapped to her back. Given the seme attribute
as Diana, this worman does not bacome the same figure:
she Is strong and determined-looking, but she is also
begulingly feménine,

From ukiyo-8 comes mamga, from which the increasingly
poputar Japanese anime was developed. In the popular
anime series Inuvasha, an adoiescent girl named
Kagome falls down a well at her local temple and goes
back in time, amving in anclent Japan. On the other
side she discovers what she thinks is a young boy
bound to a tree with amows protruding from his chast,
Coming closer to the tree she notices his ears; she
cries, "Oh, wow, Like dog ears. | think | wanna touch
them".* Inuyasha is half-human, half-demon, and can
only be healed if Kagome shoots 2 magic armow at his
body which will release the spell cast upon him 500
years previously, He Is resurrected by Kagome, his
body stifl as young and virile as the day he was plerced
with arows.

Unlike depictions of other saints, with their whita
beards and long robes, Sebastian remains a fresh-
faced young soidier on the brink of adulthood. it is the
essance of this very momeant that Tan capturas in her
work Saint Sebastian. Tan's images present a contrast
af movernent and stilliness, This quakty can also be
found in traditional depictions of Sebastian. By way of
exploring Sebastian's physicality, the essence of his
story [s told.

In his novel A Wild Sheep Chase Haruki Murakami
devotes an entire chapter to the beauty of a young
woman's ears. He writes, “She pulled a black hair band
out of her handbag, Holding it between her lips, she
pulled her hair back with both hands, gave it one full
twist and swittly tied it back. She was at one with her

ears, gliding down the obique face of time Be a protean
beam of light. ‘These are my ears in thesr unblocked
state’, she said, Then sha hid those marvels of creation
behingd her halr again and returned to ordinariness,™

It is precisely this level of detaill that Tan achisves in her
images, from an aesthetic and a cultural perspective.
The spirtual and technical aspects of kyidd are deeply
rogted in Tao and Zen philosophy, constituting an
incfissoiuble unity, According to Japanese tradition,

the foundations of all ¢ disciplines can be applied

o everyday e and are not limited 1o ona single
momant, such as releasing an arrow and hitting a
target. Murakami's characters possess a degree of this
understanding and exist in the world with what ssaem
lie special powers, Tan renders her archers In much tha
SAME Way.

Sebastian faced his fear without resistance, and in
affect the arrow aided his transcendence from ordinany
to extraordinary. Tan's Saint Sebastan offers the
opportunity to witness an act symbolising & particular
fransition that, in somea cultures, goes unacknowledged,
o pocurs in private, small ways. In Saint Sebastian

the occasion is unabashedly decorative, and yet at the
same fime pared down to an essence.

" Cauico Flgni, Saint Sebastan, . 1615, OF on Carmms, 1,300 x 800 mm
Prisoolech Capdolna, Roma

¥ Richar E Spear; The 'Dhane' Gurio - Religon, Sax; Money and A in ihe Worid
of Gsne Rend, LondonMey Haven, Yale Unnarsty Press, 1097, po. 67-T6

" Hmagawn Ulaman, A Favesty of i Six Posts’, ¢ 1780, publshed by
Trutmyn Jusaburn. Woodbdook, idtyon pant), 367 « 238 mm oach

* Furmiho Takstashi, Inuyeaha Vol 1, Yure T, 2000

* Hanaki Mumkam, 4 Wi Sheep Chase, mnsialed by Afted Seribaum,
Lonchon. Virings Press. 2000, op. 37-38
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Work No. 458 (2008), highightar pen on paper, 28.7 < 21 gm
Courtesy tho artist and Hauser & Wirth Ziirich London
Fhoto: Bamora Gesryy, Zldch
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| don’t know what | want to say, but, to try to
say something, | think | want to try to think.

| want to try to see what | think. | think trying
is a big part of it, | think thinking is a big part
of it, and | think wanting is a big part of it, but
saying it is difficult, and | find saying trying
and nearly always wanting. | want what | want
to say to go without saying.

Martin Creed, 2001
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Work Mo, 180 Lar

allogro, prosto, prostis

tfo, adagio, andanfe, modaralo,
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Work Na, 88 186, peper, approvimatssy 5
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Wark No. 438 (2005). highligriter pen on paper, e parts. asch
20,7 x 21cm, Courteny the artst and Hauser & Wirth Zinch London
Prato: Jon Elber. Jisich
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A colossal, sneaker-encasaed foot stomps loudly on the
basement fioor at the Lisson Galery, London, Actually
naot loudhy, but thunderoushy; & sound mare akin 1o

an acoustic ‘boom boom boom', The foot descends
from an upper floor 10 launch its massive attack, In
which one, as spectactor and participant, Is made to
feal daunted and impinged upon, like somea entrappad
Lisliputian creature,

The elerments of tremendous sound and gigantic size
push a forca into the minimal white cube of the gallery
space in a way that is totally thriling. The kinetic of
the action is compulsive and precise, and designed to
redefing tha spatial and visual dimension — which it
does brilianthy,

The giant foot and the leg that thrusts it into the gallery
space |s Daniele Puppl's Fatica n. 25. The Italian fatiche
(or phonetically renderad fatica’) can be franslated as
‘effort’; and as the title suggests, it is a physical exertion
and force, an action and energy. As referenced by its
catalogue number, 25, it is part of a seres of such
actions which the artist has made his endeavour,

Because of the way Puppi uses the cubic limits of the
gallery's while space as a kind of ready-made sculptural
and architectural delineation, one could swiftly assign
to Fatica a pedigree within the minimalist canon, And to
a cartain extent there is a strain of minimalist assthetic
in the work, But if we limited our understanding of this
work to the category "minimalism’, which carrias with it
& referencea to a particular Amancan/Gearmanic modearm
classicism, we would miss the point of Puppi's far maona
ornate hertage.

The predominant aesthetic in Puppl's wark is more
appropriately attached to an llafianate trajectory, which
can be traced from Hellenic sensuousness throwgh to
the Barogue pathology, and from the Futunst manifesto
of dynamism which s camied forward into the ibido
explorations of artists such as Lucio Fontana and
Giovanni Anseimo. in Puppi's works can be found

the turbulent attitude of the italianate, which, as
Achille Bonito Oliva has suggested, “shakes space

to the point where objects are brought together
through acceleration...”.!

In this sequence of agitated artistic gestures, the
classical frame of rationalist, Euclidian architeciure that
and modern space becomes overcharged, challenged,
and “blown up™ by the demonstrative action of the
organicism in the omate tendencies of ltalian art. The
one is played off against the other in a fabulows fension.

in ltakian modemism, Lucio Fontana was to explore

tha force of this tension in works that massed matter
like a knot of muscular stress, In which clay was made
to act in a way that was animate and powerful: an
anplosion of the cube. In his later warks, for which he
became bast known, Fontana evolved this exploration
of velocity and matter by cutting incisions and punching
ruptures into the classical, minimal surface of the
stretched, architectural canvas, to create potent acts of
spatial extension.
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The idea of ‘cute’, a diminutive word derved from the
word acute, brings with it an orginal meaning closer to
canny, cunning, o quick-wittad, even conniving. It is
most certainly knowing. and not necessarily innocent.
Cute has undergona a significant personality change
since it was first applied to the litte gil or, sometimes,
boy, The Victorian era's fixation upan the cult of the child
and its preferance for big innocant eyes, elfin features
and a shghtly precocious, evan subtly secually saductive
Appearance, were precursors to a craze for the cute
throughout the 20th century. Examples of this obsession
are John Millais' Bubbles painting, the chiaroscuro-
esque photos of Julia Margaret Cameron, and the more
privata captivations of Charles Dodgson (Lewis Carroll).

The Victorians' adoration of the child signifies a
significant shift from earlier times when offspring were
considered a prionty for survival and an important
botster to the family’s ability to earn money and
maintain a steady labour force. In those times of
uncertain haalth, and befora the advent of vaccinations
and cures for epidemics, the desirabllity of numerous
progery was tied to economics and the survival of the
fittest. Pre-Victorian children were believed to have been
ko into original sn as the products of base desires
and necessity and were, by the laws of nature, subject
1o attrition,

With tha economic shifts which cccurred as a result

of the industrial revolution, along with philoscphical
anquiries which pronounced childran to be innocents

- suscaptible to corruption, but not oniginal sinners —
we see children made to perform a romantic attitude of
virlug. The Victorians wanted thair childran to be cute
as a sign of perpetual youth; romantic and protected
within the concepts of fantasy, But already the clouds of
doubt wera [ooming over this fantasy of the blameless
child whom, even with eyves so wide, did nat see or
participate in the adult world around them.

The Little Girl in
Van Sowerwine

By the beginning of the 20th century the emergence of
psychoanalysis put the concept of the pure child under
tremendous pressure. The concepts of innate character
and even, provocatively, the idea of children using their
own form of sexual manipulation in & conniving and
calculated way gave nawer, yet mare accurate meaning
10 the idea of cute.

Mo wonder then, that the ‘cute’, for the better part of
the 20th century, finds itsalf most significantly manifast
through media and commercialism. As faith in pure
innocence is replaced with a concern 1o protect the
concept of purity through projection onto the child

- and alzo a concarn for protection of the chid - we
witnass the need to purchase facsimiles and symbols of
innocence. Enter Shirey Temple, the kewpie doll, and
the baby pageant: the commadification of the cute for
adult consumption and gratification, which has hittle to
do with the reality of the child.

Meanwhile, back in the therapy session, Freud follower
and revolutionary child psychologist Melanie Kiein
found a usa for toys as potent playthings, through and
upon which children can act out thair andeties. Kiein
developed the theones of progression and regression
to account for the child-instincts within each of us, and
from which few of us emerge unscathed, The dramas
of the domestic, which once remained hidden behind
drawn curtains and civility, now emergad as acted-out
scenarios of the psychological and pathological.

Concepts, previcusly dismissed, of the possiiity of the
“ewil’ child emerged in the tater part of the 20th century,
Iy filrm, the cute was transformed imo the grotesque and
demanically inhabited: in The Exorcist, for instance, poor
Linda Blair was mada to spaw bile - and blasphemy!
The news media wena quick to announce the existance
of inherant el in chidren who killed. The cute had come
the full etymaological circle.
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As C Fred Alford has written, “.. withdrawal, emational
aloofness, hyporeactivity (emotional flatness), sex
without emotional involvement, sagmentation and
partial imvolverment (lack of interest and commitmeant to
things outside onesel). fikation on oral-stage lssues,
regression, infantiism and depersonalisation...ame many
of the same designations that.. .describe the culture of
narcissism. Thus, it appears that it is not misksading to
equate narcissism with schizold disorder.™

Melania Klain believed that we are bom with a fragile,
hritthe, weak and unintegrated Ego. Therefore the

most primarcial human fear is the fear of disintegration
(death), The infant is therefore forced to employ primithe
defence mechanisms 1o cope with this fear, with the
resull being aggression ganerated by tha Ego. The Ego
splits and projects this fearful part (death, disintegration,
agagression). It does the same with the life-related,
constructivae, integrative part of itsel, As a msult, the
infant views the world as either 'good’ (satisfying,
complying, responding, gratifying) - or bad {frustrating).
Klein called this idea “the good and the bad breasts’.

Thee child then proceesds to introject (internaliss and
aasmilate) the good object while keeping out (defending
against) the bad cbject. The good object becomes

the nucleuws of the forming Ego. The bad object is falt

as fragmented. But it has not vanished: it is there that
the phantasm lies. The fact that the bad object is ‘out
thare’, persecutory and threatening, gives rise to the first
schizoid defence mechanisms, Foremost amongst thess
is the mechanism of ‘projective identification” (so often
employed by narcissists), The infant projects parts of
herself (organs, behaviours, traits) onto the bad object.
This is the famous Kisinian ‘paranoid-schizoid position’,
The Ego is spiit.

Sowerwing's Sharper than a Serpent’s Tooth (2008) s
an operatically scaled, epic tragedy in the vein of the
Greek, and a modarn fable in the way of the therapy
session, [mplicated in each is a loss of innocence as
projected through the narcissistic play of the cute and
its etymological double, the cunning; the self and same
as described by Klein's rgressive/prograssive litle-girl
personality: Electra writ large. And as the children's
rhyme goes: ‘When sha was good she was veny, vary
good, but when she was bad, she was homd.'

! Fred Ao, Nereisssnt: Socraies, (e Frankler Schoo! and Peychodnsic
Theory, Yalo Univorsity Pross, 1988 Also see Mabnie Kien, Love. Gist and
Feoarinon; And Dthar Works 122 - FR4S (The Vafing of AMaanag K Wl 1)
Tha Fiee Preas/Skmon and Schoster, 1572
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Flona Tan
Salnt Sebastian (2001)

Wideo mstallation with two WXGEA projectons, two DVD players,
two DVDs, two ampifiers, aight hi- audio speakers, double-
sided projection sonesn. Approol 425 x 238 om

Courtesy aof tha artist and Frith Street Galery {Londan)

Ficng Tan was bormn in Pekan Bany, Indonesia, in 1966, grew up
In Melbourna, and currently lves and works in Amsterdam, She
studied at the Garrit Fiatveld Acadamia, Amaterdam |1988-02)
and at tha Rijkzakadamis van Besidands Kurst, Amstardam
(1996-28). Her film works have been presented at major
chibeticns including Documenta 11 (2002}, tha 40th Venice
Essrinale (2001]; the lstanbul Blennial (2003) and ihe Yokohama
Infernational Triannial of Contemposany Art (2001).

Recent solo exhibitions have included Saint Sebastian at

the Musde d'art contemporain de Montréal, Canada {2005)
Countenance (and other works), Museurn of Modem Art,
Owlord, UK, and at Ballic Art Canter, Visby, Swadan [2005);
Comection, Museurn of Contermporary Art, Chicago, and also at
the MNew Mussum of Conternporany Art, New York and UCLAS
Hammer Mussum, Los Angeles (2004); and Flang Tan, IASPIS
Gallary, Stockholm (2004), Recent group exhditions includs
Shadow Play, Kunsihallan Brandis Klaededabrik, Odense,
Denmark (2005); Trme Jones, Tata Modem, London (2004); and
+Witness, Museumn of Contemporary Art, Sydney (2004).

Fizna Tan Is represented by Frith Street Galery (London),

Acknowledgments

Frona Tan wishes 1o thank Chis Fox, Livio Comba,
Shinjl Kohmato, Kyata, Frith Street Gallery (London).
Soen Houw and Lesiey Tan,

Martin Creed
Tha Lights Of, Wark No. 270 (2005)

Matenals vanable, dimensions variable
Courtsy of the artist and Hauser & Wirth (London, ZOnch)

Martin Crod was boen in Wakefield, England, in 1868 and lves
and warks in London. He studiad at the Slade School of Fine
Art, London [1986-90) and won the Tumer Prize in 2001, He
has presented numerous solo exhibitions and projects in Europe
and North Amenica nciuding Art Now: Martin Creed, Tumar
Priza 2001 al the Tate Britain, London; and has most recently
exdibited ai Gavin Brown's Enterprisa, New York (2005)

Selacted group exhibitions include the Blennale d'ar
confemporain de Lyon, France (2008); Monumenis for the LISA,
COA Wattis Institute for Contemporary Arts, San Francisco
{2005); Mothingness, Galene Eugen Lendl, Graz, Austria (2004};
Live, Palais de Tokyo, Paris (2004); State of Play, Serpenting
Gallery, London (2004); and Shing, Museum Bolmans van
Bauningan, Patterdam., the Nethedands (2003).

Martin Cresad formed his band, owada, In 1994 and mleased

the albwm nathing in 1987, Since 1999 ha has bean working
solo and his recordings have included EVERYTHING IS GOING
TO BE ALRIGHT, The Plar Trust, London (1999); [ Can't Move,
Art Metropole, Canada (1999); and | Don't Know What [ Want,
Sarpentine Gallery, London (2004), He will ks parforming with his
band in associaton with the exhibition.

Martin Creed is represented by Hauser & Wirth {London, Zonch).
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Daniele Puppi
Fatica n. 27 (2005)

Widao instaliation with thra video projectoes. thee DVD players,
ane VidEo mixer

Courtesy of the artist and Lisson Gallery (London)

Danisle Puppl was borm in Pordenonea, Raly, in 1870 and
cumantly Iives and works in Rome and London, He graduated
from the Accademis di Bele Arli di Roma in 1996, He has
axhibfied widaly in italy and in Europe, with solo exhibitions
inciuding Fatica n. 25, Lisson MNew Space, London (2004);
Fatica n. 18, Sprovier, Londan (2003 Fatica n. 21, MART
huseo Arte Modema e Conlemperanes, Trenio, Naly (2003);
Magarzing d°Arte Moderna, Roma, Raly (2002); Fatica n. 14,
Galaria Maszimo Da Carlo, Milan, taly (2001); Sdorado, Galleria
d'Arte Modama e Contermporanaa, Bargama, italy (2001); and
Galeria Franco Noerg, Turin, Haly (1990).

Selected group exhibilons include at Lisson Gallary, London
[2004); Sprovien progect space, London (2004); Forse talia,
Stedalip Musaum Voor Actusla Kunst, Genl, Belgum (2003);
BIG Taring 2002, Biannal Internazionals Arie Giovane,

Turin, ttaly; EXIT: Nuove Geografie dela Creativita fafana,
Fondazicne Sandretto Fe Rebaudengo, Turin, ltaly (2002);
Preaso Quarini Stampaka - furta per Marte, Fondazions Querini
Stampalia,Vanice, Italy (2002); and Kiing me softly, HKunsthals,
Born, Switzedand (1000,

Dianiele Puppi s represented by Lisson Galary (London),

Van Sowerwina
Sharper than a Serpent's Toath (2005)

Digital prints on vinyl instalied on three bilboards at Republc
Toweer, Melbowme, Side: 375 x 348 cm. Main: 780 x 670 cm.
Abowve: 482 % 118.5 om

Courtasy of the artist and Stiks Gallery [Sydrey)

Wan Sowenying was bom in Melbourne in 1875 and curmently
Ives and works in Brsbane. She has an honowrs degree in
Mexdla Arts from the Foyal hMefboume Institute of Technology
(2004). Her shorl animated fim Clara was an official sslaction
and won a spacial mantion at the 2005 Cannes Fim Fastival,
Her solo exhibition What Big Eyes You Heve was prasented at
West Space in Melbourma in 2004,

WVan Sowaraing’s work has been included in video edibitions,
evants and screanings ncluding 1he Basics Media Fastival,
Gallery 5020, Salzburg, Austria (2005); Move on Asia, Tokyo
Wonder Site‘remo, Osaks, Japan, and +Galary, Alchi, Japan
(2005); Anre Landa Award, Art Gallary of New South Wales,
Sydney (2004); Media City Saoul Mew Media Biennale, Seoul
Musewm of Art, Korea (2004); and the 2002 Reanimate
Intemational Festival of Wab-Based Animation, Rotierdam, the
Metherands (2002),

Van Sowaraing is represented by Stils Gallery (Sydney).
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GCalium Morton
Babylonia (2005)

rmirrer, sound., 1,300 x 750 x 320 em

Courtesy of fha artist, Anna Schwartz Gallary (Melboums) and
Roshyn Onleyd Gallery (Sydney)

Callurm Morton was bom in Montresl, Canada, in 1965 and
cumently bves and works in Melbourne. He studied architectuns
and urban planning at the Royal Malbourna institule of
Technckogy (RMIT) belora completing 2 BA in Fine Art at the
Victorian Collegs of the Arts [1988) and a Masters in Sculpture
from R (1994, In 2005 he representad Australia at the 111h
Triennale India in New Delhi, where he won a Golden Medal,
He s the inaugural recipient of the Helen Macpherson Smith
Commigsion (2005} and was a Samstag Scholar at Art Center
Cuollege of Design in Pasadena, California (2004-05)

Callum Moston has exhibited adenshaly in solo and group
enchibitions in Australia and imemationally, including Architypes,
Charles H Scaott Gallary, Vancouver (2004); Puble/Private: The
Avckiand Triannil, New Zesland [2004); Calum Morfon: More
Talk Abowt Budichngs and Mood, Museum of Contemporary Art,
Sydnery (2004); Face Lip, Hamburger Bahnho!, Bordn (2003);
Fredchwork: Austrabian Art 1568-2002, National Galleey of Victoria,
Meibourne (2002); Sigrs of Life, Melbourns Intemnational Biennial
[19959; and lnternational Style, Santa Monica Museun of Ar,
Los Angeles (19949).

Callum Moston & represanted by Anra Schwartz Gallary
(Methourne), Rashyn Chdeyd Gallary [Sydney), Kanm Lovegrove
Gallery {Los Angeles), and Gimpel Fis (London).
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Which brings us to Van Sowarwing and her expanding
cast of characters: little girls with baleful eyes, cute
loaiks, and loads of play accoutrements, which can
be marshalled to the cause of the symbalic and the
pathologically metaphoric,

The little girls in Van Sowerwing’s animated interactives
and photo-scenarios seem to embody the paradox of
the cute, Their innoceance ks overplayed and suspect;
their vulnerability has an aspect of salf-knowledge; their
actions ame provocative and seductive, which leads to
a loaded, dangerous sel of circumstances. These kids
ara oo cute for ther own good. As adults we don't

know whether to fesl maternal, paternal or manipulated,

Certainly we are implicated in an uncomfortable set
of feslings. Sowerwing's litthe girls elicit a mixture of
pity, fear and pleasure, which announces a kind of
malevolence in the core of our salves,

How responsible, for instance, are we when we sit in
Sowerwing’s cubby house (Play with Me, 2002) and
interact with the animated gid who wants to play with
us, and how far do we go once we realise that each
of our play choices leads 1o self-harm in the child doll?
We make her drink Drano, select tha option which
causes her o cut her eyes out, mstruct her in acts of
aver-increasing violence. Like the classic psychological
axperiment in which college kids were asked to
electrocute subjects and continued to do s0 despite
their obwvious pain, this work brings out the warst In us.
Sowerwing’s willing little gil seems to be saeking our

assistance to becomea a victim, She wants our attention.

Shie will suffer to get it.

Play with Me prompts us to ask questions about our
own motivations, and that of this cute kid who wants
to be harmed, Do we camy out these viclent actions

because she is too cute and symbotically too good,

making us feel less perfect? Or is it just fun to control
and hurt? Is the littke child inside cursalves regressing
in the face of opportunity? These are bleak things

to conternplate,

On the Republic Tower billboard site in Melbourns,

Wan Sowenwine's newest little gid looms above us at
gigantic scale. Menacingly, she brandishes a fork in
one uplifted hand. Wounds are apparent on her jumper,
Her ayes ara fisrce and focused beyond us to a place
outside our range but inside her mind. She appaars

to be inhabiting one of thase schmick inner urban
apartments - all dasigner gray and clean lines - and yet
the sophisticated, adutt calm of such an interior seems
to be shattered by an unspecified act of domestic
violence,

The litthe teddy, faithful companion and symbalic of
fraternal devotion, which lies discarded in anather part
of the scene; a ball of string, also cast asunder; and a
puddie of spilt milk indicate a tantrum or Missy-fit has
taken place. But the fork suggests worse,

Above the large little girl lies another - a doppelgdnger
- who has slumped and fallen against the wall, clutching
har stomach; she shows the same wounds as the first
girl on her jumper. ks this a narcissistic play - a form of
self-loathing resulting in seff-destruction? Sowerwina’s
fitthe girl is both victim and perpetrator in this scenario:
the flung teddy. which might have offered comfort and
occasion for hugaing, like the spit milk, indicate a kind
af matarnal faiing which has been carried through to
the salf.















Fontana's works join with those of Alberto Burn and

his punctums of meited plastic; Fiero Manzoni and

his scatological excesses; Giovanni Anselmo and his
injections of self into the field of the viewer; and even
with Yvas Klein's leap into the void; to create a legacy for
Danigle Puppl's newest additions to the investigation of
space and matter,

Philosophy, since Aristotie, has been preoccupiad
with the stability of forms. Classicism devotes itself to
the rewarding certainty of geometric salids - Platonic
shapes. However, the ltalianate investigation of
space seaks fo prove that space can extend beyond
the unadventurous geometric Emits, In philosophy,

as described by Gilles Deleuze, this analysis and
axploration would accumulate as a series of events
that prove the absolute necessity of instability: as a
kind of velocity and intensity. Delsuze would fink this to
Spinoza's concept of Substance, which is a “present
infinity made up of infinitely small materal elements in
agitation and characterzaed neither by their form nor
furiction but by degrees of speed and slownass”,?

Puppi's project s 1o actualise a seres of events that
provoke space 1o extend itsell through his performative,
punctive gestures and activate the viewer's field of
vision in ways that release spatiality from its nomative
boundanies. As Puppl describas his approach: “The
creation and construction of my work i a synthesis

of the several aims | sat mysalf in confronting space:
to produce a movement which holds the space and
simultanecusly involves all its points; to find a means of
being able 1o ‘appear’ 8t any point; to construct a new
space ‘adjacent’ to the space already consolidated,™

Puppi's work for Melbourne International Arts Festival,
Fatica n, 27, is still under wraps as this catalogue goes
o print. But it is certain o shake space to the point
where objects are brought together through acceleration
and pulled apart again by action, inan effort to re-create
a spaliality exploded by tha dynamic events of valocity
and intensity,

Achie Bonlo Civa, Tlnrmala’. i Ainerada An fadan Vsion in 2¥th Conhury
A, Bactra, Wdan, 1550, p, 1B
! p 18
! Juoan Khaila fedi, The Freosopny of Giles Delwuee. Continnum, London/
M ork, 1099, p. 28
* frmel's statemet, 2004
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Work No. 340: A sheat of paper folded up and unfoldad [2004),
papar, 28.7 % 21 om. Courtiesy the artist and Haugar & With Ziich




8
L]
(=]
.N..
-
2]
=




% 5 cm, pion of thiea

Zirich London

Work No, 374 |
Courtesy the artis! ancl Hausar & W
Prioio: Hugo Glendinning

W), WD Peon,







Work No. 370 (2004), bals of vanous knds, mslalabon view &
Hauser & Wirth, 1 ! . S
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Work No. 485 (2005}, marker pen on papar, 28.7 x 21 am
Courtesy the arist and Hauser & Wirth Ziirich London
Prisio: Jon Eiter, £Omkch




Work No. 438 [200%), penct on paper, 28,7 x 21 om,
Courtesy the artest and Hauger & Wieth Zirich London
Phatio: Barbora Gy, Zinich












Sebastian led the army for & short perod before
confessing his Chnstianity 10 the Emperar, who was

50 displeased that he ordered Sebastian be shot to
death by his fellow archers. Sebastian was laft for
dead; however, he sunvivad, having bean nursed by a
devout gentlewoman named Irena. Upon discovaring
this, the Emperor ordered a second execution, and this
time Sebastian was beaten to death by soldiers at the
Hippodrome in Rome. Sebastian’s intimate encounter
with danger was the result of a deep spiritual maturity,
Hiz initiation into adulthood took place the instant he
stepped aside from the protection of the ammy and
positionad himsalf as an outsider. His legend symbolises
a kind of “coming out’.

During the 19th and 20th centuries a homosexual

cult of Saint Sabastian emearged In [iferature, largety
informed by Renaissance depictions of the saint. In
Yukio Mishima's novel Confessions of a Mask (Kamean
Mo Kokuhaku, 1849) the adolescent hero Kochan
experiences a sort of ‘coming-of-aga’ when he comes
across Guido Reni’s painting of the martyrdom of Saint
Sebastian {c. 1615)." Overwhelmed by Reni's imaga of
the beautiful young Ssbastian bound naked to a tres
trunk — his strained chest and tense abdomen pisrced
with armows — Kochan locates a desire from within, In the
face of Sebastian's supreme state of agony, he comes
to realise the intensity of this desire and willingly acts
upon it, reaching a sublime state of ecstasy and thus a
heightened understanding of himself, In fact, Mishima
identified so strongly with Banis image that he had his
photograph taken posing as Saint Sabastian, bound 1o
a tree and plerced by armows.?

As derived from classical Greek mythology the arow,
together with the bow, is a symbal of love | potency, and
also diseasa. In Westarn art, the armow is the attribute
of Cupid, who possessed two sorts of armows: one
made of gold, which encouraged love; and one made
of lzad, that drove love away. According to Cwvid's

Melamorphosas, Apollo was peerced in the heart

by one of Cupid's golden arrows, while the mymph
Daphne was struck by a lead arrow. Immediataly the
god was overcome with love for Daphne; and yet she
wias repulsed by the thought of keving him, From the
moment Apolio caught sight of her bright eyes, har
ripe, full lips, her hair falling over ber bare shoulder - he
could only imagine that that which was hidden from
vigw was more beautiful stll - he fell hopselessly in love
with her. Daphne avoided Apallo until one day he came
=0 close to her that in an act of desperation, to fiee the
gpod, she begged her father, the rver god Peneus, to
transform her being into & tree forever. It is said that the
heartbroken Apollo henceforth made his sacred arrows
fram her bark, and adormed his head with a crown made
of leaves from her branches.

The goddess Diana is also attributed an arow,
Commanly recognised as the athletic, virgin huntress,
Diana is depicted In sculpture and painting as 1af

and slender; she wears a short tunic and her hair is
pulled back from her face. Supposadly the twin sister
af Apollo, she was worshipped by the Romans as an
garth goddess and is identified with Luna, deity of the
sky. This notion of Diana and Luna as opposing and
complementary forces is not unlike the Tao idea of ¥in
and Yang, an understanding of which Is imperative to
kytidd, The two complementary forces, Yin (Earth)
which characterises dark, deep, female principles and
Yang (Sky) which characterisas light, creative, male
principles, pervade and are contained within each of the
archers' movemants,

The symbal of the amow ks also prasent in various forms
of Japanesa arl. | was incorporated into many ancient
nd plays and can be found in wdyo-e of the Edo period.
One example is Kitagawa Litamaro’s wood-block print
A Travesty of the "Six Poets’ (o, 17901, which llustrates
the six most famous Japanese poeats of the ninth
cantury, in the form of the six most beautiful women
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modelfantasy, and between illusion and delusion, in an
increasingly complex and expanding web of
associations and reflections.

Architectura has always providad the sat for the
unfolding drama of everyday ke in Morton's projects.
Although he relerences specific buildings and the events
that have surrounded tham, more often than not the ‘ife’
portrayed in Morion's modets is generic or constructed
rather than individualised, He draws an clichas, film
plots and terary works for waords and dialogue 1o
progect a voice of humanity, He creates scanes and then
builds up an expectation of somathing about to happen,
or ndicates that the time is alrady past. Some works
lead inwards 1o a psychologically charged interior world
filed with anxiety and fear of the unknown. In others,

wa remain excluded, ‘confined to the outside’ in an
increasingly homogenised environmant,

Morton's ambitious new work Babylonia (2005) takes
w5 offshore for the first time. It s 2 13-metre-long island
built within the large gallery at the Australian Centre

for Contermporary Art. Not a tropical island that you
might holiday on: Morton's island ks a barren rock,
more reminiscant of the isolated island of Michelangeio
Antonioni's film L'Avventura (1960), in which the lead
characler disappears, becoming present again only
through her absence for the remainder of the filrm,
Morton's title Sabyionia suggests his island could be a
metaphor for presence and absence in other ways too,
its name referencing one of the most successiul and
powerful ancient cities, and one that sufferad evertual
collapse. In Judaism, Babwlon becomes a metaphor
for exile — reprasenting those who lved inside the oty
of man and outside of the city of God. Islands have
always been political places too-perfect; natural havens
with borders to protect and secura, and places of
confinemeant and isclation,

At first, Morton's island appears as stone-faced and
impenatrable as some of his buidings. But in the

style of one of those classic scenes in a James Bond
film such as Goidfingsr (1964), the island is shown

to be a camoufiage for something going on within. A
small door Is open to one side, and for the first time in
Moron's work we are granted access 1o the interior

- & long, narrow corridor with closed doors running
along each side and mimors at each end that open the
space up to infinity. This could be a hotel or apartment
corrdor; either way wa have entered a transitional
space that is inside yet remains external to the interior
reoms. Knowing that Morton has modalied this space
on a comdor of the il-fated hotal in Stanley Kubrick's
The Shining (1980} suggests that it is as much a
psychological as a physical space. Like the characters
in The Shining, we move along the comidor weting for
something to happen. Gradually the sound of chanting
and praying s audible from undsr the doors, The
individual voices increasingly mix with one ancother and
become a babbling: a general sound of befieving. It

is unciear whether this is a peaceful haven for people
who share similar values, or a place of isolation and
confinemant for people whose beliefs differ from the
nicem. It could be a tolerant and open, or a fearful and
closed world. It could be a ralic of a time past, that we
are afraid to lose or are determined to presenve for the
future. Morton leaves it up to us to decide,

For o dednilad sccourd of Tamarow Land see Stuarn Koop in Calumn Maoran,
Shuart Koop & Vleam Prakash, Tomomow Lanagt Calum Aoron, 170 Thannais
i 2005, Lalt Baln Alockmi, Mew Delhi, 2005, op. 8-11

¥ Adan Biryman, Dy s Ky Vbnids. Routiedge. London, 1868, p 170
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