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auf den Screens die Grenzen von Haptik und

Optik, von Taktilitit und Sichtbarkeit, von Ma:
terialitit und Digitalitit, und diese Unschiirfezo-
nen wirken zuriick auf die fotografischen Bilder,
die Abeles von diesen Endgerilten des tiglichen
Gebrauchs macht. Thre oft in Geschiiften aufge
nommenen Bilder werden auf digitale Devices

ler D: 11 von

men
- Objekten und bringt damit auch die politischen,
- historischen und gesellschaftlichen Kontexte
der dargebotenen Allt genstiinde und Kon-
sumgiiter aufs Tapet. Bizarre Kompositionen aus
- Pflanzen. eine Serie von aus der Zeit gefallencn

Handtaschen, ein Korbstuhl, der auf Smiley-

geladen, deren Screens 1. Konterka- K steht, oder ein Arrangement aus
riert von hiindisch iibermalten i r- D inen und Sc k.rclcrcn ans
flidchen, auf denen mitunter auch itzer Absurde gi de Szenarien in oft knalligen

und Farbkleckse landen, abermals wird das Ver-
héltnis zwischen Fliche und Raum unterwan-
dert: Wo beginnt der digitale Bildraum eigent-

lich und wo endet er? Was verbindet Akte des

Farben und entbehren dabei nicht einer gewis-
sen Situationskomik — »recognized in flashes«.
Sich lose auf die Werbefotografie der 1980er-
und 1990er-Jahre beziehend, arbeitet Kelm mit

Josephine Pryde, Relax (grey), 2004. 2-ciliger Lambdadruck, je 125 x 231 em. Courtesy: die Knstlerin und
Simon Lee Gallery, London / Hong Kong / New York.

Kaufens und Konsumierens mit Modi des Dar-

GroBbild- und Mittelformatkameras und — wie
ihre K i — seit einigen Jahren auch mit

stellens und Zur biir-
gerlicher Genusskultur, angesiedelt zwischen
Glamour und Retro-Lifestyle stellt wiederum
die Arbeit »Z-E« (2019) zur Disposition.

digitaler Apparatur. Die Hintergriinde, auf denen
ihre Objekte priisentiert werden, legen nicht sel-
ten auch die Produktionsbedingungen offen, die
zu deren Darbi gefiihrt haben oder dies zu-

Und genau dieses I pieg
Oberflichen, mit dem hier gespielt wird, ist ein
Momentum, das auch Josephine Pryde aufgreift.
Im Riickgriff auf das Erbe der Moderne und die
Asthetik der Neuen Sachlichkeit, lotet die in
London und Berlin arbeitende Kiinstlerin die
Schmerzgrenzen zwischen Sein und Schein aus
(»The Necessary Level of Repression I & Il«,

2001). Prydes Arbeiten fiihren unsere Visualisie-
rungskultur mitsamt ihrer an die Grenzen getrie-
benen Verwertungslogik vor: Hier werden Mar-
ketingstrategien bloBgelegt, intime Blicke ent-
larvt und die Fokussierung aufs Objekt mitsamt

ihrem Zwang zur Makellosigkeit mit einem Au-
genzwinkern kommentiert. Dieser Kunstgriff ist

auch nicht zuletzt eine Frage der Zeit und der fiir

mindest suggerieren: Fluchtlinien in Form von
Papierréindern und Fingerspitzen, die die papie-
rene Unterlage in den rechten Winkel riicken, re-
lativieren den Bildrahmen und nehmen der Per-
spektive ihre Frontalitit.

Eine weitere Ebene des Oberflichen-Vermes-
sens erdffnet die ebenfalls in New York arbei-

Family Fictions

Kunsthal Extra City, Antwerp, 14.9. -8, 12
2019

by Yoann Van Parys

A remarkable exhibition is being put on this au-
tumn by the curators Laura Herman and Char-
lotte Van Buylaere at Antwerp’s Kunsthal Extra
City. Its subject, which proves to be audacious,
is the family. Important as it may be, the family
has not actually given rise to many exhibitions in
art venues. It almost seems like a taboo, perhaps
because of its bourgeois, conservative connota-
tions, which the curators deftly avoid, along with
any simplistic rhetoric. They look at the family
in terms of its aura, its hidden aspects, and its
speculative fantasy nature, as suggested by the
title: “Family Fictions.”

The works presented here, though limited in
number, are dense in content. There are seven art-
ists (including a duo), each with just one work;
but broad perspectives are opened up. The spati-
alization, occupying one floor of the building, is
not linear. It can be seen as a more or less starlike
pattern, with branches that one can explore be-
fore coming back to the center —assuming that
there is a clearly identifiable center (a significant
indeterminacy). This arrangement is necessary
to the underlying rationale. Metaphorically, the
family is a core radiating out in different direc-
tions that one follows, returning each time. We
might provide an overview of the exhibition by
analyzing four of the seven works.

In Alice Wong and Aryan Javaherian’s mul-
timedia installation “Marriage Matters” (2019),
there are flat screens on a wall, and another on a
stand, which emit words that can be listened to
on headphones. The installation is both rigid and

1 ing, and it is leted by mural texts

tende Eileen Quinlan in ihren feinsi Bei-
trigen: Sie arbeitet zum Giberwiegenden Teil
in Schwarz-WeiB und prisentiert Materialien,
Menschen und Formen, die ob ihrer Fliichtig-
keit mitunter Verwirrung stiften — in positivem
Sinne. Strategien der Inszenierung sind auch bei
ihr ausschlaggebend; geschult hat Quinlan ihren
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Die Berliner Kiinstlerin Annette Kelm wie-
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bierender Scanner befragen das Verhiltnis von
Fliche und Raum und kratzen, dem Wortsinn
nach, an der Beschaffenheit der Oberfliichen:
Wer oder was sind diese Korper und Dinge ei-
gentlich? Was erzihlen die schrill beleuchteten
Settings mitsamt ihrer Nopp
ter {iber Optimierung und an Glasscheiben ge-
presste intime Korperzonen tiber die Okonomien
des in der K {

Lucy Beech, still from: Reproductive Exile,
2018, 4K video (color, sound), 30", Courtesy: the
artist and Lafayette Anticipations, Paris; De La
Warr Pavilion, Bexhill; Tramway, Glasgow.

and black benches. The videos show something
ing scenes from a TV series. A family is

»Objects Recognized in Flashes« prangert we-
der pauschal Dynamiken des Fetischisierens an
noch vollzichen die in der Ausstellung versam-
melten kiinstlerischen Arbeiten liuternde Akte
der Entschleierung. Vielmehr werden hier die

innli it und Faszinati iale von Din-
gen und Waren anerkannt, denen Abeles, Kelm,
Pryde und Quinlan mit genauso viel Scharfsinn
und Offenheit wie den d:

quarreling about what is seen as the shame of a
woman who, at more than twenty-five years of
age, is still not married. In 2007, the Chinese gov-
emment introduced the term “neglected woman™
as a way of putting moral pressure on young
unmarried women. The “one child” policy cre-
ated a demographic disparity, with a shortage of
women. And if, moreover, these women aspire
o ipation, it is a threat to the Chinese so-

igen

Briichen, Schiefl und Widerspr
ten ~ ein Genuss!

Antonia Rahofer, Wien (AT) / Athen (GR), ist Autorin,
Kuratorin und Kulturvermittlerin mit Fokus auf Film-
und Medienkunst, dokumentarischen Strategien sowie
dem Interview als kiinstlerische Praxis.
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\uérie Mannaerts, M. M., 2019. C-print, 50
65 e (framed). Courtesy: the artist and Bernier
Fliades Gallery, Athens / Brussels.
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Translation from French: John Doherty

Yoann Van Parys is an artist, art critic, and curator,
born in 1981 in Brussels (BE). His texts appeared in Art-
forum (US), Art Papers (US), Art press (FR), Dits (BE),
Esse (CA), Espace (FR), Flux News (BE), Frog (FR).

sory of a journey that takes her to an 1i

dinic in the Czech Republic —a country that is
privileged by comparison with those in which
medically assisted procreation is more strictly
regulated. The film combines hope and anxiety.
Hope s what guides the woman’s desire to have a
child at any cost. Through science, she finds that
e can assume her desire, and defend it, alone
und free. This work expresses the independence
tfawoman in the quest for maternity —a marker
(four age. But the film also reveals a darker
licetof her quest: the market that has developed
wound this desire, and governmental panic in the
lice of this phenomenon, but also the solitude
dmoral distress that accompany the subject’s
fiative, This is a portrait of a woman desper-
#elyclinging to a future embodied by achild, for
ckofapresent time that she could fully occupy.

Bergen Assembly 2019: Actually, the Dead
Are Not Dead

Various venues, Bergen, 5.9.-10.11.2019

by Mercedes Vicente

The task is to make kin in lines of inventive con-
nection as a practice of learning to live and die
well with each other in a thick present.' — Donna
J. Haraway

Contrary to most biennials, showcasing the ex-

Feminist Health Care Research i

Desiring (curatorial mmmm“):
dom); Radical Health Care, Materias, Methods
and Activation, 2018-ongoing, (Julia Bonn and
Inga Zimprich). Installaion at Hordaland Kunst.
senter, Bergen, 2019. Courtesy: Julia Bonn and
Inga Zimprich. Photo: Thor Brodreskift.

a militant inclusiveness of the unheard and in-
visible, and the need for accountability — their
cumulative, unruly voices resolutely embody
difference.

Just as expansive is their program with four
platforms: the exhibition across five venues in
Bergen, following the thematic threads “unseen
and unheard” (Bergen Kunsthall), “the museum
as the institution that ensures the dead would not
return to demand justice” and “Political Parties™
(KODE 1), “feminist gaming” (Entrée), “Sick
and Desiring” (Hordaland Kunstsenter), and
“human rights” (Bergen Kjott). Further, there
is a social and working space for community

ups and an experimental mediation program
g’;’.ps fas Invisibles (Belgin); the Parlia-

pected acolyte of porary this year's
Bergen Assembly, titled “Actually, the Dead Are
Not Dead,” brings the dead into active presence
in order to “redefine our alliances with those not
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A remarkable exhibition is being put on this autumn by
the curators Laura Herman and Charlotte Van Buylaere
at Antwerp’s Kunsthal Extra City. Its subject, which pro-
ves to be audacious, is the family. The fact is that, impor-
tant as it may be, the family has not given rise to many
exhibitions in art venues. It almost seems like a taboo,
perhaps because of its bourgeois, conservative conno-
tations, which the curators deftly avoid, along with any
simplistic rhetoric. They look at the family in terms of
its aura, its hidden aspects and its speculative fantasy
nature, as suggested by the title: Family Fictions.

The works presented here, though limited in number,
are dense in content. There are seven artists (including
a duo), and just one new work; but broad perspectives
are opened up.

The spatialisation, occupying one floor of the building,
is not linear. It can be seen as a more or less star-like
pattern, with branches one can explore before coming
back to the centre - assuming that there is a clearly-
identifiable centre (a significant indeterminacy). This
arrangement is necessary to the underlying rationale.
Metaphorically, the family is a core radiating out in dif-
ferent directions that one follows, returning each time.
We might provide an overview of the exhibition by ana-
lysing four of the seven works...

In Alice Wong and Aryan Javaherian’s multimedia instal-
lation Marriage Matters, 2019, there are flat screens on
a wall, and another on a stand, which emit words that
can be listened to on headphones. The installation is
both rigid and welcoming, and it is completed by mural
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texts and black benches. The videos show something re-
sembling scenes from a TV series. A family is quarrelling
about what is seen as the shame of a woman who, at
more than 25 years of age, is still not married. In 2007,
the Chinese governmentintroduced the term «neglected
woman» as a way of putting moral pressure on young
unmarried women. The «one child» policy created a de-
mographic disparity, with a shortage of women. And if,
moreover, these women aspire to emancipation, this is
a threat to the Chinese social edifice. Hence the govern-
ment’s anxieties. The mural texts resemble a curriculum
vitae addressed to potential employers. So the installa-
tion is not just a «documentary» about the consequen-
ces of the policy in question. It also gives a complex
comparison between familial and corporate structures,
with a constant stream of interviews in which the aim is
to make a good impression. The generalised «dating»
that we see on Tinder, Facebook, etc., and continuous
assessment, with Airbnb, for example - does this not
represent a highly capitalistic form of business logic?
Something else that is thrown into relief by the instal-
lation is an encounter between cultural values. And
the videos do indeed derive simultaneously from Ame-
rican and Chinese TV series. Moralistic family values
are in constant interplay. There is an intrinsic conflict,
into which the individual is drawn, perhaps unwittingly,
when the definition of a family is essential to a society
of control and consumption.

Lucy Beech’s video work Reproductive exile, 2018, pre-
sents another contemporary paradox. Its heroine is a
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young woman who wants to have a child with medical
assistance. It is the story of a journey that takes her to
an unsettling clinic in the Czech Republic - a country
that is privileged by comparison with those in which
medically-assisted procreation is more strictly regula-
ted. The film combines hope and anxiety. Hope is what
guides the woman'’s desire to have a child at any cost.
Through science, she finds that she can assume her de-
sire, and defend it, alone and free. This work expresses
the independence of a woman in a quest for maternity
- a marker of our age. But the film also reveals a dar-
ker facet of her quest: the market that has developed
around this desire, and governmental panic in the face
of this phenomenon, but also the solitude and moral
distress that accompany the subject’s initiative. This is
a portrait of a woman desperately clinging to a future
embodied by a child, for lack of a present time that she
could fully occupy.

Then there is a set of photographs by Valérie Mannaerts,
who is best known as a sculptor. For these new images,
she used clothes that had belonged to her father. She
arranged them into ephemeral «installations» in inte-
rior settings. The result is a cross-cutting portrait/self-
portrait, between daughter and father. It is a meditation
on what constitutes the filial bond, accentuated by the
death of a father or mother. What is it that binds/bound
me to him or her? Apart from memories, what are the
objects that exemplify the traits of heredity? After the
death of a father or mother, might we not say that a pro-
cess of recollection takes place, but also a reinvention
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of their presence in our minds? A sort of new imaginary
filiation is created (though it might also be wondered
whether the original bond was not itself imaginary).

Kalup Linzy’s hour-long video Romantic Loner, 2012-
2013, resembles a music clip with an ironic, melancho-
lic atmosphere. The protagonist, Kaye, is an alter ego of
the artist, a sensualist of African origin who is seeking
«love for its own sake». The embedding effects used in
the editing process mean that underlying scenes cons-
tantly accompany the main action in a smooth blending
of images. The artist is tacitly speaking of homosexua-
lity (homosexuals being forbidden to have families in
many countries), and the social image to which he
supposedly corresponds, but from which he dissocia-
tes himself, either deliberately or simply by yielding to
his nature, which resists compartmentalisation. In the
context of Family Fictions, this film also subtly speaks
to us of the families that we can construct within our-
selves: individual families (where we ourselves play all
the roles) of a new kind which, in the end, represents
a reality that is experienced by many of those who live
alone or in fleeting romantic relationships that do not
particularly define them, but who rather identify with a
plurality of personas that can be embraced by a single
individual...

The two curators’ stroke of genius, forming the essen-
tial quality of Family Fictions, is to be found in their peri-
pheral, impressionistic approach to the theme, and their
nuanced view of the selected works. This approach ac-




tually gives a highly realistic image of the present-day
family, as a conjunction of human relations subjected to
the central forces of our time - an elusive social struc-
ture in a state of metamorphosis.




