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up.exposing a lower torso, shoe heels are bent up,
figure on their knees, and the back of
a head obscures a view of a person’s crotch. It’s
clear that were watching a blow job take place.
These kinds of scenes repeat themselves in
Baltrop’s work to an extent matched only by the
myriad techniques that sexually aroused men
from the

signaling

dream up to satiate their desires. Aside

Alvin Baltrop, The Piers (man wearing jock-
strap), n.d. (1975-86). Gelatin-silver print, 17.1
x 11.8 cm. Courtesy: Third Streaming, New York,
and Galerie Buchholz, Berlin / Cologne / New
York. Copyright: The Alvin Baltrop Trust, New
York

striking. seductive sexual imagery, another con-
sistent through line evinced in Baltrop’s oeuvre
is its almost accidental approach to depicting hu-
man poverty,destruction, and isolation. From one
derelict space to another, bare human skin can be
observed in corners and on ledges, resting on or
fucking in spaces that are approaching physical
collapse and are already permeated by economic
impotence. Such interplay between bodies and
structures speaks not only to a licti f

cluding taxi driver and street vendor, moving
from one stream of income to another in order to
support himself. While the exhibition displayed
the artist’s identity documents in a vitrine (which
included a card for food assistance and public
health benefits), the clearest and most constant
indicator of his meager economic means was the
physical quality of his photographs. Nearly all
were creased or worn, and many of the prints

pensive materials and cheap fixing agents. While
Baltrop'’s lens captured the humanity of a certain
moment in New York (to borrow Robert Frank),
the material condition of the prints addressed the
artist’s social and economic milieu in a way that
gave the prints their own kind of flesh —their
wrinkles, stains, and tears carrying with them a
bygone way of life on the water.

Nicolas Linnert is a writer, editor, and tennis coach
based in New York City (US). He is currently editing a
collection of writings by the artist Moyra Davey, (o be

published in Spring 2020 by New Directions Publishing

Nashashibi / Skaer: Future Sun

S.M.A K., Ghent, 30.11.2019 - 16.2.2020

by Yoann Van Parys

Rosalind Nashashibi and Lucy Skaer have two
distinctive art practices, but they have also been
working as a duo since 2005. This winter, they
are inhabiting the first floor of the Ghent Con-
temporary Art Museum, the SM.AK., with a
captivating exhibition, bringing together their
individual and collective works. It's a very onei-
ric show, where paintings, sculptures, and most
of all films immerse the viewer in a dream, inter-
twining different imaginaries: a Middle Eastern
universe of unclear origin (perhaps Palestinian,
given the roots of Nashashibi), both domestic
and sacred; a second universe, carrying memo-
ries of rural and industrial England in the nine-
teenth century and of its postindustrial and un-
occupied condition in the twentieth century; and
finally, a third universe, an exotic world.

The movies displayed in the exhibition re-

matter —of skin and metal, of bodily fluids and
dry, splintered wood —but also to the human im-
pulses between controlled restraint and an indul-
gence of raw desire, or, distinctly, the raw desire
to control and restrain. This latter urge comes to
bear when one considers that these images likely
would document a very different lifestyle if the
hegemony under which these men existed were
not one predicated by ic inji and

semble 1o or exits from the imaginary,
immaterial world, collaboratively created by
the artists. Or, as if they were fomenting surpris-
ing indecision, whispering challenging ques-
tions: Are we in front of the film, or inside
And when are we in front of or inside the film?
When we, as viewers, are in the rooms where
they are effectively projected, or when we are in
the other rooms of the exhibition, inhabited by

homophobic and racist aspersions masquerading
as civil codes that were inflicted expressly on one
set of people by another. Still, there is a muted ec-
stasy in Baltrop's protagonists, observable by the
body that has found a suitable piece of painted
plywood on which to rest his bare ass and sun-
bathe, or by the man demonstrating how what
remains of a worktable is situated at the perfect
height for a partner to lay and receive his train-
ed pounding. All of this, and the project more
broadly, speak to a very particular kind of prag-
matic bricolage that thrives in New York City, an
attitude that is equally enterprising and droll in
its approach to repurposing excesses at hand to
serve an immediate and often basic human need.
Baltrop clearly had street smarts, and knew how
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cul es and f props from
the film which might also be entrances (or exits,
or intercessors) as well? As if we were facing
movies encompassing, extending into, the sur-
roundings . . . Gathering all the signs expressed
in the exhibition, the metaphorical space materi-
alized through the whole scenography seems to
hybridize the indigeneous hut/farm, the English
seaside villa, the abandoned industrial building,
and the occidental office. This would be the cine-
matic, dream-like landscape depicted by the two
artists with their selection of works.

Thus the exhibition affirms its k copic
mnemonic form, and soon we understand that its
true concern can be localized here. Effectively, it

d on actual globalization and digital

tion, where times, spaces, cultures, and individ-
uals that were never supposed to meet are now
next to each other (or even within each other).

to hustle. He was a man of various odd jobs, in-

were yellowing, likely due to the use of inex-

This is also the case for history, which acts on
the present like never before —history suddenly
becomes alive, animated. The manifestations
of this “animated” history can be found in the
exhibition in two figures, erected as divinities,
reappearing in different works, sometimes in
a film, sometimes in a painting or a sculpture:
the woman and the sheep. It is all of the hu-
manity and animality of these two beings that
Nashashibi and Skaer underline with emotion in
their exhibition-as-movie / movie xhibition,
These two beings bind cultures, for we find them
everywhere, in the occidental, oriental, and ex-
otic worlds.

In this respect, the 16mm film “Lamb” (2019)
is focused on the stalls of a farm, where sheep are
kept. We dive into their velvet furs, safekeeping
all the memories of their presence in the world,
and their confrontation with humans and spaces.
We contemplate disarming scenes: the birth of
a lamb, the mother cleaning it with her tongue,
sheep nestled against each other, and so forth.

“Why Are You Angry™ (2017), in turn, is a
movie combining vivid colors and grainy black
and white, showing indigenous women, lascivi-
ous and innocent, in their modest houses, or sud-
denly preoccupied, in cars or planes. Ithas some-
thing anachronic and/or eternal. It reminds of
thecreatures painted by Paul Gauguinor filmed by
F. W. Murnau, but soon we come back abruptly
to the contemporary world, with its neuroses.

These two films may refer to Robert Bresson’s
admirable movie “Au hasard Balthazar” (FR
1966), where a donkey, equally mythological, is
the protagonist. He is portrayed as a martyr and
shows all the daily violence toward others that
humans are capable of, but also all the majesty
of the one who resists oppression until his or her
last breath.

However, Nashashibi and Skaer, through their
films, do not especially insist on the weight that
the divine figures of the sheep and the woman
would have to carry on their shoulders. It's rather
their inner power and their sensuality that are
highlighted. And, for sure, all the elegance of
this show rests in its capacity to deal with the
preoccupations of our times (in this case, fem-
inism, ecology, and social structures) through a

Nashashibi / Skaer, film still from: Lamb, 2019.
16mm film (color, sound), 619",

mesmerizing and unexpected approach. And we
call to the ancient and sacred dimensions of the
woman and the animal, who were already ven-
erated in ancient civilizations, for their cathartic
and redeeming powers.

Yoann Van Parys is an artist, art critic, and curator,
born 1981 in Brussels (BE). His texts have appeared in
Artforum (US), Art Papers (US), Art press (FR), Dits
(BE), Esse (CA), Espace (FR), Flux News (BE), and
Frog (FR).
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Hannah Black, Clemens und Moviola 2, beide 2019, Installation im Kunstverein Braunschweig, 2019
Courtesy: die Kiinstlerin und Isabella Bortolozzi, Berlin. Foto: Stefan Stark.
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Rosalind Nashashibi and Lucy Skaer have two distinctive
art practices but they have been working as a duo since
2005. This winter, they are inhabiting the first floor of
the Ghent Contemporary Art Museum, the SMAK, with a
captivating exhibition, bringing together their individual
and collectives works.

It’s a very oneiric show, where paintings, sculptures and
most of all films immerse the viewer in a dream, in-
tertwining different imaginaries : a Middle-Eastern uni-
verse, of unclear origin (perhaps Palestinian, given the
roots of Nashashibi), both domestic and sacred; a se-
cond universe, carrying memories of rural and industrial
England in the 19th century, and of its post-industrial,
and unocupied condition in the 20th century; and final-
ly, a third universe, an exotic world.

The movies displayed in the exhibition resemble entran-
ces to or exits from the imaginary immaterial world, col-
laboratively created by the artists. Or as if they were fo-
menting surprising indecision, whispering, challenging
questions: Are we in front of the film, or inside it? And
when are we in front of or inside it? When we, as viewers,
are in the rooms where they are effectively projected,
or when we are in the other rooms of the exhibition, in-
habited by sculptures and paintings resembling props
from the film which might also be entrances (or exits, or
intercessors) as well? As if we were facing movies en-
compassing, extending into the surroundings...

Gathering all the signs expressed in the exhibition, the
metaphorical space materialized through the whole
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scenography seems to hybridize the indigeneous hut/
farm, the English seaside villa, the abandonned indus-
trial building, and the occidental office.

This would be the cinematic, dream-like landscape de-
picted by the two artists with their selection of works.
Thus the exhibition affirms its kaleidoscopic, mnemonic
form, and soon we understand that its true concern can
be localized here. Effectivey, it meditates on actual glo-
balization and digitalization, where times, spaces, cul-
tures and individuals who were not supposed to meet,
are now next to each other (or even within each other).
This is also the case for history which acts on the pre-
sent like never before -history suddenly becomes alive,
animated.

The manifestations of this “animated” history can be
found in the exhibition in two figures, erected as divi-
nities, reappearing in different works, sometimes in a
film, sometimes in a painting or a sculpture : the woman
and the sheep. It is all of the humanity and animality
of these two beings that Nashashibi and Skaer under-
line with emotion in their exhibition-as-movie/movie-as-
exhibition. These two beings bind cultures, for we find
them everywhere, in the occidental, oriental and exotic
worlds.

In this respect, the 16mm film Lamb (2019) is focused
on the stalls of a farm, where sheeps are kept. We dive
into their velvet furs, safekeeping all the memories of
their presence in the world, and their confrontation with
humans and spaces. We contemplate disarming scenes:
the birth of a lamb, the mother cleaning it with her ton-







gue, sheep nestled against each other, and so forth.

While Why are you angry (2017), in turn, is a movie
combining vivid colours and grainy black and white,
showing indigenous woman, lascivious and innocent, in
their modest houses, or suddenly preoccupied, in cars
or planes. It has something anachronic and/or eternal.
It reminds the creatures painted by Gauguin or filmed
by FW. Murnau, but soon we come back abruptly to the
contemporary world, with its neuroses.

These two films may refer to Robert Bresson admirable
movie’s Au hasard Balthazar (FR 1966), where a donkey,
equally mythological, is the protagonist. He is portrayed
as a martyr and shows all the daily violence towards
others that humans are capable of, but also all the ma-
jesty of the one who resists to the oppression until his
or her last breath.

However, Nashashibi and Skaer, through their works,
do not especially insist on the weight that the divine fi-
gures of the sheep and the woman would have to carry
on their shoulders. It's rather their inner power, and
their sensuality that are highlighted. And for sure, all
the elegance of this show rests in its capacity to deal
with preoccupations of our times (in this case feminism,
ecology, and social structures) through a mesmerizing
and unexpected approach. And we call to the ancient
and sacred dimensions of the woman and the animal,
who were already venerated in ancient civilizations, for
their cathartic and redeeming powers.







