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“The Room is the City’
by Ghislaine Leung
Flash Art Issue 347, Summer, 2024
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The Room is the City by chisine Leung

Londar
April 2024

This raom is the city. Before that, the ward was the city. The bedcovers mass, the sun from the window haats their fbars. Tha
wounds are closed, bul | blesd. Thay remeved 573 grams of my body, the place my daughber first lived in. Har home in re.
The place that graw with har and grew befora har and grenw outside of itself. So much growth, A waeight of growith that made
me sick with f8 virility. My capacity 1o make life incompatible with my capacity 1o live, That is gone nows, | will have 1o make [He
differently. Time has slowed or sped or changed, exdhibitions open and close. | feal her cheek pressed agalnst mine.
Evarything,

Theeyt dean't Ko wity the grosihie grows. Too much haomons, 100 litthe af anather hoamone. Because my mothar had (o miesh
hermone or teo little. Because | am stressed. You say that stress is nol an emction, You ask ma how | feel §lack the words 1o
talk about what | can't speak. | never noliced that | gol sick with my cycles, maybe because il was 5o slow, insidious, so marny
incraments of exhaustion cver 3o many years. | feit tired In the park one year, and then ancther year | couldn't go to work. |
nereer knew why. D wanted 1o work, to have measurable gaing, a metric life, perpetual growth. \Wanted this before | couldnt
weork, when | couldn work. To not face mysel, not at work, not, uhknow. The work of the body that |s always already
happaning,
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Bafore the surgary, they pul me on hormone inhibtors. One injection a month in the glomach. The city was sl cold and we!,
and I took the first injection with me 1o Chicago, implarted in my stomach, my hands too cold fo open the combinaticn keck to
get the keys o the rented apartment. Without my daughter in four bedrooms, each with their covers turned aver, tucked in.
The radistors are boud. My sackets hurling, coughing, lagging. The implant Sew back with ma home. The eity is opening up its
roats, mild rain on my face. The implant puncture bleeding under the plaster a5 | carry her homae, Wet kisses on my face. My
stomach fatiening. The third implant with the leal bueds graying and fine haired. | hide the chocolate eggs | boughi in Basel in
the unfinishad gardan.

Thay govie ma two choices at the consultation. | could hawe the surgery or take & hormone inhibitor undil | inhibited my own
harmones al menopause. | chose surgery becauss they used the tenm “definilive managerment” And because my mothar had
viering cancar. My mather has no uberus or ovaries. Lierne cancer |5 hormone-dependent, 8o | breast and ovarian cancer.
My pariner's sister will be on inhibitors long-term afier ireaiment for breast cancer. The cancer her mather had. She cannot
hive hormane replacemant. | will Keep iy owarkas, my hormaonas, | will have no pariods, no uterus, no fallopian ubes, no
cervic Theses will no longer be in my body, | wasn't going to use them, but | miss the uvnused mone than the used,

I fold wp my clothes and put ry shoes under the chair in the day swurgery unil. | breathe in deep and wake cut emgtier. My
teath moving against each othar in my mouth, My body heating up against it loes. | throw up water from my siomach. The
weoman in the nect unit knows my name. She s an artist. She has had an ovary remaosed. Sha leaves before | do. They whesl
ma to a8 bed, it's in 8 blood cancer ward, the heaters in the ceiling are oweractive. There is no focd, | eat a pack of miniature
cheasa biscults, the chewed paste stuck an my dry tongue. Bags of drip, bags of medicines, the cannula drips blood. They
can® find rmy veing. They don't know why miy body ks 80 hot. They use the word apike. The ward Is the city, | sleap two nights. |
go home.

Thig room is the city. The aging Bowers sent by Triends. Blue and purphe, pinks, cream white, sprays. The frarmed printou of a
spreadsheat | made for my partner's fortieth birthday, The white paper hospital bags, shoes wrapped in plastc, boxed
madicings. Her documant folder, the one they gawe us when we left the hospital, the first time we wrote her name, Piles of
clothieg on the Soor and the treas outaide the window. The braken blind progped up with & stick The wardrobes amply. The
baby monitor amplfies the driling in the walls, | hase bled every month since | was twebhae 52 1 could reproduce. | bleed now
becawsse | car. And then thal will lop, too. The culs iy stomach are covered in gluee, and the orange dye brushed on my
skin. Tha purpling wrinkie of the wounds. My stomach hanging over. | 1alk 1o the gallery on the phone. | tell them | won't be
thare, wor't be coming. My dasghter is coming up the stairs. | will make life diferently.

Gahinkaires Limang [T980, Stockhabm) Feis el worka in Lonadon. Liung's praction tiked 4 critical IpoR, ol the sociopaiitical and spatial oorsfitiors of an
prociyction, e presentstion snd re-presentation Recend solo exhibitiors include: Simian, Copanhagen; Maswel Grabam Galare New York: vory Tare,
Clasgow, Carsven, Oeio; Muessum Ablelberg, Minchengladbach; Ordet, Milan; Cabinat, London Chisenhale Galers London; Kirstlerfaus Stutigart: Notwark
Aplet. @il WIELS, Brossols. Losang s weoork: P Dasisn incbuded b gnosp shies of Frac Loersine, WMot Mario Herfond Museiam S A Arohiteciong, Dosipn
Mudam, Lisosmbodng Ul 17, Vencouver:; MIDS Vilring & Elabi s dem Teie, Brosseis Sokd His Hunathalia, Mehor Bods dTam maodann il
eerempotain, Gendv; & Tale of i Tus, Romerdisr Galerie Molner, Berin: Hule Filr Hunst Saekormariy, Grar; mussk, Vanne Pars Sta, Hong Heeg;
Kuftifwirals i Hirriurg: Tavenss Eatbournd: K ioatiuns Tor Contbmgsrnry Arl, Berin: Galaris Johans Widaue, Ifrabruc; CAPC. Bardamus: Emalin,
Lasradan; Geldamita D0A, Lerdicn; and Moeseion, Balrana, Lisng's soko shin "Commimanta” ik on view 88 HunitFale Bisel thicugh Suges! 11 2024,
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The an of Ghislaime Leung
Ey Rachel Wetzler <

Gehiwhairen Lseng, Pl Souiphore, 3008 Sooe & group of iy n iho cofiechon of a pobic ey o geon & rabalog o call rumbor idunae
o T ol T hinad o W ieed QRROLaprd o i e Teela 00 . OF iy e i rdaiind | Fepaaling LA ary 1or Feiedergd b il e,
SOLR Al vera, ol e tararran, [rgianet, 2000 Pramsr dogun ki

SOMEWHERE IX THE BOWELS of o corporatis data server, there ane
hundreds of recordings of me singing the Raffi song “Baby Beluga,” captured
by the gimart haby monitor positioned over my daughiter’s erib. Coniected to
AN AR O0 My |_'.||1r|-'r|.{'. the monitor sends push alerts whenever it deterts
exeessive levels of nokse or movement, so 1 can track her sleep from
anywhen= (15 the heat on? She seems cold,” 1 recently texted moy hushand
froma a hotel room a theusand miles pway.) Semctimes, the app sends
exhartations to nabntain a consistent bedtime routine when it registers that
she took too long to scttle, or messages of pradse when she sbeeps through
the night. Cnce a week or so. it compiles the foptage into highlight reels
owerlaid with animated moons and stars. Such sentimental flourishes
present the monitor &= a kind of bepevolent aide, an expert-guided extension
of the loving, protective parental gare, instead of what 5t really i5: a
sophisticated surveillance device with a probably ohjectionable user
agreement that 1 didn't bother reading in my postparium haze,
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Chislaine I!.;'unE's Monitars, 2022, allows no sech magical Ihink‘inp;."l'hr.:
wirk comprises a scofe that mandates, simiply: “A baby monitor installad in
one roomm and broadeast to another,” At Towner Easthbourna in Englana,
where Moveitors was recently on view as pant of the 2023 Tumer Prize
exhibation, the diminutive recebver g i the gallery, dwarfed by a crisp
white wall, eHspIn}'inﬁ n live feed of what is narmalby cat of sight: qmplﬂ_'.ﬂ:.
milling around a cluttered storerocm. I Mondtors suggests the intrssion of
the domestic into the gallery space, it also punctures the pretense of the baby
monitor as something other than a spy camera, just as eapable of tracking
ailislts at work a8 sleeping infants. n so doing, it lays bare the extent (o
which parenting is bound up with scrulinizing, supervising, moniloring —
and opening oneself up to scrwting in tarn, OF course, terming the camera on
the typically unseen inmer workings of the gallery also nods to the history of
institntional critique and its legacy of revealing the hidden operations nnad
infrastructures behind the slick white culbe. And yvet: Leung isa't the one who
maces the camera. What we eoe iz the institution haring itseld,

Ghinlsine Leung, Monfiors, HIEE, lKore: & baby mondor msidsled in one soom erdd Brossdcast [0 s
IrLAATaR vabw . Towiesd EsSitoire. ERgand. 2023 Phona Anges W

Monitors was first presented in Leang's solo show “Balances® at Maxwell
Graham in New York in fall 2ocz. The show’s press release reproduced an
email from the artist o her gallerst. “1 write bo you at a point of eriss,
prochably a necessary one,” she began.

I foned manea ke Bov miaalom Ehe et woeis pegques ] of moe becanss 1do chilidcane
evenings ard weekends, and weekdy, T do this chifdeane mot bn apite of ey work
g gn artast but a8 an active and espowened chaioe to be a mother, As a nsoiber
amil aetls, comamitbed 1o ey ehuilil ael oemitied (e my art, | &m alile o woek a
{ractin of the time assumed by socictal models that preclude care work. ., . 1
i menit wilsh 1o drop st from me art, 1 do not wish toeentirely outsoaree care
foer my daughter. 1 wish tooda bath art and eare and in doing so charge the
terms of identity and labour withis our indestrye.
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Ghislasing Leunis Hours, 2022, Score: A wall painbeg the ans of the a0s1's horme shede wall deodod intlo all the
hours of fhee wieelk with The portiom of Sjudio howes aailoble to the afist maorked i bleck,. Thurgdey S Ak -4
PRl Friciay B AM-4 PW. Installation view, Maowell Graham, Rew York, 2022, Photo: Chasles Benton

LEUNG BEGAN WORKING with scores in response to what she saw as
an intractable problem: As an artist, she could only maintain absolute
control over her work for so long,. If she wanted to exhibit it publicly, the
work would inevitably confront new institutional or environmental
conditions, ones she could not necessarily aceount for in advance. She could
either attempt to artificially replicate the perfectly controlled conditions of
the studio by mitigating anvthing that might encroach on the work—an
uphill battle—or give in to contingency and embrace it as a constitutive
element of her work's real existence and public reception. As Leung explains
in Bosses, “Rather than thinking, How can 1 fix this and control this? How
can I maintain its integrity in the way that I have conceived it?, I shifted to
thinking that the agency or the identity of the work could come from its

vilnerability, its total comtingency, its complete reliance and dependency.”

Because Leung's scores tend to be descriptive rather than instructional, they
hand off a considerable amount of responsibility for her work's execution to
the presenting institution. The same work mayv look radically different from
one exhibition to the next, depending on the whims of curators and
preparators and the affordances of each particular gallery environment.
Though Leung's Turner Prize exhibition ostensibly restaged her show at
Simian, the score Fountains, 2022 ("A fountain installed in the exhibition
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spoce to coneel sound”), was interpreted at Towner as o relatively
conventional water feature gurgling in a metal tub, whereas in Copenhagen,
it appeared as a cascade of water piped in from a man-made lake above and
raining down from a ceiling directlv onto the floor of the subterranean

pallery.

i
Ghislaing Leung. Fountaing, 2022, Seoem A Touniain InStalsd in i saiimion spac 10 cancsl sousd,
Instalation wew. Simian, Copenhagen, 2023 Photo: GRAYSE.

But the simplicity of these proposals can be deceptive: The more
semantically open the score, the more institutional soul-searching is
required to fulfill it. Take, for instance, the work Browns, commissioned by
the Museum Abteiberg in Monchengladbach, Germany, for Leung's 2021
exhibition “PORTRAITS": "All available walls in brown to standard picture
hanging height.” As the show's curators recounted in a roundtable, parsing
the score prompted a kind of philosophical erisis over the definition of an
“available wall.”

The lineage of the artistic score inevitably leads back to Fluxus, but Leung
tends to cite another set of references: Hanne Darboven, Jef Geys, Lee
Lozano, Mierle Laderman Ukeles, and especially the Artist Placement
Group, cofounded by John Latham and Barbara Steveni in 1966, which
organized artist residencies at industrial and government organizations
under the slogan “Context is half the work.” The most decisive influence on
her mosde of working, however, comes from structural film. Before turning
her attention to her own artistic practice, Leung worked from 2010 to 2014
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in distribution and programming at the organization LUX, an outgrowth of
the London Film-makers’ Cooperative that screens and distributes artists’
films. Her initial scores took the decentralized existence of film and video as
a madel for how an artwork could manifest itself in an exhibition without
being wholly identified with a unique object, on the one hand, or inextricably
tethered to a specifie site on the other. Public Sculpture, 2018, originally
commissioned by Reading International, took up the idea of a given ohject
belonging simultaneously to different conventions of circulation: “A group of
toys in the collection of a public library are given a catalog or call number
inciusive of the group. The group is loaned and displayved inan exhibition
apace.” Each individual toy retained its original call number, allowing it to be
borrowed by library patrons as usual, while the group could be loaned

collectively to institutions for exhibition as an artwork by Ghislaine Leung,

now accessioned to the librarys collection. (She alzo purchased duplicates of
the toys for the library collection, to replace the ones made unavailable to
patrons when they were being exhibited.) Public Sculpture was an attempt to
apply the mechanics of film and video distribution to the presentation of
seulpture and installation: A moving-image work does not exist solely as a
specific print, tape, or file, but incorporates a set of rights dictating the
circumstances under which it can be shown.
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Ghislaine Leung. Fountalns, 2023, Score: A fountain nstalled in ihe eshibition
000 10 cancel sound. Instafaton view, Towner Easibounne, England, 2023,
Pihofoc Argus BAIL

The other key concern Leung extrapolated from structural film was a
persistent attention to the apparatuses of production and display. As London
Film-makers’ Cooperative cofounder Peter Gidal put it in his 1975 essay
“Theory and Definition of Structural /Materialist Film,” “Each film is a
record (not a representation, not a reproduction) of its own making.” With
her scores, Leung wanted to encode something of the institutional and
material relations shaping the work. Often the scores are designed to
accentuate some aspect of the exhibition space’s infrastructure. Shrooms,
2016, calls for the placement of mushreom night-lights and adapters in all
available electrical outlets. Violets 2, 2018, comprises all of the ventilation
pipes removed from the bar at the cultural center Netwerk Aalst in Belgium
after the imposition of a smoking ban made them obsolete, reinstalled in
whatever configuration will allow them to remain interconnected and fixed

tor the floor within a given room. (In contrast to these exacting specifications,
the second part of the score reads, simply, “A welcome sign is to be
installed.”) Flags and Toons, both 2019, stipulate that all internal doors
within an exhibition space must be painted glossy black, and the walls glossy
white, respectively, in a gesture designed to counteract the conventional
demand that the gallery be as unobtrusive as possible.

Though Leung's works are highly attentive to their physical surroundings,
she conceives of them not as site-specific but “context-contingent,” capable
of being realized again and again in different places, but each time
conditioned by institutional circumstances that would determine their form.
Likewise, they acerue new lavers of meaning as they circulate through
different situations. When Violets 2 was originally exhibited at Netwerk
Aalst, for instance, it was installed on the floor of the gallery space one story
above the bar from which the pipes had been removed, mirroring their
former placement, only this time as a waste product instead of a conduit for
its elimination, as if the building were spilling its guts. Subsequent
presentations, however, must contend with the challenges of one set of
architectural footprints descending on another, with the reconfigured pipes
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now foregrounding the spatial eccentricities of their new containers.
Meanwhile, Shrooms is particularly effective in group exhibitions, where it
acts as a kind of fungal encroachment on the works of other artists, subtly
influencing their placement.

(49

Leung dispensed with the pretense that it was
possible to occupy a fully detached, reflexive
critical position toward an institution while
working within it.

As Leung described in a 2019 Bomb magazine interview, when she began
working on Public Sculpture, she was surprised not only by how many of the
toys in the Reading library collection were oriented around domestic role-
play, but by the presence of branded replicas of commercially available
goods, such as miniature Dyson vacuum cleaners or Miele washing
machines. While Leung was fascinated by the curious double brand identity
of these objects—the mini Dysons, for instance, were made by the toy
manufacturer Casdon, the Mieles by Theo Kline—she was especially
concerned with the kinds of social and ideological standards such putatively
innocent objects worked to normalize. The toys were not just plavthings but
instruments for teaching children how to belong in society—in this case, as
little consumers in training. Leung's response was to create a number of
scores that stage confrontations between different standard registers or
scales, estranging juxtapositions designed to foreground the deceptiveness—
{2018, comprises a

— —

and insidiousness—of “neutrality”™ as a concept. _ ;
toy playhouse purchased in the country where the exhibition is held and a
line of tape demarcating the minimum ceiling height for local buildings; to
realize the score, the blanks of the title are filled in with the measurements of
the minimum ceiling height and the venue's standard hang height for an
artwork, Closer, 2019, part of an ensemble of works commissioned by
Chisenhale Gallery for Leung’s 2019 exhibition “CONSTITUTION," entailed
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the replacement of the gallery entrance so that the door and doorway would
conform to the standard domestic size delineated in the building regulations
of the country of exhibition, a norm that appeared drastically out of
proportion in a public building.

L 3 h
E - = ar s =
= R e S ——— _ L e LA

View of “ORislaing Laung: PORTRAITS,” 2021, Mussum ADeioeng, MOnchengladbach, Gammany. Wak Sromms,
2021, Center: Ordoras, BI21. Pholoc Achim Kukubies.

In “CONSTITUTION,” Leung explicitly framed her scores as a set of
conditions to be met, locating cach work's execution in a network of
relations between forces—institutional, infrastructural, formal, spatial—
rather than a particular group of objects or materials. Closer, for instance,
“physically exists when the door and doorway are standard size. The door
and doorway are not the work.”™ Flags and Toons likewise did not comprise
painted walls and doors, or the act of painting walls and doors, but the
condition of the walls and doors having been painted. The included scores
were an attempt by Leang to think through her own role within and her
relationship to institutions. In place of nstitutional eritique, she adopted the
term constitutional critigue to describe her methodology, dispensing with
the pretense that it was possible to occupy a fully detached, reflexive eritical
position toward an institution while working within it. The term
constitution, she told the Chisenhale's Ellen Greig in an interview published
in the exhibition booklet, connoted both the physical characteristics of the



‘TERMS AND CONDITIONS: The art of Ghislaine Leung’
by Rachel Weltzer

Artforum, May 2024

9/13

human body and the legislative principles accepted by a political body, a
public. “I started thinking on the relationship between the institution and an
individual as a relation between bodies; a partnership, a relationship,
romantic, dysfunctional or explaitative, inclusive.”

The show's centerpiece was a trio of works employing prefabricated wall
panels, all 2019, that analogized different relations of dependency between
the gallerny's power supply and the score as types of interpersonal
connections, For Parents, a pair of panels linked by crisscrossing extension
cords supports a monitor displayving a YouTube “Stuff-a-Loons™ tutorial in
which a smiling woman demonstrates the process of inserting a stuffed
bunny inside an inflated balloon lo create an elaborate bouguet celebrating
the arrival of a baby girl: Children is a single panel with a battery-powered
generator capable of ronning a small heater and a night-light for two or
three hours before it must be reconnected to the galleny™s power supply to
recharge; Lovers incorporates three panels, two of which bear security lights
drawing power from one another. Bosses, 2019, meanwhile, took the form of
an absurd array of twenty pairs of THE BOSS mugs gift-wrapped in heart-
printed cellophane festooned with red ribbons and placed in a row on the
gallery floor, Each pair of mugs represents an edition of the work Bosses IT,
2019; Boszes materializes when the entire edition of twenty is exhibited
together, the work’s stark legislative agenda, so to speak, in tension with the
hyperbolic sentimentality of its appearance. Not coincidentally, though it is
acknowledged only obliguely in the exhibition materials, the show took place
in the contentious aftermath of the Brexit referendum, a moment when
millions of British “remainers” found themselves contending with the fact
that, soon enough, they would undergo a physically imperceptible but
categorically decisive change of state, as they no longer met the conditions

constituting them as Europeans.
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Ghislaing Leang. Shrooms, 2016, Scone: AR availanie eectrical cutis
flled with 8 mushroom nighl gl and adapier. Inslaflabeoe v,
Wigds, Brussdds.

ITWILL ADMIT HERE o finding "CONSTITUTION™ exemplary of an
excesgively cerebral tendency that runs through some of Leung’s earlier
scores, 5o reliant on lavers of theoretical exegesis that their physical
realization seems almost incidental, despite the artist’s insistence that the
works' existence hinged on contextual enactment. But two pivotal things
happened in the run-up to her 2021 Museum Abteiberg commission with
profound implications for the way she worked. The first was, of course, the
Covid-19 pandemic: Unable to travel to Germany to participate in the show's
installation, Leung was foreed to delegate the scores’ realization to a
heretofore unprecedented degree, and thus was pushed toward the kind of
“co-creativity” with institutional partners that she'd wanted all along but had
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been unwilling or unable to fully implement. The other was the birth of her
child, which seemed to erack open something in her practice, giving
concrete, living urgency to her exploration of entanglement, vulnerability,
and dependency. As she writes in Fosses, ©1 am thinking aboul porosity, and
tring not to segregate or compartmentalize parts of my life: 1 have to let the
material that's around me mn”

As do the scores in much of Leung's previous work, those in “PORTRAITS"
foregrounded the institutional frame, in terms of both museum architecture
and organizational /curatorial convention. Browns, in fact, emphasizes the
tendency of these two categories to collide, in leaving it to institutions to
decide which walls should be considered “available” and the shade and
consistency of brown to paint them, as well as how to measure standard
picture hanging height, particularly in spaces, like stairwells, where pictures
are not typically hung (in this case, a thin, almost watery wash of light
brown, roughly five feet high measured from the floor up, which clung to
every dent, mark, and trace of past use that is normally camouflaged by the
endless expanse of white). Because the Musenm Abteiberg lacks dedicated
galleries for temporary exhibitions, the score was executed in fits and starts
throughout the building, as the curators, Susanne Titz and Haris
Giannouras, determined wall by wall what would be considered off-limits.
Another score, Arches, 2021, called for °A white inflatable welcome arch in
all available rooms,” prompting a similar process of self-scrutiny on the part
of the museum staff. Here, the cheery signs took on something of a
menacing edge, heightened by the placement of one along a narrow corridor
constructed with temporary walls, all but blocking viewers' passage: Much as
Leung's specification of “available wall” in Browns ultimately required
curators to specify what would be made unavailable, implicit in the
ostentatiously marked welcome is that there are other spaces where one is
unwelcome.

48 4 A
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Wiw of “Ghislaing Leung: CORSTITUTION.” 2019, Chiserals Gallery, Lordon. From lefl: Parents, 2015,
Berases, 20190, Phln: Andly Heate.

But "PORTRATITS" also included a work of another kind, one that seemed
like an outlier at the time: Onions, 2021, a little oil-on-canvas still life in a
gilt frame. The painting, which hung in Leung's childhood home, is a copy of
a work by Renoir originally owned by German-Jewish relatives of the artist's
grandmother, who were killed during World War I1; the replica was
commissioned by Leung’s grandmother before she sold the remains of the
collection. As the artist describes, she believed the painting to be the original
for much of her life, and when she discovered otherwise, it suddenly seemed
like a lesser thing, a bit of dumb [akery instead of a family treazsure, The
object had not changed, but its status had, stripped of the validating
imprimatur of the name Renoir. Installed in the museum, the object returns
to the status of an artwork, but now it's the artist's home, instead of the
artist’s hand, that becomes the guarantor of authenticity: More than a simple
readymade, the painting is an artifact from Leung's life, one that we might
imagine has, on some level, influenced her entire understanding of art's
identity.

The works in Leung's recent exhibition “Holdings,™ on view this past winter
at the Renaissance Society in Chicago, took up this thread. (Additionally,
Leung is opening a new exhibition, *Commitments.” at Kunsthalle Basel this
muonth.) Whereas much of her work to date has revolved around artworks
that come into being when certain conditions are met, the core of the
Chicago show was a set of objects whose identity as artworks has been
withdrawn. Each of the show's five realizations of the score Holdings, 2024,

" om o=
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was “an object that is no longer an artwork.” Some repurpased components
from previous installations of Leung's own work, only this time presented in
ways that deviated from the original scores, rendering them inert: for
instance, a stack of foam tiles from an installation of Mived Sports, 2021
(“interlocking puzzle looring tilles with proportional central square in
complementary colors, Mo more than two eolors of foam flooring tiles to be
usied. The tiles must fill the exhibition floor area”™), at the Musée dArt
Moderne et Contemiporain in Geneva in summer 2023, and baby gates from
an installation of Gates at Berlin's KW Institute of Contemporary Art in
2o, which leaned unsecured against the wall, Others were obpects with a
similar status from the institution's own collection, among them a swath of
orange striped fabric from Dantel Buren's Infersecting Axes: A Work in Situ,
1983, a sibe-specific installation compnsing fabric partitions that intersected
with the gallery's existing walls, presented here as a neatly folded square on
the floor. Complementing these fugitive abjects—now paradoxically
reinseribed as artworks according to a different set of conditional eriberia—
wore three new works that more explicitly invoked Leung's own personal
history and her experienees of hybridity as the davghter of a Chinese father
from Homg Kong and a Jewish mother from London, borm in Stockholm and
radsed in France, Jobs was a list of every job ever held by the artist, past and
present, printed on Renaissanee Society letterhead and displayed at the
institution’s welcome desk. GLY was a handmade card addressed to her
grandfather in Hong Kong as a child, but never sent, a school photo onto
which she has copied out characters in a language she doesn’t know. Wanits
was a song from a Western film that Leung's father would wateh over and
over before moving to the United Kingdom in 1970, There was an arresting
intimacy to these works, but their tone is hardly confessional; instead, Leung
posited them as provecative analogues to the non-artworks with which they
wene juxtaposed—as emblems of identity’s own restless contingency,
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Profile: Hefrie Sudah reveals
e gracious intimacy and fortitude
o an artist who leaves no trace

Ghislaine
Leung
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o B iden i Ghislaine Leung amad the lunch-

ing crowd &t a soeuth Londen cafe? In this

image-greedy world, Leung i thal rare crea-

ture: a public fgare of whose physical person
i B secitia Lo eaks] anlEne Deogle sugicstod a sasn|
Bndful of faces in responze (o the prompd: "Ghizslaine
Leiifg poftrail’, Ansang Usem, paringly, was my omm,
It turned out 1o be the headsbol from my &nliclc abodal
Leung’s mominaion for the 3021 Turser Prive. Sdll,
I feht disconceriEngly like 1 was an the seoineng cnd al
& concepiual prank.

Leung makes an that explores, among related
subgects, the labour conditicns of making an. Offen.
thie is throegh whe slse peleds [0 28 'soores’ wIkten
doscriptions or insructions 1o be Foellowed o physically
realize the work. For ‘Hobdings, Leung™s spring 2034
cuhibition at the Benalssance So0eny o Chicagoe, thee
scores incloded “An obdect thal is no longer an ariwark”
(o, 2024) and “A song frem a film the artist’s
father watched repealedly befoe maning 1o e Uniled
Kingdom in 1970 { Waars, 2024). Leung is an anist who
v dovnh elead fules af engagemenl, who gslakliahes
bossndarics. Part of the way she does this is by cnsisring:
that the images which cirgulme are of her work mzher
than her sclf.

We mer. Leung did not heve my face.

Loung stopped making an for masy years, Betaeen
her T {20000 and her MA (20089}, she swerved om fne
art B acslhetics and an theory. For over o decade, she
held pasitions af ar institutions ncleding LUX and

Irbgae Pagy, 243

Tate. I waws ondy in M5, fnidweay Cheough sed 304, that
she sarted practising as an artis1 agaim. [n ibe inler-
wening period, ahe hsd warched Ber peers gerting rum
thrcagh the mill of the indwstry’, she tells me. Some sus-
wived &e arikis Most didn't. They Bisd made art for low
ar mr pary, Iaimed up Bof evenis, posed fog phatoslionds,
complicd and panicipatod, yei =il sinagghed 1o satisfc
the demands al this voraciows indusiry,

Wiaking af 1hat level wis samcthifg ou coeld ol
sustain kor @ few years hefore burning owt, she thought.
Theat wasn's whant she wantad. ' Peogle llke vo sy that sy
one can make an. Well, maybe. But ibere’s a really hig
quicsion of whe can cosdoue making ar. who thm i is
available toand on whal eema” The practioss that mos)
interested Leung were those of ‘octogenarian women®
who had been develaping 1hetr wark for years. *1 began
tix think: hew would vou bulld & practice that would
s Ehar'? How woudd yvou &im or & siv-decsde caneey?
You wonghl have 1o hove @ very dilferent sosmmalmen! by
ey and o yoursell’

Withdrawing her image was less @ geslure of puife
refazal than a strategy towards o sustaknable career. To
Fessl ke presside bo packags Rersell as o commndiny,
B bez presenl. fo b visdble. Her conceplaal practios is
formsed srourd the question of how 1o make an possi-
Bl workiing with soofcs futhed thaf plivaical objeos,
shie neads neliher o dedicated stodio por & sorage unil.
Ia theery, the perfarmance ol Leung's seores can be
delegnied to others, meaning that the art ¢an circalale
independenily of Ber, This |5 nod always the case in prac-
tice. Leung™s instinet is 10 be engagod and collabarstive,
[ ikink sk someiimes tells hersedl off obowi this

Draring 1 yeaes in which she didas call herselll an
ariist, alompside Ber jolts in the art warkd, Leang wrobe,
She s1ill wriles - hier first hook, farmers, was published in
2008, and e second, Bogees, in 2021 - bul 11 was a real-
tzmibon abowt the limits of what she was doing with the
wrilben word thal pashed hee hack imio making an. She
hiad heen sxhed o wriie a lexd on valnerability. 7] wrode
what | thowght was a pretty greal essay, pond cltatlons,
biblisgraphy was inlacl, (& was well wiillen, Akl thea
I realized that, farmally, [t was absofulely antithetical o
the palitees ol vuilierability | was wlkisg shout, The Fim
was defersive. 1t was an essmn: a well-<deferded thing”
Leung wamed Insicad 1o find & way o make somssthing
vulmerable. Hence. art.

Mot beimg reconded or photographed creaies a space
in which Leuag lecls able 1o Be saximally vulngrable,
Oir, fo prut i anodher way, i helps ibe ariist allay whbas she
describes in Sodaes as ‘the fear chat tuens you townrds
conseryvatism’

It's imeresting. though, thinking back to ibe carlies
work of Lewng’s [ saw - her Chisenhale Gallery osmas:
slon, Constiwion - in 2009, That didn’® feel pargicularly
valnerable, I fell good and distanced. Hermetle She used
ghoss and black paint 1o malke the fonctional stfuciane
of the space evideml, Artentlon was drawn 1o the ponals
im the while cubss, afd the prescned of allices, Beohin
cuphoards and storage roeoms beyond. There was an
wivicldEng sound wark and & row of @l mugs oellos
phame-wrapped in pairs mnning down the middle ol
oo 1t fele smart and highly conbrolled. Things change,

ihough Poople change. Leung changal
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Motherhood became part of the context
in which Leung made art, but it took her a while
to reconcile that with her work.

Last summct. | performed live public seadings of
n hocik-in-progpress on et end motherbood. Most atiending
e femlings Wede aftisl mollseds, There was a pakaigc an
‘Balances’, Leung™ 2017 exkibition al hor Mew Yook gal-
lery, Moxwcldl Cruham. Her soores for the show included
Muninis (20020, A Baky maonbod inatalléd in ane Fodd
brosdcast 1o anoiher, amd Gares (20195, 'Child safci gales
imcktalied o &1 threshodds of the exhibalon gpsce. The
i oy readskancy, however, was Thwes (PO whish dig-
tmbedt “Acoess 1o exhibibed works is limited to the sisdic
ariars availabde oo (B artise, Thussday Ve -4 pr and Friay
Bam - 4pm” Femes abways gl a baugh from i aisdicnice
They all kenew phat fecling. The stsdio week sherinking from
& callcing-Tisled abiisdande B 4 Fow, hand-Fought slives

Lenng's book Bosses opens with o bratal acoound of
giving kb and saruggléng 1o breastleed, of Bng con
suanod by guilt and Beiplessncss, of no lengsd rocognis-
Ineg hersell, of fecling =ef adrifi. She Imdies her readers
13 Ehimk aboa her Body and igs Renciaons, Weakneas amd
sickness This feels like @ very dilferen) persan 1o the

™

Aty wibhn erealed "Copstalalian, Here, Leung is oul of
coniredl She B inviting us in. Motherhood bocame pan
af the ¢oniex in which Leung made an, bug it ook her
awhile 16 reconcille That with her wark, bo lighd again=g
the indernalized prejudice she held aboud ard and moth
eftenod Being antichgtical, Is Boasen she laye dowm her
ncw rules of engagement, 1B shi® in her codel. 'l am
tired of hiding evervibing about (L she wrides. Hiding
Egenines inlolktable 81 some podnt’

Liumg’s immidiate instins had been fo grasp Bard
onto her ofd 118 and ways of doedng things. Two weels
aler | gave barth, | was Joing mcclings. | was lédrificd
The identiiy oz an ani=l was =0 bard-fowghi for mee | was
Frighiemed than ches thing 1hsl wis &0 precious Lo me
would be taken away” I had 1aken her a long time to
‘come ol o an anisi omd would alio ioke ber a long
virme ho Coeme oul a8 o molthe "] realised thal [eas Bghl
ing 1o keep ibvis arlisi Bentity. while | had amnother new
masce identity oo nake care of, she recalls "1 feln B: 199
beon Irving bo pash againsd a pull desor”

May 2024
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Leung's voice is amimated by laughicr. There is a bot of
Bumuosir b her work, thowgh she ssvs thal whem she trics
s wrie something funny, people Bnd it sad, and when
shie tries 1o wrile svmething sad, people find it funny.
Halamees” was an angry shoms | becames very mgelul
on becoming & mother. i was a real awalkening bo a mas-
sive structural ingquity that 1ikoughl | was gmane of Bl
it turmeed out, |was nol - ot least, pot in alived situation”

Thi scores. ariginally a strategy for sustainable
an-makiag, mrmed oul 0 b well-adapied o the con-
siraints of motherbood. Likewise, the constrainis of
working during the pandemic. In Jupe 2021, Leungs
exhibition Pommins’ opensd at Museum Ableiberg in
Mdnchengladbach. Unablie (o travel, Leung “aancd to
realize how mach | could let happen wiihow me there.
I've mever reallly done thal [ owas a plan, bud Pve always
turmed up for installs, And, suddenky, I couldn’ because
of COVID, and because | had & kid Seddendy, the scores
hsd 1o wark 20 times hacder And 1Ben the wark was
meuch betier, | was =0 much braver because | had 1o pus
e brusdl indo somebody olse)

fricae No. 43

All ofthe things [ doin
my practice are not because
I'm good at them, but
because I'm bad at them.
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“Portrabls” includod Frowwes (2020 lar which the
apnre (A avadleble walls paimied i brown o sesnid
and plcturc-Banging baaght ) rcally docsn eanvsy the
andcashid colanic Impact of Nooding the intordor of
a Eniescum with watery painl the colour of Baby poo
Leurg wouldn® gt o so¢ hot omn oxhilbii ban antil Four
mondhs after it opened.

Thete 3 o thircad comnecling mary of ths adksis
Leung ciics during our conversalions - among them
Sannbey Rrowrwn, Trisha Dennelly, Lee Loramn, Agnes
Aartin and Charlotie Poscrocmske - ol refusal, with-
drawal. non-compllance. $he admires ihelr fortliude,
their ool, \heir integriny, Refusal B mor something
thal comes naturally to her 'T'm not a "™ person. P'm
very verhose, I'm glggly’ She tells me tha she wsed (o
have an abarm s wenl o o her phone evedy day
1B read: “SAY MO She recounis a sbory of Donmelly
delivering a talk ar the Muascum of Mosdern An in MNew
Vo andl. af the emd, asking iMibcme wWone any guss-
tlems, Then saying: ‘Mo guestions” Leung s in awe, but
she @l wamls 1o fesisd Ber awn inslingt bo conirml
things. Im by jalis, she does the opgposite: rather than
Preparing o presenualsan, she invites o colleciivg A,
Al ol the things | do in my practioe are nol beeause
I'm good at them, kst becwase 'm bad ot them”

Lgwmg and | 1alk g 1ot abaul the gapaotatioms
ploced om arlists - the enduring clichés ol modern-
=m nhat roenanticlze obsessive behayiour, privabon,
the reiection of family lafe and. on the Nipside, the
Intersecting lociors that moke are-making impossi
B For madsiv péople. Her desplay fof the 2023 Tiernee
Price exhibition included Revwrs (3023, a work thad
related to Thewes but wbich represemted the staden
leoriars available so Ber theough a wall painting of
a pridded fimesheel

Hours and Times aeg ol oaly abogl chaldeans, bug
the Full rangs al ihirgs dhe Bas bo 08 Enbo Ehe Bodars
arounid making ar: o suppod struchare that inclsdes
walaiicd emnplonmenl, Working [ar o lnang - possibly
even im s job vou enjoy - =n' pard of ibe modermisa
vighon al the ides] srrist, disengaged Fram normsl
lifie. I 5. Bowever, ihss eealiby far mos) artists, Hough
sipacamashiness around admitiing ii endures. Al ihe
Ecmaissange Socicty, Leung showed fobs (P024],
a poster baldly listing all the positions she had held
avved & Mlvenr period, including curatorial and lec
ring rolos s well as hatnsRing varioas intcinships
=nd ‘mocher”,

AL The rime of aur meeting, Leuang is working
tomurds an exhibition al Kunsthalle Bascl She is
thinking of calling It "Commitmentsl Some years
apa, she asked the difecror of an instEalion wkal
ihey looked for Inan artlsd. They sald ‘commliment’
This amewer gnaws at her, “Whis do we underscand as
cemmmibmenkT IFi's the capacity 1o give our all wo ke
pracuice.what does that mean for life. especially when
latsour porsdilians in b an world are ol gemdugive 1o
hetng able bo support lie?” Se locades the shame she's
felt ahaut having other jobs and becoming & mother
a4 intomalised anwicty thal <he will be judged insuf-
chemily commuiited &s an anksi ] wani 1o change that.
Begipng B Safacily b work i othed foles is wha
allows me fo make
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Spedifically, it was a reproducibon of a small painting
tw Picere- Aspusie Renair that had ance belonged 1o
Lowng™s Gorman-Fewish grandparcnis, sold amder
duress as the famlily fled persecation intke 19305 The
reprosduction huig in Leusg™s houke mrowing up. She
had always kmown 18 as ‘the onlons’ In Bt i s @ sl
life of pomegranyies, Oniong gCiesms]cdges 1he brvude
vonbexl of Leung's Bamily amd i1s eelalinship bo ant, bai
the tigle 1= also @ remindze of how linle control there s
awer imlerprciation anee arl elers 1he waikl, Yom paimg
pomcgramades. They soe onions &

P ol b d BT e etk 1R Libed Beeak. en i Crramies 08 LT
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My aye was caught by o poster pinnad up behind the welcome dosk
cutside the Renaissance Society's galery during the opening of
“Holdings.” The poster displayed a visually succinet but exhaustive kst of
jobs hald by Ghislaéne Laung throughout hae life. Tha st includes formal
art positions like “lecturar.” “artist” and “curator” as well s positions
that feal more deconnected from the uswsl context of an art opening,
such as “call centre oparator,” “massage theraplst™ and “flyar
distributor” The Est ands with "mother.’| scanned through the Est af
thirty-gight jobs, taking particular note of anything I've alse dona. |
suspect many artists can relate to the long list of positions that Leung
has hald, althowgh this is o reality seldom talked about in the contaxt of
artizts as mternationally renowned as Leung. Success as an artist is
tricky. When a critic says that an artwork is successful, they mean the
artwork accomplishes goals outhned in either the formal presentation of
tha wark or the coentaxtual information that surreunds it. When asking an
artizt if thay've been successiul, many people simply want te ke if the
artist can afford grocernias,
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“Holdings™ ts a physically sparse show. in addition to the list of jobs in
hallway display casas. the show alao containg an edition of five artwarks
tithed “Heldings.” & song “from a film the artiat’s father watehad
repaatedly before mowing to the United Kngdom in 1970° played on
repaat from a small speaker, and an artwork titled "GLC consisting of "A
school photo of the artist in its original cardboard frame with a
handwrittan note on the back, Tha Cantonese characters copied out by
the artist as a child, unreadable to her than and now, translate as ‘To
grandpapa from Ghisleine, 87." Never Sent.”

Physical objects in the axhibiticn jut cut like icebangs on a tiled sea. and
rach of the conceptual welght of these works remains hidden beaneath
a surface of scontaxt. Each manifestation of "Haldings® i= an
intarpratation of a short "score” provided by the artist which reads “n
object which is no longer an artwark ™ Thres of these works are
fragments of Leung's past exhibitions: Two pink curtains with a pattern
of colorful circles are wrapped in protective plastic to the immediate
right of the gallery’s enfrance, Two wheeled carts hold pallets of pink
and blue foam floor tiles. White matal baby gates lean against o wall to
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the left of the gallery entrance. The ather two “Haldings™ are abjects
from past exhibitions at the Bensissance Society: Near the baby gates is
a foldad orange and whita curtain from a Danial Buran exhibition in 1883,
An alcove in the far right of the gallery contains a single black office
chair that was featured in a 2008 exhibition by Trisha Donnally, I'm told it
alzo functions quite well &s a normal office chair.

iy [ g Tiidiegm " O Soorw By cilyec | sl o o dwgeey 0 o Tae . TPl ok Cooer

Conceptual art shows often feel like a puzle, and being able to speak to
bath the artist and the curator at this exhibition's opening alleviated
soma of the difficulty of piscing together clues hinting ot the massage
of thase artworks, I'm familiar with Danisd Buren's work. but not familinr
ancugh to recognize a folded curtain from one show of his work in 1983
without context, An exhibition booklet with a list of artworks is availabla
for audiences to read, but it leaves out many details which hefged ma
appreciate these works. Tha office chair and folded curtaing are a nifty
way to interprat the artiat’s “scores” in aliteral sense, but for those in-
thia-kruse they bacame extraordinary coincldances! Kargten Lund, the
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curator of the exhibition, shared some of his thoughts with me on the
importance of letting audience mambers arrive at their own conclusions,
He pointed out that institutional communication can feel too
authoritative, suffocating perfectly valid interpretations that audience
members could arrva at withen their own understanding of the objects
on digplay. This iz & great poaint, but 'em not cominced that insluding
extra context for the works on desplay would prevent peopbe fram
authentically engaging with tha work. | suspect holding the viewer's hand
a little more would help many people who are untamiliar with conceptual
art appraciate the historical placement of Leung’s "Holdings,” Luckily,
Leung's mriist talk scheduled for March § is sat to ditch the formal
menclog and instead skip straight to answering questions from tha
audience; anyone struggling to fit the pleces of the puzzle together on
thair own has & chance to do go in collaboration with the artist in

pErsan,

Tha chjects salectad from Leung's past exhibitions would all feal
appropriate in the context of a childs badroom. Fnk pastel curtaing and
fomm flooring feal aerily similar to pies of leftover materkats e geen
stored in basemants after the househald nursery is renovated for oldes
inhabitants, Thers s a melancholic aspect ta the cheery, playful colors
and soft materials piled together for efficient storage. This is marrored
by the beby gates’ leaning acknowladgment that amything thay were abla
to confing certainly ascaped some time ago. Considering thesa
househald artifacts alengside objects from past conceptual exhibitions
at the Renaissance Sociaty speaks volumes about the way in which
artworks are presened and stored affects how ideas are malntasned by
institutional archives. But Leung's scores ask who these anchivas ara

benafitting. Tha schoal photo and sound artwork inthe exhibition also
help bridge thesa larper, institutional concenns back to Leung's lived

EXPErEnce,

habt 1] L E L L T

i (punyr. Ticiangn "N Soorer Ay odyect Shal w no ionge B0 sefeonl Fhofo. raeh Geaer



‘Immaterial Instruction: A Review of “Holdings” by Ghislaine Leung at the Renaissance Society’
by Frank Giser

Newcity Art, 26 January 2024

5/5

The "scores” that Leung provided for this exhibition are breathtakingly
concise, | was struck by the axtent to which Leung's scones require frust:
Trust in the paople bahand the scenes to assemble, arrangs or fabricate
work, but, even more importantly, to interprot har dirgetions with real
agency, The Renaissance Sociaty has dong an amazing job of finding
chjscts that amplify ber voice, but Leung's name would ba on the
artworks evan if they hadn't. Handing over this responsidlity to interprat
har scoras iz a manifestation of wulnerability in ways that specific
instructions can't be. This is a beautiful concept already, bart | think
Lewsng s "Holdings™ ales calls attention ta the ralatonshéy batwaan
artists and the institutions that display, preserne and finance thesr work.
Many artists don't pet to choose whether or not they trust the good
intentions of art institutions and the people acting on their behalf-
axposurs doasn't pay for grocecias, but institutional recognetion oftan
doas, Laung's willingness to trust the Renaissance Society ina
collaborative effort is inspirational. Art is never creatad in o vacuwm, but
Leung’s work is refreshingly honast about its reliance on the people
supparting her. S0 many people both inside and outside of art
inztitutions pley 8 part in the lives of ary artist: curators, teachers,
administrators, fabricators, assitants. flyer distributors, mothers_

Al going tha best they cam with an uncertain sef of instrections,

“Ghizlare Leung: Holding=™ s an wair at the Renaissance Society, 581
South Elivs, at the Universily of Chicago throwugh Agni M4,

Frank Geiser

Frark Gaiger = 8 visual artist and arts wiiter badad in the south sulirbs of
Chicego. He is a professor of Yisus! Communication snd Design ot Purdue
University Borthwost
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Turner Prize 2023 Review: Coming
Out the Other End

Lyans Barrp

The ke nominated artivis axpicen the povenr of communily 6o bind s
deaidn

The Twrser Prize 200y exhibiton, beld a3 Tewner Exstboarme, may be che firs
ealitizn in a fow vears takimg plage when thisgs, ot beast pandemic-wise, fieel ‘hack
10 normal’, Mowever, as the range of works by che fowr antises nomsinated for chis
year's Turner Prize demonsirare, ‘normal’ cam fod just as disorenning as the
apheaval shag precoded it The antiso cach exhibit works chat coplore differens
fagerrof chis uncasy mermal - polingal, secisl, coonomis - threugh aringeef
madiz including inetallstion, drewing, sculprang and film. However, the
thremghline connaecting shis rangeof practaacs is the idea of commusity. Fo
(Fhislaing Leung dnd Ry Palgrem, community cam faalitaic seppert and
;rn|1.|r|'|!r. e Dhastteng and Marbara Walker exploce ity rough, blemished wade,
which, cyperially whem sesvisdered in 3 nadionalmeis sense, ¢ be slignaging asd
dedructiee, Anothor theoughling in the areivs’ worka is their resposnis iothe
efliocts ol rooon] or engoing ox pericnee. Fptim and Loang kake 3 mees perional
e b, using on Bow soesmunity Bflucece the individual experiences althe
pandemss and ssetherhosd, seipectingly, Darling, whoss work coniaden the
altermath af Brexat, and Walker whe examing the Wiadnesb icendal,
congemplate how nadionl policasi ¢an dama e the commisfiticl they B¢ meing
H-1 gl
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Foi Lénsh, soniasanity 14 bikad intshet proccii. Her pecsentaliod ciduiad fivg
of her Soerd, pext-Buciid |nsIFuCTiom of detori peiosi That ane redlised by ehe
gallery nesm in chese converiation weiththe arse. The works, all lﬂlldll:"m i
ket nominated solo exthibivion 12 Simiam in Copenhagen, sdape wothe spose, bur
are meant 1o fellow 1he fusction Leung has peedetenmined in the imaria] soee.
Feueraim [2oes] is mekn to cancel seussd in the exhibisoen ipaos. I e
Copenhages ieration, this wis achieved by water pouring dramanically from the
eiling eo the Moor. The Easchoume verston, which involves water springing ugp
(o e ceniere of & menal tub, feels pame in com parizss alehoagh el
spoespliches s objomive. Diber worlks, Idbke Howr (so2], allude o s communiny
teyond che gallery space. The work is a grid painred on the gallery wall, which
i dlivided inoo the hours of the week, with the beuss svailsble oo Leang pemake
AN = g0 oo 1600 on Thearsdays and Fredays - painned (o black. Thete are the
times Leung tikes away from her other work, which indudes parenting, Keeplag
this schedwale, amd fulfilling ber mulriple dumess. imvobes the sappore of ochers
Leang's work demonsaranes thay these bonds are symbionic. They sustsn. albein
in varying wavs, the artist and the nerwerks of people dhar ripple our arcand her,
Leang's work i an mndersaved ode vo whar bappens and wibo works behimd the
scemes (o keep things geing.
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Pl grien cakost 1 mave gramalar apgeoach eo communicy, considering the
indiveduals char form aeed expand jo The main work in his exchibdton space s en
hessr-loangg (llm, RAFTE | 2o2i] which decumsenis a progao of the same name
jprod uced during rhe pasdemic i collsberarion with Green Shoes A, a chasiny
than engages the residents of Exst London Boreugh of Barking and Dagenham in
anisti acrivicies. The peedeot had parcicl panes consider the idea of  raft s &
sugprpoet vructuste and seipond wisg pestry, smic and ssarvtelling. The (il
:.pl-@:ul-; Pumpnu. mnpu rales in eelation to their cxpericns of the
demmic, intoreut be g1 of songs peeformed ot London's Cadogan
H..|I. Tise music s beaurifully pesformed by singers includsag Robyn Hadden,
Declan Rowe John, and Kayden Fesron with accompaniment frees Leadon
Contempariry Drehentrd. The panticpases’ sddisions can feel gaite senmmenral
ariieen, bus over time ey become grippsg reminders of bew diiculr and life
dhunging the pandemic was. Moreower, these excerpus undersozee thas there was
enly one way we oould have kepe aflos ar the teme and evenually come oet the

acher ensdk ingether.

=y pl arwy w G by {ee T miwha o e T P MO Towree Linilianasa

Frrmgrrtet Lo (fresmanl 20T Dorwrrde e, seamd prrprsrene, sbend abdm, L bl mere
b cprtae, F1E 270 n 38 o CamrSepp P periegl ges] de—icdn: i D grrm et o ipdurmy
B B prrary e e Eplas D 001 el Baneewrs seriden] el e v st
Aerrnrwm wnralde Corterwy Pe ol Becdaba Sems ke or B ato, sern] G ara. Ak

Pamga g B

T eneir the reo gal hanies heseng Darling's amd Wilker®s works, vidson st
first pass under a barbed wire anch comarucned by Daring asd envissoned as &
dhieclopoimt. Here the sdea of “us and them'”, the included and exdoded. begins:
commvaniry cansed ugly. Beneark the harbed wire hangs a sheer. whare,
embroidened ner curmadn. The maserials Darling uses oo designane chis threshold
don't fizel righe regecher - the wine coameees the pulblic, the oerdoor and che
punitive, while the ourtaim allsdes ro s space thar is domastic. privase, gonsle. Yer.
trth are used an che poripharies of homi, whether a heossee or 2 couniry.

Afver crmssing shrosagh and entening the gallory. there are mwo lises of masal
hanricadies that border a st path forward inso the space thas widen and orenpaally
diganlve, doing away with the.ordier and conerad suggested by thie check poist
Iachind shem. Whas fills Brerlings gallery focls Bk the ruing of 2 nationalngic
ideology of exchation, There s banting with ragped and fadod Unson Jacks,
tendore vuflod with conerees - sooming ly efficial. but coontially nonsmmaical -
and a railizg thag B punched theough awall and mapped a weighing path mid-
air before splaying out on the foor, The couscimesd of Neexii in 3030 2nd it
engming isvpacts, for individual houschokds indhe UK and the sosnieys
pepulation i whals, makei thi wetk oot paticulidly decp. In oo coimat, fwo
baimicadon cach with elongated metal fodi 38 their base, st poiitioned i the
caence, They book s il shey have iproated begs and ars erying toclimb ehe walls 2
cwaps. There is sn aethropomarphic cement inwreeral of Dueling s workes ihew
hamicadion have beeome snimated with feckings and dewsrm, The ssechaniama
which Bacilitate cxclusion snd iscladon in communiio, domesiss or public, e
et ehjectave. As nowtral sy binders, harmcado sed hanneos may sppear, when
pashed o deliver the ex tremes of nationaliseic sel-prescrvation, they icld
dewruct, revealeng a bogic thas is shased, beman or semetimes i mix of bath.
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The clash betwecs nikion dind hiimissty coatinici in Wilker i exhibigion,

Sorvipgg st Darling s sccod chockpeist and thiowgh a shom cormdes
consscting the Two gallenies, o saral depacting g Lirgesseale chareedd poitraits
towced i e dlintinse. Al the poreilis 6 Wilksd s dhow, which ischades i
wll drawings ihong with works oo paper, depe poople impacoed by e
Wisdnish scisadlal, wksch surlsced in S0, 1 evolad b w r.'l.'|_|:'!'||| de perarmin
and denial of legal reglas oo UK nasionsls wiss sd sapsited i L idibbedn
Commomnweilth coustries prior o o) because they did so have prperwoth io
abrn thazir Brioah cin ﬂ:llslll:.'\. wwhich was sssumed arhe mme of thewr arrval
becuiies they were il zens of Brotish sermiorses. The works o paper fearire
drrwings of the daovumsesnis thar alleewed che subjecrs of che poriraies te dhallenge.
and wlimunely overrunn, the government's asserion char they were fercigners
with na right 1o reside in che UK. These Lirge porral s remingd siewers char
Walker"s subjeces are karger tham, more dhan chese evence. However, a3 che smaller
portraies on paper show, the expenence has become embedded in wheo they are.
The documsents are eicher che backgrowssd of the porord, or teey overlap,
tzening faces insome instanocs, rather than placed beside baor sabgens,
Alchough povernmens |‘H|r|;J|,:q;r;.-_-.|'. anil the admindisraison of dclimcaing whao
donni and dogs not have righti o be pars of tha nagiomal communiiy. can wom
gormplen and opsges, i dowipn and impagts arg Beman, Tler work
igraighiforwandly cmphasiss the severidy of whai ¢an Bappen when ghis i

torgoiten,

Commuitigy hus the powd fo both besad and divide; all four ietmes soem fo agnoe
ory ihal, The evenes that thess work referenden ipeii 1o maucy that invelve sos!
podpli, i not defedgly theoh |Bduieczly thiough Ehe mahy commuin el 1o wiadh
wi bolong, Whether joxful of unpleasant, thoie i3 selsce ia knewing thal we ane
neg dbems. Perhaps this i the ciscnoe of our current nofsal, Bega ndlew who wini,

liat BeILET of widic, we i b8 L lojetlies.

Salraas Barmy if & Wil v el wirling oF Laadod, DI Sk s d sors birwosd WNer a4
Kty

Babera Ly
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Turner prize: pandemic problems and
Windrush scandal among shortlist

The work of artists Jesse Darling, Ghislaine Leung, Rory Pilgrim
and Barbara Walker will be exhibited at Towner Eastbourne before
winner is announced in December

D ‘Interrogates past and present issues of racial identity, exclusion and power' ... Barbara Walker's
Burden of Proof. Photograph: Danko Stjepanovic

CABINET 132 Tyers Street, Vauxhall Pleasure Gardens, London SE11 SHS, www.cabinet.uk.com
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An artist who reflects on the challenges of the Covid pandemic and another
who explores the impact of the Windrush scandal are among four shortlisted
for this year’s prestigious Turner prize, with the winner announced in
December.

The work of Jesse Darling, Ghislaine Leung, Rory Pilgrim and Barbara Walker
will be exhibited at the Towner Eastbourne from 28 September before the
jury’s final choice.

Alex Farquharson, the director of Tate Britain and the chair of the Turner
prize jury, said it was a “fantastic shortlist” for a prize that “offers the public
a snapshot of British artistic talent today™.

He added: “These artists each explore the contrasts and contradictions of
life, combining conceptual and political concerns with warmth, playfulness,
sincerity and tenderness and often celebrating individual identity and
community strength.”

0 Evoking the precariousness of power structures ... lesse Darling's Mo Medals No Ribbons
installation at Modern Art Oxford. Photograph: Ben Westoby/Modern Art Oxford

CABINET 132 Tyers Street, Vauxhall Pleasure Gardens, London SE11 SHS, www.cabinet.uk.com
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Darling, an artist based in London and Berlin, uses sculptures and
installations to “evoke the vulnerability of the human body and the
precariousness of power structures”, the Tate said in its announcement.

The jury was struck by the artist’s ability to manipulate materials “in ways
that skilfully express the messy reality of life” and expose “the world’s
underlying fragility”.

Darling was nominated for solo exhibitions No Medals No Ribbons at Modern
Art Oxford and Enclosures at Camden Art Centre,

Leung, a Swedish-born artist who lives and works in London, was
particularly commended by the jury for the “warm, humorous and
transcendental qualities that lay behind the sleek aesthetic and conceptual
nature” of her work.

rrrrrr
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She was nominated for her solo exhibition Fountains at Simian, Copenhagen,
in which a baby monitor, child safety gates, inflatable structures and toys
were used to challenge the way art is produced and circulated. “We're not
used to [seeing] baby monitors. You think everything’s been done, not that
art is a game, but it is about new approaches,” said Farquharson,

Pilgrim blends stories, poems, music and film created in collaboration with
communities in the east London borough of Barking and Dagenham “to
reflect on times of change and struggle during the pandemic”.

He was nominated for Rafts at the Serpentine and Barking town hall and a
live performance of the work at the Cadogan Hall in London. The project was
a “standout example of social practice”, according to the jury.

Walker’s work “interrogates past and present issues of racial identity,
exclusion and power”. She was nominated for her presentation Burden of
Proof at the Sharjah Biennial 15 in the UAE, which explores the impact of the
Windrush scandal.

The jury was impressed with Walker’s use of “portraits of monumental scale
to tell stories of a similarly monumental nature, while maintaining a
profound tenderness and intimacy™.

Farquharson said: “Part of her practice involves drawing directly on walls,
and those drawings that literally take time, immense skill, [are] washed off at
the end, in a practice that reflects ... how people can be marginalised on
account of their identity and injustice.”

CABIN E T 132 Tyers Street, Vauxhall Pleasure Gardens, London SE11 SHS, www.cabinet.uk.com
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3 Reflecting on times of change and struggle during the pandemic ... Rory Pilgrim's Rafts at the
Serpentine Gallery. Photograph: George Darrell/Courtesy andriesse-eyck galerie

The Turner prize, one of the best known prizes for visual arts, aims to
promote public debate on new developments in contemporary British art.
Last year it was won by Veronica Ryan, who created the UK’s first permanent
artwork to honour the Windrush generation and at 66 was the oldest artist
yet to be awarded the prize.

Each year, the winner receives £25,000 with the runners up getting £10,000
each.

Joe Hill, the director and chief executive of Towner Eastbourne, said the
shortlist consisted of “an incredibly strong set of exhibiting artists, who ask
us to look at some of the most pertinent issues of today, and who will
collectively bring a sense of place and community to our galleries, through
their diverse range of practices, from film and performance to drawing and
sculpture.”

CABIN E T 132 Tyers Street, Vauxhall Pleasure Gardens, London SE11 SHS, www.cabinet.uk.com
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The members of this year’s jury are Martin Clark, director of Camden Art
Centre; Cédric Fauq, chief curator of Capc musée d’art contemporain de
Bordeaux; Melanie Keen, director of Wellcome Collection; and Helen Nisbet,
artistic director of Art Night.

CABIN E T 132 Tyers Street, Vauxhall Pleasure Gardens, London SE11 SHS, www.cabinet.uk.com



