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At Tate Liverpool, Radical
Landscapes explores how ramblers
and revolutionaries fought to reclaim
the countryside.

e by Jeff Salle — May 10, 2022 in News &0

So much of this exhibition has the potential to enrage, demonstrating how deeply our
relationship with the countryside (real or imagined) is ingrained in the British psyche.

Landscape, the most well-behaved of art genres, is depicted at Tate Liverpool as a
site of conflict, activism, and magic, as well as a precarious space for marginalized

groups.

While there are a few paintings of rolling hills, including Tacita Dean’s magnificent
portrait of an ancient oak tree, Majesty (2006), the emphasis is on the cultural
contributions of road protesters, ravers, right-to-roamers, travellers, peaceniks, and

pagans.
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With Jeremy Deller’s fake road sign reading “(A303) Built By Immigrants,” the show gets off to a
great, punchy start. Deller recasts Wiltshire — home to Stonehenge and Avebury, as well as a
county that recently voted “Leave” in the EU referendum — as a landscape shaped by
continental European immigrants, whether Beaker people in the Bronze Age or modern-day
transport engineers.

The first section examines landscape ownership and access, beginning with a 1970s television
clip of critic John Berger discussing Gainsborough’s Mr and Mrs Andrews (1750) in terms of
ownership, exclusion, and the 18th-century Enclosure Acts.

Although the Acts designated “common” land, it was not always held in common. During the
Cold War, the Ministry of Defence requisitioned Greenham Common in Berkshire and used it as
a base for US nuclear weapons.

Documentary photographs, stitched banners, and other art works from the Greenham Women’s
Peace Camp (1981-2000) are displayed here.

This section on the militarization of the landscape includes a short animation from 1950
teaching farmers how to protect livestock from nuclear fallout, as well as protest art by Peter
Kennard and Henry Moore’s terrifying skull-like Atom Piece (Working Model for Nuclear Energy)
(1964-5)

Many people yearned to escape urban life and commune with nature in the years following
WWI. In 1920, a group of artists and suffragists in the south of England formed the Kindred of
the Kibbo Kift, a proto-hippie, anti-militaristic alternative to the Boy Scout movement.

The Kindred wore futuristic uniforms and were fascinated by the healing properties of camping
as well as the mystic aspects of the landscape represented by menhirs, dolmens, and
cromlechs.
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To my shame, | had never heard of the Kinder Scout Trespass, a 1932 political demonstration

in the Peak District by working-class walkers protesting their lack of access to the English
landscape.

The Trespass resulted in arrests, but also in the creation of National Parks in 1949 and the
development of long-distance footpaths. It’s included here as a historical footnote to remind us
of the various types of radical action that the landscape has prompted: even the peaceful
pastime of rambling is possible thanks to the fighting spirit of a previous generation.

Artists were commissioned to promote the health benefits of hiking only four years after the
Trespass. We’ve noticed a trend in the landscape as a healing space over the last two years.

llluminating The Wilderness (2019), a collaborative film by Project Art Works, is one of the most
tranquil works. The camera was passed from hand to hand as neurodiverse artists, their carers,
and their families explored a Scottish glen. It’s a rare opportunity to be immersed in the sounds
and textures of a landscape, and it serves as a stark reminder that many people have never
experienced it.

A few works look at the countryside through the eyes of gypsies, Roma, and travellers —

identities that have been romanticized and vilified in the British landscape tradition. PN
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Chris Killip’s black and white photographs from the 1980s of a family gathering sea coal on
Lynemouth beach in Northumberland document a centuries-old working relationship between
land and sea

Delaine Le Bas’s elaborated self-portrait as a wild woodland Elizabeth | (Beautiful Water, 2022)
proposes Britain’s nomadic populations as custodians of special knowledge.

The sound of rave music pumps out of a film and slide show by Alan Lodge in the second half
of the show, documenting free festivals in the late 1980s, including a notorious clash between
police and revellers at Stonehenge in 1985 (dubbed the “Battle of the Beanfield”).

-

-~
.l"*.

~

-

o
P,

In the 1980s, tensions between landowners and New Age traveller convoys were widely
reported. There was a surprising sense of alliance between the revellers fighting for access to
the landscape and the older generation who had continued to agitate for the right to roam in
the post-war years, as Jeremy Deller’s 2018 film Everybody in the Place (not included in this
show) points out. Deller’s green neon of the tumescent Cerne Abbas giant guards the section
on ancient monuments, which has influenced artists as diverse as Barbara Hepworth and

Derek Jarman.

The brilliant mystic artist Ithell Colquhoun looked to the stones and sea of Cornwall to g

her matricentric spiritual practice, and a number of unconventional women sought refugc ...
the wild landscape to construct alternative identities. Flora’s Cloak (1923), by Gluck, A
suggests the landscape as a space of floating freedom
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Claude Cahun’s camera performances in Jersey’s coastal landscape are incredibly moving: we
see her fitting her naked body into pools, rocks, and plants as a person who did not “fit” into
urban society in the 1920s and 1930s.

The final section on radical gardening is a bit of a cheat (in that it focuses on the French
landscape rather than the British), but it’s a brilliant one. The gallery has been remodeled to
allow natural light to reach the trees and plants in Ruth Ewan’s Back to the Fields (2015-22).
The objects are neatly arranged around the room’s perimeter: this is not a garden, but a

timepiece, with each object representing a day in the French revolutionary calendar.




Each month’s name reflects its nature, expressing the revolution’s ideals: Thermidor for
summer heat, Germinal for spring, Pluvidse for late winter rains.

In some ways, Radical Landscapes feels un-Tate-like, despite drawing on an extraordinary
collection of British art — from Constable to Paul Nash and Tacita Dean. It has a scrappy
informality that is a far cry from the slick blockbuster’s cool institutional hauteur. It’s effective.
This nimble, responsive tone is well suited to the show’s willingness to inflame, as well as an

exploration of rebels, ravers, ramblers, and revolutionaries in the landscape.

The exhibition Radical Landscapes is on display at Tate Liverpool until September 4th.
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‘Everything comes back to the spirit of
rave’: Jonny Banger in conversation
with Jarvis Cocker and Jeremy Deller

© Jonny Banger with one of the young participants at his exhibition The Covid Letters at the Foundling Museum in London. Photograph: Ollie Grove

Whether adding a Nike swoosh to NHS T-shirts or asking kids to
draw their feelings on the government's Covid letters, the work
of Jonny Banger blurs the line between art, fashion and
activism

onny Banger is something of a free spirit with his fingers in many

pies. As well as his fashion label Sports Banger, which makes witty

slogan T-shirts, sportswear and occasional catwalk fashion

collections, he’s started the Heras record label, set up food banks,
joined political protests, had a club residency and organised raves and club
nights across the UK. He creates a scene around himself, so a variety of
people gravitate to him. It’s like Warhol’s Factory but on London’s Seven
Sisters Road, and with a better duty of care.

Maybe more surprisingly, and closer to home, he also reminds me of William
Morris, the Victorian designer and philosopher. Morris was very ambitious
for his art and what it could achieve. He believed in the sanctity and
centrality of art to everything in his life, that beauty was something that
everyone should have and wasn’t just for the rich. Morris was electrified by
Marx and became a pioneer socialist, and I think that Jon has that spirit
about him.

« 'Everything comes back to the spirit of rave’: Jonny Banger in conversation with Jarvis Cocker and Jeremy Deller », in The Guardian, 8 mai 2022



© Sports Banger's Lucozade dress.
Photograph: Henry Mills

Whether adding a Nike swoosh to NHS T-shirts or asking kids to
draw their feelings on the government’s Covid letters, the work
of Jonny Banger blurs the line between art, fashion and
activism

onny Banger is something of a free spirit with his fingers in many

pies. As well as his fashion label Sports Banger, which makes witty

slogan T-shirts, sportswear and occasional catwalk fashion

collections, he’s started the Heras record label, set up food banks,
joined political protests, had a club residency and organised raves and club
nights across the UK. He creates a scene around himself, so a variety of
people gravitate to him. It’s like Warhol’s Factory but on London’s Seven
Sisters Road, and with a better duty of care.

Maybe more surprisingly, and closer to home, he also reminds me of William
Morris, the Victorian designer and philosopher. Morris was very ambitious
for his art and what it could achieve. He believed in the sanctity and
centrality of art to everything in his life, that beauty was something that
everyone should have and wasn’t just for the rich. Morris was electrified by
Marx and became a pioneer socialist, and I think that Jon has that spirit
about him.

Jarvis Cocker: I thought it would be nice to talk to you
for this issue, because you make collections of clothes
and you also collected the Covid letters. So could we
talk and could you educate me? What are the origins of
Sports Banger?

I grew up in Colchester. My mum was a psychiatric nurse
and she got ill with leukaemia when I was 13 and died
when I was 15. Then it was just me and my brother in the
house. He was 18 and became my guardian.

I’d been bootlegging since I was 10 - my dad’s mate ran a
sports shop and I’'d make hooky T-shirts for myself on
the heat press machine or we’d sell loads of sportswear
from the warehouse at markets and car boot sales. He
went down in the end because all his stock was fake.

From doing work experience at a record shop in
Colchester I saw from the older kids how to build my
escape route: college, get a student loan, go to uni.Idid a
music production HND at Sussex uni. I didn’t finish, but I
put on my own parties in Brighton, started a record label

and worked in pirate radio. That’s where the name Jonny Banger comes



I moved to London around 2008 and worked at a record distribution
company as the warehouse kid, surrounded by all the records. Then I was at
a venue in east London, where I booked their nights, but when I was 26 I
quit. I was so depressed and skint that all I could do was eat noodles.

Around that time Tulisa from N-Dubz got nicked. Do you remember that? It
was a Fake Sheikh/Sun on Sunday sting - she was arrested on suspicion of
supplying class A drugs. So for my birthday I made myself a T-shirt printed
with “Free Tulisa”. She was a working-class girl being dragged through the
mud by the media. Everyone stopped me when I wore that T-shirt, took
photos and talked to me. I could see there was something in it, and after that
I started telling the story of my life through my T-shirts. That expanded to
become the Sports Banger range. There’s been a lot of chaos, but that’s the
thread that joins things together.

JC: It’s interesting you mention chaos. It’s something that comes up with a
lot of the collectors, that a collection imposes order. Rather than getting
engulfed by the chaos, you have a structure to hold on to.

Jeremy Deller: I think that’s what being an artist or a musician is: trying to
make sense of things around you that you’re not happy about or that
confuse you. You make art or music to deal with it, which is a very similar
impulse.

When we do fashion shows I look through all the T-shirts and we take
inspiration from them. The show pieces are just drawing the narrative in a
different way. What’s good about Sports Banger is that it joins lots of
different worlds and influences.

O Sport Banger's take on inflatables fashion, February 2022. Photograph: Henry Mills



JD: How did you make the move from T-shirts to fashion collections?
T-shirts are the fun tokens that pay for everything we do. They come from
the bottom, from the rave, and travel upwards. When I got my first studio on
Seven Sisters Road, the previous tenants had just been shut down by SO15
counter-terrorist squad. I signed the contract flanked by portraits of Che
Guevara and Tito. There was a brothel on the next floor, so it was quite
awkward with people pressing the buzzer marked “BANGER”.

Next door was Tottenham Textiles, this co-working space for textile workers,
and Luis who runs it opened my eyes to how clothes actually get made.
Pattern-cutters, grading, overlocker machines. So from there we could use
the T-shirts as cue points to inspire collections of clothes. Like,  made a
“Team Nigella” T-shirt in response to the 2013 press campaign against Nigella
Lawson during her court case, but I also collected every newspaper story
throughout her ordeal, scanned and printed them on to fabric, and used that
material to make a kimono-style parka for the 2020 collection.

JC: In your last collection you had a Lucozade dress and that really chimed
with me. Lucozade used to be something you took to ill people in hospital
and it wasn’t until I went to raves when I moved to London that I
encountered people who drank it because they’d been up all night. Without
them, Lucozade would have died as a product.

Yes - Lucozade sponsored my last show. The production costs were going up
and up so I bootlegged a load of Energy T-shirts because I needed something
to sell immediately after the show and I thought that would be a goer.

Two weeks before the show we’d spent so much that I got in touch with
Lucozade and asked if they wanted to sponsor it. They came on board two
days before showtime, which was wicked. Lucozade is a British institution -
that bottle! There’s only a few bottles on the market that are iconic. The
colour and the shape are so distinctive.

JD: Being at that fashion show reminded me of being in
clubs. It’s emotional when you see something like that.
It was also quite confrontational - especially the dancers
wearing the Boris Johnson, Matt Hancock, Priti Patel,
Rishi Sunak and Jacob Rees-Mogg Spitting Image masks.

N\ What was the collection called?
\ The original title was Honestly, We Can’t Afford It. We

O The Sports Banger T-shirt
created in 2015 to support junior
doctors. Photograph: Sports
Banger

were going back and forth, wondering why we were
doing this fashion show. Then I said: “Because the
people need it!” So the title became The People Deserve
Beauty. It did feel like we were taking a load of money
and throwing it in the bin just for half an hour of joy. We
don’t make the clothes we present at the shows to sell in
shops. We just put it on a rail and go: “That looks nice.
Maybe we’ll make it one day.”



roses given out at Banger's show The People Deserve Beauty. Photograph:

We also gave out Heras roses at the show, which were
crowdsourced. Our record label is called Heras because
that’s the name of the fencing company who put up all the barriers at
festivals. The fencing is used to prevent public access. Our records sound like
what the fence looks like - hard, obnoxious, but a design classic built for
purpose. I posted on Instagram asking for people to send in Heras logos
because you can pop them off the fencing really easily. We got hundreds so
we made roses and a showpiece corset. People sending them in didn’t know
what we were doing with them, but they just wanted to help. There’s a
beauty in that.

JD: Has the Heras fencing company ever been in touch about this?

No - people who work in their office have hit me up and said if I ever need
stationery or USBs, to just ask. They’ve sent it over and I use it as record
company merch.

I’ve had cease and desist letters from the government identity protection
team over my NHS Nike T-shirt though. I originally made that in 2015 to
support the junior doctors’ strike. That made me think about my mum’s
work for the NHS and the care she received, and I wanted to do something. It
brought up feelings about my past that I hadn’t really talked about.

The NHS is good, so I added the Nike tick to the logo. NHS = good. The sad
thing is no one would have bought the T-shirt if it just said NHS. The NHS is
free, but add the Nike swoosh and it’s worth £19.99.

I brought it back for the pandemic because of the kids’ meal voucher fiasco.
It made me really angry. I’'ve been that kid, picking up child benefit money,
raised on income support and then disability benefits when my mum was too
ill to work; my parents split up when I was four.

We sent up daily food deliveries to ICU staff at six local hospitals and also set
up a food bank at a primary school using money from the T-shirt sales.
Honestly, if you can throw a rave, you can throw a food bank.

All through this, I got emails from the government identity protection team,
so in the end I had to make the T-shirt disappear. I got one email from Nike
which was clearly from an automated image-tracking website so I contacted
Nike direct to see if they meant it. I got a phone call from their head office the
next day, saying I had an unofficial “licence to swoosh” and asking for my
details so they could send a silent donation for the work I was doing.



JC: Tell me about the Covid letters...

They’re the best things we ever did. It came about because someone got in
touch to say their NHS T-shirt arrived in the same post as their Boris letter.
They said: “One of these is going in the bin.” T just thought we could do
something better with that letter. I posted on Instagram: “If you received one
of these and you’re under 16, draw on it and let us know how you feel.” It
went from there. It was just an off-the-cuff action but I got so many replies.
Every kid who sent a drawing in got a bootleg, pirate Blue Peter badge that I
made and a certificate.

Parents told us that the act of defacing that letter let them have their first
conversations with their children about government, welfare and the NHS.
At the private view at the Foundling Museum, there was great energy, people
laughing and talking to one another. It felt like the smoking area at a rave.

JC: That feeling is what makes things, especially activism, fun. You don’t
want to walk around with a serious face, and it confuses people if you’ve
having a laugh.

We got Caro Howell, director of the Foundling Museum, to write the name of
our last fashion show on all the invitations, because she’s got beautiful
handwriting. So she came here and wrote “The People Deserve Beauty”
loads of times and told us about Hogarth’s The Analysis of Beauty and the line
of beauty while she did it. I didn’t know any of those references.

JD: Rave in its widest sense infuses everything you do. Is that spirit of rave
important to your work?

Yes it is. [ host at raves. Hosting is different from rapping - I'm saying the
same stuff that your mate’s saying in your ear, but I’'m on stage with a
microphone and a cigarette. I used to be a DJ when I was 16 and got to the
semi-finals of the UK Battle for Supremacy. Everything I do comes back to
the music and that spirit of rave. I think people feel a duty of care at a rave: if
you see someone having a bad time you check if they’re all right. There
weren’t raves during the pandemic, but the duty of care didn’t stop.

That’s what’s good about Sports Banger, it joins all these different worlds and
influences. From ballroom dancers from Paris to drag queens, grime artists,
indie kids, bricklayers and party ravers. You’ve got five-year-olds wearing our
T-shirts and 85-year-olds. And everyone in between.



A new Tate exhibition explores Britain’'s
rustic and radical landscapes

Sign up here for your chance to win a pair of free tickets

Radical Landscapes,
Tate Liverpool
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Over the course of the last century, British landscape art has documented often-overlooked social histories
and cultural communities, as well as the existential threat of the climate crisis. Tacita Dean has enshrined
the countryside in large-scale photographs such as Majesty and Jeremy Deller has reimagined its features

in neon green, while artists such as Claude Cahun have explored its relationship to the human body.

All of these artists feature in a new exhibition at Tate Liverpool, titled Radical Landscapes, which brings
together works of contemporary art that engage with the country’s rural spaces. Also including
photography by Ingrid Pollard, film by Tanoa Sasraku, and digital art by Gustav Metzger and Yuri
Patterson, the show reimagines the land “to present it as a heartland for ideas of freedom, mysticism,

experimentation and rebellion”.

Amid more than 150 works, Radical Landscapes additionally features two new commissions by Davinia-
Ann Robinson and Delaine Le Bas, whose English-Romany heritage is interwoven with themes of trespass
and climate change in Rinkeni Pani (Beautiful Water). Both artists’ work appears alongside Ruth Ewan's

Back to the Fields, a "living installation” that fills the gallery with plants, fruits, and farming tools.

Radical Landscapes is now open at Tate Liverpool, and Dazed has partnered with the Tate to offer 10 pairs
of free tickets to readers. Sign up below for a chance to get your hands on a ticket, and take a look at the

gallery above for a glimpse at the work featured in the exhibition.

« A new Tate exhibition explores Britain's rustic and radical landscapes », in Dazed, 6 mai 2022
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Radical Landscapes at Tate
Liverpool: the battle to reclaim the
countryside

An exhibition at Tate Liverpool depicts our green and pleasant land as
a place of constant conflict, from the Kinder Scout Trespass to the New
Age Travellers

A detail from ‘"The Cornfield’ by John Nash (Photo: Matt Greenwood/Tate)

It is symptomatic of how deeply embedded in the British psyche our relationship with
the countryside (real or imagined) is that so much of this exhibition has the potential to

infuriate.

At Tate Liverpool, landscape - that most well-mannered of art genres - is pictured as a
site of conflict, activism and magic, and an embattled space for groups at the social

margins.

While there are a few paintings of rolling hills - and Tacita Dean’s magnificent portrait
of an ancient oak tree, Majesty (2006) - the focus is on the cultural contributions of road

protesters, ravers, right-to-roamers, travellers, peaceniks and pagans.

Hettie Judah, « Radical Landscapes at Tate Liverpool: the battle to reclaim the countryside », in i news, 10 mai 2022



The show starts in excellent, punchy spirit with Jeremy Deller’s faux road sign reading
“(A303) Built By Immigrants”. Deller repositions Wiltshire - home to the ancient
gathering sites of Stonehenge and Avebury, and, more recently, a county that voted
“Leave” in the EU referendum - as a landscape shaped by arrivals from continental
Europe, whether Beaker people in the Bronze Age, or transport engineers in the

present day.

The opening section looks at ownership of - and access to - the landscape, with a 1970s
TV clip of critic John Berger discussing Gainsborough’s Mr and Mrs Andrews (1750) in

terms of ownership, exclusion and the Enclosure Acts of the 18th century.

The Acts allotted “common” land, but it was not always held in common. Greenham
Common in Berkshire, famously, was requisitioned by the Ministry of Defence, and

became a base for US nuclear weapons during the Cold War.

Shown here are documentary photographs, stitched banners, and other art works

relating to the Greenham Women’s Peace Camp (1981-2000).

Beside protest art by Peter Kennard, and the horrifying skull-like Atom Piece (Working
Model for Nuclear Energy) (1964-5) by Henry Moore, this section on the militarisation of
the landscape also carries a short animation from 1950 teaching farmers how to protect

livestock from nuclear fallout.

In the years after the First World War, many yearned to escape urban space and
commune with the land. In the south of England, a group of artists and suffragettes
formed the distinctly eccentric Kindred of the Kibbo Kift in 1920, a proto-hippy, anti-

militaristic alternative to the Boy Scout movement.

The Kindred had distinctive futuristic uniforms, and were interested both in the
therapeutic qualities of camping, and in the mystic aspects of the landscape

represented by menhirs, dolmens and cromlechs.

The Trespass led to arrests, but ultimately to the establishment of the National Parks in
1949, and development of long-distance footpaths. Included here as a historical aside, it
is a reminder of the different kinds of radical action the landscape has provoked: even
the gentle pastime of rambling is possible thanks to the fighting spirit of an earlier

generation.

Only four years after the Trespass, artists were being commissioned to promote the
health benefits of hiking. The landscape as a healing space is a phenomenon we have

felt keenly over the past two years.

One of the most tranquil works is Illuminating The Wilderness (2019), a collaborative film
made by Project Art Works. Neurodiverse artists, their carers and families explore a
Scottish glen, the camera passed from hand to hand. It’s a rare chance to be immersed
in the sounds and textures of a landscape, and a sharp reminder that many have never

accessed it.
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Tate Liverpool present Radical Landscapes, a major exhibition showing a century of landscape art revealing a
never-before told social and cultural history of Britain through the themes of trespass, land use and the
climate emergency.

The exhibition will include over 150 works and a special highlight will be Ruth Ewan’s Back to the Fields 2015-22, an immersive
installation that will bring the gallery to life though a living installation of plants, farming tools and the fruits of the land.

This will be accompanied by two new commissions by Davinia-Ann Robinson and Delaine Le Bas. In Rinkeni Pani (Beautiful Water) 2022, Le
Bas explores her English-Romany heritage to engage with themes of trespass and climate change. Davinia-Ann Robinson'’s installation Some
Intimacy 2022 combines salvaged clay and sound to powerful effect.

Expanding on the traditional, picturesque portrayal of the landscape, Radical Landscapes will present art that reflects the diversity of Britain's
landscape and communities. From rural to radical, the exhibition reconsiders landscape art as a progressive genre, with artists drawing new
meanings from the land to present it as a heartland for ideas of freedom, mysticism, experimentation and rebellion.

Radical Landscapes poses questions about who has the freedom to access, inhabit and enjoy this ‘green and pleasant land'. It will draw on
themes of trespass and contested boundaries that are spurred by our cultural and emotional responses to accessing and protecting our
rural landscape.

Key works looking at Britain’s landscape histories include Cerne Abbas 2019 by Jeremy Deller, Tacita Dean’s Majesty 2006 and Oceans Apart
1989 by Ingrid Pollard. Ideas about collective activism can be seen in banners, posters and photographs, such as the Greenham Common
Women's Peace Camp banners by Thalia Campbell and video installations by Tina Keane.

Reflecting on shared customs, myths and rituals, the exhibition emphasises how artists have reclaimed the landscape as a common cultural
space to make art. Interrogating concepts of nature and nation, the exhibition reverses the established view to reveal how the countryside
has been shaped by our values and use of the land. Key works looking at performance and identity in the landscape include Claude Cahun’s
Je Tends les Bras 1931and Whop, Cawbaby 2018 by Tanoa Sasraku, while the significance of the British garden is seen in works such as Anwar
Jalal Shemza's Apple Tree 1962 and Figures in a Garden 1979-81 by Eileen Agar.

« Tate Liverpool launches major summer exhibition, ‘Radical Landscapes’ », in The Guide Liverpool, 4 mai 2022



The exhibition will also consider how artists and activists have created works that highlight and question human impact on the landscape
and ecosystems, shining a light on the restorative potential of nature to provoke debate and stimulate social change. Radical Landscapes will
feature works that reflect on the climate and its impact on the landscape including Gustav Metzger's dazzling Liquid Crystal Environment 1965
(remade 2005) and Yuri Pattison's sun[set] provisioning 2019.

Radical Landscapes will be presented within an immersive, environmentally-conscious exhibition design by Smout Allen that creates a
dynamic dialogue with the artworks. The exhibition will be complemented by a new publication, with contributions by leading and upcoming
writers, campaigners, naturalists, environmentalists and social historians, offering a wide variety of voices on the subject of landscape.

A diverse public programme will accompany the exhibition, taking place online, throughout the gallery, across the city and beyond into the
great outdoors throughout the summer.

Radical Landscapes is curated by Darren Pih, Curator, Exhibitions & Displays, and Laura Bruni, Assistant Curator, Tate Liverpool.




The Saturday Paper MARCH 26 - APRIL 1, 2022 | N° 392

THE INFLUENCE

Back to Back artistic director Bruce Gladwin
found the brilliance of the ordinary in Jeremy
Deller’s re-enactment of the battle between
striking British miners and the police. By Kate
Holden.

Bruce Gladwin

Part of Jeremy Deller’s installation The Battle of Orgreave (An Injury to One is an Injury to All), at the Hayward Gallery, London, in 2012, and Bruce Gladwin (below).
CREDIT: MARK BLOWER (ABOVE), CHERINE FAHD (BELOW)



Bruce Gladwin has been artistic director of Back to Back - a
groundbreaking ensemble of disabled and neurodiverse performers
-since 1999. He’s an artist, writer and performance-maker as well
as winner of the 2015 Australia Council for the Arts’ Inaugural
Award for Outstanding Achievement in Theatre. After decades of
acclaimed stage productions such as Food Court (2008), Ganesh
Versus the Third Reich (2011), The Shadow Whose Prey the Hunter
Becomes (2019) and a television drama, Oddlands (2017), Back to
Back’s latest production is the feature film Shadow (2021). This
week, the Geelong-based Back to Back was awarded the
International Ibsen Award, which honours an individual, institution
or organisation that has brought new artistic dimensions to theatre.

Gladwin chose to speak about The Battle of Orgreave, a 2001 work of
film, photography and archival items by British artist Jeremy Deller,
who invited original participants of a landmark conflict between
striking Yorkshire miners and police in 1984 to join re-enactment
societies in re-creating the event.

So, tell me about this piece.

I had the opportunity to go to the Tate Modern in about 2005. I
remember looking at Andy Warhols and Joseph Beuyses and
wandering into this room that was not spectacular at all. It had a
collection of items like notebooks and schedules and some
costumes. There was a video of documentation about The Battle of
Orgreave. | started watching it and as I entered into it, I was struck
by the brilliance of the concept and really taken with the idea of it as
a piece of community theatre.

It exists now in these ephemeral documentations of costume and
notebooks and a film, a documentary film. What sits at the centre of
it is this idea of capturing what was a real event in a community that
still has a living memory of it and allowing that event to - in a way -
happen again, and for everyone to be involved in it. The miners who
came and involved themselves in the re-enactment societies, some
of them chose to play policemen, and some of the policemen
involved in the original incident chose to play miners. The use of re-
enactment societies as the methodology for the playing of the
theatre - these are people who’ve played the English Civil War, or a
Roman battle - I just love the idea that they were dressing up in
1980s clothes and throwing plastic rocks at police. It also elevates
the sense of the political: this moment in Thatcher’s Britain when
the unions were broken. I'love how it elevates it to this idea of
“war”: a war between two distinct entities, which in this case is the
police force and the miners, but it could have been the Athenians
and the Spartans.



It’s a synecdoche ror a wider contlict, 11ike a one-act play.

And the documentary is great, it captures the process. The footage
of the actual performance is incredibly real, but what the
documentary focuses on is the rehearsal, which is a beautiful
illustration of theatre, in that theatre is very temporal and has this
limited lifetime; the artwork is sat in that moment. But it’s also a
very slow-moving illusion, so we get these great moments of the
miners surging and striking the police shields - you go, “This looks
so authentic!” But then they cut to the rehearsals, talking about the
logistics of it, the miners coming together, working with the re-
enactment societies, rehearsing, working out the health and safety
issues, the rules of engagement. Watching this as a piece of theatre
would have been quite slow and fragmented. You'd be watching
people dropping in and out of character. What Jeremy did was create
a space for all of that. There isn’t a designated audience for it that
we see, but the performers in the re-enactment groups, the miners
who play themselves or play the police, the police playing miners:
they’re spectators within it as well. They get to see themselves in it,
and they’re both spectators and spectacle.

Improvisation and workshopping are hallmarks of Back to
Back. Was Deller the “director” do you think, or something
more like an “artistic director” or facilitator of a company, as
you are?

I'm really struck by his deconstruction of authority within the piece.
He brings in a re-enactment society and other experts, historians, to
be reference points. But when you see him in the midst of
rehearsals, documenting it himself and following it around, he
basically throws his hands up in the air and just says, “It’s got a life
of its own, I'm just following it like everyone else.” So he’s kind of an
audience member in his own work. Ilove that. I quite like work
where there’s an element of chaos. Back to Back made a work called
Small Metal Objects in 2005, which was made for Flinders Street
Station: the audience sits in a tribune with headphones on and the
actors are radio-mic’d and are playing a story about a drug deal that
goes wrong in a public space, in the midst of the concourse. No two
shows are ever the same: some shows we’d have a trainload of
racegoers who've just got off from Caulfield, walking through the
performance in taffeta, holding their high heels, really drunk. The
show is so robust it can tolerate that, and in a way it made the show
so much better, that it was so open to that sense of randomness and
participation and spontaneity. I think Deller just jumped off the cliff
really, and my admiration is for his total abandonment to setting
this up, getting other people to essentially direct it, and the artwork
is the placing of the idea within the community, and people
embracing it. ’'m sure he worked really hard to make it happen, but
I’'m drawn to his capacity to let go of control.



I wonder how interesting that documentary would be if the re-
enactment didn’t take place, if it was just those former police or
miners talking about the incident. It’s the fact that we learn, as we
watch the documentary, that this is happening again. They have the
opportunity to return to it. It’s in the archive of recent memory. That
gives it such life.

The curation and making of this re-enactment dignifies the
recent; we too are important enough to be in history. And it
takes place in a domestic world: a small village, blokes in
denim jackets, a grassy slope. It’s not a grand battlefield. A bit
like your station concourse.

I liked the deconstruction of the miners’ union leadership talking
about the processes - “this happened and then this happened” -
which then became like a script, and then the re-creation of it
becomes like a kind of ritual of re-creation. Which is very theatrical.
It’s like bringing the different elements together: you can’t just
throw them together; you have to build it. I liked seeing the process
in the documentary of how you co-ordinate a performance of over
800 people.

Even my experience of first coming across the work is very theatrical
in itself: there I am, thinking it’s one thing and then, it’s almost like
I'm dismissing it, “It’s not as good as the last gallery space, what is
this?” - and then I just have this transformational experience, a
revelation, and with it comes this kind of catharsis, I see its
brilliance. Because it’s so ordinary and domestic, and it’s
spectacular. @

This article was first published in the print edition of The Saturday Paper on Mar 26,
2022 as "Bruce Gladwin'".
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“It was important to be
positive”: Jeremy Deller on
his New Statesman cover o o e
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The original artwork for
Michael Sheen'’s guest edit
of the magazine, “A Dream
of Britain”, references

William Blake’s Albion Rose
and tie-dye clothing.

By New Statesman

Illustration by Jeremy Deller

his week’s cover illustration is by the Turner prize-winning artist Jeremy Deller, who is best

known for work that explores British history, politics and pop culture — from Sacrilege, his
bouncy-castle replica of Stonehenge (2012), to Everybody in the Place, his 2018 acid-house
documentary.

Deller’s map was inspired by William Blake’s ink-and-watercolour Albion Rose, a naked colossus
standing in a cloud of rainbow-coloured light. “It’s the last thing you see in the current
Stonehenge exhibition at the British Museum,” Deller said. “And you could argue that British
psychedelia gets invented with that image. It could be an album cover from 1968, 1967.”

Working with his long-time collaborator Fraser Muggeridge (who is a descendant of the New
Statesman co-founder Beatrice Webb), Deller experimented with paints to create a “blended,
dynamic, fantastical” map, before intensifying the colours on screen, creating a flare over
Plymouth, a burst of gold over Northern Ireland. “It’s a hopeful, optimistic interpretation,” he
said, “almost tie-dye. Its the kind of image you might disappear into if you were under the
influence.”

What Deller sees is different from what you see: he was diagnosed as colour-blind as a child. The
same goes for British identity, he says: it is personal and shifting, and not to be dictated. Nor is
this map’s beauty incidental: “It was important that it be positive, at an incredibly negative
moment in European history.”

This cover was commissioned for Michael Sheen’s guest edited issue of the New Statesman, “A Dream of
Britain’, on sale from 25 March.



‘Testament’ Questions the Moments We
F R I E Z E Memorialize

A new exhibition at Goldsmiths CCA, London, invites 47 artists to propose solutions to that
reliably problematic artform, the monument

BY TOM MORTON IN EXHIBITION REVIEWS, UK REVIEWS | 17 MAR 22
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AR An exhibition born of an assignment, ‘Testament’ at Goldsmiths CCA tasks 47 UK

and UK-based artists with creating ‘proposal works’ reflecting on that reliably
problematic artform, the monument, against a national backdrop shaped by Brexit,
COVID-19, the Black Lives Matter movement and looming ecological crises. This
curatorial format is not entirely unprecedented: in 2007, the smart and melancholy
show ‘Memorial to the Iraq War’, at London’s Institute of Contemporary Arts,
solicited proposals for works commemorating George W. Bush and Tony Blair’s
disastrous military adventurism in the Middle East. Still, ‘Testament’ is an
undoubtedly timely exercise. Recent campaigns for the removal of numerous
historic public sculptures and direct actions to this end (notably the sinking of a
bronze statue of the slaver Edward Colston into Bristol Harbour by antiracism
protestors in 2020) demand a rethinking of the monument, and how it might be

proofed, if at all, against hindsight’s searching glare.

Amelioration is at the heart of several artists’ proposals. Rabiya Choudhry’s
painting The Lost Ones (2021) depicts a towering, candle-shaped beacon that
testifies to the universal experience of loss, while also lighting a dark urban street,
making it safer for the vulnerable to walk alone with their thoughts. Abbas Zahedi’s
Police Book Exchange (2022) provides shelves of literature (including works by
Fyodor Dostoevsky and George Orwell) selected by local residents to expand the
intellectual horizons of London’s cops. In his video A proposal for a parakeet’s
garden (2021), Adham Faramawy offers a welcoming environment to a population
of migrant birds who have made the British capital their home, an example of

hospitality to new arrivals that the UK government would do well to emulate.

Tom Morton, « ‘Testament’ Questions the Moments We Memorialize », in Frieze, 17 mars 2022



CULTURE WAR
MEMORIAL

A memorial to family and friends who have been radicalised
and lost to us through disinformation and conspiracy theories.
It will take the form of an apparently bottomless sink-hole.

Abbas Zahedi, Police Book Exchange, 2022, installation view. Jeremy Deller, Culture War Memorial, 2022, installation view.
Courtesy: the artist, Goldsmiths CCA; photograph: Rob Harris Courtesy: the artist, Goldsmiths CCA; photograph: Rob Harris

Ghislaine Leung’s inflatable public house, 385cm/600cm (2021), might be read as a
monument to the pub’s place in the British psyche as somewhere different tribes
come together in a warm, beery fug. Such communal leisure was, of course, put on
pause during the coronavirus lockdowns, when social media replaced social life for
many. Nearby, Jeremy Deller’s plaque Culture War Memorial (2022) proposes
commemorating those fallen to ‘disinformation and conspiracy theories’ with ‘an
apparently bottomless sink hole’. Some might feel that this short text work
illuminates our current epistemological crisis; others that it resembles a (perhaps

somewhat smugly) humorous Tweet, reverberating in an online echo chamber.

The title ‘Testament’ suggests at once the giving of evidence, the profession of faith
and the passing on of a material legacy, and the strongest works in the exhibition
touch on all these things. An ecclesiastical-looking shroud stitched from black, gold
and violet silk — Elizabeth Price’s Renderer for an unspecified statue (2022) - is
intended to be draped over monuments that have fallen from grace, obscuring their
surface detail while preserving a ghostly echo of their form. Such a gentle, wholly
reversible intervention might satisfy neither conservatives nor iconoclasts, but it
poses an important question: are the meaning and power-relations we perceive in a
given art object nothing more than temporary adornments, subject to change, or

are they inherent and perpetual?

Roger Hiorns exhibits a series of protestors’ placards damning the UK
government’s handling of the 1990s variant Creutzfeldt-Jakob Disease crisis, giving
raw and vivid context to his written proposal for Pathways (2007-ongoing): a
memorial to 177 young people who died from the degenerative brain disease. The
artist envisions a modest sheet of sterling silver, installed in a quiet spot near the
Houses of Parliament, which the victims’ family and friends are encouraged to
anoint with scents that remind them of their loved ones, creating brief bursts of
olfactory presence and more permanent stains. The evanescent, yet slowly
accretive beauty of this repeated gesture is determinedly non-monumental - that’s

to say, exactly what a 21st-century monument should be.
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Nan Goldin, Jeremy Deller and more are
selling prints for Ukraine

ART & PHOTOGRAPHY - NEWS

Solidarity Prints is the print sale raising money for artists under threat
in Ukraine

18th March 2022

Text Dazed Digital

Artists at Risk print
sale (2022)

11 IMAGES

A newly-launched print sale is giving art-lovers the opportunity to buy prints by acclaimed artists who have

donated work to benefit the artists in Ukraine. Solidarity Prints — which is now live — includes open editions

by an amazing array of artists, writers, and image-makers including the likes of Nan Goldin, Jeremy Deller,

Miranda July, Doug_Aitken, and writer Lynne Tillman.

Launched by activist, non-profit organisation Artists At Risk, the initiative is part of the organisation’s
ongoing project of providing support to art practitioners at risk of persecution all over the world. Solidarity
Prints raises money for artists in Ukraine and affected neighbouring countries, and all proceeds will directly
help facilitate emergency travel, shelter, and financial support for endangered members of the art

community.

Take a look through the gallery above for a glimpse of the prints for sale.

Solidarity Prints is live now and the first round is scheduled to run until April 30 2022

« Nan Goldin, Jeremy Deller and more are selling prints for Ukraine », in Dazed digital, 18 mars 2022



Jeremy Deller, “Druid ceremony at Stonehenge” (2018) Druid ceremony at
Stonehenge , 2018 © Jeremy Deller, 2022



S Stonehenge, Sacrilege and the spirit of spring equinox

Stonehenge, Sacrilege and the spirit of spring equinox

The neolithic monument has been the subject of speculation, books and even an
inflatable artwork by Jeremy Deller

Photography: Weird Walk

Over 1,000 Druids and Pagans are expected to descend on Stonehenge in Wiltshire to observe
the spring equinox on 21 March 2022. The ancient ritual goes back over 5,000 years and

celebrates spring as the advent of rebirth, fertility and new beginnings.

For those that come to witness the event, the connection to our ancient culture - and
ancestors, who monitored astronomical phenomena at the site - is still worth celebrating. As is

the speculation about Stonehenge's primordial meaning and significance.

Antiquarians and archaeologists in the 17th and 18th centuries believed the structure to be a
Druid temple while historians in the 1960s proposed Stonehenge was an ancient ‘computer’
used by our ancient ancestors to predict lunar and solar eclipses. Socio-political theories have
cast the ancient stone circle as a meeting point for a confederation of pre-Celtic chiefdoms.
Post-millennium historians have argued Stonehenge memorialises the dead, the permanence

of its colossal 25-ton stones representing the eternal afterlife.

« Stonehenge, Sacrilege and the spirit of spring equinox », in The Spaces, 18 mars 2022



Photography courtesy Weird Walk

Photography courtesy Weird Walk

It's even posited that Stonehenge was the original prehistoric ‘wellness’ centre - a place of
healing with magical 30-ft-tall bluestone columns, spotted with brilliant white stars of quartz;

the Lourdes of primaeval Europe.

What is certain is that, while most of the theories have been dismissed over time, Stonehenge
holds a significant place in our island’s history and remains a compelling space full of mystery

and power.

Artist Jeremy Deller has frequently mediated on the ancient monument. He transformed

Stonehenge - which can only be viewed at a distance — into a giant inflatable bouncy castle,

where the audience can climb, jump and play. In 2018, he also published his book Wiltshire B4

Christ, exploring notions of mysticism, Pagan symbolism and British identity accompanied by

photographs of Stonehenge and neolithic sites across the UK by David Sims.
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‘Sacrilege 2012’ by Jeremy Deller, installed at Oakley Court in Windsor. Photography: Thomas Lyons



‘Magic Circle’ features psychedelia-tinged images taken at the 2021 winter solstice which
capture the sense of enchantment and optimism inherent to Stonehenge - a phenomenon that

still holds value in our modern world.

‘Sacrilege 2012’ by Jeremy Deller return to Oakley Court this Easter while ‘Magic Circle”is

available online now.

ing equinox
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Photography: Thomas Lyons

Photography: Thomas Lyons
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Vogliamo Tutto: alle 2 2
OGR di Torino, 13 G

artisti in mostra sul
tema del lavoro

MOSTRE
di redazione

Dalle lotte degli anni '70 al precariato di oggi, la storia contemporanea del
lavoro, raccontata dalle opere di 13 artisti in mostra alle OGR di Torino: ce ne

parla il curatore, Samuele Piazza
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Jeremy Deller, Hello, today you have day off, 2013. Installation view of the exhibition Vogliamo
tutto. Una mostra sul lavoro, tra disillusione e riscatto at OGR Torino, 2021.Ph. Héctor Chico /

Andrea Rossetti for OGR Torino



E I'ambito che scandisce i nostri tempi e i nostri spazi quotidiani, che da una forma alle
esperienze e plasma le aspettative. Cambia piu rapidamente di quanto sembri a prima
vista, si adatta agli strumenti di ogni epoca, che contribuisce a sua volta a mettere a
punto. Pud essere pilu 0 meno sicuro ma troppo spesso é rischioso sotto vari punti di
vista, per molti & precario, per alcuni addirittura gassoso, volatile. Insomma, & il lavoro, un
termine che pud essere vissuto e definito in moltissimi modi dal significato anche
contrastante e a raccontarlo attraverso I'arte sara “Vogliamo tutto. Una mostra sul lavoro,
tra disillusione e riscatto”, mostra a cura di Samuele Piazza, con Nicola Ricciardi, in
apertura il 25 settembre 2021 alle OGR di Torino e visitabile fino al 16 gennaio 2022.

Kevin Jerome Everson, Century, 2012. Installation view of the exhibition Vogliamo tutto. Una mostra sul lavoro, tra
disillusione e riscatto at OGR Torino, 2021. Ph. Héctor Chico / Andrea Rossetti for OGR Torino. Courtesy OGR
Torino



Locus omen, visto che le Officine Grandi Riparazioni erano uno cei lucghi d’eccellenza del lavoro e,

ancora cggi, le attivita continuano a fervere, producendo “materiali" diversi, leggeri come le idee ma, in
fondo, fisicamente impegnativi: basti pensare alle installazioni che hanno transitato per questi spazi, da
William Kentridge a Trevor Paglen, passando per Monica Bonvicini, tra gli altri artisti impegnati nelle

grandi dimensioni. L'importante, insomma, & adattarsi ai contesti in continuo mutamento, trovando nuove
modalita di narrazione. Per esempio, nel caso di guesta mostra, una playlist liberamente ispirata ai temi
affrontati sara ascoltabile sul prefile Spotify di OGR Torino. Inoltre, sulla pagina Youtube sono visionabili
vari filmati dedicati alle opere esposte, realizzati in collaberazione con I'lstituto dei Sordi di Torino.

“Vogliamo tutto”™ prende il titole da un romanzo dell'artista e scrittore Nanni Balestrini pubblicato nel
1971. Il libro racconta 'autunno caldo della Torino del 1969, in una lettura animata e partecipe dei
cambiamenti della societa italiana di quegli anni. La mostra indaga la condizione contemporanea, senza
preporre soluzioni definitive ma invitando i visitatori a un ripensamento della propria pesizione nello
scenario lavorativo contemporanec. In mostra le cpere di Andrea Bowers, Pablo Bronstein, Claire
Fontaine, Tyler Coburn, Jeremy Deller, Kevin Jerome Everson, LaToya Ruby Frazier, Elisa Giardina
Papa, Liz Magic Laser, Adam Linder, Sidsel Meineche Hansen, Mike Nelson, Charlotte Posenenske.
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Installation view of the exhibition Vogliamo tutto. Una mostra sul lavoro, tra disillusione e riscatto at OGR Torino,
2021. Ph. Héctor Chico / Andrea Rossetti for OGR Torino. Courtesy OGR Torino

Nel mondo occidentale di oggi, come sono state riformate le lotte e le richieste degli anni Settanta? In che
modo il lavoro e la sua deregolamentazione all'interno delle dinamiche neoliberiste hanno influenzato la
capacita di lottare per i diritti? In una societa in cui il lavoro e il tempo libero spesso non hanno piu
distinzioni, e dove la pandemia di Covid-19 aggiunge ulteriori sfide ogni giorno, ha ancora senso volere
tutto? Sono alcune delle domande intorno alle quali ruota la mostra. Ci dice di piu Samuele Piazza.



LaToya Ruby Frazier, The Last Cruze, 2019. Installation view of the exhibition Vogliamo tutto. Una mostra sul

lavoro, tra disillusione e riscatto at OGR Torino, 2021. Ph. Héctor Chico / Andrea Rossetti for OGR Torino.
Courtesy OGR Torino

Da quali esigenze d'indagine & nata la mostra “Vogliamo tutto” che riflette sulla “trasformazione del
lavoro nel contesto post-industriale e digitale®? Come questo progetto espositivo si colloca nella
programmazione delle OGR?

«La mostra nasce da una serie di riflessioni che sono connaturate ad un luogo come OGR. Un grande
complesso sorto a fine ottocento e frutto della prima rivoluzione industriale. Le officine, con i loro
monumentali spazi rimangono un testamento di quell’epoca, e delle persone che hanno abitato questi
luoghi.

Il passato della struttura fornisce costanti stimoli per la programmazione della parte artistica di OGR: la
scultura di William Kentridge, Procession of Reparationists, che accoglie i visitatori dalla riapertura di OGR
(commissionata dal Castello di Rivoli e prodotta da Fondazione per I'Arte Moderna e Contemporanea
CRT) & un monumento dedicato agli operai e alle operaie delle OGR.

Se penso alle mostre di Monica Bonvicini o Mike Nelson che abbiamo prodotto in OGR, queste erano
profondamente legate a riflessioni sui cambiamenti sociali in atto, frutto di una transizione e di una
evoluzione di modelli produttivi e di consumo. Lo stesso vale per la mostra di tino Sehgal.

Allo stesso tempo, le OGR rimangono oggi un’officina, frutto di una nuova rivoluzione nella produzione e
ad un nuovo apporto delle tecnologie al dibattito sull'innovazione: le OGR Tech sono un luogo di lavoro, e
rappresentano un centro di eccellenza per la cosiddetta quarta rivoluzione industriale, quella guidata dai
Big Data».



Da quale punto di vista viene osservata questa trasformazione e a che cosa si riferisce il “tutto” di
cui si parla nel titolo?

«|| “tutto” a cui noi facciamo riferimento nel titolo & molto meno facilmente identificabile del “tutto” cui
aspiravano gli operai in sciopero nel '68: orari piu umani, salari commisurati agli sforzi, tutele nellla
sicurezza sul lavoro, e in alcuni casi il diritto ad un reddito slegato dal salario. Tutte queste rivendicazioni
sono ancora attuali ma sono complicate da uno scenario globale in cui coesistono lotte con stadi di
evoluzione molto diversi, e in cui i limiti tra produzione e consumo o tra lavoro e tempo libero sono sempre
piu labili. Una delle sfide della mostra & proprio cercare di innescare una riflessione sulle categorie con cui
guardiamo al mondo del lavoro, e sfidare, grazie al contributo degli artisti, alcuni preconcetti».

In mostra opere di 13 artisti internazionali, quali principali filoni d'indagine di possono rintracciare
tra i lavori esposti?

«Direi che i filoni discorsivi che piu faciimente identificabili sono due: da una parte si riflette su come
affrontare i cambiamenti in atto rispetto allo smantellamento di un sistema produttivo, quello della
tradizione industriale nei cosiddetti Paesi occidentali, e come immaginare un futuro che responsabilmente
si faccia carico dei lasciti materiali, sociali e ambientali di quel modello. Il secondo filone & un’indagine sul
lavoro digitale e su come il suo avvento abbia cambiato, radicalizzato o in alcuni casi lasciato invariate
alcune questioni del mondo del lavoro».

Quali saranno i principali appuntamenti alle OGR per i prossimi mesi?

«Nei prossimi mesi avremo una serie di Public Program dedicati alla mostra: il 28 settembre parleremo con
Bifo, mentre il 2 ottobre I'artista LaToya Ruby Frazier verra a presentare il suo lavoro. In occasione degli
ATP di tennis siamo felici di presentare il lavoro di Jacopo Miliani Throwing Balls at Night, mentre in
autunno dovrebbe essere presentato il videogioco No(w)here, prodotto da OGR con Patrick Tuttofuoco e
Mixed Bags. Il 2022 invece vede un fitto calendario di nuove mostre, frutto di collaborazioni
internazionali».



Testament, Goldsmiths CCA,
review: A timely study of
monuments and their meanings

The gallery’s new show explores how our perception of public art has
shifted - and what artists today would choose to honour
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The Botanical Revolution

Centraal Museum

The Botanical Revolution
On the necessity of art and gardening
September 11, 2021-May 1, 2022

Add to Calendar

Centraal Museum
Agnietenstraat 1
3512 XA Utrecht
The Netherlands



The Botanical Revolution: On the Necessity of Art and Gardening at Centraal Museum
Utrecht has been extended to May 1. In this exhibition, contemporary artists reflect on the
ecological and metaphorical significance of gardens. What do gardens tell us about the
times we live in? In addition to contemporary artworks by Maria Thereza Alves, Sara Sejin
Chang, Jeremy Deller, Lungiswa Gqunta, Kerry James Marshall, Patricia Kaersenhout,
Jennifer Tee, Henk Wildschut and others, the exhibition offers a transhistorical perspective
through special loans of works by, among others, Albrecht Durer, Vincent van Gogh, Maria
Sibylla Merian and Tetsumi Kudo. These works reveal how deeply rooted the image is of the
garden as a mirror of society.

The garden as a metaphor for our relationship with nature

The garden has appealed to the imagination for centuries. In different cultures and religions,
the garden is associated with a harmonious and enclosed refuge, places where the cycle of
life—growth, blossoming and decay—unfolds. But gardens also reflect society. In the
garden, nature is brought under control. It is precisely in this tension between nature and
culture that the world manifests itself. The exhibition’s subtitle derives from Gerrit Komrij's
essay “Over de noodzaak van tuinieren,” or “On the Necessity of Gardening” (1990), in which
he describes how the perception of gardens throughout history has always been closely
entwined with how people view the world. In Komrij's view, the garden is a metaphor for our
relationship with nature. The way nature is shaped in gardens reveals something about
prevailing and possibly changing conceptions in society. After all, gardens are also places of
societal privilege, and the flowers and plants found there tell us something about migration
and (colonial) history.

Global warming and the COVID-19 pandemic are forcing us to radically redefine the current
relationship between culture and nature. We are forced to critically re-examine ourselves and
our own roles, not as opposed to nature but as part of it. The contemporary artists pose
critical questions about the way in which we exploit and exhaust natural resources, and
challenge us to radically reshape our relationship with the natural world. The Botanical
Revolution: On the Necessity of Art and Gardening is an investigation by Centraal Museum
and these artists to determine the deeper significance of gardens and our contemporary
relationship with nature.

Participating artists and works by: Derk Alberts, Maria Thereza Alves, Yael Bartana, Jurgen
Bey, Juliette Blightman, Abraham Bloemaert, Johannes Bosschaert, Ambrosius Bosschaert
de Jonge, Andrea Buttner, Persijn Broersen & Margit Lukacs, Sara Sejin Chang (Sara van der
Heide), Meester van Delft, Jeremy Deller, Elspeth Diederix, Stan Douglas, Albrecht Diirer, lan
Hamilton Finlay, Vincent van Gogh, Lungiswa Gqunta, Hendrick Goltzius, Rumiko Hagiwara,
Saskia Noor van Imhoff, Patricia Kaersenhout, Tetsumi Kudo, Herman Justus Kruyder, Jort
van der Laan, Hans van Lunteren, Kerry James Marshall, Maria Sibylla Merian, Otobong
Nkanga, Maria Pask, Otto van Rees, Willem de Rooij, Roelant Saverij, Jennifer Tee, Henk
Wildschut.

On the Necessity of Gardening: An ABC on Art, Botany and Cultivation

In addition to a hall booklet, a richly illustrated publication has been published in
collaboration with Valiz. In this abecedarium, the cultural-historical tradition of gardens,
artists' gardens, but also concepts such as the Anthropocene are discussed. With
contributions by: Maria Barnas, Jonny Bruce, Laurie Cluitmans, Liesbeth M. Helmus, Erik A.
de Jong, René de Kam, Alhena Katsof, Jamaica Kincaid, Bart Rutten, Catriona Sandilands,
Patricia de Vries. The publication was designed by Bart de Baets.



Annex

Persijn Broersen & Margit Lukacs , Fix the Variable, Exclude the Accidental, Eliminate the
Impure, Unravel the Tangled, Discover the Unknown, 2021 collectie / collection Centraal
Museum, Utrecht acquisition with the support of the Mondriaan Fund 2020-21
(commissioned by the museum)

The perception of nature and the construction and manipulation of the landscape play a
prominent role in the work of Persijn Broersen and Margit Lukacs. For the adjoining
exhibition space the Annex, they made a new work based on the collection of exotic plants
assembled around 1737 by George Clifford Il (1685-1760), an Amsterdam-based banker and
director of the Dutch East India Company. The Swedish botanist Carl Linnaeus (1707-1778)
classified these plants according to his own system. However, he did not necessarily base
his classifications on an objective observation of the plants, but on an idealised version. In
the video installation by Broersen & Lukacs, these individual plants come to life as a fierce
crowd and threaten to break free from the straitjacket imposed on them. Together with
concert pianist Daria van den Bercken (1979), the duo has made a compilation of musical
pieces that takes this manipulation even further. Stirring music transports us into a romantic
illusion that is abruptly broken by a protest song by the revolutionary composer Frederic
Rzewski (1938-2021), who used the piano as a tool for transformation. This video is also seen
on the LED screens on the facade of the museum.

The Botanical Revolution: On the Necessity of Art and Gardening has been extended until
May 1. The exhibition design is in the hands of design agency Formafantasma.
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Jeremy Deller

Melting moguls: life-size Rupert and Lachlan
Murdoch candles burn in Melbourne
installation

Towering symbol of power and influence melts before our eyes in work by
Tumer prize-winning artist Jeremy Deller

Tim Byrne
Sat 6 Nov 2021 06.46 GMT

f ¥y ™

Public burning has understandably had a bad rap throughout history,
from Savonarola’s late 15th century bonfires of the vanities and his own
eventual death by fire, to the Nazi student book burnings of 1933; there
is usually something ominous about fire in public places, the flicker of
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mob rule. Then again, the burning of effigies can represent an act of
political solidarity.

So what are we to make of the UK conceptual artist Jeremy Deller’s
newest installation for the Australian Centre for Contemporary Art
(ACCA), Father and Son, burning (until midnight Saturday) in St
Saviour’s Church of Exiles in the inner-city Melbourne suburb of
Collingwood? A grey life-size candle of Rupert Murdoch and son
Lachlan posed in acquiescence to the tradition of corporate portraiture,
it takes on a serio-comic ghastliness as it melts before our eyes, a
patriarchy collapsing in real time as the figures slowly drip to the floor.

A People view Jeremy Deller's Father and Son in the deconsecrated church in Collingwood. Photograph: C
Capurro

Murdoch is rather an obvious choice for the installation, as towering a
symbol of overweening media power and political influence as we can
get in our current age, and Deller’s choice of Melbourne, Murdoch’s
birthplace, is surely deliberate.

Advertisement
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The ACCA artistic director, Max Delany, sees something gentler, even
contemplative, in the work.

“It’s a work about the passing of time. We’ve thought a lot about the
play of light, how it will change as the day progresses. We’ve talked a lot
with Jeremy about the soft light of remembrance.”

Its position in the centre of the deconsecrated church feels like a
response or provocation to Michelangelo’s Pieta, which unlike this work
has the decency to tuck itself away in the nave of St Peter’s Basilica. But
then Deller’s use of the precarious medium of wax suggests a memento
mori, a reminder of the impermanence of power.

More on this topic A Turner prize-winning artist, Deller has always
‘Mum wasn't been interested in the communal nature of public
looking for

. art, in ritual and performance, and the audience’s
fame’: John e 1
Olsen’s children responses to and presence within his works make
unveil Valerie up a large part of their meaning. The specific nature
Strong'sfirstsolo  of Father and Son was kept a tight secret until the
art show e
unveiling, so the flocks of people who have come to
see it seem to have been drawn as much by the
mystery as by the chance to experience one of Deller’s famously

interactive pieces.
\
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Advertisement

The producer of Joy FM’s Saturday Magazine program, Fiona Brook,
“knew something was coming to this space for some time, and knew
that nothing could be revealed, so that’s intriguing”. As people mill
about, taking photos and filming with their phones, Brook contemplates
the pace of change in the artwork, and what it might mean politically.
“Time is running out, but like a lot of things in Australia it takes a very
long time for change to come.”

Art enthusiast Charles Lai “knew about Jeremy’s work, and I knew not
to have any expectations before coming here”.

“We tend to be cynical about the Murdochs in this country and I think
the work promotes this cynicism,” he says. The greyness of the features
suggests the colourlessness of the legacy, somehow.

|
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A Nothing will be left of Father and Son by tomorrow, other than a pond of grey wax. Photograph: C
Capurro

One of the aspects Brook and Lai both pick up on is Deller’s sense of
humour, an impression that he might just be taking the piss out of
Murdoch and his lineal pretensions. Deller has said himself of an earlier
work involving the mashing up of acid house and brass bands, “there’s
meant to be humour and absurdity in it, like in a lot of things I do”. He
avoids the merely jokey; his works seem to start out in the realm of
gimmick and subtly transform into something moving and multi-
layered.
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Father and Son review: Jeremy Deller’s pop-up
installation burns bright

By Robert Nelson
November 7, 2021 — 12.00am

VISUAL ARTS

Jeremy Deller, Father and Son, a one-day ACCA project at St Saviour’s Church of Exiles,
Collingwood November 6

Did I just witness the end of God? The Son was meant to die but not the Father as well; but in
Jeremy Deller’s spooky installation in a deconsecrated church in Collingwood, the pair of them
perish, slowly consumed by fire from their heads to their middle.

Jeremy Deller’s Father and Son 2021, a time-based sculptural installation staged by the Australian Centre
for Contemporary Art in Collingwood. CHRISTIAN CAPURRO

Staged by the Australian Centre for Contemporary Art, this one-day event by the British Turner
Prize-winning artist cast the audience into a thrall of personal speculation.
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Even behind their masks, people seemed spellbound by the walk-around spectacle: two suited
wax figures burning on a low platform, an older chap seated on a wooden chair, with a younger
one standing purposefully beside him.

As people moved around the proud pair, you could sense their puzzlement that the ensemble
will soon trickle to the floor in self-combustion. You could sense that viewers were searching in
themselves for an explanation.

It didn’t make it simpler that these monumental candles were presented as an analogy to God.
Before the audience entered the space, they passed through a makeshift narthex, where Jesus
was prominently quoted: “Truly, truly, I say to you, the Son can do nothing of his own accord,
but only what he sees the Father doing. For whatever the Father does, that the Son does
likewise”. — John 5:19

The lifelike wax figures of the two men slowly melting. CHRISTIAN CAPURRO

One reaction was to read Deller’s two figures as the original Father and Son of the Christian
narrative. Yet they didn’t look ethereal but rather like ordinary folk who might have gone to
Church in the 1960s, dressed in their Sunday best.

Who were they? And what would it mean that the effigies of the God-fearing laity are liquified?
They’re damned like the molten images of false gods so angrily despised in the Bible. The self-
destruction of the sculptures is like an image that embodies its own iconoclasm.

Because of its slow pace, the gradual immolation of father and son didn’t make people anxious.
It seemed as if father and son might be representatives of a past congregation who are
reconciled to burn close to where the altar might have stood when the building functioned for
the liturgy.
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The old man seemed contented and happily resigned, while his stalwart son looked forward,
almost confrontingly, and with a positive bearing, as if ready to march into the future. You
sensed that they were getting to an age where the son might have taken over his father’s affairs.

The event cast the audience into a thrall of personal speculation. CHRISTIAN CAPURRO

As an allegory, it’s touching for an artist to revisit the relationship between the divine Father
and Son and to acknowledge that a part of the Father must pathetically die with the Son.

But it’s also theologically awesome. There are many amazing details of the Christian God, who
is not only both the Father and the sacrificial Son but another person as well, namely the Holy
Spirit.

All of these sacred entities existed from the beginning of time. They were not created,
including the Son, because although a father is normally defined by siring a child, Jesus is
explicitly the Word made flesh; and the Word was already there from the beginning. So the Son
is not quite a son in the normal sense.

Since early times, Christians themselves puzzled over the mystery of the three coeternal
persons. Augustine, for example, asked how the Trinity can be inseparable as one substance but
also three distinct persons. On different occasions, each acts independently. Their identities
cannot be collapsed into just one, even though they constitute one Divinity.

I don’t think that Deller necessarily has any theological answers but he provides a challenging
angle on the way that fathers and sons—like mothers and daughters—are a bit interchangeable,
because a father was always once a son and reproduces his dad’s image at each stage.

The audience who formed a changing vigil while the two archetypes went down from noon into
the night may or may not have thought of the theological Son being inherent in the Father. But
watching the simultaneous melt-down, everyone was recast with a common bond, where you
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realise that you reconstitute your parents till you, too, come to an end and thus push your
parents further into the past.

Fascinating answers to perplexing questions delivered to your inbox every week. Sign up
to get our new Explainer newsletter here.
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Strong & Stable My Arse: The Ephemera Of Jeremy
Deller

John Quin , November 27th, 2021 09:14

With a show of Deller’s posters opening at Glasgow’s Modern Institute, John Quin
looks at three decades of the artist’s slyly subversive interventions

Installation view, Jeremy Deller, ‘Warning Graphic Content’, The Modern Institute,
Aird’s Lane, Glasgow, 2021. Photo: Patrick Jameson

Where have I seen that before? Walking around our major towns and cities, walking
around most of the urban world these days, entails a near second by second exposure to
a multitude of messages on walls, a near infinity of posters and graffiti markings, of

yers and stickers. Cities are littered with reading material posted onto doors,
lampposts, old phone booths, postboxes, feeder pillars, anything that furnishes our
streets. Street art: much of it banal, much of it boring. But then there are some
interventions that truly snag: stark messages that stop you in your tracks. Make you
think: who came up with that? Many are by Jeremy Deller, one of the modern masters:
he demands attention must be paid to his pithy one-liners.
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Back in April this year I saw one of his most effective examples on a trip to Glasgow.
Near a busy bus stop was a message in huge blue letters on a white background:
“Cronyism is English for Corruption”. That rang true — the way we’ve seen the
deliberate dilution of meaning, of nastiness, by the use of a seemingly benign term like
‘crony’ or ‘banter’. But it was the word ‘English’ that really shocked.

Reading that slogan near the commercial centre of the Glasgow, reading this in
Scotland, undoubtedly carried a charge. The message couldn’t help but imply, given its
location, that the political elite of England (referencing the recent allegations of cash
for peerages) are more specifically associated with venality. And in the current context
of an unstable Union such a statement couldn’t avoid appearing inflammatory. Deller’s
adage was also a short, sharp, reminder to the locals that it was the predominantly
English vote that forced a reluctant Scotland into Brexit; the Scots were 62% in favour
of Remain. And in COVID times too Deller’s poster prompted memories that
‘cronyism’ is the locution often bandied around allegations of profiteering and conflicts
of interest as regards contracts for PPE.

Deller has been making posters for nearly thirty years now and his instincts are super-
timely. His nous is sound; his methods recall the classic strategies of the Situationist
International. He uses their tactic of détournement and frequently hijacks the limp
clichés used by politicians. He then adds his own caustic spin — as with the Theresa
May-baiting “Strong and Stable My Arse” done around the time of the election in
2017. Again you’d see this on walls in London whilst wandering around, your dreamy
oblivion rudely interrupted by Deller’s reality.

Installation view, Jeremy Deller, ‘Warning Graphic Content’, The Modern Institute,
Aird’s Lane, Glasgow, 2021. Photo: Patrick Jameson

His texts make prescient calls demanding we wake up. Even in these past few days
another of his works has taken on a more poignant charge: “Thank God For
Immigrants”. We recall the likes of Dr. Waheed Arian, one-time Afghani asylum
seeker, and now a hard-pressed A+E doctor working for the NHS. Going along with
immigration there’s Deller’s obsession with Stonehenge. I remember an edition he
made a few years back (in 2013, I think) for the Glasgow International art festival, an
image of the megaliths at sunset. And he referred to the ancient construction again in
Glasgow when I was there earlier this year. On a wall on Aird’s Lane, not far from the
Clyde, was a sign that read: “Stonehenge Built by Immigrants”. This was set on a red
brick wall with the white and yellow text on a green background, the font done in
imitation of U.K. road signs.

Do I have a personal favourite? I’d go for the one that reads ‘Tax Avoidance Kills’.
Why? Because my old man was a tax inspector who rammed that maxim home as we
grew up. Schools, sewers, public transport, the NHS, family benefits, unemployment
benefits, student loans, the roads, the streets — it all had to be paid for. And if you were
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into tax fraud — if you bank, like the dodgers do, in the Caymans or the British Virgin
Islands — this meant the Exchequer had less to play with, which meant less care for the
needy. And that led to deaths: tax avoidance kills.

Going round and round on the London tube you’d also catch examples of Deller’s
work. As part of the capital’s Art on the Underground series of commissions he
combined an old picture of Gandhi with the subversive slogan (subversive given its
readers were mainly commuters in a rush from A to B): ‘There is more to life than
increasing its speed’. Sadly Deller had another disruptive work rejected by the
Underground recently, an environmentally friendly proposal. His map cover image
features a line drawing of a bicycle done in the colourings and circuit diagram style
favoured by Harry Beck, the map’s original designer. Deller’s guide was not to be
used.

Installation view, Jeremy Deller, ‘Warning Graphic Content’, The Modern Institute,
Aird’s Lane, Glasgow, 2021. Photo: Patrick Jameson

Another route of exposure to Deller’s aphorisms came through personal encounters
with the art world itself, and his own subversion of art fairs and the like. Deller has
been scrupulous at making available cheap limited editions, art that is affordable. In
October this year at the Frieze fair in London I caught sight of a door totally plastered
by some of his stickers. Those that stuck in memory read: “I love Patrick Caulfield”
and “Welcome to the Shitshow”, this on a Union Jack background. Then there was
“Farage in Prison” on an orange dot, and “I Blame Zuck” in Facebook style lettering.
All of these were found in a haphazard scatter on the door, a display that could be
glanced at but also had the firm intent to halt the viewer.

I missed my chance to pick up a copy of “The History of the World” way back in 1997,
Deller’s mind map linking Acid House and brass bands, Throbbing Gristle and 808
State, when it was on sale from Habitat. He also made limited editions with the non-
profit Studio Voltaire; again I was way too late to get a hold of one. Similarly there was
his “Roxy Music” seen back in 2010 at the Whitechapel gallery. This was an
appropriated poster of the band in their early Eno prime, a much folded affair, tatty,
with the band looking a tad scruffy and moody: faded glam incarnate.

Deller’s posters often reflect his catholic musical taste. He loves some of my own
personal favourites as with his message “I Miss The World of Twist” and another
image has their singer, the late, great, Tony Ogden in one of his action shot poses
called “He’s a Rainbow”, a reference to the band’s cover of the Rolling Stones classic.
Other posters have featured or referenced the likes of The Who, Madchester, Neil
Young, The Kinks, Can, the Manic Street Preachers, and Brian Epstein. An alternative
canon some might say: one that elevates those artists who have gone just that bit
further out than most. People like Ogden and Joe Meek, Ian Curtis and Richey
Edwards, Keith Moon and Brian Epstein. There’s a Morleyesque air of sacrifice: these
men died for you.
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Jeremy Deller Is Showcasing All His Prints and
Posters From 1993-2021

In a new joint exhibition at The Modern Institute, Glasgow and Galerie Art Concept.

Jeremy Deller is an English conceptual artist best known for

graphic prints and installations with political undertones. A
Turner Prize winner in 2004, much of Deller’s work is
collaborative and involves devaluing the often egotistical

artistic process.

As a retrospective of all his prints between 1993 and 2021,

The Modern Institute, Glasgow and Galerie Art Concept are

holding a joint exhibition, titled “Warning Graphic Content.”
Once described by critic, Mark Brown, as “a pied piper of
popular culture,” the London-based artist works across a
variety of mediums to humorously comment on complex

socio-political events.
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At the core of Deller’s practice is an interest in people. In the

past, Deller has convinced a Stockport brass band to perform

acid house music and restaged a 1984 clash between miners

and the police. “Warning Graphic Content” is on view at The

Modern Institute, Glasgow until January 22 and Galerie Art

Concept until January 15.

In other art news, Robert Irwin created a site-specific

installation at Kraftwerk Berlin.

The Modern Institute, Glasgow
14-20 Osborne St,
Glasgow G1 5QN, United Kingdom

Galerie Art Concept

4 Passage Sainte Avoye,
entrée par le 8,

rue Rambuteau, 75003

Paris, France
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Art reviews: Jeremy Deller | Cathy
Wilkes | Drink in the Beauty | Khvay
Samnang

Jeremy Deller makes his points loud and clear at the Modern Institute, while
Cathy Wilkes takes a subtler approach. Reviews by Susan Mansfield

By Susan Mansfield
Monday, 29th November 2021, 12:44 pm

Itis

World Human
Rigits Day
in Ecatepec,
Mexico, on
the 10th of

Installation shot of Jeremy Deller's exhibition Warning Graphic Content at the Modern Institute, Glasgow

Jeremy Deller: Warning Graphic Content, Modern Institute, Glasgow *****

Cathy Wilkes, Modern Institute, Glasgow ***
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Drink in the Beauty, GoMA, Glasgow ***

Cronyism is English for Corruption by Jeremy Deller at the Modern Institute, Glasgow

Khvay Samnang: Calling for Rain, Tramway, Glasgow ****

Jeremy Deller is one of those artists who is a genius at the encapsulation of an
idea, a mood, a moment, whether that’s on a billboard the size of a wall or in a
large-scale participatory project. The first ever survey show of his prints and
poster works, happening simultaneously in Scotland and in Paris, makes this
abundantly clear.
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Some of these are encapsulations themselves, documenting much larger works,
like the cards handed out by the 1,600 men in First World War uniforms who
appeared silently in city centres around the UK to mark the centenary of the
Battle of the Somme in his project We’re Here Because We’re Here. Others have
appeared as billboard ads and bumper stickers. Some are posters for exhibitions
or gigs.

Many are text works, by turns pithy, poetic and political, from the self-
explanatory More poetry is needed to the philosophical Every age has its own
fascism (Primo Levi), the succinct Strong and stable my arse, to the quirky Don’t
not eat octopus. Rock lyrics are celebrated: one poster series frames quotes from
Bowie and Cobain as if they were Bible verses (“Kurt ch.1v.2”). And some are
simply genius acts of observation, like the reproduced sign from the DJ booth in a
long-gone nightclub reminding DJs to play calming music 45 minutes before

closing time.

Installation shot showing work by Cathy Wilkes at the Modern Institute, Glasgow

Music, politics and social history are recurring themes, as is Deller’s fascination
with Stonehenge and “English Magic”. The major events of the last three
decades are chronicled, from the invasion of Iraq to the Brexit vote. If anything,
Deller’s political claws have got sharper in recent years, with good reason.
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“Welcome to the Sh*tshow” reads one sign emblazoned on a post-Brexit union
jack. A new billboard is right up to the minute with “Cronyism is English for

corruption”.

Deller is superb with details: the frontage of Modern Institute’s Aird’s Lane space
is emblazoned with “Warning Graphic Content” posters in day-glo colours.
Inside, the posters are patchworked on coloured walls, with giant post-it notes
in Deller’s handwriting explaining bits of background.

While a po-faced chronological hang would be out of step with the spirit of the
show, it would have been good to have more information on when the works
were made as so many address specific moments. It’s a kind of social history
filtered through the mind of one of our cleverest artists. However long you spend
in it, there is always more to see.

If Deller’s work is generally designed to deliver its meaning straight away,
sometimes with all the subtlety of a sucker punch, Cathy Wilkes, also currently
showing at Modern Institute, is his polar opposite. Glasgow-based Wilkes, whose
work was in the British Pavillion at the 2019 Venice Biennale, seems to grow ever
more subtle, creating delicate warps in the fabric of reality and determinedly
providing no clues to their meaning.
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Houses, Gardens by Carol Rhodes PIC: Copyright: Estate of Carol Rhodes / photograph by Ian Marshall /
Lighthouse Photography

Paintings and prints are arranged along one wall of Modern Institute’s Osborne
Street Gallery, while a handful of sculptures seem to radiate out from them. It’s
as if the human figures which have populated her tableaux in the past have
become fragmented, ethereal, a pair of ghostly shoulders, an outstretched hand.
Designed to be seen only in daylight, the whole show feels like it might fade
before our eyes.

That said, there’s something hard-edged here. Look at the tiny drops of red
(blood?) which star the floor from the wall to the first figure. In response to an
unnamed menace, there is a kind of erasure, as if the occupants of the room were
seeking to render themselves invisible. While Wilkes is adamant that any
narrative here will be the one we supply, the hazy shimmer of this show has
razor blades just below the surface.
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With the legacy of COP26 still tangible in Glasgow, its themes are still echoing
through the city’s galleries. Drink in the Beauty, a long-running show at GoMA
inspired by recent acquisitions, is also the first show marking the gallery’s 25th
anniversary. It celebrates art by women working with landscape and
environmental themes (the title comes from writer Rachel Carson), and feels like
a companion show to the excellent Dislocations at the Hunterian Art Gallery.

Carol Rhodes’ paintings and prints rarely feature people, but her underlying
concern about the human impact on the world is increasingly clear. Ilana
Halperin’s work is about geology and time; photographs of a fissure in Iceland at
the meeting of the Eurasian and North American tectonic plates seem to convey
as much about time as place. Kate V Robertson’s Better Versions are images from
newspaper ads transferred onto archival paper by biro-rubbing, leaving hazy
suggestions of idealised places.
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A still from Calling for the Rain, by Khvay Samnang

There are cyanotypes by 19th-century botanist Anna Atkins, and rain-catchers
made by Jacki Parry from hand-made papers. In a film by Jade Montserrat and

Webb Ellis, Montserrat covers her body in North of England clay, gouging it out
of the ground with her hands in a physical tussle with the landscape, an intense
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engagement by a non-white British woman with the land which might or might
not be home.

At Tramway, Cambodian artist Khvay Samnang’s new film, Calling for Rain, has
a direct environmental message. Commissioned by the Children’s Biennale
National Gallery of Singapore, and suitable for all ages, it uses mythology, dance
and impressive animal masks to create a narrative about climate change. The
film is inspired by Reamker, the Cambodian version of Ramayana, and informed
by time Samnang spent with the Chong people, an indigenous minority
threatened by land grabs and deforestation and living at the sharp end of the

climate crisis.

What we see, however, is a story. The monkey, Kiri, falls in love with the fish,
Kongea, in a world in which habitats are threatened by the selfish behaviour of
AKki the fire dragon, who grabs all the power and energy for himself. Though the
film is wordless, Samnang doesn’t hold back on images of environmental
destruction, trees being bulldozed and creatures dying as drought advances.

It saves its magic until the end, when the rain comes, both in the story and in
Tramway, in one of those moments which synthesise real and imagined worlds
and make the hairs stand up on the back of your neck. While one could argue that
rain in Glasgow is not quite the godsend it can be in Cambodia, the point is
powerfully made, and it serves as a reminder that there is a place for spectacle in
an art world which has had to operate for too long via the small screen.

Jeremy Deller and Cathy Wilkes until 22 January; Drink in the Beauty until 23
January; Calling for Rain until 6 March.

A message from the Editor:

Thank you for reading this article. We're more reliant on your support than ever as the
shift in consumer habits brought about by coronavirus impacts our advertisers.

If you haven't already, please consider supporting our trusted, fact-checked
journalism by taking out a digital subscription at
https://www.scotsman.com/subscriptions
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La galleria Art:Concept a Parigi presenta l'esposizione Warning Graphic Content. Lo spazio,
allestito sotto la supervisione dellartista, attira I'attenzione dello spettatore, lasciandolo,
pero, in una situazione di confusione e riflessione. Nella mostra sono esposte tutte le opere
su stampa dellartista Jeremy Deller, noto per la sua forte vena polemica.

Jeremy Deller (nato nel 1966 a Londra) ha studiato storia dellarte al Courtauld Institute e
allUniversita del Sussex. Ha vinto il Turner Prize nel 2004 per la sua opera Memory Bucket e
ha rappresentato la Gran Bretagna alla cinquantacinguesima Biennale di Venezia nel 2013.
Negli ultimi tre decenni ha prodotto progetti che hanno influenzato la mappa convenzionale
dellarte contemporanea.

Warning Graphic Content, riunisce tutte le opere di stampa e poster di Jeremy Deller dal 1993
al 2021, ogni poster ha la sua storia, una complessa idea alla base e una specifica tecnica di
realizzazione. La realizzazione di stampe e poster come forma darte € un messaggio chiaro e
significativo che lartista vuole inviare: una forma di arte che individua il suo pubblico nei
passanti, lontani dal mondo dellarte, senza alcuna conoscenza specifica. Questo impulso,
fondamentalmente democratico, rimane una caratteristica distintiva del lavoro di Deller
degli ultimi trentanni ed e stato I'elemento sul quale si & costruita la sua identita pubblica:
dopo aver vinto il Turner Prize nel 2004 - che ha dedicato a “...tutti coloro che vanno in
bicicletta, tutti coloro che si preoccupano della fauna selvatica, e il movimento Quaker...",
Deller divenne gradualmente il simbolo di un‘arte che combatte il mondo dellarte stesso, ad
0ggi fortemente elitista. Il desiderio di inquadrare idee, spesso complesse, in un modo che
sia leggibile e accessibile, ma mai paternalistico, dimostrano laspetto inclusivo e
collaborativo del lavoro di Deller.
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Exhibition view Jeremy Deller, Warning Graphic Content, 2021. Photo Nicolas Brasseur

Warning Graphic Content e la rappresentazione su stampa di un periodo di sconvolgimenti
sociali, culturali, politici, ecologici e tecnologici, spesso senza precedenti. La mostra
fornisce anche una retrospettiva del pensiero di Deller, una manifestazione visiva dei suoi
interessi e impegni, sempre in evoluzione e cambiamento. Combinando il poetico con il
polemico e lartistico con il mediatico, i manifesti di Deller hanno assunto una dimensione
sempre piu attuale, quasi politica, come dimostrano i suoi recenti slogan post-Brexit Thank
God For Immigrants (2020), Welcome To The Shitshow! (2019), Tax Avoidance Kills (2020) e il
nuovo Cronyism Is English For Corruption(2021).

Scrivendo nel 2012 in occasione della mostra di Deller alla Hayward Gallery di Londra, il

/

curatore Ralph Rugoff ha descritto la posizione unica di Deller: “...Deller ha cercato di
illuminare le connessioni che ci legano gli uni agli altri - spesso sfidando i nostri modi di
intendere la societa e il nostro posto al suo interno. Esplorando i modi in cui la cultura e
intessuta da reti di attivita che attraversano tutte le sfere e le categorie sociali, il suo lavoro
ha fornito un‘alternativa necessaria allo status quo dellarte contemporanea, e una spinta
necessaria di energia per mettere in discussione e re-immaginare come diamo senso al
monda”. Questo tipo di messaggio € ben esplicito nella mostra alla Galleria Art:Concept, che
nel cuore dei Marais crea uno spazio artistico, comprensibile da chiunque abbia modo di

visitarlo.
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NEWS

A JEREMY DELLER
EXHIBITION IS OPENING
THIS MONTH

From acid house to modern politics and beyond

THIS

BRIAN CONEY
MONDAY, NOVEMBER 8, 2021 - 14:25

f v ©

A new exhibition by Turner Prize-winning artist Jeremy Deller is opening this month.

Simultaneously running at Glasgow’s Modern Institute and Art: Concept in Paris from 6th
November until 22nd January, Warning Explicit Content compiles all of the London artist’s
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print and poster work from 1993 until the present day.

Titled in reference to the explicit content warning that featured on the covers of many 1990s
albums, the exhibition will trace Deller’s trajectory from creating work centering on rave and
acid house to more directly political output.

Deller’s 2019 documentary Everybody in The Place: An Incomplete History of Britain 1984-
1992 explored rave and acid’s impact on ‘80s Britain. Featuring rare and unseen archive
materials, it uprooted “popular notions of rave and acid house, situating them at the very
centre of the seismic social changes reshaping 1980s Britain.”

A new multi-media exhibition exploring Coventry’s house music scene runs from 11-28th
November.

Elsewhere, a photo exhibition recently captured the euphoria of the ‘90s free party
movement.

Topics
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LARTISTE JEREMY DELLER LIVRE
SES CONSEILS POUR PRODUIRE
UNE GUVRE NFT

Entretien avec l'artiste Jeremy Deller, qui va produire sa premieére ceuvre NFT
et la proposer ensuite aux encheres en collaboration avec I’édition internationale
de The Art Newspaper. 11 livre ici ses conseils aux artistes qui veulent créer une
ceuvre NFT.

Propos recueillis par Tom Seymour

Tom Seymour, « L'artiste Jeremy Deller livre ses conseils pour produire une oeuvre NFT », in The Art Newspaper Daily, 26 mars 2021, pp.7-10




De nombreuses applications de portefeuille de cryptomonnaies sont facilement
disponibles sur Apple et Android pour acheter et stocker des cryptomonnaies.
De nombreux portefeuilles - comme BitPay, Bither et Unstoppable, par
exemple - sont congus spécifiquement pour les traders de Bitcoins débutants
et inexpérimentés, et peuvent guider les utilisateurs en répondant a leurs
interrogations sur les «frais d’essence », 'impact environnemental, ou encore
les problémes de sécurité et de confidentialité. Certains portefeuilles offrent
une sécurité renforcée au-dela d’un simple courriel et d'un mot de passe, avec
une phrase d’accés de 12 mots de type appel-réponse (également appelée phrase
d’amorcage). Pour ceux qui sont intéressés par ce protocole de sécurité renforcée,
Metamask est le portefeuille qu'il vous faut.

Un autre portefeuille qui mérite d’étre mentionné est Fortmatic (Magic), qui

ne nécessite pas la mise en place d’une phrase d’amorcage, un utilisateur peut
simplement se connecter avec un e-mail et un mot de passe. Le portefeuille créera
et stockera la phrase d’amorcage pour vous, sans que vous ayez a la voir ou &

la stocker.

Comment acheter des cryptomonnaies pour votre portefeuille ?

Vous pouvez acheter des cryptomonnaies avec des monnaies fiduciaires
traditionnelles, telles que le dollar américain, 'euro ou la livre sterling, aupres
d’une bourse de cryptomonnaies telle que Coindesk. Pour les ventes en peer-
to-peer, vous achetez normalement de la

«crypto» aupres d’'un vendeur en activité qui

cherche a vendre de la crypto en créant un « LA PLUS CONNUE EST NIFTY GATEWAY,
nouvel ordre d’achat. Une fois qu;: le paien;ent UNE PLATEFORME DE CRYPTOMONNAIES
convenu a été recu par virement bancaire, la

crypto sera envoyée via un « compte séquestre PU'I A FAIT I'ES“G ROSTITRES EN a
aveugle » a votre portefeuille numérique. Vous HEBERGEANT" LA VENTE AUX ENCHERES
étes alors libres d’échanger la crypto que vous DE L'GGUVRE DE BEEPLE PAR CHRISTIE'S »

avez achetée avec d’autres cryptomonnaies

ou contre des devises fiduciaires. Binance est

la plus grande bourse de Bitcoin au monde,

tandis que BitForex est la bourse de cryptomonnaies la plus active. BitMEX est
la principale plateforme d’échange peer-to-peer. Ramp vous permet facilement de
recharger votre solde de cryptomonnaies avec de la monnaie fiduciaire via une
carte de crédit ou de débit ou a partir d’Apple Pay.

Comment choisir la bonne plateforme ?

Cela dépendra en grande partie de votre expérience ou de votre capacité a naviguer
a travers les nuances des cryptomonnaies, de ce que vous voulez réaliser en
collectant et en échangeant des cryptomonnaies, ou de vos priorités concernant
des questions telles que I'assurance, les cofits ou les problémes de sécurité et de
confidentialité.

Posez-vous la question suivante : étes-vous dans une optique a long terme

ou souhaitez-vous négocier a court terme ? Avez-vous l'intention d’amasser
rapidement une armée de NFT, de vous lancer sur un nouveau marché ou de
jouer le jeu des contrats a terme, comme un négociant en actions traditionnel ?
Le fait d’avoir une stratégie initiale déterminera les plateformes qui vous
conviennent le mieux.

Les grandes plateformes comme Binance offrent des politiques d’assurance-dépéts
particuliérement solides pour protéger vos investissements. Elles bénéficient
souvent d’une protection intégrée de la Federal Deposit Insurance Corporation.



D’autres, comme Coinbase et Paxful, offrent des fonctions de sécurité de premier
ordre, comme la technologie d’authentification a deux facteurs ou avec phrase
d’acceés, qui vous protégeront contre le piratage ou I’'hameconnage. Il existe
également des plates-formes plus petites, connues pour leur facilité d’utilisation,
comme Changelly ou Coinmama, qui, bien qu’elles soient susceptibles de facturer
des frais plus élevés ou d’offrir une protection moindre & long terme, sont plus
faciles & utiliser pour le trader NFT novice qui souhaite s’y initier. Mais la plus
connue est Nifty Gateway, une plateforme de cryptomonnaies fondée en 2018,

et qui a fait les gros titres dans le monde entier en «hébergeant » la vente aux
enchéres de 'ceuvre de Beeple par Christie’s.

Y a-t-il des frais cachés ? Et qu’est-ce qu’un frais « d’essence » ?

Pour les non-initiés, oui. De nombreux nouveaux collectionneurs se sont retrouvés
rapidement a court d’argent apres avoir été victimes de frais de conversion

entre différentes formes de devises ou d’autres frais de plateforme obscurs qui
interviennent au moment de I'achat et de la vente.

Mais les cotits réels proviennent des frais dits d’« essence ». Sur la plupart des
plates-formes NFT, les opérateurs doivent payer I’énergie nécessaire au calcul -
ou les «frais d’essence » — pour traiter les transactions sur leur blockchain. Et,
comme les écologistes n'ont pas manqué de le souligner, ces frais peuvent étre
considérables.

« SUR LA PLUPART DES PLATES-FORMES 5o pener s ortiste s son s,
NFT I.ES OPERATEURS DOIVENT PAYER 1e recours au principe du «lazy minting »,
L'ENERGIE NECESSAIRE AU CALCUL - OU LES 1= production de The Last Day n'a pas
IIFRA'S D ESSENCE“ _ POUR TRAITER I.ES neceSS}te’d «essence ». Cependant,

une fois I'ceuvre vendue, son transfert
TRANSACTIONS SUR LEUR BLOCKCHAIN » a un nouveau propriétaire nécessitera
48,14 kilowattheures d’énergie de
traitement sur la plate-forme Ethereum.
Cela équivaut a 1,63 jour de consommation électrique pour un foyer américain
moyen. [Jeremy Deller a également limité son édition & un seul exemplaire afin de
maintenir un faible impact environnemental].

Que se passe-t-il lorsque vous produisez une ccuvre ? Comment fonctionne

un dépot?

Le processus de production de votre ceuvre est peut-étre la partie la plus simple

du processus, et n'est pas différent du téléchargement d’une vidéo sur YouTube

ou d’'un MP3 sur Spotify. En monnayant votre ceuvre, vous faites en sorte qu'elle
devienne un jeton non fongible, ou NFT, doté de ses propres métadonnées uniques

et tracables. En fait, vous vous assurez que votre création a une provenance
tracable. Vous créez un actif unique qui peut désormais étre vendu et possédé.

En «déposant » votre ceuvre, vous annoncez votre intention de la proposer aux
encheéres sur la blockchain. Pour bien «lancer » votre ceuvre, on pourrait penser
a utiliser les bons vieux moyens de communication - un titre accrocheur, une
histoire a vendre, une campagne sur

les réseaux sociaux, une stratégie de

presse, peut-étre méme un article «EN MON NAYANT VOTRE GUVRE, VOUS FAITES

dans The Art Newspaper. EN SORTE QU'ELLE DEVIENNE UN JETON NON
. FONGIBLE, OU NFT, DOTE DE SES PROPRES

Que se passe-t-ilapréslaventede  METADONNEES UNIQUES ET TRACABLES »

loeuwvre ?




En créant un NFT, vous vous

assurez que la propriété de cette

création est enregistrée sur une blockchain, un registre numérique décentralisé,
totalement transparent et impossible & manipuler, qui sert de preuve publique de
la singularité de votre création. Les métadonnées uniques liées a votre NFT sont
consultables sur un Grand Livre, de sorte que tout le monde peut les voir. Une
fois que vous avez trouvé une personne intéressée par l'achat de 'ceuvre, elle est
libre de faire une offre via la blockchain. Si vous acceptez I'offre, la transaction
sera enregistrée publiquement, la propriété du NFT sera transférée, et 'identité
du propriétaire ainsi que les détails de la transaction seront enregistrés sur la
blockchain. Vous pourriez alors vous réveiller et découvrir que vous étes un crypto-
millionnaire fraichement émoulu. Il ne vous reste plus qu’a trouver comment
échanger votre crypto contre de la monnaie fiduciaire avant d’acheter votre billet
d’avion pour Palawan !
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James Imam and Alex Marshall, « Giving Hope, and a Place to Mourn: Memorials to the Pandemic », in nytimes.com, 22 février 2021









Benoit Lamy de la Chapelle, ‘Everybody in the place.Clubbing as an antidote to the contemporary art institution?’, in 02 revue no.0295, winter 2020-
2021






Constatons qu’au méme moment, la culture club et rave des années 90 connait un regain
d'intérét chez les artistes et les acteurs de I’art contemporain, celle-ci arrivant a point
nommé pour un milieu socio-professionnel ne sachant comment se délier des contraintes
de son systéme institutionnel. Une pléthore d'ceuvres d’artistes, d'essais critiques ou
d'expositions attestent du renouveau de cette culture et de l'attrait « cool » que peuvent
avoir des clubs emblématiques sur la communauté artistique globalisée. Il semble alors que
I'art contemporain voie dans la culture club un format idéal de résolution de sa « crise
institutionnelle ».



Benoit Lamy de la Chapelle, « Everybody in the place. La culture club comme antidote a linstitution d'art contemporain ? », in 02 revue no.0295
hiver 2020-2021



Jérdme Dupont, « Le monde d'aprés par le monde d'avant » , in Horsd'ceuvre, n°45, juin- décembre 2020, p.6



Rosanna Greenstreet, « Jeremy Deller: ‘Who'd play me in a film? Worzel Gummidge’ », in The Guardian, 27 juin 2020



Hettie Judah, “Jeremy Deller: ‘| don't make art to relax™, in inews.co.uk, 18 mai 2020



Adverissment

Alot of his spring has
consequently been spent
rolling posters and pack ng
them into postage tubes quite
acontrast ta the same period
last year. Belween January and
March 2019, in fair weather
and foul, Del er was put in
Parliarment Square filming
pratestors ahead of Britain's
praposed exil from the
Furopean Union. The resulting film was tiled Patin’s Happy, reflecting the
influence of Russia Today and “alternative” news sources shared across social

media among Deller's pro-Brexil intervieviess,

‘Tnank Goa For Immigrants” was sparked by mermaories of thase conversatians
in Parliament Square - in what now seems an alien world of mass gatherings. "l
was thinsing anaut the people | met last year who were very far right
characters" he says. "l wonder how they're “eeling about all this, if they get sick
berause they're of an age where they would get < ok - and then got tendec by

penple who are immigrants?”



You can watch Putin’s Happy online - it makes for depressing viewing. Deller is
happy to make his films available for free (this is not a common sentiment
among artists - access to video work is usually tightly controlled to maintain an
aura of precious scarcity.) As well as Putin’s Happy, you can also find the
magnificent video portrait of wrestler “Exotic” Adrian Street, So Many Ways To
Hurt You (2010-2012) which was on show at the Barbican’'s Masculinities
exhibition. He has also posted the long gestating documentary (made with
filmmaker Nicholas Abrahams) Our Hobby Is Depeche Mode, which explores
the devotion inspired by the British band among fans in the former Soviet
Union and Iran as well as back home in the UK.

Fandom has long nterestec Celler - not least (to return to our theme] for the
art and exprassion of belonging that accomoanies it. For an early project - The
Lses of _ teracy (1997) - De er handed cut flyers inviting fans of the Manic
Street Preachers to suomit art fcr an exhibit on dedicated to the band.

There is sorething about the honest, heartfelt earnestness ¢f teenage fan art
that fascinates him. Writing abcut The Uses of Literacy in the past he has

descr bed the “specific moment,” the art was made "before these ycung people
might go to art ccllege... Itis like catching these artists in the » purest form.”

Deller's own adclescencein
South Lordcn was, by his own
account, rather less inspiring.
“This lockcowr reminds me of
whatit was like when lweas a
teenager becausea | didn't
really gc out much,” ne
admits. “1 didn't nave 2 zocial
life, it was uneventful, to put it
mildly. | justramamber at &
carrain age the thing you'd
look forware o woule dbe having a bath in the 2vening. It was that dull. This is
not teo diss milar: it was just watching telly and oseing in my room a lot.”




While De er has been admiring the public output around b m, he has “ounc
himself szalling. He has become celebrated for works involving mass
particioation, such as Ihe Battle of Orgreave (2001,) whicn restaged a bruta
clash between police and pickets dur ng the 198Us miners’ strikes, and the
living memorial to the Battle of the Somme, We're here because we're here
(2C16.) It's hard to iImagine when oublic warks ¢n this scale rught be
commissioned ags n.

“Work has dned up. tverything has been put off for a year. And It dcesn't seem
that important what we dc - what | do - compared to what else 1s happening.”
he admits, disarmingly. "It just makes you realise wnere your priorties are and
you~ use: your social use maybe 157t cuite what you thought it was." For Deller,
for whom art 1s the day to day, creativity I1s nc escape: “I dor't make art to
reax.”

Actually ne has sall been working, just not at his usual rate. If you live in Nortk
or kast London, you mmay have spotted black posters pasted out and about
reading “lax Avoidance Kills." They're stark and sombre as a government
health warning. These are Deller's own contributicn to the on-street
exh/oitions, a far cry from the usual hearts and rainbows. “lhat was a reaction
to all these mctivational, positive messages that were being posted up,” he
says. " wantec something that was almostunpleasant, a very plain funereal
loc«<ing ooster, and | ust chuck that cne cut as a thought.”

Deller is concerned that calls for public positivity - and the resulung tide of
cosy, upbeat “we're all in this together” acs and messaging - risks plac ng
undertying injusaces cut of sight.



e's planning a new film work
imusic and a dancer are
inve ved, but he'll say no
more). He's also thinking of
Issuing another ooster around
the time of the summer
solstice. Last year Deller
passed the sclstice with the
druids at Stonehenge - an
eventthat on a gocd yea-
draws 25,00C pecple - and
collaborated vath the fasmicn brand Ar es on a campaign to “Make Archaeology
Sexy Again”.

Ihe solstice 1es in with his interest in mass gathenngs, rituals and alternative
communities. For an arast so engaged with the puk!ic sphere, often working
collaboratively, this has been an unusually introspective ame for Deller. Thank
God, then, for other pecole’s art.









Matt Turner, «Losing control of the Nightclub: Everybody in the place», The Brooklyn Rail, 1st May 2019



Nosheen Igbal, “Anti-Brexiters say it loud.. with Remain T-shirts, towels and mugs” in theguardian.com, 13 April 2019






Thom Waite Old, «Jeremy Deller's new artwork simply reads ‘Farage in Prison’, DAZED, 30/03/2019






«It's not Brexit but it's art, asks new London show», Hurryiet Daily Show, 15/03/2019




My Art Guides

Milan - Interviews

Please, Jump on 1t!:
Interview with Jeremy Deller
and Massimiliano Gioni

During the somewhat soggy opening of Jeremy Deller’s
Sacrilege, a bouncy-castle Stonehenge, at CityLife
sculpture park in Milan, we interviewed both the British
artist and curator Massimiliano Gioni to find out more
about the installation and the collaboration

with Fondazione Trussardi.

The installation will be erect until Sunday, April 15th.

With Sacrilege, Deller brings to the heart of Milan a life-
size inflatable reconstruction of the archeological site of
Stonehenge — anicon of British culture and heritage,
and a UNESCO World Heritage Site since 1986.

Deller believes in the devaluation of artistic ego through
the involvement of other people in the creative process
and this gentle approach of his was evident throughout
our interview with him as he hastily encouraged all
passers; the young, the old, two legs or four to get
involved, jump and play on the inflatable.

Meeting the artist: a rainy interview with Jeremy Deller

Lara Morrell: Well in true British style let's start by
talking about the weather, how perfectly aptitis? (It has
been pouring with rain in Milan for the last few days)

Jeremy Deller: | know, brilliant isn't it?! I'm soaking and
we've spent the whole morning mopping and trying to
empty the thing of water, you should jump on and have a
go! (Jeremy interrupts our talk to usher a passerby and
her dog onto the inflatable Stonehenge). Sorry, but the
whole point is that people interact and play on it, thats
what its all about, for people to enjoy it.

L.M.: Could you tell us a little about the title — why
Sacrilege? Is it perhaps a way of covering your back?

J.D.: Perhaps yes, but that's what | called it back in 2012
and that's how it stayed, people seem to like it. At the
time | thought people may think turning a pre-historic
site in to a bouncy castle sacrilege, so to ward off any
criticism | called it just that.



L.M.: ‘A wecek or so ago you handed out posters to
cemmuters in stations n Loacon anc Liverpocl with
instructions on how to delete their Facebook profiles.
Now in the light of yesterday's Marx Zuckerburg hear ng
could you tell us some more about this intervention?

J.D.: Backin Jaauary | made a red t-shirt with a six step
instruction an how to delete your Facebaok account for
an opening party at Kettle's Yard. this was befcre the
Cambridge Analyt ca scandal broke, then in its wake | was
cemmissioned by the Rapid Response Unit News to make
posterg, they ware printad or pink paper and handad out
in Liverpocl and Lendon anc also on the walls of the
Faceboo<'s London headquarters.

The Rapid Response Unit is a Liverpool based cuitural
experiment whicih encourages artist to respond creatively
to glotal events, believing in public engagement and free
distribution.

L.M.: My Art Guides |8 based in Verice, you represented
Britain in The British Pavilion for the Bisnnale in 2C13
with English Mag ¢, how hasg yvour v sion of Britain and it's
ever weirder status changec since then, regarding Brexit
for example? What was your experience of Vericae lke?

J.D.: Weow, that’s a dig cuestion and | need mcre time te
think about it, but the show woule be a lot different
today, the country is ever more divided and bizarre.
Howavarir one of the rooms ir the paviiien there is a
reference to our relationship to Russia, with William
Morris throwing a luxury yacht belorg ng to Romar
Abrameovich nto the Venetiar lagoon. | had a greattime n
Venice and the show was a great success, peaple reacted
really well to it.

L.M.: On the topic of Brexit have you heard about the
Brexiters proposal for the ‘Museum of Sovereignty’' a
museum of Brexit leading to galleries displaying a
selection of your old school friend Nigel Farage's tweed
jackets.

J.D.: No | haven't heard about it, but | think its a brilliant
idea, it will demonstrate just how absurd they all are!

From the curator’s perspective: a few questions for
Massimiliano Gioni

Lara Morrell: How did the collaboration with Jeremy come
about? When did you two start working together?



Massimiliano Gioni: Jeremy and | go back & leng way, we
started working together for the firet time ir 2004 in San
Sebastian when he organised ane of his first parades and
then we collaborated in 2006 at the Eerlin kieanals and ir
2009 at New Museum. We met again at the Venice
Biennale in 2013 where he was not in the intsrnationa
show but in the British pevilion which was aven grester,
its a frierdehip and long-lasting callaboration and we
wanted to orirg the piece to Milan since he irstalling itin
Blasgow and London. It tock some time to make it happen
on a practicel lavel because the city has strict regulations
that orohibit the erection of any sort of structure in
pub'ic green spacas. So we finelly founc a way te do it
becausa this park technica ly deesn’t belong to the city
yet &8 it's in transition between orivate ownership (those
who built CityLife) 2nd the city. 30 it was because of this
trangition period it was possible to have access, it's a
techn cality but it also demcnetrates the patience Jeremy
hes when realising a project anc it worked cut wall as its
a etrange and interesting cortext and it happens to be
near miart.

L.M.: Why this specitically this piece of hie? Is thers any
kind of underl ng message to the piece in this contaxt?

MG: I den't even know it he had this in mind in 20° 2, but
certain y this piece sadly becomes more relevant taday
when certain ideas o nationalism and populiem
apprepriate these types of symbols with xenephobic or
nationalistic messages, that was what | read in hic p ece
but | don' kncw if this was what ha hac in mind. In Italy
this typo of magery is very much asscciated with the
mytn cf aricing, which are regarded with suspicion, even
in England as well. We had this occasicn to work togethar
in Milan end we took it and we'll most probably work
together again nthe future. Typical y with the foundatior
during Miart we hold smaller projects like this, not it
terms of scale, but smaller in ambition, one-off unique
projects.

L.M: Any Milan highlights to suggest for the visitors of
Milan Art Week?

M.G: This is the kind of thing you do not want to disclose
to the press! Ok, let me think...This is not meant to be self
serving but what | do love about the Trussardi Foundation
is that in a sense it has become a compass for the hidden
history of the city tracing the different places where we
have held exhibitions, for example two years ago in an
abandoned art deco public bath near Porta Venezia we
held a show by Sarah Lucas, Albergo Diurno - that's a
really amazing space but can be accessed during special
openings only (currently it is closed).

Lara Morrell

Lara Morell, «Please, Jumpon it! : an interview with Jeremy Deller and Massimiliano Gioni», in myartguides.com, avril 2018



Deller's “How 10 Latve Facebook” Nywrs were posted al Facubook's UK headguariers in the British cepital, end 2,000 orignal
prnts were handod out & Two hoaviy trafMoked commuter s1a%ons in London and Uiverpaol. The straightiorwand inetructons
catal 5 meps 10 deleting your acsount, Inclacing the varicus parsward and captcha code hoops you have to jump through 10
o 0.

The action, Arst reparted in y . " & ; "
wmmmmm B o intervention that's part of & Li-vpoo'-boud Leoo0t calked w
Ung tinslSawwsniiecposl comd)” a publc newsroom that has artist-cormapandaents reaponding 8o the newa i real tima.
Farmer Guardien [ournelist Mark Dones 15 the Dureau «di10r, He said in & sTalement Thal 1ha posters ore “sell-axplanaory.”




Cadly, Deller bas nol actually dedaled Ms own Foacebook account. He 100 armnel News Thet b “trad o Tew pears ogoe bul ws
Qontused by 1he progess.” adding that he hasn't posted 1o the 00l Network enoe 2010, S50, Mere's a1 Wast one pearson who
will baneét {ram hiz pasters.

Naom! Rea
Associste Eclior Londan

Naomi Rea, «Turner Prize-Winning Artist Jeremy Deller Has Launched a Campaign to Help People Quit Facebook», in news.artnet.
com, 22 mars 2018



“Part of The Good Readers, in Le Modéle,
FRAC Bretagne, 2017”

Sharon Kivland

Keith Piper’s On the Seven Rages of Man is a potent exploration of Afro-
Carribean identity and experience. Based around seven casts of the artist’s
head, it was first exhibited in Sheffield in 1984 but part of the work had been
lost. The artist responded to the invitation to revisit it. The heads have been
mounted on totem poles with statements on plaques attached to each one with
painted canvasses behind.

“The project has been interesting for him,” observes the curator. “His politics
have changed since 1984 (when he was 24) and what has happened in the
country has changed a lot.”

An installation by Hester Reeve (on behalf of the Emily Davison Lodge, a
contemporary reconvening of the activist group originally established after the
funeral of the suffragette campaigner). Though best known for her fatal protest
at the Epsom Derby, one of her other exploits was to hide in a broom cupboard
in the House of Commons overnight on the day of the census in order for her to
be registered there. A broom cupboard has been constructed to house Reeve’s
video.

Sharon Kivland, an artist who divides her time between Sheffield and Paris, has
produced an installation referencing the French Revolution in which a pack of
foxes with red Liberation caps and copies of Das Capital in their mouths
surround the figure of Marianne, the historic symbol of the French republic.

Hope is Strong continues at the Millennium Gallery until June 10..

lan Soutar, «Showing the power of art to challenge injustice», in sheffieldtelegraph.co.uk, 15 mars 2018




It's Nice That



Laura Snoad, «Jeremy Deller designs protest flag for 14 American art institutions», in itsnicethat.com, 1er mars 2018






«Creative Time Raises Artist Jeremy Deller’s Pledges Of Allegiance Flag At 14 Cultural Institutions Nationwide», in broadwayworld.
com, 28 février 2018
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Nicholas Trembley, «Striptease, activism and contemporary art, interview with Cecilia Bengolea», in numero.com, 14 février 2018




Actions: The image of the world can be different

A group show featuring new and existing work by 38 artists. The exhibition follows a two-year redevelopment of the
Cambridge gallery by Jamie Fobert Architects, including new gallery and education spaces which complement the

uniqueness of the Kettle's Yard House and collection. The exhibition will include site-specific works across Cambridge.

The exhibition is inspired by a letter Naum Gabo wrote to Herbert Read in 1944, in which Gabo reasserts the potential of
art as a poetic, social and political force in the world and his belief that “the image of the world can be different”.

Actions brings together work across a variety of forms and media made by artists of different generations, from the
emerging to the renowned. The exhibition features work by 38 artists including nine new commissions by Rana Begum,
Jeremy Deller, eL Seed, Idris Khan, Issam Kourbaj, Harold Offeh, Melanie Manchot, Cornelia Parker and Caroline Walker.

Lead image: Nathan Coley. The Same for Everyone, 2017. Originally commissioned as part of the Aarhus 2017 -
European Capital of Culture. Courtesy Studio Nathan Coley and Parafin, London. © Aarhus 2017

Duration 10 February 2018 - 06 May 2018

Times Tuesday — Sunday 11am — 5pm

Cost Free

Venue Kettle's Yard

Address University of Cambridge Castle Street Cambridge CB3 OAQ, ,

+44 (0)1223 748 100 / mail@kettlesyard.cam.ac.uk /

Contact http://www.kettlesyard.co.uk/

«Actions: The image of the world can be different», in artlyst.com, 10 février 2018



What does music look like?









Clive Martin, «What does music look like?», in CNN edition, 24 janvier 2018






Daisy Bowie-Sell, «Graeae piece to feature in 14-18 NOW WWI centenary», in whatsonstage.com, 22 janvier 2018




«Prague exhibition presents American, European videoart», in praguemonitor.com, 19 janvier 2018







Eddy Frankel, «From Life review», in timeout.com, 7 décembre 2017






James Pickford «Cambridge university’s Kettle's Yard gallery to reopen in 2018», in Finalcial Times, 22 novembre 2017



Yuri recorded passages from Martin Luther King's speach for the Metro network in Newcastle € courtesy Wunderbar



«Moving art: Martin Luther King's words echo around Newcastle», in The Art Newspaper, 15 novembre 2017







Jeremy Deller's "Battle of Orgreave"

«Jeremy Deller’'s «Battle of Orgreave»», in In Your Pocket, 10 novem bre 2017



Miranda July in conversation with
Jeremy Deller

«Miranda July in conversation with Jeremy Deller», in jaredschiller.co.uk, 30 octobre 2017







Alexia Guggémos, « Une FIAC 2017 festive, entre décoration et spéculation », in huffingtonpost.fr, 21 octobre 2017



frieze

[isten: Ali-
Monuments
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INTERVIEW, Ralph Rugoff « Talks Listen: Alt-Monuments : Jeremy Deller, Antony Gormley and Adam Pendleton ask how should we
commenorate histary in public? »,_frieze.com, 6 octobre 2017



Le collectif au coeur

de la Nuit blanche 2017

Sous le commissariat de Charlotte Laubard, Paris s’appréte
a faire samedi 7 octobre sa Nuit blanche. Une édition placée sous
le signe du collectif. Par Philippe Régnier

m— Samedi, Paris fera sa Nuit blanche. Cet événement ultra-populaire
réunit chaque année prés d’'un million de personnes qui parcourent la
capitale a la découverte d’ceuvres que des artistes ont souvent congues
spécialement pour 1'événement. Lancé en 2002, ce rendez-vous féte cette
année son quinziéme anniversaire, avec un site Internet dédié. Au gré de
ses éditions, la Nuit blanche a été placée sous la direction de la fine fleur
des commissaires d’exposition francais : Jean Blaise en 2002 et 2005 ; Ami
Barak, Pierre Bongiovanni, Robert Fleck, Camille Morineau,

CET EVENEMENT Suzanne Pagé et Gérard Paquet en 2003 ; Ami Barak, Hou
ULTRA-POPULAIRE Hanru et Nicolas Frize en 2004 ; Nicolas Bourriaud et Jéréme
REUNIT CHAQUE Sans en 2006 ; Jérome Delormas et Jean-Marie Songy en
ANNEE PRES 2007 ; Ronald Chammah et Hervé Chandés en 2008 ; Alexia
D’UN MILLION DE  Fabre et Frank Lamy en 2009 et 2011 ; Martin Bethenod
PERSONNES en 2010 ; Laurent Le Bon en 2012 ; Chiara Parisi et Julie
Pellegrin en 2013 ; José-Manuel Gongalves en 2014 et 2015 ;




SUITE DE LA PAGE 07 et Jean de Loisy en 2016. Au total, ce sont aussi plus de
3 000 artistes qui ont été conviés a 1’événement.

Cette année, le programme a été concocté par Charlotte Laubard, ancienne
directrice du CAPC musée d’art contemporain de Bordeaux, qui enseigne
aujourd’hui a la Haute Ecole d’art et de design de Genéve (HEAD). Elle a
aussi cofondé la société suisse des Nouveaux commanditaires sous 1’égide de
la Fondation de France. La commissaire a imaginé un parcours qui se déploie
dans deux quartiers : le centre de Paris, sur la rive droite, autour des Halles ;
et le nord de la ville, de la gare de I’Est jusqu’au boulevard des
Maréchaux. D'un point de vue artistique, cette édition innove
en ce sens qu’elle fait la part belle aux collectifs. Performances LA COMMISSAIRE
et vidéos seront donc a I’honneur. Ainsi, PEROU propose de A IMAGINE

) T . . UN PARCOURS
recenser les gestes d’hospitalité qui s’expriment chaque jour, QU SE DEPLOIE

sur la place Baudoyer, dans le 4¢ arrondissement de Paris. Sous DANS DEUX

la Canopée du Forum des Halles, le chorégraphe Olivier Dubois QUARTIERS :
invite 300 danseurs amateurs et 150 jeunes instrumentistes LE CENTRE DE
des Conservatoires de Paris a revisiter des scénes de cinéma PARIS ET LE NORD
mythiques accompagnées de leur bande-son. Rue de I’Evangile, DE LA VILLE

dans le 18¢ arrondissement, Jeanne Gillard et Nicolas Rivet
interrogent de leur c6té les mécanismes de construction de la
mémoire collective. Le parcours intégre aussi des ceuvres de John M Armleder
installées dans la chapelle du Souvenir de la Charcuterie francaise de I’église
Saint-Eustache dans le cadre du programme des nouveaux commanditaires
de la Fondation de France, ou des piéces vidéos proposées par la Collection
Pinault-Paris, une de Jeremy Deller et deux autres de Lutz Bacher et Anri
Sala. Enfin, ceux qui ont le cceur a la féte iront jusqu’au Centquatre o1 un
bal pop sera proposé toute la nuit.

www.nuitblanche.paris

https://www.paris.fr/nuitblanche15ans

Jeremy Deller,
English Magic, 2013.
Courtesy de I'artiste et
Collection Pinault.

Philippe Régnier, « Le collectif au cceur de la Nuit blanche 2017 », Le Quotidien de 'Art, vendredi 6 octobre 2017




BeauxArts

1. Un, deux, trois... ne partez pas !

Le meilleur moyen de rater sa Nuit Blanche est d’y aller trop t6t.
Profitez donc de ses horaires farfelus (de 19 heures a 7 heures du
matin) et rappelez-vous que ce n’est pas une nocturne, mais bel et bien
une nuit tout entiere qui s’offre a vous. C’est donc vers minuit que I'on
vous conseillera de commencer par le parcours nord du programme,
plus dispersé, et de consacrer les premieres heures du jour au tres
concentré parcours centre. Premiere étape : regarder la carte et se
diriger vers la toute nouvelle gare Rosa-Parks. Les artistes Jeremy
Deller et Cecilia Bengolea y suivent en vidéo une jeune Japonaise qui
part en Jamaique pour exaucer son veeu le plus cher, devenir danseuse

de dancehall. Danse, rencontres et vidéo : vous voila au cceur du sujet !

— Bom Bom's Dream

Jeremy Deller et Cecilia Bengolea

Gare Rosa-Parks, 12 rue Gaston Tessier, 75019 Paris
de 19 heures a 7 heures

Carte du parcours nord




2. Faire I'expérience de l'autre dans le 18¢
arrondissement

Un chouia plus loin, le terrain de sport Tristan-Tzara échappe au
brouhaha de la nuit parisienne : une vidéo de Pauline Boudry et
Renate Lorenz y questionne la force du silence comme forme
d’engagement - jusqu’au chant final de résistance de la musicienne
Aérea Negrot, loin des micros tendus... On frissonne. Politique, le
projet nous introduit a celui du gymnase voisin, ot Benjamin Efrati et
le collectif Miracle inventent une start-up qui propose aux participants
de devenir un autre, pour ainsi changer de point de vue (et adopter par

exemple celui d’'une plante verte). Amusant !

— Silent
Pauline Boudry et Renate Lorenz, Aérea Negrot

Terrain de sport et gymnase Tristan-Tzara, 11 rue Tchaikovski, 75018 Paris

de 19 heures a 7 heures

La Bible du xénoxénisme

Benjamin Efrati et le collectif Miracle

Terrain de sport et gymnase Tristan-Tzara, 11 rue Tchaikovski, 75018 Paris

de 19 heures a 7 heures



3. Objectif : découvrir Paris sous un angle

inédit

Que ceci soit dit : il vous sera impossible de tout voir, puisque la Nuit
Blanche concerne une trentaine d'ceuvres monumentales et une
centaine de projets présentés en paralléle dans des lieux partenaires -
dans le Nord, on pourra par exemple rendre visite a la Philharmonie
pour écouter I'’hommage au musicien Pierre Henry, voir du street art a
I'’Aérosol, ou encore se régaler des performances Papilles sonores au
Shakirail. Mais quitte a faire des choix, on se concentrera surtout sur
les lieux éphémeres tels que la Halle Hébert, friche ouverte par la
SNCF a une installation/performance du collectif (La)Horde, qui
mélange danse et cinéma dans un tournage de nuit bien étrange...

4. A votre tour, dansez ! Et écoutez

Aprés avoir vu de la danse en vidéo a la gare Rosa-Parks et en
performance a la Halle Hébert, a vous de jouer : le Centquatre dédie
son Bal Pop’ mensuel & l'artiste écossaise Ruth Ewan, qui collectionne
les tubes engagés de la musique populaire tels que Clandestino de
Manu Chao, La Cucaracha ou encore Born This Way de Lady Gaga. Ici,
on danse en exultant, en transformant son corps en étendard
politique. Aprés cela, c’est peut-étre en sueur que vous vous plongerez
dans 'installation la plus spectaculaire du parcours nord, a voir ou
plutot a entendre depuis le pont Riquet : le collectif MU a convié

13 duos de compositeurs a investir les rails de la gare de '’Est.
Réinventant les bruits divers du passage des trains, ce formidable et
multiple environnement sonore vous donnera peut-étre envie de plier
bagage... Direction Chételet !



— Le bal de ceux qui essayent de changer le monde

Ruth Ewan

de 19 heures a 2 heures Rail Océan
Collectif MU
Pont Riquet

Centquatre - Paris

5, rue Curial = 75019 Paris
www.104 fr

Métro Marx Dormoy

de 19 heures a 7 heures

5. Voyage au centre de Paris

Apres ce premier parcours, il doit étre a peu pres deux heures du
matin, soit ’heure d’une petite pause post-métro sur les quais de
Seine, nouvellement ouverts aux piétons. De grandes lettres y sont
posées, formant des messages qui changent toute la nuit. Aux
commandes, Invisible Playground Network, un collectif qui obéit aux
desiderata d’'une application que chacun peut télécharger pour ainsi
proposer des mots et des phrases. L'idée ? Transformer la ville en jeu.
Méme topo semble-t-il & I’église Saint-Merri, ou le duo d’artistes
Children of the Light crée un immense halo de lumiére blanche, dans
lequel on s’enfonce comme dans un nuage... Gare a ne pas vous

endormir!

A notre étoile — Marée des Lettres

Children of the Light Invisible Playground Network

Eglise Saint-Merry, 76 rue de |la Verrerie, 75004 Paris rarc Kives da Seine

de 19 h 30 4 4 heures CEuvre visible depuis le quai de I'Horloge, le pont Neuf et le pont au Change

de 19 heures a 7 heures

Carte du parcours centre

6. Ne pas rater l'inratable (mais y aller
quand la foule est partie)

Jusqu'a trois heures du matin, le chorégraphe Olivier Dubois invite
300 danseurs amateurs et 150 musiciens a s'emparer du Forum des
Halles. Ils y réinventeront des scénes de danse mythiques de I'histoire
du cinéma et joueront des musiques de la culture pop. Un projet
gigantesque au succes garanti, qui nous méne également tout preés de
I'église Saint-Eustache et du jardin Nelson-Mandela, ou l'on ira
découvrir en avant-premiére des échantillons vidéo de la collection
Pinault-Paris qui ouvrira en 2019 dans la Bourse du Commerce.
Excitant ! Puis, finissez votre nuit en beauté en remontant vers la Gaité
lyrique, ou Matthieu Tercieux a pensé une projection interactive : les
visiteurs marchent (ou dansent, si vous voulez rester dans le theme)
sur une vaste cartographie dont I'aspect change selon les mouvements.
Une poésie du territoire, qui conclut bien ce parcours a travers le Paris
nouveau, Paris de friches et d'inventions.



—> Mille et une danses

Olivier Dubois avec le conservatoire Mozart, la Maison des pratiques artistiques
amateurs et la Place

Forum des Halles

de 19 heures a 3 heures

Vous étes ici... et ailleurs

Matthieu Tercieux / | Love Transmedia, une proposition de la Gaité lyrique

de 19 heures a 5 heures

Gaité lyrique Nuit Blanche 2017
3bis, rue Papin » 75003 Paris Du 7 octobre 2017 au 8 octobre 2017
gaite-lyrique.net www.paris.fr

Paris

Mailys Celeux-Lanval, « Réussir sa Nuit Blanche, c'est possible | », beauxarts.com, 5 octobre 2017



THE BRILLIANT '"AWKWARD' ARTIST WHO HAD THE ANTIDOTE TO 'STRONG AND STABLE'
ELECTION SLOGANS






BATTLE

But it's not just the distant past that the artist has drawn on for
inspiration. A work for which the 2004 Turner Prize winner first
became more widely known is The Battle of Orgreave (2001). This
involved a re-enactment of the bitter 1984 conflict between police
and striking miners: a violent culmination of a decades’ long
ideological battle between successive governments and the
British trades union maovement.

It was in his late teens that Deller first saw news footage of the
brutal events of June 18" 1984 and remembered thinking There's
something seriously wrong with this country if this is what we have
to do to people’

Nearly a 1000 folk took part in Deller's reenactment. And the work
is as much about the participants - some were miners or related to
miners present at the original fracas - as it is a prompt te
considering what happened subsequently. A coming together of
people who'd lived through recent history yes but hardly cathartic,
more like lironically) a police reconstruction of events relevant to a
serious crime,



Deller challenges buried histories, brings unresolved issues to
light, this is no exercise in healing but rather confronting something
unresolved, bringing it back into discussion. Reminding us of the
trauma of individuals, families and communities affected. There's
No way you can recreate a 20,000 person riot but you can resurrect
a version of it explained the artist. It opened up wounds that have
been sunk by subsequent shifts in ideology. But there's also
humour, a comedic absurdity as well as the very serious intent to
challenge establishment cant.

In Mike Figgis' film about Deller's reenactment Tony Benn revealed
how the BBC has always been a tool of the state. Journalists'
footage of the battle near Orgreave coking plant showed that
miners threw rocks only after a police ‘cavalry’ charge. When it was
aired on television events had been edited, turned around to
suggest it was miners who struck first. The BBC later claimed that
the re-constructed truth (a lie) was an inadvertent mistake.
Something not dissimilar appears to be happening with some of
the current election campaign coverage.

So much contemporary, socially engaged art wants ‘the world to
be a better place’ but Deller is neither confident in nor satisfied by
such a pat answers. While emphatically oppositional the artist is
never didactic, thereby avoiding the straitjacket of some politically
inclined artworks. Instead, through what's been termed his
‘curation of the improbable' Deller opens up and encourages
debate, invites multiple viewpoints.

Admittedly the artist's practice sees him introducing what by his
own admission are sometimes quite blunt instruments into the
public domain. Deller wants to rile people, get them angry, to
challenge how things stand and through a bringing together of
disparate points of view and the people who hold them have a
tangible social impact. The artists' role in society is s/he's ‘always a
bit of a troublemaker. They fight with ideas and imagery [..] of
course there's artists who make beautiful things and that's fine but
that's not where my focus is!



STH MARCH 2007

Take Deller's It Is What It Is' (2009) - labeled Baghdad. 5" March
2007 - in physical terms the work consists of the rusted, mangled
remains of a vehicle caught up in a car bomb blast that decimated
an lraqi street book market.

It's a formidable object, symbolising the vulnerability of the human
body and a memorial to the dozens of people killed on that fateful
‘everyday' in a war torn city: a sobering reminder of the impact of
modern war on civilians.

Aesthetically. materially it is gruesome and fascinating, Some
artists might be satisfied just to have come by this found object
plucked from the morass of a very messy conflict. Its power as an
index of violence is plangent. But Deller is never cantent with
making a visual blast. He took the artifact on tour. There are artists
who make 'trophy objects’ and others who create experiences,



The potential for conflict while travelling across the U.S. with such
a potent wreck was glaring. Making art in this way you really have
little or no control over the weather, how people will react, on the
road it could've become a farce, it could have turned nasty in a
country that is much more overtly militaristic and gun loving. It was
an exciting if somewhat dangerous way to proceed - Having the
courage to ‘risk' meaningful, honest, open relations with ‘ordinary’
people as well as specialists was something Deller learnt early on
with Acid Brass (1997) and the positive outcome of which was
something of a jumping-off point for subsequent endeavours - if
you are clear and straight with people much of the time they will
respond positively in kind.

Deller discerns a difference between art and activism. The
Baghdad car wasn't an anti-war protest, again rather it was an
attempt to provoke much wider considerations and reflection. If
the car had only been shown in an art gallery then it would have
lost some of its testimonial aspect and become an object
appreciated for its formal qualities: its shape, colour, texture..

The artist doesn't hold much truck with that reading. Deller’s said
that after towing the work across America - together with an Iraqi
and US soldier - again it was the prompting of numerous
discussions amidst potentially risky encounters, reactions, that
proved to be the salient meaning or value of the work. And now its
permanent exhibition at the Imperial War Museum avoids it being
bracketed out as an art object rather than a document of conflict.



We're Here Because We're Here (2016)

IN MEMORIAM

More recently Deller's Were Here Because Were Here (2016} saw
seldiers appear in mundane situations - transport hubs, shopping
malls, lkea - dressed in WW1 uniform across the UK to mark the
centenary of The Battle of the Somme. These apparitions of the
dead engaged with but didn't talk to 215 century passersby. If any
member of the public appeared to show an interest they were
simply handed a card bearing a real WWI combatant's name, their
role and age at death, Seeing the 'dead’ walk the streets (a
phenomena understandably reported by loved ones as really
happening after the war) caused a gamut of emotion in 2016 from
bemusement to tears.

Deller likes to take his art somewhere awkward, not awkward for
awkward's sake, but somewhere that's tough and unsentimental,
an imaginary of various troubling situations that can be so easily
papered over by subsequent events.



That the artist's ‘toolkit' of media and approaches to work can
make people cry, laugh and be genuinely afraid is pertinent
because there are so many reasons to be affected by what's going
on at local, national and international levels today.

Our consciences should, must be pricked at times. We deserve
much more than the oftentimes patronisingly simple, binary
choices on offer. We deserve better than politicians stabbing each
other in the back, lying to us. Deller's work refutes the carping
sophistry of silver tongued corrupt individuals and power blocs
who sacrifice ethical social concern for the sake of their careers
and vested interests of which they are often the direct
beneficiaries.

(2017)



FLYINGLEAPS

A current work by Deller is a plain and simple street intervention. Appearing on
hoardings around the country: a black and white poster bearing the words
‘Strong and stable my arse!

‘Strong and stable’ is a stock phrase, of course, and has become gratingly all
the more so since Theresa May's flip flop snap electien Deller's unfussy black
lettering on a white ground is a design knowingly spartan That is 'showing or
characterized by austerity or a lack of comfort or luxury” Sounds familiar.
Together with its somewhat melancholy 'black bordered tell of grief, as
Dickens had it, the work resonates with the 'just about managing' state of the
nation.

Because 50 many aren’t managing, not without charity and as Mary
Wollstonecraft noted 'it's justice not charity that is wanting in this world, And
Deller's piéce de resistance maybe somewhat base but at the same time it's
pure gold, That terse, defiant and disapproving 'my arse’ appended to May's
glib attempt at verbal con trick

‘Grapefruit my arse' 'Bono my arse’ ‘Feng Shui my arse’. 'Strong and stable my
arse Where's Ricky Tomlinson as Jim Royle? We need him voicing Deller's
phrase twenty-four seven. to counter what is so often the mainstream media's
biased, rank and insidious reporting.

Adrian Burnham

Adrian Burnham, « The brilliant ‘awkward’ artist who had the antidote to 'strong and stable’ election slogans », flyingleaps.co.uk,
26 septembre 2017





















« Engaging 30 million people with heritage in a single day: We're here because we're here », Morris Hargreaves Mclintyre,
mhminsight.com, 14 Septembre 2017






Sam Korman, «Skulptur Projekte Miinster/ Various venues, Miinster 10 June - 1 October», Art Review, septembre 2017






The project, which was part of First World War centenary arts
programme 14-18 NOW, has been nominated for a National Lottery
Award for Best Heritage Project.

We're Here Because We're Here is published today by 14-18 NOW

Jessie Thompson, «We're here because we're here: How Jeremy Deller and Rufus Norris created a living WWI memorial», in Stan-
dard.co.uk 21 juillet 2017












Marie-Eve Charron , «Skulptur Projekte révéle les hypertextes de Miinster: L'événement légendaire se déploie pour une 5e fois dans
la ville», in LeDevoir.com, 15 juillet 2017



artnet news









Hettie Judah, «From Pots to Posters and the Press, UK Artists Use Everything They Can to Oppose Theresa May», in Artnet.com, 6
juin 2017


















Adrian Burnham, «This awkward artist has the antidote to ‘strong and stable’ election slogans», Theneweuropean.co.uk, 4 juin 2017




€he New Hork Eimes

‘Sgt. Pepper’ Celebration Kicks Off in Liverpool,
With a Little Help From International Artists






Jeremy Deller, g Hritish mstallation artist, sald b clearly remembered
first encoustering the Beatles when he saw thelr goofy 165 mavie
“Help!" va television, and ran into the kiteben to tell his mother about
the full-grown men be siw haviag childiike adveatures on TV,



Christopher D. Shea, «'Sgt. Pepper’ Celebration Kicks Off in Liverpool, With a Little Help From International Artists», TheNYTimes.fr
2 juin 2017






«Liverpool célébre en fanfare les 50 ans de Sgt. Pepper» in LeVif.be, 2 juin 2017
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José Da Silva «Liverpool celebrates The Beatles' Sgt Pepper album with a little help from artist friends», in TheArtnewspaper.
com, Ter juin 2017







«Posters have popped up across London mocking Theresa May's favourite slogan», in Irishnews.com, 22 mai 2017












Mark Brown, «Jeremy Deller behind ‘strong and stable my arse’ posters in London », in TheGuardian.com, 22 mai 2017







«L'alternative», in Parisart.com, 16 mai 2017















“It is not clear if he committed suicide, since we know he had a problem with
drugs,” Deller told the Observer, “so it is just as likely it was an accidental death.
But he gave his life to them before that.”

Epstein came across the band at the Cavern Club in November 1961 and
shepherded their early careers. A gay man, he was forced by the laws of the time
to keep his private life secret. He was found dead in his bedroom on 27 August
1967, having overdosed on sleeping pills. Homosexuality was decriminalised in
England and Wales a month after his death.

“He was still around to oversee the making of Sgt Pepper,” said Deller. “There are
pictures of him in the studio and the ‘relief party’ was held in his home. He died
while the Beatles were away on their spiritual quest into Indian meditation in
Wales. They had stopped touring so, in a way, they were parting faith with him.”

The Sgt Pepper anniversary is also to be commemorated in two films. In early
June, BBC2 will broadcast a new documentary, Sgt. Pepper’s Musical Revolution,
presented by the composer Howard Goodall and including extracts from material
not seen outside Abbey Road studios.

Director Alan G Parker’s film, It Was Fifty Years Ago Today!, is released in cinemas
on 26 May. It explores the recording of the album in interviews with those there at
the time and with archival footage.

The surviving Beatles, McCartney and Starr, are also to release an anniversary
edition package on 26 May, including a new mix of the album by Giles Martin, son
of Beatles producer George Martin, and Sam Okell that will feature 34 previously
unreleased recordings.

Vanessa Thorpe, «Artist's tribute to Beatles managers, in TheGuardian.com, 7 mai 2017




artnet news



Eileen Kinsella, «Artist Pension Trust Pulls 18 Lots From Sotheby’s Following Mass Artist Freakout», in Artnet.com, 19 avril 2017












+ Ben 0'Connwell, « WATCH: Ex-colliery plays host to miners’ strike artwork», in Northumberland Gazette, 18 mars 2017






» «Art and Museums in NYC This Week», in NYtimes.com, 16 mars 2017















David Whetstone, «Artwork recalling the ‘Battle of Orgreave’ during the miners' strike coming to North East», in Chroniclelive.
co.uk, 8 mars 2017



It's Nice That




Jenny Brewer, «The xx hosts series of events curated by Jeremy Deller, Romain Gavras, Gurls Talk and more», in ItsNiceThat.com
7 mars 2017






«New exhibition catalogues mysterious ‘We're Here’ WW1 soldiers», in SunderlandEcho.com, 7 mars 2017







Mark Sinclair, «WORK: Jeremy Deller limited edition commemorates We're Here Because We're Here», in CreativeReview.co.uk, 7
mars 2017













David Whetstone, «Silent Somme ‘soldiers’ moved many to tears on July 1, 2016. Now comes an exhibition», in Chroniclelive.uk
2 mars 2017



Artlyst

Bluecoat Tercentenary Celebrated With 106 Previously
Exhibited Artists On Public View

2017 marks Bluecoat’s tercentenary, making it the oldest building in Liverpool city centre and the UK's first arts
centre: quite an achievement. At the vanguard of 300 days of celebrations is Public View, an exhibition

bringing together works by a whopping 106 artists who have previously exhibited at Bluecoat. Curated by

Artistic Director Bryan Biggs, it aims to provide a flavor of Bluecoat's curatorial interests, cultivated over 1,000 public

exhibitions.

The genesis of Public View can be traced to the concurrent heritage display Art at the Heart of Bluecoat. Featuring

a wealth of archival material over a 100 year period — from well-thumbed exhibition brochures to photos of Sun Ras
shimmering 1990 performance — it engagingly charts how artist-led activity has defined Bluecoat and forged a

close relationship with the city. The highlight is a visually arresting bank of exhibition posters running up the
monumental Vide wall; despite its scale, this display represents only a microcosm of its exhibition history.

With that in mind, we are chronologically eased into Public View through

It engagingly charts how artists who exhibited or performed around the gallery’s formal establishment in
artist-led activity has 1968. Documentary images of Mark Boyle's first public performance of Son et
Lumiere for Earth, Air, Fire, and Water (1966) stand out: gorgeous snapshots of

defined Bluecoat and _ , o
a cacophony of sound, light and kaleidoscopic visuals.

forged a close relationship
with the city

The prominence of experimental performance and music in Bluecoat’s history
is highlighted with several works intertwined with North West musical heritage.

The complexity of these links, fuelled by Biggs' own specialist music



knowledge, echoes in Jeremy Deller's History of the World (1998), a textual visualisation underpinning Bluecoat
commissioned performance Acid Brass (1997), in which acid house music collided with a live brass band.

While the exhibition is remarkably well paced, the sheer amount of work inevitably has ramifications. Many works have
previously been exhibited at Bluecoat, with others especially remade or completely new. This assortment leads to
several works feeling dated or occasionally comprised in terms of size and quality; it's a shame to see Tony Oursler lost
on the stairwell with a flat preparatory drawing. However, this could arguably be attributed to many artists having
donated work to Bluecoat for a fundraising auction later in the year.

The numerous gems nestled within the show outweigh these minor foibles. Nina Edge’s transparent window vinyls of
tinned up houses, taken from her 2016 Contravision project, brings the Welsh Streets to Bluecoat; directly referencing
the numerous threats to Bluecoat throughout its long history as well as its wider support of artist-led activism.
Merseyside-born Mark Leckey's brief video proposal for his Haywood Touring Exhibition The Universality Addressability
of Dumb Things, Prp4aShw (2010-13), captures the verve and conceptual promise that the show delivered.

The third gallery space powerfully highlights Bluecoat's adventurous curatorial programming in the 1980s. Work by
several artists associated with The Blk Art Group, including Sonia Boyce, Keith Piper and the recently re-evaluated
Lubaina Himid, demonstrates Bluecoat'’s long-term support of British-based black and Asian artists. Referencing key
Bluecoat exhibitions such as The Trophies of Empire (1985), issues of colonial legacies (including Bluecoat's own
historical slave-trade associations), black identity and gender are reconvened. Despite being printed on an obsolete

dot-art printer, Ann Whitehurst's stinging critique of Bluecoat’s disabled access Staying on the Map (1994) still packs a
hefty punch. Whitehurst's institutional critique played a crucial role in pushing through the eventual

capital redevelopment of the gallery.

Public View is undoubtedly Biggs' singular vision. It demands your time. It is very much his exhibition and a reflection

of his curatorial achievements, and that of his many colleagues over the years, in establishing Bluecoat as a respected
outpost of contemporary art. As artist Emily Speed noted in her opening night speech, Bluecoat has crucially provided
countless artists the space and time to grow. While nostalgia lingers heavy in the gallery air, the choice of expansive and
clear labelling opens the exhibition up to multiple readings, connections, and parallel histories; think Deller's mind map.

Ultimately, | return to Alan Dunn’s scrolling text work Recordings from a Dark City (2017-1994), commissioned by
Bluecoat in 2008 and updated for the exhibition. As a sonic inventory of conversations Dunn overheard in Liverpool
over the years, from politics to football banter, it presents an alternative reading of the city over time. Public View reads
similarly; a collection of fleeting artistic moments that, taken together, define the Bluecoat's temperament over half a

century.

Words: Jack Welsh Image: Jeremy Deller History of the World 1998 (c) The artist, courtesy Paul Stolper Gallery.
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Clockwise from top left: Jeremy Deller, Untitled, 2016 (rendering); Simone Leigh, Cupboard VII, 2016 (rendering); Paola Pivi, Untitled, 2016 (rendering); Sam Durant, Untitled
(drone), 2016 (rendering); Proposal for the High Line Plinth. Commissioned by High Line Art, presented by Friends of the High Line and the New York City Department of Parks
& Recreation. Architectural rendering by James Corner Field Operations and Diller Scofidio + Renfro, courtesy of the City of New York. Artworks courtesy the artists.

High Line Plinth: a new landmark destination for contemporary art

Twelve shortlisted artists announced

art.thehighline.org

Twitter / Facebook / Instagram / Tumblr




The High Line Plinth is one of the only sites in New York City dedicated solely to a changing series of new, contemporary
art commissions. Artworks selected for the Plinth will change the skyscape of the city, viewable from many different
vantage points: from the street, from rooftops, from the east and west on 30th Street, and from the north and south on
10th Avenue. Given the changes occurring in the neighborhoods surrounding the High Line and in many parts of New
York City, it is essential now more than ever to designate a space in the area that is permanently devoted to culture, art,

and the exchange of ideas.

Support

Major support for the High Line Plinth comes from the High Line Plinth Committee, a group of contemporary art leaders
committed to realizing major commissions and engaging in the public success of the Plinth. The High Line Plinth
Committee includes Shelley Fox Aarons, Fairfax Dorn, Andrew Hall, Hermine Rieger] Heller, J. Tomilson Hill, Dorothy

Lichtenstein, Donald R. Mullen, Jr., Mario J. Palumbo, Jr, and Marissa Sackler.

Major support for High Line Art comes from Donald R. Mullen, Jr. and The Brown Foundation, Inc. of Houston.
Additional funding is provided by The Andy Warhol Foundation for the Visual Arts. High Line Art is supported, in part,
with public funds from the New York City Department of Cultural Affairs in partnership with the New York City Council
and from the New York State Council on the Arts with the support of Governor Andrew Cuomo and the New York State

Legislature.

«High Line Art» in E-Flux.com, 10 janvier 2017
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Jeremy Deller’s nomination to represent Britain at the 55th Venice Biennale didn’t come as a surprise.
The 2004 Turner Prize winner has been a dominant figure on the British art scene for almost a decade,
and his first retrospective, “Jeremy Deller: Joy in People,” has just finished touring Europe and the
U.S. to great acclaim. Yet Deller is anything but the usual museum-type artist. Described by the
British Council’s pavilion commissioner, Andrea Rose, as “a pied piper of popular culture,” he is at
his best when working in the larger world, with people of all stripes. Procession, 2009, organized for
Manchester International Festival, was a riotous celebration of the city’s diversity in the form of a
parade, gathering participants as varied as the Unrepentant Smokers, the Carnival Queens, and the
Adoration of the Chip group. Realized the same year, It Is What It Is cut closer to the bone. The New
Museum in New York displayed the wreck of a car bombed in Baghdad, and an Iraqi citizen and a
U.S. war veteran later toured with it elsewhere in America to continue the debate it begat.

Deller never shies away from poking where it hurts. His notorious Battle of Orgreave, 2001 —the
reenactment of a 1984 confrontation between police and miners that emblematized Margaret
Thatcher’s fierce handling of the strike —probed very fresh wounds in the British psyche. The artist,
who held his first exhibition at his parents’ house in 1993, when they were on holiday (he only moved
out at age 31), can also be tender in his quasi-anthropological approach. He records vernacular forms
of artmaking in his longtime project Folk Archive, chronicles the life of the Klein gardens in Miinster
(Speak to the Earth and It Will Tell You,2007-17), and has collected and displayed artworks made by
fans of the band Manic Street Preachers. The artist met Modern Painters U.K. editor Coline Milliard
to discuss his British Council commission.

Coline Milliard: Stuart Hall concludes his essay in the catalogue of your retrospective by saying that
you give an “artistic form” to “politics for a so-called non-political age.” Do you recognize yourself in
this description?

Jeremy Deller: Yes, I suppose I do. I'm not going to contradict Stuart Hall—why would you want to
do that? I work with politics, political events, or politicians even, yes. I look at them in a different
way, reimagine them.

CM: But you seem to have quite an ambivalent relationship to the political.

JD: You work with what you have around you. I'm not an activist, and I don’t join many campaigns
—which is probably why I do what I do. I'm not very good at being a spokesman for something.
Someone like Bob and Roberta Smith—he’s amazing the way he puts himself on the line and his heart
on his sleeve. I can’t really do that.

CM: Why not?

JD: It’s not in my emotional or mental makeup. I'm not a join-in-er, I never have been. I find it really
difficult being part of a group of people doing or saying the same thing.

CM: Yet the group or collaborations with groups are at the heart of your practice.

JD: Yes, I love groups of people. And maybe it’s because I have a fear of the group—fear is probably
too strong a word—but an uncertainty about groups that I want to work with them, almost to help me
get over that slight anxiety over group behavior.

CM: Do you see collaboration as an artistic medium?

JD: Yes. Or people as an artistic medium. And collaboration is a form of that.



CM: I was thinking about Sacrilege, 2012, your inflatable Stonehenge bouncy castle. This is quite
different from your other projects. Although it is interactive, it is also very much a sculpture.

JD: It’s a big object; it weighs tons. It was just an opportunity to do a really stupid big thing, and I
thought I should do it because it wasn’t going to happen any other time. I had the idea, and it took
years to happen. It was mainly because of the Olympics that you could do things like this. It toured
Britain. It’s a really big one-liner. But I don’t mind that, and it’s necessary sometimes when you are
doing public projects.

CM: You also had the idea for a Stonehenge gateway at the Olympic park.

JD: Yes, they asked a lot of artists to come up with ideas for the park’s ceremonial entrance points.
My idea was to make a version of Stonehenge or of other such structures around the U.K. I liked the
idea of having those instead of something really new and shiny in the Olympic park, of having
something that looked like it’s been there for 5,000 years. It didn’t get commissioned. Maybe they
thought I was taking the Mickey out of the Olympics, which of course I was. People didn’t know if
the Olympics were going to be a disaster or not. So they were overly worried about everything. That
work was seen as potentially a critique, but in a way it was all about British identity, the changing
nature of it, and the indefinable quality of Britishness.

CM: Like Stonehenge.

JD: Exactly, everyone knows what it is, they know where it is, but no one knows what it was for or
who really used it, what the people were like, how they spoke, what happened there. A lot of people
agonize about what Britishness is. There are conferences about it all the time, and yet it doesn’t matter
because it can be many things at the same time. It’s constantly evolving, and that’s why it’s an
interesting thing to play with.

CM: I'd like to pick up on this idea of the one-liner. It seems to have been running through your work
from the start, from the posters and T-shirts you did in the 1990s to the Folkestone Triennial’s
slapstick routines [Risk Assessment, 2008].

JD: It sounds like a criticism.

CM: 1 think of it more as a device.
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thinking about ancient history for five-year-olds," he says. True, but several bouncing
Glaswegians were at least 45 years older than that target demographic. "It's good to play
with our history and culture. Stonehenge is part of British identity but no one knows
what it was for."

Good point. Ever since King Arthur's dad, Utherpendragon, invaded Ireland, defeated
an army and shipped Stonehenge from Ireland to Salisbury with the help of the wizard
Merlin, the stones have sunk themselves ever deeper into British national
consciousness.

In chapter 58 of Hardy's Tess of the d'Urbervilles, for instance, slimy Angel Clare and

the dopey heroine are walking fugitively through darkling Wessex when "on a sudden,
Clare became conscious of some vast erection close in his front [Oh grow up!], rising
sheer from the grass ... 'It is Stonehenge!" said Clare. 'The heathen temple, you mean?"

Tess lies down on a sun-warmed stone. "'Did they sacrifice to God here?" asked she. 'No,’
said he. "'Who to?' 'T believe to the sun. That lofty stone set away by itself is in the
direction of the sun that will presently rise behind it."

Victorians wrote yards of this stuff: anybody who was anybody in 19th-century fiction
got arrested, died, or got it on on those stones.

Incidentally, if you are Irish and thinking that the paragraph above suggests Stonehenge
is like the Elgin Marbles and should be repatriated immediately, think again; according
to Geoffrey of Monmouth's marvellously unreliable 12th-century History of the Kings of
Britain (the leading medieval account of Stonehenge's origin), Irish giants transported
the stones from Africa to Ireland earlier and used them as a curative bath until they
were nicked by King Arthur's dad.

Part of Stonehenge's appeal is that it's a riddle wrapped in mythology, swathed in
druidical vestments and draped in a dodgy, if grand, relationship to the cosmos. Over
the millennia, intellectuals have cast it as vast cosmic clock wound up by woad-daubed
neolithic nudists (a theory embellished recently by archaeologists at Birmingham
University's Ludwig Boltzman Institute).

Other thinkers, like the 17th -century architect Inigo Jones, maintained ancient Britons
were too thick to have created such a sophisticated edifice, and concluded it must have
been Roman.

Today we aren't sure who built it or why. Was it a burial ground, a magnet for crusty
rave-ups, a sacred zone where our bearded forebears chillaxed old school, or a mystic
portal to the celestial superhighway?

"Stonehenge sets a puzzle that has never been solved," notes Chippindale.

Could Stonehenge have functioned as a helipad for Lord Sugar's neolithic ancestors? It's
not impossible. More likely it resembled a lecture theatre with uncomfortable seating
and no power sockets. Archaeo-acoustic researchers at Salford and Huddersfield
universities suggested as much recently after examining the 5,000-year-old-structure's

Their work, at the site and at a concrete replica in Washington, indicates that
Stonehenge had the sort of acoustics desirable in a lecture hall.

It wasn't only the sight of Stonehenge that would have blown ancient visitors away.

Bruno Fazenda, professor at the University of Salford, says: "As they walked inside they

would have perceived the sound environment around them had changed in some way."
Lucky them: all you can hear nowadays is the traffic howl from the A303.

Ever since those ancient days of magic stones shipped from Ireland, Stonehenge has
satisfied a yearning among the citizens of these lands for mystic grandeur. That yearning
will be kindled in July when the flaming French move in to Stonehenge.

Compagnie Carabosse will turn the site into a "fire garden" with flaming pots animating

the stones, and cascades of candles lining the pathways. Think: rows of tea lights
running down your garden path as you sink a sundowner, but much, much, more poncy.



Shortly afterwards, in the culmination of Stonehenge's 2012, diggers will move in to
right one of the most grievous historic wrongs in modern Britain. The stones will be
moved slightly to the right away from the A303 and into proper alignment with the sun.

I'm kidding. In fact, the bulldozers will rip up the inadequate car park and visitor centre
that have been a national disgrace since 1968.

Simon Thurley, English Heritage's chief executive, said of the £27m makeover: "These

are crucial steps which bring closer the transformation of the currently blighted
Stonehenge landscape.” The centre will be moved 1.5 miles away and visitors will get to
the stones on a low-key transit system or, as others call it, a Noddy train. Noddy Goes To
Stonehenge — what a film!

There have been films, indeed. In National Lampoon's European Vacation (1985), Mr
Griswold gives an affecting speech on the monument's indomitability before climbing
into his rental car and (can you see the gag yet?) reversing and toppling the thing like
dominoes. Hilarious: in reality an Austin Maxi couldn't knock the skin off a rice
pudding.

In the no less amusing Shanghai Knights (2003), this gag is reprised when the two main
characters crash their car into Stonehenge. One says: "Who the hell would put a pile of
stones in the middle of a field?" Somewhere someone's writing a PhD on Hollywood's
symbolic castration of British heritage by means of such movie demolition jobs.

Stonehenge's image reached its mock-heroic apogee in the rocku/mocku-mentary This
is Spinal Tap (1984). Picture the scene: the band's plotting a comeback tour involving a
lavish stage show featuring a replica of the monument as a backdrop to their pomp rock
classic, Stonehenge. Only one problem, the order for the prop goes wrong and instead of
beiiEist hiakire s alhakise s binad s lanaki k.

Did Deller consider this pitfall in making his scaled-down bouncy version? You'd think.

He never thought, though, of emulating Steven Moffat's insanely elaborate cosmological
topography in the 2010 two-part special of Doctor Who, The Pandorica Opens. All the

doctor's many enemies hover above Stonehenge, while below in Underhenge lies the
fabled prison of Pandorica holding the universe's most detested and feared prisoner,
Jeremy Clarkson at the co-ordinates of a worrying fissure in the universe's frankly
baffling structure.

Actually, it wasn't Clarkson but some being even more unimaginably evil.

Most of the filming took place at Foamhenge, a lightweight replica set up near Port
Talbot. It was there that the doctor battled an army of cybermen and others in what
proved to be a critic-slaying, award-winning and discombobulatingly mytho-
metaphysical fuss. Very Moffat, very Stonehenge.

It was also indicative of what Stonehenge really is: an open text, endlessly interpretable
and readily bendable to our times and imagination. "It is a mirror which reflects back,
more or less distorted, that view of the past which the onlooker takes there,"
Chippindale says. Long may that continue.
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Jeremy Deller chosen for Venice Biennale

Artist Jeremy Deller will represent Britain at next year's Venice Biennale, the British Council has announced.
The Turner Prize winner will present a solo exhibition at the British Pavilion from June to November 2013.

His installations include a recreation of a 1984 confrontation between police and striking miners and an inflatable model of
Stonehenge entitled Sacrilege.

Lucian Freud, Anish Kapoor and Tracey Emin are among the artists who have represented the UK in previous years.

The British Council has commissioned leading artists to represent the UK at the Venice Biennale since 1938, with the aim of
celebrating the best of emerging and established British art.

Chris Dercon, director of Tate Modern, who sat on the selection panel, described Deller as an "exciting and daring choice".
"He is a master of an art which is very different from most contemporary art production," Mr Dercon said.

"His observations and actions, invoking and depicting the harsh morals of contemporary life, are incredibly precise yet full of
comical relief."

Deller's inflatable Stonehenge was unveiled in Glasgow last month and will visit London during the Olympic Games.

Another of his works comprised the wreck of a car that was bombed in Baghdad, intended to spark debate about the conflict in
Iraq.

The Venice Biennale is one of the world's most prestigious contemporary art showcases and was first held in 1895.

«Jeremy Deller chosen for Venice Biennale», in BBC News, 15 mai 2012
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Born in London in 1966, the artist seemed rather anxious about his nomination for the 55th Venice
Biennale. “I really don’t know what I’'m going to do,” he told the Guardian. “I was a bit daunted at
first, but now I'm looking forward to it, I think. I haven’t even seen the pavilion empty, so that’s
probably the first thing to do.”

“He is a master of an art which is very different from most contemporary art production,” said Tate
Modern director Chris Dercon, a member of the Biennale selection panel. “His observations and
actions, invoking and depicting the harsh morals of contemporary life, are incredibly precise yet full
of comical relief. Deller’s art is representing British culture at its best: it is an art of the real — poignant
and often confrontational — yet full of compassion and never dull.”

Deller follows in the footsteps of Mike Nelson, Steve McQueen, Tracey Emin, Francis Bacon,
Lucian Freud, and Gilbert & George. He is “an exciting and daring choice” for the British pavilion,
said Dercon.

Andrea Rose, director of visual arts for the British Council, commented: “Wry, and very light on his
feet, Deller has a great ability to draw together all sorts of people and communities and orchestrate
them into unexpected patterns. He’s a sort of pied piper of popular culture.”

Coline Milliard, «Pied Piper of Popular Culture: Jeremy Deller will represent Britain at the Venice Biennale», in Art Info.com, 15
mai 2012
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frieze

The Iraqi Cultural Centre With video

Jeremy Deller’s ‘It Is What It Is: Conversations About Iraq’ (2009) has been exhibited in multiple locations across America in
recent months, most recently at the Hammer Museum in Los Angeles (it tours to the MCA Chicago, 10 October-15 November).
Exhibition visitors are given the opportunity to converse with a selection of guest speakers, almost all of whom are either intel-
lectuals who grew up in Iraq or people with recent, first-hand experience of the situation there. The invited speakers are present
in the exhibition space on a rotating programme, and are available to speak with anyone interested in entering into informal
conversation with them.

‘Conversation’ may seem like an improbable strategy for an artist whose ambition is to incite discourse about a subject as
fraught as that of contemporary Irag. But the genteel nature of this approach is what Deller uses to turn the art of conversation
into a model of something that is both the antithesis of war and an antidote to it.

Deller has also selected a series of images and artifacts that reveal unexpectedly common ground between the cultures of Iraq
and America. A large hanging cloth, resembling a banner from the trade union movement, displays the exhibition’s title in English
and Arabic. The divergent connotations of this mental collage bring to mind the troubled histories of organised labour, both in the
Middle East and the West, and these connotations in turn suggest wider links between the suppression of dissent in both regions.
When the work was exhibited at the New Museum, New York, Deller also included two wall-drawn maps, which formed part of a
proposal to twin a total of 36 cities across Iraq and the US. The hope, that peace and reconciliation will follow from something
as modest as opening channels of communication between distant cities, is consistent with the exhibition’s conversational struc-
ture and the experimental impulse that underlies it. There is the feeling that mutual understanding is best achieved through the
most innocuous of means — means such as dialogue, optimism, gestures of solidarity and art. Deller conveys a sense that what
is best and most radical is what is most ordinary and least harmful.

An untitled photographic essay relates the history of the al-Mutanabbi book market in Baghdad. The photographs record how the
market, which for centuries had been the centre and symbol of cultural life in Irag, was destroyed by a car bomb in March 2007,
with some 37 people murdered. Included in the exhibition is a single image of the market prior to the martyrdom operation that
destroyed it.

At the New Museum, Deller hung this photograph close to the remains of an actual car from the 2007 bombing. The photograph,
which may have been digitally manipulated, had an idyllic and dreamy quality that recalled Victorian Orientalist painting. Accom-
panying the photograph was a wall-text that read ‘Al-Mutanabbi Street, Baghdad, Prior to the U.S. invasion (n.d.)". According to
one Iragi guest speaker, this somewhat misrepresents Irag’s history, because the political and ethnic diversity for which the
market was renowned was at its greatest, not prior but subsequent to the US invasion. During Saddam’s time, the market was
under close watch of Ba'ath secret police — a fact that could not be gleaned from the tranquility of the scene portrayed in the
photograph. It is a mark of the anti-dogma, pro-dissent sprit of the work, that the chronological inaccuracy of the wall-text in

relation to the photograph was made apparent to me in conversation with one of the guest speakers.

The story of al-Mutanabbi market forms another thread in the network of correspondences, between the histories of America and
Irag. Conversations with several Iragi guest speakers established that they had previously frequented the market themselves,
conceiving it as a beacon of intellectual enquiry, freedom of expression, and political and religious tolerance; or at least aspiring
to this condition. The speakers’ remembered presence in the market, and actual presence in the museum, drew an unexpected
parallel in the mind between two such ostensibly unrelated institutions. The unexpectedness of the parallelism drew attention to
the questions of whether and how an ancient Iragi book market and an American museum of contemporary art can be reposito-
ries of the same enlightenment values.



An untitled photographic essay relates the history of the al-Mutanabbi book market in Baghdad. The photographs record how the
market, which for centuries had been the centre and symbol of cultural life in Irag, was destroyed by a car bomb in March 2007,
with some 37 people murdered. Included in the exhibition is a single image of the market prior to the martyrdom operation that
destroyed it.

At the New Museum, Deller hung this photograph close to the remains of an actual car from the 2007 bombing. The photograph,
which may have been digitally manipulated, had an idyllic and dreamy quality that recalled Victorian Orientalist painting. Accom-
panying the photograph was a wall-text that read ‘Al-Mutanabbi Street, Baghdad, Prior to the U.S. invasion (n.d.). According to
one Iragi guest speaker, this somewhat misrepresents Irag’s history, because the political and ethnic diversity for which the
market was renowned was at its greatest, not prior but subsequent to the US invasion. During Saddam’s time, the market was
under close watch of Ba'ath secret police — a fact that could not be gleaned from the tranquility of the scene portrayed in the
photograph. It is a mark of the anti-dogma, pro-dissent sprit of the work, that the chronological inaccuracy of the wall-text in
relation to the photograph was made apparent to me in conversation with one of the guest speakers.

The story of al-Mutanabbi market forms another thread in the network of correspondences, between the histories of America and
Irag. Conversations with several Iragi guest speakers established that they had previously frequented the market themselves,
conceiving it as a beacon of intellectual enquiry, freedom of expression, and political and religious tolerance; or at least aspiring
to this condition. The speakers’ remembered presence in the market, and actual presence in the museum, drew an unexpected
parallel in the mind between two such ostensibly unrelated institutions. The unexpectedness of the parallelism drew attention to
the questions of whether and how an ancient Iragi book market and an American museum of contemporary art can be reposito-
ries of the same enlightenment values.

The most spectacular part of the exhibition consists of the remains of the car, destroyed in the March 2007 suicide attack on
al-Mutanabbi. The wreck is not only the most striking of the visual elements to have been included in the project, it is also the
only one of those elements that Deller has included in every configuration of the project so far. The project has been shown in 15
cities to date, the car-wreck also having been exhibited in transit between each city, towed on a platform by an RV.

At least in the context of a museum devoted to contemporary art, the aesthetic appeal of the car’s twisted metal forges dis-
comfiting links, between this relic from a terrorist atrocity, and a sub-genre of American art in which deadly, real-life events
are transformed into gallery-ready product. It is difficult not to connect Deller's bombed car to this tradition, and to perceive
the wreck as alluding to art-works, ranging from Andy Warhol's Saturday Disaster (1964) to Charles Ray's Unpainted Sculpture
(1997). Whether Deller’s car was the vehicle used by the car bomber, or perhaps belonged to a family murdered in the attack,
was left unstated at the New Museum, but the deadliness of the bombing itself was not. For the sculptural properties of the
memento mori to be fully operative, it seemed all the museum visitor needed to understand was that the car arrived at its final,
pleasingly crumpled form through not just a violent-looking process, but a multiply fatal one.

‘It Is What It Is’ belongs to this sub-genre not by intent, but by theoretical oversight; Deller and the exhibition curators ex-
pressed unease, when it became apparent that viewers were responding to the car, not simply as a means to facilitate the
conversations, but as an artwork all of its own. The curators had presumed that certain measures, such as not spotlighting the
car, not giving it a title, not putting a ‘Do not touch’ sign next to it, would signal that the car was not art. But this presumption
fails to take into account other factors, such as the extent to which context and intertextuality determine the perception of an
object or image, including its status as art. (To confuse matters, this particular car had previously been exhibited as a work of

art by Jonas Staal and Jack Segbars at Witte de With, Rotterdam.)



The curators have argued that none of the visual components of ‘It Is What It Is’ are ‘art’, only part of a secondary or paratextual
apparatus that remains subordinate to the work’s verbal content. They maintained that the car has nothing to do with the morally
problematic tradition to which Saturday Disaster and Unpainted Sculpture unapologetically belong. But even if the car can defi-
nitively be assigned a non-art status, it still remains unclear why this status absolves the artist of questions relating to sensa-
tionalism, responsibility to truth, and the ethics of turning the physical remains of tragedy into something akin to a conversation
piece. When | raised these concerns with Deller, he responded that, ‘To call [the car] art takes away from what's happened to it,
and is to start to theorise and take an art journey away from its meaning and history.’

But isn't one significant part of the car's meaning and history determined by all that has happened to it since ‘what had hap-
pened to it'? How does calling the car ‘art’ take away from what had happened to it? How, by refusing to call the car ‘art’, are
theoretical considerations in any way suppressed? Is this suppression necessarily a good thing? And, why are meaning and
history not part of the journey that art and thinking about art can take us on and to?

Angus Cook, «The Iraqui Cultural Centre - Opinion», in www.frieze.com, 26.06.2009
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From One Revolution to Another

Palais de Tokyo, Paris, France

Curated by Jeremy Deller, the Palais de Tokyo's ‘From One Revolution to Another’ is a multi-faceted and joyful ode to creativity
and spontaneity. Invited to curate a show within the institution’s ‘Carte Blanche’ exhibition series, which began last year with

Ugo Rondinone, Deller has brought his ongoing investigation into democracy, self-representation and pop phenomena to Paris.
Organized in groups of archives, the exhibition display sits between a museum of contemporary social culture and an autonomous
presentation of objects and attitudes that are intentionally not classified as ‘art’.

The main hall is entirely occupied by the notable ‘Folk Archive’ project (1999-2005), a collection of objects and ephemera that
documents an incredible range of reactions to official celebrations of British culture at the turn of the millennium. Hanging from
the ceiling of the large exhibition space are dozens of banners, produced for political demonstrations over the last 20 years by
Ed Hall, which stand like a parade of rage, craftsmanship and derision. At turns naive and obscene, this cacophony of inven-
tiveness and reactionary spirit is a test-bed for how vital and contradictory common feelings towards the globalization and the
politics of identity are today.

The remaining rooms host other multi-media displays that can be seen as autonomous exhibitions, though they all form a
coherent statement about the birth of specific cultural phenomena: the beginning of rock in France; early Soviet experiments in
sound and music; the proletarian background of British popular music (with a particular eye on glam rock); and the use of art
techniques in therapeutic approaches. Every section — developed in collaboration with a number of artists, writers and theore-
ticians including Scott King, Matthew Higgs, Alan Kane, Marc Touché, Matt Price and Andrei Smirnov - can be read as different
chapters of a larger book about creativity as a matter of urgency. At least, a book about love.

If the ‘90s were all about post-colonial perspectives, this seems to be the consecration of a post-cultural studies approach: the
end of a hierarchical and cynical appropriation of aspects of low culture as a dandyish, false critical attitude. 'From One Revo-
lution to Another’ does not even ‘appropriate’ things because it doesn't rely on a tradition of exploitation but, on the contrary,
threatens popular phenomena in their original meaning and dignity. And it doesn’t ask the viewer for any elated and oblivious

form of participation.

Alessandro Rabottini, «From a Revolution to another», www.frieze.com, 13.11.08
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