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The Double Body: being in space is an exhibition of new installation and performance
art by South African artists that explores the implicit relationship between physical
performance, or presence, and architectural spaces. Drawing from a theoretical tradition
rooted in Minimalism that makes a case for a corporeal “knowledge” of objects and
space, the works in this exhibition are invested in how the body locates itself in space
and develops a sense of place, how installation environments may bear the traces of
bodily presences and the different levels at which a viewer experiences an artwork.

This exhibition treats the notion of architectural space broadly, and suggests that non-
functional spatial interventions and artistic gestures that respond to a formally architectural
environment are themselves architectural works. It also proposes, through constructing
a physically immersive network of installation environments, that the very notion of

architectural space is derived directly in relation to the bodies that would inhabit, look
at, move through or construct it. There is a strong precedent in recent exhibition-making
for the blurring of distinctions between architecture, as the vessel that would contain
art, and the installation artwork that cohabits with it, or exists under its watch. Psycho
Buildings: Artists Take on Architecture, curated by Ralph Rugoff for London’s Hayward
Gallery in 2008 provided a frame within which installation works could challenge the
architectural sanctity of the gallery space, whether by working on a scale that unsettled
the relationship of spatial subordination of the artwork to its exhibition space, or by
actively adding to or destroying existing architectural elements in the gallery. Psycho
Buildings arrived as an innovative utterance in contemporary curating, but its historical
roots are entwined in the minimalist avant-garde spatial practices of artists like Robert
Smithson and Gordon Matta-Clark, both of whom revolutionised the relationship between
the space of the artwork and that of its containing building or alternative environment.




The Double Body owes a debt to Rugoff’s exhibition for its concentrated attention to
architectural spaces, but even more so to minimalism, which is firmly rooted philosophically
in continental phenomenology — the study of experience. Although most of the works in The
Double Body do not betray any formal nostalgia for minimalist sculpture and installation,
they do reiterate minimalism’s elevation of the subject - and not just a cerebral subject,
capable of locating a work conceptually, but a sensorially aware and susceptible agent who
experiences and responds to the artwork physically. This is an exhibition centred on the
body in that each work included creates a unique sensory, spatial experience for the viewer.
This can be effected through a gesture as small as the work inviting the viewer to peer into
it in response to its smallness, as is the case with Marcus Neustetter’'s maquette for a
telescope titled The Observatory 1 (2009), or as grand as dramatically altering movement
though the gallery by sealing off the ground and first-floor levels from one another, as
Alexander Opper does in his architectural intervention Auseinandersetzung (2009). David
Andrew’s Classroom (Recovery Room) (2009) modifies its gallery environment by creating
a navigable topography using broken school chairs and desks. It suggests a moment of
exuberant movement frozen in time, or the elements of a classroom let loose from gravity
and suspended in space, inviting the viewer to walk through it and explore its narrative
possibilities.




The two performances included in the show, Bronwyn Lace’s Verticality, Height and Mass
(2009) and Lerato Shadi’s Hema (2008), reiterate the connection between bodily presence
and space. Bronwyn Lace uses a matrix of vertical and horizontal lines plotted on the gallery
wall and nylon thread to manipulate her eighty fishing line sinkers that together match her
body weight. In Hema, as Lerato Shadi inflates balloons with her own breath and lets them
fall from the roof of the gallery, vessels in which something of the artist's body is contained
- their construction is entirely contingent on a corporeal act - and in this way they are
architectural objects.

This exhibition establishes a further layer of environmental relationality in that it has been
designed to read most coherently (aesthetically and conceptually) after dark. Unconventional
lighting has been used to meet the display demands of each work individually, and this
means that during the day certain light-dependent qualities of the works — the play of
shadows, for instance, - are partially lost. This overarching design choice limits the legibility
of the exhibition in some sense, but it also makes explicit certain highly manipulated sensory
conventions of gallery exhibitions in which viewers are complicit. For example, in South
Africa, gallery opening hours seldom run over either side of daylight and we therefore
experience a certain time and quality of light as appropriate to the display of art. In breaking
with the temporal conventions of gallery viewing, this exhibition reminds us that art relies
on its external environment to determine the conditions of its legibility and meaning and
we, the viewers, participate in this external environment.

- Anthea Buys
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Marcus Neustetter’s small sculpture
The Observatory | serves as a sketch
for a proposed artists’ observatory in
Sutherland, the home to SALT
(Southern African Large Telescope)
and the SAAO (South African
Astronomical Observatory).



Lerato Shadi

Hema

A N e B / Hema is based on a performance staged by Lerato

b R ™ Shadi at the offices of the advertising agency Ogilvy
AR 0.y in Cape Town. In this performancw she blew six
A\ 4 5 hours worth of out-breath into 792 balloons, letting

N f.'l \ il ; 7 the balloons fall down the stairwell once she had
l b X /4 filled each with breath. In her performance conceived
2N : 0 0 for The Double Body, the inflated balloons, as they

fall from the roof of the FADA Gallery become

e metaphors for skin, much like the outer surface of
?**' a building is imagined and referred to in architectural

jargon as a skin. The balloons are vessels in which
something of the artist's body is contained - their
construction is entirely contingent on a corporeal
act - and in this way they are architectural objects.
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Lerato Shadi is a Johannesburg-based performance
artist. She graduated from the University of
Johannesburg in 2006 with a B-Tech honours
degree in fine art.
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Johan Thom

Incantation

a series of public incantations connecting [{Ssl=elzr=1s) sl (Rt 1ol Mol ols o) s @2l0]0]c]

URBAN OCCULT (;IJERW\




INCANTATION is a large-scale land art work/ performance through
which the artists body — its physical actions and corporeal extensions
into space — will become the conduit for the release and
implementation of a alternative infrastructure within the urban
geography of contemporary London:

This infrastructure is corporeal: There is no distinction between
knowledge, the body and spirit. As with language — the act/ion(s)
of compiling, reading and articulating forms of ‘knowledge’ - is
situated firmly as corporeal, or bodily, activity. Writing, and indeed
all other forms of knowledge and human technology extends the
body into space, physically, mentally & spiritually. The purpose of
the INCANTATION is to establish a 'corporeo-psychogeography’.
This is brought forward through the notion of the Urban Occult
Guerrilla as 'the revolution of spirit through the extension of the
corporeal subject into space and time'.



INCANTATION:

1. ..'from Latin ‘incantare’, meaning “to
chant (a magical spell) upon,” from in- “into,
upon” and cantare “to sing”.

2. Incantations are the words spoken during
a ritual, either a hymn

or prayer invoking or praising a deity, or in
magic, occultism and

witchcraft with the intention of casting a spell
or an object or a

person.

3. Use of magic words to... raise the dead/
protect the living/

delineate space (between the sacred and the
profane, for example).

Johan Thom (b1976) is a performance and
video artist currently based in London. Please
visit http://www.johanthom.com for more
information.




Nina Barnett
Same Seine




Nina Barnett is fascinated by foreign encounters and the act
of wayfinding. She explores the attributes of a newcomer —
both through the viewpoint of her own circumstances, and
through observations of other outsiders and the spaces they
navigate. Using maps and guidebooks, verbal interpretations
of space; public markers and directional gestures as inspiration
and subject matter, she reveals the ability of these to give
purpose and agency to the foreigner, and to simulate a
meaningful connection to the new environment.

Nina uses video, sound and animation — all elements that
denote a transient, ephemeral experience, mirroring her
conceptual interest in travel and temporality.
Her current works investigate Johannesburg, Paris and New
York - three cities that have figured prominently in her recent
experiences.

Nina Barnett is a South African artist living in New
York. She was the Gerard Sekoto Award winner at
the Absa L’atelier 2007, and was granted a Spier
Contemporary Award for a collaborative work in the
same year. She had exhibited and worked in
residencies in many cities, notably Johannesburg,
Paris, Belgrade, Rotterdam and New York.




Rodan Kane Hart and Murray Kruger will be linking the top and bottom
halves of the FADA gallery via the bridge and amphitheatre on the
outside of the building. The two pathways have been installed to
prompt a considered travel between locations. This temporary
intervention is constructed to serve as guides and markers for the
transitions of bodies within this specific site for the duration of the
exhibition. The introductions of these pathways aim to aid the viewer
in the process of changing space into place by delineating new
architectural parameters to occupy. Hart and Kruger’s idiosyncratic
choice in surfaces are both aesthetic and experiential cues to consider.
These cues are both personal and intended to be relational within
the exhibition.



Murray Kruger
Detail of Route (B)

My route begins adjacent to the
stairwell, at the height of the
amphitheatre. It is intended as
an ephemeral distraction. Bubble
wrap panels snake towards a
central sector, where it coils
downwards towards the base of
the amphitheatre and turns
sharply to enclose the space. |
intend the original material state
of my surface to serve as an aid
in considering broader concerns
of transportation and movement
inherent to some of the other art
on display. The translucent
cellular surface hopes to invite
an almost instinctive reaction
while being traversed or
occupied. The popping of this
material by any participant
becomes an aural marker of their
actions and presence within this
space.

As agents within the work,
viewers are prompted to be
aware of the performativity of
their actions whilst
simultaneously still functioning
as an audience for Lerato
Shadi’s performance. However,
this sound will inconsistently be
activated but will ultimately die
down once all the air pockets
have been popped. The bubble
wrap therefore becomes
incapable of its origional function
by the end of the exhibition. In
light of this I consider that a
participant’s contact with the
material an evocative reflection
on transgression and even
violence beyond the originally
intended call for play.



Rodan Kane Hart
Sketch for Direction (0)

My Path intents to visually and
physically connect the upper and
lower halves of the gallery . By
utilizing pre cut wood and
coating it with an orange high
gloss finish, | aim to use an
aesthetic that is rooted in this
site's architectural vernacular.
It is a subversion that highlights
this site's function and
practicality. Thus the spacial
design is critiqued without
detracting form the official layout
and architecture of the FADA
complex.



Alexander Opper

Sketch for Auseinandersetzung

Alexander Opper is a principal of Notion Architects and a
lecturer with the Department of Architecture at the University
of Johannesburg’s Faculty of Art Design and Architecture.

The installation simultaneously configures and
reconfigures its immediate environment. Physical
shifts, disturbances and manifestations result
from critical placements and (re)placements of
available and imported material. These operations
draw attention to and question the predictability
of the FADA Gallery’s usage, and act as a critique
of the failed interrelationship between the gallery
enclosure and its adjacent spaces.

The installation harbours an uncanny challenge
for the gallery visitor: the orchestrated rocky surface
of the gallery’s upper floor destabilises normative
use and restricts human movement to almost
robotic increments, whilst the obstructed stairwell
exacerbates possible user responses of misgiving.
This double challenge is compounded by a third,
latent element, consisting of the diffused presence
of a misplaced, pungent scent. This atavistic smell,
conceptually linked to the rocky network on the
gallery’s floor, embodies a possible aid for
unlocking some of the shifts inherent in the
installation. Thanks to these three internal
presences, the gallery visitor relying on the
traditional route of access is essentially rejected
from the space upon entering it.



Puzzled visitors have no choice but to (re)verse the architectural
promenade of anticipation which deposited them at the gallery’s
known entrance. To reach the lower level of the exhibition space
they must literally turn their backs on the gallery entrance and
traverse the bridge from whence they came, thereby undoing
its intended architectural drama. Reaching the end of the bridge
and turning back to face the gallery, they then descend the
stairs of the amphitheatre, the space adjacent to the gallery
which is otherwise hardly used and, finally, enter the lower
reaches of the gallery as the ‘completion’ of a frustrated detour.
Entering the lower level of the exhibition space, the search for
answers is not easily satisfied, provoking an endless confusion
which might or might not lead to ways of seeing any reason for
the Auseinandersetzung.

Thus the given space is de-architecturised. The deliberate
intervention within the traditional gallery space became the
starting point for the curatorial process, thus impacting on the
effect of the work of the other artists participating in the show.

1A term used by American artist Robert Smithson to describe a different kind of manifestation
of architecture, through entrophic shifts, versus the literal manifestations of architecture as
recognisable edifice or form. See interview between Alison Sky and Robert Smithson:
Smithson, R. 1973. Entropy made visible. Available:
http://www.robertsmithson.com/essays/entropy.htm

Accessed 8 May 2009.
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