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Art Futurecast:

Merging Object with Subject

Jan GarderCastro

|. Three Art Explorers ®

Objects turn into subjects if andwher they interact with viewers. [f a rlling or object
seem to exchange messages with humans, it can be seen as anthropomorphic or moeta-
|Jhnric.'||. Bevond that, can a thing live a life of its own and even r_'||:|r1gc: with seasons
and eras? This is increasingly possible in are and is 2 new way to engage viewers in
humanist, geopolitical, scientific, and socioeconomic concerns. [ developed rthe idea
that objects may become interactive subjects during the course of studying three in-
ternational artises with di[‘rering 11:!L‘L:grm]nd:; and objectives. It faces t_'h:!"l:ngl:.\' from
both modernist and social pr.'!criu: directions (as will be discussed in prart I1). Joan

Baudrillard c.'lpmn:d the modernist view in UtOpiE

People took “-;1|1m|.1r'|n|1l for postmodernism, and T became a gurn of postmodernism,
... In regard to this controversy, . . it is clear thar T resisted chis kind of architecrure,
I remained modern in the sense thar T refer o Manharoan, in its truly modern version,
... Im my eves, the referencing of past forms incarnared a movement thar was nor only
a regression, bur also a reversal. [ did nor sec ivas a sign of renewal in any way, bur more
as bricolage ar the highest level, reusing all past farms.?

I'n the soci al practi ce f iMehnihgandNsersedreahe ouBome ofran irtaradttwieen -

artist and beholdeand not an authoritarian
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For this t:haptr:r., “art™ is work that has a sensory or E'I]]}"!.‘i{.":ll manifestation in any
mcdia, is nrit_:in.'il. and somehow gives viewers a “new™ experience in the reference
frame of their time period; “object” is a thing (that may be acred upon); and “subject”™
is a person, thing, or idea that acts or sugpests action. These are basic synracrical
definitions and nor semioric terms. First, let’s examine how objects become subjects
in the work of three artises.

I arcist Karrin Sigurcl;lnimtir’x [Teelandic, born 1967) exhibition Boiseriesatthe
M:tn}pu]iran Museum of Art, visitors in one g:l"::r}-' see themselves mirrored inside
a full-scale madel of an eighteenth-century room from the Met's period rooms. In
a second gallery, viewers scroll along the deconstructed walls of another life-size
cighrecnth-century room thar becomes progressively smaller and smaller.3 In each
inscance, thevisitor, szlf consciously or not, enterseithertheliteral or thefigurative
spactofthe abject and {himsclfar herself) changesn scale, becoming smaller or larger
in relation to the object.

Sigurdarddéeeir’s High PlaneV, 2006-2007 at P'.5. 1, the contempaorary branch of
the Museum of Modern Art in I.:mg Island City, added a third interactive element.
(See figure 7.1.) Viewers queved up tw climb one of two super-tall ladders. Upon
reaching the top, the two people found square openings big enough for their heads
o bocome part of a horizontal landscape of powder blue land masses—abstract forms
simulating spovr-covered mountain ranges, lakes, and islands. Ac the same time. vicw-
ers could see each other’s heads in realtime and distance and outofscalewith themin-
iature |:|r1n|.1in:_':tpt_ The suggestion that our world and its countries are _-i]:lrin]cing and
that our heads are gening bigger was one of many interactive messages viewers might
see. Upon descending the ladder, these viewers, like the narrator of “Plate’s Cave,”
might not see their familiar world exactly the same way. High Plane behaved like a
subject rather than an uhi::vr:t., ilrll'l'll:f.li.:!.‘tt:l}' n;.'v:mll:::_'ting with viewers, one on one, and
engaging themn, illf.livir.lu:lll}-'.. in conversations to interpret what they had seen.

Sigurdardactic's ideas are original interpretations of the social practice theories of
Micolas Bourriaud's Relational Aestheti¢svith added ideas from her gradustiedies
im_']uding ferninist theory, at Rutgprﬁ [Jlli"'tl'.‘iit:r". Bourriaud’s defines art as “a gl:m:ral
term describing a set of objects presented as part of a narrative known az art historyo*
Hissubsequent bools RadicanfArtandPostproductiosuggestthattheteramtiselit-
ist, establishmentarian, and needs to be replaced. Instead of art, he suggests “a volun-
tary confusion of eras and genres,” a “significance thar ranscends culrural divides,”
and “recontextualizing” existing ideas and objects.® Sigurdardateir related, “HighPlane
does merge subject and object—you become part of the work. There’s a performarive
element in everything | do. The work is activated by the body. You are seeing how
vou are seen yourself—but not (seeing) yourself,"

Following his undergraduare studies in architecture ar che Ricardo Palma Univer-
sity in Lima, and masters and PhID studies and degrees at Tokyo National Universicy
of Fine Arts and Music, César Cnmriu., born i 19606, set to work as a Tmﬂr[]ingu:ﬂ

artist who translates sociopolitical issues in his native Peru into international con-

texts o i[lttl’rt].’!ft li.'l.ll.tllfl:. .'Il't_'hil'tl'_'l'llﬂ'_‘., Aart, :|r1n| ."il](.'[t]]{lg}". TI:'IE if.l'."_':lx [lIF Fftl’.ltfi.(_'l(.
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Figure 7.1.  Katrin Sigurdardéttir, High Plane V, 2001~
2007. View from PS1.

& Matthew Septimus Courtesy of MoMA PS1. Used by permission of the artist.
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Kiesler (1890-1963)—whose The EndlesBlouse proposes merging architecture and
SI:LL]_PTL'I_]_C—\-\'L'rf e illlF'l[l]'t.'I['lT t'-'lr]}" i.]]ﬂllﬂ]]f.'t' LI Cl}r”ﬂj(},x W{]TI(.. Ki.ﬂh:lt'r‘.‘i ttlt(]l—iﬂﬁ
iil:'“:ll.]" illtfrft]iiri(?]].‘i :l]]]{]llg .‘rFli.lL'l'."-. I]t‘]'l.]‘lt. l}].]‘it“_'t}i-. iill(] I'.'l}l“.'t'l]r.\: WOEre Eir iillt‘:lﬂ.] ‘]r hi:ﬂ
time.” Another important influence on Cornegjo’s :Lpprn:u_'ll to :l.'r_'||||1run: architecture
was his Lima university professcr, the Peruvian sculpror Carlos Galarza Aguilar
(1926-1991). Aguilar tried o fuse architectural design with an expression of Inca
architecture; he encouraged students w make sculprure like buildings and buildings
lile Hr.'ll'l]l‘llri:.

Corncjo’s engoing long-ranec projoct is crearing che Puna Muscum of Contempao-
rary Aut, Puno, 2 mounmin village where historically significant lnea and pro-loca
Tiahuanaco, Colls, and Pucard culwres ariginared, is impoverished and romore,
Woorking collaboratively with Pune residents, he helps them add an archivecrural space
to their traditional hovses; for an asreed-upon period, they use this as a gallery showing
contemporary art, The muscum projecr, inidally fonded by Now Youk—based Creacive
Capiral, allows residenrs to improve their dwellings, cxposes them o contemporary
are, and cncowrages interactons among towists and visieors, cioe residenes. and arciscs
with varied backgrounds, Uhree of twenoy -tive stared goals of this program are:

L. "I'o transform the city of Puno into a living museum in which the city as well as

the residents are part of the exhibition.

-

To create programs that allow the museum to play an important role in the lo-
cal socioeconomic development.

3. To create programs that value environmental and ecological aspects in the
resion,

Cormejo’s art and archirectural skills and his hands-on :i|J]Jn:—;aL‘h to imp]tmr:uring this
plan, house by house, are notable. The artisan traditions in Peru can be incorporated
as well, Subject and object become one, since the home's inhabitants, the architect
(in this case, Cormnejo), the artists exhibiting work, and any visitors to chis historic
region exchange ideas. The new muscun, as part of the house, improves and interacts
with its other spaces. The house museum offers anthropological, cultural, and eco-
nomic exchanges on many levels—and in many directions. This project has art and
art historical antecedents in B:lgium and in .'al.]'gl:]]fi]];!.s

For anether praject in 20035, Corncjo crearcd La Cantute o commemorate che
July 18, 1992, kidnapping, toroure, and murder of nine students amd a teacher at
Universidad Macional de Educacidn Lnrique Cuzman y Yalle (also known az La
Canrura) by a government deach squad. Their bodics wore found buried ar the
oueskires of Lima, and Fujimern governmenrt officials were lacer tried and convicred
far this crime. (See figures 7.2 and 7.3.) However, a planncd public monument was
never built, and even thirteen yvears afoor these murders, o was radical 1o use art o
publichy moum this loss of life, Cormecjo’s praject involved maore than a thousand
participanes, including students, professers, and relatives of vicrims, malding sbor
thousand black paper Howers o commemorare all vicrims of violence in Peru, La
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Figure 7.2. César Cornejo, Project Puno MoCA,
(2007 - ongoing)

Used by permission of the artist.
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Figure 7.3.  César Cornejo, La Cantuta, Installation,
2005.

Used l:}«' permission of the artist,
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Cantuta consisted of nine flower-covered scudent desks and one teacher’s desk in
a serting landscaped with che black tlowers, Dy crcating art thar involved over a
thausand people remembering che dead and thar permited commemaration durine a
repressive poriod when this behavior was dsly, this projecr was always “cthe subject,”
never an object, [t was a collective memory broughr o Life, It was also a synecdoche,
a microcosm of mourning for a nation that is still afraid 1o mown.”

Ursula von R}"Eli]]gﬁb‘:lrtl.. borm in Deensen, Germany, in 1942, spent ages three
o :ighr in r:it_;hr different ]:lus.t—Wurld War 11 n:f'hgt:: camps for di.lipl:u_'r::l Palish
people in Germany before her family was relocated o Plainville, Connecricut. Her
childhood is one basis for the monumental cedar work thar variously evokes her
Polish heritage, children’s games, and family. Her are career took oft during and fol-
|uwir1g her masters of fine arts studies at Columbia University (MFA, 1975). Von
R}":li]]gﬁh‘:lrd |:'|.-'|.‘; Al ]1[?]]{}r§!l—:|-' ';.Il]'f_'rf:lrﬂr: F]'{TIII t‘]]t M:l]’}"l“ll{l ]”:\'riTlth‘ {‘:{llltg‘: {'lf :‘E'Ll'l',
Baltimaore (1991); her awards include the 2011 ﬁknwh:g:m Medal for SL‘ll]E‘JTlLrl‘: and
a 1994 Academy Award from the American Academy of Ares and Lerters 2 Her thicd
retrospective exhibition, Ursula von Rydingsvard: SculptudQ91i 200€, had four ven-
ues through Auguse 2012,

Von R}'{lingw:ir{l’s abstract codar \'_'l::iTT1|Jl:}.‘ii.ti{Tll‘!i sometimes allude to the |‘.uud:,"5
innermost vearnings and o wt's muldple lawers, At othicr times, the arcst's absteact
vesscls are construceed ino cowering “vornacular architecture” that scoms boch
anciene and dmeless, ¥on Rydingsvard’s sisnature construction methods starr wich
codar pracessed inta standard <47 = 4" construction lumber, “The arrcist then marks
the wood and <uts i wich a cirenlar saw, She creates stacked abscract forms; glues
them a lawer ar a time; and often Hnishes cdhe seulpoure wich graphive, Voo Rydings-
vard's resulting abstract objects range from giant necklaces to lace medallions to an
unidentifiable creamire named Luba to a tornado slmpcd_, rhr:;ih:ning conical mass
namedOgromnaArtforum described von Rydingsvard’'s BlackenedNord {2008) as
“an enormous, rippling accumulation of cedar and graphite, [char, brings to mind
the rins of Angkor War as they appear in the final scone of Wong-Karwwal's 2000
film. .. .BlackenedNorc unfolds as one walles around ic, a hulking shape irregularly
darlecned with praphitc and cloft with creases, dips, and Hords, some roonny coough
to accommaodate an arm or a small rse. somc just big cuough for a probing fineer,
or less, "

WallPockef 2005 —2004 (Collection of Museum of Modern Avt, codarand eraphite
1627 % 72" w 657) stands more than thirteen feet all as it reveals its inner core and its
outer dermis. [t's as thnugh we're ::x.'imining the inside and outside of our own areerics
O an {'I]'g:ln i'l'_' |:“ “]il}l’ EJTTT] t]]:!l‘ h"['['l.:!".‘i j_l:l}' (w1l I'-["' xllr\'[\':!l. T|:'“'_' 'ltlt ﬁllggﬂ.‘”.‘i A I]UC]{ET
inside a wall or the inside ::ann]:thing—:m inner area that contains HHJ[[ll:l‘hich-'; ancl
that connects to a larger structure. (See figure 7.4.)

In 1985, eighteen years before von Rydingsvard began crearing Wall Pocket she
told an interviewer about a favorite sculprure ar the Metropaolitan Museum of “a
SOl h-hi.l]“:d Iikt‘ a I'_'{‘Il].]]]['l F?:l]’ficlll:lrl_‘f i]] :Fr'::l'l'l" 'l.'c-'}'ll'_"rc 'l."fil.‘; C]i[lg [Cn] I“:f ]]‘[lLI_‘r" :1"([

l‘hl‘:ll "ht}r‘ lI['l'Fl]TI in tIIE II‘.I'.'lL']{ 11-'11["1'2 ﬂ&r]]].‘i ANS TTIrE ToI E'I_PEI,],'T.ILJ". ThISIS VenUSGene-
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Figure 7.4.  Ursula von Rydingsvard, Insert, Wall Pocket,
2003-2004.

lrnage &1 David Allison. Used by permission of the artist.

13 124 Baler.indb 22 ngt 3/28/13 1:51PM



13_124_Baler.indb 23

Art Futurecast: Merging Oihjrerwirh Snbjecr B 853

rix .a Boman copy of an t:-r[gin:t] revwr attributed to Kallimachus, a :Isr_'u]ptnr of Libwyan
Greek origin. Daore Ashron, in citing this quote for the opening of an essay on the

artist,added:

Tlicer iz a fundamenral retl-.arinn:ihip berween the p-crn*prinn of .E|;1IIFIT1LT{‘ and the pres-
ence of the human body, Mo marrer how Far afield .l:n:ulpnlrf: has gone since G000 B.O., ic
has never been able o :;||L1'r itself of the existence of the first presence cach human ht;ing
Laworwen-- hiis owiy body as it abeys the laws of gravity, or defies chem. . .. Like any sculpror
in any l.',‘Pt'I-l'.]'I, VO R}f:iing.l;v:lr:l has T|'|.nu.g|11 with her h-n:h.r and sensed her prescnce in
the world, The world—that is to say, z.p.;-u'-.--—i.l; the raw marerial in which the ﬁcu|pmr

inscribes the human presence, 11

Ashton’s remarks and the artist’s own words [Tnp]}r that von R}-‘dingw:lrr.r.li rmajor in-
spiratiorfor WallPockeisVenusGenetriy. ¥ihenvon Rydingsvard spolic abonr Wall
Pocketat the Sculprure Center on March 4, 2011, she referred to the sculprure by

saving, “SHE{emphasis added) is vulnerably stacked™ and “has a straight vertebra—a
straight wide back.” Curaror Helaine Posner suggested chat WallPockeremindedhet
of WingedVictory, also by Kallimachus, for the sides 5lig}1tl}r hwiT:lg out.” Yer it Las
closer ties to Genetrix. now transformed into a vulnerably stacked, straight spined,
wouldng classgoddess.

Genetrixis a prototype of an idealized, empowered woman, It's an imporcanc ances-
tor for Wall Pocke, yet the artist does not dwell on this, freeing each viewer to have
her or his own associations and interpretations. WallPocke is larger in size and scale,
wood instead of marble. In addition to its ‘..f::]ll]..‘-h]{lll.li exterior, its inner folds and ]:1}-'-
ers make this xr_'u]ptun: more intruxpl:r_'riw:. Also, the initial cuts are pr:m_'i]td Onto
the wood, and its final skin is covered with t_l:_rallhirt. 03 drawing becomes an added
element in the sculpring process. Its many layvers and cypes of allusions poine both o
reality and to art.

Wall Pocke shows that the artist’s forms have relationships to drawing, sculprure,
art history, nature, man-made processed objects, and human flesh. Tis serange title,
its indi\rinlu:ilit_l,.r. and its inner and outer parts Invite illt‘rﬂ!ipﬂ'.‘fin]’]. The wark roes
h:yuml Baudrillard's definition of simulation to become its own entity. As the work
reveals ies lines, curs, sashes, marks, and tones associated wich arr, the processed
cedar also ages naturally, changing its hue over fime from flesh rusc-beige o silver-
arar-hrowrn.

Won Rydingsvard’s art is about inner and outer correspondences and also about
the dr:a:p |1$3.;L'}m|ut_f_ir_':!| inner wurl-:ing.li of our lives, Each work pc:rmirs us ro discover
its humor and oy yet also s irn:gularirir.t;., prnruln:ram:::.'.', and aberrations that may
signal maladies and hardships. The art reminds us, as though it is alking w us, thae
our strengths often come from overcoming life’s challenges. e takes us intoaworld we
have never previously seen and shows us a world where bodies undergo synesthesia, a
Llixnrirnting shift or "confusion of the senses” thar makes a small vessel colossal or a
lace collar wooden or a sensuous surface .Iiunldeu]}-' j:lgg::d and mugh. Wall Pockeisa

subject for those who ke time to vixr.a:m]l:,r feel its th:].yr}m.
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II. The Modernist/Social PracticeDivide

Lhe idea of the object merping with o tansforming icself oo the  subjecr  falls
squarely berween the current warring camps of modernism/postmodernism and social
practice. Lo the modernist camp, it rethinks nincrecnth- and twentieth-cenruey acs-
thetic theories by Htt_';l:l. Danto, Merleau Ponty, and others of the object as “ocher”
and reframes sculprure boch in relation o0 vicwers and o anv ficld thar bocomes a
part of an art endeavor or experience. Two early manifestations of what is now called
modernism areLas Meninas {1656) by Velizquez and The Third oMay (1808} by
Goya. Both involve sclf-consciousness on che pact of the artist—a sclfconsciousness
that goes hevond the perceptions and interpretations of their day,

Veldzquer caprured himself painting the antics of the Spanish royals. The paintine,
famously tells its story from multiple points of view. Pablo Baler suggests that in Las
Meninas the uses of perspective become a parody as well as a paradox about simulta-
necousperceprions > Uheartist makes hisactofpaintinganintegralparoftheworldhe
depicts, even adding a royal crest to his own chest,

{zova, just as sclfconsciously, depicrs lIl‘lifCll'l‘ﬂCd-
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