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Ourhouse (2010- ) portrays an English country estate that plays host to a range of absurdist narratives
satirising the upper-class decadence of the Maddox-Wilson family. This latest episode, Ourhouse Episode -1:
Time incorporates Mellors’ research into Upper-Palaeolithic studies. In a key surrealist move, time is decreed
a physical material with its own economy, an unevenly distributed resource.

The method represents a slight departure from earlier episodes of Ourhouse. A 60-minute prequel to the
story so far, Time switches the action to the estate’s ‘northern wing'’: Preston Bus Station. This Brutalist icon
is invaded by Neanderthals, who abduct and eat the main character in a ritual that uses the tropes of late
capitalism to satirise austerity and wealth separation.

Written, directed and co-produced by Mellors for permanent acquisition by Harris Museum, Preston, on the
occasion of his winning the Contemporary Art Society Prize (2014), Time is co-produced by the National
Gallery of Victoria, Melbourne, who, since exhibiting the work in their inaugural 2017 Triennial, also acquired it
for their permanent collection. An interview with Mellors appeared in the Triennial catalogue, and another
with Tala Madani appeared in the NGV magazine. The Triennial received national and international press
coverage, having a record-breaking 1.2 million visitors. Other supporters include Stigter van Doesburg,
Amsterdam; Monitor, Rome; The Box, Los Angeles; Matt's Gallery, London.

The fifth episode of Ourhouse, Time's significance lies in blending experimental approaches to film-making
with mainstream production methods. The entertainment value of a middlebrow TV sitcom is rethought
along anthropological lines. Deployed within a combination of installation art, sculpture and free
improvisation, the cast embodies a new vision of our culture industry in which the credibility of an actor’s
performance rests on the incorporation of their thespian skills into a wider, more elastic ensemble.
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" Nathaniel Mellors, a British artist known for his satirical and
absurd works, is not exaggerating when he speaks of “pulling
out some deeper weirdness” in his “unique” new commission
for Preston’s imposing Harris Museum and Art Gallery.
Effectively won through the [£40,000] Contemporary Art Society
Annual Award, Mellors — whose current Ourhouse series has
featured the likes of Harry Potter actor Richard Bremner and
Gwendoline Christie, of Game of Thrones and Star Wars — will
reimagine the notorious, brutalist bus station in the Lancashire
city as a knackered cinema where cannibals and Neanderthals
battle. ”

Ben Miller, Culture 24



" In this latest episode of Ourhouse, Mellors takes a running
jump and lands outside of the confines of good taste. The
film relishes in body functions and the obscene, which is
not to say that it is merely puerile but should be viewed in
the Rabelaisian tradition of grotesque and scatological
realism...Mellors’ commission for the Harris is a visceral
viewing experience, a successtul attempt at plumbing what
he calls ‘a deeper weirdness. ”

Holly Grange, Corridor8
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" Mellors’'s Ourhouse Ep. 1: Time is the ambitious latest
instalment in the artist’s video series, which revolves around the
eccentric Maddox-Wilson family and their TARDIS-like stately
nome, ‘Ourhouse’. Shot locally, Time is a prequel to the series’
previous four episodes and further distorts the time continuum
Dy absorbing a Brutalist bus station as Ourhouse’s ‘Northern
Wing" and venturing into pre- and post-history to let loose
Neanderthals and futuristic cannibals on present-day Preston...
Mellors squeezes millions of years of human history into 30
minutes, backwards...the cast [regressing] to the very start

of life on Earth, still stranded atop Preston’s bus station. ”

Beth Bramich, Art Monthly



Still from Nathaniel Mellors (2015-
16) Ourhouse Episode -1: Time
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are the work of Cy Twombly, on whom Barthes wrate two
important essays, or Henri Michaux’s proto-tachiste paintings
of the 19305 and 1g40s. In her ‘Remembering Barthes” essay
af 1980, Susan Sontag, reporting on her subject’s note-taking,
connected his “aversion to marking up books with the fact that
he drew, and that this drawing, which he pursucd seriously, was
a kind of writing'. Without citing Sontag, Bishop and Manghani
‘make much of the claim that Barthes' drawings are primarily a
form of writing, mnungly I:uppcd by what must ultimately be

ional, their (sccurate)
pwtnyal of Barthes as an amauu: perversely cementing his
status as 2 writer. But the paintings’ impetuous charm is alsa
their power; Barthes' refusal to exhibit them was a eritical tactic
intended to withhold these ‘squanderings” from the slow death
of indiscriminate commodification.

Burgin's digital projections, each occupying a single dark
space, are mestly monechromatic and can feel saly analytical
affer Barthes” not of colour. Their panoramic, unceasing
movement holds its own seductive edge. Shown in the UK
for the first time, all three of Burgin's works concern the
phantasmagorical re-presentation of vanished buildings,
including the soon-to-disappear John Hansard Gallery itself
in Belledonne, 2015, which alsa incorparates imagery of the
sanatorium in which Barthes spent three years recovering from
tuberculosis as a young man, The other two picces, A Place to
Read and Prairic, both 2015, reflect upon, respectively, a now-
vanished Istanbul coffee house and the destruction of Chicago’s
Mecca. These ‘phatographs that mave’ - as Burgin refers to
them - exemplify, especially within the present configuration,
the apposite of the emphatically static images Barthes thearised
an in Camera Lucida, 1980, In Burgin's image repertoire ime
never ceases to unfold; we may enter or keave these Juminous
Joops whenever we please without detriment to our engagement
with their carefully concocted mimetic field. The incredibly
complicated technique of digital montage developed by Burgin
is idsasyncratic if not unique, and thereby far removed from
Barthes” traditionalist mark-making. Where does Burgin stand
as regards the unqualified status of the amateur? ‘I'm on the
side of the Wizard of Oz when he argues for the superfluity of .
decorations of all kinds', Burgin notes in the catalogue; ‘Barthes
himself .. bad none of the academic qualifications that his
intellectual peers would routinely have (held)”. B

PETER SUOHIN is an artist, critic and curator

Nothing Hag s, Twice: Artists
Explore the Absurdity of Life
Harris Museum and Art Gallery Preston

6 February to 4 June

Itis furny what's funny the second time around. [n Samuel
Beckett's one-act play, Play, 1963, 2 man and two women reflect
an the breakdawn of their overlapping love affairs. The characters”
lines are interspersed but disconnected from one anather, and
all delivered at breakneck speed. The pace is relentless but for a
few unexpected eruptions as wards catch in the man's throat and
cause him to - hic' The twist is that as their desperate confessions
seem 1o be nearing some condusion, the play resets and wholly

repeats. And so the words that whizzed by are reperformed and
the acute placement of the bodily interruptions bring the farcical
nature of love and lies to the fore. Taking Beckett's theatre as its
theme, ‘Nothing Happens, Twice' is a group exhibition about

the ahsurdsty of life, featuring the premiere of 2 major new
film by Nathanicl Mellors (winner of the Contemparary Art
Society’s annual award) abongside Play (shown here asa filmic
interpretation directed by Anthony Minghella in zoor), new
commissions by Sally O'Reslly, Pavel Buchler (Interview AM387),
Common Culture, Cally Spooner and Hardeep Pandhal as well as
exssting works by 11 other artists, including Mel Brimfield, Hilde
Krohn Huse and Mladen Stilinovic.

Mellors's Ourhouse Ep. 1: Time, 2016, is the ambitious latest
instalment in the artist’s video series, which revolves around
the eccentric Maddox-Wilson family and their TARDIS-like
stately home, ‘Ourhouse’. Shot locally, Time is a prequel to
the series” previous four epesedes and further distorts the

by ahsorbing a Brutalist b as
Ourhounr ‘s ‘Northern wing’ and venturing into pre- and post.
history to let locse Neanderthals and futuristic cannibals on
present-day Preston. The catalyst for all these anachronisms
is the invention of a radical new theory of time by patriarch
Charles Wilson; when he uses his theory to travel into the past,
be unwittingly sends himself and his family flling back through
time, devolving into ever lumpier and gruntier forms as Mellors
squeezes millions of years of human history into 30 minutes,
backwards. The dlimactic shot sees the cast regress to the very
start of life on Earth, still stranded atop Preston’s bus station,
a set of four Perspex cubes with strands of the characters” hair
fopped on top and faps of fesh suspended inside. Like Play,
Time cries out for an immediate secand loop to remember how
itall began

For an exhibition about theatre, live performance is notably
absent. As with Mellors's central work, it falls mastly on
moving-image works to provide the - pre-recorded - action. Mel
Brimfield's 2013 video Mouth apes Beckett's icanic Not 1, 1973,
with a monstrous, lapping pair of lips, here spouting snatches
of hackneyed vaudeville rautines that derail into nonsense before
they reach their off-colour punchlines. Elsewhere, Hilde Krohn
Huse's Hanging in the Woods, 2015, documents a performance
that slides out of the artist’s grasp, leaving her hopelessly tangled
and dm!,hng naked from a tree. Ammg these bodies — and
body parts - hibitian's truggle to
capture the lated eye. Twa newly oned
sculptures by Buchler attempt to bring the before and after
effects of drama into the gallery by putting props centre stage.
Once again -, 2016, a bowtie stuffed into a reception bell in order
to prevent its ‘briikiiing’, calls to my mind the aftermath of an
apoplectic Basil Fawlty solving yet another problem by grabbing
at Manuel's thraat. Conversely, Biichler's four stacked tripods
sculpture (Waiting to Happen, 2016) falls flat, the construct
appearing just a fraction too stable to evoke the desired potential
for catastrophe.

Where the experiential falters for Buchler, it succeeds
for O'Reilly’s audio sculpture The Harris Garulalrix, 2016,
due ta sts navel entry point: a speaker embedded in the
sale of a ladics” brown leather shoe. The shoe, and more
specifically its orifice, is a site of high dramatic tension; only
with ane ear held close to the insole can an uneasy listening
experience take place. From within, the garulatrix - a Latin
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term referring to a female who scolds — can be heard casting
a displeased eye across the strange assembly she finds hersell
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Joase theme. In this context, the images and actions that sustain
mtbmvhnlupnnm!bmamnnﬂmhabmnlbemu

part of, sighing wearily over the vagaries of yart
and clucking derisively at any pretensions that ‘the viewer”
might have. She suggests, less than gently, that you might

as well give up and go. Likewise, artist collective Common
Culture enact the Beckettian dichotomy of giving up and
keeping going in | Can't Go On, I Go On, [ Can't Go On, 1l
Go Om, 2016, by inviting 2 reallife comedian to perform on
stage for an audience of none. The comic’s routine deflates
over the video's 4o ever-lengthening minutes, as does

the will to watch what becomes an increasingly rambling
narrative of forgotten and repressed experiences. Only a
vague empathy for performance anxiety holds the audience in
uneasy association with the screen.

Curator Clanssa Corfe borromws the exhabition's title from critic
Vivien Mercier's deft description of Waiting for Godot as ‘a play in
which nothing happens, twice” and this deadpan distillation appears
to have been a guiding principle for the sensibility, and sense of
humour, in the selection of works. Thefaul}mmmyofkedm’s

fr cantral, like a haccup that
hmm&euafﬁqmehﬁ(wdﬂrmﬂlml

ETH samicH 15 a writer based in London.

The Imitation Game
Manchester Art Gallery 13 February to 5 June

Alan Turing’s legacy continues to be felt in Manchester, with
this exhibition taking inspiration from the Turing Test while
simultaneously AL and AL have put Turing centre-stage in their
current exhibition st HOME (Reviews AM3g4). Thankfully, both
20 beyond Manchester's typically fetishistic attitude towards
the individuals who make up its recent past {think of the recent
spate of naming streets and buildings after Tony Wilson ar
Factory Records) and, while thematic overlap is unavoidable, the
hibitione differ substantially

plays transl b fFers 2 coherent

beinging together a range of video warks, but My in particular
underfimes the mbense specificity of Beckett's character stadies.
Whike not all the works are as off-putting a prospect as a 40-minute
camedy routine with no punchline, there is a clear struggle to
balance Mellors's fully realised namative, which was developed
mmﬁmmmﬂednﬁ’sbukmulngm,mlhlhesumm

flen chiiv with th

Turing's eponymats test proposed a method of examining
whether a machine could successfully imitate the intelligent
behaviour of 2 human being, which has since become one of
the most important concepts in the philosophy of artificial
intelligence. Tt i this fertile area that the exhibition aims to
cower, with the various participating artists providing their own

mote p with the playwrigh

wark. In relation, the i works can be read as skilled
vigneties, satires and subversions, the weaker s vaniations on a
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ples of machines that imstate life.
Paul Granjon's Am | Robal, 201516, cheerfully greets visitors
an the exhibition’s first floor, 2 small robot amiably trundling

Nathariel Melors
b, Bt Trne
2016 wden

Miaden Stlisoné
At ¢ Work 1378

gl

Beth Bramich, ‘Nothing Happens, Twice: Artists Explore the Absurdity of Life’, Art Monthly, April 2016, Issue 395



Televisual Objects: Props,
Relics and Prosthetics
~ Maeve Connolly

Opening in early April 2012 at the Institute of Contemporary Arts in London, the exhibition
‘Remote Control’ was scheduled to coincide with a significant moment in the history of
television broadcasting in the UK: the commencement in the London region of the national
switchover from analogue to digital signal. Although the switchover was framed asa
transition rather than termination, Simon Denny's installation Channel ¢ Analogue
Broadcasting Hardware from Argiva's Sudbury Transmitter (2012) presented the
remains of analogue broadcasting in a vaguely ominous manner. Placed in the lower
gallery, the obsolete transmission hardware dominated a section of the exhibition that
included a series of wall-mounted monitors, displaying video works produced since

the late 1960s.' Even though the installation required viewers to sit close, printed signage
warned exhibition visitors to avoid touching the transmission machinery on the grounds
that it might be dangerous. By placing Denny’s hardware installation and the videos —
many of which were devised for broadcast — in proximity to each other, ‘Remote Control’
both posed questions about the nature of televisual objecthood and drew attention to
television's ongoing reconfiguration as an object of artistic inquiry.

‘Remote Control’is just one of several recent exhibitions responding to changes in
the form and experience of television,” but it is distinguished by a particularly strong
emphasis on technological obsolescence, both in relation to broadcast infrastructure
and television as a consumer object. In addition to the hardware installation, Denny
contributed a wall-mounted sculpture, Analogue/Digital Transmission Switchover:
London (2012), incorporating a 3D flat-screen television and artificial eyeballs, comically

alluding to ‘advancements’ in television

Maeve Connolly examines television technology. The grownd Soor gullery
as an object of artistic enquiry in recent
exhibitions by Nathaniel Mellors,
Shana Mouhon, and Ryan Trecartin for flat-screen TVs. These are not the first
and Lizzie Fitch, identifvi acommon artworks to develop a sculptural approach

also included Matias Faldbakken's TV
Sculpture (2012), produced by pouring
cement from a plastic jug into packaging

10 television as a consumer object. During

interest in the role of television as mediator  the 1950s and 60s, artists inchuding Nam
of both material and social relationships. June Paik and Ganther Uecker produced

: sculptural works incorporating either
functional or non-functional receivers.” In 1963, a TV set figured prominently in Konrad
Luegand Gerhard Richter's action Leben mit Pop — eine Demonstration fiir den kapital
istischen Realismus (Living with Pop — A Demonstration for Capitalist Realism), staged
at the Berges furniture store in Diisseldorf, in which the artists posed as living sculptures
among an array of consumer objects that included a TV set tuned to a broadcast marking
the resignation of Konrad Adenauer that evening. *

Maeve Connolly, ‘Televisual Objects: props and Prosthetics’, Afterall, Summer 2013, Vol 33 Issue.

David Hall's This I's a Television Receiver (1976), one of the iconic videos shown
at ‘Remote Control', is also concerned with television as a material object. Rather than
focusing upon the relationship between television and commerce, the work envisages
the receiver as a site for the articulation of the authority invested in public service
broadcasting. Devised for broadcast, it features a close-up of BBC news presenter
Richard Baker, stating, “This is a television receiver.’ Using analogue means, the statement
has been rerecorded several times, so that the image becomes progressively distorted.
As Sean Cubitt points out, the curvature of the glass of the CRT television screen becomes
more apparent as a consequence of the angle of the rerecording, emphasising both the
material properties of the receiver and its function within a larger institutional formation.*
Even though ‘Remote Control’ did not procaim the end of broadcasting, the focus
on the analogue switchover called to mind an earlier wave of exhibitions, loosely marking
the centenary of cinema in the late 1990s and framed through reference to processes of
industrial change, such as the displacement of film by digital technologies.” Cinema, and
specifically the film theatre, is often valued within art discourse because of its historical
and cultural associations with public sociality.* Television, in contrast, has frequently been
framed by theorists of art as a threat to the public sphere, with David Joselit suggesting, for
example, that US network TV functions ‘against democracy”.” According to Raymond
Williams, writing in the mid-1970s, the radio receiver was one of several ‘consumer
durables’ (others include the car and home electrical appliances) that enabled the ‘mobile
privatisation’ of social life. The term is used by Williams to describe ‘apparently paradoxical
yet deeply connected tendencies of modern industrial living: on the one hand mobility,
on the other hand the more apparently self-sufficient family home”.** Yet Williams is also
careful to situate broadcasting within a complex of changing social needs and cultural
practices, noting that it functioned effectively as a social connector, partly because it
borrowed from recognisably public cultural forms, including vaudeville, music hall and
theatre. Within the US context, this debt to vaudeville was apparent in 1950s sitcoms, while
sponsored anthology drama shows, such as Goodyear Playhouse (1951—57), mobilised
the cultural prestige attached to theatre and offered the illusion of a night on the town
without the inconvenience of leaving home."' During the same time period, many drama
tists were also drawn toward British television, in both its commercial and public service
variants, as a potential site of formal experimentation and social critique, precisely because
broadcasting had the capacity to reach a broader social demographic than theatre.™
Today, television-themed exhibitions are part of a larger engagement with television's
history and form in contemporary art, and while some artists have drawn attention
10 the physical remains of outmoded technologies and changing practices of material
consumption, others are specifically interested in television's role in the production of
a sense of shared space and time through live performance.*” These apparently disparate
facets of the televisual turn in contemporary art intersect in three exhibitions from 2012
that address television's role in mediating both social and material relations: Shana
Moulton's ‘Prevention’ at Gimpel Fils gallery in London, Ryan Trecartin and Lizzie
Fitch's ‘Any Ever’ at the Musée d'Art moderne de la Ville de Paris and Nathaniel Mellorss
*Ourhouse E3 feat. BAD COPY” at Matt's Gallery in London. ™ In these projects, the artists




Simon Dmny,

201 2, bmadcas‘

explore how television has shaped relationships between people and objects, both
within and beyond the home, through the staging of interactions between characters
on screen and through the interplay of objects in these filmed universes and within the
gallery space.

Prosth Relics and Props

hardware waste from
analogue to digital
™

1l objects and envi in the three exhibitions function as ways to materially
znemmn&tmnlum\mdzpmzdmmmmlbemoﬁhegaumThisulcnnon

switchover.
Installation view,
‘Remote Control’,
Instituteof

can be und, d through M: \kl.uhznsldmwhu:hnrmhudwwdd) inthe
early 1960s, at the point when televi was b blished as both a medium
:ndnnob,eaofenquu-) in artistic practice. Mcwnnsmeptofmzdun pmabmc

¥
Arts, London, 2012.
Photograph:
Stephen White.
Courtesy the artist
and Galerie Buchholz,
Bexlin/Cologne

pertinent to the analysis of the rel
:ndob,uummmemponryanSmuunguk\wnmrﬂanmm-mnfpmw
extensions, including the wheel, glass and mirrors, McLuhan describes a process he
illustrates through reference to the myth of Narcissus, whereby the embrace or mlep:non
ol’ ion (such as a reflection of oneself) involves the bing of percep ina
log 'lh¢ putation of g mwﬁxmnnfmndwbodv"
not i f agency or power, but rather
awmpkxandongmngpmceudmghkhldLuS(c\mShanmnats. ‘media spread
themselves out everywhere. Once we project them, they escape from our control and
\'Ydoundbacqulmns,dn“lngusmloncwrrhlm"‘MdAdnnlhomupon
levision as a tactile (as distinct from p ly visual) medium, positing a i
bnvu«nlhnsqulmuﬂuhalhengardedmdnmi,lwosuamawarmgofboddy
welfare, and a growing fascination with tactile and sculptural form: lated in the
design of cars and clothing."” Television's incorporation into the human ‘system’ asan
extension seems to result for McLuhan in a displacement of the tactile into the environment,
eliciting new relations with a whole range of objects and materials. While the phenomenon

S heti

15  See Marshall Mcluban, Understanding Media: The Extensions of Man, New Yark, Toronto and London:
McGrave-Hill, 1964, pp.41—42.

16  Steven Shaviro, The Universe of Things’, Theory & Bvent, vol.14, issue 3, 2011, p.6.

17 M. Mcluhan, Understanding Media, op.cit,, p.314,

nlummon long predates electronics, he suggests that television and the computer have
of this process, ™ and considers the art of his time as
ap i mumol" ity' from new * This claim regarding ity
remains somewhat undeveloped in his Und ding Media: The E: of
\lan 1 1964), but the concept of prosthetic extension may still be useful in understanding

i f televisual iality and sociality i porary art, More recently,
McLuhan's work has informed an analy-uul'llw processes through which older media
are retrieved and even preserved by newer media. His ideas are especially important
for Jay David Bolter and Richard Grusin in shaping the concept of ‘remediation’, which
describes the process whereby older media are refashioned, simultaneously surpassed and
preserved, by mrr llyphl}y dxgllzl) media.® Although Bolter and Grusin focus primarily
on the tech ! 1al media, the processes they describe clearly
resonate with dnrlopmm- in mmcmpunnry art culture.

Bruno Latour, however, offers a different way of conceptualising television as
an outmoded technology — one more directly concerned with the theorisation of
human-object relations. He suggests that objects are habitually invisible as mediators
of social relations in daily life, but can acquire a greater visibility when they become
archaic or exotic as a consequence of distance in time.** According to Latour, sociology
has tended to overlook the relations between human and non-human actors, insisting
upon the social as a pre-existing category rather than engaging with ‘the project of
assembling new entities not yet gathered together’.” He proposes that these processes
of bringing different bodies together can occur in many contexts, including the ‘artisan’s
workshop, the engineer’s design department, the scientist’s laboratory, the marketer's
trial panels, the user's home'.* Latour's own involvement in curatorial projects such as
the exhibition '\lzkxng 1hmg: Public: Atmospheres of Democracy’ (2005) would suggest
that he al isage jons as sites where blies of new entities might occur,
enabling objects to ncqumz a temporary degree of visibility as mediators.**

Yetisitimp ive of uuy,-lkrynr hibition as a site for lhqalhmnu
of ‘new entities’ without at least ack Jedgi itutional and forces specific
to these contexts. In their text ‘Matthew Ihrnr) and the Paradox of the Neo-Avant-Garde
Blockbuster’ (2006), Alexandra Keller and Frazer Ward coin the term ‘prop-relic’ to
describe the various objects that appear in Barney’s Cremaster films (1994—2002) and
also exist as sculptural artworks to be viewed in galkry environments.™ They use the
term ‘prop-relic’ to diff iate Barney's cust diti lmmlhcmalrrul
‘relics’ of performances by i ion of artists, including Marina Ab
Vito Acconci and Chris Burden, w hv:h take the form of films, videos, photographs and
artefacts.™ For Burden, they note, ‘relics’ described leftovers of performances, such as the
lass he crawled over in Through the Night Softly (1973) and the nails hammered through
his hands in Trans-Fixed (1974). In naming these objects ‘relics’, Burden sought to preserve
their status as ‘evidence’ while making sure they were ‘not to be seen as valuable in and of
themselves’.” As Keller and Ward point out, the physical remnants of Barney's on-screen
performances are not everyday items but custom-made commodities, the use-value
of which is stripped away through attention to luxury, ‘the utter and ostentatious waste
of surpl pital’ and material addi that do away with their functionality.™

For Keller and Ward, Barney's prop-relics are indebted to the merchandising economy
that links spectacular exhibitions with Hollywood cinema. “The Cremaster franchise —
and it is a franchise’, they write, ‘exists at some level to produce the objects necessary to

18 Ik, paT.
19 DN, p.60.
See Juy David Bolter and R R g New Modia, Cambridge, MA and
Landon: The MIT Press, 2000.
Bruno Latoue, Resssembling the Soclal: An Introduction to Actor- Netuork- Theory, Oxford: Oxford
University Press, 2005, p.80.
Ibid., p.75
Toid., .80,
Thie exhibition, co-curated with Peter Weibal, took place at the Zentrum fr Kunst und
Medientechnologie, Karlsrube from 19 March until 7 Augwst
See Alexandra Keller and Frazer Wazd, Matthew Barney = the Paradox of the Neo- Avant Garde
Blockbuster’, Cinema Sournal, vel. 45, no.2, Winter 2006,
Barney colns the props used in his performances as hnhy of bjects’, see Bid., p.4
8.

the films’ articulation: Cremaster motorcycles, high heels, honeycombs and caber-tossing
bars that are exhibited and sold. The model for this behaviour is twofold: the Los Angeles
County Museum of Art’s King Tut exhibit and Star Wars, both from 1977."* Unlike Star
Wars light sabres, hownrr. llkob;td: produced within the context of the Cremaster

hise are not desi ive entry into a fictional world through
physical interaction and play. In contrast, the sculptural objects created by Mellors,
Moulton and Trecartin and Fitch manifest a strongly tactile quality even when they cannot
be handled, a quality that resonates with McLuhan's notion of prosthetic extension.

Televisual Prosthetics in the Gallery
Shana Moulton's practice P the production of videos, sculp |
objects and live-performance works — often d around ch hed i
with projected images. The prosthetic quality of her sculptures udnmmll m overlook,
since it is partly a function of the materials used in their production, such as assistive
devices. For instance, Medical Dreamcatcher (B) (2012) consists of a walking frame
wrapped in yarn and decorated in beads with a pillbox delicately suspended from its
handle. When shown at her exhibition at Gimpel Fils, the functional properties of the
object were amplified by its placement near the gallery entrance, as though left there
by a visitor for :uhncquml retrieval. So while the form nflh( nh’m tlnriydnlplalrd
itasa fi its tool-like qualiti

Many of Moulton's vi uko- specifically hlﬂlllﬂu the aﬂccmv properties of objects,
whether they are viewed on television or handled directly by her as a performer.
The narratives revolve around a character called Cynthia, a woman of indeterminate
age who lives in a community after which the series Whispering Pines (2002~ongoing)
istitled. Cynthia, who is played by Moulton, suffers from various stress-induced ailments
and seeks solace in New Age therapies and celebrity-endorsed ‘wellness’ regimes,
surrounding herself with objects such as wind chimes and neck braces that are supposedly
imbued with health-giving properties. Television is more than a mere window onto the

world for Cynthia; it is a source of advice
Television’s incorporation and guidance, a mirror image to be
into the h « ‘system ’as ;n:nlam‘l and a portal through which
can literally travel to other realms.

an extension seems to result In the ten-minute single-channel video
for McLuhan in a displ Whispering Pines 9(2009), the interior of
of the tactile into the Cynthia’s home is cluttered with folk-style
environment, ¢udw new fabrics and ornaments that surround a
relations with a whole range small TV, producing a sense of enclosure.

Wrapped walking frame objects similar to
of objects and materials. Medical Dreamcatcher (B)are also visible,

close to the TV set. While watching an

episode of the US version of the television series Antiques Roadshow (1997—ongoi
Cynthia notices that an abandoned Native American ceramic object, which is lpprancd
live by the experts, is found to be worth over 25,000 dollars. Inspired by this revelation,
she locates a vaguely similar pot in her own home and embarks on a journey that takes
her through a landscape animated by New Age and folk sculptures, finding her way
into an ad hoc version of the show where her artefacts are an assortment of plastic
massage tools, rather than antiques. Although without monetary value, they possess
instead magical healing properties, and Cynthia is, at least temporarily, released from
her ailments.

Moulton’s videos are characterised by a self-consciously DIY aesthetic; she often
uses simple h to integrate her own body into env that
incorporate bu(h phy‘ncal and nnual P or adds ani d graphic el
that move between ‘real’ and imaginary worlds. In some respects this home-made aesthetic
recalls Joan Braderman's fairly crude use of chromakey technology to integrate her image
with scenes from Dynasty (1981—89) in Joan Does Dynasty (1986), one of the many
TV-themed videos featured in ‘Remote Control’. But while Braderman speaks from a
position outside the story-world, ing upon the show’s ch: i and

29 Id,pat.
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themes, Moulton, in the role of Cynthia, occupies a more ambiguous position, continually
shifting between the physical space occupied by sets, props and sculptural objects and the
worlds mediated by television.

Like Moulton, Ryan Trecartin and Lizzie Fitch presented, within the exhibition

¢ Ever’, a fictional universe populated by their alter egos, manifest in videos, sculptural
objects, stage-like environments and other materials. Trecartin first came to prominence
with the single-screen video A Family Finds Entertainment (2004), produced while
he was still a student at art school and uploaded on YouTube two years later, thus becoming
one of the first artists to use social media as a prime form of distribution for his work.
Featuring Trecartin, his family and friends, the video centres on the struggles of gay
teenager Skippy, and combines trashy video effects and home-made costumes with forms
of verbal expression borrowed from daytime TV talk shows and reality genres. The videos
included in ‘Any Ever’ deploy similar strategies: they share a number of characters, often
in drag, who reappear in various melodramatic narratives concerning social, professional
and familial relationships. Music is used throughout (often alternating between abrasive
pop and instrumental ‘mood’ music), along with heavy-handed visual effects. Performers
frequently deliver rapid, high-pitched and self-obsessed monologues to the camera,
while wearing exaggerated] " make-up, suggesting a parody of scripted or structured
reality TV shows such as MTV's The Hills (2006—10). The characters are often depicted
in a range of locations — such as bedrooms, loft studios, offices, gyms, limousines, hotels
and landscaped exteriors — but in spite of the diversity of settings, they all function as
backdrops for the same forms of egoistic discourse.

Realised in collaboration with Fitch, the exhibition is structured around seven video
projections: the three-part Trill-ogy Comp (2009) and the four-part ReSearch Wait's
(2009—10).* Additionally, quasi-figurative assemblages, made in collaboration with
other artists, are shown in brightly-lit galleries, separately from the videos. Importantly,
the videos are housed in seven viewing environments devised by Trecartin and Fitch
‘to be inhabited like a theatre stage’.*’ However, these are not conventional stages, because,
as the seating faces the screen, there is no space that exhibition visitors might physically
occupy in order to place themselves on view to others without blocking the projection.
They do not function as auditoria in the traditional sense either, since the sound is relayed

via headphones that are attached to selected seats, determining the distinction between
functional and non-functional elements.

Although the settings depicted in the videos are not precisely replicated in the
gall there are several formal correspondences between the fictional universes and
the viewing environments. For example, Sibling Topics (section a)(2009) opens with
a heavily pregnant woman who addresses her quadruplets, still in the womb, while
performing physical exercise. This is followed by a similarly confessional account
from the vantage point of her self-obsessed children, now young adults, who are various
depicted in dilapidated bedrooms, nightclubs and luxurious kitchens. Sibling Topics is
displayed in the sculptural installation Auto View (2011), which combines dark upholstered
seating with wall-mounted gym equipment and fragments of parasols devised for use in
gardens. So this ‘stage’ is a strange hybrid, suggesting a fusion of several physical settings
occupied by the characters. Through this assembly of materials, many mass-produced,
Trecartin and Fitch's environments call to mind lifestyle-oriented retail environments.

ions of the model rooms often found in furniture

showrooms — spaces that invite both physical and imaginative interaction.

As quasi-domestic environments organised around the viewing of moving images,
these stages might be theorised through reference to Lynn Spigel’s concept of television
as a ‘home theatre’.** In Make Room for TV: Television and the Family Ideal in Postwar
America(1992), an influential account of the organisation of domestic space around
television, Spigel notes that this new technology was widely promoted in women'’s
magazines, sometimes through advertisements that emphasised its capacity to function
asa window onto the world. Through her analysis of TV sitcoms from the 1940s and 50s,
Spigel also demonstrates that shows featuring performers drawn from the stage, such as
The George Burns and Gracie Allen Show (1950—358) and I Love Lucy (193 ), brought
the worlds of ‘home’ and ‘theatre’ together because they centred on families with real-life
social bonds. Spigel emphasises the self-reflexivity of The George Burns and Gracie Allen
Show, which featured a ‘real-life couple who played themselves playing themselves as
real-life performers who had a television show based on their lives as television stars’.
Significantly, advertising messages were often integrated into these shows (rather than
presented in commercial breaks) and performers would revert to their ‘real’ star personae
to promote the products. References to advertising culture were also common in sitcom
narratives; for example, one episode of J Love Lucy centres on Lucy’s attempts to become

a spokesperson for a commercial product. ™ Spigel’s research also highlights the self-
conscious performance of domesticity in these shows, demonstrating that television —
as both object and cultural form — was a site for the negotiation as well as the promotion
of new modes of consumption.

Trecartin's videos articulate a similar ambivalence with regard to consumer culture
because his performers parody the forms of self-obsessed discourse that pervade reality
television and social media, and the accompanying desire for attention that results in
exhibitionist displays of the body. The presentation of these narratives within sculptural
environments may be an attempt to amplify the affective qualities of the narratives,
emphasising the material and tactile properties of the worlds on screen. Significantly,
however, the printed plan accompanying the exhibition ‘Any Ever’ at the Musée d’Art
moderne in Paris included English and French language information on the content of

ach video. So visitors could choose to observe the mediated and physical objects without
utilising headphones, therefore maintaining a degree of affective distance from the
modes of consumption displayed on screen and further evoked through the assembly
of mass-produced furnishings. As a result, the prosthetic quality of Trecartin and Fitch's
engagement with television was somewhat muted.

If Trecartin and Fitch share with Moulton a low-fi aesthetic and an interest in trash
television, then Nathaniel Mellors's multi-part video work Ourhouse (2010—ongoing)
more closely resembles a relatively high cultural form — the serialised drama.™ Mellors's
work is also strongly sculptural in its realisation and manifestation: episodes of the series
are typically shown alongside sculptural objects and animatronic installations. In addition,
Ourhouse explicitly develops a complex exploration of objecthood, signification and
practices of naming through the interplay of objects and characters, both on screen
and within the sculptural manifestation of his work in the gallery. The narrative centres
on a wealthy British family living in a large country manor, and Ourhouse Episode 1:
Games (2010) marks the unexplained arrival of a stranger who disturbs the existing
symbolic and social order. Played by the artist Brian Catling, this character is incongruously
dressed in casual sportswear, and the family fails to recognise his human status, instead




labelling him “The Object’ or “Thingy". This problem of naming signals a breakdown of
language, which is somehow linked to the nocturnal activities of the stranger, who is later
seen, in Ourhouse Episode 2: Class (2010—11), surrounded by books, literally ingesting
texts such as E.P. Thompson's The Making of the English Working Class(1963).

As the drama unfolds, the texts and images consumed by The Object serve to dictate the
course of the narrative, shaping the interactions between all other characters. For example,
in Ourhouse Episode 3: The Cure of Folly (2011), after The Object is seen devouring books
on Flemish painting, several strangers appear on the estate and proceed towards the manor
in search of the “stone of madness’. As the narrative unfolds, it becomes apparent that
they are intent on re-enacting the scene depicted in Hieronymus Bosch's The Cure of Folly
(c.1490, also known as The Extraction of the Stone of Madness), a painting that has been
interpreted as a representation of false knowledge. Unlike the dream or fantasy sequences
found in TV series such as The Sopranos (1999—2007) and Six Feet Under (2001—03),
these disruptions in causality and spatial logic remain unexplained, perhaps recalling
more experimental television dramas such as Twin Peaks (1990—91).* A scene from
Episode 2: Class, for instance, features an absurd dialogue between two characters, Faxon
and Uncle Tommy, during which a TV set propped on the bar seems to enable two-way
communication. This is one of several direct references to television as object; in another
scene, from Episode 1: Games (2010), Baby Doll and Daddy, her much older husband,
discuss her sculptural work, including a lump of chewing gum attached to the wall
with a cotton bud protruding. When asked what she was thinking about while making it,
Baby Doll replies, ‘Broadcasting.’

Some of the dialogue in Ourhouse clearly relates to conventional forms of human-
object interaction associated with the consumption of popular culture and contemporary
art, yet Mellors consistently emphasises the strangeness of human-object relations.

This is achieved through the narrative device of The Object, the rituals enacted in various
episodes and the display of animatronic installations such as BAD COPY (2012), shown
alongside Ourhouse Episode 3: The Cure of Folly at Matt’s Gallery. BAD COPY was
developed from a double character played by the actor Roger Sloman, and consists of a
large humanoid figure with two heads, positioned below a distorted mirror ball and three
coloured horn-like structures, illuminated from within, suggesting containers for speech

or sound. Although both heads face the projected images like potential viewers, one is
borne aloft as though it might be a kind of trophy.

The show at Matt’s Gallery also incorporated notably haptic alterations to the gallery
environment in the form of two fleece- or fur-lined recesses in the rear wall that functioned
as semi-enclosed seating areas for small groups of viewers. T nest-like spaces served a
practical acoustic function, housing small speakers, while also calling to mind McLuhan's
claims regarding the displacement of the tactile into the environment, proceeding from
television's incorporation into the human ‘system’ as a prosthetic extension. This treatment
of sound is also radically different from Trecartin and Fitch’s use of headphones to create
affective separation, dividing fictional worlds and sculptural viewing environments.

The Remains of Television

While Moulton's, Trecartin and Fitch's and Mellors's projects, like Simon Dennys
explore television's material and social remains, there are significant differences with
regard to their treatment of objects in the gallery space. Denny’s installation Channel 4
Analogue Broadcasting Hardware from Argiva’s Sudbury Transmitter involves the
display of a material thing used to enable the transmission of television — so, in a basic
sense, a televisual object, but one that was not devised to be televised: it is not a set to be
inhabited by presenters, guests or audience members, and does not form part of a fictional
world depicted on screen, which viewers might imaginatively inhabit. In contrast, many
of the sculptural objects and environments encountered in the exhibitions by Moulton,
Trecartin and Fitch and Mellors have either been used by characters or are devised

Mellors,

to somehow resemble the objects and environments visible on screen. So while Denny's
work is mostly concerned with the obsolescence of television as a social technology,
the exhibitions by Moulton, Trecartin and Fitch and Mellors appear to engage with
television simultaneously as cultural form and mediating object.
‘The category of the ‘prop-relic’ has been proposed by Keller and Ward to describe

the manifestation of exchange-value in objects that bear a symbolic relationship to filmed
performances but have become dissociated from use. In sharp contrast, the sculptural
objects and environments presented by Moulton, Trecartin and Fitch and Mellors strongly
emphasise use and interaction (and even habitation in the case of Mellors's nest-like
enclosures), thus privileging affective relations that bind the humans and the objects
encountered in fictional narratives, while also extending these relations into exhibition
spaces through sculptural installations and other display strategies. The three projects are
certainly attuned to the important historical relationship that exists between broadcasting

d domesticity — and additionally Mellors also shares with Trecartin and Fitch an
interest in familial social dynamics as a recurrent theme in television, whether in the
form of serialised drama or scripted reality TV. But by exploring the prosthetic qualities
of media, they contest fixed categorisations of the social, offering new ways to think
about television and its remains.
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ublic anneuncement: we are Ining in 2 new geological period,
Pa period characterised by coosystem failures, rising sea levels,

freakish weather, dimate-Jod mi d the ending of
‘many historical assumiptions. How does contemporary art address the
age thatis being called the Anthropocene?

As ecasystens continue to bear the beunt of burman activity and
global warming becames a reality, the neclogism Anthopocens, ar the
“harnin now’, hias beoame 2 beezzward (Artnates AM38z), Officially,
we are sill living in the Holocene era, but the Strategic Commission of
the Geolgxal Society of Loedon has adopted Anthropocene zsa term
“deserving further consideration” as an era ar an epoch. Its ceigins are
multiple: eoologist Evgene F Stoermer and atmospheric chemist Paul
Crutzen began using i independent of ane another in the 19808 and
eventually agreed to share the credit, although there are chims that
Russian scientists were employing the term 20 years carlier.

Whateer the arigin of the term, its meaning is dear enough: the
bicsphere — the surface of the Earth’s crust which interacts with the
atmosphere - has been indelibly changed by humans, and the rate of
change is speeding up globally, affecting weathes, sea temperatures

d drastically altering the iexaps. The p yhave beguna
mere 250 years ago with the onset of the Industrial Revolution, or

510 15 | ART MONTHLY | 389

I
HOLOCENE

|
®
ANTHROPOCENE

MNathanid Melces
Neasderthel Cactamner Anmateat Prelapee) 2014

perhaps 11,000 years carlier with the first farmers, anly to accelerate in the 20th century with
the effects of agribusiness, globalised fossil-fuel exploitation and radiactive plution. Human
axtion - ingenicus as well 2 stupid - now infecss the biakegy, meteorology and geology of the
planet. Faced with the implications of global warming, isteand
well placed o mount thought provoking responses o &, but what is less dear is whether the
tralitioesl, formnal appevach of gallery-based art, or the current fashion for biennales, can have
any effect an pablic apinian ket akine the woekings of an ecosystem in any practical way.
When, for instance, Nicolss Bourriaud cursted the 2014 Taiped Biennil, he tited #t “The
Great Acceleration: Art in the Anthropocene’. Bousrizud, the authoe of Reationad Arsthetics
in 2002 and a champion of the philosophical movernent Speculative Realism, described the
Bienmial (in the Soutk China Pust) i “a tribute to the coactivity among humans and animals,
planss and abjects', adding: * Aside froem the coactivity in this exhibition, there is also another
kind af coactivity that exists betwoen politicians, artists and scientists, and this is the coactivity

that can change the wodd."
All of which ded proenising enough. In the , the Bienmial was strong on
representations of ‘our space-time’, which inchuded Joan Janas’s tribute to meling glaciers,

11, 201613, Po-Chih Huangs ination of migration and cheap gan
making. Production Line — Made in Ching and Made in Taiuan, 2014, Nathaniel Melkars's

jokingly surreal film abous the role and the possible arrival fram space of one of bumanity's
lost ancestars, Neanderthal Container, 2014, Hung Chib Peng!s twisted cnuise liner, evoking
ecological crisis and extreme weather, The Deiqye - Noah's Ark, 2014, and YuChen Wang's
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sesies af drawings, sculptural mstallaty da
Tifiefoems, This Is The End, zo14.

Ten of the 52 artists were Taiwanese, but despite this the Biermial was considered by some
Teviewers to have felt and could have been p d anywhere in the wodd.
Perhaps this was partly because the Taipet Biennial takes place in one central Jocation rather
than being spread citywide, and also perhaps because it did not for could ot include several

immagining postapocilyp

sucially engaged art projects occurring clsewhere in former FTaiwan that in recent
e gone through saland e hange. Curerly on showt

Manchester’s Centre for Chinese Contemparary Ast (CFCCA), under the titke "Micro Micro
Revelutian', theee such projects are documented, They esemplify
he appraach have sken in the situation i
orthem Taiwan where traditional communities have sty

1o cxist abupide for withi i ol unregulsted

i = Curatoe L Peiyi defines the approach taken by
these artisss in terms of then ‘stepping back” froen faregrounding
their gwn personzities.

Irstead, the artists devote their time to coexisting with

such as the Amis Tribe, an urban aboriginal people
that in 2008 were faced with the prospect of their village, Sa’owac,
being demolished to make way for  cycli doag the Dakan
Riverbank. Two artists, Hsu Suchen and Lu Chien-ming, moved
inand helped them resist and reconstaxt, This work, known s
the Plant Matter New Eden Art Project, 2008, brought together
erniroamental issues, lving rights and the marginal condition of
Amis people in the area, and resulted in the village being rebuilt
and the doction in 2014 of an Amis counxillor. At CFOCA, an

iple of ane of the villge's new houses is on shaw in the

gallery and an the apening night their tribal choef performed a
traditional biessing an the buikling befoee leadimg visitors in a Joud

d erxerpising few mirmites of song and d:

Another project at CFCCA, 500 Leman Trees, 2013+ is by
Huang Po-chih, wha sees his role 2 2 combination of artist,
farmer and entrepeencur. He raised maney by subscription
%0 plant lemon trees an fallow farmland in Hsinchu County.
After two years, the first harvested lemens were made into
Limonxcello, bottied and seld under the project’s own Labd. A
third project, Aum Tree Crark, 2010, a cultuaral action by W
Maki arx] Bamboo Curtain Studio, focuses on an arez on the
‘margin of the Taipei Basin and the mouth of the Danshui River,
where water is badly pelluted and streams cubverted or drained
off. The artists are working with local pevple on the premise that
“all the enviroamental problems are actually Gased by cultural
prablems’, and are trying to ‘re<onnect the broken land with
the water', In 2012 the scheme became part of New Taipei City's
Grand River masterplan.

What these eamples of new Tawanes: art have in comman

pgtem,Jowckvel i e b
Mary Matt Iocal ity's abelity to imprene: thei d renew
mwwmmawéw their sense ofidentity by reviing Iracitoenl cdhural atinad it Jwoekd, In paralld,
7 the Chi Xu Bing akso warked with hundreds of local school children in 2013 when
mmg,w. The beought his Fovest Proja, 2008+, o Taiwan, 1o aid the village of Sandiman which had been

damaged in Typhoan Morakot. The project, which criginzted in Kenya, rises funds to plant trees
y exhibiting and selling children's troe drawings, theirvalue baceted by X' cown cing ol the
angiralartwoek. Throughoet these initistves, the inflaence of Joseph Beuys < whoiis referenced
in CFCCA's exhrib e - i€ nevver far. specially his works like 7,000 Ok, 1982, a five-
year trees planting project for Document 7 in Kassel, Germany, where Bewys and a best of helpers
wwidat Ta SRREEE 2 % 3

the ife of

within the body of society’ and to ‘prepare for a pasitive fuure in that context.
Despite the fact that envi 1l o 5 ine di
Tuas since the Le 19608 been a subject for yartists ( Artand Catastrophe,
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Bob Dickinson, ‘Pleistocene, Holocene, Anthropocene’, Art Monthly 389, September 2015.

The recent films and installations

by Ursula Biemann examine
in detail the extent to which

governments and corporations

are exploiting the environment

and the way human lives have to

adapt as a result.

AM;62), it remmains a sticking pomt with wealthaer democracies
thatth Jod, acoclerative effect of the Anth 4

is, unfortunately, not of serious concem to the majoeity of voters —
especially since the hank-induced global econcenic dorantown of 2008
deflected attentian sowary from environmental ssues and towards more
immediate finandial hesoh G dticad varti

have found a voice in many parts of the world, povernments exhibit a
hizophirenic mentality o irniing to prioit growth
everswhik Lating evid e o s detriments] offecke

By the time the truth sinks in, it is thought by some academics that
the impact of the Anthrapocene on future populations will include
“climate trawma' widespeead mental illness in the form of arcdety,
depressin and postraumatic stress. One of the people who supponts
this analysis is Carnille Parmesan, lead suthar of the Nobel prize-
winning Third Assessment Repoet on the Intergovernmentsl Pand on
Climate Change, who left the US o live in the UK because it was so
hard to coenince US audiences that climate change is a reality.
Thisiswhyth ive, praisased possibiities rais
the wark of same contempotary artists puts them in 2 position to pose
e, ethical questions about the implications o the Anthrap
ot keast thase comoernings the nature of death, as outimed by writer
and ex-soldier Roy Scranton in his 2015 book Laiming to Dc in the
Anhropocane: Refictions o the End of a Ciilization, Scranton, who
witnessed the camplete social collapse of Baghdad following its

din
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Ursuda Biemasn
Egygtian Chemsistry 2012 vido irstallaticn

Ursula Biermarn
Degp Weather 2013 vidoo

well zs space for woekshops and performances, enzbling it 1o connect with local communities
and serve s ‘symbol, social space, stage and shelter'. Both projects demoastrate how a
nomadic micro<ommunity might survive 156-0dd years from now, after the debuge, floating
around 2 broken, past-industrial Eastern Seaboard coastline, Mattingly cites Buck
Fuller as an infl her work, and the Waterp rried a series of geodesic domes
of the soet popularised in the 19508 and 196cs by the designer and inventor who also
congeived the idea of ‘Spaceship Eartl’. Perhaps the remark an his gravestone, ‘Call me:
Trimtal', explains moee about the way Mattingly's projects are intended to work, however ~
the trimtab being the miniatare nadder on acroplane wing-faps and ekevators, s well s on
the rudders of ships; in other words, the radder that maves the rdders.
Ancther of Mattingly's artistic antecedents is Boanie Ora Sherk, whose San Francisco-based

invasion by US farces in 2003, then saw thy wo
years later after Hurricane Katrin hit New Oreans. About climate
change, Seranton dechired: This civilization is already dead, and that

ulptures” such as Portable Parks 1111, 1970, and Crossroads
Community, dso kawn as the Fann, 1974-80, were attempts 1o reactivate ‘dead spaces’ caused

all we can dois ‘adapt, with moetal namiity, to our new reality.”

One nesponse to this is Mary Mattingly's recent series of
works, including two collaboratively built and run boat-based
ecosystems, Waterpod, 2006-10, in New York, and the Philaelphia-
besed Wetland, 2014-. Mostly made of found materials, Waterpod

d o2 barge i living space, rainwater

purification equipment, solargenerated power, raised planting
beds to grow Fruit and vegetables, and chickens to provide eggs. It
became as much an experiment in living together for those on beard
s demonstration of sustainability. Wetkend, a ‘ficating sculpture’
resembling a partially submerged building, contiins vegetable
gardens, compesting systems, water and waste recycling systems, as
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by speawl y d other farms of urban blight The Fanm in particubir became
akngterm ‘ecological wonderland', involving other artists and peactitiooers including the
Raw Egg Animal Theatre, who together with local visitors tenled gardens and livestock. Sherk
continues tinspire and nan ‘A Living Library (A.L.LY', 1981 a serics of mstnctive garders to
be found on varicws sites in New York and San Francisca.

‘The above examples of work by Mattingly and Sherk are expesiments demoastrating bow
pevple might ooe dy Tive. But in Large parts of the woekd today, peoplie hive no choice about
the way the Anthopocene is forcing them to find new ways to survive, The recent films and
installations by Ursula Biernann, particularly Doy Weather, 2013, and Egpptian Chemistry,
2012, examine in detadl the extent to which d i ioiting the
emviroament and the way buman lives have to adapt as a result. Degp Weather looks at the
‘Ur liquids” oil and water. In noethem Canach th and steam-processing of ur

- uage, cheenically polluted ks, d ical eclogy and #s ‘peyehic’

dhe ok
ying the p

lol
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equivalent for local First Nation people. In Bangladesh, by contrast,
rising water levels caused by extreme weather and melting ice in
the Himalayas force people and essential faciliies like schools and
hospitals to adopt an increasingly amphibian lifesty

also its main theme, Egyptian Chemistry looks at the histoey of Nile
engineering schemes initiated by successive Egyptian govemments,
contrasting President Nasser’ ic Aswan Dam hydroelectric
project {which destroyed the lands and culture of the Nubian people
who were displaced by the project) with Hosni Mubarak's Toshka
programme, begun in the 199as, to build canals taking water from
Lake Nasser to imigate the Western Desert and tum it into farmland
to'be given away tostudents. As Biemann puts i, this stll incomplete
(and agriculturally flawed) scheme aims to ‘tum sterile kands ... into
field laboratoties for new forms of human life',

Biemann's work points towards what the eco-philosopher Timothy
Morton terms the ‘interobjective’, meaning situations formed by
relations between more than one object - be it oil, water or sunlight -
giving rise to immense ‘hyperobjects’, one of which is global warming
itself- Morton thinks that the distribution of global warming over
time and space makes it so vast that it defies all our established ideas
about whata thing is in the first place, therefore meriting the term
“hyperobject’, other examples of which include tectonic plates and
‘nuckear radiation. According to Morton, the ecological crisis that the
workd is experiencing is ‘the time of hyperobjects’ because it is the
moment when these massive entities make ‘decisive contact’ with
humans. While Biemann's obsetvations also refate emvironmental
degradation to averconsumption, and Mattingly's work forcgrounds
cultural surplus and waste (espacially her sculptures made of domestic
possessions, like Terrene, 2012, and Pull, 2013), another artist, Pinar
Yoldas, takes us deep inside the science of rubbish and what new life-
forms might be emerging from it, touching again on Morton's notion
of the ‘interabjective’.

An Ecosystem of Exeess, 2014, is a series of realistic sculptures
representing invented creatures and digestive systemns that might
one day evolve from life on the Pacific Trash Vortex, a huge gyre
of floating plastic marine debris (PMD), another example of which
xists in the Notth Atlantic. Yoldas's ‘ereatures” include Pantone Birds
that eat plastic bottle caps and Pacific Balloon Turles with inflatable
body parts. It all sounds like the kind of thing that could have been
dreamt up in the mind of the late JG Ballard, but Yoldas's project was
informed by a scentific paper, ‘Life in the Plastisphere’, published in

||

Bonnie Ora Sherk
Portable Park ) 157071

Evangofa Basdekis
The Silence ofthe Monkeys 2015

2013 by microbiologist Dr Exik Zettler, whose team at Woods Hole Oceanographic Institute,

Massachusetts, used electron microscopy to examine microbial communities living on the

North Atlantic PMD gyre. Local to the gyre, varieties of these bacteria show evidence of ‘active

hydrolysis of the hydrocarbon polymer’. In cther words, they digest plastic. Whilk itis thought

that within 40 years all of the world's coral reefs will be dead, another kind of reef made from
nay be teeming with new life forms.

These speculative biologies also have roots in the 20th century, notably in the work of Richard
Towenberg, whose collaborations with musicians and technologists during the 1970s and 198as
specialised in ‘environmental monitoring, sensing and transducing’, homing in on ‘amplified
plant enesgy’ or tuming natural processes into sound. The Searet Lif of Plands, 1976, combined
signals from plants and bumans, presented by the artist asa form of music using synthesisers,
manipulating technology to link disconnected living things. Again, these works were 2 much
about human collsboration as presentation, leading to the artist’s proposition in 2005 fora ‘slow
tech’ movement to combat the damaging psychological effects of rapid technological development.
Nowadays, Lowenberg describes himselfas a tele-community planner and ecosystems designer.

Itremains problematic that the Anthropocene is a concept that is defined and articulated
by humans, when the crisis it represents impacts on the non-human while also generating
*hyperobjects' like global warming, This is why object-centred ontologies are proving to be
of interest to some artists (Features AM368, 371, 374, 375), one recent project in particular
being noteworthy because of its use of the human body. In The Silence of the Monkeys, 2015,
the performance artist Evangelia Basdekis seeded her hair with lentils, wheat, com, black-
eyed beans and barley, which over time were allowed to germinate using the artist's own
sweat. This meant that during the germination period the artist’s body was ‘marginalised"
because she could not work or participate in social activities, and she even thought herself
{if *self was part of the consideration) to be ‘in rebellion against daily life and routine’ and
“useless for contemporary society or for the capitalistic model of surviving'. Basdekis sees this
as part of a protest at the artificial gap between humans and nature, which has involved (on
the human side) the history of stercotyping nature either as romantic and transcendental or
as an inexhaustible source for exploitation. At the same time, in giving life to the seeds, the
artist went through a kind of death through marginalisation and self-negation. During the
performance’s finale, at AD Gallery in Athens, the artist's hair - sprouting abundant green
shoots - was cut off, and the shoots it gave life to were replanted in soil.

Addressing the fundamental questions presented to us by the Anthropocene, including
Scranton's on how to face death, or Biemann's on eco-death versus human survival, or Yoldas's
on new life forms evolving out of plastic waste, we are entering what Scranton calls "humanity's
maost philosophical age’. In pordering this, it is an understatement to say that artists have their
work cut out. The Anthropocene is both 2 metaphysical cancept and concrete reality: tomorrow’s
fossil record will reveal one story only, that of the rise and demise of the human race. What will
remain preserved of the art of the Anthropocene is anybody’s guess.

608 DicuNsoN is a writer and broadcaster based in Manchester.
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Q

ix a childhood spent infront of the TV with the British industrial music
scene and an MA in sculpture: Nathaniel Mellors describes the origins of
his medieval-tinged mutant soap opera Ourhouse

Jacob Fabricius: When and how did you begin the films that make up Ourhouse
(2010-)?

Nathaniel Mellors: The initial idea was to come up with a scenario that could work
for a mutant TV series —a kind of hybrid conceptual artwork and TV show . It came
out of along-standing preoccupation with TV that | had been exploring in various
potentially inappropriate ways (in video installation and sculpture) since | was
student. | grew up watching alot of great British and American TV, and in my teens,
before art school, | was involved with various local music scenes. So as | ‘learnt’ art
—whichis a peculiar process —I| found myself pulling away, trying to collapse and
expand the logic of certain artforms (some of which fet like they had become quite
rule-bound)with ideas that | could run with almost unconscioudy. And looking back,
these more unconscious ideas tended to be steeped in the influence of TV and
music, particularly the sensibility of British industrial music. Cinema comes in mor e
conscioudy —| think —later on.

Coming out of my MA in sculpture | was working with a ‘total installation’ form with a
lot of fragmented video projection and improvised sculpture and sound, filming
strange video narratives with friends —mixing up actors and nonpr ofessional
performers. The process developed and | found a kind of methodology in it. And
then| made more of a commitment to writing, at first because | wanted the dynamics
and potential | had found in the installations | had made —in works like Profondo
Viola (2004) and Hateball (2005)— to occur inthe films. At a certain point | thought |
should try and approach the form not as a kind of deconstructive exercise but as a
‘closed text'. | started to feel that deconstruction could, in some ways, be a default
position for an artist — deconstructing the forms of the day — and that to make
something that could hold its own relative to its inspirations | perthaps needed to
more thoroughly generate something formally distinct, fromthe bottomup. M aybe |
needed to go backwards to go forwards | was looking at alot of Pasolini as this was
developing.

There was a specific opportunity, too —in 2009 Jonty Claypole, a producer at the
BBC, invited me to make a short work for BBC1, to kick off the final episode of David
Dimbleby's The Seven Ages of Britain series. The show is a potted history of British
culture, and the final episode covers the entire twentieth century. So | made The 7
Ages of Britain Teaser (2010) an artwork about broadcasting and history, featuring
David Dimbleby performing with a highly naturalistic silicon prosthesis of his own
face. Gwendoline Christie (The Operator’) and Johnny Vivash (Kadmus') play two
crap deities who are battling for control of this Dimbleby-face —they think they can
‘control the Modern age' through the icon. This was my first experience of working in
TV. I'd been making work inspired by TV and then | was able to make a work that
took TV asits subject and was also broadcast to several milion people. The work
has the production values of BBC TV but it's also resolutely an artwork — Dimbleby
describes the status of the work itself within the work —which makes it even

stranger: it's a hybrid. There's a seed there that | wanted to grow and grow. | was
already working repeatedly with excellent actors —my friends Gwendoline, Johnny
and David Birkin —and suddenly | wanted to do a lot more work with this BBC crew —
the DOP, Ben Wheeler (who was shooting Peep Show for Channel 4 and The Thickof
It for BBC2), the actors and | all felt areally good connection. So | went off and

thought it would be great to have a scenario that could generate a potentially
endless stream of episodes, like in a soap opera or long-running drama — something
like Twin Peaks.

Thenthis very sculptural but literary image occurred to me —a person that eats
books at the centre of a story. This person is not recognisable as human by the other
characters It is referred to as ‘The Object’. It's a kind of device —the books ‘The
Object’ eats, half-digests and regurgitates influence the story. It's a fleshy, human
printer engaged inthe grotesque egestion of a literal ‘neverending story’. | came up
with this core idea for the Ourhouse scenario and then | asked my friend Dan Fox to
help me with the character and story development —because he's so good a writer
and editor, very precise where | amvery messy. We did that for six months and then |
wrote the first set of scripts —about 70 pages or so—in afew weeks. The first three
episodes of Ourhouse emerged, with two animatronic ‘Ourhouse’ sculptures for
exhibition at De Hallen Haarlemin September 2010 —Xander Karskens
commissioned the work for De Hallen with Tom Morton and Lisa Le Feuvre for British
Art Show 7. That helped keep me on track during quite an intense period of work.

Could you describe what you were looking for in afew of the main characters?

NM: It's sort of soap-opera or sit-com cliché —it' s a dysfunctional family unit. There
were a couple of things that felt key —the ‘Daddy’ character 'Charles-Maddox
Wilson' (played by Richard Bremmer) is a man of the late 1960s/early 70s —he sees
himself as a hybrid playwright-poet-alchemist-artist. But r eally he’s an eccentric of
enormous hereditary wealth, and he has created "Ourhouse’, this giant, sprawling
property of ambiguous geography —it sort of grows and shrinks like it's part of his
mind. It s TARDIS-like. He has these two sons —Truson (played by Birkin) and Faxon
(played by Benedict Hopper), one a biological son and the other adopted —and a
young wife, Annalise ‘Babydoll’ Wilson (played by Christie). He does not appreciate
his biological son, Truson, enough, although Truson has semimagical powers —he's a
kind of savant, an innocent-savant. He fetishises his adopted son and fails to
recognise the intelligence of his wife. He' s a self-absorbed man, and we wanted him
to represent the idea of failed radicalism, ideologies of individualistic liberation from
the late 1960s failing through the reality of middle-class economic growth. There's
another character that's very important too —'Bobby Jobby', Robert Jobson (played
by Vivash), who is the family’ s Iish gardener. He is at the bottom of the Ourhouse
family structure, a relative outsider —which gives alot of narrative possibilities:
There's a point in the sory where the family indentify Bobby as the source of their
problems. But Bobby is a good man—a potential hero. So | wanted to use these
familiar forms and structures and then excavate them and fill them with different
content —for lots of reasons. Maybe it's an awkward thing, but | like that active
quality of something not sitting too comfortably inits form. I'm happy that it works in
its own way.

The films draw on many genres, including horror, slapstick sitcom, theatre (what did !
forget?), and it's amazing how your narrative, language, setting and costumes seem
both medieval and contemporary, even sci-fi...

NM: That started in an earlier work — Giantbum (2009)— which is a play in which
some medieval explorers are lost inthe bowels of a giant. The characters are
wearing modern sportswear but with a medieval feel —the coprophagic "Father
wears Puma. There are lots of childish puns in Giantbum —mostly in the verbose
script —but | put some into the visuals: Puma = Pooma = Poo Ma = Poo More.
Ourhouse Episode 3 The Cure of Fally (2011)is the 'medieval episode, and the
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medieval characters in this episode are again wearing cheap contemporary
sportswear mixed with some medieval elements — like Addison's knee-high leather
boots, or ‘The Hek's leafy crown. | pick the specific items of sportswear quite
carefully, looking foritems that | feel work within this hybrid-schema. Adidas & Y oshi
Yamamoto's Y3 is akind of high-end version — futuristic clothing with medieval cuts!
It's not overtly retro at all, | love it. But | also think this mixture of cheap
contemporary sportswear and historical costume detailing reflects certain class
divisions. My central narrative device, the character called 'The Object', has this
glistening new sportswear look — it is wearing a w hite tracksuit and big baseball
boots. One starting point for this was the idea that he was some kind of avenging
angel - like the underclass who wear a lot of cheap sportswear —rearing up against a
bourgeois culture with a more knowing, historicised approach to clothing. The
original version of 'The Object' was going to be this filthy tramp. all covered in shit
and straw, that the family don't recognise as human. But that seemed too literal, so it
became this more distinct-but-mysterious thing, less easy to decipher, with its own
language of sportswear, baseball boots and watches. And then the 'medievalists' —
they appear and their sportswear links them back to ‘The Object’. | wanted that to
give a sense of a pattern without confirmation or clarification.

Mysticism seems to be embedded in the films and how you wiite —a Kubrick-like
mysticism ... But they somehow also remind me of Moliére's satirical plays. Do you
recognise that?

NM: | think the idea of spending time putting something together from the bottom
up, writing a script with its own interior logic and working through those ideas in
different ways with collaborators who really know the work and get into the
method... it's very consciously put together —it's a lot of effort —there's a big
technical side —which for me enables an incorporation of chance and accidentin a
way that begins to feel organic. | think systematising these almost oppositional
processes can be related to mysticism. It's a question of embedding things that keep
on generating meaning, creating forms that resist total interpretation. Kubrick seems
to be all about that. He exemplifies the discipline of mysticism. The work keeps
giving. | think that many people would feel that by comparison my work looks cheap,
confusing, pretentious...

| don't really compare my work to historical writers because | make this material for a
different format. And | like that in making art | can decide what the rules are. | tend to
naturally make links across things and make things up. | think you can write Theatre
of the Absurd from a schooling in Saturday morning Kids TV. Like Tiswas vs Beckett.
“Have you seen Happy Days?" “No, but I've seen happy days.” But | do really love
what Terry Southern was doing in the 1960s — Dr Strangelove and The Magic
Christian. | like a lot of absurdist writing — Spike Milligan's Goon Show scripts are
amazing. and his play The Bed Sitting Room . | love Rabelais, Georges Bataille and
Ed McBain. But none of these things are in mind when I'm writing. They might
influence initial scenarios. The scenario of Ourhouse is influenced by Pasolini's
Teorema and the scenario of Giantbum is loosely influenced by Gargantua &
Pantagruel, but the things | go on to make are sufficiently different enough from any
starting points that people have been able to criticise me for even citing them. Like if
agames designer talks about Shakespeare it might seem strange to a few people
but what should a form draw on to develop anyway? Super Mario World is a mock
epic, and it requires no explanation. I'm often surprised by the extent to which
people seem to want to unconsciously preserve artforms.

What is the perfect Pasolini cinematic moment for you?

NM: The butterfly-eating scene at the beginning of Porcile (1968) left a permanent
impression on me; that was the first Pasolini film | ever saw . It's a perfect ensemble
of Marxist ideology intercut with the mythic/prehistoric via cannibalism and pig-
fucking. But | think that with Pasolini, in my opinion, perfection is in the dynamic and
visionary whole of it — the whole of Pasolini's ac hievements are a kind of apotheosis
of completely integrated artistic, poetic and intellectual activity. He's the perfect
model.

Language — or should | rather say that the British language? — and its tradition of
satirical dark humour is important...

NM: | think that humour has a naturally dark tint to it. | think it can be natural for
humour to become unfunny as an inherent manifestation of its function —it's there to
deal with the weird shit; it is ourirrational organ. | gave a talk last year at the
Hayward Gallery for their Wide Open School called ‘Notes on Brown Humour',
talking about the idea of humour as an internal organ w hich helps us to process the
potentially physically compromising effects of language. The basic idea was that
language is a projection from the body outwards, w hile humour is an internal
moderator of its effects. And laughter is a bodily emission —an emission of a waste
product through the mouth. I'm very interested in the seriousness of humour and a
specific form of not-very-funny funny that can have a destabilising e ffect on the
viewer.

Would you rather be a polar bear or a phasmid (also known as a stickinsect)?

NM: A polar bear. Have power — be at the top of food chain but end up estranged
due to convulsions in other people’s eco-cultural history. Drown.

Most of your films are made in Britain and with British actors and collaborators.
Recently you have been spending time in LA —home of Hollywood and ‘Por n Valley .
Will that change your approach and production? Will you embrace America or stick
to your own British tradition?

NM: I'd like to hybridise it. I'd like to bring my actors here and insert new American
actors. Maybe the British actors will be very confused by the American ones —that
could be part of a script.

How do the animatronics fit into your filmw orks?

NM: It's more like they come out of the filmworks. They come out of the scripts —|
see them as one strand of different forms of studio practice in which | have been
working out ideas in the scripts. So the first animatronics | made in 2008 were part of
Giantbum and cast from the face of Vivash's character ‘The Father', the coprophagic
priest. This character had a mechanical trajectory in the story —that of aspiring
suicide-c ult-leader using fear to control a frightened and isolated group of people —
so we cast his face and made him into this uncanny, three-headed animatronic that
talks and sings about ‘freedom’. The idea of a kind of mechanical trinity made sense
forthat work and so it became the third stage of that script. The talking-singing
sculpture was sited at the end of the installation, but it sang about freedom and
chanted the word ‘exit' —| saw it as a kind of life-after-death for the story, character
and script.

| also had the idea that kinetic art was so unpopular, so ugly and unstylish, that there
might be room to do something interesting, particularly having the original script at

the heart of the work as a counterpoint to the visual spectacle. | like the idea of a
script providing a base for a visual rationale. | hoped that using my own scripts and
films as a starting point for strange forms of studio-based art production could be a
way to buck the slumy of visual art history. | wanted to write myself somewhere else
and then use the writing as a kind of secret formula for visual development.
Obviously solipsism is a risk with this approach. Writing is in itself quite a hermetic
process. Since making the animatronics I've also made photograms and paintings
with my collaborator Chris Bloor. Both approac hes evolved with their own particular
formal logic, which we have evolved out of ideas in the scripts. It's hermetic
franchising.

You are right, kinetic sculptures are not on everybody's lips these days. Do you think
it is the crafty element that makes them less desirable to make, collect and maintain?

NM: The craft thing is interesting to me — it was ghettoised for a long time. But now ,
because we have this endemic consumer culture of reconsumption, things that are
less know n and unfashionable become unfashionably desirable and then they
become unfashionably fashionable and then they become just fashionable. All the
subcultural marrow gets sucked out. The recent Ken Price show at LACMA in LA
was good. It's LA-cool, but it retains an awkwardness and humour. This is really
appealing to me, this sense of awkwardness and humour. Sometimes it verges on
ugliness, but | wouldn't summarise it as that —it's a resistant quality that can't be
reduced to visual tropes. It resists stylisation. | find this quality in a lot of the Chicago
Imagists's work —wonderful work. It's interesting to see who this cultural recycling
does and doesn't work for — certain figures and movements seem intrinsically
resistant. Look at an awkward figure like George E. Ohr, for example —heis a
founding father of American Modernism and is broadly unappreciated, probably
because he has been placed in this craft ghetto that you mention. He's a seminal
figure, but historically he's an oxbow lake. And now ceramics are fashionable but
he's still unknown. It strikes me that the artworld periodically fixates on a particular
look —in the last decade we've had the look of music; the look of narrative; the look
of craft (including ceramics); the look of the digital. It's interesting to me how the
environment, like the fashion world, needs a new theme to fixate on —but how
primarily visual the environment remains. If you put in something more awkward, it's
processed to this visual level. I've seen alot of artists staging the appearance of
literature in their work. It's fascinating and weird. | can't separate myself from this
cultural pandemic. but | do try to address it in the work.
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Nathaniel Mellors, Ourhouse Episode -1: Time

Harris Museum and Art Gallery, Preston
by Holly Grange

On your next trip to Preston, I urge you to visit the imposing Brutalist bus
station on Tithebarn Street. Recently saved from demolition by some
tenacious locals and the vital voice of The Twentieth Century Society, it
serves as a backdrop for Nathaniel Mellors’ newest film in the ‘Ourhouse’
series, titled Ep. -1: Time, made especially for the Harris’ collection after
they won the £40,000 Contemporary Art Society Annual Award in 2014. The
work is currently on show at the Harris Museum and Art Gallery (a Grade I
listed neoclassical behemoth also worthy of a visit) as part of Nothing
Happens, Twice: Artists Explore Absurdity. Mellor’s work is shown alongside
new commissions and existing works by artists Pavel Buichler, Broomberg
and Chanarin, Sally O’Reilly and Bedwyr Williams, among others, which
share a dark sense of humour and a keen sense of the absurd.

The title of the exhibition, taken from a famous description of Samuel
Beckett's Waiting for Godor, as ‘a play in which nothing happens, twice’,
offers a clue to the curatorial logic. Parallels can be drawn between the
selected works and the style of fiction writing and theatre that emerged in
1950s Europe known as the Theatre of the Absurd, of which Beckett was a
major proponent. Experiencing Nathaniel Mellors” Ourhouse Ep. -1: Time
certainly feels analogous to watching an absurdist play, as bizarre situations
and nonsensical scenarios are played out in settings that often bear no
obvious relationship to what is happening. Variously described as a ‘mutant
soap opera), Mellors’ Ourhouse series combines elements of TV melodrama
and situation comedy to create something entirely unique, deeply disturbing
and utterly compelling. Characters act regardless of the usual motivations

and cause-and-effect reactions and the worlds created often feel incoherent,
frightening and strange.

[ was still recovering from my experience of the previous Ourhouse films at
the British Art Show in 2010 and the ICA in 2011, and I felt equally
bewildered as | watched the escapades of Ep. -1’s highly dysfunctional
family unit. At the head of the family is Charles Maddox-Wilson, a
loquacious and somewhat dominating father figure played to perfection by
Richard Bremmer. Charles is an artist with the transformative powers of an
alchemist and a hair-brained scheme to travel back in time using prehistoric
faeces as fuel. With me so far? Good, because its about to get a lot stranger
and much more scatological. His companions on this adventure are his sons
Truson (aka ‘True son’- his biological offspring) and Faxon (his Fake or
adopted son). Word-play abounds in Mellors’ writing, who takes obvious
pleasure in slippages of meaning.

Charles’ vivacious girlfriend Babydoll is the apple of his eye until she gets
kidnapped by a group of marauding cavemen and replaced by a lavatory.
Charles and his sons ostensibly go on a rescue mission to save Babydoll, a
mission that is sometimes aided, sometimes hindered, by a miscellany of
characters including the deeply terrifying Sergeant Jobbins, who acts as a
kind of gatekeeper. Sporting syphilitic sores on his face and wearing an army
uniform adorned with scout badges, he has a rather distracting habit of
thumping the desk with a dildo to hammer a point home.

Their home is the Preston Bus Station, which gradually reveals its Tardis-
like innards, spitting them out into ever-weirder locations. They eventually
come across a maniacal genius whose stolen Charles’ idea for time travel.
However, in Mellors’ universe the Delorean Time Machine has been
substituted for a porcelain toilet fuelled by human excrement. Brian Catling
(English sculptor, poet, novelist, film maker and performance artist), makes a
few short but memorable appearances in the film as “The Object’, a creature
that gorges on the torn pages of books and then regurgitates them in pulpy
globs. Mellors has hinted that ‘The Object’ ingestions may be altering the
reality that the other characters are experiencing. Either way, it’s an
iconoclastic gesture that seems to mirror Mellors’ approach to art-making.

In this latest episode of Ourhouse, Mellors takes a running jump and lands
outside of the confines of good taste. The film relishes in body functions and
the obscene, which is not to say that it is merely puerile but should be

viewed in the Rabelaisian tradition of grotesque and scatological realism.
Excrement being something both comic and sobering - a reminder of the
indignities of our shared bodily condition, as well as symbolising the link
between our bodies and the earth into which this inert material will
eventually return. Mellors’ commission for the Harris is a visceral viewing
experience, a successful attempt at plumbing what he calls ‘a deeper
weirdness.

Nothing Happens, Twice: Artists Explore Absurdity is on at the Harris until 4
June 2016. Nathaniel Mellors and guests will discuss Ourhouse, Ep-1:
Time on 7 May, more details here.

Image: Nathaniel Mellors, Ourhouse, Ep -1: Time, 2016 (film still). Courtesy
of Harris Museum and Art Gallery.

Holly Grange is a curator and writer based in Sheffield and gallery manager
at S1 Artspace.
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Nathaniel Mellors Wins the £40,000 Contemporary
Art Society Annual Award 2014

25 NOVEMBIR 2014 BY TEAMCA

Contemporary Art Society Annual Award 2014

Rathaniel Mellors, in partnership w.ih the Harrls Museum & Art Gallery, has won
the Contetnporary Art Soclety Award 2014, Mellore will create o film that will form
the i i a 15 month on the themes of Samuel Beckett and The
Theatre of the Abeurd.

The £40,000 prize, generously supperted by the Sfumato Foundation, 18 one of the
country’s highest value contemporary art awards and this year was presented by
Turner Prize-winning arti=t Martin Creed.

Mellors will ke making a hybrid work of fiction, seulpturs, parformancs and film,
using the architecturally menumental, brutalist Preston Bus Station as its focus. The
Buz Station has recently been Grade Il Listed and this, as well as the compact and
architecturally diverse city centra cf Preston, makes for an ideal film set.

Hiz current practice and this film commissicn are part of Mellor's ongoing
QOurhouse body of works, produced by NOMAD, which has featured o pomoply of
British acting talent including Richard Bremmer (Control, Harry Potter & The
Philosopher’s Stone), Gwendoline Christie (Game of Thrones, Star Wars: The
Foros Patrick & , B Ik Empira), David

Birkin (Sylvia, Les Miserables) & Johnny Vivash (Pordition County, Vigilante) as
well az Jocal performers in supporilng roles.

Nathaniel Mellors seid:
The support and fatth in my work that this oward represents 13 impossible to put a
price on, particularly from such a strong shortlist. it is @ unique opportunity fo
consolidate recent developments in my practice and pull out some desper
wairdness, both with my amazing collaborators and through the extraordinary
loctions in and around Preston.

Caroline Douglas, Director, Contemporary Art Society, said:
In a year with exceptionally strong applications for the Award, the Harris Muzeum
propoeal with Nathaniel Mellore was outstanding. Nathaniel Mellors” work
connects with a tradition of absurdist and satirical film making in Britain that
includes such figrures as Lindsay Anderson and Derek Jarman. [am delighted that
the Award will enahle the production of a substantial new work within Mellors”
oeuvre, and one that links 2o directly 1o the city it will be made in.

Clir Veronica Afrin, Cabinet Member for Culture & Leisure Servicss; Preston City
Ceuncil, said:

Nath I Meilors ls o and f artia!, and we are immensely
proud to be working with kim o this major His unique j
and approach to film making will enable him to draw on and re-imagine the
museumn’s collections and the fabric of the city, cementing Preston's growing
reputation az a centre for high quality cultural activity.

For all press enquiries please contact:
Mareus Croften, Communications Manager
org

o1g)

+44 (0120 7017 8412

Notes to Editors:
1. ABOUT CONTEMPORARY ART SOCIETY
The Contemparary An Society is a national charity that encourages an

ding of ¥ art in the UK. With the help of
our members and suppartens we raise funds to purchass wocks by new artists
which we give to muzsumsa and public golleries where they are enjoyed by a
national qudience; we broker significant and rare works of art by imporiant artists
o the twentieth century fer public eollections through our networke of patrons and
E te col wa blish rak to artworks and promots
contemporary art in public spaces; and we devise programmes of displays, artist
talks and educational events. Since 1910 we have donated over 8,000 works to
museums and public galleries - from Bacen, Freud, Hepworth and Meore in their
day through to the Influential artista of our own times - championing new talent,
supporting curators, and lanth and in the UK.

2. ABOUT CONTEMPORARY ART SOCIETY ANNUAL AWARD FOR MUSEUMS
One of the highes! value contemporary art prizes in the country. the £40,000
Cenlemporary Art Secisty Annual Award for Mussurms supports a UK-based
mussum or public gallsry to work with an artist of their choice to commission a
new work that, onice completad, will remain within the museum's parmanent
collection.

For the winning museum, the award allows the acquisition of an ambitious work of
contemporary art of national iImportance, and for the winning artist {whe may be
showing widaly naticnally and internaticnally but whoss work is net represented
in collections in thie country), the award 2 a etepping stone to greater visibdity and
providas acosss 1o national and intsrational audiences, The award is open to all
museumns in the Contemnporary Art Scciety’s Mugeum Membership network and
artists anywhere in the world,

The Contemporary Art Soctety Annual Award is generously supported by the
Stumato Foundation, which exislz to promole, encourage and support the
education of the public in the arts, humanities and scences. The Sfumato
Found developed th rd in collab with the C: vy Art
Society in 2003 and has been a partner since its inception.

Provious recipients of the award include: The Graves Art Gallery, Muscums
Sheifield (wilh artist Katerina Sedd) in 200; 1hs Hepworth Wakefield and
Wolverhampton Art Gallery {with Turnsr Prizs nominated artist Luke Fowler) in
2010; Nottingham Castle Museum & Art Gallery (with crtiz: Christina Mackie! in

2011; The Collection & Usher Gallery, Lincoln {with crtiat Oliver Larie) 2012 and
lagt year's winners: Ashmeolean Museum of Art and Archaeoclogy in parinership
with the Pitt Rivers Museum and the Rugkin School of Drawing & Fine Art (with
cutiet Elizabeth Price).

3. ABOUT NATHANIEL MELLORS

British artist Nathaniel Mellors (foorn 1974 makes trreverent, absurd and hilarious
videos, sculptures, performances and writings that challenge our notions of laste,
mozality, and intelligence. Based (n Amaterdam and Los Angeles, recent solo
exhibitions inclide Hammer Mussum, Loz Angeles: the [nstitute of Contemparary
Axts, Lenden; De Hallen, Haarlem; and the Stedelijk Muzeum Bureau tn
Amsterdam, Racent group shows include British Art Skow 7 - In The Days of the
Comet (2010-11); Altermodern at Tate Britain (2002); and the S4th Venice Biennale in
2011, In 2008, Mellors was commissionad by the BBC to make a short woerk of art to
introduce the final episode of the cultural history series The Seven Ages of

Britain and in 2013 made o short for Channel 4 through the Jorman Award. Hs s
the 2011 recipient of the Ccbra Art Prize. Mellors studied at the Ruskin Schoal,
Oxford University (1996-39), the Royal College of Art, London (1939-2001), and the
Rijksakademie, Amstardam {2007-09)

4. ABOUT THE HARRIS MUSEUM & ART GALLERY
Tha Harris Mussum & Art Gallery, Preston 15 ons of the lsading mussums in tha
North Weet and feature y arl, fine art, di rt and historic

L of national i Located in the heart of Preston Ln a stunning
Grada | listed building, it hoets a wide range of exhibitions and events and is fast
gaining a for ita and amb 1P ¥ arts
programme. The Harriz is @ major tourist attraction, welcoming 220,000 visitors per
year.wwwlk h

org.uk org.uk!

5. ABOUT THE 2014 JUDGING PANEL
Paul Bonaventura (Senior Research Fellow in Fine Art Studies, University of
Oxford)
Paul Bonaventura |5 the Senior Ressarch Fellow in Fine Act Studles, University of
Oxdord. After studying history of art at Reading University and the Courtauld
Ingtitute of Art, Poul went on to organise exhibitions of work by modem and
cantemparary artists, firstly at the Museum of Modern Art in Oxtord and
eubeaquently at the Whitechapel Art Gallery in London. Since 1994 he has
overseen ressarch activilies at the Ruskin School of Art where he has developed a
lar interest in a izciplinary coll between artists
and experts from other disciplines, Paul was an artistic advisor on the UK Pavilion
at Aschi Expo in 2006 and guest-curator of the One Giant Leap season at BFT
Southbank to coincide with the 40th anniveraary of Apolio 11 In 2003, Paul deviged
@ major commission for tha London 2012 Festival and is at prasent working on
large-scale projects te mark the centenary of the Flrst Werld War and the 300th
annivarsary of Magna Carta, Paul is a trustes of Camden Arts Centra in London
and Situations in Bristol and a epacial advigor to the Design and Artists Copyright
Soctaty.

Helen Lagg (Director, Spike Island)

Helen Legg has been the diractor of Spike lsland, Bristol, since September 2010,
Sirce joining, Helen has curated exhibitions with contermporary artists such as
Haroon Mirza, Becky Beaeley, Loure Prouvest, Dewar and Gtequel, Clara Phillipe
and Corita Kent, lvan Sea), Jessica Warkoys and Cevdat Erek. Prior to this role,
Helen was Curator at Ikon, B l working on exhib and offeite.
projects. Additionally, Helen worked on the development of [kon Eastside, a second
gallery based in a former factery building in Digbeth, an industrial area of
Birmingham, Helen is chadr of Visual Artz South Weel, on the advisory board of the
Bristol Cultural Development Partinership and serves cn the acquisition committee
dor Frac Mids-Pyrénées 2012-15. In 2013, Helen was chosen as a sslector for the Poul
Hamlyn Artist's Awards and this yoar will act on the judging panel for the 2014
Turner Prize.

Tom Merton (Curator, Writer and Contributing Editor. Frieze)
Tewn Merten is a writer, ind curater, and editor of Frieze
Magazine. Tom has werked az @ curater at Cubitt Gallery London, the Hayward
Gallery London, and was co-curator with Lisa Le Feuvre on the major

1| Burvey British Art Show 7: In the Days of the
Comet (2010-11). Tom's recent exhibitions include British British Polish Polish: Art

Contemporary Art Society, ‘Nathaniel Mellors Wins the £40,000 Contemporary Art Society Annual Award 2014’, http://www.contemporaryartsociety.org/news/nathaniel-
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from Europe’s Edges in the Long '90s, The CSW Ujazdowski Castle, Warsaw

(2013), Today, The CSW Ujazdowski Castle, Warsaw (2013), It Means It Means! - A
Drawn Exhibition by Charles Avery & Tom Morton, Galeris Perrotin, Paris

and Pilar Corrias, London (2013). Tom has contributed critical writing to magazines
including Frieze, Parketl, Melropolis M, and Bidoun, as well as numerous
exhibition catalogues and edited volumes. Tom is currently working on his first
novel.

Eva Rothschild (Artist)

Eva Rothschild is an Irish artist living and working in London. Eva creates
sculpture working in a range of matorials, which primarily consider the
transformative power of leoking. Eva's recent solo exhibitions and public
commissions have included the Hugh Lane Gallery, Dublin, (2014), Why Don't
You?, The Nasher Sculpture Centre, Dallas, Texas (2012), Boys and Sculpture, The
Whitechapel Gallery Children's Commission (2012), Hot Touch, The Hepworth
Wakefield and Kunstverein Hannover, Hannover, Germany (2011}, Empire, Public
Art Fund Commission sited in Central Park, New York (2011), Cold Corners, Tate
Britain's Duveen gallery commission (2009). Group exhibitions have included You
Imagine What You Desire, Sydney Biennial, Sydney, Australia, (2014), We are
living on a star, Henie Onstad Kunstsenter, Oslo, Norway (2014), Chenging States,
Irish Museum of Medern Art, Dublin, (2013), Making is Thinking, Witte de With,
Rotterdarm, Netherlands (2011),The Dark Monarch, Tate St Ives, St. Ives (2009), Un-
monumental: Falling to Pieces in the 21st Century, the New Mussum, New York
(2007). Evar's work is included in public and private collections including Tate
Britain, MoMA, New York and the Irish Museum of Modern Art.
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Donations of &l sizes help sustain emerging artists ot the beginning of their careers
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Awards: 2014 Cortemporary Art Socety Prize, 2011 Cobea Art Prize.

Qurhouse -1, Teme' presentad by the Cantemporary Art Scciety, 2015, thraugh the Annual Award funded by
the Stumato Foundation with the support of the National Galisry of Victorka - Meboums, the Mondriaan
Fund and Arts Councl England. Commissianed by the Harris Mussum & Art Galery, Prestan. Produced by
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The Box Gallery, ‘Prequel Dump’, http://www.theboxla.com/artist.php?id=6080




04022020 Haris Muscum - Nathing Happens, Twice: Artists Explore Absurdity
Our site uses cookies to enhance your experience. You can read about them here, To enjoy the site as
intended please ACCEPT COOKIES

aedt B LA LA LAY L 4

« Home
+ What's On
+ Exhibitions
+ Collections
* Your Visit
+ Learning

+ AboutUs

+ Café

+ Shop

+ SupportUs

+ Get Involved

+ Our Work

+ News

+ Sponsorship & Hire

Exhibitions 2016

Nothing Happens, Twice: Artists Explore Absurdity

Exhibition
6 February - 4 June 2016

Imagine Neanderthals living in Preston Bus Station and around the city ... what Jackson Pollock’s wife really thought ...
and how a talking shoe might gossip over the garden fence.

Preston Bus Station is part of the inspiration for Nathaniel Mellors’ new film, winner of the Contemporary Art Society
Annual Award, and showing here for the first time as part of the exhibition,

A range of entertaining and thought-provoking work also includes Mel Brimfield’s Alan Bennett-style take on what it

- P 2016/101 8-noching-h

04032020 Harris Museum - Nothing Happens, Twice: Artists Explore Absurdity

Our site uses cookies to enhance your experience. You can read about them here. To enjoy the site as
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intended please

What our visitors are saying about this exhibition:
"Love Nathaniel Mellors’ film and intend to come back and watch it all. Thank you!"

"Just seen #NothingHappensTwice at the imposing @HarrisPreston brilliantly curated by @ClarissaCorfe Animated? ...
I'm absolutely fizzing."

"Innovative, top quality new commission that drew us to the exhibition.”
"Good fun to spot the Preston locations used in the film."
"Glad the Harris is keeping on its toes and staying fresh.”

“Really love the decision to show long video works; makes me want to come back again and again.”

"It is remarkable that in these straightened times, the Harris to show ging yet i porary
art.”

Immerse yourself in film, p and painting, exploring ideas of farce, tragi-comedy and repetition with the Theatre
of the Absurd as the starting point. Mellors' work is complemented by national and international artists and six newly
i area and family activities are also available in the gallery.

d pleces. A

Doncaster born, international artist Nathaniel Mellors, has created his most ambitious film to date for the exhibition,
the latest in his Ourh series. The absurdist drama, which was shot in various locations around Preston, features
an eccentric family who inhabit Preston’s iconic, brutalist bus station.

The exhibition includes four other new commissions by Pavel Buchler, Common Culture, Hardeep Pandhal and Sally
O'Reilly, as well as film, sculpture and painting by eleven other leading contemporary artists. The exhibition title is taken
from academic Vivien Mercier's description of Samuel Beckett's Waiting for Godot, as ‘a play in which nothing happens,
twice'.

Beckett, as with many of the artists in this exhibition, deconstructs notions of time, using it as a malleable medium to

orchestrate absurdi: rios. The works highlight the absurdity of the human condition in our relationship to each
other, the natural world and the i fronting us with situations that might, in some ways, be analogous to

our own.

Nathaniel Mellors new film commission, Ourhouse, Ep.-1: Time, has enabled him to create his most ambitious work to
date. This absurdist drama, which is shot in various locations around Preston features an eccentric family who inhabit
Preston’s iconic, brutalist bus station. It has a TARDIS-like interior, subjecting them to a series of fantastical events
while finding themselves inundated by Neanderthals. The main character Charles 'Daddy’ Maddox-Wilson played by

og. 2016/1018-pathing-h.
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of performativity and the human condition; tragicomedy and absurdity curated by Clarissa Corfe.

Sl casen, @ 1 s y @ Huuuiie

Notions of time and the fallibility of memory are explored in Pavel Buchler's new sculpture Once Again that references
the film Last Year at Marienbad as well as his new sculpture Acrobats.

Time and labour are referenced in Mladen Stilinovic's Artist at Work
capitalist influences on artists’ approaches to production.

ing the diff and

Pierrick Sorin’s repetitious waking film is a groundhog experience whilst Pat Flynn's film sculpture explores the fecundic
power relationship between a melon and lemon.

Steph Fletcher's work addresses the notions of a work/health life balance through the use of house plants and John
Bock’s film features two elderly men whose existence Is confined to a surreal office environment.

Broomberg & Chanarin bring a group of army cadets and a ‘bouffon’ into filmic dialogue whilst Bedwyr Williams
collapses time in a type of self-portrait that expl the antics of porary C. idge society through the objects
in the Fitzwilliam Museum.

Common Culture's new work employ i to perform their stand-up routine in an empty auditorium whilst Sally

O'Reilly has written a new monologue performed by a professional actor using a shoe as an orifice. Performed in ‘over
the fence’ tones it addresses its neighbouring artworks.

Meanwhile, Samuel Beckett's Play shows three actors; a man, his wife and his mistress trapped in urns performing a
chorus of three isolated and almost unintelligible monologues.

Hardeep Pandhal’s new drawings explore an absurdist and surreal physical and metaphysical world, whilst Hilde Krohn
Huse and Willum Geerts explore the power of religious and neo liberal symbolism.

Artists include: Samuel Beckett, John Bock, Mel Brimfield, Broomberg & Chanarin, Pavel Buchler, Common Culture
(lan Brown, David Campbell and Mark Durden), Steph Fletcher, Pat Flynn, Willum Geerts, Hilde Krohn Huse, Nathaniel
Mellors, Sally O'Reilly, Hardeep Pandhal, Pierrick Sorin, Miaden Stilinovic, Bedwyr Williams.

Essays

Samuel Beckett, the Long Sixties and Contemporary Art by Dr. Conor Carville
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Animatronics

Video
Absurdist Satire RESEARCH

2014 Boiler Room Lecture: Nathaniel Mellors, The Wheeler Centre, State Library of Victoria in collaboration with Monash University, Australia. c ENTR E
https://vimeo.com/131502779

2016 Ourhouse Episode -1: Time wins Contemporary Art Society Annual Award; shown in Nothing Happens, Twice, Harris Museum, Preston, 6
February - 4 June, which is reviewed in Art Monthly.

2016 Ourhouse Episode -1: Time shown in Prequel Dump, the Box, Los Angeles, Feb 27 — April 16.
2016 Dance First, Think Later: Nathaniel Mellors and Guests: Focus On Panel Discussion, The Harris Museum, Preston 7 May.

2017 Ourhouse Episode -1: Time shown at NGV Triennial, National Gallery of Victoria, Melbourne, December 15, 2017 - April 15, 2018. Included
interview with artist in the Triennial catalogue, and another with Tala Madani in the National Gallery of Victoria magazine.

2018 Ourhouse Episode -1: Time shown in Mellors’ solo exhibition Progressive Rocks, The New Museum, New York, Feb 6 — April 15, curated
by Margot Norton and reviewed in The Village Voice
Awarded the Contemporary Art Society Annual Award 2014 in partnership with the Harris Museum, Preston, winning £40,000 to create

Ourhouse Episode -1: Time

Other supporters of the project include Stigter van Doesburg, Amsterdam; MONITOR, Rome; The Box, Los Angeles; and Matt's Gallery, London.

www.mattsgallery.org/artists/mellors/home.php

n.mellors@leedsbeckett.ac.uk
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