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A SCULPTURE
IS NOT AN OBJECT

From its inception, sculpture has been vested
with a power even stronger than paintings and
other twodimensional images. Whether political
or religious, the message of sculpture is linked to
the very origins of humankind: fetishes, amulets,
memorials or monuments. Sculpture started as a
surrogate to the human body. In several creation
myths the human body itself is supposed to have
been molded in clay and imbued with spirit.
The aim of the exhibition is to focus on art as
an irreplaceable human experience, elevating
the mind and engaging the body. Sculpture still
has an undisputed advantage over 2D-images at
a time when its spiritual and political functions
recede into the background. Sculpture resists
integration to fictitious universes built up by
disembodied images as it eludes easy reproduction.
Experiencing sculpture is a unique encounter
with a meaningful other in a specific place in a
specific moment. Viewing art, even in an artfair,
should not be a trivial act, but something that
engages the very nature of humans as ephemeral
beings gifted with exceptional capacities to
relate to other beings and to objects of nature.
Man inhabits the earth if a poet - to reinterpret
Holderlin.

The conceptofthe showistoinstallafew sculptures
of human proportions dealing with temporality
and nature in a sparse and makeshift environment
- a meditation room of approx. 60 square meters
providing the possibility to rest. Featured would
be a bust in bronze by Giacometti (bronze being
a decaying material), an alabaster piece by Kapoor
thinned to play with light (alabaster being soluble
in water), a cube of acrylic with a mirror effect of
water by Kapoor again, surrounded by weeping
walls by Latifa Echakhch.

To experience art not as a commodity but as the
highest production of the human genius, offered
as a gift to other fellow human beings to share.
To pause and think as the ultimate luxury in
today’s world.

In a modest and temporary setting, on a human
scale.

Véronique Wiesinger
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LATIFA
ECHAKHCH

Born in 1974, Latifa Echakhch subverts ordinary
objects. These transformed and emblematised
objects, the heirs to Marcel Duchamp’s ‘ready-
made aided’, make no claims to a cultural or
ethnic affiliation; they become something else by
means of a propitious polysemy.The artist’s broken
glass teacups (Erratum, 2004), whose fragments are
gathered together unassumingly around the base
of a wall, remind us of Land Art, or even more of
Richard Serra’s Splash — those spurts of molten
then solidified lead that are among the American
sculptor’s earliest works. But the sharp glass might
equally well evoke those walls topped off with
shards that demarcate borders, or at least signify
that entry to an area is forbidden.

In fact, Echakhch hollows out the essence of the
objects she utilises, and this hollowing out of
meaning sometimes occurs through a physical
hollowing out. All that remains of the prayer rugs
in the Frames Series (2006) are the perimeter and
fringes. In the installation Fantasia - Empty Flags
(2007), no flags fly at the end of the poles, while
the blackness of the masts gives the whole piece a
mournful mood.

Standing before the work entitled For Each Stencil
a Revolution (2007), what is most striking is its
undeniable painterly dimension. The electric blue
is, of course, reminiscent of Yves Klein’s IKB,
while the drips conjure up a whole subgenre of
American abstract painting (Clyfford Still, Morris
Louis). But the work takes us much further...
Borrowing its title from a Yasser Arafat quote, For
Each Stencil a Revolution has been exhibited on
several occasions, most notably at Tate Modern in
London and at Art Basel (in the “Art Unlimited”
section). The walls are covered with sheets of
carbon paper sprayed with mentholated spirits.

The pigment runs down to the floor, embodying
an unavoidable decay. Emblematic of the slowness
of a certain kind of bureaucracy, carbon paper
was a device also favoured by anti-establishment
youths at the end of the 1960s (notably during
May 1968) for the reproduction and diffusion of
political tracts. But no message is visible here, as if
the words posted have been destroyed by rain and
time. The ideas have been diluted by the passing
of the years, and the work seems to represent the
remains of a faded memory, from a time when
political engagement was believed in as fervently
as a religion.
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For Each Stencil a Revolution, 2007 Exhibition view “Speaker ,
Carbon paper A4, glue, methylated alcohol Tate Modern, Bankside, London, 2008
Variable dimension
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ALBERTO
GIACOMETTI

During a short career that spanned only 35 years,
Giacometti (1901-1966) never ceased to question
the conventions of art. During his Surrealist
years, Giacometti delegated the making of his
works to a cabinetmaker: eerie visions such as
the Disagreeable Objects or the Suspended Ball were
made from models that the artist usually destroyed.
As instruments of an unknown cult or artefacts
of an invented civilization, Giacometti’s surrealist
objects owed much to his study of the so-called
“primitive” arts and in particular African art. After
his parting with Surrealism in 1935, Giacometti
turned to the exacting representation of what he
saw, through an increasing reduction of themes:
the human face and figure, cityscapes, landscapes.
While using traditional media like painting and
sculpture, Giacometti explored a new conception
of the portrait, one separated from the notion of
“genre” and its bourgeois social function. It was a
portrait of our times, of the anonymity of man, of
the Other in oneself, imbued with a disquieting
life of its own.

From 1947 onwards, Giacometti developed two
archetypes, male and female, for which his brother
Diego, born in 1902 (and his assistant since 1930)
and Annette,born in 1923 (and his companion since
1947), serve as referents. At the core of Giacometti’s
approach was the determination to capture the
irreducible strangeness of the Other, despite and
perhaps above all because of its familiarity, while
locating it in a reflexive symmetry that prevented
the viewer from apprehending it outside of him - or
herself. Deprived of any anecdotal or psychological
intent, Giacometti’s portraits reflect the viewer’s
gaze and engage him/her in a potent intimate
dialogue.

The Seated Man Half-Length was completed by
Giacometti in the basement of the Tate Gallery
in 1965, during the installation of the artist’s
retrospective in London. It turned out to be one of
the last works to embody his quest of representing
“a whole man, made of all men, worth all of them
and any one of them worth him” as Sartre put it in
1964 at the end of Les Mots.

Véronique Wiesinger
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Homimne a mi-corps, 1965 Coll. Fondation Giacometti, Paris
Bronze
50,1 X 19X 32,1 cm
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ANISH
KAPOOR

Born in Bombay (India) in 1954, the British
artist Anish Kapoor burst onto the international
art scene at the beginning of the 1980s with his
fragile pigment sculptures, strange monuments
bristling with peaks. A fundamental turning-
point came at the end of that same decade
with the idea that the interior of a sculpture
could become the exterior, and vice-versa. This
concern with the negative space, or non-object
was developed in his works using stone. In the
late 80’s he began making works of hollowed-
out rocks whose openings and cavities, coated
in a thick layer of dark pigment, absorbed
the light like a black hole. Anyone who looks
deep inside them experiences the sensation of
a fathomless gulf that evokes an interminable
void, an endless fall.

Ever since, Anish Kapoor has had a studio
dedicated specifically to carving stone. And even
though he has made use, over the years, of new
materials and techniques (cement, wax, resin,
PVC membrane, etc.), he returns regularly to
stone, most notably with his works in alabaster.
These works also continue Kapoor’s interest in
the self-made or auto-generated object, it is as
if the forms contained within them have always
been there, and it is this sense of self-generated
form that can also be found in the transparent
acrylic cubes. Their fabrication leaves much to
chance; the liquid resin accidentally encloses a
few bubbles of air that become worlds frozen
for eternity. And like the negative/positive voids
carved into the stone blocks, it is in their areas
of emptiness and space that the object and the
work are formed.
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Untitled, 2007
Acrylic
70x70x695cm

Exhibition view “Almost Nothing”,
kamel mennour, Paris, 2011




Untitled, 2011
Alabaster
107 x 132 x40cm
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TADASH]
KAWAMATA

Born in 1953, the Japanese artist Tadashi
Kawamata usually creates his works in situ,
often using reclaimed timber. His monumental
creations have, for the most part, an ephemeral
destiny. On several occasions, the artist has
created bridges, footbridges or belvederes (for
example, in Bordeaux in 2009). He constructed
a magnificent tower of chairs beneath the cupola
of the chapel of the Salpétriere (Paris, in 1997).
More recently, he conceived the poetic Tree
Huts, which he attached, most notably, to the
Centre Pompidou (in 2010), where they hung
from the fagade, rather like a series of giant
swallows’ nests.

At the request of Véronique Wiesinger, director
of the Fondation Alberto Giacometti as well as
curator of galerie kamel mennour’s exhibition
stand in Abu Dhabi, Tadashi Kawamata has
revived an old work that takes the form of a
bench — or rather that was once a bench, and
perhaps still is one. During his 2008 exhibition
Tree Huts at galerie kamel mennour, Tadashi
Kawamata created several pieces of furniture,
very simple in form, by using off-cuts of wood
left over from the installation of the exhibition.
These benches, at once minimalist and raw,
immediately seduced the wvarious people
involved in the project, so much so that they
gave rise to a convivial spot where everyone
could spontaneously eat lunch, drink a coffee
or simply converse with colleagues. Almost
three years after the exhibition, the benches
are still in place in the courtyard next to the
gallery entrance, giving visitors somewhere to
rest. “Art”, states Véronique Wiesinger, “is a
moment’s encounter”. And it was Giacometti
who asserted that a “sculpture is not an object”.

Tadashi Kawamata’s benches are, effectively,
much more than objects: they are sculptures.
And yet they are also benches.
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Abu Dhabi Bench, 2011
\¥ood

125X 30 x 42 cm each
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This booklet accompagnies the project
“A sculpture is not an object”, curated
by Véronique Wiesinger, at Kamel
Mennour’s invitation at Abu Dhabi
Art, Saadiyat Cultural District, Abu
Dhabi, UAE, from November 16" to
November 19", 2011.
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