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“Theres Something about categorizing thmgs, :
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aboutiputting things in their plac

1ts abo i b B 4 s

g st. Whateverit's, it surely &
n us. We seem intent on labeling an
fdering. It's how we get on with Our JivesseCG—_—_—__—_g
1ow we proceed. Its all in a day’s work: fron
the maintenance of homes and offices to the
supposedly loftier pursuits of arranging
history and conducting diplomacy. These
orderings try to make sense of a complex e
Wworld, easing us into understanding but also
"SRR wing us what to know and how to knowsi

1d likejust about everything else under e ™

, they are drenched in taste: that o stop
silsenbae [ thol ‘Veda d unko S iE 4
% 8
g cowed ' AQELDSG

-

- Barbara Kruger



in your ls&eshields a 5@ :
om the most mundane.to the most y By
tant.  Eor.cos b . - Nc“'e‘?»«
' Bhat :
B specific supYectivi-
Pt within culbureiss OUr E.
% ke use of these objects has
ESEEOREONN i th our 1indivIdUSESISSEEEE
cess to the various types, which qual-
itatively manifests an image of our
placement within the hierarchy, but re-
gardless of our personal place within
that structure, our option to make use
of the objcCtsYa@RlIdR S eSgio®lsafor
“advancement” is so internalized that
it i1s hardly visible i thiS WE" mod-
ern economic paradigm, these objects
also carry within themselves a symbol of
that same power structure; they signi-
fy their own making. A violence births
these objects from this tiered structure
of power, and arranges them within an
adjacent, quasi-artificial, yer EViilEeEsi=
ic power structure, which dominates Eaii=
temporary culture. These same objects
exert a power over us as well, surround-
ing us in our daily lives, forcing saci
selves upon us, in their relative use
values;: causing us to adapt and con o
to them;  in' order for us o be . able: e
exploit those “use values” to the best
of our ability, -in order te succeedi caes
nomically and access power.




The household object signifies not only its
own taste, a strength or weakness in an aesthet-
ic subset, but also an interstitial order outside
of itself. The specifics of that “order” can be
envisioned in a sort of narrative, as though we
imagine the wheels of production turning, glob-
al markets and investors, wars, puppet dictators,
suppressed workers movements, etc. It can also
be addressed on a more inherently phenomenologi-
cal level, in that the experience of these vari-
ous objects shows them as being indicative of, or
pointing towards a larger “whole.” The repetition
of form, the know-ability of functions, bespeak a
history, a sort of narrative we create for our-
selves on an individual basis but which amounts to
a collective ac-
ceptance. The sym-
bology of these objects, perhaps
enhanced because of their ubig-
uity, 1s one that demands accep-
tance. Therefore they symbolize
our affirmation, or at least our
begrudging complacency, to the
order that has befallen us, sim-
ply through the way we act out
our lives according to their in-
structions. Even the most suc-
cessful contemporary art objects
do this, in that the quest for
“difference” or uniqueness, sig-
nifies a quest for advancement,
implies a direction, a “moving
Soomix Rest Fox Mip Axp Boby. Lunesta forward” within the “grand nar-

It’s what you’ve been craving. Peaceful sleep without a struggle. That’s what

Lunesta® is all about: helping most people fall asleep quickly, and stay asleep all through the night. It’s not only ra t l ve 44
non-narcotic, it’s approved for long-term use. So you can feel comfortable taking it night after night. Talk to your °

doctor first before using sleep aids for extended periods. Tonight, just close your eyes, and leave the rest to Lunesta.
Find out how to improve your sleep habits at www.lunesta.com. Or call 1-800-Lunesta.

IMPORTANT SAFETY INFORMATION: LussTh works quickly, and should be take bed. Be sure you have at least
eight hours to devote to sleep before becoming active. iption L dri

or operate machinery. Do not usc alcohol while takiny

e e e e e e e oo fporian: parient information on the next page.
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L0 Open Field

Incoherent scribble on a bathroom tile wall
seems to be an excellent allegory of existence, or at least of
culture in general. The perfect grid of white tile is the image
of the rational; of structure incarnate. The satisfaction of the

clean uniform surface feels reassuring on multiple levels. There’s the
level of the fact that all the tiles fit together perfectly, and that their
pattern radiates at the same frequency on all four sides. With a square
tile in particular, there is no upside down, or left to right variation, and
their perfect placement in that grid is a testament to man’s ingenuity
and rational mind. That system is also one in which standardization
presents us with a familiar situation. The expectation of a uni-
“formed tiled surface, in the room where we relieve ourselves, has
the effect of providing a certain comfort when and where that
expectation i1s met. That tiled surface becomes the field in which ¢
we can project ideas and images of the self, in a safe and unambig- \==
uous zone that is comprehensible and sanitary. The scratching or B
scribble on the other hand, although perhaps equally as knowable,
presents itself as an irritant, a disruption in the field. Although it also
= connotes a different kind of operation of man, it is one that feels more
f primal, and obviously less rational. Its existence in that same sphere is
” one that threatens both the feeling of absolute comfort, and simi- /2%
=t/ larly; of sanitation. Also the lack of uniformity in the scribbling, in o
f | the gesture or what is being conveyed, presents itselfias nuisance: ;
s/ What seems to me most interesting about all this is that the scribble &8
= on the tile wall is much the same as the figure on the sround;the,
2 scribble is the body, the tile is the field on 'which it is painted. So Qe
it can be seen that any aberration which disrupts thespurity of the
a field necessitates immediate attention, whether we like it or not. The Jsses
, most infantile, crass, or mundane “thmg becomes the protagonist,
m simply because “it” is not the gmgmuniform surface of the field. We
{" ourselves are the irritants, butf™
\ i tion there is nothing to be saidf_ L
of purity, surface, the arena /£ K1 # there is nothing to “push

4 f

against” tol cause bodies i




My work seems to be perpetual-

ly attempting to restrain drives
for pluralities. The additions of
common objects, handmade things,
painted surfaces and prefabricat-
ed surface treatments, create

a situation in which the possi-
bilities become dauntingly free.
That kind of freedom in materi-
al use and potential for image
making is one that can become
oppressive if there is no sys-
tem of sorts to rein it in. If
you choose everything, then in a
sense you choose nothing. So,
within this loose structure, a
dialogue opens in which objects,
images, and surface types are
placed in and among each other,
and a sort of back and forth of
potentialities forms a type of
“dialectic” in which (hopefully) the autonomy of objects be-
gin to speak and bring forth arrangements and placements which
make sense, or at least seem to move towards a comprehensive
whole. The multitude
of things 1s necessary
as a catalogue of op-
tions. The potential
options will slowly,

in their “dialectic,”
become distilled, and
hopefully what 1is even-
tually arrived at in
the finished object is a
focused and highly con-
centrated abbreviation,
one that somehow might
retain the feelings of
all those potentials
within a synecdoche, a
synecdoche which then
becomes the whole ob-
Jject.




Jects, compared with using objects made by my own hand and
crafted in a particular way. The objects I find or buy tend to

connote a certain value already bef6?g-?335-3?3-533-33-3337-531
cause they are inexpensive objects thé?ngze_usually small and
highly accessipfg-TEke plastic forms, gléésware, and rope, these
objects seenﬁi‘ e tq_Express
their value in [ ANSN ' an obvious,
and knowable = 8% § ay. f:Fend

to use these \ ~ forms in ways

that create "“”gmﬂgﬂg;a their own aes-

thetic, sys—g . “WAY T00 tematic, or
visual logic. | CONSERVATIVE” Becoming more
aware of these { s tendencies 1in

my procedure | . - forces me to
reconsider the d form’s opera-

1 0 0
tion within a specific work,
e :
and therefore O consider

alternative \ 01-652-8477 uses. This
sidering of : luralities.
' ve er something,
. - consider that
‘ Site, or
“not-that-thing.” This makes all of the 1diosyncrasies of the

inal product all the more peculiar. All of the why questions
seem to resurface in the face of the same answer, the answer be-

ing the piece itself.

-

i
T -AM%”K%Q:E;:g;



By inserting these common objects, with-
in, and amongst the handcrafted sections of
the piece, this new context changes, or at
least, reconsiders the value of those pre-

fabricated forms. I find myself wondering,

in doing this, do the handmade forms ele&vate
the value of the purchased forms, or do the purchased forms de-
crease the value of the handmade forms? _P€rhaps both are true,
or neither. By \using commer—materials, connotations inevitably

arise, as though the work were a metaphor for something else,
such as a commentary on consumer culture, or the domestic—Space.
I have only come to notice that through a series of gdditions

of materials, some made by my hand exclusive arnnd others pre-
fabricated and put to new use, theo©bjects within the sculpture
considered as separate parts, tend to keep their status as ob-

J ETES—wh is to say those things don’t lose their names. I'm
not sure if this is a good or a bad thing. On the one hand,

pushing objects past a commonly recognized set of social nor-
malities seems like a fantastic opportuni 0 pose questions
to the viewer about the nature reality itself, on the other
ing commonly unde ood objects within a new context
of contempoxary inting/sculpture, and retaining th ]
ty of those objects, allows for a potential move or distanc-
ing from those fo istancing, in which

echaps a critic

the ntext of a familiar object opens a potential dialogue
about the value, nature and purpose of these common
objects.




sardonico
sindnimos | definicion RAE | en inglés | en
francés | conjugar verbos | en contexto limagenes

Inflexiones de 'sardénico’ (adj): f: sardénica, mpl:
sardonicos, fpl: sardénicas

adjective Diccionario de la lengua espanola © 2005 Espasa-Calpe:

1.characterized by bitter or scornful derision;mocking @sardénico,ca

. adj. [Risa] afectada y que no nace de alegria
interior:

a sardonic grin. carcajada sardonica.

; cynical; sneering:

= R 1
' Diccionario de la lengua espafiola © 2005 Espasa-Calpe:

‘sardina
. 1. f. Pez osteictio clupeiforme marino de unos 25
cm de longitud,similar al arenque,de cuerpo
: E alargado de color negro azulado por encima,con
noun, plural (especially collectively) sardine(especiall §& costados y vientre plateados y cabeza dorada
' § con la mandibula inferior sobresaliente.
sardina arenque Véase arenque.
como sardinas en lata loc. adv. Con apretura o
2, en grandes masas:
B 0il and used for food. siempre vamos en el metro como sardinas en
' lata.

—y referring to two or more kinds or species)sardines.

1.the pilchard, Sardina pilchardus, often preservedin

B 2.any of various similar, closely related fishes of theh

erring family Clupeidae.
\' e

B Sardinia
tic.sfdict.coni/staticrep /dictaudio/S01/ $0106800:mp efa (Sardegna)

“dgge-uh, -din-yt
Spell Syllables = .

-~ __ |Isla italiana del Mediterraneo, al S de Cércega, de la cual
la separa el estrecho deBonifacio. Forma una region aut §

B ,
Exdiples., énoma de 24 090 km*y 1 637 705 h, integrada por laspro

noun .v. de Cagliari, Nuoro, Oristano y Sassari. Cap., Cagliari.

Suelo montafoso y costasaltas y recortadas. Agricultura; £

1.a large island in the Mediterranean, W of Italy:with ) o 3
=9ganaderia; pesca; mineria. En el s. XIll fue ocupada porA|

small nearby islands it comprises adepartment of Ital
&y, 9301 sg. mi. (24,090 sq.km).

‘ragon y pertenecio a la corona espafola hasta 1714, en \
que paso a Austr[a.




5 ) h em* sa
_what they otherw1se‘3pulos;.‘ f;_ ;J@ﬁns'

intings are perhﬂbs some -he b examples, wi
' of ma P8 'has the @apabilit
;fe very object of Sil@nificati®
. hard material that® '
.harp°

(the arts,
things are,

itself as mB al: -n object. This seems OljgH hé on
the level that our inabIllity-«weWieisWiRNerun ouch the

or consume its contents, puts us in a precarious SRt uation
which we feel compelled to question whether or not the Bot=
tle itself is real (in the sense that it came from a Coca Cola
factory) or if it has been exquisitely fabricated, by the art-
ist, to fool us into believing as much. So then whether it

ISR aNR G e P ER PR e T iC ially real’”s . ik ris ourXicod ledEEonne
memories of our encounters with Coca Cola bottles which allow
us to identify this “image” and then allow it to freely asso-
ciate within the realm of our investigation of the sculpture.
All of this is obvious, but beyond this, and still concerned
IEREERNRSR RN BRI Ng s “ are, 1s the crossing of the inaccessible
RSO SREN C [)  the 1magined narrative of that ob-
JECENSINRSRORVAENCON T I Ning with the example of the bottle of
cola, that particular object, however it came to be, whether
it came from some factory, or whether it was cast in resin and
skillfully painted, has a real histoESsSEESERE RSy, more
often than not, is anyone’s best guess.



-t

Our attempts to place that history, in relation to ourselves and
our view of what reality is, is the imagined narrative. Even if
we learn, for example, that the artist in question purchased the
bottle of cola that morning from a grocery store, our sense of

what the history of that object is, is still an invented narra-

¢ tive. This is not to say, that our “narratives” are light-years
off the mark of “real history” that somehow the entire fabric
of reality comes crashing down. No, our “best guesses” and our

ability to predict, to use reason, are in fact the only things we
can make use of to navigate reality, and therefore culture. How-

ever, suffice it to say that these best
guesses determine our subjective rela-
tionship to a particular object, and in
a sense hold up a mirror to ourselves
depending on how that “imagined narra- B
tive” develops within each particular '!
person. This creation of object narra- 2
tives becomes even more interesting when :
we viewers are presented with an object . ’ :
that has no clear definition or “knowable ' '
history.” In those moments when we are
presented with something ambiguous, that r
seems to evade definition, a slithering, ¥
amorphous blob of material, that same r"“ '
desire to make sense of “that thing,” to ¢
invent a narrative persists, but in this
B particular instance, finds itself in free
fall with no clear history to cling to.

L s o
ey -




“In man’s
struggle
against

the world,

bet on the

world”

- Franz
Kaftka




It seems clear that objects do this too, but in sculpture near-
fly as effectively as a two-dimensional image, since the poten-—
Wtial of haptic interaction with the body has (usually) been £
ioudiremoved and negated. Beyond the disguise of objects, or symbol- 7%
\‘?vization of objects, being something other than what the objects *
‘:xare materially, there’s also every object’s presence implying ;i 6
{iits own ab- ; .. iy oy, SEnce. 2, O TaRok
:wihen look- . - o ll ing at art
'f;objects I find | N h myself think- s
B ing, ‘What I REREs  part gi
‘ B Py/r 4 O ‘Whatf
: wasn’t there, |
IA Ny Ml had been this
N “Sother thing?’ ‘p A The simplest
Sway for me to | Can't yofPsee they' @GNy B consider this
‘i o1 with what was
iisaid before about cultur-
a1 expectations. When you see a car driving down the road, you
would expect to see a person sitting 1n the front seat driving
M.Wit, but the chance exists that you might see something else en-
'fftirely. A good example of the way this thought experiment func-
?k;f?tions, for me, is in jazz music. One of the elements that makes
B good saxophone solo enjoyable or interesting, 1s the absence
dof the notes you would expect to hear. The ear in western music
has been trained to hear certain successions of notes, again and
again, 1in particular orders. When those expectations have been
surprised or “tickled,” often what is heard is a polyphony of
SR the actual surprising note of the jazz musician and the imagined
absent note.

i
o
. b R




fWhat things could be seems to operate in a grey area between What
theMgs ' ard@ond whés things¥Yarenooe— Inisg¥also @ much £0 do 'W'
with imagination. In one sense we have already dealt with one _{V
illustration of “what things could be,” in the dubious gquestion [ B3I
6 £ wghe  Pauthent Lo real1%V " of L€ edlasbotElee . Andther-way €0 e
frame this idea could be to consider it as “what things have the
potentdaal tévbecomegs™ Thisiseems Tosame tosbe like™the “imagined“
f; narratives,” but in future tense; something like “imagined pro- ﬁ‘
M AfecEiDRS b A Dl 1D OE=sanc--NEShe et e tia Vo e dOmer grass, LA =

3

o
i <

4

= | glass windowsrhas thespotential to bé broken. A broken shard of ";;
gldss has ghe potemptial to,become a“weapon.” .In sculpture this A
capability can operate in different ways. Sometimes the poten- ;if

T Al AOL OB O EC Ly OFad M etoF MatcTad —meke So T s oy e the'¥i
sculpture becoming an obvious thing, thus completing the cir- -
cuit of that particular potential,.and extinguishing it.. Some- K g

times Lihe eSS0t anf Lbject JspditeniasM caf—Bedong=mare transpar—ﬁﬁa
i'efit,—and ‘g, potentgal -not pregiougly-conss degedadoften altogether::;

absurd, could be made visible. If we say, for example, that an gEo
v older computer monitor ‘is used.; é

like a pedestal to prop up a Fza

—
i

W Sramtd photografh- X Inyehis g
particular example the poten- e
il | tial of that object (the moni- i
7o tor) is both made visible, and ==
M actualized simultaneously. It P¥—
would seem to say .that, in a [
MOE? ONHOTTS) (Semsey | CIE L Bam— ‘;ﬁ

5 -

ad

puter screen itself could have
been the wvehicle for the image,ﬁ;t
Bllthe final resting place for thatfff
?{ particular image to reside. a

~d'But it alse denotes to us that i
| the computer monitor’s plastic i
: : . §| shell is itself is a hard, flat ;“7
¢ Z = % =71> surface, capable ©f something :&f
| Z E . : much simpler and base, like k5
EalPr@RDnd e anothErT ab’j c iy thehi
way any rock could. K
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2nd Interlude
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Suburban Sentinel

On the intersection of the 210 freeway and Carnelian St. in
Rancho Cucamonga, about a mile away from the house I grew up
in, a mysterious object has recently appeared. I had noticed the

beginnings of the construction of it, a little over a year ago. At
first I had assumed that maybe the city had decided to build a
large clock tower that could be visible from the freeway. Perhaps
the city beautification fund had money in place for such extrane-
ous spending, or maybe a donor had some sort of philanthropic
monument in mind. But after the construction was completed,
no sign of any obvious purpose remained. It now stands, unapol-
ogetically, a benign confusion of excessive stature. It’s almost
as though a cynical genius made an ironic piece of post-modern,
public sculpture, but no mention of any artist has been made ap-
parent. Its stucco epidermis, and its beige coloration, along with
its generic, suburban aesthetic, make it function as a subversive
sentinel of strip mall culture. Considering its massive size (it
stands at least 30 feet tall) it’s hardly visible. I walked into several
stores in the area to ask people working there if they knew what it
was or who had built it, and nobody even knew what object I was
referring to. The Rancho Cucamonga city council has been in the
pocket of the real estate developers for decades, so it’s interest-
ing to consider the possibility that city money was laundered into
a giant vessel of nondescript “sculpture.” But for me the object
stands as an impeccable emblem of suburban lifestyle. A giant
looming beige facade, with no obvious, or even implicit meaning,
lurking on the periphery of a shopping center.



Power Lies Behind an Imagined Door
Inside of an Imagined Building
In a Place Uknown

I see the supermarket as a viable space for a religio
ence. In this arena, one encounters a violent, unfet
of spectacle, of objects and images colliding into an
frenzy of seduction. This is a zone where, once agai
inative process of creating a mental narrative is tak
within the personal subject, undulating between ones
of certain products (what they taste like, where they
from, etc.) and an aggressive unknown excess; excessi
sheer quantity of what is available to the eyes, but
cess that defies comprehension in terms of the full sc
terwoven causes and histories which allowed this seri
jects and images to be accrued into this particular a
It seems evident that this “spiritual” engagement wit
lime, unknown expanse, or mysterious causal force, is
that could be brought on in nearly any environment (n
supermarket), and traditionally the image we might ex
company these types of internal musings is within the
pansive landscape.
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Just as any other orgaﬁi*f“'as,
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This is one highly generall!ed nar&&h
tive, but like all others, it is néc—

essarily a ficti ) the truth of the .

_.reality of all t@-ﬁ.t'aneous occur—‘i‘
;fttences to bring me here to this spe-

jects and dlsposable excess, in
nd is the same mysterious force
ervades classical concerns abhut
the unknown mysteries of existence. .
is because of the absolute unneces-
sary-ness, the frivolous excess, théﬁ?
these things stare back at you obﬁg-
because well. there they are! _
a matter offiquestion that tha!wi
thing is sitting there, any
in you are standing there stafs
‘t,- It's thgﬁe in the pl phy51— >
C ‘.het as every bit a legiti-
‘.ﬁﬁé your flesh and bone are.
tder that the order whieh};;;
. boxed carbohydrates, Wit» <
colorful cartoon animals adorned on .
it, is the same system which brOught'
_existence That order be-

gave you the “constructed” capac-
ity to formulate thoughts. Power lies
behind an imagined door, inside of an
imagined building, in a place unknown.



In gy omEnd Bhis beoga s Eoiget b o e lie ki o wlied @ olalieiiee 0 o and
does. You always have products (raw materials, food, etc.) and for
that matter you also always have words, syntax, and ideas. It’s how
they’ re packaged that defines a particular culture and era. It’s also
how these things are packaged and adorned that reflects the values and
beliefs of a certain culture. It would seem that perhaps in the move
towards a global capitalist superstructure, image types, values, and
beliefs, are becoming increasingly homogenized, and that we are po-
tentially on the verge of meshing into one overarching super-culture;
or maybe this is the beginning of the death of culture altogether.




“Are we aware that this is our onl rue contact
with the divine in our secular times® hat can be
ore “divine” than the traumatic®> _ 2ncounter with
the bureaucracy at its craziest - hen say, a bu-
reaucrat tells me that, legally, | - don’t exist? Itisin
such encounters that we get a glimpse of another
order beyond mere earthiy  everyday reality. Like
God, bureaucracy is simul- taneously all-powerful
and impenetrable, capr duUs, omnipresent ancd
invisible. Kafka was We are of this deep link
between bureaucracy ani  the divine: it is as if, in
is work, Hegel's thesis on the State as the terres-
trial existence of God is| “buggered,” given a properly
obscene twist. Itiss . enly in this sense that Kafka’s
works stage a searchph or the divine in our deserted
secular worla more precisely, they not only
search for the v o, clivine, they find it in state bureau-
cracy.”

Slavoj Zizek




It seems important for me to consider that both art and
religion are things that seem to be somehow of absolute worth-
lessness, and yet, simultaneously of ~
paramount importance. From a
purely pragmatic and material
view of the world, both are
completely excessive, and
 even, 1n the minds of cer-
tain persons, potentially
harmful. Religion is a de-
vice which, not only has no
relationship to the materially —
based, and increasingly accepted,
theories of existence which are evidenced in countless scientific
studies, but which historically has perpetuated hatred between
different cultures, been the cause of countless wars, and has
been a popular tool for the control of mass populations and the
subjugation of free thought.

Visual art, as material in the world, is not much different
than those excessive, brightly-colored products in the supermar-
ket, except that from a pragmatic point of view, it is even less
useful, simply because it has no obvious function. It can’t be
consumed (in a traditional sense of the word) it can’t help in
the construction of shelter, the growing of crops, etc. From
that point of wview it could be seen as doubly useless in that
the end of product of art, which we had determined to be utterly
useless, frequently requires much physical labor, and the use of
raw materials, both of which could have been put to legitimate,

practical use in a given social order.

On the other hand, what is the use of culture without these
things? Without striving to make meaning, to fill the world with
ideas, to find a place in the world to try to make sense of the
self, or the “subject,” or even just pushing material around out
of sheer boredom, without any of these things the world would be
a col- _ orless landfill. Perhaps language it- self

= would be impossible without these 3" A
I» types of things. How to make
words without images to rest
them on? It would be dif-
‘ficult to imagine a society [
' in which no mark of the
totem took its posi-
tion to form an identity of
any particular group.
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context has a way of redefining them.
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thing else to be gained.
The specific meaning of certain words

EramclEERMEeR .. Of  language’.
are dependent not only on the language in which they are being

but further are dependent on who 1is speaking and-who is

When the intended context and (known) origin of an
removed, the new context gives the object a new flavor
around what remains otherwise the same thing, or same
This is to say that«the ,object Lo BESmate i '

remain qualitativel
¥
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object 1is
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essage.

fOorm, and solitary image,

However it is our,engagement gy
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il

the obJCCEEE #ESc] f ' i
dd our cam— P
prehension of

marmhat begin$g

to be altered and
renegotiated. As

other objects and en-
vironments come 1IrN8®
play, new dialogues will
often form between things

that can cause the objects to

shift or change as well, in a sort of conceptual ver-
g DY AV Y

@ When

SSer s G whiciiold be anal ogOEEEEERCO IO @RFolls e ofich 1 B8,
blue appears bluer when laid on top of naples yellow,

concerned with object placement, or arranging series of separate ob-
jects within an environment, the same formal relationships and color

systems are in play, but also there exists the potential for “histor-
1 cal "Boc e NSRRI T ne Xt toW LRGSR s both o Weil
simultaneously while also allowing them to remain basically the same



@onsidering the' multitudes i@ NokEs
Ject types, materials and images,
andnithe 'plethora. of cholces: ofSiSionEEuEtiNe)
ehirough ,"“altering  and arranging: GhStricGEss
one can 1imagine a nearly inexhaustible po-
et o s varied 'dialogue: Iths e
esting to consider the acute specificity of
sensations and emotive properties that are pos-
sible within this framework, seeing that there
are ways to produce feelings that transcend lan-
guage. I find i1t incredible to notice how' I EESEraE
ent certain minerals look and feel under colored
INight, and moreover to consider how poOEcTiisngeEs
ly different that experience could be for someone
else. I think it’s true that all bodies SENESICIERGE
@re in this constant dialogue with each GElErENaEE
eady; that as two objects approach each ClECHESES
space, their webbed histories approach each other
ER e, 1ike vectors. These histories are like
invisible tails that stretch out behind them and
could maybe be visible if we could see time so-—
lidified. So then its interesting to consider
that when we intentionally, or artificially,
place objects together that wouldn’t have
otherwise crossed paths, we are engaging in
arranging and rearranging hisCoiiic st
way manifesting historical poems, draw-
ing from, the immense well" o e ofeichas
to make invented tableaus of fic-
e bt e S TEl SR




“Granted that disorder spoils pattern, it also provides
the material of pattern. Order implies restriction;
from all possible materials, a limited selection has
been made and from all possible relations a limit-
ed set has been used. So disorder by implication is
unlimited, no pattern has been realised in it, but its
potential for patterning is indefinite. This is why,

though we seek to create order, we do not simply
condemn disorder. We recognise that it is destruc-
tive to existing patters; also that it has potentiality. It
symbolises both danger and power.”

- Mary Douglas
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