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SCULPTURE - AN INVESTIGATION
Lars Vilks

Michael 0'Donnell declared in 1987 that he was intere-
sted in three structures, the church, the monument and
electricity pumping stations. In the context of English
sculpture of the New Generation this is by no means a
surprise, Main subjects in this working field are, investi-
gations in material and process.

When O'Donnell settled in Norway he came to a quite dif-
ferent climate. The ideas within art and sculpture were
very different from what was going on in the intematio-
nal avant-garde. In Norwegian sculpture, nature and ro-
manticism were extremely strong, not to say stubbomn.
Animals were for example a beloved object for sculptors.
A light modernism in the design didn't hide the belief in
the sacred elements in eternal art. Michael 0"Donnell
made animals too: "More Trouble in the Hen House” in
1985, “Cow Monument” in 1986, “Pig Monument™ also in
86 and "Wolf Monument™ in 1987. The fgurative outline
in each case was neqgative, a kind of cut out picture of
the animal, the materials bronze, wood and lead. The
peint is they had nothing to do with the Norwegian art
farm. They told another story and the animals were all
collected from children's colouring books.

Michael 0'Dgnnell erklarte i 1987 at han var interessert |
tre typer strukturer: kirker, monumenter og transformator-
stasjoner. I kontekst av den nye generasjonen i engelsk
skulptur er dette ikke serlig overraskende; hovedideer 7 det-
te feltet er utforskning av materiale og prosess.

Ndr 0'Donrell bosatte seq i Norge fant han et svaert for-
skjellig klima, Ridende ideer innen kunst og skulptur avwek
sterkt fro det som var vanlig i den intemasjonale avantgar-
aen, og 1 norsk skulptur sto spesielt natur og romontikk
sterkt. For eksempel var dyr yndede objekter for skulptere-
ne, og en lett modernistisk tendens | uttrykket moktet fkke
d skjule troen pd sokrole elementer som nedvendiy be-
standdel § evig kunst. Michoel 0'Donnell laget ogsd dyr:
«Flere problemer i honsehusets (1985), sKumonuments
(1985), ebrisemonuments (1986) og «Ulvemonuments
(1987). Den figurative profilen i hvert tiifelle var negativ -
et slogs utklippsbilde av dyret - og materialene var bronse,
tre og bly. Poenget Id i en avstandtagen til den norske
akunstgdrdens; ('Donnells arbeider fortalte en anmen
historie, og dyremotivene var alle hentet fra bamns forste
tesebaker,

O Iy Ay Ay Iy By By Ay iy Ay iy A

1)

St NN TN T TN



i 3 W

's

U I T

s g g g g |

‘s

Maiw Tivalle i the Hen Hogie




There is a strong sense of frony in this attitude and in
also the use of the monument as form. The monuments,
with animals and incorporated crowns and other regalia,
are a kind of extreme monument rather than a satire.
They can't be seen as some sort of pure objects, neither
as formal aestheticism nor as sacred art. They live in a
context that must grow out of the audience awareness of
a kind of language. This language is what Michael Fried
referred to in 1967 in his famous article “Art and Objec-
thood™. Fried made the observation that the object in
some contemporary sculpture had lost its authority in it-
self, The art work came out of what happened around it,
in Frieds words it tended to be a kind of theatre,

“It is as though objecthood alone can, in the present cir-
cumstances, secure something's identity, if not as non-
art, at least as neither painting nor sculpture—were in
some essential respect --- not an object....... Here the
question arises: What is it about objecthood as projected
and hypothesised by the literalists that make it, if only
from the perspective of recent modernist painting, antit-
hetical to art?

.. 1Ne answer I want to propose is this: the literalist es-
pousal of objecthood amounts to nothing other than a
plea for a new genre of theatre; and theatre is now the
negation of art”™ !

Michael 0’Donnell pointed out in these objects of his spe-
cial interest, the church, the monument and the electrici-
ty pumping station, that their use was hidden. A certain
key was necessary to open their function. Only when you
were aware of the social, political and cultural context
surrounding these objects, could they be read.

En sterk felelse ov ironi er fremiredende i hans tilnerming
sdvel som i hans bruk av monumentet som form. Monu-
mentene med dyr, inkorporerte kroner og andre regalier er
mer en ekstrem form for monument enn satire, De kan ikke
sees som rene objekter, ei heller som formell estetisering
eller sakral kunst. De eksisterer i en kontekst som md vokse
Jrem i publikums bevissthet om et slags sprdk; et sprdk
som Michoel Fried refererte til i 1967 i sin beromte artikkel
wArt and Objecthood.» Fried hadde observert at objektet
hadde mistet egenautoriteten 1 noe av samtidsskulpturen.
Kunsten ble skapt i det som skiedde rundt den, og i Frieds
termer tenderte dette mye mot en form for teater,

«0el er som om objektet alene, i ndtidens sammernheng,
opprettholder identitet - ikke som ikke-kunst, og heller ikke
som maoleri eller skulptur - men kun som et objekt i seg
selv... Og her reiser sparsmilet seq: Hvo er det med objek-
fef, hypotisert og projisert av literalister, som gjor det &l
kunstens motsats, spesielt sett i lys av det modemistiske
kunstsyn?

. Swavet feq onsker & antyde er dette: Verdsettelsen av ob-
Jektet er ikke annet enn et snske om en ny genre innen fe-
ater, og teateret er nd kunstens negasion_»

Michael 0'Donnell pekte pd at funksjonen til objektene kir-
ke, monument og transformatorstasion var skjult.

En spesiell nekkel var nadvendig for & dpne for innholdet,
og bare giennom bevissthet om den sosiale, politiske og
kulturelle konteksten, kurne de bli forstdit.
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MONUMENTS AND OBJECTS

0. Why didn't you make it larger so that it would leom
avier the absener?

A: 1 was not making a monument.

& Then why didn't you make it smaller so that the abser-
ver could see over the top?

A: T was not making an object”

Tony Smith replies to questions about his six-foot steel
cube.?

When Jean Tinguely in 1960 made the Hommage & New
York at MOMA, a monument that just was given the abili-
ty to destray itself, the sculptural stability of the monu-
ment was questioned. This was not the first time this had
been done, it had come with some of the Dada projects
and of course through Duchamp. But, in the sixties the
questioning of the monument aspect in sculpture became
one of the main issues. Until then, there had been somet-
hing of a happy marriage between the work of art and the
monument. Both of them were carrying the idea of time-
less and spiritual value. The cubic stone object was alrea-
dy in1635 a design for the divine base of mental growing
as to be found in George Wither's Emblems where a pictu-
e of a cubic stone was commented thus:

“Lond, let us into such like Stones be squar'd
Then, place us in thy spiritual Temple, so
That, into one firme Structure, we may grow”™

MONUMENTER OG OBJEKTER

«Sparsmdl Hvorfor laget du det ikke storre slik at det
kunne tdme over publikum?

Svar: Jeg mente fkke d loge noe monument.

Spersmdl: Men hvorfor laget du det da ikke mindre siik at
publikum kunne se over det?

Svar: Jeg mente tkke d loge et objekt.»

Tory Smith svarer pd sporsmdl om hans seks fot store stdl-
terning. £

Ndr Jean Tinguely i 1960 loget «Momage il New Yorke i
Museum of Modern Art i New York - et monument som had-
de selvdestruksfon som mulighet - ble det satt sparsmdis-
tegn ved monumentets skulpturelle stabilitet. Dette hodde
ogsd vert giort tidligere, giennom flere Dado-prosfekter, og
selvfalgelig Duchamp. Men pd sekstitallet ble monument-
aspektet | skulpturen et ov hovedsparsmdlene. Til do hadde
det vaert et tilsynelatende lykkelig ekteskap mellom kunst-
verk og monument - begge var baerere av ideen om tidles
og dndelig verdi. Allerede i 1635 var det terningformede
stenobjektet akseptert som designgrunnlag for hellig dnde-
lig vekst, siik det var beskrevet i George Withers «Emble-
mers;

alrid, b ass bl 61 slike stener
Og sett oss sd 1 ditt dndelige tempel, slik
at wi kan vokse sammen § én sterk strukturs
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From this it is easy to understand the constant download
of spiritual value into the stone monument and also sasy
to see why it so effectively went into minimalism, Micha-
el Fried’s worry about the performance stage as a new
part of the sculpture was not actually the instant pro-
blem; in minimalism the pondus of the object gave it the
monumental effect. In conceptual art the criticism beca-
me even tougher. The performances Bruce Mclean made
about war monuments and the sculpture of Henry Moore,
by imitating them with his own body, in the late sixties
were, of course, with no doubt a satire on form and figu-
rative conventions in sculpture

Conceptualism had to be pedagogical, as all objects ma-
nufactured could, too easily, become “real art objects”
Most artists thus left behind every thing that reminded of
sculpture and underlined the concept as the work itself.
Gilbert and George made themselves into sculptures, Ri-
chard Long introduced walking as sculpture, Art and
Language constructed sculptures out of pure ideas. The
next generation of artists, and here we find O'Donnell,
weren't interested in maintaining this project. They took
the object as nothing more than a piece with a certain
context. The balance between the traditional convention
built into every object of art and the contextual approach
to the piece can never become perfect. O'Donnell’s play-
ing around with ridiculous monuments still have an as-
pect of the classical monument. Especially when the pie-
ces are placed in a sensitive setting with spotlights they
are doing a double job; distancing and sublimating at the
same time. And this was surely the intention, They could,
so far, fit into what Donald Judd wrote:

“Most sculpture is made part by part, by addition, com-
posed. The main parts remain fairly discrete. They and the
small parts are a collection of variations, slight though
great. There are hierarchies of clarity and strength and of
praximity to one or two main ideas. Wood and metal are
the usual materials, either alone or together, and if toget-
her it is without much of a contrast. There is seldom any
color. The middling contrast and natural monochrome are
general and help to unify the parts™3?

Av dette er det lett & forstd den stodige tilskrivelsen ov dn-
delig verdy i skulptur, likeledes d se hvorfor den sd lett ble
del av mimimalismen. Michael Frieds opptatthet av sceniske
fremforinger som en ny del av skulptur var ikke et umiddel-
bart problem; i minimalismen ga objektenes pondus dem
monumental effekt. I konseptkunsten ble knitikken enda
sterkere. Bruce Mcleans performances frao slutten av seksti-
tollet om krigsmonumenter og Henry Moores skulpturer
giennam etterfikninger med sin egen kropp, var tydelige
satiriske kommentarer til form og figurative konvensjoner i
skulptur,

Konseptualismen mdtte vare pedagogisk, fordi alle objek-
ter altfor enkelt kunne bl “virkelige kunstobjekter”. Kunst-
mere flest lo objektet bak seg, og mente at konseptet var
selve verket. Gilbert og George gjorde seg selv &1 skulpturer,
Richard Long introduserte gange som skulptur, Art and
Language konstruerte skulpturer av rene ideer. Den neste
generasjonen av kunstrere, blant dem Michael 0'Donnetl,
vav ikke interessert 1 d viderefare dette prosfektet. De be-
traktet objektet som intet mer enn et verk i en spesifikk
kontekst. Bolansen mellom den tradisionelle konvensfonen
som eksisterer | ethvert kunstobjekt, og den kontekstuelle
tinarming &l verket kan aldr bif perfekt.

0'Donnells lek med latterlige monumenter inneholder frem-
deles et aspekt av det kossiske monumentet, og spesiolt
ndr verkene er falsomt plassert i omgivelser med lyssetting
utferer de dobbeit arbeid; distansering og sublimering pd
samme bid. Dette er nok ogsd hensikten, og de kan passe
inn i noe Donald Judd har skrevet:

«De fleste skulpturer er laget bit for bit, ved addisjon - satt
sammen. Hoveddelene forblir temmelig skjult. De og de av-
rige smddelene er en samling variasjoner, smd men viktige.
De utgjer hierarkier av karhet og styrke, og av narhet ti]
én eller to hovedideer. Tre og metall er de vanligste materi-
aler, enten olene eller sammen, og dersom de brukes sam-
men er det uten for mye kontrast. Farge er sieldent § bruk,
Den grennomsnittlige kontrast og naturlige ensfargethet bi-
drar til § binde delene sammen,»3



O'Donnell’s remark on the problem of seeing the function
in manuments can be seen as an interest in a function in
his pseudomonuments. At least it is clear that from his
point of view something had to be added. In the “monu-
ments” the content is the meta-aspect, a discussion on
the idea of the monument. It would be naive to believe
that strategy would change a cultural attitude. To become
completely ridiculous the pieces have to be thoroughly
overdone, a harsh satire. And if this isn't done they still
keep something of an aesthetic and thus also a divine
outcome, Sculptural objects get their authority by simple
means.

The “return® to making objects was obvious in 0'Donnells
generation. But it is also worth mentioning the difference
between the sculptural object in England and that in the
U.5.A. Donald Judd and Richard Serra built a strong tradi-
tien quite different to the wider concept used by the
English sculptors. Tony Cragg showed interest in Heideg-
ger’s “radical astonishment” and proclaimed (1988) “We
find abjects offering meanings and emotions relating to
their literal form, their metaphysics, their poetry and
their emergence from the natural world, or from their ori-
gins in nature.”* Bill Woodrow stated (1985) “It seems
that images that I've acquired are not really by choice -
it’s as if they have been planted in me! I'm sorting them
out. Some things have more effect than others; that is
how my work is formed: I think in terms of visual ima-
mﬁu"i

Alison Wilding talked about sculpture as “Almost like a
journey that you embark on ..... and not simply looking
at pieces of work that might or might not be related.”s
And Richard Deacon makes the remark “But surely the in-
teresting thing is to keep the framewark uncertain; if you
make a new framework then you establish a new conven-
tion. What interests me is to retain uncertainty within
the framework, because you are dealing with something
you don't know. If the framework is determined then you

really have the Academy.”7

('Donnells kommentar til problemet med & se funksjon i
monumenter kan sees som interesse for funksjon i hans
egne pseudomonumenter, og med dette som utgangspunkt
er det tydelig at han mener at noe mdtte legges til [ hans
emonumenters ffnnes et meto-aspekt som ubgier innhol-
det; en diskusion om monumentets iaé. Det ville vaert naivt
d tro ot strabegi alene kan forandre en kulturell holdning,
sd for d bli komplett latterlige md verkene vaere sterkt over-
drevne - som grell satire. Dersom dette ikke gieres, behol-
der skulpturen noe av en estetikk og dermed et sakralt inn-
hold. Skulpturelle objekter tilegner seg lett autoritet.
«Tilbakevendingen® il d lage objekter var tydelig i 0'Don-
nells generasjon. Det er ogsd viktig d vare klar over for-
skjellene metlom det skulpturelle objekt 7 England og USA.
Denald Judd og Richard Sera bygget en sterk tradisjon helt
forskjellig fra det bredere konsept som engelske skulptorer
amvendte. Tony Cragg viste interesse for Heideggers wradi-
kale overraskelses og erklzrte i 1988 ot «Vi mener at ob-
Jekter gir mening og opplevelser glennam sin fysiske form,
sin metafysikk, sin poesi og sin atskillelse fra den naturlige
verden, eller fra sin naturlige opprinnelse.» 4

Bill Woodrow uttalte i 1985 at edet virker som om jeg
egentlly ikke har valgt bildene feg har samlet - det er

som om de har bitt plantet i meq! Jeg er i ferd med & fin-
ne ut av dem. Noen ting virker sterkere enn andre; det er
slik arbeidet mitt formes; feg tenker | termer av bilder.s 5
Alison Wilding diskuberte skulptur anesten som en reise
som man legger ut pd... og ikke bare det 4 se pd forskjelli-
ge verk som muligens er relatert til hverandre..»

Og Richard Deacon bemerker amen det interessante er ef
udefinert rammmeverk; hvis man lager et mytt rommeverk sd
etablerer man en ny komvensjon. Det som interesserer meg
er d bevare usikkerheten i rammeverket, siden man beskjef-
tiger seq med moe man ikke kfenner, Dersom rammeverket
er bestemt sd har man faktisk eAkademiet.» 7
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THE ALLEGORY

It isn't a straightforward connection between 0'Donnells
sculptures and a content. But it s an important paint
that content never has been dismissed. An almost stub-
born attitude is to be seen through the works: there is
always a contextual addition concerning something not
easily to be seen in the pieces. "More Trouble in the Hen
House™ is a comment on the rise of fascism in Europe in
the mid 1980, "Cocktail Bar™ brings in the forms of the
American space probes, "Rotten Row™ alludes to the First
War in northern France. Also the use of rust was in a way
more of allegorical meaning than actually a process in
the material. This occupation with an external subject
might be a result of an English tradition growing out of
Conceptual Art, it might be a personal voyage. You could
look upon the playful way of moving around in the monu-
ment project as a way of questioning the minimalistic
dogma “To impute an allegorical motive to contemporary
art 1s to venture into prescribed territory, for allegory has
been condemned for nearly two centuries as aesthetic
aberration, the antithesis of art™®

Craig Owens interest in alleqory was soon to be a new ad-
venture in the post-modemn scene. It was possible to sud-
denly understand that the freedom of modernism was li-
mited to pure aesthetic - or as a transgression, a follow
up on Duchamp around minimalistic and conceptual pro-
blems. This transgression did actually carry some sort of
Puritanism with itself, as it still was impossible to go for
some sort of story. What was achieved by conceptualism
had the greatest of importance no doubt, but seen from
today, it was restricted to the discussions and doubts of
the late sixties. When conceptual art had a comeback in
the eighties it was sometimes called “poetical conceptua-
lism™ and that is another way of underlining the impor-
tance of allegory - or in a wider range, content.

ALLEGORIEN

Det finnes ingen enkel sammenheng mellom 0'Donnells
skulpturer og et innhold, men et viktig poeng er at innhold
aldr kan avskaffes. En nesten sta holdning kan identifise-
res: Det finnes alitid et kontekstuelt tillegg i verkene som
er vanskelig d se. «Mer vanskeligheter i honsehuset» er en
kommentar til fascismens vekst | Europa midt pd dttitollet,
elocktail Bars gier bruk av former fro amerikanske romfort-
oyer, aRotten Rows hemviser til den forste verdenskrig
Nord-fFranknke. Briken av rust har mer & giare med en alle-
gorisk befydning enn en prosess i selve materiolet. Denne
opptattheten av et ubvendig subjiekt er kanskje et resultot
av den engelske tradisjonen som har vokst ut av konsept-
kunsten; den blir en personlig reise. Man kan se den leken-
a¢ maten & bevege seq rundt | monumentprosjektet pd som
en mdte d stille sparsmdl ved det minimalistiske dogrmet
#A antyde et allegorisk motiv i samtidskunsten er d bevege
seq fnn i el landskap definert pd forhdnd, for allegori har
vaert fordemt | nesten to hundre dr som et estetisk feilskritt
- kunstens antitese.» ¢

Cratg Owens' interesse for allegorn resulterte raskt 1 en ny
retming i den postmoderne kunsten. Det ble plutselig mulig
d forstd ot modemnismens frihet kun var begrenset il den
rene estetikken - eller som en videreutvikling av, eller opp-
Jfolger til Duchamp - sentrert om minimalistiske og konsep-
tuelle problemer. Denne videreutvikiingen bragte faktisk
med seg en form for puritanisme, og det var fremdeles fkke
mulig & formidle en form for fortelling. Konseptualismens
landevinninger var uten il av stor verdi, men sett fra nd-
tidens perspektiv var den begrenset av det sene sekstitalls
diskusfoner og tvil. Ndr konseptualismen igjen ble refevant
pd dttitallet ble den av og til kalt epoetisk konseptualis-
mes, for 4 understreke viktigheten av allegor - eller i et
bredere perspektiv - innhold,
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O'Dannells sculptures, as I am viewing them, came fully
into life in this situation. They were never more than
half-heartedly involved in the early conceptual art. The
artist’s strong wish to fill his artworks with an additional
story, often but not in every case ironic, couldn't be seri-
ously read, as the main course of the day proposed a ma-
terialistic approach to the pieces, process as something
in the first instance taking place within the sculptural
material itself. I quess the Artist had some problems with
this as he had left behind the obvious satire towards war
monuments and “artsculpture”, It could not have been a
comforting situation to find a suitable way through these
circumstances, standing in the midst of conceptualism,
satire, material, material processes and social and politi-
cal comments.

It leaves us with some sort of unfulfilled allegory, open
pieces with a subject label given by the artist. It could
be looked upon as a weakness, because the final and con-
sequent decision is never taken. On the contrary it also
meant that the artist didn't satisfy the need of the audi-
ence to find an obvious interpretation, And it wasn't real-
ly possible to classify the pieces. Quite interestingly this
meant that the opinion good-or-bad was steadily postpo-
ned to the next sculpture. Some sort of liberating climax
came when he collected most of his pieces and exhibited
them altogether in 1992, An almost chaotic labyrinth was
created and his complete ouevre turned out as a self iro-
ny on all these pseudomonuments that had been made
during mamy years, It was in a sense a happy crisis, a re-
lief to the audience who actually met this initiative with
enthusiasm.

0'Donnells skulpturer, siik jeg ser det. kom virkelig til sin
rett i denne situasfonen. De var aldr mer enn halvhjertet
imvolvert | den bidlige konseptkunsten, Kunstnerens sterke
onske om & fylle sine kunstverk med en histone - ofte med
ironisk innhold - kunne ikke bii tatt alvorlig, fordi somti-
dens hovedtendens antydef en materialistisk tilnaerming
verkene der prosessen | forste rekke finner sted fnnenfor
skulpturens materiater. Jeg antar at ('Donnell hadde pro-
blemer med dette siden han forlot den dpenbart satirske
behandiing v knigsminnesmerker og «kunstskulpturs. Det
kan ikke ha vaert lett & skulle finne en farbar vei i denne si-
tuasjomen, midt mellom konseptualisme, satire, materiale,
materialprosesser, sosiale og politiske kommentarer,

Dette etteriol oss med en form for uforlast allegon: dpne
biter med merkelapper fra kunstreren, Dette kunne lett for-
stds som en svakhet, fordi noen endelig konklusion ikke ble
presentert, og fordi kunstneren slik ikke tilfredsstilte publi-
kums behaov for en enkel tolkming, Heller ikke var det mulig
d klassifisere enkeltkomponentene. En bivickning var ogsd
at en bedemmelse god/ddrlig mdtte utsettes til neste
skilptur. Noe av et frigiorende kiimaks kom da han i 1993
samiet de fleste av sine arbeider og stilte dem ut sammen.
Resultatet var en nesten kaotisk labyrint, og samlingen ut-
giorde en form for selvironi over alle pseudomonumentene
som han hadde laget giennom mange dr. Det var i én for-
stand en lykkelig krise; og en lettelse for publikum, som
entustasiisk tok 1 mot dette initiativet.
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“The unfulfilled allegory™ is of course a consequence of
the harsh circumstances of that which is possible at a gi-
ven time. The allegorical reading was condemned during
maodernism. When it came back during the eighties it
brought about a new force in 0'Donnell’s work. As I hin-
ted it could be called “poetical conceptualism® as it has
got the mixture of the pieces (the fascination of the exis-
ting object), comments on the outside world and the cri-
ticism (an almost instinctive negative attitude towards
“High Art"). Something had been the trouble in handling
these elements. The problem can be examplified in Tomy
Cragg's early work (probably his most important) showing
small found objects which are arranged in simple geome-
try. Though the irony and criticism on sculpture is evi-
dent, the works became beautiful museum pieces almost
immediately, being of a plausible connection between mi-
nimalism and an investigation into the nature of sculptu-
re, The same phenomena appears in 0Donnell’s wark, his
"monuments” also bear this seductive capacity almost to
the point of aesthetic identity.

But there was much more to be done ; the wark done du-
ring the last years gives less to the object and much mone
to the experience and situation. Much more of a perfor-
mative infliction and for the spectator to participate in
the existing situation.

«len voppfylte allegoris er en konsekvens av brutaliteten
som Irgger 1 det som £l enfver tid er mullg. Den alfegoriske
tolkningen ble forlott under modemismen, og da den ble
kait tilbake i lapet av dttitallet brogte den med seg ny
kraft til 0'Donnells arbeid. Som nevnt kunne den da kalles
epoetisk konseptualismes, ettersom den inneholder en
blanding av deler (fascinasjonen ov det eksisterende olijek-
tet), kommentarer il den omliggende verden og kritikk (en
pd def naemeste instinktiv negativ holdning til «High
Arts). A behandle disse elementene kunne vaere vanskelig,
og problemet kan eksemplifiseres med f. eks. Tony Craggs
tidlige arbeider (trolig ogsd hans vikiigste) som viste smd
funme objekter plassert i enkle geometriske menstre. Selv
om irenien og skulpturkritikken er dpenbar, ble verkene til
vakre museumsarbeider sd snart de var loget, pd grunn av
Sforbindelsen mellom minimalisme og granskningen av
skulpturens essens. Det somme fenomenet kormmer ogsd il
syne 1 O'Donnells arbeid; hans «monumenters utvikler den-
me forfarende kvaliteten nesten frem til estetisk identitet.

Men det var mer som mdtte gieves; 0'Donnells nyere arbei-
der fokuserer mindre pd objektet og mer pd opplevelse og
situasjon - i retning av performance hvor tilskueren er del-
tager i sifuasjonen.
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THE ROOM OF LIGHT

As far as [ can understand this determined statement,
when he was showing most of his pieces together in
1992, meant a new turn. Mew material entered the works.
O'Donnell had been using light bulbs before but now the-
re came a period of intense lightbulbic pieces, Three
works were presented in 1994: The yellow cross at Hers-
lebsgate, the red cross at The National Museum of Con-
temparary Art and “Fire” in the townscape project “PIG"
all in Oslo. In 1995 he made another two, filling The
National Museum of Contemporary Art in Oslo with overw-
helming light effects in “References” and at the same
time showing a work of Tony Cragg as his own choice of
reference, and much light in an outdoor - indoor exhibiti-
om at Notodden.

With these works the fixed form was dissolved

and the room as well as the sculptural object left un-
defined. The idea of pseudo-function is at work in the-
se prajects. A reference is the Jasper Johns light bulb
in bronze; 0'Donnell made such a piece, probably as an
experiment, but continued the idea by putting light
bulbs into function. The “Fire" in the PIG-project came
out as some kind of strange advertising board, the ot-
her pieces overloaded with the effects of light.

ET ROM AV LYS

Utstillingen av de fleste av (rDonnells arbeider i 1993 an-
Lyder en ny retning i hans arbeid, og nytt materiale ble be-
nyttet i skulpturene, 0'Donnell hodde brukt lysparer ogsd
tidligere, men nd fulgte en periode preget av flere intense
verk med lyspaerer. Tre av disse ble vist 1 1994 § Oslo: det
gqule kryss | Herslebsgate, det rade kryss | Museet for sam-
tidskensts, og Flamme i sammenheng med bykunstprosjek-
tet «PIGs. I 1995 laget han yttedigere to, og fylte Museet
fer samtidskunst med overveldende lysvirkninger i «Refe-
ransery der han ogsd stilfe ut et arbeid av Tony Crogg som
sin egen referanse. Det andre store lysverket ble stilt ut
bdde innenders og utenders pd en utstilling pd Notodden.

Med disse arbeidene ble den faste formen endelig opp-
lost, og rommet sdvel som det skulpturelle objektet for-
ble udefinert. Ideen om pseudofunksjon er fremtredende
1 prosjektene. ("Donnell har ogsd gjort bruk av en refe-
ranse til Jasper Johns' lyspaere § bronse; han brukte den
i et verk - trolig som et eksperiment - og utvikiet Johns'
1dé videre giennom & bruke faktiske lysperer. «Flam-
mens I PIG-prosfektet hadde form av en underlig
reklametavie, og de andre verkene ble oversvamt av
lyseffekter.
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What might be found in the investigations and experien-
ces that have come out of more than two decades of
works is the “free play of the monument and monumental
aesthetics”, a deconstruction of the pompous and ambiti-
ous that so easily are carried from the tradition of the
monument to the sculptural object. His “poetical concep-
tualism® is after all not @ modemist concept. It has not-
hing to do with self-expression or formalism. It can be,
as in The National Museum of Conbemporary Art in Oslo in
1995, a rather overwhelming experience, or even irrita-
ting, with the mass of light bulbs conspicuously dazzling
the spectator.

At the moment Michael O'Donnell is filling the room with
light and spreading his masses of identical objects out on
the floor. It is very much of that performative scenario
which frightened Michael Fried as being not enough “pro-
per sculpture”,

Lars Vilks 1997

| Michael Fried, “Art and Objecthood®, Art Forum 67

¢ Robert Morris. “Notes on Sculpture 1-3% Art Forum. 1966
1 Donald Judd. “Specific Objects”. Arts Year Book & N.Y.1965

% Tony Cragg. Art Forum March 1988
5 *Bill Woodrow Sculpture 1980-86", 1986
& “Alison Wilding, Immersion/Exposure”. 1991

Det som kanskie kan komme ul av gramskninger og enfa-
ninger etter mer enn to tidr ov O'Dovnells kunst er «et frtt
spill med monumentet og dels estelikks, en dekonstruksjon
av det pompase og ambisiase som sd lett falger med monu-
mentet over i skulptur, Hons spoetiske konseptualismen er
tross off intet modernistisk konsept, det har verken d gjeve
med formalisme eller uttnkk av noe personiig. Det kan,
som i Museet for samitdskunst 7 1995, vaere en temmaelig
overveldende opplevelse, kanskje irnterende, med masser av
lyspaerer som blender tilskweren.

Pr. dato fylter Michael 0'Donnell rom med lys og sprer mas-
sor av identiske objekter pd guivet. Det likner svaert pd et
scenanio for performance - av samme type som fikk Michael
Fried til & etterlyse wordentlig skulpturs.

! *Pier Luigi Tazzi in conversation with Richard Deacon in” Richard Deacon™ 1995
8 Craig Owens. “The Allegorical Impulse: Towards a Theory of Postmodernism®.Oct.no.12-13. 1980
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MICHAEL O'DONNELLS LYSKUNST
Ingrid Blekastad

Et Kjennetegn ved Michael 0'Donnells skulpturer og installa-
sjoner er hans bruk av tegn hentet fro vir hverdag, Spekte-
ret for hva han griper fatt i er stort og varierer fra griser og
haver til flermsyn, flagg. kovs og bél. Dette er avbildninger
som ikke herer naturlig sommen, men de avspeiler en fasci-
nasjon for den synlige verden, for enkeltfenomener i omgi-
veltene. Tilsynelatende er de helt tilfeldig valgt, eller volgt
ut fra ulike innfall som forminteresse, et humoristisk aspekt
eller et bormdemsminne,

O'Donnells bruk av elektrisk lys | kunstverk gdr tilbake &l
1969, Siden verket «Kistew har han med fevne mellomrom
kommet tilbake &l lysskulpturene, samitidig som han har ar-
beiget med stdlskulpturer og treskulpturer. I 1977 fikk han
det forste lysarbeidet, «Sound For Sore Earss antatt pd
Mestutstillingen. Etter en lengre pause ensket han i 1984 &
arbeide videre med lysskulpturer og preve ut flere av de vi-
suelle tegnene som han hodde arbeidet med i tre og me-
tall. Dermed oppsto skulpturene av grisen og mdnen i flate
stdiformer med ef omviss av lyspaerer.

MICHAEL O'DONNELL'S LIGHTPIECES

A characteristic feature within Michael O'Donnell’s sculp-

tures and installations is his use of symbols from our eve-

ryday life.

He employs a wide range of objects which vary from pigs
and hens to television sets, flags, the cross and the fire.
These are images which do not naturally belong together,
however, reflect a fascination with the visual world, for
individual phenomena within our surroundings. They ap-
pear to be chosen at random, or chosen from differing
approaches, such as interest in the form, a humorous as-
pect or a childhood memory,

O'Donnell’s use of electric light in his work goes back as
far as 1969. Since this piece “Coffin” - he has returned to
using lights in his sculptures at regular intervals in addi-
tion to producing sculptures in steel and wood. In 1977,
his neon sculpture “A Sound for Sore Fars™ was accepted
at the Annual Autumn Exhibition in Oslo. After a long
break from using lights he wanted, in 1984, to try out se-
veral of the visual symbols he had used in wood and me-
tal in terms of light. Thus the sculptures of a pig and the
moon appeared as two-dimensional shapes in steel, with
an outline of spotlight bulbs,
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«Bal 1994»

En serie med treskulpturer bygd opp som kasser av smal
plank, dannet utgangspunkt for lysarbeidet «Fires eller
«Bdl, 1994w, Et par ov skulpturene i serien var formet som
et bal og en lysestoke, disse satte 0'Donnell fyr pd. Skulp-
furene var tenkt parodoksalt: Et monument over den selv-
destruktive flden. Selv om det d brenne opp en avbildning
av ilden, kan vaere en neriggende tanke, er det likevel et
drastisk skritt d ta for en skulpter. Handlingen satte et skil-
le og viste til et sterkt anske om & bli ferdig med et arbeid.
Ut fro den fullt overtente figuren loget O'Donnell en kontur
i meonlys, altsd et nytt symbol for flammen.

“Fire 1994"

A series of sculptures in wood, built up as boxes of nar-
row planks formed the basis for the work “Fire 1994 Two
of the sculptures within the series were shaped as a fire
and a candelstick, these 0'Donnell set fire to. The sculp-
tures were paradoxical; a monument to the self-destructi-
ve flame. Though the act of burning an image of a flame
provides a chain of conceptual references, it is still a
drastic step to take for sculptor. The event marks a
change and indicates a strong desire to be finished with
a work, With basis in the cremated objects 0'Donnell then
created an outline drawing in spotlights, i.e. a new sym-
bol for the flame.
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Under den altemative kunstmanstringen PIG (Prosjektet i
Gamiebyen, 1994) ble «Bdls plassert hayt oppe pd en mur-
Jasade. I den sterkt trafikkerte og forslummede bydeten,
fyste det opp med en ny monumentalitet pd den enkle rmur-
veggen, Kunstverke! var & meter x 2 meter og ble plassert
18 meter opp pd veggen. Gdr vi litt neyere inn pd fargevirk-
ningen | «B8di», kan vi se de spennende overgangene fra
den hvitgladende konturen, det radfiolette til bldfiolette
midtpartiet, og refleksjonene pd murveggen som en dem-
pet, varmrad fargesirkel. I kvelds- og nattemerket ble strd-
ler av varm, lysende farge sendt mot den marke murfasa-
den. De ulike forge- og lyskvalitetene skapte en spenning
mellom dybde- og flatevirkningen. De fiolette fargene i
midten loget et dypt rom, mens den hvitgladende konturen
0g den varmrade kransen rundt, [imfe tegnet fast i flaten
siik ot kunstverket kunne minne om et brennende svimerke,
Rekiameskilt i meon har i mange dr gjort bruk av lignende
symboler som «Bdls, og enkeifeten og slogkraften i tegnet
minner om reklamens visuelle virkernidler. Dette aspektet
ble ogsd forsterket ved plasseningen over en serie med fs-
kremreklame for Mognum, men «Bdle skiller seg ut fra re-
klamen pd ef vesentlig punkt - den viser bare til seg selv og
ikke £l noe som skal selges eller informeres om.

During the alternative exhibition PIG (Project in Gamle-
byen, 1994) “Fire” was placed high up on a concrete wall.
In the dense traffic and slum area of town, *Fire” shone
with a new monumentality on the simple concrete wall.
The piece was 4 meters by 2 meters and was placed 18
meters above the ground. If we enter further into the co-
lour effects in “Fire”, we discover the exciting transitions
from the white glowing outer edge, the red- to blue-vio-
let centre, and the reflections on the wall as a muted,
warm red colour circle. In the darkness of evening and
night, beams of warm, glowing colour were projected out
from the dark facade. The various colour and light qualiti-
es created a tension between depth and surface effects.
The violet colours in the heart created a deep space,
whilst the white, glowing outer edge and the warm red
wreath around it, bonded the symbol to the surface so
that the piece reminded one of a burning branding iron.
Advertising boards have for many years used similar sym-
bols to “Fire”, and the simplicity and striking power of
the symbol reminds one of the visual effects of adverti-
sing. This aspect was strengthened by the placing of the
piece, over a series of ice cream adverts for Magnum, ho-
wever, “Fire” differs from the advert on one significant
paint - it refers to itself only and not to something to be
sold or informed about.
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O'Donnell lar som regel skulpturer fnngd § ulike uistillinger,
Spotlys-versionene ov «Bdle skiftet karakter ettersom hvil-
ken kontekst den opptrddte i - fra det sakrale &l det ting-
liggiorte. Plassert i en utstillingssal fikk neonskulpturen en
overdevende virkning, og med smd voksfisker rundt pd gul-
vet, kunne flammen assosieres til et modemne gudesymbol.
I bibelsk tradisjon vet vi jo at fisker viser til menigheten.
Tolket i de baner, blir fiskeme til publikummet og kunsiver-
ket vdr tids Gud. Denne tolkningen er kanskje ikke sd fjem
for en kunstner som O'Dannell. Han vokste app 7 et katolsk
hjem og forholder seg til de kristne symbolene. Men vi kan
ikke tolke kunstverket som en entydig allegori, her er det
Jlere lag, og kunstneren leker med betydningene og lar teg-
mene skifte innhold etter som hvilken sammenheny de opp-
trev i,

«Bdls kan med den italienske filosofen Mario Perniolas ter-
mer, kalles et simulakrum, Perniola ensket | (ikhet med an-
dre postmodeme teoretikere pd 1970-tallet 4 gi verdighet
til det ikke-essensielle, til det overfladiske i vdr kultur.
Framfor dybden som finnes i myter, frombevet han ved
hielp av eksempel fra det gamie Romerriket - ritene. Det ri-
tuelle viser jkke &l noen dypere sannhet, derfor befatter
den seg ikke med motsetningene mellom sannhet og lagn,
den er og fungerer som en proksisform. i kan dermed se
en verdisetting av handlingene, og spesielt de repeterende
handlinger. Og det er her likheten med ('Donnells kunst-
proksis kommer inn. Han repeterer sine egne tegn av bdlet
eller grisen pd en ikke-essensiell mdte. De viser som regel
ikke til noe annet, og ndr de gjer det skifter de sd betyd-
ming i neste utstilling.

O'Donnell often allows the same sculptures to be incorpo-
rated in different exhibitions. The spotlight version of
“Fire” changed character according the different context
it was placed within - from the sacred to the objectified.
Installed within an exhibition space, the lightsculpture
gained an overpowering effect, and with small fish made
out of wax on the floor, the flame can be interpreted as a
madern idol. Within biblical traditions we know that fish
refer to the congregation.

Interpreted in this way, the fish become the public and
the art piece, the God of our times. This interpretation is
perhaps not so far removed for an artist like 0'Donnell.
He grew up in a Catholic home and relates to Christian
symbols. However, we cannot interpret the piece as a
simple alleqory. There are several layers here, and the ar-
tist plays with the interpretations and the symbols
change meaning according to the context in which they
appear.

“Fire®, can in the terms of the Italian philosopher, Mario
Perniola, be called a simulacrum. Perniola wished, like ot-
her Past modern theoreticians of the 1970%, to provide
dignity to the non-essential, to the superficiality, within
our culture, Rather than focusing on the depths of mea-
ning within myths, he emphasised rites, using examples
from ancient Rome. The ritual does not refer to any dee-
per truth, therefore it does not deal with the contradicti-
ons between truth and lies, it exists and functions as a
practical form. We can therefore see a value within the
act, and especially in repetitive acts. This is where the -
milarity with 0'Donnell’s production of art comes in. He
repeats his own symbols of the fire or the pig in a non-
essential way. They usually do not refer to anything else,
and when they do, they shift their meaning from exhibiti-
on to exhibition.
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I O'Donnells praksis er leken og skiftningene et sertrekk,
Han leker seg med mdten wdrt samfunn bruker tegn pd.
Han [iker pd sin distanserte og ironiske mdte d pirke borti
Jastgrodde synssett. Som utlending fdr han gratis et uten-
Jrasyn pd den kulturen han lever og arbeider i, kevel er
det ikke den norske kulturen han arbeider med. Teqnene er
mer generelle og kan like gieme ha tilherighet til England
som til Norge. Det er vel heller slik at distansen forsterker
og tydeliggier 0'Donnells kunstneniske prosjekt. Han produ-
serer med en letthet som er uvant | norsk kunstsamemen-
heng. Det ene prosjektet avieser det andre, den ene rekken
med kunstverk fayer seg til de foregdende i et ustoppelig
tempo. Han loger utstillinger i Cape Town, | Nederland og
pd Lillehammer samme dret. Den store energien ble tydelig
pd den retrospektive utstillingen ('Donnell hodde | fabrikk-
hallen pd Citadel i Oslo. Alle kunstverkene | ulike teknikker
og materialer viste bdde hans kunstneniske styrke og svak-
het. O'Donnell graver seg sjelden med &l bunnen i sine
kunstneriske problemstillinger, men i denne sammenhengen
ble det snudd £l et manisk kjenneteqn eller en kunstnerisk
karakteristikk. Med en [etthet avsiutter han det ene pro-
sjektet og med en rastlashet gdr han over til neste pro-

Within O'Donnell’s artistic practice, aspects of playfulness
and variation are characteristic. He plays with the way
our sockety uses symbaols, He likes, in his distanced and
iranic manner, to disturb our fixed attitudes. As a foreig-
ner, he freely gains an outside view of the culture he lives
and works within, even though it is not Norwegian cultu-
re that he deals with. The symbols are more general and
might just as well belong to England as to Norway. It is
rather as if distance strengthens and clarifies 0'Donnell’s
artistic projects. He produces with an ease that is unusual
in a Norwegian context. One project follows anather, one
series of works line up behind the previous ones in an un-
broken sequence, with exhibitions in Cape Town, Holland
and in Lillehammer during the same year.

This great energy became apparent in the retrospective
exhibition 0'Donnell held in the factory space of Citadel
in Oslo. A vast number of his sculptural elements, in dif-
ferent techniques and materials were brought together,
showing both his artistic strength and his weaknesses,
(rDonnell seldom employs an in-depth approach, howe-
ver, in this context it was turned into a type of manic
hallmark or artistic concept. With ease he finishes one
project and with restlessness he approaches the next.
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w2 flammers

Samtidig med «Bdle ble to slanke, heyreiste flammetunger
med ytteriinjene tegnet av 18 kw spotlys til. I et fabrik-
komrdde i Telemark lente 0'Donnell de to stélformene mot
Lo store skillevegger i et gommelt torrlager. Storrelsen pd
10 x 1,80 meter, vor tilpasset omgivelsene. Pd bakken fo-
ran flammene lo hon ut 1000 kg voksfisker. Dette kunstver-
ket stdr sentralt 1 0'Donnells produksjon. Pd samme mdte
som med «Bdle er det el resultat av en lang prosess. Flere
kunstnere ble mobilisert i forbindelse med en lokalhistorisk
sak pd Notodden. De skulle sette sakelys pd kommunens
planer om 4 rive det nedlagte jernstaperiet Tinfos for é
kunne selge tomta Gl et supermarked, en bensinstasfon,
el. ODonnells progiekt vor det farste kunsiprosjektet 7 in-
dustrromrddet. Han valgte d nytte et obstrakt billedsprdk
og konsentrerte seg om et kraftfullt og vakkert utirpkt. Val-
get ov flammer og fisk viste i dette tilfelle tif de store
smelteovnene og til vannet | kraftstasjonen som leverte
strom til industrien. Det industrielle i materialvalget, som
posset sd god! til omgivelsene, ble brutt av de organiske
(mpene. Vi kan feye til af striden endte med et politisk ved-
tak om d verne fabrikkanlegget.

“2 Flames"

At the same time as “Fire”, two, slim, tall flames with
contours created by 18 kw spotlights were produced. In a
factory area of Telemark, 0'Donnell leaned the two steel
objects against two large dividing walls in an old storage
bunker. The size, 10 x 1,80 meters, was built especially
for the surroundings. On the ground in front of the fla-
mes he laid out 1000 kg. of wax fish. This piece was cen-
tral to O'Donnell’s work, As with “Fire”, it is a result of 2
long process. The idea was that several artists should be
mobilised in connection with a local political conservati-
on action in Notodden. They were to expose visually the
local council’s approval of plans to tear down the old iron
foundry Tinfoss, in order to sell the plot for development
of supermarkets and petrol stations. 0'Donnell’s project
was the first art piece in this industrial area. He chote to
use an abstract visual language and concentrated upon a
powerful and beautiful expression. The choice of Rames
and fish referred in this case to the large iron foundries
and to the water power that produced electricity for in-
dustrial processes. The industrial aspect of the choice of
matenials, admirably suited to the surrounding was bro-
ken up by the organic fish forms. The battle ended with a
political decision to “reconsider™ the factory area’s deve-
lopment plans,
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Maktsymboler

Selv om ('Donmells arbeid pd Tinfos gikk inn i en lokalpoli-
Hisk strid, er det sjelden han lar kunsten inngd 1 en direkie
politisk situasjon. Likevel kan han karakteriseres som en
politisk engasjert kunstner. Spesielt har han forholdt seq til
maktsymboler som flogg, kors og krone siden midten av 80-
tallet. Akkurat som med de andre symbolene, praver han
dem ut 1 wlike situasfoner, leker med dem, ser hva kontek-
sten kan bety. Utgangspunktet for vokshodene er det be-
remte fotografiet ov Hitler pd Odeonplassen i Minchen der
han stdr i en stor folkemengde med hatten i hdnda og hil-
ser med glede nyhelen om utbruddet av forste verdenskrig.
O'Donrells fascinasjon ligger i spranget mellom den anony-
me folkemengden og tilfeldighetene som spilte inn i det fo-
tografen hodde fdtt med Hitlers narvar. Fotografen, som
het Hoffman, skulle senere bii Hitlers personlige fotograf.
Men 1 dette bitdet er det massen som inferesserer fotogra-
fen. Hitler er en av mange, og massen fdr alle til d bl like.
O'Donnell trekker det sd longt at han lager helt identiske
hoder, og alle er et slogs forenklet portrett av hom selv

med en lang nese som karakteristisk kfennetegn. I stedet
for massen med den ene viktige, histoniske personen godt
giemt i mengden, produserer ('Donmell sin egen masse av
en overfladisk versfon av seg selv. Har vi her et ironisk spill
pd egne kjennetegn og svakheter? Hodeinstallasfonen
handler ogsd om makt, om mengdens makt. 0'Donnell an-
griper ogsd her problemstillingen helt konkret - ndr det skal
dreie seg om mengde, lager han en mengde av noe.

Power symbols

Though 0'Donnell’s work at Tinfos became part of a local,
political battle, it is rare for him to enter into a political
discourse through his work. Still, he could be characteri-
sed as a politically involved artist. Since the middle eigh-
ties he has, in particular, related to power symbols such
as flags, crosses and crowns, Just as with the other sym-
bals, he pasitions them in different situations, manipula-
tes them, and sees what the different contexts develop.
The famous photograph of Hitler at the Odean Square in
Munich, where he stands in a large crowd, hat in hand,
greeting with pleasure the outbreak of the First World War
- is the basis for the 1525 wax heads. 0'Dennell’s fascina-
tion Lies within the tension area between the anonymous
crowd and the chance occurrence of the photographer
capturing Hitler's prasence. The photographer, Hoffman,
was later to become Hitler's personal photographer, Ho-
wever, in this picture, it is the crowd which captured the
photographer's interest; Hitler is one of many, and the
crowd makes everyone look alike. 0'Donnell stretches this
aspect so far that he makes completely identical heads -
all a kind of simplified portrait of himself, with a long
nose as a distinguishing feature, Instead of the crowd, -
with the one, important historical person well hidden
within the masses - 0'Donnell produces his own crowd
from a superficial version of himself. Do we have here an
ironic play on his own characteristics and weaknesses?
The installation of heads, also deals with powes, power of
the masses. 0'Donnell also attacks the approach quite
concretely - when dealing with quantity, he makes a large
number of an object.
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Installasjonen, eller hodene, skal ogsd gienskapes i andre
relasjoner, forst skal den til Cape Town i Ser-Afrika, siden
vil den mok dukke opp i ulike sommenhenger siik de fleste
skulpturene hans gier. For 0'Donnell henger utstillingene
sammen, avstanden fra Ser-Afrika til Norge legger en ny di-
mensjon til verket. Bak kunstproduksjonen hans ligger et
anske om d nd langt ut blandet med trangen Ul slagferdig-
het. I teksten om det farste spotiysflagget understrekes
det; «Det jeg derimot fkke var klar over, var at en skulpti-
retl form av et guit lyskors blendet sin vei ut ov atelienvin-
duet, tvers over haven, giennom glassdarene pd forsiden av
huset - utryddet kiskkenet - ramte ut giennom tilsvarende
glassdever pd baksiden av huset, hylte giennom skogen
som huset hviler i og videre nedover dalen for & tapes for
alltid - og giorde definitivt krov pd d vaere den lengste
skulpturen jeg noen gang har loget.»

(Terskel, nr. 12/94).

Ingnd Blekastad 1997

The installation, or the heads, are also to be recreated
within other contexts, first in Cape Town, South Africa,
later they may turn up in various other situations, as
many of his pieces do.

For *Donnell, his exhibitions are interconnected, the dis-
tance from South Africa to Norway adds another dimensi-
on to the piece. The driving force within his art producti-
on is the wish to reach out, combined with the need to
strike home the point. In the text to his first spotlight
flag, he underlined; “~ but what I wasn't aware of was
that a shaft of yellow cross sculpture was blazing its way
out of the studio window, across the garden, through the
french windows at the front of the house - demolishing
the kitchen, escaping out of the comesponding french
windows at the back of the house, screaming through the
forest, in which the house nestles, and off running down
the valley to be lost for ever - and certainly laying claim
to being the longest sculpture I've ever made.”
(Threshold, no. 12/94).
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