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Foreword

Architypes presents the work of six arlists: two
Canadian, two Japanese and two Australian. Each
artist produces work that makes reference lo architec-
ture and interior design. The exhibition and public-
alion examine the various ways artists [rom different
areas and cultural histories ol the Pacific Rim reflect
on and question architecture, interior design and
their influence on domestic and social spaces. This
project is a collaboration between three curators:
Greg Bellerby from the Charles H. Scott Gallery al
the Emily Carr Institute, Felicity Fenner from the
Ivan Dougherty Gallery at the University ol New
South Wales in Sydney, and Makiko lHara, an inde-
pendent curator working in Japan and Canada.

The artists in the exhibition are Renée Van Halm and
Iilspeth Pratt from Vancouver, Yuichi Higashionna
and Kyoco Taniyama from Tokyo and Sally Smart
and Callum Morton from Melbourne. Although these
artists come from different backgrounds and utilize
different materials and processes, their work shares
many crilical and conceptual similarities.

Renée Van Halm uses two and three-dimensional
work to eritique modernist design and architecture.
Ler most recent projeets examine the relationship of
modern architecture and the gendering of space. She
is also interested in how the house reflects the shifl-
ing priorities of family needs and the desire of each
owner to imprint his or her individuality. Elspeth
Pralt’s recenl work references the sociological spaces
of airports and pedestrian overpasses. These works
examine the ways in which public architecture
influences our fantasies of escape, lear and safety.

Yuichi Higashionna uses interior design malerials
including printed fabrics and florescent lights, as mo-
lifs for his site specilic installations. Since the 1950°s
Japanese domestic interiors have been shaped by an
imitation of Weslern taste combined with Japanese
mass production of cheap malterials. He critically
examines this “bad laste”, as a combination of fan-
tasy and inferiority towards Western culture. Kyoco

Tanivama makes sculplure and installations using
the shapes of architectural elements, including fur-
niture, window shades and staircases. Taniyama
re-shapes the objects and transforms them into art-
ificial, simple sculptural works. She enlarges or
reduces their size and often places them in unusual
spaces within the gallery.

Callum Morton’s sculptural and digital photographic
works comment on the failures of modernist architec-
ture. In his series Local +/or General, he digitally
transforms iconic modernist homes into a series of
relail and restaurant franchises, for example, Mies
van der Rohe's Farnsworth House becomes a 7-
Eleven convenience store. Sally Smart uses archi-
lecture and domestic interiors as a source for her
large-scale collage installations. Parameters Head:
A La Ronde (Daughter Architect) is based on a house
built by two women cousins in England in the late
eighteenth century. She uses a varity of materials and
architectural fragments to invoke history and mem-
ory and comment on the relation of architecture
and gender.

For these artists archilecture and its influence on
the social and the political has provided an abun-
dance of content for their art production. Drawing
upon both contemporary and historical architecture,
they have examined how it shapes our sociely and
affects individual behavior.

An important goal of this collaboralive project is to
facilitate a dialogue between artists and curators
[rom different countries working with these issues.
It is our hope that this publication will contribule to
the discourse and further promolte dialogue within
a larger public interested in the intersection between
art and architecture.

Greg Bellerby
Charles H. Scott Gallery
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The Space Between:
Sally Smart &
Callum Morton

Felicity Fenner




Architecture is more than a container in which we
live and work. It is the frame of reference for express-
ion of intimate activity and the public facade thal
shields us from the world. Visual artists have always
been fascinated by the role of architecture on our
social and psychological personae. In the early 21st
century, the boundaries that since the renaissance
have divided art and archilecture, are commonly
lransgressed, as artists and architects investigate
each others™ disciplines, often working collabora-
tively as researchers and practitioners.

Callum Morton and Sally Smart are Australian
artists, each with a particular interest in historic
and contemporary architecture. Their praclice is
informed by shared conceptual concerns, yet in
its realisalion could not be more diverse. Where
Morton’s sculptures and digital photographs make
tongue-in-cheek reference to iconic modernist
buildings, Smart delves into the psyche of a build-
ing's inhabitants, drawing on a feminist theoretical
framework o interpret and re-present design and
archilectural fragments.

In contrast to Morlon’s precisely researched and
execuled architectural models and photographs,
Smarl’s wall-based works, made from fabric, elt and
collage malerials, are somatic and evocative in their
material lactility. Depicling houses, rooms, objects
and people, they evoke memories of remembered
and imagined spaces, imbued with the artist’s own
understanding of desire, memory and regrel.

Parameters Head: A La Ronde (Daughter Architect) is
a sprawling wall installation that varies in conlent
and structure with each incarnation. The house that
has inspired this work dates from the late eighteenth
century. A privale home, it was buill in Exmouth,
Fngland, by two women cousins who, having lrav-
elled the world together for some years prior, shared
a passion for the romantic architecture of Europe.
The Misses Parminter were likely considered ecc-
entric two hundred years ago, bul in today’s terms
we recognise them as women ahead ol their time,
rejecting the dull and restrictive social expectations
of spinsterhood in the creation of a daring and
unorthodox home for themselves and, as specified
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1. See essays by Marcus Baumgart, Christopher Chapman and
Hugh Mellor in Sally Smart, Parameters Head: A La Ronde,
(Adelaide: Experimental Art Foundation, 2000},

in their will, their unmarried female ancestors.’

The desire to design and build one’s own home
underpins Auslralians’ obsession with real estale
and urban development. It is a dream thal most as-
pire to but few realise, settling instead for a rented,
pre-loved or standard builder-designed home that
is virtually indistinguishable from the neighbours.
A La Ronde represents the antithesis of this com-
promise, built according to an idiosyncratic plan that
celebrates both the immediate natural environment
and the lifestyles of its inhabitants. The house has
sixteen rooms arranged around a central oclagon,
the location of each room delermined by the posi-
lion of the sun as the occupants progress through
their daily activities from room to room.

A La Ronde is a dream home in every way. For ils
creators and original inhabitants, it was an outward
manifestation of an cloquent worldliness and unu-
sual feminine independence. For subsequent gen-
erations, the house has been maintained by the
National Trust as a monument not only to the quirky
English character and the significant role of the
Grand Tour, bul to the natural environmenl ol
Exmouth: the Parminter cousins hand decorated
the interior of the house with locally sourced mate-
rials such as feathers and sea shells, thus inextricably
linking the inside and oulside worlds.

[t is this blurring of interior and exterior that cap-
tures the imagination of Sally Smart and accounts,
in her unique view from across the expanse ol
oceans and time, for A La Ronde’s dream-like qual-
ity. Her re-reading of the house in Parameters Head
prompis admiration (for the women’s courage and
crealivily) and a quiel warning — a dream home will
nol provide escape from onesell. As if to re-iterate
the latter point, Smart installs the work on a grid,
ancient (and modernist) symbol of an ordered struc-
ture that forms the basis ol artistic, domestic and
urban design.

Though there are no seashells or feathers in Smarl’s
rendition of the house, the grid itself has an uneven,
homespun quality thal subverts the tenets of math-
ematical based design. The grid, a crucial ingredient
to the work’s relationship to the wall and to the

1



2. Hanif Kureishi, “Face to Face with You™, in The Body and
Seven Stories (London: Faber and Faber, London, 2003), 149,

viewer, is created from strips of fabric, vestiges of
traditionally feminine domestic activities. Smarl’s
abstracted view of the house, its real and imagined
contents sprawled across the wall, is barely con-
tained within her conceptual, feminised grid, in
which forms are ambiguously articulated and
nothing is static. Even the dominant female silhou-
ette (one of the Parminter cousins) lilts forward
slightly precariously. The spectral grouping of furni-
Llure, despite its succincel silhouelle outline, is dark-
ened and layered to the point of abstraction, ren-
dered in the nebulous half light of dawn and dusk,
memory and imagination.

The link between domestic, architectural and psycho-
logical boundaries is explored by Hanif Kureishi in
a recent short story about a couple who have 1o
confront their inner selves when the upstairs flat is
occupied by a couple that coincidentally shares the
same names and routines.

Ed and Ann felt it was a tragedy thal they knew the
layoul of Ed and Ann’s flat upstairs. It was the same
as theirs. But Ed and Ann had also placed their
chairs, shelves, table, bed and other furniture in the
same position, By the banging ol doors, even the
flushing of the toilet, the use of the shower, the scrap-
ing of chairs on the wooden floor, the selection of
music, and the location of their voices and then the
silence when they went to bed, they would know
where Ed and Ann were in the flat and what they
were doing.?

The “tragedy” of the situation lies in ils inherent
denial of individuality and imagination. In her prac-
tice Smart appreciates that a home can facilitate for
its inhabitants not only a means of self-expression,
but a necessary degree of mystery and enigma.
Kureishi’s couple feel exposed, their intimale world
within the apartment walls invaded by clones that
intuit their every move.

The feeling of being betrayed by modernist archi-
tecture’s capacily to compromise individualily is
referred to in Callum Morton’s International Style
(1999). A scale model based on Mies van der Rohe’s
Farnsworth House, light and sound are emitted,
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3. Umberto Eco, Travels in Hyperreality (London: Picador, 1987),
30-31.

including a woman’s voice in anger and a gunsholt,
The work refers not only to the grubby underbelly
of domestic lile, but, more specifically, to Edith
Farnsworth’s eventual resentment of the house’s
success in undermining her independence and
robbing her of privacy.

Since the early 1990s Morton has incorporated sound
and light in willy sculptures based on culturally
significant buildings. Cottage Industry: Bawdy Nights
is a scale model of British explorer Captain James
Cook’s childhood home in Yorkshire, England. In
1954 the cottage was transported, brick by brick, to
Fitzroy Gardens in central Melbourne, where il
remains a popular tourist attraction.

The cottage’s authenticity as an hislorical relic is
questionable, having been rebuill several times dur-
ing the residency ol the navigator’s parents. The
ambiguity surrounding the cottage’s originality and
therefore relevance to Australian history is part of
Morton’s interest in il. As Umberto Eco proposed, “the
frantic desire for the Almost Real arises only as a neur-
olic reaction to the vacuum of memories; the Absolute
Fake is offspring ol the unhappy awareness of a
present without depth™? Australia is a newly colon-
ised country that indeed lacks a memory bank other
than the Aboriginal histories that were rejected and
threatened with total erasure by white occupancy.

Morton exploits the work’s potential to invoke fictive
hall-truths. The collage resembles a dolls house, ils
diminutive scale reducing its contentious historical
significance to a childish arena of imaginative games.
Flashing lights and sounds can be heard from in-
side, though viewers have Lo assume a very close,
almost voyeuristic distance 1o the work in order o
hear. Against the sounds of a cracking whip and
giggling wenches, we hear Captain Cook in a Benny
Hill type skil, moaning with orgiaslic pleasure.
Invasion by the Brilish, the work reminds us, has
occurred on many more levels than the political.
Morton’s cottage is exhibiled on its travelling crate, a
deft salute to the international mobility of cultural
heritage.

Callum Morton was born the same day thal Le




Corbusier drowned in 1965. This coincidence has
particular resonance in Morton’s praclice, preoceu-
pied by themes of architecture’s failure to salisfy
its creators” idealism and inhabitants’ expectations.
lis Local +/or General series of digital photo-
graphs melds well-known consumer outlets with
famous buildings of the 20th century. Mies van der
Rohe’s Farnsworth 1ouse becomes a 7-eleven store
(Farnshaven, lllinois, 2001) and Philip Johnson’s
Glass House becomes a Mobil petrol station (New
Canaan, Conneeticut, 2003).

Interbau Now Now is Morton’s subsequent series ol
work. Tropicana (2003) is based on a Las Vegas
hotel built in 1957, featuring standard 50s design and
colour. Morton has merged it with Oscar Neimeyer’s
edifice al the Hansaviertel in Berlin, erected on the
famous Bauhaus compound from the same period.
The other hotels in this series are similarly hybrid
in origin: the Best Weslern and Holiday Inn images
are based on Hansaviertel apartment buildings by
Alvar Aalto and Waller Gropius. ILis an apt parallel
that Morton proposes, holtels being, like Bauhaus
apartment buildings, lashionable spaces designed
to facilitate a simplilied and luxurious lifestyle.

The links in Morlon’s work between modern and
contemporary buildings, however, are never arbi-
trary malchings of high and low culture. Edith
Farnsworth, reputedly in love with Mies al the
onset of their groundbreaking architectural project,
reputedly hated living in the house, ils glass exterior
walls exposing her possessions and every move to
the world. Thus it is not coincidental that Morton
transformed the building into an internationally
ubiquitous grocery chain that is, literally, open 24
hours a day. Similarly, the gas stalion reminds us
that during the 1960s Mobil employed a Bauhaus
graduate, Eliot Noyes, as a company architect, fos-
tering the relationship between architecture and
consumerism,

Where Sally Smart’s work references the colonisa-
tion by women of architecture (a traditionally male
arena), Morton’s work reveals colonisalion of a dil-
ferent nature — the insidious growth of global aes-
thetic cultures and its impact on a sociely’s sense of
sell and ils urban environments.
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4. Stuart Koop, “The Story of Architecture”, in Catfum Morton:
More Talk aboul Buildings and Mood, Museum of Contlemporary
Arl, Svdney, 2003 (unpaginated)

It is at this level of interpretation, in consideration
of architecture’s affect on the psychological and so-
cial self, that Smart’s practice shares with Morton’s
the benefit of hindsight. While their approach might
sometimes seem cynical, it is a contempt born of
familiarily, even love. Both arlists have a passion lor
architecture and are acutely aware of its strengths
as well as ils shortcomings as a stage upon which
the vagaries and vicissitudes of the human condi-
tion are played oul. Where Edith Farnsworth felt
trapped in Mies’ glass cage (as she referred to it),
the Parminter cousins’ lives in England were largely
informed by dreams ol distanl places, specilically
the culturally rich environs of Europe. In a sense,
the women lived the experience of their grand tour
in perpeluily, just as Edith Farnsworth’s amorous
relationship with Mies van der Rohe landed her in
an architectural icon thal influenced her daily life
long after the romantic adventure was over. Though
the two buildings are antithetical in conceplion and
structure — one organic and amorphous, the other
minimal and inflexible — both were designed in
response lo a basic human need for a rich and
ordered life.

In relation to Morton’s work, curator Stuarl Koop
cites Elizabeth Grosz's argument that ‘femininity” is
repeatedly revealed as a [orce that cannol be con-
tained within architecture’s need to order and sys-
temise humanity In their works that address
specilic architectural models, Smart and Morton
explore the ofien fraught collision between inner
and outer worlds, the points where psychological
and architectural realities meet. Just as architecture
can be an apl melaphor for one’s interior world, the
realisation of architectural dreams takes us one
slep closer lo confronting the reality thal the desires
of the unconscious, inner world can be neither
tamed nor satisfied by the material trappings of
the outer.




Making Strange:

Everyday Occurrences in
Art and Architecture in the
Work of Kyoco Taniyama &
Yuichi Higashionna

Makiko Hara




In the summer ol 2002, | visited an old abandoned
building. Built in 1930, it was Tokyo’s first modern-
style public apartment. Because of its decrepil state
the owner, the Tokyo Metropolitan Government, de-
cided to demolish il. I became active in a movement
o preserve the historical building and organized a
site specific arl project with nine arlists. The move-
ment had the support of more than one hundred
volunteer students. Despile this, our actions were
ineffectual and the building was unceremoniously
torn down before the exhibition opened. While it is
too complex a subject to discuss in detail here, I will
begin this essay by describing impressions of my
first visit.

In the darkened space I saw the remnants of everyday
life, evidence of more than seventy years of living.
Each object, a small bed or an old paper shopping
bag leaturing a cosmetic company logo, reminded
me of the daily lives of the inhabitants, While look-
ing at them, I suddenly had the strange sense that
two different spaces and times were exisling at
the same moment. It was as if these familiar daily
elements connoted various condensed meanings,
mediating physically and psychologically the past
and present of the space, causing me to consider
the latent function of daily mundane objects.

F'or my curatorial contribution to the exhibition
Architypes, | examined the potential funetions of
ordinary objects and their relationship to architec-
tural space. Kyoco Taniyama and Yuichi Higashionna
choose materials from their everyday environment
and use them to provoke unexpected sensations. [n
this essay | will explore the various manners in
which their artworks play with our perceptions of
space.

The phrase “fragmented memories” may best de-
scribe a first impression of much of Kyoco Taniyama’s
artwork. Taniyama creates site specific installations
with familiar objects, such as furniture, window
blinds, stairs and banisters and modifies them into
three-dimensional painted steel sculptures. These
elements are not culturally specific objects and can
be found anywhere in developed cities around the
world. Only their presentation as fragments suggesls
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that they might stem [rom personal experience, yel
they are absent of references to particular origins.

By employing a flat surface with a painted mono-
chrome [inish, Taniyama erases any personal mark
or texture and presents these conslitutive elements
as inorganic, standardized industrial products. She
stralegically emplies the work of nostalgia, empathy
and personal feeling. Taniyama’s approach reveals
another relationship with memory and place. She
presents a poelic evocation of the very idea of mem-
ory and place that has lost its particularily. Stairs is
a casc in poinl. It is composed of four separate scc-
lions that represent a balcony, two identically shaped
staircases with banisters and the stairway entrance
with a gold rope. Their presentation is discreel. The
thin white steel sculptures blend with the white
callery walls.

In the Charles H. Scott Gallery installation the bal-
cony was situated very high on a corner wall with
the two banister slaircases on opposite walls. Fach
of these objects was staggered ten inches lower than
the other. The roped off entrance was positioned at
an angle on the foor. It was as il they were making
a subtle curve through the walls in the entire room.
The four fragments of Stairs appeared to assimilate
into each corner, suggesting Lthe stairs may actually
continue hidden behind the wall. This strongly
evoked an awareness of the space beyond the wall.
Although there was no actual physical change in the
space, il could no longer operate simply as closed
square white room.

The ragmented shapes and staggered arrangement
of Stairs implies both memory and its aller-image
and produces a sense of displacement. This displace-
ment is further developed through Taniyama’s use
ol scale. The stairs are small, crealing an unrealistic
illusion of perspective and making the objecls appear
to recede from view. Mediated through Stairs, our
sense of space is subtly changed.

Taniyama locuses on the signilicance of memory
and place in relationship to everyday life. Central to
her project is the manipulation of opposing notions
such as certainly and uncertainty or near and far.
She opens up possibilities and allows us to question
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1. Yuichi Higashionna, "Artist stalement”™ in Zone: Clairvoyants In “Das unheimlich™ was the motif of my works. Freud

our eslablished position in relation to architectural
This Threatening Age (Tokyo: Fuchu Art Museum, 2003), 83. explains das unheimlich as something familiar yet

space.

Yuichi Higashionna approaches quotidian objects
psychologically turning ordinary materials into clab-
orale artworks. Untitled (elastic) is an installation
that has been shown in various locations. Al the
Charles H. Scott Gallery, it was installed in a large
corner window. Iligashionna applicd strips of one
centemetre wide black elastic in regular intervals
leaving one centemetre wide spaces between each
strip to create vertical stripes covering the entire
window. The work concentrates on the boundary
between interior and exterior space. Using elastic
stripes he references common fences or steel-barred
windows. This simple manipulation transforms the
ambiance of the gallery space. The exterior scene,
visible through the glass and showing pedestrians
and cars, is interrupted by the repeating black lines.
Optically the view becomes flal and unrealistic. In
addition, as the viewer passes by the work the black
stripes create another optical illusion, an intensive
fMicker that functions as an anomaly crealing a new
sensuous experience. The elastic, popularly sold at
hobby and craft shops, is a familiar and ordinary
material that does not carry inherent significance.
Meaning is created through its change of use and
ils excessive repelition.

Higashionna generates a science fiction-like ambi-
ance that works on an emotional level evoking an
augury of things to come. The work acts as a delon-
aling device, selling off unconscious fear, anxiely,
or oppression. The psychoanalylic concept of the
uncanny may be useful to explain the work. The
uncanny comes from the German unheimlich, its
root iieim means home, and it literally translates to
unhomely. Simply put it refers to something that is
at once familiar and strange.

Higashionna’s past works were for the most parl
ironical and analytical, providing a sense of dis-
comfort. Recenlly his practice has shifted 1o include
the psychological. Iligashionna has discussed the un-
canny in relationship to his chosen materials and the
psychological effects they produce when transformed
into artwork. Higashionna remarks on this shift:
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distant. For me, lancy houschold items found in many
Japanese homes such as lace curtains and floral
designs are unheimlich. The word “fancy” in a
Japanese context refers o objects that are girlish,
cute and that provide comfort. Works using these
unheimlich/fancy motifs become full of irony.
Because unheimlich/faney things are part of my cul-
tural environment it is difTicult to resolve whether 1
like them or not, and whether | approve or disapprove
of them.

The works in this exhibition are not ironical. The
Mower paintings were inspired by the unheimlich
quality of artificial lowers and the elastic band stripes
by latticed windows, fences, or gates we see often in
our everyday lives. Also, the circular fluorescent lights,
unique to Japan, may be considered a discreetly faney
item. While | continue to use common materials as in
my past work, whal is indicated/contemplated here
that is not ironic? At this time it is difficult for me lo
explain exactly, though | feel that it is something that
prescribes the affirmative parts of life like humor or

crolicism.!

As indicated above, Untitled (chandelier) is an exam-
ple of the new direction ol Higashionna’s arl praclice.
He creates a chandelier out of approximately forty
fluorescent light circles and tubes. The luxurious
and rich ornamental nature of the chandelier plays
off the utilitarian and cheap reality of fluorescent
light fixtures. While circular fluorescent lighting
is common in Japan, it is rarely seen in North
America. Therefore, outside of Japan, the malterial
carries different cultural connotations. To Weslern-
ers Lhe circular fluorescent light might represent
superior design ingenuity and the Japanese obses-
sion with modernization. The desire lo emerge [rom
darkness (backwardness and poverty) into light
acceleraled a trend ol excessive use ol lighting in
Japan and fueled the belief that the brightness of an
electric light symbolizes an advanced cullure.

While these elements are in play in the work,
Higashionna does not dwell on this analysis. For
him the circular flourescents are familiar daily




objects. His inlerest focuses on the intensity of the
accumulated light and its direct effect on the view-
er’s senses. In Vancouver Untitled (chandelier) was
hung in the centre of a high ceiling in a large white
gallery space. The work produced an intense strong
light that provided an immediate and complex
visual and sensory experience. The effect of the
dazzling brightness was uncanny, transforming the
familiar gallery space into a peculiar shadow-less
environment.

The work of Higashionna and Taniyama offers the
possibility of altering conceptions about space. In
~ various ways both artists engage with the gallery
g and make the mundane, familiar everyday environ-
ment strange. This poelically suggesls that objects
and space arc as transformable as our perceptions.
Through their sculptural practice they push bound-
aries of what can be seen and what lies behind.




Architypes:
Renée Van Halm &
Elspeth Pratt

Greg Bellerby




Architecture and interior design have been long-
standing subjects in the work of Elspeth Pratt and
Renée Van Halm. Both artists have developed work
that addresses issues relating Lo the history, design
and sociology of space. Their posilion as arlists,
enables them to comment on architecture’s influ-
ence on behavior and the spaces we live in and
interact with in relation to histories and critiques of
art making. Pratt and Van Halm have employed
strategies that have allowed movement belween
representation and abstraction, addressing specific
concerns, while keeping the larger social and his-
torical contexts in play.

AT Press, 1986), 76,
2. ibid, 78.

In the carly 1980%, Van Halm produced three-
dimensional paintings or structures that either
depicted aspeets of the city or were drawn [rom arl
history. An example is Upon Awakening She Becoimnes
Aware, 1985 which is based on a fifteenth century
lalian painting. In 1994 she exhibiled Quotation
(1924-25), a Ireestanding structure representing a
corner window of the renowned Duteh architect
Gerrit Rietveld’s Schrider House. This was presented
in the Oakville Galleries’ Gairloch Gallery which
was onee a private home. In an installation at the
Burnaby Art Gallery in 1996, she responded 1o the
Viclorian architecture and decoralive molils of Lhe;
mansion that houses the gallery, In this work Va
Halm used strategies of contemporary abstraction
to interprel historical ideas about colour, décor and |

Victorian social space. In these works and in others | |
since, she has maintlained a consistent interest in |
the relationship between painting, sculpture, archi-
leclure and interior space,

been the rigorous exploration of the relationship
between architecture and gender which led her |
paint a series ol domestic interiors. Most of these
interiors have a direct reference to modern houses
such as Living Room Scene/Charlotte 11, based on
Le Corbusier’s 17 Esprit Nouveau Pavilion of I92
This series [eatured living rooms populaled \-\'11;
classic modern furniture designed by Charles and
Ray Eames or Marcel Breuer. These interiors rep-
resent an era when modernist ideals embodied @
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1. Alan Gowans, The Comfortable House (Cambridge:

beliel that architecture could serve a social role. In
this series, Van Halm also focused on bedrooms,
refllecting on them as symbols of desire.

The two works in this exhibitiuh, Bungalow and
Pauline conlinue lo address and build on Van Halm’s
earlier concerns. Bungalow refers to the small single-
family house that became popular in Britain and
North America between 1910 and 1930. The term
“bungalow” is derived from the Bengali word ban-
gala — the typical native dwellings of British Bengal.®
These mass-produced prefabricaled homes were
marketed by companies like Sears and advertised as
affordable for the workingman.2 They symbolize the
changing structure ol cities and the development
of the suburbs in the early part of the century. Van
Halm’s interest in the bungalow focuses primarily on
the manner in which these houses have undergone
various transformations over the years through
change of ownership and subsequent renovations.
The house serves as a vehicle to display the per-
sonality, affluence and needs ol their owner. For
Van Ilalm, the changes made to these bungalows
reflect a changing society.

Bungalow is made up of four parts, each part repre-
sents a floor plan of the same house and is con-
structed of painted shallow boxes. The first box
represents the original house with the entire lool-
print painted a 1930’ olive green. Each of the sub-
sequent boxes shows additions or alterations to the
house that are signified by a change ol colour and
change in the basic footprint. The colours relale Lo
design trends of the period, lime green [or the
1950’s, avocado green for the 1970°s and a dark
green for the 1990%s. Van Halm also added another
box structure on top ol the original to denote major
structural change to the interior space. The resull
is a three-dimensional schematic that allows the
viewer lo see the shifting priorities of family needs
and the desire of each owner to imprint their indi-
viduality on to the house.

Pauldine reflects Van Halm’s interest in the relalion-
ship of architecture and gender by examining is-
suces of décor and personal space in relation to arch-
itecture. The work’s namesake is Pauline Gibling
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3. Grant Mudford and Kathryn Smith, Sehindler House (New
York: Harry N. Abrams, Ine., 2001), 40,

4. Robert Sweeny et al, The Architecture of B Schindler (Los
Angeles: The Museum of Contemporary A, 2000), 104-113.

Schindler, the wife of archilect and modernist pioncey
Rudolf Schindler. Pauline is a three-quarler scalq
model ol a corner in a studio room in Schindler’s
Kings Road Iouse in North Hollywood, Los
Angeles. Constructed in 1922, the house is recog-
nized as a modern masterpiece for its plan, materi-
als, construction system and spatial relationships.:
The house was a venue for social experimentation
as both Schindler and Pauline kept up with pro-
gressive ideas aboul modern life and followed
emerging movements in the arts. The house became
a focal point for art and culture in Los Angeles and
the site of many poetry recitals and impromplu per-
formances. Unfortunately, the Schindlers’ relation-
ship did not last and they eventually separated,
Pauline moved 1o Carmel and other communities
in California pursuing a writing career and seekin

out alternative lifestyles.* She returned to the I(ingq m
Road house in the late 1930's, occupying a separat ﬁ

space lo Schindler, and painted her studio a vivi
pink. Painting the room was not a hostile act on the.
part of Pauline who remained a devoted supporter
of Shindler's work throughout her life. In keeping
with Shindler’s belief in a truth in materials the
house has since been restored leaving only the
smallest trace of Pauline’s pink.

Van Halm recreales this pink lo refer to Pauline’s
decorative transgression, thus poinling lo a rupture
in the binarism beltween architecture and decora-
tion. Van Halm draws allention to Pauline’s action
and how, for a short time, il elfected a small change
in the relationship of modern architecture and the
gendering of space.

|
Elspeth Pratt has developed a practice that ('ons.is-l
tently questions sculpture’s abilily to respond to the
changing conditions ol spatial understanding by chal-
lenging architecture’s hegemonic ordering of spatial
experience. Pratt presents works thal convey an
interest in the manner in which architectural spaces
influence behavior and social interaction. The
choice of materials and purposely risky — barely
held together — manner in which her sculptures
are assembled functions Lo destabilize our notions
aboutvalue and propriety that have been entrenched
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5. Elspeth Pratt, “Artist Statement”, 2004

in the masculine dominated histories of both archi-
tecture and sculpture. Meaning is constructed
through a complex logic informed by economic
and historical content inherent in-the materials and
how they relate to the produced object. For example,
by choosing plastic laminates, faux finishes and
other mainstays of the building and home renova-
tion industry, Pratt exploits these materials for their
intrinsic value while transcending their use value
to creale meaning by linking them lo issues al a
social level.

Horld Trafficis constructed ol laminate, cardboard,
plastic and florescent light. The work is situated on
the floor, against the wall and is lit from behind. It
has a long arch aboul six inches in height with a
front of translucent plastic which sits on a platform
of marble-like laminate. The sweeping wing of the
arch references the metaphorical connection made
by modernist architects between airflow, air speed
and the streamlined section of the wing, resulling
in the sculpture’s resemblance to a composite of
recent airporl archilecture. As with all Pratt’s work
the structure is intended to provoke an investigation
into concerns beyond ils physical presence and into
the idea ol airports as sociological siles. Prall slales

I am interested in how the entry into an airport is an
enlry into a non-place where you relinquish control
of subjectivily. On one level airports operate as build-
ings that facilitate escape; hubs where the coexis-
lenee of languages fuel the imagination aboult the
exotic and introduce fantasies through the possibility
ol destinations. As escape, however, the terms of
engagement are dependant on gender, race and class
but remain abstract through suggestions of comforl.

I'or Pratl the architecture of the airport and the way
in which we interact with it reflect issues of global-
izalion. Airports are highly organized spaces des-
igned to facilitale the movement people through
space. In these post 9-11 days, the traveler must
relinquish more and more control. As one leaves
the expanse of the entrance, one’s movements
become increasingly restricted by sccurity checks
and immigration. From spaces that facilitate the
expectation of pleasure one moves to spaces of

29




anxiety. As inlernational ports of entry, airports
have designated areas where travelers can actuall :
be on the soil ol a country bul technically not be in
it. This space within the airport is called the transit
lounge and it exemplifies what Pratt refers 1o as a
“non-place”.

In Somnambulant Prall looks to the urban environ
ment for another example of a non-place. In this
instance she focuses on the elevated walkways
common in many cities. Designed as a convenient
way to move aboul, especially in cold climates,
these walkways connect buildings and allow people
to move from one to the other without descending
Lo the street. The walkways shield pedestrians [ro u
encountering street level unpleasantness, excess
noise, dirt and weather. Prall views these spaces as
symbolizing our fear and separation from the reali
ol urban life. Ironically these walkways often have
glass walls giving the pedestrian the security of
being removed [orm the environment but still con-
nected by the view,

Somnambulant (which means sleepwalk) is con-
strueted of thin steel sheelts in three parts thal are
mounted on the wall. Two oddly rectangular forms,
are bridged by a horizonlal form bent in several
places to creale an irregular surface. The end forms
have gray laminale on part of the surface, while the
connecling form has a strip of day-glow green
reflective laminate running across it. The work has
a distorted off-Kilter appearance that is reminiscent
of the sets for the 1919 German horror film The
Cabinet of Dr. Caligari. The film is about a hypno
tist who uses a sleepwalKker to commit murders and
can be read as a reflection of the lear and paranoia
that prevailed in Germany as it emerged [rom the
First World War. Pratt’s sleepwalk represents the
current state of oblivion, faceless spaces nccupied
by the transient body that enables separation from
engaging in public space. As such il responds 1o the
current markel driven political conditions with its
privileging of efficiency and disregard for social
responsibility.
Both Renée Van Halm and Elspeth Pratt look to the
history of modernist architecture and its utopian
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ideals to reflect on current situations. They use
elements ol abstraction o both illustrate ideas and
lo make illusive references. While both artists
share an interesl in exploring architecture o pro-
duce their artwork, their practices are very different.
Van Halm concentrales primarily on the domestic.
She races hislories, creating portraits of actual
inhabitants and making schemalic representations
of personal laste through the decades. Pratt focuses
on public spaces and the socio-political spalial rela-
tions of bodies moving through architecture, She
examines emotional and rational needs in relation
to spaces where salely and adventure play them-
selves oul.
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