


Seeing through modernism: transparency, absence, construction

Derek Horton

Tell me what that means. Or don't. No, don't.
Don Delillo’

Despite the fact the basis of this approach to art is in reason,

its dynamic content is able to launch us on astral flights which soar
into the unknown and still uncharted regions of the imagination.
Max Bill 2

In arecent conversation, the artist Daniel Buren maintained that,
“colour is the mostinteresting thing in art because itis the only thing
you cannot speak about"”,*and a contemporary artist and writer has
suggested that when discussing colour, “words tend to appear either
too laboured or too breathless. Colour speaks silently for itself, and
any attempt to speak on its behalf is bound to fail."* Itis with these
warnings in mind that | embark on the task of using mere words to
respond to the latest series of work by Richard Caldicott: photographs
that resonate with chromatic intensity; in which compositional blocks
of colour —sometimes vibrant and incandescent, sometimes cool

and muted —define the juxtaposed rectilinear forms that interlock
within a precise and rational geometric structure. Colours and forms
are integrated to the point at which they become a single entity;
acounterpoint of intense hues in which one form generates another
inan overall equilibrium, sometimes bringing to mind compositional
structures in music (another area where words can be woefully
inadequate). Particularly in modernist composition, from Schoenberg
andVarese to even more direct parallels in the music of avant-garde
American composers such as John Cage and Morton Feldman,
structural components, organised according to a rational system,

1. A fragment of dialogue from Don DelLillo’s latest novel, ‘Cosmopolis’, London:
Picador, 2003 (p.72)

2. Max Bill, The Mathematical Approach in Contemporary Art, first published 1949,
reprinted in Eduard Huttinger, ‘Max Bill’, Zurich: ABC Editions, 1978 (p.116)

3. Daniel Buren, in conversation with the author, Los Angeles, 8 April 2003.

4. David Batchelor, ‘Chromophobia’, London: Reaktion Books, 2000 (p.98)
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transcend that order and attain evocative qualities and emotional
intensities in a sound world that resonates beyond the boundaries
of the architecture that generates it

There is a dialectic of restriction and freedom at play in the
transcendent potential of such mathematical or geometric structures.
Restricting visual perception to the simplicity of planes that define the
boundaries of the framing rectangle by subdividing it into nothing
other than further rectangles, the articulation of space is simple and
‘empty’ enough to throw viewers back on themselves, allowing room
for solitude, space for silence, and the contemplation it invites. In

this apparently ‘deprived’ space the viewer is freed to ‘experience
their own experience’, their direct sensory and emotional response

to optical signals of space and colour. “What these can yield us

is something far transcending surface values since they not only
embody form as beauty, but also form in which intuitions or ideas or
conjectures have taken visible substance. .. And despite the fact the
basis of this mathematical approach to artis in reason, its dynamic
contentis able to launch us on astral flights which soar into unknown
and still uncharted regions of the imagination.”®* So maintained

the Swiss artist and designer, Max Bill, a key figure in the history

of modernism.

In Caldicott’s earlier works using Tupperware,” what could be regarded
as highly stylised photographs of a still-life ‘subject’ evolved into
images from which the substance and identity of the photographed
objects rapidly receded, emphasising the object-status of the
photograph itself.This reduction to the essentials of an image that

is practically abstract - and in which the depicted object is being
abstracted from its context to the point where any reference to its

5.Whilst one might ‘hear’ Feldman or Cage in some of the more subtle and muted of
Caldicott's Untitled Constructions (Nos. 7, 10, or 11, for example) the freedom and aban-
don of the incandescent colour interplay in others (such as Nos. 3, 5 or 8) perhaps has a
closer musical parallel in Albert Ayler's soaring and wailing improvisations within the
tight framework of simple hymns and folk tunes.

6. Max Bill, in Huttinger, 1978, op cit. (pp.114-6)

7. See, for instance, the exhibition catalogues: ‘Richard Caldicott, New Work', London:
Hamiltons, 2002; and ‘Optic Nerve', Ipswich: Ipswich Borough Council, 2003



nature or origin is erased - suggests that the photographic process,
conventionally so linked to the reproduction of reality, is shifting
towards the autonomous characteristics of ‘non-objective’ art.
Caldicott has pursued this direction relentlessly, and in this new
series of works the object as subject has disappeared altogether,
leaving only what were formerly colour backgrounds arranged in
abstract, geometric compositions that constitute autonomous objects
intheir own right. In several ways, though, itis important to recognise
that such apparent abstraction does not necessarily constitute a
subjective move away from materiality, physicality, or objectivity,

but represents a shift to a different kind of reference to and
representation of the material world.

In an important sense there can be no such thing as ‘abstract
photography’ —what is recorded in a photograph, even if it is nothing
but light (as in another sense it always is!) is an actually occurring
physical phenomenon within a fixed period of time. It is significant
that Caldicott refers to his latest works as ‘constructions’, aterm
that simultaneously suggests the manual making of things and a
connection to constructivism and architecture.They are made in

and of the material world and exist within it as objects.They are
constructed using flat blocks of colour by means of a process
equivalentto collage or assemblage; these are photographed and the
resulting transparencies are superimposed to produce one image that
is printed as a photograph that is then mounted and framed in avery
particular way as an autonomous object. | have described this process
in some detail in order to emphasise that although these works might
be described as ‘abstract’, a word that in the history of modernist art
has often been synonymous with the ‘non-objective’, Caldicott
remains fundamentally both a recorder and a maker of objects that
existin and refer to the material world. His work, incidentally, can
clearly be seentorelate to Donald Judd's category of ‘specific
objects’, holistic and unified artworks that are neither painting nor
sculpture.* Amongst the artworks to which Judd attached this term
were Dan Flavin's fluorescent light sculptures, echoes of which are
clearly evident in the thin strips of colour that punctuate — perhaps
even ‘illuminate’ would not be too strong a word — many of Caldicott's
Untitled Constructions.

Artis always inevitably in dialogue with itself; or, rather, artists are
in dialogue with each other, whether contemporaneously or across
decades or even centuries.The dialogue invited by Caldicott's art
is clearly primarily with modernism in all its forms; not just with the
20th century tradition of abstract art, from Malevich and Mondrian
to Minimalism, but also the open spaces, minimal simplicity and
structured rationality associated with modernist architecture and
music.This inter-relationship between art forms and disciplines,
perhaps best exemplified by the ideals of De Stijl and the Bauhaus,
isinitself a modernist principle founded on three basic ideas: “that
art based on representation .. should be replaced by a purely non-
objective art, emblematic of the new age; that the new art would be

8. Donald Judd, first published 1965, reprinted in Donald Judd, ‘Complete Writings, 1959-
1975’, Halifax: The Press of Nova Scotia Art and Design, 1975 (pp.181-9)

both modern and useful by virtue of being composed of purified basic
elements of form; and that its vocabulary of basic elements could be
used to construct virtually any kind of fabricated object, thus making
it possible to dissolve the boundaries between the individual arts,
and between them and everyday life.” *

The architectonic aspects of Caldicott’s Untitled Constructions
demonstrate a clear awareness of and identification with the
structure and aesthetics of modernist architecture in their definition
of space through flat blocks of autonomous colour that never merge or
modulate, relating to each other only by steps, edges or boundaries
yet creating a continuity of form, an actual, material space; an object
rather than an imagined world. Caldicott acknowledges a specific
relationship to the architect RM Schindler's concept of ‘'space
architecture’, defined by Schindler as a fundamental concern with
“the creation of space forms""in which “the only ideais space and its
organisation [and] form no longer symbolises the constructional play
of forces; the construction itself becomes form.” "

Colour-field painting from the 1950's to the 1970's (the work of Max
Bill, Josef Albers, Richard Lohse, Burgoyne Diller, David Novros and
John McLaughlin for example), evidenced not only an aesthetic of
rationalism, order, structure and uniformity but the use of industrial
techniques and materials in its paints, finishes and supports;
materials with visual qualities in and of themselves, sometimes
requiring minimal intervention in the studio.These created objectified
rather than atmospheric colours and an art that was artificial, urban
and industrial. Clearly Caldicott's work, with its stringent aesthetics,
rigorous sensibility and intellectual discipline, is directly related to
this particular form of modernist abstraction, butitalso maintains a
difference and distance fromit, not least in its means of production -
not only are these works photographic prints but photography is
central to their whole process of construction. In colour-field painting
the structure of geometric abstraction emphasises the wholeness of
the pictorial field, atensely frontal compositional plane bearing a
holistic composition with the surface of the picture treated as if it
were a single unit —a Caldicott photograph is one!

Another significant aspect of Caldicott's means of productionis

the dualism of physicality and abstraction thatis inherentin the
construction of these works by means of transparency: what appear
as solid blocks of opaque colour in the final works are actually created
by the manipulation of transparent colour. Hence each block of colour
is not just a surface butan aperture or window, opening up a space
beyond its geometric and structural boundaries. A dialectic of
alternating surface and depth is set up by the way in which the solid
opaque object has been created by the passage of light through
transparent surfaces. Here again there are relationships to modernist
architecture: RM Schindler's pioneering ‘space architecture'?aimed
to reduce solid building materials to the bare minimum in his
aspiration to create ‘translucent houses', a concept that reached its

9. John Elderfield, in Magdalena Dabrowski, ‘Contrasts of Form: Geometric Abstract Art
1910-1980', New York: The Museum of Modern Art, 1985 (p.11)

10. RM Schindler, Space Architecture, in Dune Forum, February 1934

11. from RM Schindler's Modern Architecture — A Program (1913), this extract is from the
translation of Schindler's original manuscript in Lionel March & Judith Sheine [eds.],
‘RM Schindler: Composition and Construction’, London: Academy Editions, 1995
(pp.10,11)

12. See note 9 above.



epitome in Pierre Koenig's iconic Stahl House," identified by Norman
Foster as having “long been a touchstone for contemporary
architects”.*

The logic of modernism, Ad Reinhardt argued, was a constant striving
to make art “purer and emptier”,” pursuing what his lesser known
contemporary, the English artist and theorist Anthony Hill, called "“an
aesthetic of objective invention and sensation, distinctly rational and
determinist” and “not undermined with latent associations"." Rosalind
Krauss has identified the grid as emblematic of modernist ambition in
the visual arts, arguing that it “states the autonomy of the realm of art.
Flattened, geometricised, ordered, it is antinatural, antimimetic,
antireal. Itis what art looks like when itturns its back on nature.” Ina
picture based on a grid structure, “the physical qualities of the surface ..
are mapped onto the aesthetic dimensions of the same surface. And
those two planes —the physical and the aesthetic —are demonstrated
to be the same plane: .. the bottom line of the grid is a naked and
determined materialism.""” Krauss also identifies the dialectical aspect
of ‘within-the-frame grids’ and ‘beyond-the-frame grids’, the way that
they simultaneously define the rectilinear borders of the image and
imply the infinite possible extension of the image beyond them.

Despite the gridded architectural framework that defines their
structure, the spatial and chromatic variation of Caldicott’s Untitled
Constructions are not based on a priorirules or a systematically ordered
schema, but are the result of continual choices, sometimes perhaps
between accidents or fortuitous occurences. As Donald Judd observed,
“freedom and indeterminacy are antecedents to and larger than order. ..
[There is an order that] is not one of control or distillation, but of
continual choice. .. An activity proliferates its own distinctions: an order
forms within these.”  Caldicott’s process results in just such a
proliferation of possibilities between which distinctions are made and
order forms.This flux of possibilities remains open throughout the
constructional phase of the work’s production: this is a collage method,
as described earlier, but one in which nothing is ‘stuck down'.The only
thing that ‘'fixes' the final arrangement of the blocks of colour is the act
of taking the photograph.” Such an approach is nota descent into

13. Pierre Koenig's Stahl House, 1960, also known as Case Study House #22, is amply
illustrated in James Steele & David Jenkins, ‘Pierre Koenig', London: Phaidon Press,
1998 (pp.60-71). | am grateful to my friend and colleague Chris Bloor for drawing my
attention to its relevance in this context, and for his other insightful observations that
have informed the writing of this essay.

14. Norman Foster, Introduction, Steele & Jenkins, 1998, op cit. (p.5)

15. Ad Reinhardt, Twelve Rules for a New Academy, first published 1957, reprinted in
Barbara Rose [ed.], ‘The Selected Writings of Ad Reinhardt', Berkeley: University of
California Press, 1991 (pp.203-7)

16. Anthony Hill, An Introductory Note on Concrete Art (1952) and Nine Abstract Artists
(1954), cited in the Hayward Gallery exhibition catalogue, ‘Anthony Hill: A Retrospective
Exhibition’, London, Arts Council of Great Britain, 1983 (p.8). Although space does not
permit discussion of them here, it is important to note the problems and contradictions
inherent in this ideology: there are plenty of associations, latent or otherwise, with the
idea of ‘purity’!

17. Rosalind Krauss, Grids, in October, no.9 (Summer 1979), reprinted in Rosalind
Krauss, ‘The Originality of the Avant Garde and Other Modernist Myths’, Cambridge,
Massachusetts: MIT Press, 1985 (pp.9-22)

18. Donald Judd, Chamberlain: Another View (1963-1964), reprinted in Judd, 1975, op cit.
(pp.109-110)

19. Caldicott is interested in the work of the French modernist designer and architect
Jean Prouve, whose methods are relevant in relation to this process of flux, of constant
decision making and the traces of it that remain in the work. Prouve's furniture “often
had visible hesitations and reworkings. It reminds you that, in a sense, Prouve was mak-
ing it up as he went along". See Penelope Rowlands, Jean Prouve, Visionary Humanist,
in Penelope Rowlands, Raul Cabra & Marisa Bertolucci [eds.], ‘Jean Prouve’, San
Francisco: Chronicle Books, 2002 (p.14)

subjectivity and aesthetic capriciousness but, on the contrary, a
different perspective on objectivity and materiality. As Lynne Cooke
has observed, “different notions of order, neither rational nor irrational
but something closer to an absence of conventional order have recently
occupied many scientists working in different fields, and using
different discourses. .. Order has become demonstrably relative, if not
relational. The concrete and the actual are revealed to be dependent on
the provisional, .. intertwined with contingency [and] relativity.”

Historically, modernism represented the search for an expressive form
that could answer the requirements of a new industrialised society

and its mass culture, founded on a utopian philosophy in which art

and design was meant to construct a new world, or at least form the
blueprint for one. Following the disillusionments of the 1930's and later
setbacks, modernism inevitably lost some of its ideological certainties
and utopian ambitions. But its aesthetic form survived strongly: in over
acentury of modern art the history of geometric abstract painting has
been aremarkably resilient one, and the idea of composing from basic
elements using systematically organised abstract relations of colour,
line and form, modular geometric structure and spatial definition based
on topographical and mathematical principles (perhaps in part
because of its resonance with our urban experience through its
closeness to architecture) has been a continuing thread in visual art
that has its latest manifestation in Caldicott’s series of Untitled
Constructions.

For its maker and viewers alike, Caldicott's art involves looking back to
constructivist art and modernist design, referencing its purity of form
and, by indirect allusion at least, its utopian agenda. Revisiting such
ideas at this distance in time inevitably involves a psychic and
conceptual separation from their values and ideological motivations -
their strategies are part of a constellation of ideas and images that
are difficult now to reference, utilise or manipulate without some
degree of irony. Whilst his work may suggest that Caldicott is an
‘unreconstructed modernist', itis arguable that it is impossible now to
make work ‘as’ amodernist - one can only refer to modernism or, to use
aterm beloved of postmodern theorists, ‘cite’ it. For much postmodern
art such citation relies on pastiche that critiques or even lampoons
modernism and its values, but for some artists of Caldicott's
generation, who were exposed to postmodern pastiche atits peak in
the 1980's, it is possible now to look back to modernism from a different
perspective, to be outside it but remain in many ways respectful or
admiring of it.” To return to the forms and appearances of twentieth-
century modernism is to look back to something that itself was
fundamentally about looking forward —to a utopian future, a rational
and ordered social and aesthetic model for living, that was never fully
(and certainly not, as it had hoped, universally) realised. In this sense
there are possible nostalgic readings of Caldicott's modernist-
influenced work - not necessarily nostalgia for the form of modernist
utopian ideals, but for the very perception of such a possibility in the
past; nostalgia for the belief that a utopia might be possible at all.

20. Lynne Cooke, Donald Judd: Re-ordering Order, in the exhibition catalogue, ‘Donald
Judd', London: Waddington Galleries, 1989 (p.8)

21. A recent example of a much more ironic contemporary referencing or citing of mod-
ernist art can be found, for example, in the work of Jeff McMillan, Armando Andrade
Tudela and Jefford Horrigan, recently shown together in Retriever at Pearl, London, and
reviewed by Mark Godfrey in Frieze, Issue 80, Jan/Feb 2004 (pp.107-8)






























Richard Caldicott

Biography

1962 Bornin Leicester, England
Lives and works in London

1988-92 Royal College of Art, Research Fellow
1984-87 Royal College of Art, MA

1981-84 Middlesex Polytechnic, BA

1980-81 Loughborough College of Art & Design

Solo Exhibitions

2002

2000

1999

1998
1997

Hamiltons, London (catalogue)

Ariel Meyerowitz Gallery, New York

Finesilver Gallery, San Antonio, Texas

Hamiltons, London

CameraWork, Berlin

Hamiltons, London

Succession, London

Dorothée De Pauw Gallery, Brussels

On the Entity of Objects/Vom Dasein der
Gegenstande (with Christopher Muller),
Kunstmuseum Bonn (catalogue)

Selected Group Exhibitions

2001

2000

1999

1998

1997

1996

1995

Paris Photo '01, Hamiltons

Fresh, Jane Jackson Fine Art, Atlanta,
Georgia

ArtBrussels 2001, Hamiltons/
Dorothée De Pauw Gallery

Art Chicago 2001, Finesilver Gallery

ArtBasel 31. Hamiltons

ArtBrussels 2000, Hamiltons/
Dorothée De Pauw Gallery

ART2000, 12th London Contemporary Art
Fair. Houldsworth Fine Art

The Photography Show,
AIPAD/Hamiltons, New York

Still, Houldsworth Fine Art, London

Vintage Show, Hamiltons, London

ArtBrussels '99. Dorothée De Pauw
Gallery/Hamiltons (catalogue)

Art Basel 30. Hamiltons (catalogue)

Silent Presence: Contemporary Still-Life
Photography, Staatliche Kunsthalle

Baden-Baden

Travelling to Kunstverein Bielefeld, March-
April 2000 (catalogue)

FIAC, Paris. Hamiltons/Dorothée De Pauw
Gallery (catalogue)

Paris Photo '99, Hamiltons

The Photography Show, AIPAD/Hamiltons,
New York

ArtBrussels '98, Hamiltons, (catalogue)

Out of Frame, curated by Paul Hedge,
Hamiltons, London

Under/Exposed, XpoSeptember Stockholm
Fotofestival, (catalogue)

The Discerning Eye, Mall Galleries, London

Paris Photo '98. Hamiltons (catalogue)

Ordinaire/Ordinary, Miller et Bertaux, Paris

Art Frankfurt, Almut Gerber Gallery, KéIn

A Glass of Water, Chelsea Arts Center,
New York

The Art Exchange, Kagan Martos Gallery,
60 Broad St, New York

Caldicott, Clegg & Guttmann, Gussin,
McDonough, Muller, Smith, Raume fiir
neue Kunst- Rolf Hengesbach,
Wuppertal

ArtBasel 26. Raume fiir neue Kunst- Rolf
Hengeshach

ArtKéln. Raume fiir neue Kunst- Rolf
Hengesbach

1994

1993

1992

1991

1990

1988
1985

1984

1983

Gol!, Mark Boote Gallery, New York

Close Encounters, lkon Gallery,
Birmingham

Foto 1, curated by Christian Anstice,152c
Brick Lane, London

Xenografia Nomadic Wall, (Video
Installation Project) curated by
Umberto Scrocca, 45th Venice Biennale

Seventeen, British and American Artists,
Greenwich St, New York (catalogue)

Love at First Sight, curated by Graham
Gussin,The Showroom, London

In and Out, Back and Forth, 578 Broadway,
NewYork (catalogue)

How Noisy Everything Grows, curated by
Marigold, Royal College of Art, London
(catalogue)

7th Australian International Video Festival
(catalogue)

15th Tokyo Video Festival

Five British Artists [ Finf Britische
Kunstler, curated by Christa
Gather,Thomas Backhaus Galerie,
Diisseldorf (catalogue)

From a Position of Safety, Citicorp, London

Harvest Beige, Citicorp, London

Original Copies, Royal College of Art,
London.Travelled:

National Museum of Modern Art, Kyoto.
Axis Gallery, Tokyo,Century Plaza,
Nagoya (catalogue)

ProjectTitle, Chrome Factory, London

WhitworthYoung Contemporaries,
Whitworth Art Gallery, Manchester

StowellsTrophy, The Royal Academy,
London (catalogue)

New Contemporaries, ICA, London
(catalogue)

StowellsTrophy, The Royal Academy,
London (catalogue)



Awards

1991 Grants to Artists, British Council
1986 Cité International des Arts, RCA
Paris Studio Award

Collections

Art Lab, Tokyo

BP Amoco, London

Dorothée De Pauw, Brussels

Electronic Media Arts, Glebe, Australia

Goldman Sachs International, London

Karl Blossfeldt | Albert Renger-Patzch,
Archiv Ann und Jiirgen Wilde, KéIn

Kunstmuseum Bonn

Leon Constantiner, New York

Merrill Lynch International Bank, London

Miller et Bertaux, Paris

Museo of Electrographie, Cuenca, Spain

Peter Svennilson, Stockholm

Richard James, London

Simon and Yasmin Le Bon, London

Sir Elton John, London

TaraBernerd, London

Commissions

BP Amoco, London

Bibliography

Abrahams, Charlotte. No Hang ups,The Guardian
Weekend, 10.3.01, p.41-42

Aletti,Vince. Richard Caldicott, Ariel Meyerowitz
Gallery,TheVillage Voice, January 22, 2002,
Vol. XLVII, No.3

Althoff, Bernhard. Verwirrspiel mit den Dingen des
Alltags, BonnRundschau, 17.1.97

Bauermeister,Volker. Wo sich Dinge zum Reim
zusammenfinden, Badische Zeitung, 16.9.99

Bell, Jonathan. Rose-Tinted Receptacles, Wallpaper,
September 1999, p.153—4

Bishop, Louise. Plastic Fantastic, Creative Review,
May 1999, p.48-49

Boecker, Susanne. Kiihne Verwirrspiele mit einfachen
Dingen, KéIner Stadt-Anzeiger, 18.2.97

Bosetti, Annette. Die Stilleben von heute, Aachener
Nachrichten, 20.1.97

Braxmaier, Rainer MitarbeiterVon. Eine Kleine
Auswahl aus verschiedensten Sparten, Badisches
Tagblatt, 14.9.99

Brehm, Margrit. Stop Making Sense, Exh.Cat.
Staatliche Kunsthalle Baden-Baden, 1999

Brown, Neil. Still, Houldsworth Fine Art, London.
Independent on Sunday, 30.1.2000

Dannatt, Adrian. But if you try sometime you might
Jjust find, Exh.Cat. In and Out, Back and Forth, 578
Broadway NYC

Dannatt, Adrian. Soccer sideline, The Daily
Telegraph, 2.2.94

Dannatt, Adrian. Richard Caldicott-On a Series of
Solid Physical Articles in the Shape of Ten
Ordinary White Pages Marked by Black Print Text,
Exh. Cat. Kunstmuseum Bonn, 1997

Denk, Andreas. Vom geheimnisvollen Leben der
Yuccapalme, General-Anzeiger, 22.1.97

Dent, Nick. Kitchen Sink, Not Only black+white,
No.39 October 1999, p.14

Durden, Mark. Close Encounters, Creative camera,
Dec. 1994, p.43

Dykstra, Jean. About the Cover, Photography in New
York International, January/February 2002, cover
image and p.4

Feeser, Mitarbeiterin Sigrid. Erlesen Abgehoben,
Baden-Baden: Stilleben der Gegenwarts-
Fotografie, Rheinpfalz, 24.9.99

Fiedler,Tanja. Tupper lebt, Berliner Morgenpost,
18.9.2000

Fischer, Joseph. Die Kunst der Stille, Kunst & Kultur,
9.99

Frieze, cover image (‘paper bag’ 1992), issue 6,
September-October 1992

Gernsbeck, Karl. Kompositionen und zuféllige
“Schisse”, BadischesTagblatt, 13.9.99

Gronert, Stefan. On the Entity of Objects, The Context
of the Works of Richard Caldicott and Christopher
Muller, Exh. Cat. Kunstmuseum Bonn, 1997

Kemmerer, Michael. Lautlose Gegenwart,
Fotografische Stillleben in dr Baden-Badener
Kunsthalle, Rheim-Maim Echo,15.10.1999

Kilb, Andreas. Hausgétter sehen dich an, Frankfurter
Allgemeine Zeitung, 20.9.2000, Nr. 219

Kénches, Barbara. Fokussierte Stillleben, Die
“Lautlose Gegenwart”, BNN, 13.9.1999

Kopp, Siegbert. Eine Schule des Sehens "Lautlose
Gegenwart”: Fotografierte Stillleben in Baden-
Baden, Sudkurier, 3.11.1999

Lacanian ink 14, cover image (‘butter, 1997'),

Spring 1999

Lillington, David. Foto 1, Time Out, No.1226 February
1994, p.39

Lebeck, Josef. Kunsthalle Baden-Baden: Lautlose
Gegenwart, Klappe, 10.99

McKay, lan. Original Copies, Art Monthly, December
1991, p.24

Miyake, Yuki. From London, Designers Workshop, 1X,
No.58, December 1992, p.111

Muller, Franz. Ein altes Thema in neuem Licht,
BadischesTagblatt, 27.8.99

Mueller, Jessica. La Soupe de Daguerre, Exh.Cat.
Staatliche Kunsthalle Baden-Baden, 1999

Nab, Beate. Die Schonheit der banalen Dinge,
Westfalischer Anziger Hamm, 28.3.2000

Pesch, Martin. Um die Ecke Wartet die Op-art und
grist,Taz, 19.2.97

Pfab, Rupert. Irritierende Wechselspiele: Zur
Ausstellung "Vom Dasein Der Gegenstédnde”,
Eikon 21/22, p.85, 1997

Pinsent, Richard. The sensory eloqguence of still-life
photography,The Art Newspaper, No.92, May
1999, p.66

Pramann, Willi. Kunstverein: Stillleban in der
zeitgendssischen Fotografie Tod behauptet seine
Gegenwart,Westfalen-Dlatt . 4./5. 32000

Romano, Gianni. Richard Caldicott, Zoom, May/June
1993, p.46-49

Rothman, Sabine. Fantastic Plastic, House &
Garden(USA), October 2000, p.108

Seaward, Ellie. The Perfect Portfolio, Image No: 303,
Association of Photographers, December 2000,
p.4,5

Strecker, Manfred. Laut/ose Gegenwart Bielefelds
Kunstverein zeigt Stllleben zeitgendssischer
Fotografie, Neue Westfalische, NR.54.
Samstag.4.Marz.2000

T, 1. Perfekte Asthetisierung: Promis und Tupperware
schéner fotografiert als sie sind, Mailaichn
Oderzeitung, 26.9.2000

Zoo, Issue 3, October 1999



One thousand copies of this catalogue have been
published by Hamiltons, London to accompany
the exhibition: Richard Caldicott,

17 March-17 April 2004

The artist wishes to thank

Tim Jefferies, Derek Horton, John Morgan, Ariel
Meyerowitz, FilippoTattoni-Marcozzi, Dominic du
Plooy, Louise Rush, Steve Barnes, Matthew Jones,
PaulTame, JohnWilson, Fieroza Doorsen

© 2004 Hamiltons, London
Hamiltons

13 Carlos Place

London W1Y 2EU
Telephone 020 7499 9493/4
Fax 020 7629 9919
art@hamiltonsgallery.com
www.hamiltonsgallery.com

Photographs © 2004 Richard Caldicott
Text© 2004 Derek Horton
ISBN 0 9547257 0 0

Allrights reserved. No part of this publication may
be reproduced, stored in aretrieval system, or
transmitted in any form or by any means, electronic,
mechanical, photocopying, recording or otherwise,
without the prior written permission of the publisher.

Design and production by John Morgan

Printed by BAS Printers



List of works

All works are 50 x 40 inches
IIfochrome prints mounted
to aluminium and framed
inan edition of 5.

Details shown at actual size.

Cover

Untitled Construction 13
2003

50 x 40 in.

1

Untitled Construction 2
2003

50 x 40 in.

2

Untitled Construction 10
2003

50 x 40 in.

3

Untitled Construction 8
2003

50 x 40 in.

4
Untitled Construction 7
2003

50 x 40 in.

15}

Untitled Construction 11
2003

50 x 40 in.

6

Untitled Construction 9
2003

50 x 40 in.

7
Untitled Construction 12
2003

50 x 40 in.

8

Untitled Construction 6
2003

50 x 40 in.

9

Untitled Construction 14
2003

50 x 40 in.



