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The galaxy we inhabit is comprised
of a furious multitude of colliding,
irregular and uncoordinated parts.
Its constituents exist simultane-
ously over avast range of scales, and
conditions, each with its own set of
proclivities. Some bodies are plastic,
others vegetal, atomic, muscular,

or planetary. Each occupies its own
temporal cycle: mushrooms live as
little as a day, while dogs achieve
adolescence after two years ; stars,
meanwhile, the far extreme, can
take several billion before they even
begin to die. Within that teeming
multiplicity, humanity has struggled
to establish and maintain a sense

of order, patrolling categories of
plant, animal, and humanina
hierarchical anecdote for progress.
According to that hierarchy, living
things are privileged over non-living
materials and Nature has emerged
as a Romantic ideal — an advertise-
ment for the sublime, far away from
the industrial undertow of human
culture and capital production. In
The Ecological Thought (Harvard
University Press, 2010), Timothy
Morton critiques such strident dif-
ferentiation, emphasizing instead
the constant flux of our environmen-
tal assemblage, wherein human-
kind’s participation is as significant
as any other species, living or inert.
According to Morton, “Nature” as
a.remote, over yonder, nonhuman
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‘of Swiss chocolate, a desire forever
“yinfulfilled but nqnetheless ma_dden-
ing. Using awide range of media,
from performance, sculpture. )
. photography, drawing, and ?fldeo,.

the artists in Ghost Nature investi-
‘gate the borders and bounds l?etween
 fuman and nonhuman experience,
“indermining vernacular strategies
of landscape representation t.hrough
“which those sites have historically
heen examined.
i Robert Burnier’s material wonld
ieem definitively annatural, and
s a residual trace of human
tion, it cannot be dismissed
‘g0 quickly. Beginning with aﬂa.t,
- {wo-dimensional plece of aluminum,
" Purnier produces athree-dimen-
sional object viaaseries of impro-
sisational folds. Fach fold adds new
ii’e"fght and dynamisim, wlllile s‘r'n':mku
ng the square footage of its ol:lgmal
footprint. When discussing h‘1s pro-
ce".ss', he deseribes it in Situationist

y'et a
“produc

fiamie que colls de

s{ L e 1 GE

deioant

dion du

ites

EEETE FERIe
ey end anaiyees.

deRobart

foynt B PRt Dol

ern

prosrbant, en fant gue s

drume prodnekion el
iRy

3 e AT
e rejetey b promplement.
o dralmindum plate
( Burnier
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terms, as a dérivé taking place on/.
with the surface of a malleable ob-
ject, rather than the earth. The more
Burnier works the surface, the more
peculiarities emerge. He learns the
emerging form as the piece generates
depth, becoming a variant landscape
on the wall.

Heidi Norton includes organic ma-
terial in her work yet, like aluminum,
these materials are harvested and
refined via the material ingenuity
of humans. Using an assortment of
plants, glass, resin and paint, Norton
creates half-living, semi-transparent
picture planes. These reconfigured
“landscapes” hover between literal
and abstract representation. Often a
plane of glass will sandwich bits and
pieces of plant, like a microscopic
slide, or a very clear wedge of amber.
Sometimes the plant clippings die;,
sometimes they thrive, sometimes
they mold. Though impoessible to
predict, resulting patterns of growth
or withering participate directly in
the final work’s entire affect, an effect
that changes over time.

Lile Norton’s wall piece, Irina
Botea’s film also exploves vegetal
potency. In Picturesque, Botea and
her collaborators, Nicu Ilfoveanu
and Toni Cartu, follow aretired
tour guide throngh the Romanian
landscape in search of the expert’s
“pieturesgue” ideal. As the camera
follows his lamenting commentary
through wild, abandoned passages of
tush and billowing vegetation, his dis-
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| appomtment becqmes more palpdbl(,,
: 1llustrat1ng the pohtlcal nature of his

gular'mémbers of any houschold
théy seem tame and banal. Over the
course of the exhibit however, the
vegetables change, shriveling in

. parts as they bloom in others with
inborn n, grotesque, and anarchic life.
In Taking Care, Lapthisophon places
parsmps, turnips, and potatoes in

a bucket with a burlap sack of i ice.
Replenishing the ice in the sackis a
human act intended to counteract
the vegetables’ instability.

. There are tiny, invisible events
‘happening arovnd and within us all
' of the time. CERN—the most power-
“ ful High Energy Particle acce}erator
- Taboratory in the world is dedicated
© precisely to such miniscule events.
. While visiting the European labora-
tory, Jeremy Bolen photographed

< buildings surrounding the accelera-
i tor-—run down modernist structures
‘with angled faces and regimented

~ “windows. After bringing the film
'back to Itlinois, he buried it at Plot
M, a nuclear waste burial ground
“used by the University of Chicago
during its early, nuclear research.
“When Bolen later returned to the
“site, he found the undeveloped role
~above ground, mysterionsly
inearthed. The resulting print
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collapses not only the geographical
loeations of Iilineis and Geneva, but
also records different visible and
invisible presences above and below
ground. The vertical strip of three
CERN structures is compromised by
aparallel fade-line—a trace of invis.
ible Plot M and CERN energy passing
through the film : like a ghost pass-
ing through awall, a trace of plasma
left in its wake.

Abstract painter Carrie
Gundersdorf toys with the limi-
tation of human apprehension.
Furthering her ongoing study of
planetary bodies, she exhibits a
lavge wall drawing, Four Sections
of Saturn’s Rings in the galler-
ies’ main rooms. At first glance
the drawing looks like a coloy
study — strips of pastel grays, vel-
lows, pinks and blues lie at variant
angles and values ; the composition
1s simple, minimalist even, save
for the margin’s small nest of test

scribbles. This drawing is a color
translation of black and white NASA
photos of Saturn’s rings. Like that
photograph, Gundersdorf condenses
a massive amount of space and
information into a human frame,
grafting that conversion onto the
language of abstract painting,

Devin King intersects the scales

of human and astronomical sites as
well. In this case, King was influenced
by the “founder of lunar topography.”
Johannes Hevelius was the first ho-
man to map the entirety of the moon,

Jaunes, roses et blewes sont dis sposdes

dédid dees minuseules évdnements,
Lors de sa visite ao centre 4 (3 endve,
deresry Boden o phot tographiéles
immenbios entoarant ¢ aceélératenr
tructures moderpeg délahrées
cudos angulatres ot gy
‘fﬂlmw %muwiuqm‘s\ Ason retouy
dans Vinois 11 e entervd de film A
ot J\i une vone denfogd

sEement

ste pay

I ”?‘ii“i’i gitd (’f (mi{‘;wu]mo‘,{. sy

nlamatiore
Lo S(fue j“i remy i (iif‘li Rt rolnnrnd

sarie site, 4 avetvonye n pelficule sur
ie s, déia mFstoriensement Ao
rée, L’im;n cagion finsle refidte non
sewdenent les vones pdom e de
Pillinols et de Gendve mais on: e

Pol

tre {59"'1‘35'%':“* nt }'3]‘{.&.&‘ lenes prise
visiblos et invisibles aupd
en dessous du gol, Lo band:

vale de trols strnctores di
.i;:a (;u,iéf.z"v nar ane Jé%
5 Mnmps- Crace invis
du slte Plot M et du h‘tté i 7
travers Lo Hlme el un fantdme raver-
sarbun muy, wae trace de
ste dans son sillage,
Lapeivtve abstvaite Cnrrie

UnndersdorTmanipule les limites dr
Pappréhension hmmmm—' Pourarvant
som Slude st les corps planés

Blagiig |
niasig lnia-

ci?} 1,

elle prégsente nn tmposant dessin

erural intiiulé Four Sections of

Sateerns Rings dans I salfe prine.

pale de lo palerie, A premier abor d |
soncenvee ressemble dune o

conlenzs - des bandes g3 RERY




usmg a teleseope that per mltted him
~“only to see certain sections of the

“ celestial body at once. Hevelius’ 1647
maps corpiled that observational
dataintoa smgle, compressed image.
“Usingan: made moon print,

. Kingma es cassette tape sleeves for

: aﬁctlon band called The Moon —

' 'that pr int frames a backlit slide of

a blurz Vi band playing garage music in
one cagsette, in another the image

of astreet light at nightin aback al-
Iey King offers a par ticularly humble
iteration of the human, its electricity
“and the moon, while also reflecting
“the more general tendency to project
human emotions and characteristics
on nonhuman faces. *

% Multiple works in the show

; ?resent an attempt t6 transcend an

" anthropocentric orientation to the
world. Though earnest, these project-
ed expectations tend to fail, exposing
alonging to overcome the bounds

of human experience. Rebecca Mir
Grady writes letters to her lover, the
ocean. These letters will never be an-
swered, despite earnest intentions.

It is an unrequited, long distance
affair. And though the effort might
strain to suggest an anthropomor-
‘phic interpretation of that awesome
salt-water body, the illiterate object
“of her affection defies translation,
being ultimately, too independent,
.unpredictable, and strange. Itis both
.one thing—an ocean—and many,
‘eomiprised of parts, being full to the

continued on page 97
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The Ghost Nature exhibit was on view at th

17th- March 1si, 2014, During the same spring, La Box, Ycole Netional Supé

hosted two variations of Ghost Nature; Pr

nrltuuﬁ ORI, IanumJlGLh tebruary 8th, and Murch 27th - April

e University of lllinois, Chicago’s Gallery 4ou from Junuary

éricure dArt de Bourges
ajections numaliems, and Ghosl Nature; Le Fantéme dgh
26th, respectively.




