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Anna Maria Maiolinotr i l r lst l to! l f1\ \r t l t  successi\e grIerJltol ls Tl] i  croltr l(rn rr l
reprr:sfnl l t ion i tsel l  i r  also r l I  rrcd rs a \rr ies {) l  ]b\trrct(,d
Scorrretr( lof ins *lr ich rrr lh| l )rcrr l tcr 's sl idt 'shor n'pn
sc I t  \ a r i ous  h r r i | l i r r r  su f l r r r  gs  d r t e r i o r J te  r  d  J l r oph \
wll l r  ei lal l  fcp({r l iul  ln lhrs wlrv. TlurnDs s surr| l l  drstopir
oslt 'nsiblr repLrdial |s ln\ pos\l l ) i l ih ol redc lphon

Tlu,t lu'rne ol nrrr l l l io| (olt t i l lLles in thc seco d chi lrnbcr
\\hrre, c r(un]srnbcd b," r rLrrt l i f  of glrstcnrng purple str ips
str ds irr ]bstr i lcted \crslo ol l l tc tr fr  of lrx)$lfdqe (r '( 'n l
thc l i lnr Spcrkcrs cot](cl lcd in i ts branches hroad(Jst i l
I tushcd rnd dirtortcd rt ' rdng ol t l re rrr igrn.r l  tracl.  \ \hirh l t
t lnx's rs blfclv ludibl( '  agl irst thc ovcrspi l l  of soLrnds l iorn
the rdjaccrt clrnrbcr .Alsrr hert rs t |c Prcther s sl ide shorr
scrccl l .  orr lo wlr ich is projcch.t l  Jn chbort l |  rersion ol thr
h lp r0 t l (  t es l  ( i l r d  s r c r  ( ' l r l i ( r  Dcsp i t c  bc  rg  f n i o r i r bh
lookr cornpan'd rvith thc force rr l  the l i lm t lr t '  coltcrrt  r) l  this
se(ol ld (hlrrbcr lacls lrrgrly sup|rf)ruIrs

To f ir td .ur rrtrst u r l l iug lo hr l le l l r t ,  elcphrlt  i l  thc roonr
is frtrenrf lr  ( , l reshr)g: rr ' !afthciess rLnl ke Rr' trrnr o/ lhr,
B/a, l  fo[tr.  $] l{)sc rtrrI lgl l)  l l r  rn t ls srr ir l  r l rcs. Tho us s
tr( ' i r tnrenl of tht ' jssLrcs irr { l l  5rrfJir irrg is sonlc$l l t t  l l l r \1-
h r rdcd  Wa lL l r l o r t r  r hc l { )  c  t na \  bc  r I  ( ! s r  t J rRc l .  b  l' lhorrras s sl l t l r(  s 3rgurbl\  l t  t inl fs as cn]ot l \c l l ld pre\(r ip.
t ire ls th{ nratff l r l  sht ts rr i l iqLrt g Thc lr t tst s drsdurn l0r
rel i i lx)n rs r le.r but rhould dis.rgrec.rhle d{)gnlrs lh(^\f \er
dLrbirrus or odiorrs) rt ' l lh bc erpunqed b,, bcutinq t l tenr rrver
lhe l trad uLth r prort rhi ir l  sprde)

Who  l l i t s  t l x  r i gh t  t o  n r J t ,  r nd  $ho< r ' r u l r  r s  r i q l r t )  l h i \  i (
t l lc ( lLlcst ioD thi l l  is lel l  nnqtnq l l l  our ( 'Jrs
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Canlden Afts Ccrlt fe s sinrrr l t lncoLrs hoshrrg ol soLcr shorvs
b )  t hc  l l r l i nn -bo r r  B r l z r l r i l n  J r l r s l  A r t na  Mr r i u  Ma io l i no
(br94:.) arrr j  tht 'Londor-hrsr.d Sprnirrd Anuela dc lr  ( inrz
(b r969 )  r s  t xh i l r r r a t i r g  a rd  p la r l r r l  Thc  s r r rp r i s rng  ob l cc t s
brcuglrt  logether in thc t lo erl tr l trhorr. r ;rrrtoLrslr plr lde
lhc i r  c r ccss i r c  ob j c t t hu rd  i n  ! c r !  d i f l c r c I t  w l l s  n  l t f r '
i l  d  Con l i r r uous  i nd rcak  l hc  t o r r cc r r r  bc r l h  a r t t s t s  h . l ! r
! t i th l i rnf uoth r\p( 'r i rnent wi lh thc lemporrl  crpericncc
of nri l ter ials and (akgories, working irr series Olc $J,r to
dist irrgLrish L)et$cen thcrr rpprorthes $oulJ l)e to \ar t l l l t
Ma ro l rno  s l r qcs  l hc  ro rnp r r l s i ve  (on t t nu l t y  o I  o r l r  des i re
l b r  ob j cc t s  r t t d  l o r  a r t i s t i c  l uboL r r .  shL l c  de  h  Cn rz  r c *o r l s
t he  l r r  l l t t i c  u l t c r r  l t h  o l  t hc  co l l l r psc  o f  r node r r r i s t
n red iL rn r  spec r l i c r t t  Ru t  t l r c r c  ( r r  be  ro  s l r ! i ! h t l o ruu rd
oppos i t i on  he r i '  De  l J  C ruz  a l so  e \p l o res  t he  ro l t i r r L ra l
r nu t r l r ons  o f  n r l r i ad  s i t L l a l r d  e Iaou l l t e r s .  r nd  M i t i o l  l o  s
i ns ta l l r t i on  i q  l l so  a r  ' r l i t , r ' s i t r .  r  ( c l l e t f r \  o l  l r cu r l u .
hted phrsicr l  laboLrr Ihe lr t isls wofk lhrourh thc lcgrcics

o l  pos t ' n l | nL rna l l s rn  r  d  l l co .ao I lC rc t i s  l .  w t , l r i I g  t hcsc
hr\tonrs lnlo l ieslr forrrrs Both ntke *hrt corr ld l tr  cl l Id
srrb-objccts: de l l  ( .ruz s wcrrks th(l tr ir i t l l t  rpoloqisc l i rr
lhis co' ldl trol i  tr ' l l ro|rro r don l

N'{arol ino s instr l lat ior Corrl inrorrr is Lrnrpologctic Wr
rr l ter r roonl in \ \hrch thousi lnds of cl l t  orr, ihi i l t ,  cl i rrg
l i I c  n r r r  l us r s  t c r  ch i ckc r r  t i r t , on  t he  \ \ r l l s .  L r \ t e t ] r nq  l o r
o r i r  r . J .  t o r  *  t l ,  \ r t ,  J  I ' r ( i t l r  U ,  i r "  , I ' ,  r  r g  I  s ' 0 t , .
r oon  o l  l v l a i o l i r o  s  ( co l l r bo r r t i r c )  l aL r r rL r r  T l r t r c .  o rg l l -
isfd in ncat f t)ws, proloklng lssocirt iol ts rrnql lq l iorn t l) f
s rndos  d i sph r  o l  I  b l l c r r  1o  a  l ) . i se l l c l t  l i r l l  o l  s t ock
piL'd w' lpons *c f lnd hLrndrrds ol chr slusui lr 'arrtJ crts.
acrl t  shi lpes sl ices rnd bal ls fhcsc arrd ot lr tr  i l ldctenl lr
rnoi\ t  c\(renrenlal lor) ls l ie i Ir)oc( th lrr ingcd uprrn t lrr
uppcr shelfofr srrrcs ol work surl :rccs I-he lorl 'er shelrcs
ltrrLrsr 'rrt  urrJt 'rchss of nlore Lrnnl l \  or pcrtLrrbrrg l i rntts lr
tefrning rrndrrcurfelrt  \yi Ig for ol lr  Jttention l i r t  si l0saqrs
rrrd pctrr l icd snakrng loops Drspttc lhetr bJs( . t \soati t l ioI ls
arrt l  thcir lacl of f lnislr.  thc l i rnns hlre r hornclr l rppel
\ l{ '  $rnl to louch lhcnl We |Iag le thc pleJslr lablc sen
si l tron - l l )c rntur;r l  proccss ol rol l inq the cl.rr ourrr lrcs
Mrl l ter.ol-fact l !  arrrr lgcd rccording lo a loqir ol lheir owrr.
i l \ ! u r t l r l g  u r l sp rak r l ) l e  ( onsu r l p t j on  t h r  spccLn t r '  s  su ( -
ress f i r l l r  de l y  l r ng l l i s t i c  ca t cgo r i s r l i { )  N i rh r r i l l  I l l l t c r i r L
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REVIEWS > EXHIBITIONS

parades its legrtimacyr it will turn to dust and be recycled.
De la Cruz's obiects are more post.industrial, although

their scale gives them that sense of bodily address that
Michael Fried notoriously found'theatrical' in Minimal.
ism. De Ia Cruz's objects are broken and awkward. Their
expressive qualities are more bound up with language but
their titles behay rather than ennoble them Rather than
the lofty associations of the sort we might f ind in, for
example, a Howard Hodgkin painting such as y,aic,
Eurairg, de Ia Cruz's titles condemn the objects they desig.
nate to serve as sites o[ existential angst and its displace.
ment. Notfiiag, 1998, rs a black, crumpled heap of canvas,
abandoned on the floor near the entrance; Homeltss, L996,
is broken and off'yellow, installed awkwardly rn a corner;
Flal, 2oo9, has collapsed, the metal legs of the orange
plastic chair splayed out beneath it. Vhile such gestures of
deflation may resonate with the 'soft sculpture' of Claes
Oldenburg, what sets these obiects apart from such prede.
cessors is their failure even to be cool or deadoan. Thev
a lso  fa i l  to  be  beaut i fu l ,  un l i ke .  say .  Rausc l ienberg  s
'Gluts', r9E6.95 De la Cruz's tit les are too emotive - the
obiects are sti l l  yearning to represent something more
than what they are. But her recycled filing cabinets seem
less resurrected than martyred, their gallery installation
marking a second death. As such, her oblects invite our
pity, and, perhaps, our self-pity.

Two adul!sized one-man wardrobes, l ike crucified
coffins, form T.Piece, zoto. No amount of lund oil paint
or acrylic would succeed in sprucing them up. Instead,
they appear pinned to the wall, 'sprawling on a prn'. They
materialise the condition described in TS Elhot's louesong
of J Afred Prufrock: 'The eyes that fix you in a formulated
phrase / And when I am formulated, sprawling on a pin,
/ When I am pinned and wriggling on the wall, / Then
how should I begin / To spit out all the butt.ends of my
days  and ways)  /  And how shou ld  I  p resume) 'How

should I presume, the obiects seems to ask, as we lix
them with a stare.

If mrnimalist oblects pointed out that the business of
gallery going entailed a'performance ofviewing', as AJex
Potts put it, the installations at Camden Arts Centre
inv i te  us  to  ana lyse  and to  cons ider  our  phys ica l
{Maiolino) and ernotional (de la Cruz) investments in
looking. These objects suggest that at some point in the
future it may even be legitimate - once more - to recon.
figure the experience of viewing in relation to the matrix
of emotion, rather than having always to navigate the dis'
cursive apparafus of'affect'. How do we/eel about being
part of a perverse mechanism via whrch we instantly
understand that ifan object is labelled 'nothing' it has
transcended the condition of nothingness) Here, at least,
is an army of what Boris Anatov might have referred to
as'comrade obiects', to enlist in such existential and con.
ceptual quandanes.

There are also some unforgettable short f i lms by
Marolino in the side room. These are succinct, f i lmic dis.
sections, evoking the mouth as a cannibalising orif ice in
the classic INOUI shot on Super 8 in r97J, to the inten-
sity o[ an egg contest in + = -, t976, to carefree domes-
t i c i t y  in  QUAqUARAQUAQUA,  r99912oo9.  Severa l
films include experimental scores that are, in themselves,
worth the trip to the gallery. I

(L M (EMFvELcH rs Leverhulme Early Career Fellow at The
Courtauld Instihlte of Art.

I Aft Sheffield
[ife: A User's Manual
various venues Sheffield 5 l\,4arch to r t\,'1ayvar

Aigcla d. h Cruz
Supet Clltt t 2006 Shemeld Contemporary Art Forum is a coalition formed to

raise the cify's profile as a locus for contemporary art, to
build audiences for art and to provide opportunities for
artists based in the city. During the past decade, SCAF has
organised a series oI biennale-style exhibit ion projects.
These now comprise a single exhibition spread across civic,
independent and artisfrun exhibit ion spaces, in whrch
artists with an international profi le are shown with, and
unsegregated from, Shellield-based artists. Sometimes they
are the same artists. Part of the distinctive experience of
viewing Art Sheffield is the act of perambulating between
the six city'centre exhibition spaces within which it hap.
pens, venturing away from the shops and into Sheffield s
hidden post.industrial hrnterland.

In zoo6 the internationally peripatetic art crit ic lan
Verwoert was invited to provide a framing commentary for
the event, collaborating on its realisation with SCAF and
the artists. The mind.tickling text he wrote provoked con-
siderably more interest than hitherto. He also introduced a
retrospective element, interestingly posltioning wrthin the
exhibition examples of East European conceptual art from
the r97os. This idea has been perpetuated by the zoro
Netherlands.based co.curators Frederique Bergholtz and
Annie Fletcher. One outcome o[ their interest rn examin.
ing the legacies of feminism is the interpolation within
their selection, amongst other things, of Susan Hil ler's
analytical snrdy of lo5 picture poslcards, Dedicated to lhe
Utknown Aftists, 1976. It was Hiller's installation, in fact,
which was the starting point for 0tis whole prolect. Otherwise
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