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AHHHHHHH TAKE ME

Andrew Amorim

AFTERTOUCH |

HD video installation
17 min45s
2015-2016

AFTERTOUCH II
HD video installation
7Tmin40s
2015-2016

Text: Federica Bueti
Voice: Johanna Balet Lettmayer

Performers: Ole Martin Meland, Timothy
Bartlett, Nilkolay Tysse @berg, Henrik
Nordin

Camera: Kjell Gunnar Hjartholm-Knudsen
Sound: Jorunn Bgrve Eriksen

Light/Grip: Mats Willassen

Sound mix and drums: Anand Chetty

“Through the intrusive whispers of

the video, explaining the end of the

world with the most vapid though valid
narrative of all; the approaching asteroid,
we're confronted with the perversity of
apocalyptic urge deeply implemented in
the collective psyche of the developed
world. The urge to compromise,
deteriorate and obscure what is produced
for us, must be as much a trigger for
investment as preserving the investment,
being a caretaker. It’s unavoidable, if you
invest you will be responsible for decay.
The more care you take the more at fault
you are when the unavoidable happens,
because all things must be compromised.
The characters in After Touch provokes
this unavoidable decay, making their
shiny suits inferior in character, quality
and value, by lingering in mud. They’re

Henri HOtt

THEATERED

Installation with six 40“ Samsung flat
screens

2017

How close can one getifthereis

a spectator and a spectacle (and
inbetweenia)? How close can one zoom
if there are expectations and reality
(and inbetweenia)? How precise can
one be if there are the right moments
and moments that are even more
right? Or how to discern the border
between lightness and darkness? That
tangible difference is like the darkness
between the flashes of a lighthouse.
Itis the instant between the ticks of a
watch. Empty intermediation as the
void between events [that we are all
witnessing together]. How lost can one
beifthere is a space and another space
(and inbetweenia)? It is the interchronic
pause when nothing is happening that
allows us to be together.

Carl Johan Hégberg

SHE WHO SPEAKS, ANEW FRIEZE WITH
THREE ONLOOKERS

Four-part frieze in dialogue with three
small portraits

2017

Catherine-Elise Miiller was an employee
of commerce by profession and a
medium by vocation. Better known

by her moniker Héléne Smith, she
enthralled her audiences from the upper
crust of Geneva with candle-lit spiritual
performances at the turn of the previous
century. She incarnated celebrities like
Marie Antoinette and recited poems as
Victor Hugo, but was best known for

her “Martian Cycle”, a seven-year spell
during which she was in contact with the
inhabitants of Mars. She spoke of their
cities, drew pictures of their fauna, and
became fluent in the Martian language.
Surely much more transpired during this
seven-year period of Smith’s life, but as
is often the case, what we are left with is
the interpretation of her life by others,
not her own voice. Théodore Flournoy, a
professor of psychology at the University
of Geneva, tricked his way into Smith’s
life and wrote a book that propelled

his own fame as much as it decimated
hers. André Breton inducted her into

his surrealist sect and based his novel
Nadja on her. From here a list of white
male interpreters has accrued since her
passing: she who speaks, and he who
interprets. Of course, the irony of these
words is not lost on me -- | am simply the
latestinline.
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Marten Spangberg

Antonis Pittas

Paul Kuimet

Toril Johannessen

Laura Kuusk

Toril Johannessen

THE INVENTION AND
CONCLUSION OF THE EYE

Audio drama, paper sculptures and
framed print

35 min

2017

“The Invention and Conclusion of

the Eye” is an audio play about visual
perception and visualization, but also a
speculative story of how the eye emerged
in nature and could become obsolete as
a sensory organ in the future. Told from
the perspective of a character called Mx,
the narrative presupposes that digital
technology shapes the way we perceive.
In a time where predictive technologies
and surveillance is increasingly common,
our expectations as to what we can

know about the future and how we can
intercept it are changing.

Paul Kuimet

GOLDEN HOME

16 mm film, rear projection,
4 min 26 s loop

2017

Camera: Jaan Kronberg
Postproduction: Margus Voll
Colour grading: Dirk De Jonghe

The artwork is a part of the Estonia 100
art programme 100 Art Landscapes

In this looping film the camera looks at
two architectural environments that were
built in different ideological eras. Parnu
KEK Construction Company’s Housing
Complex “Kuldne Kodu” (“Golden
Home”) - the large building designed

by Toomas Rein in the 1970s - is one of
the few examples in Estonia of modernist
architecture and design on such scale
and utopian totality. In this single-take
film, its influence seems so far-reaching
that the design of the housing units

built in the 2000s, which are seenin the
other half of the film, still bears traces

of the constructivist-inspired aspirations
associated with communal living in

the early Soviet Union. Just as the film’s
structure is a continuous loop, the

design elements and colours that repeat
themselves in both environments
reference the Benjaminian notion that
each generation’s revolution redeems

or continues all past revolutions. The
hovering camera movement combined
with the 16 mm film projection creates

a further interweaving of separate
technological eras that underlines the film.

Antonis Pittas

HANDS ON

Installation with carpeted sculpture,
soft sculptures and slide projections
2017

In recent years Antonis Pittas’s work

has gravitated towards reflections on the
historical avant-garde, re-activating

the heritage of Russian formalism and
Bauhaus to address contemporary

social dynamics. Drawing on modernist
formalism, Pittas relocates its

aesthetic conventions in the context of
contemporary protest movements and
the aesthetic strategies they employ;
and, in this way, he has turned the
expressions of revolt into monuments.
“Hands On” combines a triangular
amphitheater structure with two pairs

of soft, black faux leather hand
sculptures — modelled on the artist’s own
hands - to create a functional sculptural
environment for exhibition visitors. The
slide projections show images of Pittas’s
own hands interacting with archival
material from the Russian avant-garde.
Together these elements draw the viewer
into a tactile system in which value,
performativity and material history are
contested. Pittas reminds us that our
sensory vocabularies are infused with
ideology.
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André Tehrani

Melted glass object

s

Kristina Ollek

Statue of angel exposed to the blast

James Webb James Webb

James Webb

UNTITLED (9TH AUGUST)
75 title cards
2005-2010

This work consists of 75 texts from title
cards that contextualize the exhibits in
the Nagasaki Atomic Bomb Museum,
Japan, documenting and memorializing
the events of the 9th of August 1945.
These labels were copied by the artist
and presented together in ‘museum
card’ format; displaced from the objects,
remains and photographs they were
intended to describe. Amplified by this
separation from their visual counterparts,
these texts express and represent ideas
of trauma and absence.

Untitled (9th August) exists as a

series of transmutable texts, which

can be reformatted, redesigned and
repositioned depending on the context in
which they are exhibited. The work is not
tied to any specific font or typesetting,
other thaninterms of its reference to a
museum card aesthetic.

SCREAM (GUERNICA)
Signed certificate and sound installation
2008

James Webb, Scream (Guernica), 2008,
an intervention at the Reina Sofia, Spain’s
national gallery, where members of the
museum’s staff were invited to scream

at Pablo Picasso’s Guernica. Because

the Picasso family own the rights to

the painting’s image, the artist was not
allowed to document the project visually.

Photo: Anthea Pokroy

A SERIES OF PERSONAL QUESTIONS
POSED TO APHOTOGRAPH

MARKED “F. FREIBERG. 1859” IN THE
TALLINN MUSEUM OF PHOTOGRAPHY
Sound and photographic installation

at the Tallinn Museum of Photography
2017

The artist selected one of the oldest and
most remarkable photographsin the
collection of the museum, an ambrotype
taken in 1859 that, in the 1960s, was
damaged when a conservator rubbed
alcohol onto it and warped the image.
This altered object is the subject of
Webb’s enquiry, and he has prepared
questions to address to the photograph
itself, treating it as a sentient being, and
wishing to see what these queries might
reveal. The artwork is staged with the
ambrotype on display and faced with the
disembodied voice of the questioner.

TUNDMATU

Site-specific sound installation at the
Tallinn Museum of Photography
2017

The Museum of Photography has in its
possession a collection of photographs
donated over the years by the people

of Tallinn. These images, featuring
weddings and funerals, formal portraits
and incidental shots, largely remain
anonymous and unaccounted for.

They are referred to as “Tundmatu”
(translated as “unknown?), and their
status as historical documents worthy

of preservation remains uncertain. The
artist invited the playwright Louis Viljoen
to collaborate on sifting through the
unidentified photographs and look for
connections, narratives, and stories that
they might suggest. Using the pictures as
visual cues, the collaborators generated
an assortment of literary images for a
pair of actors to voice. These words are
broadcast from a speaker system in the
empty cellar of the museum, a space that
has served as a prison, a public lavatory,
and a homeless shelter.

All works courtesy of blank projects, and
Galerie Imane Fareés.

Kristina Ollek

DISTORTED HANDS
Installation, plexiglass, UV print
2017

OBJECTS (1.1-1.3) ON LOAN FOR THE
TEMPORARY EXHIBITION

Installation, plexiglass, UV print, stainless
steel stand-offs

2017

Objects (1.1-1.3) On Loan for the
Temporary Exhibition is an installation
that revolves around the subject of future
archaeology and museum displays in the
context of contemporary image culture
and its (im)materiality. It approaches the
idea of a collection by questioning the
relationship between the artefact and its
representation. By starting a dialogue
with the other exhibited works at Image
Drain, the installation acts as a hint of
absence, the replacement of objects,
becoming a new artefact of its own.

MDF, spray painted shadow box frame

40x100cm

2016
HEX #142739A > #4DFFB8

Acrylic on polyester canvas stretched on

HEX #000D1A > #FAFBFC
Acrylic on polyester canvas stretched on

André Tehrani
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digital sketch is encoded with an RGB-

triplet, which is the basic unit of the

hexadecimal colour system commonly
used for displaying colours on web pages.
The colour fields of the computerized
drawings - initially displayed on the
screen as configurations of red, green
primary colours before being applied to
the canvas. Tehrani’s paintings explore

reproduced with masking tape and

and blue light - are interpreted by two
brushes.

additional systems with divergent

the chromatic compartmentalizations
of a colour spectrum transcribed as
digital code and are like hard copies of
virtual colour swatches, painstakingly



THETITLE IS IMAGE DRAIN
Anthea Buys

The last time | was responsible, or semi-
responsible, for a group exhibition,
before this one, was April 2014. | felt like
a curator and made it together with

an artist-curator who is also present in
this exhibition, André Tehrani. It was
called “Soft Measures”, and it happened
in the project room at the WIELS Centre
for Contemporary Art. Between then
and now | have curated not one single
group exhibition, and even this one is
very hard for me to come to terms with.

| know that all the artworks are fantastic,
but as an exhibition... | am not sure
what | will have produced, if anything.

| experience the idea of an exhibition

as a medium - or even more simply,

as something, as any thing — as an un-
resolvable problem. | am not sure if

an exhibition is a thing, and  am very
hesitant about calling it a medium

in the artistic sense. But a mediumiin
the microbiological or scientific sense

- this works. An exhibition could be

a gelatinous, formless substance in which
organisms can grow and mutate, eat
each other and replicate. You putin the
bacteria, switch off the lights and when
you come back a host of living matter
has spread out in all directions. This matter
is living, but without life. It has no brain,
no ambition, no desire and no suscep-
tibility to pain. It lives until it dies, and
destroys other matterinits path,
sometimes for good, sometimes for bad,
but it doesn’t differentiate between
these outcomes. | hope that art treats
my ideas like this, something in which to
spread out and do its own thing.

| am going ahead with this confessional
tone because it’s important to me that
you know that it is | who made all of

this up, |, a person named Anthea, just
some other person, not particularly clever
or with special insight, and definitely

not an institutional brain without a body.
My brain is still in my body and that
body is supposed to be mostly water,

a medium in which all sorts of chemical
reactions and little wars take place

all the time, leading me to say things like
“I love you”, and to be bad at personal
finance. Because the thing s, | do

love you, and my finances are a disaster.
It’s important that you know that.

| don’t trust the curatorial mode,

and | trust curators even less. I’ll save
you a hard lesson and just tell you,
curators are thoroughly untrustworthy.

The problem with treating an exhibition
as an artistic medium, or curating,

is that even when you behave respectably
as a curator and make as if to “follow”
the logic of the artworks, you end

up in one of two awful places. The first

is a cheap circus version of Graham
Harman’s object-oriented-ontology, and
the second, and more common,

isinthe licentious idea of the exhibition
as a self-coherent world. This is the
spotty second-cousin of Harman and
the hideout for people who still some-
times quote Foucault: speculative
realism. What | offer you in Image Drain is
something that could pass as an object-
oriented-ontology exercise and feels

too much like speculative realism, and

| assume that, because | tell you straight
up thatitis neither, you will believe me.
I’'ve never even really read Foucault,

at least not with any enthusiasm. He was
too sure.

There is obviously no self-coherent
world of the exhibition otherthan in the
imagination of the curator, which is

also precisely where you will find the
delusion that curators have special insight
into the resonances between artworks
and can build connections for you the
viewer that will help you understand
them better. Indeed the whole curatorial
attitude is a performance of possessing
and distributing truth, of unveiling, of

shining the pure and real light of the
good into the eyes of those who have
hitherto been entertained by shadow
puppets in a cave. Curating is not
afraid of complexity or obscurity, but it
will always need to tell you the truth
about that complexity, and to be known
to be the source of that truth.

Plato’s Allegory of the Cave is one of

the most helpful fictional texts ever
canonised into Eurocentric scholarship.
Not only is it the starting point for
thinking about reality and representation,
the nature of truth, form and the
expression thereof — itis also at one

and the same time the beginning

of thinking about photography and the
beginning of aesthetic interpretation.
The co-incidence of these two is no

mere coincidence. Because until
Francois Laruelle introduces us to the
ideas of non-photography (2011) and non-
standard aesthetics (2012), photography
had no other place in aesthetics than

to be interpreted, after the conditions of
aesthetics and philosophy are given in
advance. Photography has always been
given over to, on the one hand, aesthetics
(in the case of art photography) and,

on the other, to its content - that is, to
the ontology of the world outside the
photograph.

If curating existed in Plato’s time, the
curator would have been the person
writing in to e-flux Art Agenda with
directions to the exit of the cave. And

at the exit you would find them waiting
with some colleagues to explain to you
how the sun works. But now | wonder:
what happens if we close the cave door
so no one can leave, and we make sure
that the curatoris on the outside,

and we blow out the flame? Some great
things have happened in the history

of dark caves. Jesus made the first
photograph while he was dead in a cave
and no one was looking. Some sources
say the illumination of him more or

less simply being Jesus made the image

of his face appear on his funereal shroud.
Other sources say it was muck from

his bloodied face, his leaking deadness
that seeped into the cloth and left the
impression. Darkness as an imposter of
light.

The other wonderful thing about a very
dark cave is that, to the extent that the
sighted rely on their eyes for the truth
about the world, you can’t tell who else is
in there together with you. | want to be
the curator’s bored colleague who sneaks
into the cave just as the stone is rolling

in front of the sun, like Jesus’s secret
girlfriend, or a bat (also important in the
history of philosophy), so that | can figure
out how to see and say nothing-at-all,

not just the absence of content, but what
Marten Spangberg has called - | think
following Laruelle - “nothing’s nothing™.

For Laruelle non-photography is not so
much an approach to photography as

a photographic approach. It is a way

of coming to the world, a stance towards
the world that takes it in and doubles

it even before the flash of enlightenment,
even in the dark. “Photographs are

the thousand flat facets of an ungraspable
identity that only shines — and at times
faintly - through something else.

What more is there to a photograph than
a curious and prurient glance?” That

is Laruelle, The Concept of Non-Photo-
graphy, and that is only the first page.

The world is cloned in the substrate of
photographic material, which is both
itself and an analogy for the senses and
the intellect. We know by photography,
meaning we pull the universe out of
blackness and burn it by a lightning
flash into the calculative processes of
epistemology. We inaugurate the world
as world with light.

My god.

The important thing to know here is that
it’s not phenomenology and it’s not



metaphysics, and it’s definitely not
simulacrum. It’s prior to all that. It

is a first fiction. Genesis. We clone the
world as photograph in order to know
itand live init. And yet we don’t know it.
We only know a semblance of its clone.
For Laruelle, photographic looking

is ontological, although rather than
revealing the being of the world - the
All and the One, the real thing, the X,
the imaginary number - it clones the
world, creating being that is absolutely
fictional. Photography may represent
the world in one limited sense but

only in order to produce fiction and to
reveal the ontology of fictional creations.

| think a clone is a very effective imposter,
an imposter so skilled and integrated

into their life that they are absolutely
indistinguishable from the real thing.

Phil Collins the drummer and Phil

Collins the artist can both be the real

Phil Collins. They are both imposters of
PHIL COLLINS, of themselves, of Phil
Collins before we knew Phil Collins.
Apart from Phil Collins, a literary author
is an imposter par excellence. The

author makes a career of standing in for
themselves, and even within the discipline
of literature one knows not to mistake
the real author for the character of the
author, the one who writes as opposed

to the one who lives the life of the one
who writes. Collapsing these two

has a name: the intentional fallacy - the
fallacy of ascribing intent.

Within a biological medium there is

no expression of intent. Agar — a common
element used in labs and desserts - is
not even a life form in its own right.

Itis ajellythat comes from boiling an
algae. It constitutes aninert mass in
which e. coli or tuberculosis can simply
get on with it. It adds no variables and

no meaning to an experiment.

| am trying to get rid of my intent, to make
an exhibition without an image of it in
my mind beforehand. | am trying to think

as if | were my own imposter and my
intent mattered for nothing at all. But the
truth is that my entire task is crowded
with speculative images about which |,
or my imposter, get to make decisions:
diagrams, floor plans, stills from films
that are not yet made, iPhone pictures

of works in progress, and many,

many 3-D models. | have a planthat | am
trying to make almost disappear.

Maybe you could think of me as the one
who boils the algae. The one who

boils the algae in a dark cave while Jesus
snores.

Tallinna Kunstihoone publikuprogrammid toimuvad koost66s Sally Stuudio kunstikooliga. Vaata ldhemalt: www.sallystuudio.ee ja kunstihoone.ee

PUBLIC PROGRAMME OF TALLINN ART HALL

INTERPRETATION
GAMES

Forages 5-8
Duration 90 min

Focus: freestyle analysis of art
works

Art vocabulary: photography,
curated exhibition

General competencies and
abilities: skill to play, ability to
perceive and learn, social skills
values capacity, social capacity,
communication capacity

What happens when the curator
rejects a specific structure and
gives the viewer the opportunity
to enjoy the exhibition however
they wish? This results in

the freedom to look at the
exhibition exactly as you wish!
“Interpretation games”isa
playful space for interpreting the
exhibition, where we experience
the exhibition alone and in a
group, standing or lying down,
with our eyes and ears, rationally
and emotionally. This focuses

on attentive looking, making
connections and fantastic stories
based on the works. At the end of

the lesson we will put together our

own exhibition.

OH, WHAT ASTORY!

For ages 9-12
Duration 90 min

Focus: the many interpretations
of a single art work

Art vocabulary: curated
exhibition, photography

General abilities: values capacity,
social capacity, communication
capacity

“Oh, what a story!” is an exciting
journey through the Photomonth
exhibition “Image Drain”, during
which we will be able to stretch
our body and imagination and

tell stories after being attentive.
We will experience the exhibition
alone and in a group, standing
and lying down, with our eyes and
ears, rationally and emotionally. In
the second half of the lesson we
will ask what makes a photograph
art and will be putting together
our own exhibition using the
archive of photographs in our
phones.

FICTION

For ages13 and up
Duration 90 min

Focus: creative interpretation of
art works

Art vocabulary: curated exhibition,
fiction, visual, narrative

General competencies and
abilities: Cultural and values
capacities, social capacity, digital
capacity

“What if we let go of the idea

that an exhibition should reflect
something from art or from the
surrounding situation? What if we
letit be a fiction instead?” asks
Anthea Buys, the curator of the
exhibition “Image Drain”. Thus,
attentive looking at the artworks
meets a freedom of interpretation
at the exhibition. The results are
exciting connections and fictions,
story-telling. In the second half
of the lesson we will analyse
photographs from our personal
smartphones to find out what
makes a photograph art, and then
using these we’ll put together our
own curated show.

FOLLOWING SALLY

(30.09.2017)
Duration 60 min

The large, furry, friendly dog,
Sally, will guide the smallest
exhibition visitors (4-8 year-
olds) around the exhibition with
her tail to have a playful tour of
the exhibition and present the
exhibition to the children and
their parents. A programme like
a good family film, which offers a
shot at discovery for our smaller
and larger art friends.

Public programmes available from Wednesday to Friday. It is best to pre-book
your group visit by writing to publik@kunstihoone.ee. You could also come

to the Art Hall and ask for a tour from the cashier - it is very likely you can be
part of a tour without registering beforehand!

(NB! Without pre-booking the tours are available Wed-Fri 12PM-2PM.
When booking a tour the choice of time is much more flexible)

ART IS ESSENTIAL!

TOUR
Saturdays at 2PM (except
30.09.2017)
Duration 60 min

During the Saturday tours we
will discover the bountiful world
of the various interpretations of
art works, participants are also
welcome to contribute to the
multiplicity of interpretations.



IMAGE DRAIN

Andrew Amorim (NO)
Victoria Durnak (NO)
Mathijs van Geest (NO/NL)
CarlJohan Hogberg (NL./SE)
Henri Hutt (EE)

Toril Johannessen (NO)
Paul Kuimet (EE)
Laura Kuusk (EE)
Antonis Pittas (GR/NL)
Marten Spangberg (SE)
André Tehrani (NO)
James Webb (ZA)
Kristina Ollek (EE)

Curator:
Anthea Buys

“Image Drain” is an exhibition of photography-related artworks whose reasons for
being brought together are buried in a fiction about fixation, speculation, and
obsessive looking. The exhibition uses the notion of the photographic as an approach
to the visual, rather than a medium limited by certain technical specifications.

In this understanding, a photograph is how one makes an approach to the world in
order to make sense of it, and thus photography does not have to be limited
to the production of traditional photographs:

The purpose of giving a fiction precedence over a critical or explicative voice
is to introduce a contract of disbelief between the curator (or the institution) and
the visitor. When a reader of literary fiction picks up a novel, they employ
what is known as “a suspension of disbelief” — they undertake to temporarily joinin
the fabulation, to pretend the story’s facts are true, its characters fully-fledged,
real people. In the context of an exhibition, the introduction of fiction into
the territory of literal, elucidating texts rather invites disbelief. The fiction reminds
you not to trust the curator, the institution, or the artworks too much. The
curatorial authorship in this exhibition is thus partly subdued and partly over
determined. And it exists in two forms: in the first, it is just a selection of artworks
and a fabricated context, just like any other exhibition. In the second form,
a not-altogether-visible text of some kind emerges alongside the works, learning
and stealing from them in ways that are unpredictable.

Behind all of this, and behind the concept of image-ness itself, is a feint impression
of the digital as a kind of full abyss, in which any image at all can be found,
hidden or generated, by no one in particular. The exhibition neither laments nor
celebrates the digital, but rather merely acknowledges it as a necessary condition
of our contemporary relationship to images of all kinds, and indeed to vision itself.



