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interstitions presents a selection of works which 
consider the relationship between the lingering histories
in images and their premonitory politico-aesthetic 
implications. As a point of departure, interstitions 
(understood as small intervals or voids within larger 
whole) examines the nature of interventions that stem 
from image artefacts to explore a residual semiotic 
history, unpacking their precarious form, content, value 
and telos.

Titular examples showcased here include iterant 
documentation of stilted stallions made object, painterly 
signifiers of animal superstition, simulations of quiet 
desires for collapse, and lost memories reconstructed 
from found familial archives. A commonality across 
these works is their sense of subtle anticipation, 
perhaps stemming from the seemingly fleeting, yet 
consistent, interaction that the artists had with their 
subject matter. We compare this subtly, this sense of 
ambiguity or uncertainty surrounding what might come 
of these images, to the notion of loitering, dawdling, or 
flânerie – the act of strolling or meandering through
society whilst observing urban life in a seemingly 
detached way. What emerges from these wanderings and
subsequent interactions is a kind of soft iconoclasm. 
Each of the works presented here constitute an 
awareness/rejection/repetition of the icon as that which 
holds certainty, sureness, or veracity. They’ve been 
brought together through a concomitant undoing, 
unmaking, and, making ambivalent the image artefact as
holder of truth. Whether or not the images translate to
tangible acts of subversion against a system’s logic – be 
it a private members club (Guy Louden), intimate family 
heirlooms (Ella Valentine and Tom Rogers), short-form 
algorithmic content (Lucinda Tassone) or the 
omnipresence of colonial symbolisms (Aaron 
Claringbold) – their interstitions in a history of signs 
speak to how the images function, rather than what they 
essentially are. The spectrum and ambiguity of this 
functioning is the focus of the show.

As Sadie Plant speaks to at the end of her book ‘The 
Most Radical Gesture’; as the political efficacy of 
poststructuralist thinking was subsumed “into the heady 
hyperbole of the postmodern world view”, how might the 
critical impetus of the spectacle be maintained towards 
a genuinely political end?(1) Plant, of course speaks here 
of the decline of the situationists, their cultural trailing 
off. The question remains: if all acts of aesthetics are 
performative, where is the space for politics in this 
equation? The question, a long toiled one, crops up again 
here in our little show.

To begin to chart this dialogue, Louden’s project, which 
he describes as a “scheme”, works as a catalyst for 
thinking about the interstitious gap between ideology and
practice, in this case perhaps a complicit praxis. The 
artist presents a small video work, abstract and 
monochrome, interior scenes, 3D rendered rooms and 
other building perspectives exploding (somewhere 
between a violent fracture and a composed drifting 
apart). The animation  meanders along slowly, in bullet 
time, without sound. Accompanying the modelled 
detonation is a print taken from the film, similarly 
abstract and monochrome. Louden speaks of the 
inception of this work: 

“I felt revolted by the idea of a private members club, so 
I asked their architects to provide 3D models of the club, 
and then ran a computer simulation imagining its 
destruction.” Teasing out the ambivalent value status of 
this gesture, a simulated model of collapse, a 
performative act of the idea of sabotage, the artist 
reflects on his work as “a futile and pointless scheme”, 
despite the fact that it generated lively public discourse 
about the value of work’s action.

Situated alongside Louden’s work are Tassone's 
superstitious animals – a white rabbit and black cat (for 
good and bad fortune, respectively) – exacerbating the 
dialectic between the futile and the potent by importing 
an additional layer of uncertainty. Ironically, we leap at
the opportunity to use these animals as forecasting 
devices. There is a tendency to extract confident 
insinuations from their isolated appearances - both are 
used as coping mechanisms for dealing with uncertainty. 
However, any trace of sureness atrophies when these 
animals are situated side by side (with both sets of
eyes arresting the viewer, no less. If the spectrum of 
practical outcomes that stem from such conflicting 
premonitions might be mapped out, their polar opposites 
may amount to some vague tribulation (                  ) or 
questionable redemption (                 ). With all of these 
reference images sourced from social media and the 
internet archive, the foreboding black cat and white 
rabbit are flattened into memetic form. Inasmuch, 
Tassone’s paintings implore a consideration of the status
of images and symbols.

The horse, historically speaking, has stood for imperial, 
capitalistic progress. The material determinate in the 
rise and fall of empires. While many cultures developed 
and maintained a deep spiritual connection to horses, 
throughout the 19th and 20th century in the West, the 
horse was capital to be utilized toward conquestorial 
ends. This symbolic tie rears its head in numerous 
circumstances; for example ‘horsepower’ is quite 
literally the comparison of a horse and machine lifting 
33,000 pounds one foot in one minute. Here, however, we
find the decaying memetics of the once mighty symbol, 
subdued and reduced to mere simulacrums. The symbols
of horses, statues, Claringbold photographs, shiny, 
abject, and without vitality, look more akin to toys than 
the mighty horses depicted rearing under emperors and 
generals. Here, although in some cases rearing, their 
shiny carapices and obtuse glares speak to a symbol in 
decay; to a society clinging to a nostalgia for an old 
promise of new futures. Claringbold, in their persistent 
documentation of statues of horses, documents a failing 
promise of colonial prosperity rather than a horse itself.

The personal photograph stands for individual iconic 
recurrence of memory, a stolid reminder of that which 
has come to fruition, in contrast to the premonitory 
timbre of much of the rest of the show. Valentine & 
Roger’s remixing, collage, and intervening in this kind of 
document constitutes an undoing of specificity and 
inasmuch, an attack on time. What was once a series of 
hyper specific artefacts, referencing lives lived and 
events unfolded, are made feeble by soft interjection. It is
tempting to think of this intervention as a universalising 
of these memories.However, this fails to speak to the 
new kind of specificity imbued in these objects and the 



context in which these artefacts were found and remade. 
This, of course, is paired with a monolith that barely 
stands under its own weight. Objects found discarded 
and damaged, here, memories are made over and their 
containers revealed as shaky and fallible. Gost stands, 
barely, as work vital with the impulse to construct self, 
to make oneself anew over and over; this act, in itself, its 
own kind of premonition. A surety to the fallibility of the 
ways in which one can understand their past and a 
commitment to recreation, whether intentional or not.

While the title of this show speaks to a pause, a 
momentary wondering/wandering, or even a rupture/
intervention, there arises many other articulations of 
the throughline between these works. One of them, we 
believe, is articulated in Ray Brassier’s 2003 article on 
Francois Laruelle’s “non-philosophy”; notable for its 
rejection of normative philosophical tools, its insistence 
on the pre-emptive function of decision making, and 
emphasis on the immediacy of experience:
 

“It is important to remember that although non-
philosophy does not have a goal, it does have a function.”

In this context, the question of what these semiotic 
markers indicate is somewhat secondary to their 
function. Perhaps, these works are far more insistent on 
the fact that they exist and that to act upon them, with 
them, or against them, constitutes an active display of 
sense-making; instances of attempting to grapple with 
the conditions of the histories of image artefacts well 
beyond our scope of interjection. 

The correlation here is a shared interest in the question 
of how people(s) sense-make, generate value, and act 
upon semiotics through increasingly abstracted means 
rather than what concrete conclusions might be arrived 
at. interstitions presents questions of how these breaks
in the meaning of images act forward. 

Chandler Abrahams and Samuel Beilby.
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