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Theaster Gates
White Cube //  September 7–November 11
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When White Cube’s bermondsey premises 
opened in October 2011, it seemed as if  
an alien vessel had landed in an overlooked 
corner of London. behind its graceful  
yet imposing metal fencing lay a gleaming 
commercial kunsthalle. At a time of 
economic pessimism it appeared to defy 
logic, and its visitors were struck by its scale: 
the enormous, pristine galleries and the 
prospect of filling them. 

A year later, a yellow and white American 
fire truck is parked underneath the grilled 
canopy that overhangs the entrance. titled 
My Labor Is My Protest, 2012, the work 
announces Gates’s first solo exhibition in the 
u.K. A self-pronounced “artist and cultural 
planner,” Gates creates regenerative projects 
that feel genuinely bold in their artistic vision 
and yet remain suffused with an outward-
looking political integrity and a counterculture 
impetus. For his London unveiling, Gates 
shipped over the archive of Chicago’s 
Johnson Publishing Company, which was at 
the forefront of articulating African-American 
culture in postwar America with its Jet  
and Ebony magazines. the material occupies 
an entire wall. Ladders of different sizes 
offer visitors the chance to peruse the upper 
shelves. by transporting this material, Gates 
asks questions about black culture in London 
and the u.K., positing that these issues of  
race, class, and culture are just as pertinent  
on this side of the pond as on the other. 

the exhibition takes a personal turn in  
the following gallery, where the artist exhibits 
his father’s tar kettle alongside his brush 
and bucket. these were used to tar roofs in 
Chicago as an alternative protest during the 
riots that followed the assassination of Martin 
Luther King in 1968. upon closer inspection, 
the fire truck outside the gallery has also 
been splattered with tar, and Gates has also 
made a series of tar paintings that take his 
father’s gesture as a reference point. these 
are displayed alongside a succession of what 
the artist describes as “civil tapestry” works, 
wherein decommissioned fire hoses are cut 
into strips and framed, becoming something 
between a framed sculpture and a striped 
canvas. Finally, the visitor reaches Raising 
Goliath, 2012, in which a vintage American 
fire truck—which could have been used to 

Ed Fornieles
The Dreamy 
Awards, 2012. 

quell civil rights protests in the 1960s—is 
suspended from the ceiling and seemingly 
counterbalanced by a stack of books relating 
to African-American culture. it’s an arresting 
image that evokes the scales of justice and 
the burden of dissent.

there is another tension at work in this 
show, which is how Gates’s art translates from 
the context of the dilapidated old building—
as in his recent Documenta project, the 
Huguenot House—to the spotless commercial 
gallery. it’s an impressive display of multiple-
hat-wearing, and it is perhaps befitting that 
the money earned in the latter gets pumped 
back into the former. At a difficult economic 
time, there is an intriguing and symbiotic 
echo here in the fervent transformative work 
of Gates and the regenerative gusto of the 
gallery.  —Richard Parry

London

Ed Fornieles 
Serpentine Gallery //  September 7

If you’re a fan of rob Pruitt’s 
eponymous award ceremony  
at the Guggenheim, fornieles’s 
Dreamy Awards would probably 
not be your cup of tea. While 
Pruitt’s more straightforward 
ceremony doles out awards to 
already-hyped art worlders  
and supposedly acts as a 
performance-based artwork, 
fornieles’s event operates as a 
loosely controlled catalyst for 

social experimentation and 
actually is an immersive, 
collectively enacted, perfor-
mance-based artwork. The 
Dreamy Awards brought 
together approximately 250 
people from various indus-
tries—banking, theater, the 
arts, and so forth—all cast to 
play fictionalized or semi- 
fictionalized versions of them- 
selves. all characters were 
given plot points to complete 
throughout the evening. 

Cast as Helen Starkey, 
I was an up-and-coming 
scriptwriter and fashion 
journalist recently cut off by her 
parents (obviously inspired by 
Lena Dunham of Girls fame). 
Convinced of my status as the 
voice of my generation, I was 

also an avant-garde fashion 
connoisseur whose outfits 
never really quite sit right. 
I was to find an investment 
banker to pitch a new show 
to as a possible investment, 
among other prompts. Walking 
up to the Serpentine’s gates, 
I was immediately greeted 
by fornieles and a camera 
crew. “oh, Helen, thanks for 

coming! Here’s richard Tite, 
the investment banker. Chat 
now and pitch him your show!” 
he said to me. “Get this on 
camera,” he noted, under  
his breath, to the camera crew. 
I was forced to sell “myself”  
and my ideas on camera  
in a way I normally would 
sprint away from in fear. a 
45-minute ceremony followed, 

Theaster Gates
installation view  
of “my Labor is  
my protest,” 2012.
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Marinus Boezem 
Upstream Gallery //  September 1–October 13

rEviEws

honoring entities both real  
and fictional, such as the made-
up company Coaxiom.

There’s something liber-
ating about being given 
license to operate in a social 
structure that doesn’t reflect 

your image back to you, but 
instead considers the nature 
of the identity itself. While 
the Dreamy Awards empowers 
us to act in ways we initially 
may not feel comfortable 
with, under the guise of a 

fabricated identity, we learn 
a lot about our own identities 
and behaviors, as well as 
those of others similar to the 
characters that we inhabit 
by donning a new ideological 
mind-set. Though admittedly 

it takes some time to fully 
understand how the event 
functions, the Dreamy Awards 
celebrates not art world egos 
but the possibility of social  
and personal discovery.   
  —Karen Archey

bOrn in 1934, boezem is one of the lesser-
known Dutch art heroes, his career having a 
span similar to those of perhaps better-known 
artists such as Ger van elk and Jan Dibbets. 
his extensive oeuvre—as of yet neither well 
enough nor loudly enough sung—straddles 
the fine line between Conceptual art and Arte 
Povera, with important forays into art education 
and curating, distinguishing him from his 
colleagues through the careful attention he 
pays not only to the dematerialization of  

the work of art (works as letters, documents, 
maps, promises) but also to its materialization, 
albeit often through rather transient materials 
(like the wind, the weather, clouds, or foam). 

influenced by Yves Klein—most notably 
Klein’s interest in the occult and alchemy as 
well as his research into “air architecture”—
boezem from the 1960s onward concentrated 
on usurping the worldly, from the adoption  
of a polder landscape as his found object (he set 
up folding chairs on a dike affording a view to 

the polder and declared the work open), to  
a statement in the catalogue of harald 
szeemann’s “When Attitudes become Form,” 
in which he expresses his hope that during 
the exhibition the wind force will be “3m/
sec” to ensure “a moderate breeze,” to signing 
his name in the sky (by airplane, in 1969). 
More recent large-scale public works include 
Gothic Growth Project (Green Cathedral), 
1978/1987–present, the reims Cathedral floor 
plan redrawn, life-size, with 178 italian poplars 
linked by concrete paths. (the trees, which  
are only now reaching their mature height of 
100 feet, the height of the cathedral itself,  
will gradually die.) the “shows” created from 
1964 through 1969 are a series of drawings of 
potential installations for museums, a kind  
of pre-order catalogue with typed explanations 
and instructions, numbered and titled, some  
of which were realized, some not.

titled “Della scultura rustica” (boezem has 
a penchant for italian titles), this exhibition is, 
amazingly, one of the rare instances in which 
the artist’s work is shown in a commercial 
gallery. it comprises older and newer pieces. 
two recent sound works resonate with two 
large sculptures based on working drawings 
from 1969 for boezem’s Woodschow, 1969–
2012, produced here for the first time. the 
sound works, heard sporadically throughout 
the space, are found recordings of, for example, 
trees falling in a forest or trees being cut down. 
though it may be difficult to pinpoint an all-
encompassing theme, these works, true to 
boezem’s comprehensive approach, are meant 
to be understood as a statement rather than  
a collection of random pieces. the press 
release suggests that the works respond to 
a “current need for security in society and 
the prevailing fear of the unknown,” but the 
feeling is—at the risk of sounding hokey—
more of a spiritual holistic one, where potential 
is felt in the sculptural pieces themselves, in  
the Weather Drawings, 1969, and even in the 
video of the underground sewage system 
in boezem’s hometown of Middelburg 
(Cartografica, 1997). it is a potential for thinking 
through form, for thought transformed into 
form, for the possibility of abstract analysis 
of society. boezem brings up issues of 
uniqueness under scrutiny, but, thankfully,  
not without a point of irony and maybe  
even (self) criticism.  —Maxine Kopsa 

Marinus Boezem
Albero, 1985. 
stainless steel  
and acrylic,  
59 x 163/4 x 163/4 in.


