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Gareth Moore
Carton d’invitation a son exposition a la galerie Catriona Jeffries, Vancouver, 2013
Courtesy de lartiste et de galerie Catriona Jeffries, Vancouver.




Communiqué

La Criée présente « Household Temple Yard » de Gareth Moore, dans le cadre des Ateliers
de Rennes - biennale d’art contemporain.

En écho a son ceuvre présentée dans I'exposition PLAY TIME au Frac Bretagne, Gareth
Moore propose a La Criée une exposition monographique, qui regroupe un ensemble de
sculptures caractéristique de son intérét pour le magique et le mythique.

Explorant les limites de la notion d’auteur dans la production d’une ceuvre d’art, Gareth Moore
questionne et remodéle le statut des matériaux et objets trouvés.

Il déplace les distinctions entre art et activité quotidienne, pour créer des récits sculpturaux qui se
développent a la fois matériellement et socialement. Usant d’'une minutieuse économie de moyens,
il révele les valeurs et sens potentiels d’objets ordinaires, développant ainsi un intérét pour la
réhabilitation de ce qui est habituellement mis au rebut ou qui passe inapergu.

En 2012, pour A place - near the buried canal a la dOCUMENTA (13), Gareth Moore a vécu pendant
deux ans au parc Karlsaue de Kassel, utilisant des matériaux glanés dans le parc et ses alentours
pour y créer différentes structures et sculptures. Le site comprenait une maison, une pension ou

les visiteurs pouvaient louer un hébergement, un point d’eau, des toilettes séches, un kiosque et un
temple, I’ensemble entouré de nombreuses sculptures.

Excentrique et bucolique, A place - near the buried canal fournissait aux visiteurs de la
dOCUMENTA (13) des espaces de détente et fonctionnait selon ses propres horaires d’ouverture.
L’installation qui s’est transformée et a augmenté tout au long de I'exposition, s’est terminée par le
démantelement du site et le retour a son état de jachére originel.

Les relations entre le rituel, I'objet, le spirituel et les pratiques méditatives sont au cceur de
I’exposition Household Temple Yard, présentée a La Criée aprés une premiere occurrence a la galerie
Catriona Jeffries de Vancouver fin 2013. Une trentaine de temples sont disposés dans I'espace
d’exposition sur des étagéres basses en contre-plagué, comme dans un magasin, attendant leur
acquéreur et leurs utilisations futures.

Gareth Moore a congu ces sculptures mausolées sans leur donner de sens ou d’instructions
spécifiques, méme si pour chaque temple, certaines formes ou éléments peuvent parfois orienter
leurs usages, comme par exemple une punaise pour accrocher une image ou une grille métallique
sur laquelle briler des matériaux. Ces temples sont destinés a étre activés par les personnes qui les
acquierent, restant jusqu’a ce point inachevés pour 'artiste.

Une série de dessins-collages, réalisés avec des grattoirs a allumettes, accompagnent ces sculptures.
Tout au long de I’exposition le personnel du centre d’art les utilisent pour allumer encens, feuilles,
plantes, écorces et autres matériaux odorants collectés par 'artiste et disposés au centre de I'espace
d’exposition. Enfin, des bouches d’aération sont insérées dans les murs, permettant la circulation de
I’air entre I'intérieur et I’extérieur, dans un passage autant physique que métaphorique.

Avec Household Temple Yard Gareth Moore propose une lecture sculpturale des pratiques rituelles et
sacrées et dans le méme temps des procédés a |I'ceuvre dans la production de sens. Par ce biais, Il
interroge aussi la valeur spirituelle et marchande, réelle ou projetée, inhérente au travail artistique.

Gareth Moore est né en 1975 a Matsqui en Colombie - Britannique (Canada).
Il vit et travaille actuellement a Vancouver.
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Les
Ateliers de Rennes

Biennale
d’art contemporain

PLAY TIME

4®me édition des Ateliers de Rennes - biennale d’art contemporain
27 septembre - 30 novembre 2014
Vernissage le vendredi 26 septembre

Commissariat : Zoé Gray

Pourquoi le travail est-il devenu la seule source de valorisation de soi?
Avons-nous encore le droit de jouer?

Ne devrait-on pas consacrer plus du temps a la paresse ?

PLAY TIME aborde de fagon ludique les questions du travail, du jeu et de la paresse dans trois
expositions collectives a la Halle de la Courrouze (ancien arsenal militaire), au Musée des beaux-arts
de Rennes et au Frac Bretagne. Mélant artistes émergents et reconnus, francgais et étrangers, ceuvres
existantes et nouvelles productions, tous médias confondus, PLAY TIME est ouvert a tous, amateurs
et familles, connaisseurs et néophytes.

Les Ateliers de Rennes - biennale d’art contemporain

Premiére biennale a traiter des relations entre art et économie / art et entreprise, les Ateliers de
Rennes abordent des sujets cruciaux aujourd’hui — le travail, la valeur, la pensée de I'avenir — dont les
artistes s’emparent de multiples maniéres.

Portés par I’'association Art Norac, créée a I'initiative du groupe agro-alimentaire Norac, Les Ateliers
de Rennes ont proposé trois éditions :

Valeurs Croisées en 2008, Ce qui vient en 2010 sous le commissariat de Raphaéle Jeune et

Les Prairies, sous le commissariat d’Anne Bonnin en 2012.

www.lesateliersderennes.fr



Les Rayons Verts

« Un rayon vert est un phénoméne optique rare qui peut étre observé au lever ou au coucher du Soleil, et qui
prend la forme d’un point vert visible un bref instant a son sommet, lorsqu’il fréle I’horizon. Un tel phénomene
peut également étre observé avec la Lune. »

(Wikipédia)

En écho a ses expositions, La Criée propose tout au long de la saison des événements qui explorent les points
de contact entre I’art contemporain et les autres champs de la création et de la connaissance, au travers de
concerts, spectacles, performances, lectures, etc.

Expérimentant de nouvelles formes de croisements, Les Rayons verts courent les rues pour les transformer en
rivieres, en iles, en jardins et donnent a voir ce qui s’invente au-dela des horizons attendus.

Deux rayons verts sont programmés au cours de I'exposition
« Household Temple Yard » de Gareth Moore

Alain Michard

« La Carpe et le lapin »

Cours sauvage de I'histoire de I'art indompté n°1
Mercredi 12 novembre, 19h30

Né en 1963 a Rennes, Alain Michard est chorégraphe et artiste visuel. Il développe des projets dans divers
domaines, créant des piéces chorégraphiques, des piéces sonores et des promenades sensorielles, il réalise aussi
des films, a la frontiere entre le documentaire et la fiction.

Il travaille a une ouverture des pratiques artistiques sur la société et traverse les frontieres, en se basant sur une
idée de I'art comme bien commun.

Les partenariats qu’il développe avec les lieux qui accueillent ses projets s’inscrivent souvent dans la longue durée,
sous la forme de résidences : Laboratoires d’Aubervilliers, CNDC-Angers, Musée de la danse, Grande halle de La
Villette, Centre culturel Colombier-Rennes, etc.

Il a été interprete notammement pour Odile Duboc et Boris Charmatz.

« La Carpe et le lapin (cours sauvages de I'histoire de I'art indompté)

Il s'agit d'une conférence, sous forme de récit, qui associe deux ceuvres de deux artistes différents et a priori sans
rapport, mais qui vont s'éclairer I'un l'autre.

Cette forme du récit a pour vocation de capter I'attention.

Elle restitue quelquechose de la relation intime que I'orateur entretient avec les ceuvres en question.

Ces artistes font partie de son Histoire intime de I'art. »

Alain Michard

Ghedalia Tazartes

Concert

Sur une invitation de Gareth Moore
Mercredi 26 novembre, 20h30

Le musicien Ghédalia Tazartés né a Paris en 1947, est un personnage intransigeant qui défie toute catégorisation.
Il a enregistré une douzaine d'albums, et composé de nombreuses musiques pour la danse, le théatre et le cinéma.
Il désigne sa fagon de travailler par le terme « Impromuz » : s’agissant plutét pour lui de dessin ou d’écriture sur
bande magnétique que de composition musicale, il fallait trouver un terme approprié.

Sa musique, oscillant entre montages sonores et travail vocal, fait évoluer I'auditeur dans un univers mystérieux, un
monde que invente Ghédalia Tazartés en s’inspirant des différentes traditions qui traversent la musique, existantes
ou inventées.



« Household Temple Yard », Gareth Moore
Visuels disponibles

Merci de respecter et de mentionner les Iégendes et les crédits photos lors des reproductions.

Gareth Moore, Antique Stone 03, 2013. Granit ancien sculpté a la main, bois.
Courtesy de I'artiste et galerie Catriona Jeffries, Vancouver.



« Household Temple Yard », Gareth Moore
Visuels disponibles

Merci de respecter et de mentionner les Iégendes et les crédits photos lors des reproductions.

E

Gareth Moore, vue d’exposition, galerie Catriona Jeffries, Vancouver, 2013
Courtesy de l'artiste et galerie Catriona Jeffries, Vancouver



« Household Temple Yard », Gareth Moore
Visuels disponibles

Merci de respecter et de mentionner les Iégendes et les crédits photos lors des reproductions.

Gareth Moore, StGI-013, 2013

Acier, verre, babeurre avec colorant alimentaire, mastic, contreplaqué
68,5 x 66 x 33 cm

Courtesy de lartiste et galerie Catriona Jeffries, Vancouver



« Household Temple Yard », Gareth Moore
Visuels disponibles

Merci de respecter et de mentionner les Iégendes et les crédits photos lors des reproductions.

|
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Gareth Moore, W-05e, 2013

Mousse expansive, bois aggloméré, barre d’angle en bois, clous, peinture,
douille électrique avec prise

53,5 x41 x24 cm

Courtesy de l'artiste et galerie Catriona Jeffries, Vancouver



« Household Temple Yard », Gareth Moore
Visuels disponibles

Merci de respecter et de mentionner les Iégendes et les crédits photos lors des reproductions.

Gareth Moore, sans titre, 2013
Grattoirs a allumette sur papier

85 x 68,5 cm

Collection privée, Cologne, Allemagne



Liste des osuvres exposees

Household Temple Yard
Gareth Moore

L'exposition Household Temple Yard comprend :

- Trente sculptures (série des Temples), 2013-2014
Dimensions variables, divers matériaux.
Courtesy de l'artiste et galerie Catriona Jeffries, Vancouver.

- Sans titre (série de dessin-collages), 2013
Grattoirs a allumette sur papier, 85 x 68,5 cm.
Collection privée, Cologne, Allemagne.

Ainsi que :

- Deux bouches d'aération insérées dans les murs, dimensions
variables, divers matériaux.
Courtesy de l'artiste et galerie Catriona Jeffries, Vancouver.

- Un « encensoir », poteau en bois, réceptacle en métal,
encens, écorces, plantes, feuilles, etc.

Production La Criée centre d'art contemporain.

Courtesy de I'artiste et galerie Catriona Jeffries, Vancouver.

- Une cimaise, comportant a I'avant une porte avec un
porte - catalogue et a I'arriere un nécessaire pour |'entretien
des temples.

Production La Criée centre d'art contemporain.

Courtesy de I'artiste et galerie Catriona Jeffries, Vancouver.



Biographie et bibliographie

Gareth Moore

Né en 1975 a Matsqui, Colombie-Britannique, Canada

Vit et travaille a Vancouver, Canada

EXPOSITIONS INDIVIDUELLES (sélection)

2014
Household Temple Yard, La Criée centre d’art
contemporain, Rennes, France

An Ultrasonic Flute, Luttgenmeijer, Berlin,
Allemagne

Blocked Arch, Deferred Ceremony, Dawn Chorus.

Tra — diddle — da. Like a Fly in Slow Suspense,
Glasgow International, Glasgow Sculpture
Studios, Glasgow, Royaume - Uni

Children’s Films, Spike Island, Bristol,
Royaume - Uni

2013

In Dialogue with Carr: Gareth Moore,
Allochthonous Window, Vancouver Art Gallery,
Vancouver, Canada

Household Temple Yard, Catriona Jeffries
Gallery, Vancouver, Canada

2012

Children’s Films, International Project Space,
Birmingham, United Kingdom; Contemporary Art
Gallery, Vancouver, Canada

2011
Children’s Films, Bielefelder Kunstverein,
Bielefeld, Allemagne

2009

Rocks on a Clock, Some Photos of Ducks,
a Collection of Masks, and a Post to Touch,
Luttgenmeijer, Berlin, Allemagne

Selected Chapters from Uncertain Pilgrimage,
Catriona Jeffries Gallery, Vancouver, Canada

2008
Retrospective 1976-2008, CCA Wattis Institute of
Contemporary Arts, San Francisco (CA), USA

As a Wild Boar Passes Water, Witte de With,
Rotterdam, Pays - Bas

2007
St. George Marsh Denaturalized, Belkin Satellite,
with Jacob Gleeson, Vancouver, Canada

2006

St. George Marsh Quitting Business Everything
Must Go Away, with Jacob Gleeson, Catriona
Jeffries Gallery, Vancouver, Canada

2005

Dave Johnston, Aware of the Danger of
Eruption, Contemplates a Conversation he had
with a Friend 25 years Ago. “I Feel Like We've
Exhausted the Creative Possibilities of this Picnic
Table”, his Friend said. “Yeah” Dave Replied,
with Christian Kliegel, Charles H. Scott Gallery,
Vancouver, Canada

EXPOSITIONS COLLECTIVES (sélection)

2014
Play Time, Biennale d’Art Contemporain, Les
Ateliers de Rennes, Rennes, France

Journeys, The Israel Museum, Jerusalem, Israél

2013

Andrea Bilittner, Joélle de la Casiniere, Gareth
Moore, Catriona Jeffries Gallery, Vancouver,
Canada

The Intellection of Lady Spider House, Art Gallery
of Alberta, Edmonton, Canada

Das Kind, die Stadt und die Kunst, Schmela
Haus, Dusseldorf, Allemagne



Biographie et bibliographie

EXPOSITIONS COLLECTIVES (sélection)

2013

Special Collection: Acquisitions and Archives,
Morris and Helen Belkin Art Gallery, Vancouver,
Canada

2012
dOCUMENTA (13), Kassel, Allemagne

Sobey Art Award 2012, Museum of
Contemporary Canadian Art, Toronto, Canada

Absolute Beginner, Firstenberg Zeitgendssisch,
Donaueschingen, Allemagne

2011
Biennale de Montréal, Montréal, Canada

Route 2: Undisclosed Destination, CCA Wattis,
San Francisco (CA), USA

2010
Right Right Now Now, M.1 Arthur Boskamp-
Stiftung, Hohenlockstedt, Allemagne

An einem schénen Morgen des Monats Mai,
Gesellschaft flir Aktuelle Kunst, Bremen,
Allemagne

It Is What It Is, National Gallery of Canada,
Ottawa, Canada

Future Generation Art Prize, PinchukArtCentre,
Kiev, Ukraine

The Chained Lady, the Microscope and the
Southern Fish, SOFA Gallery, University of
Canterbury, Christchurch, Nouvelle Zélande

The Library of Babel / In and Out of Place, 176
Zabludowicz Collection, London, Royaume - Uni

Freischuss, Kleine Humboldt Galerie, Berlin,
Allemagne

Woodman, Woodman, Spare That Tree,
Lattgenmeijer, Berlin, Allemagne

2009
Every Version Belongs to the Myth, Project Arts
Centre, Dublin, Irlande

Nothing to Declare, The Power Plant, Toronto,
Canada

Nomads, National Gallery of Canada, Ottawa,
Canada

Sentimental Journey, Contemporary Art Gallery,
Vancouver, Canada

2008
Begin Again Right Back Here, White Columns,
New York (NY), USA

The Wizard of Oz, CCA Wattis Institute of
Contemporary Arts, San Francisco (CA), USA

The Subject of Education, Concourse Gallery
(ECU), Vancouver, Canada

2007
The Theatre of Life, Galleria Civica di Arte
Contemporanea, Trento, ltalie

Door Slamming Festival, Mehringdamm 72,
Berlin, Allemagne

KéIn Show 2, Galerie Daniel Buchholz, K&In,
Allemagne

Street Scene, Murray Guy, New York (NY), USA

Working Back, Belkin Satellite, Vancouver,
Canada

Passengers, CCA Wattis Institute of
Contemporary Arts, San Francisco (CA), USA

2006
The School of Panamerican Unrest, Helen Pitt
Gallery, Vancouver, Canada

Street: Behind the Cliché, Witte de With,
Rotterdam, Pays-Bas

Art Perform, ArtBasel Miami Beach, Miami (FL),
USA

2003
Transformer, Helen Pitt Gallery, Vancouver,
Canada

Apology, Access Gallery - Live Performance
Biennial, Vancouver, Canada



Biographie et bibliographie

PUBLICATIONS (sélection)

Reid Shier, « Gareth Moore », in Art Cities of the
Future: 21st Century Avant-Gardes, Londres :
Phaidon Press Ltd., 2013

Luke Fowler & Toshiya Tsunoda/Gareth Moore,
Children’s Films, Bielefelder : Bielefelder
Kunstverein, 2012

Josée Drouin Brisebois, Greg A. Hill and Andrea
Kunard, It Is What It Is, Ottawa : National Gallery
of Canada, 2010

Josée Drouin Brisebois, Nomads, Ottawa :
National Gallery of Canada, 2009

Jenifer Papararo and Michael Turner, Landscape,
Vancouver : Contemporary Art Gallery, 2009

Jens Hoffmann and Rebecca Loncraine, The
Wizard of Oz, San Francisco : CCA Wattis
Institute for Contemporary Arts, 2008

Zoe Gray, Gareth Moore, As a Wild Boar Passes
Water, Rotterdam : Witte de With, 2008

Reid Shier, Do Artists Need ArtistRun Centres?,
Vancouver : Vancouver Art & Economies;
Artspeak Gallery; Arsenal Pulp Press, 2007

PRESSE (sélection)

Alice Ming Wai Jim, « How to Occupy Retreat:
dOCUMENTA (13) from Kassel to Banff », in
Journal of Curatorial Studies, Volume 2, n°2, 2013

Michael Turner, « Gareth Moore: Utility and
Fragility », in Canadian Art online, 2 aoGt 2012

Michael Turner, « Local Visual Artists Showcased
at Germany’s dOCUMENTA (13) », in Vancouver
Magazine, 9 octobre 2012

Adam Carr et al., « Deferred Interview », in
Mousse magazine, n°27, janvier 2011

Byrne Mc Laughlin, « Biennale de Montréal: The
Gamblers », in Canadian Art online, 19 mai 2011

Murray Whyte, « Any requests? Power Plant artist
is open to suggestions », in Toronto Star,
11 février 2010

Murray Whyte, « Make of it what you will », in
Toronto Star, 13 décembre 2009

Sarah Milroy, « Artists in a Land of Wanderers »,
in The Globe and Mail, 25 avril 2009

Aaron Peck, « Gareth Moore and the secret lives
of found materials », in Canadian Art, aut. 2009

Andrew Bonacina, « Uncertain Pilgrimage: An
Interview with Gareth Moore by Andrew Bona
cina », in Uovo, avril/juin 2008

Nicholas Brown, « Geoffrey Farmer: Forgetting
Air/Gareth Moore: As A Wild Boar Passes Water,
Witte de With, Rotterdam », in C Magazine,
automne 2008

Carla Ferraris, « Gareth Moore », in Artkey,
novembre/décembre 2008

Jennifer Allen, « Die Monopol Watchlist: Funf
Kinstler, dies uns aufgefallen sind », in Monopol,
juin 2007

Jennifer Allen, « Door Slamming Festival », in
Artforum, été 2007

Fabio Cavallucci, « The Theatre of Life », in Work:
Art in Progress, printemps 2007

Helen Johnson, « Door Slamming Festival », in
white hot magazine, mai 2007

Robin Laurence, « Lamentations for a Landfill »,
in The Georgia Straight, 20 aoGt 2007

Steve Burgess, « Best of the City », in Vancouver
Magazine, janvier/février 2006

Sarah Efron, « St. George Marsh: A grocery store
for the art set on Main Street », in CBC Radio 3,
15 janvier 2006

Jens Hoffmann, « Gareth Moore », in Work: Art in
Progress, automne/hiver 2006

Jens Hoffmann, « Gareth Moore and Jacob
Gleeson », in Contemporary, n°85, 2006

Jordon Levin, « Performers breathe life into art »,
in The Miami Herald, 9 décembre 2006

Brian Lynch, « Store/Gallery Closes Shop », in
The Georgia Straight, 31 aoGt 2006

Matt O’Grady, « Best NonPerishables », in
Vancouver Magazine, janvier/février 2006

Jonah Gray, « St George’s Marsh », in Woo
magazine, Volume 4, Issue 2, 2005

RobinLaurence, « Guerrilla Galleries », in The
Georgia Straight, 22 Sseptembre 2005

Sarah Efron, « NotSoNeedful Things », in The
Globe and Mail, 19 aolt 2005

Martin Thacker, « Art Volcano », in Only, 1¢" mars
2005

Anne Low, « Transformer/Survivor » (exhibition
essay), Helen Pitt Gallery, Vancouver, 2004



Biographie et bibliographie

PROJETS

2014
A Horse with no Name, Glasgow, Royaume - Uni

2013

Children’s Films, dans le cadre de « Das Kind,
die Stadt und die Kunst, Schemla Haus »,
Kunstsammlung Nordrhein - Westfalen,
Dusseldorf, Allemagne

Children’s Films, Whitsable Biennial, Whitstable,
Royaume - Uni

2012
A Horse with no Name, Kassel, Allemagne

2011-2012

Children’s Films, Bielefelder Kunstverein,
Bielefelder, Allemagne; International

Project Space, Birmingham, Royaume - Uni;
Contemporary Art Gallery, Vancouver, Canada

2011
A Horse with no Name, Basel, Suisse; Vancouver,
Canada

2010
A Horse with no Name, Berlin, Allemagne

2006-2007
Uncertain Pilgrimage

2005-2006
St. George Marsh, with Jacob Gleeson, 4393 St.
George St. Vancouver, Canada

2003-2004
The Fred and Jock Gallery, with Christian Kliegel,
Emily Carr Institute, Vancouver, Canada

RESIDENCES

2014
Glasgow Sculpture Studios, Glasgow,
Royaume-Uni

2013
Montalvo Artist’s Residency, Californie, USA

2009
Irish Museum of Modern Art, Dublin, Irlande



Reid Shier, « Gareth Moore »,
in Art Cities of the Future: 21st Century Avant-Gardes,
Londres : Phaidon Press Ltd., 2013

Texte :

Vancouver 310-311

Gareth Moore

I the summerof 2005, Gareth Moore and then-collaborator
lacob Gleasan began a fifteen-manth project running a small
Vancouver carnes shop they dubbed S George's Marsh. Ina
storefront reom they stocked an assortment of canned goods,
candies and soft drinks for sale, a "pick one, leave ane’ library
of videos and second-hand books, a gallery of folk art, as
well as a vast display of found objects = including a beaver
pelt, an old saw, boxes of postcards, used toys, board games,
mauntaingering equipment and a terrarium — all displayed
with quasi-musaciogical diligance in vitrines and on the walls.
Ower the course of its shart lifespan, the Marsh was the site for
performances, scréenings, 1alks and events, thus operating
as a de facto artist-run centre. Bul its distinguishing feature
was the unfettered confusion of its purpose: whether a com-
mercial stare, publie museum, privale gallery or backwoods
flea market

This perplexity was compounded by the Marsh's vaguely
arcans atmosphere, as Il one had stepped sideways and
slightly backward in time into a suburban cabinet of curiosities.
it's a sensibility that runs through many of Moore's projects:
a retational interest in the contemporary Gesamtkunstwark,
with an aesthotic derived from that of a nineteanth-century
colonial explorer whose journalistic activities are fuelled by
the re-wse and re-display of found objects. He is particularly
niflugnced by artists whose assamblage of collage praciees
serve & largervision, including Kurt Schwitters, American artist
Noah Purifoy and Vancouver artisl Geoffrey Farmer.

Faltowing the Marsh, Maore began the two-year project
Uincertain Pigrimege {2006-0T), travelling extensively acrass
Nerth America and Europe with 'the aim of collecting and

fabricating en route a kind of sculptural nerrative, along the
way visiting Henri de Toulouse-Lautrec’s old cane, entering
the false caves of Lascaux, placing my arm in the Mississippd
River and asking Richard Long for & pair of his shoes™ ina
subsequent exhibition he showed a religuary of objects fram
this trip, including & faux cave carved into the gallery wall
and photographic documentation alongside an assortment
of curious mementos (a little man fashioned from cigarette
butts) and a numbar of crude tools and sculptures jerry-rigged
from wood scraps. Long's shoes were exhibited in the plastc
bag with which Moore presumably carried them away,

The auratic effect of Uncertain Pilgrimage’s artefacts
barely hints at the breadth of the artist's labour, a level of
investment that was more on display in 4 Place: Near [he
Buried Canal, produced tor Documenta 13, where he home-
steaded in Karlsaue Park for over a year, Arriving in Kasselin
early 2011, and using only found, salvaged and scavenged
materials, Moore bullt 8 small shack as an "artist's residence’,
where he lived with no running water and only a small hearh
during the cold winterand through the end of the exhibition in
September 2013, During this period, the shack bacamse the axis
for a grawing compound of cutbulldings and gardens infar-
cannected by roped-in pathways, including guest quariers
{with functional shower), souvenir kiosk, workshop and theabre,

as well as a temple to Vulcan, complete with a nineteenth-

century statue seconded from the Fridericianum. After reln-
quishing their cameras and mobile phones, visitors to the
remarkabile little village, confined to a designated walking
path, ware left to ponder the vaxing question of who in facl
was on display.
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Gareth Moore: Utility and Fragility ®
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Dy Michee! Tumer

Thia year's JOCUMENTA {13 is notabie for its increased uae of “non-traditional” exhibition spaces, many of which
can be found in the Kardsaue Park landa that extend from one of the site's more lavish structures, the Orangerie.
Some of the artworks, such &3 Omer Fasl’s video loop Cortiuty (2012) {Stan Douglas meets Jelf Wall—with
comugiions by Atom Egoyan), fil neatly inlo punpose-buill wooden huts, while olhers are concerned with the land
indarinat Such ia the case with Gareth Moore's A place—near the hurad canal [110-17), where the strucures are
deaignad and evecuted not by SOCLIMENTA (13) architects and campentars, bat by the arhas himasi

Sinca the spring of 2010, Maces has lved in & fisld baside the Karlsaus's maintenanca vard, sracting first a shalter,
then a tool shed, & 12-foot-by-8-foot domicik [comphete: with sbone chimney), & smaller “penaion” for gueats, &
caimrstyle washstand, a merchandise licsk/meditation centre, & “basketball court,” a daybed platform, an adiscent
Soothath” fwith water lilies], a circuit of pathways and, finally, an entrance beath thraugh which visitors pass en
roule fo touring e grounds. Meat of the matesials wsed in this sculptural iyl are lecally sourced =leftover woud
Troen the previous documenta, bul also windows fiom the recently renovabed Brothers Grirnm Museum. A slatue of
Yulean, the Roman pod of fire, weas requisitioned by Monore frmm the exhibition's main buikding, the Fridesiciarum,
and enahrinad where the fisld mests the tresa

Az with hiz pravious netallations—from his and Jacob (Hlsescn's 5 Geomge Marsh [2005-4), &8 comer stars
emparium in a nesidential neighbourheod in East Vancaouver, to his immersive exhibition “Selected Chapters from
Uincartain Pilgrimags” (2009) at Cabriona Jeffries (the reault of hia global transls)—Moore: proves himaeif adept at
taking catensibly disparate chiects and combining them through a form of montage assembly inta new cbiects that
ewake intriguing (but never binary) relationships. Uity and fragility, harmeny and injury, representation and
rarmlomation are all in siundance al A place.
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Incesd, sveryanars vou ook thers is evidznos of the artizt's herd, offen o metizulous and sureptificus erds. Mo
e ke, on Ui Lok zlovo of W e sion™ bedize | slepl e qighls inearky Jalyd Deoticed 1=l e kolen

hang ng “mmtba mof's =af8 did 0o hepin ea [He s A lankem wiRRE gra ran | oneng enasn | A that the
laniern’a irtaror cose not comtsin s wick or provigicn bor cil, out 3 pans of red glass Hhough which teirssllston’s
ertrancz beath con b piciured, olmoot likz ok n omber, Szr viewing the booth in thia ight, | retumed ta itz 2’y
wocdsd anc ever-neTowing epproach, sccoates by what sesmed like enincrdirats amcutt of sigege (an

emghe alicn o eelel Dwill v insiidz, prolibiicns coowenming cansres e cellpiones, oo sugs, o pablic skl w
Iwtatian o WIAIT W CANT )

Whie ike sporcach and the signeosFad an unzetiling eff=ct onme, those shead dmastty Gemar and US =eniorsi
ez sourcd s igees v el deighil, as i wlal U ey veere eloul b 2nlz2n was il an an biguows st menl
Inditfireer b their presenne s snmething rersin. n iz samz way 3 bresncal gardan or a graveyan ol ba
imagirec nsdvancs of sur v sits thare. However, 1h = alfera somewhat wher wa came o the booth, whers an
officicun voung art sbudervelandcer colezs for our tekeohenza end camenen (peatzasd, we ware toke. ceuld be
purchezed at the Hoak). One patron glesfully handed cve- her bag anncencirg that her came-a was inzics, only to
L Lol el e cmmnzre s, b venrowed, Lial Uk slonage cubbyhio s [esigned By Ruoes sre ool Tor Bizgs Lal e
rinngs Al namerrs anbe Fricsnmie, e spell was braken Faretherm, snh as myss© m raw lens aprearsd
thrawgn which be visw Woors's fantastic instal aticn.

Moore's rules reganding the secure and compartmentalzaton of our cameras and telephones, like the narmowing of
tha entrancewsy, toreshadow what lies shead: a circuit of roped pathe that lead to structures ona i invited to bowch
{the daybed, the foot pond, the kicak/meditation centre, the shrine o Vulcan) and those one can only pass by iths
vulhouse, Moore's bome, the “pension”). When ashed about this strategy, Moo said & was not until opening day
that he realimed viewsrs would stray from his pathe snd trample the crebgrass and clover that distinguishes them
Rather than see his gardens fisttenad, the natallaton reduced to & muddy expenss, he metaled fances, B move
that protects the fiora but aleo re-inscribes & singular ragims through which the structures can be exparsnced—in
the same way & novel is expected to be read from start to finish through a series of numerically ordared chagbers.

The I#erary analogy = not inappropnate, for Maoore has, over the years, proven to be &s much influenced by
itarsturs (Lord Haden-Howsll's militaristic Scowding for Hoysand [LE. Lawrence's tranalation of The (dyasey are
oo of the five bootes to be found inside the: “penaion”) as the visual arts (Noah Purifoy, Kurt Schwitters and Maud
Lewis are cited in relerenoe o Moore in the dOCUMENTA (13) guids). Yet while literalure: remains &3 open to hrical
ah=araction &s the visual arts are to namatye figuration, the unsspected contingenciea of sudisnce have hacked A
piace into sometheng resemblng the latter 8 closed structure, &2 opposed to & rhazome sustaned by mynad
assamblages within. | olar this (Ueleuzian) chesrvation to Vulcan and am reminded of hiz own opan-ended
tendency: as a smith, he is responaitde for twa kinds of fire—that which helpa and that which hindera.
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Gareth Moore: A New Salvage Paradigm (O]

Photos
Gareth Moore and the secret lives of found objects

POSTED: SEPFTEMEER 1, 2009

My first meeting with Gareth Moore took the form of a walk. On the day of cur hike along the tidal flats of lona
Beach Regicnal Park in Richmond, B.C., the sky was overcast with & slight drizzle.

lona Beach, located on lona Island, which is adjacent to Sea Island in the north arm of the Fraser River, is & rather
anomalous space. From one side, you can see the rainforest-covered Endowment Lands of the University of British
Columbia; from the other, Vancouver International Airport. lona Island is one of those places in Greater Vancouver
where you can feel far sway from an urban metropolis and yet be within 20 minutes of the city centre. The only way
to get there is to taks & small access road northwest of the airport that meanders through an ares of what would
appear to be nothing more than tidal flats, airstrips and junk spacs.

The park itself is even stranger. At one end of the beach sits a sswage-treatment plant that ssrves the metropolitan
area; the other is filled with industrial junk and hesvy machinery. The expansive tidal flats in between are stunning.
Long jetties on either side form breakwaters that protect the beach from the Strait of Georgia, and prove far more
interesting to walk along than the beach. We walked by a "Mo Trespassing” sign amid the machinery, then passsed
empty beaches where the jetties extend out into the strait. The rain picked up: not enough to make the walk
uncomfortable, just enough to become noticeable as rain. Along our way we found various objects, evidence of
previous visitors—a ramshackle cbeervation point mads of beached wocd, stone sculpturss, disembodied pieces
of crab shell.

Moore works with found objects that he salvages and then transforms. His art asks us to pay sttention to the story
each object withholds. Where did this thing come from? What happened to it before it became art? Much liks the
detritus of lona Beach, the life story of any second-hand object is vsually lost on us—unless, of course, the person
to whom it used to belong tells us that story. Moore imbues objects with new stories by transforming them into
sculptures or installations. His is a new salvage paradigm, an aesthetic one, one that takes junk and transforms it
into something new instead of letting all the material around him go to waste.

So my walk with Moore along the jetties of lona Island was an apt introduction to his work, since walking, found

tour across large expanses of North America and Europe, and the gathered results felt like they referred to or

cbliquely represented landscape. One of the places his wanders led him was Lascaux I, for exampls; at Catriona
Jeffries Gallery he later created a replica of that itzelf-ersatz cave. Photos of his journey and photos he found slong
the way covered the walls in place of prehistoric paintings.
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Moaore has exhibited his work widely over the past couple of years: he contributed excerpts from the in-progress
Uncertain Pilgrimage to a group show at Murray Guy in New York in 2007 (Moore in fact slept in the gallery during
the inastallation of the exhibit), mounted a solo show, “As a Wild Boar Passes Water,” at Witte de With in Rotterdam
in 2008 and was part of two exhibitions at the CCA Wattis Institute for Contemporary Arts in San Francisco,
“Passengers” and “The Wizard of Oz” (both 2008). Needless to say, it has been difficult to ses his work withaut
travelling. As a result, in Vancouver—and, for that matter, most of Canada—his work has been as much rumour as
reality. Prior to his solo exhibition at Catriona Jeffries Gallery in January, 2002 (which included what he deacribed as
“selected chapters™ from his Uncertain Pilgrimage series) and “Nomads” at the National Gallery this April, his work
had not been seen in Canada since 2007.

Before this year, Moore was known mostly for a collaboration with the Vancouver-based artist Jacob Gleeson
known as the St George Marsh project. Gleeson and Moore rented a space in a residential neighbourhood of East
Vancouver and turned it into a curiosity shap—cum-mussum of sorts. The space was roned commercial and the
duo were interested in exploring aspects of a commercial setting, so a small number of goods were available for
purchase—buckets of gelato, soda, dry goods and fresh coconuts [which the artists would slice open for you). They
alzo exhibited works by local artists such as Jeffro Halladay and Karen Birch. Marsh functioned as a venue for the
display of things we normally discard, and for things people collect, fetishize and ingest. Moore and Gleeson
transformed the Marsh space into & museum of ephemera. Some time after the project ended, the objects that
remained were exhibited as an installation at Vancouver’s Belkin Satellite.

There ia an aspect of performance—or at least process—to Moore's work. For The Road Through the Forest (the
piece he contributed to “The Wizard of Oz” and which he created under the pseudonym Lyman A. William), the staff
at the Wattis blindfolded him and then deposited him in the northern Californian countryside. Using his skills as a
traveller, he had to make it back to San Francisco in time for his artist talk, which would be an account of his
journey. In a show at Catriona Jefiries in early 2009, he presented the objects he gathered along the way in a vitrine,
which made for an uncannily museum-like display. All the cigarettes he found as he made his way back to the
Wattiz, for instance, were tranaformed into an effigy of an unknown traveller, which was placed next to the shoes he
wore during the journey. The vitrine worked both as a surrealistic installation and as a representation of the journey.

A lot of what Moore does could end up being documentary, simply marking where he went or what he did, and the
work would end there. However, the sculptures and installations he produces are autonomous aesthetic objects
that work independently of Moore’s performances. When one encounters them in a gallery, it echoes how Moore
encountered them in the warld: their history is not apparent, although it is obvious that each object has a story.
What makes them successful as objects is their ambiguity. A chair with one leg missing, a bottle of whisky propping
it up, could have some aspecific significance to Moore's travels, or not. The objects are accompanied by the
potential of many stories—their hidden past, their part in Moore’s own life—and the ambiguous relationship of these
mysterious stories enhances their existence as art cbjects. It is this transformation from salvaged object to
aesthetic object that distinguishes them from merely being a document of a performance. Whether or not we
understand any of the stories these found objects tell is beside the point; they rescnate with potential stories, and
invite us to conaider their mystery. At their best they are confounding, playful and, at times, strangely beautiful.

In April, 2009, Moore left Vancouver for Europe. He presented a solo show in Berlin in May and took part in a
summer residency in Dublin. Before he left, we met one last time for bubble tea and another wall, this time to
VanDusen Botanical Garden on the west side of Vancouver. The sun was out, throwing clear light onto the North
Shore Mountains. Bhododendrona, cherry trees and magnolias were in bloom. Moore had just returned from
Ottawa and the opening of “Momads” at the Mational Gallery. His installation there included work from the gallery’s
permanent collection, and this had presented a number of logistical problems: the borrowed material needed to be
taken care of properly to prevent damage—interesting for Moore, given that he does not concern himaelf with how
well hiz own art will survive. We discussed the impermanence of his work, which will deteriorate faster than moat.
The objects he presents, which have had many lives before becoming artworks, will break, deteriorate, decay, rust,

wither and rat, continuing to change long after their usefulness as art has passed.

This is an article from the Fall 2009 issue of Canadian Art. To read more from this issue, please visit its table of
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Andrew Bonacina: Last year you completed the final stop in your year-long project Uncertain
Pilgrimage, How did the project beqin and what were the motives behind embarking on a journey
such as this?

Gareth Moore: Uncertain Pilgrimage began with the impetus to visit and investigate the
ensuing interactions with a number of places, objects and people, in an attempt to write a kind
of ‘sculptural story’. It was quite unstructured, having no predetermined schedule or route.

It physically began in Vancouver with the collaborative construction of a wool suit (or costume)
with an 84-year old tailor, Bill Wong. Throughout the excursion the suit and costume transformed,
grew, and dwindled, at times taking on additional components and at others, leaving parts behind.

AB: You describe the suit you made as a ‘costume’, which suggests that your role in Uncertain
Pilgrimage was that of protagonist in this epic-style narrative journey. Was there an overarching
ambition that linked or guided the choice of tasks performed and are there models for such a
journey that you were looking back to in thinking about this work?

GM: | was looking and thinking a lot about travel literature, and about ways in which people
take on time and distance as a way of engaging in something that is felt to be spiritual at some
level. There is usually an end point to these types of journeys, one travels to a destination and
back, typically accomplishing something at a chosen point. Uncertain Pilgrimage had no real
destination, no end point, and no clear objective, there were things set out for, but there were
no grand narratives or desired conclusions. It was less about me and more about finding a
medium for traveling, researching and constructing the project.

In a way the suit was more the (initial) protagonist, quite invisible when worn, becoming more
visible through transformation and over time. | think the ‘specific’ journey also recedes a bit
when exhibited and the constructed objects with their stories come to the foreground.

ARB: The places you passed through and the tasks you set yourself veered from visiting tourist
attractions and historical sites of interest to more anecdotal and fleeting engagements with
people and places. Where did your journey take you?

GM: In responding to all of this | am reminded of how throughout this project | have always
been trying to get away from travel-writing-a-journey, and think that printing this discussion
might come close to that, in a way curtailing my motives. What follows is a selection in no
particular order (as | would like to keep it), of some of the events, transformations and

interactions, as experienced in the Uncertain Pilgrimage:

A pair of "Smugglers shoes’ were constructed out of two pairs of shoes which | had previously
worn. When walking in one direction these shoes, leave a trail going in the opposite direction.

As | traveled homewards a pair of glasses were made, Glasses for going west. The lenses were
made from my hair and the frames from a motel pencil, a roe deer horn and other scrap material

collected along the way.

A moss beard was constructed whilst traveling through England, Crusee tells a manoecius
Joke to himself,

Oppesite: L'ncertain Filirimage; Crusoe Tells o Moroecis Joke o Himsell, 2006/ 5007 wavo = 107



Texte - Andrew Bonacina, « Uncertain Pilgrimage: An Interview with Gareth Moore by
" Andrew Bona cina », in Uovo, avril/juin 2008

One of the first places | traveled to was Albi, France in order to see Henri Toulouse-Lautrec's
cane. The cane he used by necessity (he had malformed legs, a cause of his parents being first
cousins) but he was also a heavy drinker and ordered to abstain on account of further physical
ailments. This was not a sound possibility with Lautrec, so he fashioned for himself a cane
that concealed a small flask of alcohol and a tiny cup. This allowed him to take his drink
discretely at any place. | was quite taken by the cane’s dual function to keep one upright, and
also contribute to the stumbling effects of alcohol that inevitably bring one to the ground.

| then began constructing a cane out of a piece of bamboo gleaned from one of the thriving
local bamboo groves.

| traveled to the replica caves of Lascaux Il and followed a dramatic tour, complete with flashlight
in hand, and described in a language | have little understanding of.

| asked Richard Long for a pair of his shoes. (After months of attempting to find him and a
number of visits to England | found that he lived walking distance from my grandmother’s home)

Sitting in the back seat of a car in northern ltaly, moving near a hundred miles an hour, | peered
into the "Valley of Nothing' going by on my left hand side.

| stuck my arm in the Mississippi River.

By means of walking in ill-fitting shoes | injured my feet, and so somehow | decided on Geneva
as a place to rest. | then spent much of the following days gazing at the jef d'eau issuing from
the lake, learning stories of its accidental conception at the hands of two city plumbers.

| dug a ditch in order to keep my travels financed.

| traveled into the heart of New Mexico’s desert attempting to find the test pad for Richard
Branson's spaceport project.

108 « UOVO » Gareth Moore by Andrew Bonacina



Texte - Andrew Bonacina, « Uncertain Pilgrimage: An Interview with Gareth Moore by
" Andrew Bona cina », in Uovo, avril/juin 2008

AB: How do these anecdotal experiences live on in the space of the gallery or museum?
In the same way that you don’t wish to write a travelogue or fix these experiences through
documentation, how did the sculptural aspect of this story develop and how can they live
on without becoming relics?

(:M: Works such as Geselfen Work and Le Cane have, within the context of exhibition,
been transformed in a specific and reactive manner to these temporary positions. Gesellen
Work was initially formed as a slow growing bundle of wood. Pieces of scrap wood were
collected over various locations such as a broken sign post from the Eden project in Cornwall,
a piece of weathered lumber found leaning against Donald Judd's old studio or a stake
from an abandoned gold mine, and bound together. As part of an exhibition the bundle
was later transformed into a new structure, a bench and bed-like sculpture Gesellen Work.
Waiting here for; after this it was disassembled, and reformed as a slightly changed version
of its original sculptural self. While taking part in another exhibition, Le Cane was adjoined

to a slightly dilapidated 19th century chair, temporarily becoming Cane at current moment.

A chair dating from within Henri Toulouse-Lautrec's life span was found and the cane
substituted for one of its legs, becoming a support for the chair as well as finding a position
to rest itself upon the seat. At the exhibition's end the cane was removed and the chair left
behind. | see these secondary points (or gallery / institutional settings) as ways of interaction
that might further inform / transform the sculptures and their stories. To nomadic peoples such
as the Roma and Hobos, producing and selling craft and art was often integral to sustaining
existence and movement. Traveling with often humble pockets | began to carve and fashion

Spoons and Forks and Runcible Spoons as what | imagined as a somewhat symbiotic way

of supporting the movement and formation of the journey.

AT: The titles of many of the works that have emerged from the project remain ambiguous as
to the origin of the works or the narrative that led to their making. Is this sense of ambiguity
an intentional part of the project?

GM: It wasn't an attempt to be overly ambiguous, but neither had | a desire to follow a direct
trajectory. The titles largely developed from the individual works created, rather than the
project at large and, to some extent, | believe these hold a less ambiguous nature within the
contexts of the certain groups or individuals interacted with during the specific works'
construction.

AR: Will the objects and other works that resulted from the project continue to grow and
change each time they are shown?

(GM: Given future contexts or investigations, a number of the pieces will grow, reduce or
transform, to what extent and which individual works is largely uncertain.
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AB: Your descriptions of the various elements of your journey and the resulting sculptural
works chart not only a physical journey but also a historically referential one — a writing
of an alternative form of art history perhaps, told by means of anecdote and historical
ephemera. How important is the notion of "writing’ in its widest sense to this project?

GM: In preparation for, and throughout, Uncertain Pilgrimage | was looking at a lot of travel
literature, early travel guides and that of personal logs and memoirs. Over time | amassed

a small transforming collection of such writings where books were sometimes abandoned
or altered, pages torn out and left behind after being read. | was thinking more about creating
a story without writing, in a tradition like that of maritime sailors singing a song to describe
a map or First Nations performing dances to pass along personal histories. Walter Benjamin
makes some really interesting observations about the nature of storytelling in his text

The Staryteller, for example he says, ‘The earliest symptom of a process whose end is

the decline of storytelling is the rise of the novel at the beginning of medern times.

What distinguishes the novel from the story (and from the epic in the narrower sense)

is its essential dependence on the book ... More and more often there is embarrassment
all around when the wish to hear a story is expressed. It is as if something that seemed
inalienable to us: the ability to exchange experiences ..."
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AB: Benjamin's text is an interesting point of reference in thinking about your project

as it highlights, in relation to my previous question, the task and responsibility of writing.
Was Uncertain Pilgrimage another way of writing a history, be it an individual history

or one of social interactions?

(GM: The way in which Benjamin describes a loss of language, or way of communicating,
is something | really connect to this project. The journey was partly a way of attempting
to write about these experiences without this dependence on books as he describes.
About history this gets more complicated, | was looking to the past, but also thinking of
it as something that would not really be finished, and therefore not be fixed in history,
something perhaps like ripping the last chapter(s) off a book without reading it.

AB: Benjamin also ties the loss of the art of storytelling to the loss of a traditional sense
of community in Modernity, the type of communities such as those you mentioned — the
Roma or Hobos — in which memory, speech, experience and social practice were shared.
These types of communities were often structured around traditional working practices
which brings us to your self-appointed ‘apprenticeship’ with certain traditional trades such
as the baker, with whom you worked for a short period of time. Can you tell me a bit about
what you were looking to investigate by engaging this way with traditional forms of work?

GM: | see art as holding the potential of both creating this sense of, and simultaneously,
loss of, community. It builds points of relation and dialogue in which individuals converse
over time and space, but often much of this is filtered and mediated over time. | was attempting
an interaction in the most basic of ways, engaging in something that | would most inevitably
learn from — hopefully, in turn and through conversation, to have something to offer back.
Benjamin writes of how resident master craftsmen and traveling journeymen worked together
and how every master craftsman had been a traveling journeyman before settling down.

He was addressing, in part, the Gesellen, who leave their homes for a period of three years
to apprentice in the world. | saw Uncertain Pilgrimage as somewhat of an apprenticeship

as well. It became an investigation of a more immediate, less filtered, way of interaction.

AB: Can you tell me about your experience at the bakery, how the project came about and
how your role as an artist in that environment developed?

(GM: The bakery project grew out of an invitation to interact, under the premises of performance,
with the community of Trento, in northern Italy. Of course, | kept seeing bakery after bakery
and began thinking of how bakers work while most everyone else is sleeping, place their
goods in the shop, and go home to bed. Later, someone buying bread interacts with another
individual who hasn't had a part in this construction. | wanted to insert myself into the
working of the bakery and establish a more invisible and immediate collaboration between
myself and the baker. | produced a batch of ‘sculptural’ breads that could be inserted into

the bakery for a day. Someone stopping in for their daily typical loaf might instead have

a choice of another more mysterious form, like that of a shoe, a cane or a beard. | imagined
how this interaction might lead home to the dinner table and take on further interpretation.
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ARB: This type of apprenticeship is reminiscent of the activities of the Artist Placement Group,
a group of artists who began working in the 1960s and 1970s (including artists John Latham,
Keith Arnatt, lan Breakwell and David Hall among others) and explored the notion of artin a
social context by placing artists in various industry and government departments, challenging
both their own practice, but also, hopefully, the practices of their adopted colleagues within
these companies, How do you think your working in the bakery affected the baker and his
attitude to his work, and then, to art?

GM: That's impossible to answer as my communication with Andrea Pulin (the baker)

was limited. My Italiana is piccolo as was Andrea's English. In our initial contact we had an
interpreter but for the night in which we baked together, we relied on a more rudimentary
way of communication and a child’s English / Italian dictionary. It seemed as though he
enjoyed the experience, possibly he was slightly perplexed by it, but definitely enthusiastic.
There was one strange outcome to the event, which relates to my neticing Lega Nord
posters around the town that proclaimed ‘No Moschee in Trentino’ (no mosques in Trentino).
In response to these surprising announcements, | decided to make some bread mosques

to place in the bakery. Later (from what | was told), these mosques seemed to affect how
the retail clerk responded to possible sales of these new bread items.

uovo = 117
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AB: Your other quiet intervention in the public sphere in Cologne at the Galerie Daniel Buchholz
bookshop could be read as a metaphor for the whole project and indeed much of your work - a
cabinet of curiosities in which varying narratives and histories and art and non-art objects come
into close contact by means of forms of display that play with the tropes of museological display.
What material did you bring together in Cologne?

GM: As a unifying unit | constructed a sculptural sled / cart out of found wood that | thought
of as a device for transporting the other materials | had been working on, The cart was placed
within the front window display of the store with the rest of the material, absorbing itself into
the Antiquariat bookshop. | spent a week or so going through the many wonderful books, prints
and curiosities housed in the store, developing some new work, and finding relationships
amongst the existing material for the works to rest with. Sculptures like Smugglers Shoes
and Crusoe Tells a Monoecius Joke ta Himself found temporary homes in the store vitrines,
beside old etchings, books and other materials that somewhat expanded these objects’ histories,
(those of the Antiquariat, and those which | had constructed). Sculptures such as Der Landloper
were developed on site with the construction of a previously flattened tumbleweed collected in
the Texas desert and the addition of a portion of a Hieronymus Bosch catalogue gleaned from
the Antiguariat.
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AB: The pilgrimage of the works, so to speak, can continue beyond the life they have as part
of the project when inserted into new contexts.

GM: Yes, they can retain a flexibility and hold onto the possibility of transformation aided
through interaction with possible new contexts.

AB: So you arrive at this form of ‘Musée Imaginaire’ where traditional object distinctions
become less important. It's something you've explored in your work in the past with projects
such as St George Marsf. Like the Antiquariat bookshop display, and even your time at

the bakery, it became an insertion into the public sphere that challenged the way in which
art functions, is categorised and works within a social context.

(M: Well, | think without this insertion into life, it can sometimes be a little all too structured,
and designated to a rather fixed position. St. George Marsh started quite loosely, my friend
and fellow artist Jacob Gleeson spotted a small corner store for rent in a residential area of
Vancouver and we began discussing the possibilities of what could unfold in such a space.
Looking at ways of conflating interests we had in mind things such as small-town-low-budget
museums, aged and fragmented corner stores (stores that dealt with items of an unlikely union,
such as meat and videos, or vacuums and golfing equipment), and art made outside of the
overarching forms of art historical discussion. Quite quickly we had a little shop and a license.

AB: Were visitors aware that they were entering something other than a normal corner store?

(M: This really varied between visitors, some it seemed would drop in, buy a snack and leave
without taking the slightest notice of anything else, others would offer business advice as

to what we might do or sell, as a way of helping our obviously failing business, others again
found the store to be very reminiscent of something they had once encountered. We had a
young boy drop by once, maybe seven or eight years old, and shortly he began to weep quietly.
The man escorting him detailed how the child at times suffered from nostalgia. Given that
most of the objects within St. George Marsh were older than the child himself it seemed

a strange but beautiful description of the boy's upwelling.
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AB: So as much as the project was about the challenging of the way art functions, mixing
useless ‘aesthetic’ objects with everyday consumable goods, it was very much a social project
in which your everyday interactions with the visitors became a form of performance, or at
least a way of collecting conversations and encounters in the way that you might collect
and arrange the objects on the shelves?

GM: Well that became an interesting remainder of the store, something both Jake and | really
enjoyed but if you are to call it collecting it was done in an unintentional way, like all memory,
these stories simply reappearing through later discussion, description or rumination.

AB: Does the store have an afterlife other than in the memories and stories that came out of it?

(GM: It has gone through two transformations since the store originally closed. The first being
a sale St George Marsh, Everything must go, Away, held in the loading bay of Catriona Jeffries
Gallery, in which everything housed in the store (down to the cashbox and broom) was for
sale, under the condition that it all stay together. (It didn’t sell.} The second, after sitting in
storage for a year, was its transformation within a Vancouver gallery into something slightly
replicating itself under a new somewhat neutered form ‘St. George Marsh, Denaturalized'.
After this last transformation it was once again placed into storage, this time somewhere

in the suburhs of Vancouver,

AB: Can you tell me about your recent sculptural works, such as Sculpture Garden with Bench?

GM: Sculpture Garden with Bench grew out of a continuing series of photographs taken over
time at various locations. The photographs are of sculptures constructed in-situ, out of found
materials. The specific locations, and the material found therein, entirely inform the sculptures
made. Upon completion | take a photograph and leave the construction there, The collection
of photos up to the point of producing Sculpture Garden with Bench were brought to San
Francisco as part of an exhibition. | had decided that | would make a sculpture to house the
photographs but left it at that point until | could physically make it to the exhibition location.
What developed from the gallery space and surrounding environment was this slightly reduced
and patchwork enclosure, constructed from found scrap wood. The photos were mounted
first on found material; plywood, drywall, cardboard and then as well mounted to the internal
perimeter of the structure.
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AB: They seem to develop this idea of building a ‘sculptural story’ through objects and locations.

GM: It was a way of addressing their physical displacement. By mounting the photos on found
scraps | was looking to bring the photos into a more direct relation with materials similar to what
the sculptures depicted were originally constructed from,

AB: Do you envisage there being another journey in the future, or a continuation of Uncertain
Pilgrimage?

GGM: I'm not sure if there will be another journey in actuality, but a continuation exists through
the materials and their possible reconstitution over time. A small amount of material was
collected that hasn't been addressed, so that always gives rise to a possible future. But that

said, it is always nice to amble.
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