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REALITIES REVISED
Reality is not a given: it has to be continually sought out, held — I am tempted 
to say salvaged. We are taught to oppose the real to the imaginary, as though 
one were always at hand and the other distant, far away. And this opposition is 
false… Reality always lies beyond . . . a screen of clichés. 

(J. Berger, The production of the world)

Starting with the problem of how art may relate to the discourse of reality, the 
exhibition development began to follow its own path, independently from any 
predictions. The reflection preceding this exhibition took into account different 
approaches to reality – those compliant to it, such as reflecting, representing 
and reinstating, those taking it as a starting point with variable results – reinvent-
ing, reimagining and reconsidering it, and those subverting the reality through 
redrawing, reworking and reversing. Then however, we realised (pun intended) 
that our reflection has been firmly rooted in the preconditioned notion of reality 
and arts themselves. What are we left with when we start to question those 
two?
When thinking about this question, I tried to avoid following uncritically the 
poststructuralist rhetoric of relativism, which has negated existence of objec-
tive truth, and presented us as mere ‘prisoners of language’ and which often 
provides a convenient excuse for not taking a stance. The last two decades 
has seen the withdrawal from this position among the contemporary art theo-
reticians, who coined such terms as meta-modernism and trans-subjectivity. 
Those conceptual categories distinguished themselves from postmodernism 
in the first place by their implicit sincerity, and therefore a truth value of a kind. 
What is striking in the practice of the selected artists, is their honesty towards 
the original impulse to create – they start with a subjective moment, an object, 
a story and somehow manage to transform this highly subjective idea into a 
more universal message. At this very moment a work gains value - “this con-
nection [to people] becomes something real, there is something true about it” 
explains Miriam. 
The works presented draw inspiration from different sources expanding hori-
zontally – from facts to fiction and vertically from past stories to future esti-
mations. However, all of them have a point of convergence in projecting on 
the contemporaneity and highlighting certain aspects of it. While putting works 
together under one roof, I have noticed certain similarities in the way the art-
ists have explained their understanding of what it means to be real. It comes 
close to the new realist school of thought, which has extended considerably the 
notion of reality by including elements generally considered a fiction or myth. 
Since those entities exist in literature or system of believes, they contribute to 
the reality as we know it, even if they are not considered true. Similar approach 
can be observed in the practice of the participating artists, who frequently in-
corporate fictional elements which may have a very real effect on the viewer. 
The new realist distinction between reality and truth turns out to be useful for 
the understanding of art, which may not be truthful in terms of factuality or cor-
respondence relation (the argument which deemed it a domain separate from 
‘real life’) but can still be honest, that is true in terms of intentions and effects, 
and thus become a constitutive of reality. 
The urge to write too much on this topic has been even stronger than usually, 
most probably because I have not been able to give a definite answer (in fact, 
even attempting to solve the conundrum of the nature of reality or art and, 
thereby, to resolve once and for all problems of ontology and aesthetics sounds 
ridiculously) and I wanted to safeguard myself by giving an overview of what 
has already been said. The complicated nature of the relationship between re-
ality and art theory, which has been relentlessly transformed from the antiquity 
to modernity, the length of the text and your patience, my reader, drew this 
undertaking redundant. Instead, I decided to tell you about the only thing I can 
discuss with some certainty, despite the precariousness of interpretation, about 
the realities of the works presented.

There is a silhouette, up there, on the tower, casting the warm light on the cold 
stone blocks. Who is trying to communicate, from this fortress of solitude, the 
tall warden of primeval heritage, lost among the post- industrial rubble? Mons 
Lucius, the tower of light, once again with the illuminated peak, resembles a 
lighthouse emerging from the sea of limestone, guiding the stray wanderers on 
their way to Mosae Trajectum. This is a meaningful association – in the end this 
whole are used to be a part of the prehistoric ocean. From the top of this tower, 
Romans used to send out the encrypted messages, using the light intervals. 
Only those having understanding of the Morse-code could decipher the con-
tent. In the place of the coherent strategy, the message transmitted now from 
the very same place, carries the potential of the withheld desires, the yearning 
for the imagined homeland. The place of the reason is taken by an aphoristic 
‘heart’ which knows no sense.
The new project of Miriam Sentler follows a multilayered storyline, which has 
emerged during the artist’s half-real, half imaginary journeys through different 
places and times, the result of which has been presented in the form of a 
video. Working simultaneously on the local project in ENSI, Maastricht, and 
still drawing inspiration from her travels across Italy, Miriam has attempted to 
bring those two, seemingly distant worlds, together.  And so, she has found the 
convergence point way in the past, which still projects on reality.  In Mons Lucis, 
the genius loci intertwines with foreign tropes, myths blend with facts and the 
unique flirts with clichéd to strike the sentimental note we all bear within. Only 
after leaving the projection room, we may start reflecting on, not only unreason-
able, but often even unconditioned, nature of our longing.

Mons Lucis
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Hold your breath; the floating lights above are actually indicating the water 
level estimated for this area a few hundred years from now. Even though the 
accuracy of this estimation may be dubitable, the premonitions about global 
warnings have made this scenario believable, at least for some. The installation 
Sealevel in 2803 and Sealevel in 3014 exploits this verisimilitude of events and 
posits a viewer as a figure in the conceptual exercise with a very experiential, 
almost physical outcome. It induces the addictive rush of excitement mixed 
with anxiety, similar to what we experience when witnessing a cataclysm from 
the safe distance.
Las Bolas (2016) has been inspired by the mysterious stone spheres found in 
Costa Rica, whose genesis is still debatable, the possible explanations varying 
between the human, natural and supernatural origin. Those three scenarios are 
reflected through the selected images, which carry a rich symbolic potential 
themselves. Harri-jasotzea, a traditional Basque stone lifting competition refers 
explicitly to the mythological figure of Atlas, the bearer of the world, as well as 
his human, less fortunate counterpart Sisyphus, at the same time establishing a 
preposterous connection with the discovery site of Las Bolas, a former banana 
plantation, through the metaphor of physical labour.
These works feed on para-science, myths and conspiracy theories, while sus-
pending the judgement about whether they are to any extent less real than the 
‘facts’, especially in the light of the discoveries which, once considered to be 
factual knowledge, ended up on the pile of busted myths. Explicitly taking mys-
terious phenomena as their topic, the works also focus on the human nature 
which can be described as Janus-faced. One face is looking for a scientific 
explanation while the other has a longing for myths and subdues itself to super-
stitions. This metaphor reflects the ongoing struggle between our compulsion 
to know and to believe.

Las Bolas

KIKI GOOSSEN The selected works of Emily investigate different ways of communicating, 
deploying the variety of signs systems – from a simple graphic gesture, to a 
complex utterance. The videos question the connection between reality and 
language – is the first indeed being circumscribed by the other, as claimed by 
linguistic determinists? 
In The end is the beginning, the complexity of communication is reduced to the 
simple gesture of drawing. The constantly reappearing line resembles a blinking 
cursor on a blank page of the text document. In the course of the video, the line 
splits in a way that resembles the mitosis (multiplication of cells), corresponding 
to an organic evolution of language.
Er denkt in Brücken so wie die Relität brüchig ist deploys a quote from Ador-
no to assert the fragility of ideas, especially contained in their materialisation 
through language. It exposes the precariousness of language, resulting from 
the shifting usage and the fleeting correspondence between signifier and signi-
fied, which poses an irresolvable problem for the automatic translation tool. 
Paradoxically, the video itself makes use of a faulty version of Adorno’s quote, in 
which Brüchen (fragments) has been substituted by Brücken (bridges), turning 
the utterance into an oxymoron. 
Contemplating in 160 characters seems to capture and reflect the boundaries 
that language imposes on our communication, as well as the influence of the 
contemporary technology on social behavior. Rather than presenting language 
as the only viable cognition tool, it diagnoses linguistic means as often insuf-
ficient to articulate complex emotions.
Non-verbal communication can be seen as a complementary, if not an alter-
native, way of communicating. Emphatic communication refers to the phatic 
function of language, used to initiate and maintain social interaction, rather than 
transmit a particular information. Yawning as a way of communicating has been 
well-documented in the animal kingdom. Among humans, the extent of its con-
tagiousness is believed to correspond to the level of empathy. Therefore, the 
forced effort to yawn is, in fact, an attempt to initiate an intimate social interac-
tion. Will you yawn back?

The polysemy and resulting from it universality of a lion has made it a prolific 
symbol exploited by both: religious and secular iconography throughout the 
ages. Lions were also repeatedly used as heraldic supporters. Sara started 
observing the shifting positions they assumed in the heraldic shields. The re-
sulting, meticulously drawn series Lion Passant, presents various facets of a 
lion, from the one resembling the dignified king Aslan of the Narnia universe 
to its docile, ridiculed counterpart from Through the Looking-glass. The cycle 
of activity of the animal, from awakening to falling asleep reflects the fate of 
historic empires seizing authority only to become overturned by another rising 
force. The analogous reading can be coined in relation to the history of western 
modern art, perpetuating the paradigm of the avant-garde disrupting the sta-
tus quo. The sequential movement of the drawings corresponds to the helical 
model of history, with the recurring elements of rise and decay, never leading 
to an exact repetition. 
The oversized alarm clock lurking from the nooks of the exhibition space resem-
bles an object from a dream, which haunts a perceiver even after the awaken-
ing. Sara’s repetitive encounters with a clock indicating a peculiar moment in 
time (22:22) resulted in the emergence of this open work, in which the referen-
tial layer has been reduced to minimum. Night Waves is an attempt at transmit-
ting a pure experience – it is supposed to evoke an uncanny feeling close to 
daydreaming, rather than an informed response. It can be seen as an epitome 
of Sara’s work, led by intuition and starting with the subjective. Often the chain 
of associations, based partially on internal and partially external properties of 
her object of interest, gives the beginning to the work development process, 
which in turn leads to the emergence of a more universal proposition, some-
thing what Sara describes as “not too far from what we all see” but “slightly off”.

SARA BACHOUR

Lion Passant

Contemplating in 160 characters

EMILY HUURDEMAN

The lion and the unicorn
Were fighting for the crown
The lion beat the unicorn
All around the town.
And when he had beat him out,
He beat him in again;
He beat him three times over,
His power to maintain.


