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L(IMINT IVIND , WIN) MIAT 7W M78W1 171270 ,1 VD00 ,VINa1an N
12In7 N2 NMINNY 02 amvm71n

ANNW QN7 ANA1T N7 217D ,RN117W N300 102y W7 1IN7Mwn N 7y
NV NIR3AN 7W 7NN NNV NTNWYT MIWAND 101N TN 78K 101D VA
.O"Wyn1 OM7373 ,0M2WMIIR DWW 7w QTN 77 1'R MIWAND 1010 .07 nvn
12 VW NWYNYT 719NN 1aYN NIN3IN WITN7 1NN, 12110 12N2N 02
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MMYTIVD 10,197 MNNNA" NN 0112 TTINTIW N1 7w N7I0 Na”
771 07712 MM TN .OMWNAN R7J "NA7 W 107 PNW AMWIRN 10171 AM7211TR
;IMMDI7N VAN NN DANINW MW7 022NN M7 0771y TNy ,0'an
WNW ,0M"MA MN7IN 11370 DINYA 7710 .17 N17vamnna 07200 0w miNo
N7 N3 M78RWI PNINDN 7W MWINN 0 11YN 00 .0N1702 OMIN D19N17 1WaN
MNR7W7wn m73730 , 07200 NI7Y2 DYNINN D™MPY AN 2Ma1Tnn ma7n
,OM7IY 07N, D'WIND 01 N ?20'037N2 DININAN 0112 MN30 oMyn 1'wam
MNIN 201270 N W13 DNN{7N ,D7N30N0 IN DANYN , M1'7aw myav? onmwpn
771 TIV1 TIY 771 K78 1M7R MI127 TIWINW 12ynw 071V 0'N'an N7 X730 N2
" vV17'0 7717 R77 DWINTNY

NNV N7 NN OTINTIW 'R7I0 N7 7W NIMNAD ARNINN 7W D'09Ta0
DI ,ANWNIN ARNINN 7W 1780 1N 07381 O'R71,0'721yn ,0"NN1T 0N
"Capric” 17NN NN D7V "TINTD AN AMDVWNIVINT INNWRII M7 Dny7
XI VI m72 mn1o IV I mm72 7172 2M1Y 7272 103 2mMnT o nNa Nnman
'NWwY7 TN AW am L mMm70 2112 91avm manTn XVIm IV m7a my7wrw X
MINWT7 NNVANN 03011 MAW M7 "7 7Y 1IMNNN 19722 1NDIN 0'mna
113 103 .0MwWN M7N2 17V 1101 1710 IARN 7W WIRA R730 MW WD "IN NNom
on7w OMya 2 1'31NA V7 I D190nW mMm7 QW NINNNDa ARNIN7 7010 "TINTA
WM DMWY 7W 17 217y 0NN 0N 17W OINR 2037 M70V1IA"N 00T NN
33 .WTN 112207 D023 OMNM1 021N 7w AWTINN 1'NVUI137V1N ,012m 0'703
NNJIMNN NAND 771 K7 00 NPNY MW 70 MaANN" (Howe] 1NN 112 NINT IRNNW
1212771 PITPT7 AW TNAW AR ATININ 300, N1M3NN 1NN ANMvinivo 7w
W N1 ININD DMA7INTTIR D'NINA7 T17719 AW Manm , mamn 7w 2o
1230 INR7W ARNN YW TM0INT ONINYTN TIIATA .A7WImTN

TINRYT MNNNDIN T 79010 121N DMVITMNMPT~OM77AVIN 012N NN N7 TINTD
72,0712 113 .07W MNPNAN NN IR IRNND NIAW 271720 1MV7IIvon 7w ANy NN
1NN 07 NITYA 07N O'WINATD 1NN 12a71 INTA AN IMwY? W 109702 1A
02 7'01N N1 D7 .10 1IN 7R 07010 D'WINT M72MTR 7W D'WINT7KR 13 NIn
NINT M0 'R0 AN 2'WNYAY7 1012 1101103 ,NN3N "NAN IR NTE0 7702 (WY mnn
TNMIN D TIWA IR 71307 10"V NN 97NN NIn OINKR 003703 .MyNnwn-17n
JTINTT 7NN MIYN 27 O'WY1 'YNWNT1M 7vimnnn .an7vimnny
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"TMTY DINAKR 78R 02 N7 0N 17w "R730 'N27] MV 7 O'Na 0w '3

M3 MY N7RIW NINN [Fuseli] *7113 12 [Ensor] MDIN DN 0N 0NN
DTW 1N IMNW 0MIN'T W17 YTINTAN1 NYTINA 710N A7R DINK 7388 1011 17
ANWNIN N0 NP7 NN M37YNT 211 MI7yn, maa,mian , mnn\n nn
127 10270 7w YN0 M 112 12YN 27W YN NNOTIRTD 7w "R730 NAaT W
MNN2NNA N2 27wWn 7Y DTNIN Q7R ,1MwWA 27700 7w 001710 "N730 na”
OMINNR DINNT DWININ DINND YW DM TATINW AR AN

JTIIX 0'TI DYTW 101X DN
bL"N1 ,1895

TN JIINKT7 1IX 7711 IXTIN N0IX
1985 ,ANM1j7 1"71IX1 D7X'Y

James Ensor, Demons Teasing Me,
1895, etching

Collection of Tel Aviv Museum of Art
Gift of Charles and Evelyn Kramer, 1985

JMmd X77 101 N7

117V 1'7,2000

,JIINKYT 272X 771 IXTIN NDIX
2000 ,L1071 N7 TNATTR WO
Karen Russo, Untitled,

2000, ink on paper

Collection of Tel Aviv Museum of Art

Acquired through the generosity of
the Nelfort Foundation, 2002
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MW 0MINT 12 D1NMWNT71 03107, 0INRYT ARTWA NM7N AN™A MINTI0 mMn
AN M2 DMINYT 1IN D027 TR 7W 11NTR 1Y NINM NNIVYA N wowinw
ANNY IR DTATAND OMNYT 7W 7Y VIVIN 71N OMY71, 10NN YTIind onyy
OY77217Y  OMDIN DINYW 02120, MNMnn , m71a1yn . m71y m71ao ;00
9V WDIWN MINTD YW 1DaTA T4N72 "N MM W, aMY3MTR DTIW mMnan
7w 77'WA 113 MY 121w 133, M72IN0 NTMAN 172110 701 [Blake] 771 oN'M
N7 7w [Caliph Vathek] pnv1 7787 18 [Walpole] 71271 D10 7w (1756) 010N
17112 '"N72M M2'VDIINN 12N NI TINTD 7W 1M1 .(1786) [Beckford] TM1272
M72"1TRN N1MAVNN .(1816) 72VD"M72 7WN7 [Coleridge] ‘AT 1717 MMV 781ND 7w
oNNY NN D'P7NYWAN D"MAN MN7INM MATTAN ,OMDID1NA NPAITNN "IN 7w
W DTN P27 MNTD W D03 TAN "2 11738 DN D7 0w Da0nm
12w M0 02N 2T INAN MIN 7W M 171902 [De Quincey] "01M7 1T DNIN
M2 2NN S MANA 10 7Y 10 TN 7MT,INW RN 71202 N173 TR
1MD70 , 0"V X7 MM 712123 N3pwn M7217TRN NNNY 0NaW 171D 7w "N730
VY1V WA 7W NUITIA70 MNIND INNAW D' DINR 01210 101am
NN ay MTNNNAY7 97uNIo oMt 11°NTA 7w 71" aDM 11'WInn 7Nannn
"Y' 11177 TV M793021 PIDIND V7IND 1IN 0N IWINRD DN 7w NAnom
16, 2aw1n 7w "MNND VPINRN DR NAYN NN DWNRINNNW

MNTD 7W11NT 7W DWII30 MM7NA 71T WINN AY0Iinn N70Nn Mansn
027 [Baudelaire] 17712 78w [Poe] 13 17X 1A7TX [Hugo] 12171 Mv7M 7V 02 nyawin
"MNWA MNA" N7 1NN W0 O TIRTDY7 1WA DNMNNY7 127w 10 00N
The” nInNN NIM33a '7.07 0wa "W 0NN A IMIN 9191 7732 7707 T
1210 7w 11"wn nvvan [Yourcenar] IN1D1 VAN (1984) "Dark Brain of Piranesi
172N 771NN IR MD7NNN NPNITN 7W 72T MMY7MIvoa AN N
178 7ATN 7w 1202 "8a%w 7980 MDA YN TINTD YW D'W1DY AN3VN viwan
ATINTT 7W N730 "N2 071 7W NDMT0IV NINW (1842) "N7VIVAM Man" 19
MTI000 MNTNPIND 7W INTINTD N7 NN2 NNDIW D N0M2 NN 17 INInn
OMDIND T INMINWY? TY 1TV

11220 0AW [Sant'Elia] N"7N'VID 1"1VIN VDDIVINGD 770NN 7371TNN
11702 MTINTD 7W W72 M7 DN'Y7 1370, 70130 78 1NN N7 OM7317TNN
DINNNN O'MW N1TDA "D NIVIA TN 1M7N'VID 1N [Citta Nuova) "nwTn 1"
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M0 7Y R7IWRIA 71 OM7NN INNN 1IWN .OMDPWA AR 10 TIRTD

MINN TNNA NV712 "R730 '"NA" 7W ANWRIN ARNINN 037N PmwIa

N7 NVWDIINN N'MWMIN MWD .N7IWN NN AT9IN2 1WY1 17'R3 , 1wWoInn
TINNA ANRNN TINTD 7W DDITNN NN NINANND 70N NTaY 7w NInan
MNNWA QN7 NN MR 781 NN 17W NV7WA NITY2 .NMINKRA MWIYN QyvYy
NIN DIMANND NN72MTR MNNAND WY1 17N 1372 D7NINNDN 0M1'wa a7
.91 "N'730 "N2” NN1 7732 1MDDTN

*

17W AN M721N1ANTA MIRIDIDN 17700 7V T1AY7 NN 7'NNN 17471
DIMNN TN 7W "NNIT NININTY 177872 1m0 TV 1NN 7'DYNW ,"NN11 NINAnY
1871 NINN2 MY7VN7 1INTW DTN D'7°2WN , D'0171°N 1WA NM17W aminT NN
1IN W DMIMYNN 12101 .1Y2702 1IN 197 W1 ONYY NN 12N 178 09T
MA7INIIND MINND MININT IPDRY7{7 MIANN MR 1TAY "17a0 100" nmpnn
DMININ W 7W 1NN IN NI27TW ,"ATINDT INMANT AnMn Lm0 Y e
MAMAN NN M7V MINARD MDD NN 7'W1, 00970 02 773w ,0MNon
7W 31NN N N 127 QTN WINN 12N TN 7W 1D3TNA197NWN 178N
Antichitd Romané de'tempi della] N1"NN1N MPNYN NW1A 1'D3TN MITA NN
.Society of Antiquarians of London 112782 12N3J TaR1'A 1N21 1756™N [reppublica
A7PWW Y2172 MINTD 7W OMINTIDIAN MNINA NIN INWIA IR NN 175072
W MNw MMay’ N1man nnn "N730 027 NN 7707, P0vnaT Inn 2'0aTn
VDV AN T 7V MV MNNIN MY {70V102,MAWpran1a m7I37N
ANVIINND MINTAD 7W 1010719 772 3 MA7YA INND 737N TINTD

(N1VDD M O1I) N3 2172 "UNNIV INR7ND 1NANNYT MTINTD 12Y 176172
TIN 'NNNY 121N 1IN7 NWNI0 ANYN 10370 7W MINRAN MNNIND QY210 N2nan
MTDN A70'NI1D 122 7712 ,0°TN7NN O'WIVDON N2 1TAYW 127D D70 N1 MDD
02 N7 00371 IMDI 71 N7 17W NMINDNN NMMAVIVDND NN WNN7 17 NTwWaN
1'UN DM, MPNyn 7w NTIWINING MNTIVD1A 7OV MINTD M7 Ny 1Mol
02 72V NY2~N21 "R MINIAT 1AM WD NIDL.DTIM 1712 1772w INTTIN
0013 N 176172 .(2171'{72 1761 7W ANNIAN) "N'730 'N2" 7W NWTINN NN 7Y
700 RIM IMMDINAN NN 7 7IV10 176671 1NN 7W v NN N7V7 ANWRID
3110 m7ap :owa rmY 7y mnny
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0'VINATAN NN 12NN 2ANINA M7V TIRTD 7w 0719M 11270 Nan7? nmTa
Y7 7Y MAWNTN MWIVN AN O17A 7Y D' NNTN DWNN 00 .WTN 1TDY
02 .MTINA MR 1WA 1171230 N1N12NN MANITM TNI0 219V D770
IWANW TINTD 7W "N730 N2 7W MMM MMvmavon IR 0131 00 332
1IN7 7w '"N1aNN 1700 7Y 17 002 MRy

N7193 7w MNYN .1I0N12N 1IN 7W 1NN NN DR700 MDMIM DM 2IN
021 N7'VIN1NN 7w MA7N3 DA O'W13NN (2004-2002) "NNIYN" '"Mwa Ml

XIX 12N I0N1ax X7

2002 ,"fINVn” Mo 7INN
a7y DN

TININX7 1'IX 771 IX'TIN QDIX

2010 ,JAX{1 TINN

Larry Abramson, Rechavia XIX,
from the series "The Pile," 2002
Charcoal on paper

Collection of Tel Aviv Museum of Art
Gift of the artist, 2010

ovD1 19§77 1737 ,1"LYNN1 1710
T'1 V12X 1M¥7,2011 TIX"A
N7 /OO 1770 MR

Pablo Bronstein, Cafetiere in the
Piranesi Taste, 2011
Hand-colored etching

Courtesy of Herald St, London
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0112 1IN O TTNW 0w 0'D'79N1,N121290 nNann nw1 N77130 m1ny 1y
NN .ONNY 7V DINNN OMIVNINT ONATA O1DIT7NA O1aYN MoV, mnijp a1
.07192 0"Myn MNN3NN 7V , Y7101 R7W 1IN YT7IN2 V0w WNIN N7W 210180
02 0NN NMDINY7 TV D'2ANNNN 0N'21NYA ,M7N'VID 7W DM NYN 1'Iv1o
7W 1V1D2 NWNNIN AW A3 ,N1121000 YN 7W MuDarDIanNn m7371TNA NN
7Y 7yn N7Vyn 0ANNWNN 012yn 0NN OW 02 .(1923) 9*1917vn [Lang] 2IN7 Y12
"N'720 "N2" 11TVNM INT AINT 7W 101D TINTD 7W MMINDND N3 ,A73R My
,1771INN NMINRN 0719 NN 02 7107 712'W 7120 7NN 071y WNNN 1IN Nnw
172 0N 710 TINTIW D700 7W QTN N0 MNNNN 0719 127 102 1manw
[De Chirico] 17717 0T Y212 MY 7w 1T'3VNN 7700 02 .NINA N7 ON 02, NNMDN
DIVMW VN D2 73 MTINRTD 7W "R7I1 NA"7 DNWR 7VRN ONNIVIIN DA
1MT12Y2 TM1'N21,M2IN2 MONRW "MATN 171090 1MW MT2aYa [Schwitters]
A7y AN1D7 NY1AN R7 TWNR1 192371 121102 NMWKRIW [Merzbau] 1IR2NIN NYTIN
MWY M7y 100 MY7IIVDNT 112 INA 1N DIVMNIW 194871 1ANN 7w 1NN
721 wINn MK D707 Y781 X1 ,NYN 72 NNNWI NN121w 0N N31081 MY LYY
9. 0an mn 1ayw nyo

oIND V712100 7Y DMIA1D0 D'MINYA TN 07700 "13IW 01NN V7R
7W OMMINRD DUNARD .MNTA MTI27 121N2wW M0 K771 1270 K77 0y
DIV 2NN MDANN N "NNDNN 1TONN ANNA 172TN 17D DINMD TIRTD
12'70mM [Benjamin] 1'N1 1071 7W 1N2'N3J 02 MTINTAYT M7 .AN7IIND IR
'N1131 78R .0'WI371V1A7 MDDIAINNN TV 17W ONDIDIND N1IANT NDWNA
YW D NTNWI DINDI DIW{A YW WP NN 0719, NN N37YN3 7310 N0
oIV VTN 7W 7DIN "N N 17W OVTONDN V7119 .0NT MMz 71an
MADDAIRA 111NN 221970 NN 7W T3 YW AmnT R 0213700 DWW 1Y
17 1120 N2 INR7 IWAIRW T M1 7W ANTI1AY7 02 MIMDIN 0013 W13 7w
MI771NN NN 7190w 7Y 0NN 71T 78R .00 027NN 1220w N2
1"2 NAVIDNT MI'WUNNIDN DMWY N3TYN TWIRN MANDNN N2'w7a0190n
21 /N3 7W N'730 "N22 NN NMEIDN TR AN 13T, 002300

WP7R DADI DN D'V 7W1 OMVNN 702 MW 7W DINT1 719N 2NN
JAllchurch] y1'N7R "7'0R NMWIYN N'WIa20 NMINND 7W 1PMTaya 02 131
0V 1N71NW D'M78NN OMNTY D'WINATD 7W OM700T ORI NIN™A NN
JIWIVIA2 1TV TINTA 7W "R730 N7 INIWAL NN 10 NM1Ind mnw
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M7 YN MM 1T DNMPW O TIRTD W 0MINTA 730 N2 13 N7w
oMWY NVIW 1IRAYY 7W X730 N2, 000 M127 7Y 7210 87 ,0M78 ND121wm
AN D3N 7V NNMDN V7w 17 TWANND 137 M TANTN7N 770 7iNa o'oin
072 NN TINTA 7W 110370 TN7 VW N2NN MINKRY? 212X 70 11NN N211yNa
77 NTNAVDNEA ANWNRIT NANDW 2NNMT7 MR 1D72) (2016/2012) MATTN
12yn N 0N NN, 0'WINA13 M7YN VW1 TR 7w O mTay .(n1naa
MVMIM M2y 7w 7202 M, 0'WIN 7w 7202 N0 - 202 12yn NR 0NN onaw
TINNR 7W MT12Y2 D2 O"P7W INTIRT'T V7aN N VW 788 0'0Ina win'win
[Muniz] D010 7 7w 271702 TN1NA V712 NIM,0IN M1aN OV DTAYW 0NN
MNINTVA ,12YN 1200 AN NT'NA NNYm AT 13 ,Avw 25,(2002) "R73 'Na”
7ANNN Y7117 N0IN MINTD 17N .ANNYT 1D TWIANNDN AN N1V M2 m
N 11NT7 TNI DTN DNANPNND T'VVIT DNAN DMN NIV 1NTA NITYa
W NWTINNA A20m 010 2 N2NN 17W 220D2IND DIWIN .ANT7NN NT77
7W N'730 "N 0N MINTA 7W "N730 N7 .MINNAN OV WAIN1 D07 ANna 12yn
Mwmnn 870 minwnn

11217YN2 (.20 27IN) Angst vor... AN NIN VW 1INAYY 12'N0 2004 Y772
12371 12 1NNN NNW NN WIN .MWIY MINRYT 173870 INTN i nvagp
NMN3N 27Y2 .0V 121N W3V N7 AMNT 219N 1w 1IN 1AI0wWa ,N7n7
12IN0N N7RWINW ,AVNN 7Y 1AW WD NP NT 200 TINY MINND A7w72nwn
027 0NN DN TIWA JIIRT 131N 12W MYV .7RI121IR WA MINTA7
0nw , 0w MMNT1 MD721INN ,MA1 M 0'Nya71 NT7A Qv 0'Nya7 avrw 7w
0NN 77002 AVNA DYY ANTI2 ANNY VW 02 261NN 7W 1ARTIVIN 'UN
,(2002) NI'W NT21 (2000) ANTRAN NAW D2 0022 ,A780 AV 2NN .A7W
N1MPNW 111202 ,W123Y N7 AT AW NW 7W ATvi7invoa IN731 oawa
o'1127 ONW QNT1 10,00 071N ON1.0NM7IN IR 0710 00 ON N1 R7W3 ,Nr1a
OMU1T17 M7N7101 7W NTI270 ANTINTD Mn71 mM7Na

17 w1 [L.] 1972 N NN ANWIT INTNIN, 1NN MNW N2 NN VY
MININNDT7 700 12 71907 1712 IR CMINYNA N3 N0 D700 .2 INTW Qwinn
7301 1NNY NN 07100 MINTD 27"ANTN MY ARW AWINN 7 W N71MyNn NI
AN TIWN) MITAINM 1NN 100712 7W 1D N0 02 RN177W IN1DNA 12v0
W ANNn 78 NM1 W 12y NIvY AR 2'wa7 1mN3a) 0'71onv nnan im (mpna
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WA 1NND 7W 12NN 7Y 02 0NN ON 22 pINTINTVDIIN YW Mynwn 1awna

MTIAYa AN 7wV NAND 1WA N"21YNa MAINN 7w 12N MInNg mi7n 7w
ATINTA 7W RN N .MINND 7W 7980 TN 7W 0T 02 1DN12R 7w 'nyn”

OM™M7INIIN 01201 7W 1210 ,N3210N MANN NNY3 AN )1DN1AR 7w D7wi

DTINY 7W WIND 72D 721NN MNADN 73 7w N'772 DM INNN 1DN1AN
ATINTA 7W 1'D3TA NN MI3ITRN 1DNIANR 7W MNYN 1021 1N7W17 12K, DN1INN
,MAIN MW W 021120 .0MITINTVDIAM A17'WaN1n 1wand 011 'l Awmw
MNINW?7 MIWIRD 101N NI117 1WINT IR 02 DIPWN TIRTAD 7W 1'DITN DIANTNIW
22 qN13nn 1avn

mMn17 "WNNR I'WNWNA W31 7117 0711 "N 113 OMINIT MT01M 873 'Na
7272 0,027 DMWY DUIAR 7NN MW NWI 00,0710 DTNy 0NMonn
.(Awnna 1R7) [Shiota] NVIW 1TRAYN [Ai weiwei] ™11 "1 'R [Schneider] 1TMwW
wIn'w 71N DY ,N7R3 DMINIT MTOIN NMN72NDT MWD 7w NN
NINRN 7W 1"MTAY NN 02 DIMINA NNIN NTI713 OPWINGD MmN T nmonaa
N'73 M2 - 0'2173 1'Yn 0n2 NN R [Kotatkova] N217vviz AN 11107 N NN
NWNNWNA N1 .0MWA 0NN 'NINN AR 0'7'2a01 1'NoNNN 0'71w3In ,0'R11 "N73
0MA1712'D30 D'W{7INN VA7 MNIN y7m 2'7mvn 0180, 0YINTI7 71070 12NN
TTIV71 1'NN7 ,N317 MIMINW M31Yn 12W (318D 7Y QYN 11200 yn7n 7w
oy N71Y3 NaN'W ,7wn? ,(2013) asylum vM131 NMINITI M77YNn M7 M
24 AN1DY7 YININ TUR'D'DD O'IN N'22 O'7D1VN

1DATNA PMWIIA 27WN ,DIMN DIINIA 771 ,'U1120 [Bronstein] 1"Vwn11 1720
MWW NFT DWINTN .MNW MM 7W 21NV M73TRA A" NVDN 0'WINTNR
01210 ,1871 ARNM 71IR2N ,0M™21'2N N 12202, 0"N1NR1 DPNNA , 0"NT
0'73 0N IN'W 003712 02 713 .2071 INNA 7W 807N NIWN 0'WIN7R7 1NT1aya
77130 1IN ,2011,"TARTD DYV A9 1737 ,7WN7) "TINTI M2 DPND7N 0'WIN7N
(2009 "V*71A1VNI NMNFTA MTIAY TIRTD 7w

00N INW 33 NIAND MT71N 'MW 1INV 7W 10 01 1713 7W "N730 n2"
MR 7W 1NN 3, TAYM AN 13PN 1010wWn NYaTna o'W 0'2313 N31yna
177NN 17000 7Y Y1IOwn? AnN713'2 17y, 0TInMa , nmwTna Ny npma
N DIDIND 721N MAT{70 7N NARD 7W *TNYA DA IR0 7291 "Mwavn
nNa"N7 D'VINW MAWNN MWINN 7w )T 7w 0w 070N 2'wmn "R730 na”
.y 73 20NN
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MNMINWT7 07193 2NN AN NVIW ARD INW 77112 07w M7N2 012N - ONNY
JVVDM TANTITA T2 7V "721N1ANTA 1NN NINW 7Y, W NANY MVaN
ATIMNW [Antoni] "MVIN 1T 10D .07 11122 A7W TWRAN TYND 20 N7 71907
NWNNWN VW 73 ,AWN1 MIYW NI1Y12 7172 72 7V 199271 Loving Care NNT12V2
LNNY N MWYI N7W A7WNN N7 1733 TR YAND 712v1 712 Mvyn N2l
SN IR AWY'W NN 7310 N3

NaW VW 7W ANWRIN INDTM MPan ManNn 1May anma 'y ioay
AMNNAW DIWN TV IMNYT 171D K7 INW NWATNT . NNYT 77103 M 722 nwnnwin

,ADTY IRAYY

1994 A1¥7 7127 NINN
D'DI1MINT IX'N
700X 7w TI'MIXT
hakiyal

TIINNA IR
Chiharu Shiota, from
Becoming Painting, 1994
Performance at the
Australia National
University of Canberra
Courtesy of the artist

,ADTY IRAYY

,2005 71D X77
DD11n "Nyax Nay
Am1'7y bY 0N 7Y
TIINRN MR
Chiharu Shiota, Untitled,
2005, water-based
crayon, pen on paper
Courtesy of the artist
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N737yM Y1N2w Q787 0132w Q78 "2 N¥NIN QVPW 7w MT12y2 WA .0NMen
07212 02 N 0w 7V 0M2a0 MK 02227100 NN WIN.AT7R1 N7R 7w MNan NN
1702 NVNW 7W 77NN .TN 02 M7V 0'aN1 D'31NN 7Y 0NN 00 ;NVN7 OMN
1NN "N 012101 01T MM L,R73 N2 ,Wo1 1N 01N Na nyTa 7y o7unat
02NN AN321,MA72 D170 1MNT A7MIRA.NNNY7 0MaNNNW 01770 Q78 017200
v 77 17120 0N 7w MVoV MYNNNA N12ANN 27N winn

MY (MW DYY7) NANW N1 0I70N2W VW 7w 0NN 02NN
19IN2 MW WD N7INA 1AW MNWND DN 27w 01 1'7V N2 IN vl
0'DI'NA TV AN APWA T07YY7 INNA 071 112 1a1pa 28.nnna vana 'nva
on mMIn MA7INN1a) N1'wa 7w NJwnnd 0'21 0"21n2 9201 Mnaw3l oMy
N7 01N '2) QN7 D170 1A 7120 (NN D1VIVI AW D13 ONIND TN
'RW 071V 1NN, YINT 019 12 7120 02 791 MT1aya 0791 103 (VTin“nny ynn
12NN NN QYW 7W ANMNA INRY7 .07 00 A, mNNN? 171 12 0719012
(NMnn NN 122 70010 ,01"M1277 ,1270) 01270 0'WNNA DY myvnn 7w

*

NN DANMI AN N7 A70M )3, APDIND 197271 AT711 VW 1NN
2NN, D'WITIVD "D17'N7 N3N N1ADN2,199471 .M71VDINDT 132 1N ATN7W
N1712Y0 NN M7IVDIN 7W NNIN7N NVDINNIW 17237 N1MINKRY 1300 Maa

ninonn 11 NN2N NT2Ya [Becoming Painting] MN7 1AN% 2NN ,N7W NNT{7NN
NNNY NN NAVY NN .Y 7W NVWN7 1212 NN 1330 ,ANM7 11NN 17w 12ynn NN
120 INNY7 .0MA%W Y7In 02 21,722 N0 02 Q012w 1 70 ARyl 127 133
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Giovanni Battista Piranesi, from the series "Carceri d'invenzione,' ca.1761
- Etching, drypoint, burin (p. 70: 77.6x55.6; p. 71: 55.6x77.6)
XII Venice, Fondazione Giorgio Cini, Gabinetto dei Disegni e delle Stampe, photo: Matteo De Fina

71 70




7
G,

Wit
i

R
3

AR

]




i

Y
B R

7




b e vt

__.,
f

o S,

- L 4 L U ‘—_
s G \ Q\:W\X _W

-

i 7

s

.... W\V.\AS__







i
r

T

. .m..h,_....w il
, —
Vi) 7







)
=)

7

4

ey \ _







iR

1

A




-
96-91
TINYN MT'N ,AX'N ,2016/2012 711117 071 ,71DTY NXIYY
77 N7RALUNTI MDY 7N~ IMNT7Y 7w TINNKRD ITIX 7W 191V 73X0 XN
DT'Y MIXAYY 'TIDD AT AIXN N0 (017X
Chiharu Shiota, Stairway, 2012/2016, installation, variable dimensions

Installation view from Schleswig-Holsteinischer Kunstverein in der Kunsthalle zu Kiel

Photo: Sunhi Mang, courtesy Atelier Chiharu Shiota
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might do in five or ten years’ time in a new space. The things | want to do, the things
I can do, and the things | haven't been able to do are all mixed together.

Fifteen years ago you were a student at Humboldt University in Berlin. In
the interim, both of us have experienced a variety of different things, but this
correspondence has allowed me to reaffirm many things about myself. I'm very

grateful that you gave me this opportunity.

Originally published in the January 2014 issue of Bijutsu Techno, Vol. 66, No. 998, 118-135.

Toshikatsu Omori is an art critic.

97

96



Shiota: Thank you for your message. The reason that I've been able to continue

using yarn is that to me it has nothing to do with handicrafts; it’s something that
allows me to explore breath and space like a line in a painting. An accumulation

of black lines forms a surface and | can create unlimited spaces that seem to me to
gradually expand into a universe. When | can no longer trace a yarn installation or
art object with my eye, it begins to feel complete. Piling up layer after layer creates
an indescribably deep black. It's not like in The Little Prince where “you really can’t
see,”but | have a sense that the truth emerges from a work for the first time when
you can no longer see it with the eye. When | saw Monet’s pictures, it seemed as

if he probably couldn’t actually see when he painted them. | believe that a work

is something you make with your heart. If an artist’s job is to affect the viewer
emotionally, the yarn that controls their heart sometimes comes to resemble
words that express a relationship between people. Expressions involving knotted,
tangled, cut, tied or tightly stretched yarn can also be expressed verbally in phrases
like “a knotty relationship.” When we can’t see something anymore, we begin to
realize that the things we see in front of us are different from what lies behind the
works. Then we realize that the artist wanted to say something through the things
we see in front of us. Until this point, | have used yarn as a tool for exploring this
phenomenon.

The exhibitions that stay with me tend to be the solo shows. The Letters of Thanks
exhibition at the Museum of Art in Kochi was a show in which I looked back at my
life through my parents. And in Where Are We Going? at the Marugame Genichiro-
Inokuma Museum of Contemporary Art, | installed an eight-ton tank of water on
the second floor of the building and made it rain on top of two boats. | try to pose
questions about where people are going and what they should do in the future. In
my solo exhibition at La Sucriére, which is also the site of the Lyon Biennale, | showed
my yarn and dress works in a 1,700-square-meter space. The size of the venue was
overwhelming, and it was a struggle for me to create the installation.

The solo show I did this summer [2013] at Kenji Taki Gallery (in Nagoya) was
held just after | had had a miscarriage, five months into my pregnancy, so mentally
it was very difficult. I couldn’t go out for almost two weeks and I didn’t want to meet

anyone; | just crawled back into my shell because | didn’t want to be hurt anymore.
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My husband frantically threw himself into his job to forget his sadness, which made
me realize how men differ from women. With the deadline for the exhibition looming,
I thought, “Do | really have to make my works when | feel like this?” | felt like nothing
mattered at all. But two weeks before the show, the title Earth and Blood came to
me, and | was helplessly overcome by a torrent of sadness, anger, and anxiety about
myself as a creator. In the end, | showed some extremely dark videos and drawings.
If possible, | wanted to make something that would conceal my feelings, but |

just couldn’t hide. I'm still frightened to imagine what kind of work might emerge
before an exhibition. It's not that I'm frightened because I'm hoping to succeed; I'm
frightened because when | work | throw all of myself out, and throw all of myself into
my work even if it kills me.

The fact that I'm Japanese won't change, and there’s no problem being a
Japanese artist abroad. In Berlin, both my husband and | are foreigners, and our
daughter is German, so our family is made up of three different countries. Even
though our nationalities are different, we are tied together by blood. There's
nothing wrong with living our lives as we explore each other’s identities as human
beings. We remain doubtful of the papers that prove who we are and continue to
live by looking intently at ourselves. It’s possible to live like that in Berlin.

I think people’s hearts have a way of making a 180-degree change. You hate
someone because you love them — completely contradictory feelings exist side by
side and intersect. In the future, I'd like to make works that deal with the theme of
the human heart. Without being deceived, | want to depict the things | see in front
of me with my heart. The medium doesn’t matter - it might be a picture, an art
object, an installation, a stage production or an outdoor work - in the future, | want
to make works that affect people on an emotional level.

Since this is not a job I've been asked by someone else to do, there isn’t any
specific goal, and because | come up with so many different ideas, | never get tired
of being an artist. | never wanted to work at a regular job and | don’t have any
special talents anyway. But when | see solo exhibitions by artists at the Guggenheim
or MoMA in New York, I imagine how | might show my own work in those spaces.
You might laugh, but I'm sure that I'll eventually have that chance and I'm already

preparing for it. When | look at an exhibition, | always seem to dream about what |
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single work. After that | had a big fight with them, and finally they wouldn't return
my works or the money from works that had been sold elsewhere, so | eventually
had to hire a lawyer, and | was left with a lot of bad memories. The gallery later gave
up, and gave me the works and the money back, but after going to get them I just
threw the works away on my way home. | was 27 at the time and | decided | would
never work with a gallery again. After that | established my own office and began
organizing everything myself. But recently | started having second thoughts about
that. Now I'm working with a total of five galleries in Europe and America. And for
the first time in ten years, I've started working with that gallery | fought with again.
I'm doing my best to make up for the ten-year lag created by only showing my work
in exhibitions.

The fact that I'm Japanese and Asian hasn’t changed. | don’t want to change
anything or be seen or judged in any particular way. | don't feel jealous of other
artists either. Since | realize that I'm a worthless person who cannot become part
of society and who only has the ability to make art, | quickly admit defeat. But | am
ambitious. When | see a great work and think, “Wow, | could never do that,”| don’t
feel regretful, | feel thankful that I'm involved in art.

Living in Berlin, | often forget the fact that I'm Asian. Recently, I've been really
surprised to see so many Asian people at shows in Taiwan and Korea. I've been
living in Germany for 17 years now, but | hadn’t seen that many Asian people here,
and | suddenly started to look like an Asian. After | come back to Berlin and go out
shopping, | sometimes catch a glimpse of myself in the mirror and think, “Oh, she’s
Asian!” I've been experiencing a little bit of culture shock.

Mendieta died at 36. After fighting with the artist Carl Andre, she fell from an
apartment window in New York. Andre was arrested on suspicion of pushing her,
and charged with murder. But looking at her work, | can only imagine that she
committed suicide. Photo works like the one with the bloody lump of meat that
fell into the middle of the street, and performances in which she seems to bury her
nude body in the ground, are completely lacking in ostentation, and they inspire
me in a very acute way. All that is visible there is the form of an artist who pushed
herself to the absolute limit. When | see that, | think, “In the end, she really wanted

to die...”I'm attracted to the scent of death that hovers over her work.
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Omori: Thanks for your reply. | appreciate the fact that you sent me such a

thoughtful reply at a time when you had some much going on in your personal
life and such a hectic professional schedule, flying all around the world and
everything. | feel as if this correspondence was a very good experience for me
personally, and it taught me the value of sticking to my original intentions.

In discussing your works I have the sense that the relationship between pan-
regional characteristics and Asian customs, and the extent to which these things can
transcend Orientalism, might become an important theme in your work in the future.
But what is especially notable about your work is your way of repeatedly regenerating
a work by refining the expression over and over again as you show it. Or in other
words, the fact that most of your installations contain and accumulate traces of
physical labor and minute temporal differences while converging in a one-time-only
event. Your life as an artist is reflected to quite a large extent in your works, and you
realize them through actual exchanges by getting involved with local people. What
emerges as a result is a multilayered space and experience that defies interpretation.
And in the sense that you create connections between people through performances
that make use of yarn mesh, your installations remind me of Lygia Clark’s Aesthetic
Net series from the early 1970s. But in the sense that each individual person’s body is
intensely possessed by the space (a form of expression that strikes me as exceedingly
rare), your work seems very similar to Mendieta’s or Gregor Schneider’s early works.

limagine that this kind of stance can at times be very physically demanding,
and | hope that you will be careful not to push yourself too hard while continuing
to make works that inspire and attract many people in the future. | remain your
loyal supporter.

I would like to finish off with four questions. First, why has yarn, as a material
and method, continued to be such an essential part of your practice, and why have
you used it to such a great extent? Next, please tell me about any exhibitions over
the past few years that have really stayed with you. The third question is whether or
not you plan to remain in Berlin, and finally, please tell me what the future holds for
you as an artist. I'm sorry for such abbreviated questions. It’s been about a month
and a half since we began this exchange. | would like to thank you for taking the

time to do this with me.
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that was contrary to interpretation, and it seemed like a good idea to try this with
some help from you.

I'll try to keep my questions short this time. There is a clever sort of artist who
jumps on bandwagons, or essentially alters his or her style little by little to fit the
spirit of the times. But you have consistently maintained your own approach and
have never been swayed by trends. First, I'd like to ask if you consciously try to keep
up with the times. Next, I'd like ask about something that | sees as worthy of special
mention; namely, that you have continued to produce roughly the same volume
of work since your late 20s both abroad and in Japan. In doing this for such a long
period, do you have any special feelings about differences between the two places
and your dealings with galleries in them?

The third question has do with Ana Mendieta, whose name came up in the reply
before last. It struck me some time ago that your sensitivity to the earth, which
emerges in a few of your works, was similar to Mendieta’s, so it made sense that you
mentioned her. In your performance Try and Go Home (1998), which grew out of
your experiences in a fasting training camp that was part of Abramovic’s class, you
rolled down into a depression dug into a cliff and made an offering of your body.
Finding a place for yourself on the surface of the ground, you carved out a physical
presence while immersing yourself in the moment, which seems very similar to
Mendieta’s Shadow series (1973-1980). | would be grateful if you could talk a little

more about Mendieta.

Shiota: Thanks for your message. | am greatly indebted to Susan Sontag. She was
one of the judges in the 2001 Philip Morris Art Awards and when she saw the
work | had entered, a hospital bed contained inside black yarn, she immediately
stopped and said, “I like this work,” and couldn’t take her eyes off of it. | was
awarded the prize. After that | showed the work at MoMA PS1 in New York. She
was a splendid person - very human, cool, and bold - and I really liked her.

There are definitely trends in art. | don’t change, but | have often been invited to
take part in an exhibition based on the popularity of a certain thing or have begun
to notice a certain kind of exhibition. | suppose only looking at something can

influence you, but to me these trends are like background music drifting by - they
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don’t change me in the slightest. What's important for me is to complete the work

that I'm dealing with at the moment.

But in doing 20 or so exhibitions a year, certain things start becoming habits
and that sometimes makes me feel sad. Though | know have to keeping push
myself as hard as | can in order to properly convey things to people, | sometimes
stay within my limits. When | do something well, | think that the people who come
and see my work won't notice, but then | become aware of this weak wide of myself
and | start to feel both sad and angry. If a doctor told me | only had six months to
live, | would just keep on making my work. | think | would simply go through with
all of my exhibitions and talks as planned. In that situation, even if | decided to
spend a leisurely time with my family or travel somewhere by myself, I'm sure that
I'd get bored and come back in about three days. With that in mind, if | don’t put
everything | have into each exhibition now, there’s really no point in living.

In the end, I'm not making things to show people; I'm making them because
it's necessary for me to make them. If | didn’t do that, there wouldn’t be any sense
in living. So when I finish a work in which | stay within my own limitations, | start
feeling angry and think, “You can do more than that!” That’s why | haven’t had that
much to do with the people who come to see my work. But recently, since | turned
40, things have started to change somehow. This is because | feel thankful to all
of the different people around me and better understand the lives of the people
who help me, and | regret having impinged on their kindness ... | don’t completely
understand it yet.

It's thanks to my Japanese gallery (Kenji Taki Gallery) that I'm able to do things
simultaneously in foreign countries and in Japan. Every year the gallery holds up to
two solo exhibitions of my work and also shows it in art fairs. When | do a show in
Japan, my work is transported from a storehouse in Nagoya, making it possible to
hold a solo exhibition at a museum as if | was really living in the country. | first came
to know the gallery 20 years ago, and we’ve been working together for over ten
years now. That’s the reason my exhibitions in Japan go so smoothly.

In the beginning, | hated galleries. | couldn’t understand their commercial basis.
And since I'm an installation artist, | wasn’t concerned with buying and selling.

When | first came to Berlin, | held a solo show at a certain gallery and didn’t sell a
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else. Life is not extinguished by death, but instead it dissolves into something more
expansive. That’s the way | began to deal with death in my work. Death is not the
end, death is life.

There was a time when | thought about quitting art. When | was in university
and hoped to become a painter, | fell into a slump. Every picture | painted seemed to
be nothing more than a falsehood on canvas, so | just came to a standstill. | couldn’t
do anything for about six months. But when | started to think about quitting art, |
began to cry endlessly. | remained stuck, unable to go forward or backward; all | did
was waste time. | hadn’t realized that not making art could be so painful. Six months
later, | switched styles from paintings to installations, and since then | always think,
“There’s no way | could stop art even if | tried,” and I've continued to move ahead
without ever stopping.

Sometimes | am so moved by my own work that | shake, and other times | feel
like a worthless person who can never be part of society. | repeat the same things
over and over again in my life.

When | went to Teshima [one of the sites of the SetouchiTriennale] for a meeting,
I didn't meet many people in the street and | learned that there were approximately
300 vacant houses on the island and that it was becoming increasingly depopulated.
I showed my work in a village called Kou, where nearly 100 percent of the residents
are over 65. As suggested by the fact that “Teshima” is written with kanji characters
meaning “rich island,” the island is literally surrounded by a fantastic natural
environment with springs of water gushing out of the ground, but for a period of 16
years, it was also faced with the unlawful dumping of industrial waste. | removed a
column from the center of the now disused community center and created a tunnel
made out of windows that | had assembled from seven islands in the surrounding
Seto Inland Sea area. At one end of the tunnel there was a rice paddy, and from
the other end, you could see the house where the first child to be born in 17 years
in the village lived. Making my work on Teshima was rough. There wasn’t anything
like a home improvement store on the island, so | was forced to take a boat to
Takamatsu to get what | needed to make it, and even then there was only one boat
in the morning and one in the evening. When | asked the organizers how | should

go about making my work under such conditions, they said, “First of all, get to know
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some of the local people.” They also said, “The villagers are very kind, but even when

they help you do something please don’t repay them with money.” When | started
making my work, | was just an outsider, but in the process of getting to know people
I gradually developed relationships with them and began to be accepted. Watching
people’s attitudes change was a really wonderful part of making that work.

The Setouchi Triennale was held again this year [2013] for the first time in three
years, and my work was still there on Teshima. The villagers told me that they were
overjoyed to see so many young people come to see the work. In some cases, the
son in a family has returned to the village and opened a Japanese inn in the family
house. Watching all of those lonely-looking elderly people gradually grow more
vigorous every year, | started to believe that art has the power to save depopulated
areas like that.

Now | have a question for you. | am a woman who lives on the basis of her senses
alone, and generally speaking, I'm not so good at dealing with difficult criticism. |
think you and | are actually like oil and water. I'm pretty fond of reading what other
artists have to say and write, but it seems to me that critics go out of their way to
make things difficult, and | am completely baffled by ideas or views that even | as
the creator of the work can’t understand. So if you don’t mind, I'd like to ask why you

chose me for this article, which is quite different from the usual format of this series.

Omori: Thanks for your reply. Let me get right to your question. | think the first
reason | chose you was that you were the first artist | got to know at a time when

I still didn't know very much about art. It’s not as if | went to see you in Berlin on
many occasions, but | think your attitude alone taught me a lot. For me, Berlin

was the starting point for everything related to art, so | felt like | wanted to give
something back. Since then I've written a variety of criticism and there are still
things | can’t really talk about. In fact, | found it very difficult to discuss these last
30 years of Western art. But | can’t deny these trends and there must be a reason
that they have continued. Also, | didn’t really have a chance to engage in a detailed
discussion of this period in Western art in Japanese. So that was my primary
intention in this article. Or, as Susan Sontag once did, | thought | would intentionally

distance myself from verbalizing, explaining, and theorizing that relied on a form
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designed to revitalize a regional community, the site-specific aspect, an important
characteristic of your work, is more easily manifested. If | were to compare you to
another Japanese artist, your work seems similar to Tadashi Kawamata’s in terms of
reusing old building materials on site.

To make another comparison, | think that your works, and in particular, your
yarn installations, which extend across a space like a spider’s web, are similar to
Marcel Duchamp’s decorated spaces. Based on the photographs that remain of
a 1942 exhibition showcasing Surrealism, Duchamp’s work bears a very close
resemblance to your work. But this is only as concerns the use of yarn; otherwise,
they are completely different.

I would like to ask you about these three relationships. | imagine that the first,
your relationship with the various people who assist you in your work, has a realistic
side that is difficult to romanticize. The second, which | would like to consider in
relation to your solo show at the Kochi Prefectural Museum of Art, seems to me to
have undergone a huge change compared to your previous yarn works. In this case
you used letters, intervening in the mesh with objects, and your position in respect
to the work also seems to have changed. And as a perfect example of the last type
of relationship, | would suggest Distant Memory, in which you installed a group of
window frames in the form of a tunnel that remained at the Setouchi Triennale for
three years. | would be very grateful if you could tell me a little bit about each of

these relationships.

Shiota: Thanks for your message. Thinking back on it now, it probably was a
good thing that | had a chance to watch the factory as | grew up. For one thing,
that gave me an understanding of how everything was set up. But more than
anything, as a child | had a chance to see how adults interacted. This taught me
how to judge people’s characters and made me better at assessing people.

I started out as a painter, so | don't trust other people. But on a bigger scale
and when | have to make a work to fit a certain space, | don’t have enough time to
do everything myself. | cut and sewed pieces of 50-meter-long cloth to make the
dresses for Memory of Skin, the work | showed at the Yokohama Triennale in 2001,

but by the time | had finished it | was in a terrible condition. That’s when | decided
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that in order to strive for the same level of completion without being overwhelmed

by the scale of a work, it would be better to adopt a more humble approach and ask
someone to help me, even if that meant creating a collaborative work, than damage
my health. There’s a limit to what one person can do, and in order to take partin
ten different exhibitions over a two-month period as | did this fall, it was necessary
to have lots of help. Rather than limiting myself to one show a year, | would like
to follow through by attaining a high level of completion in ten exhibitions and
finishing everything within the allotted time. If having assistants makes it possible
to complete everything, | don’t have any problem at all with bowing my head or
groveling to people. As for your Duchamp comparison, I'm pleased to say that |
agree. His yarn was simply stretched out across the room without creating any
sense of tension. Nothing is conveyed by the mere Happening-like presence of yarn.
Duchamp originally set up the yarn to prevent people from entering the exhibition
venue. So in terms of meaning, his work is completely different than mine, but critics
often try to compare the two.

My position in Letters of Thanks is probably different. | think at some point
my work went from giving off the stench of death to giving off the fragrance of
life. Even now when | look at work by an artist like Gregor Schneider, my heart
trembles. The structure of my dark, heavy works might seem to be the same now
as it was in the past. But at some point | made a definite switch, going not from life
to death but from death to life. | think this might have started after | experienced
the overwhelming fear of death when | was diagnosed with cancer and began to
feel like | really wanted to live. Even though I still make work out of the same black
yarn, | started wanting to create things out of flesh and blood instead of things that
reeked of death. And Letters of Thanks is made out of flesh and blood. When | was
sick, | cheered myself up by thinking that there is no meaningless life or death in
this world. When | made a work, | always agonized when | couldn’t transcend the
boundary between spirit and flesh, but when | actually came face to face with death,
I sensed that there was a common realm between the universe inside of me and the
one outside, and also that my body was the closest thing to the universe. Perhaps
when someone’s life is over, they dissolve into the universe. Maybe death isn’t a

return to the void, but simply a phenomenon in which we dissolve into something
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his existence seemed bigger. These are some of my ideas about death in regard to
my work. When someone disappears, we come to recognize their existence for the
first time. Presence dwells within absence.

Now, to answer your other questions, there were about 15 people in Abramovic’s
class at the art university in Braunschweig. | was very fortunate to study with
teachers like Saburo Muraoka, Abramovi¢, and Rebecca Horn. But | wasn’t a very
good student. | wanted to make my work freely, so their assignments just seemed
like a hindrance to me. Thinking back on it now, the thing that saved me in each case
was that all of them were artists, not teachers.

I first saw one of Abakanowicz’s solo exhibitions when | was 19, and I'll never
forget the impact it made on me. | didn't really understand it, but | felt a will to live
or some other fundamental force suddenly come over me. It was wonderful to see
work with so much human vitality that had nothing to do with gender. Then when
I was about 23, | discovered Ana Mendieta’s work and it resonated so deeply with
me that | started to think | was a reincarnation of her. There is a universe inside of
me and a universe outside of me. | want to express common things between these
universes. When | start thinking too much about my work and can no longer move
atall, I try to listen to my body again and sometimes | can suddenly adjust things by
looking at her work.

What changed after | had a baby was that now there was something more
important than my own life, and for the first time I felt | would do anything | could to
protect this person. Having a child was a very important thing for me. Up until that
point | had made my work by relentlessly pursuing myself, but after having a baby |
couldn’t do that anymore. So at first that made it difficult for me to work. There was
a time when | was ready to die for my work. But now that | have someone else to
look after, | can’t plunge into my work like that anymore. At that moment, | was also
overtaken by the fear that | might not be able to make any good work anymore. But
at a certain point two different people came to dwell inside of me: Chiharu Shiota the
artist and Chiharu Shiota the mother. When | came home after the show in Pittsburgh
and saw my daughter calling out,“Mama, Mama,’ it seemed amazing to me. Why was
this small person calling me “Mama"? It took a while for me to readjust to my real life.

That gives you some idea of how divided the two “me”s are inside of me.
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Omori: Thanks for your reply. Please accept my sincere condolences. May

your father rest in peace. | would also like to apologize for asking such an
inappropriate question. | can’t find the words to express my feelings ... You have
pursued your work without losing your compassion for the owners of the old
things you have come to use in your work, even though you didn’t actually know
them. And you also treat those who help you set up your yarn installations and
other works with a sense of decorum and consideration.

Early on you made large-scale works that called for extremely close
collaborations with other people, who provided you with assistance. This type of
interpersonal relationship is also conveyed by your use of textures that are not
overly refined. This functions as a concrete expression of your gratitude and trust.
Do you think that your father also recognized the fact that you place such a strong
emphasis on these relationships and single-mindedly engage in your work while
respecting spaces and people? He must have been very proud that you were able
to reach the pinnacle of holding a solo exhibition at the prefectural museum in his
hometown.

This was the first time | had heard anything about your upbringing. Maybe
watching the process of manufacturing so many fish boxes day in and day out as a
child influenced your approach of persistently expanding a material in a space.

For an installation or sculpture to influence a viewer’s sensibilities, the artist
must first create a complete world of art. Though every artist must of course take
responsibility for his or her artistic expressions, there are three other types of
interpersonal relationships that play an important role in your work. One, as |
already mentioned, is the presence of assistants who help you make your work.
This relationship is exemplified by your yarn installations. The second type is a
collaborative relationship in which you can’t actually see the people’s faces, but
make a work (in a metaphorical sense) with them. Here, I'm thinking of the various
works that you’ve made since your solo show at the National Museum of Art, Osaka,
in which you rely on some kind of submission from the public. The best example of
this is Letters of Thanks. The third type, which I think is particularly significant in your
activities in Japan, are the triennials, art festivals, and art projects you are involved

in. In these events, and especially in the case of something that is principally
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He suffered a severe blow to the head in an accident 12 years ago. He was taken
to an intensive care unit, and after he was released the left side of his body was
paralyzed. My mother stayed home nursing him for ten years, but then she also
fell ill, and my father was placed in a medical facility two years ago. So | had been
expecting something like this to happen for quite a while.

At the funeral, my mother said, “When your father collapsed in the accident,

I begged that his life would somehow be saved. And because | pleaded that he
wouldn’t die, | never felt the slightest hardship when | was taking care of him later.
| felt even more grateful that he had survived and that we could be together.’|
realized how strong my mother is. For over ten years, she nursed him, something
that most people would do whatever they could to avoid. But she always joked
around and never once looked displeased. The memories | had of my father at the
funeral weren't of him lying in bed after the accident but of a father who worked
as hard as he possibly could for his family. A person’s life is only conveyed by the
time they are alive. My mother, who never stopped believing and always took care
of him, looked stronger and bigger to me as she sadly clutched my father’s picture
at the funeral.

My parents were born in Kochi, but they left their hometown to run a fish-box
manufacturing plant in Osaka. Now almost all fish boxes are made out of Styrofoam,
but at that time the boxes used to ship things like seafood and apples were wooden.
They were stamped with a brand that was just as vigorous as the early morning
calls of the sellers at the central market. | grew up listening to the sounds of the
machines used to make those fish boxes. The sounds would start at eight o'clock as
the workers would begin working, and by six o'clock in the evening, when the sound
stopped, they would produce 1,000 wooden boxes every day. | hated that factory
and the factory system that forced people to work like machines alongside the
actual machines. When an order would come in, my family would also sometimes
get dragged into the system. | hated to see my father working like that until eleven
at night. And | hated my father when he forced people to do things in his arrogant,
self-centered, and overconfident way.

As far back as | can remember, | thought | wanted to live a more human way

and strive for something that was much more spiritual. Maybe it was when | began
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striving for something spiritual rather than something mental or physical that | chose

the artistic path. Thinking back, | was 12 when | decided | wanted to be an artist. Ever
since then, | was completely convinced that | didn’t want to be anything else.

My solo show Letters of Thanks, which was held at the Museum of Art in Kochi
until last month, was the only exhibition | ever wanted to show my father. | was born
and raised in Osaka, but whenever | visited that museum with my parents, my father
would say, “It would be great if you could have a solo exhibition in a place like this
someday.” | remember dismissing the idea and saying, “It's not that easy,” but at the
same time wishing that it would happen. My dream came true this summer and as |
was thinking about how to show my works, | started feeling thankful about a variety
of things. So | asked people all over the country, from kindergarten children who are
just learning to write to elderly people, to submit a letter to the museum addressed
to someone they really wanted to thank. In the end, we amassed a total of 2,400
letters from a wide range of people.

I think they include things that people would normally be too embarrassed to
say to someone face to face even though they really wanted to. The closer someone
is to you, like a relative or close friend, the more difficult it is to say things like this
that should be so easy. Having people write letters of thanks inspired me to make
a work covered with yarn. | had the feeling that | could convey the feelings of all of
these people to the people who came to visit that space in the exhibition.

When Norihito Matsumoto, the curator in charge of organizing the exhibition,
asked me who | wanted to thank, | didn’t know. All | was thinking about was
connecting people’s feelings with yarn. But as | was creating the exhibition, |
gradually realized who | wanted to thank.

My father couldn’t visit this solo exhibition like he did when we used to visit the
museum together. But | wanted to dedicate these words, which were too difficult
for me to say to his face and which | should have said when he was still healthy, to
my father, who worked as hard as he could for his family and waited patiently for his
daughter to return from overseas. | wanted to say thanks to him more than anybody
else for watching over me and raising me.

The exhibition began in July and ended on September 23, and just as it was

starting to get cold again in the fall, my father died. Looking at his mortuary tablet,
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Meeting Marina played a big part in this. She was my teacher, but to me she was

always an artist first. The only thing that really changed by studying with her was that
I was able to rid myself of all of the complexes | had about being a woman. When | was
living in Japan, | used to enjoy occasionally being mistaken for a male artist because
my name was Chiharu. But after seeing her work, | decided that | was happy being a

woman. This allowed me to show my work as a human being and an artist.

Omori: Thanks for your reply. | have a strong memory of your working very hard
to stay alive in Berlin at the end of the 1990s. | also remember visiting you in a
small space in that famous abandoned building, Kunsthaus Tacheles, in the Mitte
district. In a way, Berlin had just entered the “post-war” period, and every time

I met you | had the sense that you were taking a deep breath of the air of the
(needless to say quite important) times and moving forward as fast as you could.
I was also very interested in your comments about the watchtower. This made
me realize that the scars that are left over from splitting the city into two, and
Berlin’s history, are also driving forces behind your work. It’s easy for a regressive
(spectral) expression regarding the trauma of German history to become
pompous and dogmatic like some kind of monument. But as Hannah Arendt said,
the evils of war spring from the political attitudes of the citizens who put itin
motion. In that sense, the violence of the war (and the Cold War) is best conveyed
not through a monumental installation but through streets and old houses,
something | imagine you feel even more strongly living in Prenzlauer Berg.

With a few exceptions, | believe the window frames you used in the works that
you showed at the 21st Century Museum of Contemporary Art in Kanazawa, and as
stage sets in the production directed by Toshiki Okada (of Chelfitsch) all came from
places you lived in Berlin. It seems as if they are also colored by memories of the
Nazis, the Cold War, and death. Both the Gestapo and the Stasi were national secret
police organizations, but they also protected a lot of informers and wire-tappers
who were ordinary citizens. In other words, the windows of ordinary houses in East
Berlin were like surveillance cameras indirectly operated by the government. Your
window installations can simply be seen as an everyday symbol of the city of Berlin,

but also as evidence of its political history.
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In your solo exhibition at the National Museum of Art, Osaka, you showed
an installation made up of used shoes that had been sent in from people all over
Japan. The people who provided the shoes also attached a piece of paper with a
message explaining their memories of the shoes. This functioned to bury the past
like a floating lantern carrying a spirit downstream, but somehow it also evoked
memories of Auschwitz. The installation you did in Warsaw created an especially
strong impression of the Holocaust, but this was also true of this work in Japan. It
seems to me that through your body and your work, you have suddenly created
a link from the remote political past to the memories of individual Japanese
people, and directly manifested this unclassifiable and incomprehensible history
and tortuous distance. Perhaps this is related to the fact that you have immersed
yourself in a multinational environment in Berlin.

I want to find out a little more about Abakanowicz, who you had originally
planned to study with. And how do you see death in relation to your work, which is
so entwined with absence? | realize that this is a slightly heavy and abrupt question,

but do you think that having a child has also altered your style to some extent?

Shiota: Thanks for your message. How | see death in relation to my work ... This
is something | have to consider in my work, but it’s taken me about ten days to
come up with an answer. Actually, two days before | received your email, at 5 in
the morning on October 14, | got a phone call from Japan. Half asleep, | picked
up the phone to hear my sobbing mother say, “Chiharu, your father has died, you
have to come home.”| hurriedly bought a plane ticket and three hours after her
call, with only my passport in hand, boarded a flight back to Japan.

I made it back in time for both the wake and the funeral, but | was troubled by
the fact that | couldn’t bring myself to mentally come to terms with the fact that my
father had died. | feel like he’s still here; it’s hard to understand that he isn't. | realize
that he's not longer here physically, and that however much | search | won't find that
being again. Physically, it feels like losing one of my hands. But | have to mentally
come to grips with the fact that my father is gone. What | feel mentally is different
from what | feel physically. At the moment, however, | can’t help but feel the gap

between the two.
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you could tell me something about your ideas regarding the concepts of space and
“absence,” Abramovic’s significance to you, and any memories you might have from

the time you first arrived in Berlin.

Chiharu Shiota: Thank you for contacting me. | was hoping to send a quick reply
to your email, but | had to install a number of different works and attend openings
for my solo exhibitions at the Church of St. Anne in Montpelier (France) and the
Towner Contemporary Art Museum in Eastbourne (U.K.), and of a group show at
the Kunstmuseum Wolfsburg (Germany), and | couldn’t find a free moment. I'm
not sure why, but over the past month, since the middle of September, I've had
six shows back-to-back, including solo exhibitions in Pittsburgh (U.S.) and Galerie
Daniel Templon (Belgium), and I'm writing this in a train as | head to an opening
in Wolfsburg that’s scheduled for later today. First, let me answer your question
about my ideas regarding the concepts of space and absence. When | see a room,
an abandoned building, or an empty exhibition space (including those in museums
and galleries), where someone might have lived but doesn’t actually live now, | feel
as if my body and spirit transcend a certain dimension and return to zero. | find
myself entering a different world that is somewhat removed from regular life. It’s
not that | see apparitions or anything like that, but in a sense | myself return to zero
and my conception of the work emerges for the first time in that place.

I generally have a vague image about what kind of work I'd like to make, but | don’t
make any specific plans and the image remains vague until | actually see the space.
I rarely ask a museum to do something like build a wall for an already completed
work. The procedure begins with the existence of a space and because the space has a
certain quality, | decide how to make a work for it. | also like paintings and sculptures
that slowly speak to people and spaces, but in my case a work begins with an absolute
absence and a total space. Many of the works | make appeal to viewers' emotions by
instantly enveloping them in a space. So | start by going to see the space when another
exhibition is underway. This is so vital that almost all of the works I've made without
being able to visit the venue during the planning stages ended up being failures.

Projects like the one | did in which each artist was provided with a four-room

apartment on the Torstrasse in Berlin, and the exhibition | did in an abandoned
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mental hospital, were very different from showing my work in a white cube. Since |

was making works in a way that was similar to tracing footprints through the rooms,
it was easy to do. For some reason, when | see an empty place with signs of people
in it, my heart begins to tremble.

My apartment-cum-studio, which I'm now in the process of renovating, is
located in Prenzlauer Berg in the former East Berlin, and there’s a watchtower that
the Stasi (the East German secret police) used for surveillance on top of the building.
From there, you have a panoramic view of what remains of the Berlin Wall. Every day
that tower was used as a lookout to make sure that no one escaped from East Berlin
to West Berlin. The fact that | have made my studio in this kind of historical building
has great significance to my work.

| first came to Germany in 1996. This was prompted by my being accepted to
Marina Abramovic’s class at the Academy of Fine Arts in Hamburg. But | actually
went to Germany because | wanted to study with the Polish artist Magdalena
Abakanowicz. It’s a funny story. | got their names mixed up, but Marina accepted me
anyway, and | began my life in Germany. Seventeen years have already passed since
I started making my work here.

I didn’t leave Japan because | hated it. There just wasn’t any place for me to work or
show my art after | graduated from art school, and of course | had to eat. Since it wasn't
permissible for me to leisurely make my works while living with my parents without
a job, | entered a German art university so that | could study abroad, and | went back
to being a student again. At the time, artists like Hans Haacke, Anselm Kiefer, and
Gerhard Richter were in Germany, and it was possible to see fantastic examples of
contemporary art firsthand. | remember how | frantically tried to make and show my
work in order to become an artist while | supported myself with a part-time job.

It wasn’t an easy life. | moved nine times in three years and | struggled through
a period of abysmal poverty. But Berlin was an extremely attractive place where
young artists from all over the world had gathered after the collapse of the Wall. |
lived among people with a variety of nationalities, and | thought more deeply about
the fact that | was Asian, which inspired me to explore my identity. By living and
working in this city, | came to the conclusion that | didn’t want to be anything other

than an artist or ever live a stagnant life.
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A Correspondence with Chiharu Shiota

Toshikatsu Omori

Since relocating to Germany after first going to the country as a student in the
1990s, Chiharu Shiota has had the opportunity to present her work in a wide range
of countries. Fixated on specific materials such as yarn, dresses, window frames,

and shoes and bags filled with the memories of unknown people, Shiota gradually
refines her works by showing and making them over and over again. This approach
coincides with developments in her own life. In the following exchange, based on an

email correspondence, she looks back at the last 20 years of her career.

Toshikatsu Omori: There are several subjects | would like to explore in this
exchange, but the reason | asked you to take part in an email correspondence (I
usually write essays in this column) is that | wanted to ask you directly about your
work up until this point as someone who is familiar with the early part of your
career, when you began to make your way as an artist in Germany.

To make a long story short, | first met you in a context that had nothing to do
with art. | think this was slightly before you moved from Hamburg to Braunschweig,
and began attending Marina Abramovi¢’s class and auditing Rebecca Horn’s classes
at the Berlin University of the Arts. | remember being very surprised when you
showed me your portfolio around that time. It consisted of two bulging volumes.

I realized then that you had already been engaged in a long, serious undertaking
since your teens, and that you had a tremendous amount of energy. Not much
mention is made of that portfolio anymore, but it included lots of photographs

of your works dating from your time at Kyoto Seika University. Regardless of the
university framework, it was from that time on that if you found a place to show
your work, you would go and negotiate the conditions and hold an exhibition there.
This was how you were able to realize shows like the solo exhibition you did at that
temple (Honen-in), something that would normally be daunting to a university

student. It seems to me that you had already created the foundation for your artistic

practice at that point - namely, an acute sensitivity to spaces, and above all, making
demands of and engaging in a dialogue with a space.

Here, I'd like to embark on a brief tangent. | imagine that the fact that you are
Japanese and a woman who makes use of artistic materials like yarn and dresses to
create magnificent spatial expressions can sometimes lead to delicate problems.

If left-wing feminist artistic expressions arose in the late 1970s in response to

the Eurocentric, male-dominated myth of (stereotypical) modernism, the 1990s
saw the spread of multicultural art that evoked concepts and contexts from the
traditional cultures of Asia, Oceania, and South America, as well as from cultural
anthropology. In the 2000s, this multicultural environment, combined with urban
development, global strife, and the revamping of long-established nationalistic
and economic structures, prompted the conspicuous emergence of stateless
expressions that could not be contained within either a Western or a non-Western
framework. Naturally, it is impossible to simply classify things according to a certain
era, but assuming that this is more or less an accurate description of the changes
that have occurred over the years, your work seems to coincide with each of these
characteristics. At the same time, it has an evasive quality that does not fit into
any prescribed context and contains a uniquely disengaged sensibility, making it
difficult to simply state that it deals with gender issues or can be placed within the
schema of Western versus non-Western culture. Further, | have the sense that this
sense of “transience” itself functions as a motivation for your work.

I'd like to begin by asking you about problems related to spaces. How do you
deal with the memories and the invisible historical implications that dwell within
a given space, regardless of where the venue happens to be in the world? And to
what extent do you sublimate the space internally and transform it through the act
of filling the “absence” (with an installation)? Is it safe to assume that Abramovi¢,

who was your teacher, influenced you in your approach? | would be very pleased if
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The idea of prison is in fact a kind of archetypal image, one that presents

itself almost inevitably to the mind of any thinker or philosopher who considers
the human sense of interiority. The dualism of body and soul implies a notion of
the soul being locked up or walled in, incapable of freedom except by death or
salvation. Famous discussions along these lines include Plato’s Allegory of the
Cave (where people remain chained during their lifetimes) and St. Paul’s and
Origen’s image of the soul chained inside the "terrestrial prison" of the body.*
Since these metaphors had become commonplace in Europe, Piranesi must have
known of them. However, the more recent discussion of fantasy and dreams in
his milieu had given a new turn to this prison metaphor, connecting it to the
problem of uncertainty about the reality of dreams. In the words of the Cartesian

philosopher Tommaso Campailla, as quoted by Muratori:

The images transmitted to the mind by the external senses are the only means of
knowing that outside its prison there exist other real bodies independently. Sometimes

it happens that in a dream the mind receives impressions and ideas from some source
other than the external senses. However, the mind does not know that these have
been introduced indirectly and supposes that they arrived by the ordinary means of
transmission from external sensors. It therefore cannot but trust them fully and believe
that the objects whose images are seen and felt and enter into the common sense are

indeed external to the body.>'

Within this conception, the bodily seat of the soul came to be recognized as
located in the brain and reliant entirely on images of fantasy for its materials of
perception. Contact with the outer world could no longer be seen as unmediated
and unproblematic; the senses could not be trusted, and fantasy became the
jailer of the mind. Locked inside the realm of fantasy, the soul could not actually
comprehend the real world, which must now be regarded as "transcendental.”
Such doubt concerning authentic contact with the external world is precisely
what we can observe in Piranesi’s Carceri prints. There is a high window in a round
tower (pl. Ill), but it is not transparent enough to see through. Even if it were,

only the prison walls would appear on the "outside." In another image, we strive

towards an apparent upper opening along a spiral staircase that never ends (pl.

VII). Once again the Romantic writers, who thought that Piranesi’s own figure

must have participated somehow in these scenes of prisons, had the right idea.

The Carceri may well contain a metaphor of every inner self, beginning with the

artist’s own.

Dr. Lola Kantor-Kazovsky is the Chair of the Art History Department, The Hebrew University

of Jerusalem.
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ambiguity represents the primary characteristic of the fantastic genre in modern
and modernist literature. The reader’s resultant doubts as to whether a story
should be understood as reality or dream, as natural or supernatural phenomena,
stands in opposition to the "marvelous" stories of folklore.? This state of doubt
concerning the unresolved ambiguity of what is seen also figures prominently
in modern art: diverse modernist trends, including Impressionism, Cubism and
Symbolism, all require the viewer’s contemplation of the forms and strokes of
color that can be either abstract, potentially mimetic, or half-mimetic.? Tiepolo
and other Venetian artists working in the capriccio genre of painting similarly
mobilized the beholder’s imagination to read and decipher their imperfect but
potentially mimetic strokes and patches of color. Such artists cultivated the
abbozzato ("sketchy") style of the Venetian tradition, working in the speediest
possible manner and providing minimal hints to the viewer - thus necessitating
maximum involvement of the latter’s fantasy.?” Piranesi’s biographer wrote that he
too wanted to master painting in this "sketchy" manner, and to that end studied
Titian, Tintoretto, Guercino and Rembrandt. Although Piranesi did not become a
painter, his etching appropriated the philosophy and technique of the abbozzato.
He became accustomed to draw his compositions directly on the plate, and his
method included much sketchy improvisation (as seen par excellence in the
Carceri).The bold motto Col sporcar si trova ("messing about one finds") would
appear on the title page of one of his later publications.?®

From the very first page of the Carceri, one also encounters an unusually bold
approach to the representation of architecture. The prints are unusually big, and
the manner is unexpectedly loose. Speedy hatching, overlapping forms, blots and
the use of fingers reveal Piranesi to have been a true follower of Rembrandt. It must
be remembered that, both before and after Piranesi, prints of architectural designs
were usually intended to be highly precise and geometrically perfect. In contrast
to his viewers’ expectations of how an architectural subject should be portrayed,
Piranesi employs irregular, sketchy hatching, so that white paper shows between his
nervous, quick, irregular strokes. Beginning with the first image, the composition
deprives the viewer of basic certainty regarding his position (inside the interior or

outside), revealing only a blown-up fragment and leaving him at a loss as to the

position of the image's surface. Piranesi's forms, like the steps at the base of the first

page, often participate in this game of illusion, and can be seen as either parallel
or perpendicular to the picture plane. A chained human figure seated on a sort of
cornice protruding above the title is also ambiguous. Posed as a decorative ignudo,
this figure gazes into the interior with a "Berninian" emotion of extreme awe. His
great chain falls very much in the style of Rococo flower garland decorations,

and is tied with a bow. The figure can thus be equally interpreted as a real man, a
sculpture, or a vignette.

The fluctuation between freedom and incarceration is especially complex in
plate IX, which depicts a huge portal in the middle of the composition with an
opening above it. People sit on the steps in front of the portal, and their positions
suggest that they are prisoners. But is the portal an entrance or an exit? Are the
prisoners about to be introduced into the closed space, or did they just confront
another grated door during an attempted escape? The opening above the portal
offers both possibilities as answers, for it shows open skies as well as tools of torture
tied to great beams - an irrational combination of motifs. But is that actually an
opening? Too big for a window, the apparent opening does not lie horizontally
overhead as would a ceiling. It appears to hang diagonally in space, unsupported by
any wall - a virtually impossible prospect in reality. The combination of motifs and
allusions has been conceived in such away as to exclude rational comprehension.
The print provokes a ceaseless wandering of the mind within a world of remarkably
bright yet incomprehensible images.

Plate IX thus overlaps with the world of dreams as described by Muratori a few
years earlier. Reason views these images of fantasy, but does not intervene to order
them. This state of sleep, or paralysis of reason, allows one to move about in a world
of strange visions without really recognizing or being surprised by its strangeness
and abnormality. The Romantic writers Coleridge and De Quincey discussed these
prints as a series of dreams; their seemingly arbitrary verdict may have come closer
to the truth than all the other proffered interpretations. Yet how do prisons come
to symbolize dreams? Piranesi was not the only one to make this connection. In
A General Introduction to Psychoanalysis, Freud exemplified his own approach to

dreams with an image of a prisoner dreaming of escape.”



a given design represents a plant, a wave, or a shell. Contemporary viewers were

surrounded by such capricious ornaments everywhere - in wall decoration, furniture,
book design, and so forth. They must therefore have been conditioned to accept

a lack of interpretive certainty and to recognize the necessity of contemplation

from multiple points of view. The formal ambiguity of such works plunged each
viewer into a kind of reverie that could lead in almost any direction, depending on
personal associations. The absence of a precise message, which enables the viewer
to complete and formulate the image, corresponds in fact to a modern modality.
Pleasing rococo fantasies may seem far removed from modern art, yet some of them
already touch on the dramatic and mysterious. Their indeterminacy and sudden
metamorphoses are potentially frightening, as demonstrated by the frequent Rococo
motifs of shipwreck, waterfalls, ruins and monsters. Piranesi’s Carceri developed this
intrinsically dramatic element to a greater extent and towards new aims.

Already in his first series of architectural fantasies, Piranesi had begun to explore
ambiguity in the representation of architectural space. The scenographers with
whom he had studied perspective had no such interest; they had to be precise
and resolute in presenting the appropriate type of architecture for every scene.
Although fantastically rich, their architectural inventions were not "fantasies" per
se; they represented palaces, prisons and sea ports with rational clarity, in terms
of both intention and space. Yet even Piranesi’s first architectural compositions
depart from this model, merging elements of different architectural types into one
structure and creating the ambiguous sensation of walking inside and/or outside.
Piranesi thus provides diverse impulses to the viewer’s imagination, instead of a
single clear message to the (rational) mind.

Piranesi's trip back to Venice in 1745-1747 transformed this tendency into his
central approach. His native city was one of the centers of the "culture of fantasy": all
the famous Venetian artists - Marco Ricci, Tiepolo, and Canaletto, among others -
produced fantastic images or capricci of one type or another.” The French artistic
influence played little or no role here. In fact, the local background itself could have
provided the original impulse for these "genres of fantasy." Venice was an important
center of science, and the Cartesian trend in physiology and psychology had been

dominant there since the beginning of the century; new scientific investigations

were continually shaking and radicalizing epistemic theories.”® By the time of
Piranesi’s return to the city, Newton outshined Descartes. The patrons and friends

of artists working in the capriccio genre in Venice - figures such as the British Consul
Smith, Count Algarotti and the publisher Pasquali - were simultaneously the main
promoters of Newtonian physics and optics.”’ Whereas Cartesian optics focused on
perspective aberrations that could deceive the human eye and on anamorphosis,
Newtonian optics concentrated instead on color, stimulating even more radical doubt
as to whether the exterior world really was as human beings perceived it. Already in
1712, Joseph Addison had written that Newton's assignation of color to the realm of
subjective sensation rather than reality had proven that humans owe their images of
the world entirely to the faculty of fantasy. If the world as it is "could be apprehended,
it would appear quite desolate, whereas our Souls are at present delightfully lost and
bewildered in a pleasing Delusion, and we walk about like the Enchanted Hero in a
Romance, who sees beautiful Castles, Woods and Meadows ... "?

Fantasy thus came to be recognized as an active and necessary cognitive
power. Among Italian theoreticians of this new conception was the famous
Italian historian and intellectual L. A. Muratori. His book Della forza della fantasia
umana (1745) was published in Venice during Piranesi’s visit by G. B. Pasquali, a
close collaborator of Piranesi’s friend Temanza. Muratori analyzed fantasy as a
repository of momentary images that share only random connections until placed
in order by the faculty of reason. He also recognized states, such as sleep and
reverie, when reason merely contemplates the strange and irrationally constituted
visions of fantasy without intervening to order them. Muratori compared such
visions to the "rabeschi" of room decoration.?

Around the same time, in the early 1740s, Tiepolo made a series of etchings
titled Capricci, which feature strange and disparate visions that defy rational
explanation.? In this series, Tiepolo most closely approached the notion of fantasy
as understood in 18th-century cognitive theory. The most diverse motifs — here
Classical, Oriental and modern figures, as well as witches, sculptures, owls and
skeletons - intermingle as if reason has only observed and not participated in
their connection. Due to this irrationality, Tiepolo’s scenes oscillate between

the seemingly real and unreal. Tzvetan Todorov wrote that this same type of



'Why spatial ambiguities at all in the Carceri?' has as yet no convincing answer.""’ Yet a

valid explanation can emerge when the very elusiveness of Piranesi’s work comes to
be investigated in its own right, rather than sidelined. The meaning of the Carceri has
not been understood precisely as a result of the assumption that Piranesi aimed at
creating a perfect and rationally comprehensible work of art. However, his work was a
symptom of the inversion of this pattern, a broader development of the 18th century.
Immanuel Kant, himself only four years younger than Piranesi, best formulated the
principle underlying this particular "paradigm shift." Summing up the debates of
earlier 18th-century thinkers, he wrote that in order to please us aesthetically, an
object of perception must excite in us a free play of both imagination and reason.
According to this conception, any comprehension of an object in purely rational
terms (through reason alone) would mean the end of play and thus of pleasure.'’
Although in general the philosopher avoided mentioning specific works of art that
could exemplify his aesthetic theory, in this case Kant remarked on specific aspects

of musical and visual culture. He indicated that musical fantasies and asymmetrical
decorative arabesques in wall decoration and furniture (which in his day became
both fashionable and proverbial due to their irrationality and irregularity) constituted
objects capable of provoking the undiminished play of imagination and reason; these
creations were "free," that is, unlimited by any definite rule or concept.'?

Kant thus highlighted the visual (and audial) culture of fantasy that pervaded
18th-century art from its inception, encompassing the genres of grotesque,
arabesque, and capriccio. This visual culture of designs in applied and graphic
arts occupied a key place in his theory, and deserves to be analyzed more
philosophically than is usually done.'® Piranesi himself identified with this trend:
when in Venice, he supplied arabesque designs for decorative purposes, and
architectural fantasy was his constant passion (as already evident in his first printed
work). Notably, the Invenzioni capric di Carceri (the title of the series’ first edition)
also bear an explicit connection to this genre.

The fantasy genres and the very terms capriccio and grotesque were not
entirely novel at the time. Grotesque ornamentation had become popular already
during the Renaissance,'® and Mannerist art was replete with inventions that

contemporaries termed "capricious." However, the evaluation of such fantastic

works remained ambivalent at best prior to the 18th century. Renaissance
theoreticians found them inspiring, on the one hand, but frivolous and
objectionable whenever opposed to reason, on the other.’® By contrast, Kant's
modern aesthetics transferred to fantasy (with which reason must "play") at least
half of the weight formerly ascribed to the intellect.

This shift towards fantasy as a legitimate cognitive power originated,
paradoxically enough, in the development of early modern science. The scientific
revolution of the 17th century had shaken the naive epistemic confidence that the
physical world is just as the senses perceive it. According to Descartes, vision and the
other senses provide no truer information to the soul than a cane gives to the blind.
Humans must rely on the imagination to compose an image of reality, like the blind
man poking about with his cane. For coherence to emerge, such fantastic ideas have
to undergo the judgment of reason - a task that does not always prove possible. As
overwhelmingly demonstrated by optical illusions and tricks of perspective, even
the slightest hint can deceive our senses. In consequence, Descartes argues, one can
hardly discriminate between reality and dream - a condition that would become one
of the most important motifs of 18th- and 19th-century literature.”

Viewing the 18th-century "visual culture of fantasy " through the "period eye" of
Piranesi’s time reveals that it was not confined to entertaining fantastic ornament
as practiced since the Renaissance. Its most advanced forms incorporated ideas
connected to the new epistemic skepticism on which the idea of fantasy was now
based. The pioneers of the new genre invented a more sophisticated entertainment
that operated on the basis of illusory, deceptive, indeterminate realities. They
intended to shatter reality — or, more precisely, the viewer’s cognitive certainty of
it. Only a few years before Piranesi’s time, for instance, Jacques de Lajoue produced
graphic art featuring deeply ambiguous forms. In his works, a particular element
may appear deceptively as a defined object of moderate size, such as a cartouche
or frame, while representing a limitless sea with shipwreck-causing waves from
another perspective. Lajoue painted a palace interior that doubles as a fountain, as
well as living figures that mutate into sculptures and vice versa.'® Similarly, in J. A.
Meissonnier’s applied art, which strongly influenced popular fashions in Europe, the

interpenetration of motifs is carried to such an extent that one cannot say whether



Although many interpretations of the Carceri series have been proposed, none

of them can coherently explain the entire complex of motifs, allusions and ideas
expressed in these prints. Hence each new viewer returns again to the riddle of the
Carceri, repeating the very same questions as past observers. Piranesi’s work seems
to have been executed with an elusiveness and paradoxicality that forestall the
satisfaction of a complete understanding. Nearly every motif, idea and feeling in
these prints coexists with its opposite. The viewer cannot even be absolutely sure
that these imaginary buildings, named "Prisons," are in fact places of incarceration.
Despite attributes such as chains and window grates, only a few of the spaces are
actually closed. Strangely, the "prisoners" - some of whom seem to be undergoing
torture - are "contained" within an open space that presents unlimited vistas in
the distance. The status of the other figures is unclear; most of them move freely
through the halls and on the intersecting staircases and bridges, or stand and
converse in these vast spaces. The dense and seemingly underground spaces seem
to be strongly lit (especially in the first edition), yet are at times dark or gloomy.
Classical details here and there contextualize the world of the Carceri as belonging
to Roman antiquity, but are seemingly contradicted by a capricious combination of
Classical, Gothic and Renaissance forms.

This elusiveness, or ambiguity, is carried even further by ambiguities in the
representation of space. The viewer hesitates before Piranesi’s images, uncertain
whether he is viewing an interior or an exterior. The artist often plays with optical
and perspectival illusion to hinder perception of the true position of objects (before
or behind others), the orientation of arches (parallel or perpendicular), and so forth.?
In his previous works, Piranesi utilized an unambiguous one-point perspective.
Here, however, he confronts the viewer with multiple points of view and thus with
contradictory spatial hints. All the while, puffs of smoke and intersecting forms
impede any clear mental reconstruction of the architectural space. For 19th-century
Romantic writers, the first to admire the Carceri, all this represented simply the
architecture of dreams - an unending reproduction of claustrophobic delirium.?
Many later interpreters also tended to concentrate on Piranesi’s masterful and
delusive play with space, and to treat his interiors as an expression of psychological

tension. Aldous Huxley compared them to Kafka’s worlds of confusion and to the

complex formal thinking implied in Cubist and abstract art.* Marguerite Yourcenar
described them as a means of evoking apocalyptic horror.” The architectural
theorist Manfredo Tafuri opined that Piranesi represented the dark side of the
Enlightenment, its “universe-machine” metaphor, characterizing him as a pioneer of
architectural modernism and as a prophet of today's unresolved social problems.®
But what was Piranesi’s conscious message? In their attempts to answer this
question, art historians have repeatedly sought to penetrate the artist's mind and
the culture out of which the idea of the Carceri arose. The prison motif was present
in 18th-century stage decoration, but that precedent is hardly sufficient to account
for the much more complex meaning of Piranesi’s prints. The artist did provide a
clue in his reworked second edition by adding details, including inscriptions, which
point to the history of Rome. Moreover, the second edition of the Carceri appeared
simultaneously with his archaeological treatise, Della magnificenza ed Architettura
de’ Romani (1761), a circumstance implying a connection between the prints and
Piranesi’s exploration of Roman architecture. Maurizio Calvesi even proposed
that the Carceri simply portrayed the ancient Mamertine prison in Rome in an
exaggerated manner, so that their subject could be described as the severity and
judiciousness of Roman law. Calvesi contextualized the Carceri firmly in the age of
Enlightenment by drawing parallels between Piranesi’s writings and those of 18th-
century philosophers, such as Giambattista Vico and Montesquieu, who interpreted
Roman law in support of their own views of society.” More recently, however, Silvia
Gavuzzo-Stewart interpreted the same details as a system of personal rather than
purely historical allusions. She viewed the Carceri as connected not to Piranesi’s
archaeological investigations, but rather to his conflicts with a patron who had
initially pledged to support earlier archaeological publications but then reneged.? In
contrast to the above interpretations, the author of the present article has proposed
that the Carceri reflect Piranesi’s nationalist architectural program. Like Temanza,
Piranesi belonged to the school of thought that repudiated Greek post-and lintel
structures in favor of the Etrusco-Roman architectural language of walls and arches.’
While recent interpretations do shed valid light on certain details of Piranesi’s
conception, none of them have been able to explain the Carceri comprehensively. As

one of the most scrupulous scholars of the prints candidly admitted, "The question
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Piranesi’s Prisons, Early Modern Cognitive Psychology,
and the Visual Culture of Fantasy in the 18th Century

Lola Kantor-Kazovsky

Born in the Republic of Venice in 1720, G. B. Piranesi studied architecture in the city
of Venice before moving to Rome at the age of twenty. He would reside there for
the rest of his life, devoting most of his time to exploring Roman antiquities and
engraving topographical views of the city. Such art by Piranesi and his followers
bore primary responsibility for making the image of Rome widely known well
before the invention of photography. Yet Piranesi’s career as an engraver began with
a series of architectural fantasies, Prima parte di Architetture, e Prospettive (1743), a
genre in which he would continue to work in subsequent years. This first collection
makes manifest the influence of stage designers with whom he studied perspective;
it also contains the first depiction of a prison in his oeuvre.

Piranesi’s next printed series of fantasies, Grotteschi (1747-1748) and
Invenzioni capric di Carceri (The Prisons, first ed.1749), were conceived more
independently and have remained enigmatic until the present day. In particular,
no sufficient explanation has yet been advanced for the artistic intention
underlying 14 prints (16 in the second edition) that depict gloomy, labyrinth-
like prison interiors unlike any real prison. The artist never returned to this
peculiar style and topic again; the Carceri apparently constituted a unique
experiment prompted by a visit back to his birthplace. Notably, the artistic and
intellectual atmosphere in Venice differed significantly from that in Rome, being
less dominated by the Church and more concerned with recent achievements
in philosophy and science. Within the Venetian artistic milieu, Piranesi’s most
important connections were with the painter Giovanni Battista Tiepolo, who
influenced his drawing style, and the architect-scientist Tommaso Temanza, whose
interest in mathematics and physics led him to investigate the construction of
arches and vaults. It is no coincidence that this very construction forms the main
architectural motif of the Carceri prints, or that Piranesi appended the words

"ARCHIT[etto] VENE[ziano]" to his name on the title page of the second edition.



space of a dream or of the unconscious, as in Piranesi's prints. This is a road that
simultaneously ascends and descends, forging a connection between past and
future, life and what lies beyond it. As Shiota remarks: "Perhaps death does not
mean that we disappear into nothingness but that we dissolve in space. There is
a thin line between life and death and at the same time, they form a unity.>° The
dismal stairway that leads nowhere suggests perhaps that the essence underlying
all other things is the Sisyphean climb already enacted in her early performance
Try to Go Home, in which she repeatedly and unsuccessfully attempted to crawl
into a space she had created on a French hilltop. Like Piranesi's endless spaces
and stairways, which are made of the fragments of past and future architectural
structures, what was is what will be. The ladder is a metaphor for the creations of
both these artists — Sisyphean, repetitive, serial, obsessive — an endless process

centered on the path rather than on the destination.
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After the Dream (2011) is an installation composed of five long dresses

suspended within a tangle of strings. It calls to mind a state of awakening; that
moment when the experience of the dream is still palpable yet is already in the
process of dissipating. The dresses, like other objects in Shiota's installations,

are affixed to the net of strings like body parts, constituting metaphorical
embodiments of life stories. Dispersed throughout the space, they appear as dream
images in the course of being forgotten. All that remains are the traces in space, the
nets in which stories, dreams, and memories are trapped and woven together. The
strings stretching across the space relate the viewers to the body, the clothes, and
the other objects, such as the stairs in Stairway, while simultaneously separating

us from them. In this manner, Shiota creates a dream space that enables us to
approach things without being able to touch them. She structures psychological
spaces that invite us to encounter the unconscious mind, which is embodied in

the installations. The potential of penetrating into the network of strings blurs the
dichotomies between sleep and awakening, the conscious and the unconscious
mind. Sleep, the unconscious, and the dark of night are all associated with the fear
of death. In Shiota's work, the boundaries remain unclear. There is no separation
between interior and exterior reality and between dream, life and death.
Everything is fluid and fragmented, as is the case in Piranesi's world of prisons.

Like Piranesi, Shiota too entertains a connection with the world of theatrical
set design. The experience of constructing a stage reminds her of a nightmare:

"We spent 12-14 hours a day putting up the installation right there, at the theater
spot with artificial lighting all day and then | went home when it was already dark
outside, so it felt like coexisting in a dark dream."*® In her installations, as in Piranesi's
etchings, the space becomes a stage of sorts for a performance that seems about to
take place. Piranesi's spaces often resemble a stage set for a contemporary film or for
one of the many 18th-century plays concerned with the theme of prison.

Memory is a labyrinth in which there is no possibility of return, and no
opportunity for redemption. Shiota walks down paths that lead nowhere, from one
memory to the next. These attempts accumulate and torment her, constituting the
source of her fears. Her works all stem from her real or imagined memories, which

provoke the anxiety concerning what has been lost.” The group of installations in
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which she suspended dresses within a web of threads builds on the work Bathroom,
which she created in Berlin in 1999. Memory of Skin, which was exhibited at the
Yokohama Triennale in 2001, included five dresses measuring 13 meters each, which
were stained with mud and dripping water. These dresses constitute a fetishistic
allegory of sorts for the absent body. The stains attest to memories that cannot be
effaced, just as the dresses bear witness to the presence of those who were once
there yet no longer are.

In Memory of Books, which was exhibited at the 2011 Venice Biennale, Shiota
created a small domestic library with old books and a reading room with a desk
and chair caught within nets of black woolen strings. This was a mysterious and
inaccessible space that could only be observed from the outside, calling to mind
an imaginary labyrinth of the kind associated with ancient libraries (as in The
Name of the Rose or Game of Thrones); a dusty attic of sorts filled with books and
old memories and haunted by ghosts. The space was pervaded by a sense of
nostalgia, an attempt to grasp onto the past and if to entrap it in the network
of cobwebs. In Shiota's works, various objects serve as containers for memories:
books, shoes, and building fragments, as well as the stairway leading nowhere
that is currently being exhibited at the Tel Aviv Museum of Art. This is a fragment
of the memory of a structure, a suspended ladder caught within a net of strings.
It calls to mind Piranesi's fragments of real and imagined buildings, caught in the
network of etched lines. Yet the stairway in Shiota's installation, which is made of
Styrofoam, is not a fragment of an existing building, but rather of something that
belongs to the realm of memory or the imagination. It does not carry memories
of a specific structure (like the clothes, shoes, or windows taken from existing
houses), but rather serves as a repository for memories of a different order. It
may be related to the memory of the wooden crates produced by her father at
his factory, which are today made of Styrofoam. The supernatural and the world
beyond this world are present in the work of both Piranesi and Shiota. Both
artists are concerned with something that lies beyond the reality of everyday life.
In Shiota's work, the dismal tunnels and dark installations offer a metaphor for
the transcendental. Stairway also constitutes such a metaphor of a transitional

space leading to another world; the path to an unknown place, perhaps the
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receive the umbilical cord in a little box when a baby is born. My mother showed

me her umbilical cord once and also her own mother's cord. We have clearly
created a generation of umbilical cords."*’ The umbilical cord was exhibited with
ashes, as a representation of both the beginning and the end of life. Shiota's
strings are also umbilical cords, which connect her to the world of her parents
and to that of her daughter, who was born after she was diagnosed with ovarian
cancer in 2005. The umbilical cords expand and multiply, creating a botanical-
like image reminiscent of a "rhizome," the term used by Deleuze and Guattari
to define a model of growth and multiplication in which each part of the plant
has a role in expansion and growth that offers an alternative to the hierarchical
order.* The tangled lines expand outwards and intersect with one another as
they grow in all directions, and may be connected with additional lines that
branch off continuously into more and more lines. The result is a system of
horizontal connections devoid of any hierarchical organization or center. The
entirety of Shiota's oeuvre may thus be seen as an interrelated system of multiple
connections and endless bifurcations; a series of mental and imaginary structures
that replicate themselves in endless variations, like Piranesi's series of prints. As
Shiota notes, "using webs is something that allows me to explore breath and
space like a line in a painting. An accumulation of black thread forms a surface
and | can then create unlimited spaces that gradually expand into a universe ...
Piling up layer after layer creates a deep black."*®

Shiota's work Seven Dresses (2015) consists of a tunnel-like passageway leading
to a space where seven dresses are suspended like a ghostly vision within a vast
network of black threads. It seems as if the bodies that once inhabited these dresses
deserted them. The palpable absence of these figures, which amounts to a kind of
haunted presence, is characteristic of Shiota's oeuvre as a whole and is especially
notable in the installation Stairway. The strings in her works function as words and
sentences that connect people and represent relationships composed of ties as
well as points of severance. As Shiota remarks: "The artistic work with threads is
an expression of my own feelings. A thread gets cut or knotted, looks like a sling
or sometimes like a tangle. A thread can express feelings or human relationships.

When | work with a string, | can't hide anything. If | weave something, and
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something ugly, confused, or knotted emerges, then my feelings must have been
similar while | was working." #

In another early work created in Australia in 1994, Shiota used black string
and acorns to create a web in her work Accumulation. That same year, she also
created several string and bamboo works. Return of Consciousness (1996) was
the first work in which a network of strings filled the entire exhibition space. Like
spider webs, the threads were stretched from floor to ceiling and from wall to wall
in an exhausting manual process; the visitors could look into the installation, yet
could not enter it. Shiota often weaves into the tangled web of twine objects that
serve as substitutes for, or extensions of, her own body - dresses, shoes, beds,
windows and stairs, which are trapped in the net like a spider trapped in its own
web. Like the mud in her early works, string too has a double meaning - that of
both embracing and constraining. In the work Bondage (1999), Shiota hammered
nails into a wall and used woolen string to suspend a mud-covered baby doll that
stretches out its arms in a gesture of innocence, as if walking forward. This work,
which alludes to the primal dream of severing our ties with earth, also provokes a
sense of disquiet and discomfort capturing an absurd state of impossible longing
to escape the constraints that hold us back.*

Shiota began weaving strings together in her bedroom. "That is how the idea
came up for my subsequent bed exhibitions ... | used 30 hospital beds and in
another exhibition ... | used 80 soldier beds. At the opening a few people and |
myself were lying on them ... | could imagine a soldier dreaming about his loved
ones."® A bed, as she describes it, is a place where one is born and sometimes also
dies, the place where one sleeps and dreams. Speaking of dreams, she remarks: "l
often think of the Butterfly dream from the Taoist philosophy. A man dreamt he was
a butterfly and when he woke up he couldn't distinguish between the dream and
real life. He didn't know whether he was a butterfly dreaming of being a human or
the other way around. He was confused because once he woke up he questioned
his own sense of real life. This for me is what | mean to express when | mention an
"extended life" in the sense that we cannot touch it but it is there for sure."¥’ This
dreamlike or nightmarish atmosphere, which is a significant presence in Shiota's

works, similarly pervades Piranesi's prints of prisons.
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Shiota's body, which becomes inseparable from the surrounding landscape and
nature, also ties her work to that of the Cuban artist Ana Mendieta (1948-1985).
Mendieta's images appear at first glance to confirm the mythical union of woman
and nature. Yet the primeval "natural” environment is revealed in her works to be
an artistic environment created in the context of a patriarchal system that subjects
the female body to various manipulations through mechanisms of violence and
sexualization.”’

Shiota's installations always make a distinction between her self-representation
as a subject and her representation as an artistic object. Within the spaces of her
installations and performances, she repeatedly redesigns her role as an artistic
subject. Images of death from Mendieta's works filtered into Shiota's works in actions
such as the burial of the naked body and the symbolic sinking into a state of anxiety
related to death. In a certain sense, both artists related these images of death to
a crisis of identity and an impossible return to origins - in Mendieta's case, to her
native Cuba. Mendieta buried herself in the earth, covered her body with leaves, or
tied herself to the roots of a tree. Death is always present in her works, regardless of
whether she presents herself as the object of violence and rape or as part of nature.
Shiota's string and twine installations call to mind the roots under which Mendieta
buried herself. The dramatic character of Mendieta's works, the conflict she created
in every installation, and her concern with questions of gender - especially in works
in which ink served to represent blood, violence, aggression, wounds, disease, and
death - all underscore the affinity between her and Shiota's works. "Ana Mendieta is
a big influence on me," Shiota said in 2001. "In her work, she played with death all the
time. And that interests me too. She wanted to unify her body with the universe.”®

Shiota is also sometimes compared to the German-American artist Eva Hesse
(1936-1970) in terms of her use of materials and the systems organizing her
works. Hesse created hanging installations and forged a new aesthetic by using
unconventional industrial materials such as latex, rubber, twine, ropes, and tubing.
The photographs of Hesse capture her surrounded by the organic forms of her
sculptural works or covered in a tangle of ropes, which she used to hang her
installations. Like Shiota, Hesse viewed the artist's body as an integral part of the

three-dimensional work, and her artistic materials grew directly out of the body.
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Hesse experienced Nazism, exile, the suicide of her mother when she was 10 years

old, and death of brain cancer at age 34. Although their life stories are indeed very
different, Shiota's life and art may be said to be controlled by the same kind of
obsessive anxiety. Moreover, Shiota's life has also been surrounded by the shadows
of death.*® Hesse's sculptural work thus seems to herald the spatial presence of
Shiota's installations and performances.

As already noted, Shiota's work is based, to a large degree, on the creative
ethos that defined the feminist artists of the 1970s, who were the pioneers of
performance and installation art. Shiota is similarly concerned with questions of
gender, with the blurring of boundaries between public and personal-artistic spaces
and between the audience and the artistic subject, and with the undermining of
other dichotomies such as interior-exterior, mind-body, and nature-culture. These
artists created direct and provocative installations concerned with the presentation
of the female body in "conventional" roles as an object and an image. Their artistic
language formed the basis of Shiota's language, and her artistic intentions are not
far from their radical ambitions. Like them, Shiota is concerned in her work with
arange of deconstructive approaches to subjectivity and personal and national
identity.®° In the end, however, she remains enclosed in a world of her own.

Echoes of the work of Louise Bourgeois (1911-2010) may also be detected in
Shiota's installations — not so much as a direct influence, but rather as a partnerina
dialogue that is not necessarily linear, and which sheds light on additional aspects
of Shiota's work. One can, for instance, compare the "cobwebs" created by Shiota to
the spaces of Bourgeois' installations, as well as to Bourgeois' monumental sculpture
Maman (1999), which she created for the Turbine Hall at the Tate Modern in London:
a gigantic spider containing marble eggs. The spider is presented as a weaving,

protective figure (that of the mother, in contrast to the threatening father figure).

*
In the installation-performance My Existence as a Physical Extension (1995), which
was exhibited at the Honen-in Temple in Kyoto, Shiota presented her umbilical
cord as representing inter-generational connections that are at once personal,

familial, and national-cultural. As she recounts, "In Japan, it is customary to
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the seeds of the themes that would go on to preoccupy Shiota later on: the

endless attempt to define national, familial, female, and artistic identity. Her total
immersion in her work, and the anxiety related to this infinite and obsessive creative
process, create both a prison and a route of escape: "Waking up at the break of
dawn, | often lose grasp of where | am, as if all things visible are tangled into a web
of anxiety, my body freezes. But, if this anxiety disappears, | may no longer be able
to produce my work, and that makes me even more fearful.”®!

Two of the artists with whom Shiota studied exerted a significant influence
on the consolidation of her artistic identity. The first of these two, the Japanese
sculptor Saburo Muraoka, was her teacher at the University of Kyoto, and is
known for using his body as a medium and subjecting it to extreme states of fear,
danger, strength, endurance, and exhaustion. The second artist is the well-known
performance artist Marina Abramovi¢, with whom Shiota studied in Hamburg
beginning in 1996. Under Saburo and Abramovi¢'s influence, she learned how
to follow her unique way and give expression to the obsessions concealed deep
within her psyche.?? Shortly following her arrival in Germany, she also studied
with Rebecca Horn, whose unique artistic language involves the use of many
mediums: action, body, performance and installation art, as well as drawing, film,
and sound. Shiota's works follow the tradition initiated in the 1960s and 1970s in
the body art of Horn, Abramovi¢, and others. These women artists subjected their
bodies to various manipulations and forms of injury in an attempt to study the
power of the patriarchal gaze and the possibility of separating female authority
from the long-objectified status of the female body. Shiota undermines the
sexualization of the female body by covering it with paint or mud, and develops
her own strategies to address these themes. Using woolen yarn or objects that
serve as substitutes for her body, she presents it as an expanded artistic object in
space. Another artist who has exerted an important influence on Shiota's work is
Magdalena Abakanowicz.>® In 1991, when she was 19, Shiota saw an exhibition
of Abakanowicz's work in Tokyo, and this encounter had a deep impact on her.
Abakanowicz presented works composed of rough fibers, which later became a
signature element of Shiota's visual language: "[The works] weren't beautiful but

they emanated immense inner strength. This was a time when | was considering
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whether to continue or not studying art. Before that, | had studied painting. That
encounter helped me to understand that art is not only there to be looked at: it is
also about what it radiates from inside.">*

In 1998, while participating in a workshop with Abramovic in Brittany, France,
Shiota fasted for several days as part of a project created by Abramovi¢. On the fifth
day, she remembers, Abramovic¢ came to her bed at five o'clock in the morning and
handed her a piece of paper and a pencil: "She asked me to write down just one
word. It was difficult because | hadn't eaten for four days, and was now completely
weak and my consciousness was very blurred. Then | wrote down a word on the
paper. The word was 'Japan."*®

A short time later, working in the same area of France, Shiota created the
performance Try to Go Home. She formed a space resembling a narrow cave at
the top of a hill, and crawled up to it over and over again to lie naked on the wet
earth, covered in mud and surrounded by broken branches, leaves, and roots. The
performance ended with the act of washing her body, which was caked with mud.
As Shiota stated, "l wash my soil-covered body. No matter how much | wash it,
there's something that cannot be washed away that remains in my heart.* The title
of this work, in which the cave represents a uterine space, points to the impossibility
of returning to one's point of origin.

In 1999, after moving to Berlin, Shiota created a video documenting the
performance Bathroom , in which she repeatedly spilled muddy water over her
body, using the remains of the dirt that had covered her body, face and hair in
the performance Try to Go Home. Shiota's attempt to unsuccessfully clean herself
while further sullying her body in Bathroom seems to distill the same desperate
human attempt to return to one's original state. Her experience of attempting to
remove the dirt at the end of the performance Try to Go Home had expanded into an
independent work). The mud simultaneously enveloped Shiota and circumscribed
the boundaries of her body. As such, it can be interpreted as a symbol of Mother
Earth, of which she cannot free herself. The inability to wash off the earth may also
express an inability to escape her different identities (as Japanese, as a woman, as
an artist, and so forth) by changing her location. The performance conjures up a

primeval memory that cannot be discarded, adhering to her skin.
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shaped environments pervaded with negative energy, seemingly suspended in an
ambiguous state between sickness and dream. And if they are indeed dreaming,
they seem to be trapped in a labyrinthine, Piranesi-inspired nightmare.

Shiota, a Japanese artist living in Germany, makes the following comment

concerning her dreams: "When | dream | am in Japan. | have the feeling this is Japan.

The dream is like a reality ... | cannot distinguish the dream from reality. When |
wake up, | have the feeling | am still dreaming.”’

Piranesi's act of dreaming himself into the tangled lines of Rome's glorious past
is also an act of exile: both geographically (as a native of Venice), and temporally
(the desire to restore Rome's glorious past within the present). The web of threads
in Shiota's work separates those within the installation from those outside, while
blurring the presence of both. The woolen yarn envelops the sleepers while
simultaneously shackling them to the bed, and threatens the viewers while also
protecting them. The spaces she has created in this series of installations call to
mind mental asylums, prisons, or other spaces removed from the realm of everyday
life. Pervaded as they are by a nightmarish atmosphere or by a sense of anxiety,
which in some cases is augmented by the sound of water dripping from a faucet
beside the bed, these spaces all seem related to death.

Indeed, Shiota's installations and performances, in the course of which she lies
(and sometimes sleeps) naked in a bed or sits on it for an entire day, create a reality
in which the redemption of the soul is inevitably related to death.?® The proximity
between the world of death and the world of sleep originates in ancient myths, where
death is often represented as a prolongation of sleep. (In Greek mythology, Hypnos
(Sleep) and Thanatos (Death) are in fact twin brothers). The contrast between dream
and waking seems to disappear in the works, as does the contrast between other
binary dichotomies - life and death, the conscious and the unconscious, exterior
and interior. Following the end of Shiota's performances, the bed covered with

white sheets remains. (White, as she notes, is a symbol of death in Japan).

*

Chiharu Shiota was born in 1972 in Osaka, and began creating installations and

performances after studying painting in Japan and in Australia. In 1994, as part
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of a student exchange program, she exhibited her work at the Canberra School

of Art, Australian National University. This key early work, a performance titled
Becoming Painting, marked her transition from painting to performance art. In it,
she transformed her body, as well as the floor and wall, into painterly expanses
covered in white sheets. She then poured red enamel paint onto the sheets

and onto her body, blurring the boundaries between interior and exterior and
including a representation of red bodily fluids as part of the artistic process. In
doing so, Shiota transformed her body into the object of an artistic action, giving
expression to her interest in the subjectivity of art-making and in women's art.

The inclusion of various objects functioning as substitutes for her own body
in the string installations similarly symbolizes her desire to study the identity of
the artistic subject. According to Shiota, artworks are created when we suspend
our habitual expectations concerning the relations between the artistic subject
and the work of art, the viewer and the performer, inside and outside - when the
elements in the work, including the viewers, are all engaged in a state of constant
flow and recognize their dependence on the space created by the artist. Shiota
sees performance art as an action designed to allow for free and independent
expression, especially in the aftermath of liberation from conventional painting on
canvas, which is two-dimensional and static. Becoming Painting was her first step in
this direction. Just as Janine Antoni painted her 1992 work Loving Care on a large
canvas by using her hair as a paintbrush, so Shiota used her body, which is wrapped
in cloth and dipped in red paint, as a tool for painting. In doing so, she embodied
her own desire, and her body became a substitute for the painting.

Becoming Painting was Shiota's first physical, dynamic artwork. "l couldn't paint
anymore because for me painting was just color on the canvas. It had no other
meaning whatsoever. | couldn't connect my life to just painting because it had no
sense of belonging." Speaking of the experience of moving away from conventional
painting, Shiota added: "l was struggling so much that | once dreamt | was inside
a three-dimensional painting. | was fighting to breathe while surrounded by oil
colors."” The red enamel paint she used in this performance was toxic, and caused
her skin to burn. She was forced to cut her hair after the performance, and it took

three months for all traces of the paint to disappear.>® This early work contains
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is represented as a convoluted accumulation of ruins, a labyrinth of ideological

narratives. Abramson describes a general collapse of all the architectural stylesin a
chaotic tangle of fluted columns, Jerusalem stone, and concrete - cultural fragments
alluding to Piranesi's prints and reflective of the artist's despair when confronted
with the impossibility of restoring the glorious past.

The concern with prisons and other oppressive institutions such as mental
asylums, and the analysis of their underlying mechanisms, are a common theme
in the work of many contemporary artists, including Gregor Schneider and Ai
Weiwei. Descriptions of disciplinary systems and oppressive institutions, which
at times build on her own experience and personal memories as a point of
departure, are also characteristic of the works of the contemporary Czech artist
Eva Kotatkova. Her work centers on invisible cages, or prisons, as obstacles that
regulate and limit various areas of life. Kotatkova uses sculptural installations,
collages, altered books and machine parts to express the psychological effects
of social pressures, revealing how systems designed to heal, enlighten, and
encourage can become abusive and oppressive. Her project Asylum (2013), for
instance, involved a collaboration with patients at a psychiatric hospital outside
of Prague.?

The British artist Pablo Bronstein creates drawings and prints that combine
elements from the design and architecture of different historical periods -
imaginary, critical and ironic decorative elements inspired by medieval, Baroque,
and 18th-century styles, which are combined in his works with elements from the
1980s. His prints also include 18th-century tools related to Piranesi' work, such
as Cafetiere in the Piranesi Taste (2011), or "Poodle Piranesi, Period Pieces in the
Metropolitan" (2011).

Piranesi's Carceri may be described as a meteor in the sky of art history. Just as
we look at a constellation of stars and simultaneously observe in it something from
the past, the present, and the future, so one can still perceive the gleam of Piranesi's
innovative and unique qualities, which have impacted modern and contemporary
strategies of art-making and will likely continue to do so in the future. The darkness
and gloom pervading the Carceri teem with multiple and endless dimensions of

time, sensation, and thought.
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Piranesi's imaginary prisons, whose walls are made of ink and whose spaces are
affixed to paper, are inescapable once one enters them. Chiharu Shiota's prisons
are made of yarn stretched across a three-dimensional space, thus providing her
with a certain degree of control over entering and exiting them. The exhibition at
the Tel Aviv Museum of Art features Piranesi's prints alongside Shiota's installation
Stairway (2012/2016), a variation on an installation first exhibited at Kunsthalle
Kiel in Germany. Both Piranesi and Shiota's works conjure up fragments, memories,
and vestiges of the past, while suffocating it by means of tangled lines - a tangle
of string in her case, and a tangle of etched and engraved marks in his. The string
installation that echoes Piranesi's work is also reminiscent of Vik Muniz's series
"Carceri (Prisons)" (2002).2° By maintaining the freedom to enter and exit the
installation, Shiota, it seems, is able to partially extricate herself from the tangle
of the past, of traumas and memories. Piranesi, by contrast, attempts to extricate
himself from the labyrinth by means of the imagination and of its echoes in the
tremulous lines of his prints, yet to no avail. His obsessive drawings, strange
connections and reconstructions of the past within the present collapse when

confronted with reality. Piranesi's Carceri are the prisons of unfulfilled desires.

*

In the summer of 2004, Shiota presented the installation Angst vor... (Anxiety of...)
as part of a group exhibition at the Herzliya Museum of Contemporary Art. Black
woolen strings were stretched from floor to ceiling, interwoven to create a dense
net reminiscent of a cobweb, which was spun around a bed. On the opening night,
the artist slipped into the cocoon-like tangle of strings and sat on the bed, which
had been borrowed from the Abarbanel Mental Health Center. Beds have appeared
repeatedly over the years in many of Shiota's installations. Sometimes a single bed
is included, while in other instances a number of beds are occupied by dormant
figures that appear as alter-egos of the artist.?® Shiota herself sometimes falls asleep
in one of these beds in the course of her performances. The sleeping figures in
these bed installations, including Breathing from Earth (2000), During Sleep (2002),

and Angst vor..., were all imprisoned within structures made of black string that
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The vision of Classical art as captured in Piranesi's wild dreams also influenced

Victor Hugo, Edgar Allan Poe, Charles Baudelaire, and many others. Hugo, whose
poems often refer to Piranesi, associates him with the images of "the dark mind" (/e
cerveau noir) and of the "Tower of Babel," and includes him among the magicians
mentioned in a poem by this title."” In the title of her essay "The Dark Brain of
Piranesi" (1984), Marguerite Yourcenar quotes from Hugo's poem. She sees the
repetition of architectural structures as a metaphor for Piranesi's nightmares, born
of his dark mind."® In Edgar Allan Poe's story "The Pit and the Pendulum" (1842), a
man condemned to death by torture is held by the Spanish Inquisition in a Piranesi-
inspired prison cell in Toledo prior to his liberation by the French.

The utopian Italian architect Antonio Sant'Elia, whose architectural designs
remained similarly unrealized, is often mentioned in relation to Piranesi. Sant'Elia's
series of drawings Citta Nuova offers a futuristic vision of a city with a complex
transportation network unfolding on different levels, high-rise buildings, terraces,
and diagonal passageways in recurrent geometric patterns. Consciously or
unconsciously, his unrealized utopian vision influenced the development of modern
cities worldwide. His futuristic drawings, whose designs expand to infinity, preceded
the expressionistic architecture of the mechanized city, as given expression in Fritz
Lang's Metropolis (1923). Here too, passageways stretch upwards above a dark city, as
in Piranesi's set designs. Lang's film, like the theater of prisons presented by Piranesi,
depicts a self-enclosed, isolated world that can also symbolize the world of modern
art, whose differentiation from the world of reality is related to the strategies first
initiated, even if unintentionally, by Piranesi. The metaphysical spaces of Giorgio De
Chirico's paintings and of Italian Futurism are also related to Piranesi's Prisons series.
One can also mention the work of Kurt Schwitters, which he created out of cultural
debris found on the streets, and especially his well-known work Merzbau, which he
began in Hanover in 1923 and which remained incomplete following the artist's death
in 1948. This monumental sculptural construction, which Schwitters created inside his
house of wood, plaster, and various materials, constantly evolved and changed, and
had to be reconstructed every time the artist moved.'®

The infinity effect - that is, the replication of vast spaces and structures that

close in on the subject - creates a world without a center or end in which the
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figures are trapped. Piranesi's architectural order exceeds the traditional order

or Renaissance and Baroque conceptions of space. In a similar manner, Walter
Benjamin's writing and his endless processes of collection and accumulation
stem from an obsession with details. For Benjamin, memory works as an invisible
system, a subterranean world of associations and flashes concerning different
places and temporal moments. Benjamin's The Arcades Project consists of a
collection of information and quotes arranged according to themes that paint

a portrait of 19th-century Paris, and the range of transformations it underwent,
beginning with the architecture of the arcades.?’ Such an obsessive accumulation
of details is also characteristic of the multilayered structures in the works of the
Israeli artist Nurit David. David's works deconstruct the traditional perspectival
hierarchy, allowing for a convoluted system of associations between different
elements, which is reminiscent of the loss of spatial finitude in Piranesi's prisons.?’

Such a dense and crowded weave of thematic relations and details, which
come together to form an eclectic mosaic, is also evident in the works of the British
artist Emily Allchurch. Allchurch creates digital collages of urban landscapes out
of photographs taken in different cities and inspired by Piranesi's Prisons, and
then processes them using Photoshop. Like Piranesi's worldview and conception
of memory, the spatial principle underlying her works organizes fragments into a
new order. The collages are reconstructions of contemporary urban fragments of
different cities such as Rome, Paris and London, recast as scenes from Piranesi's
Prisons. They offer reflections on contemporary urban existence, and thoughts
about the claustrophobic climate, fear, and social and technological repression
characteristic of the modern European city. In this respect too, they are reminiscent
of the imagined structures of Piranesi's Prisons, which can also be read as a critique
of the social order of his time.

Fragmented objects and ruins also fill the paintings of Larry Abramson. The piles
of construction debris in the series "The Pile" (2002-2004) can be interpreted both
as the ruins of Romanticism and as representing a postmodern crisis of meaning.?
They allude to the condition of the artist in the context of art history and to the state
of Western culture as he perceives it. Mitchell also sees Abramson's "The Pile" series

as images of the dark side of Zionism. Like Piranesi's Rome, Abramson's Jerusalem
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lines produce architectural elements and human figures that seem to appear

out of the paper and disappear back into it. In some instances Piranesi also adds
columns of smoke in the foreground or at key intersections, as if attempting to

enhance the ambiguity and multiple meanings of the images. In other prints he

maximizes his tendency to transform the Roman ruins into monumental structures.

Monumentality and ambiguity thus come to occupy the heart of Piranesi's oeuvre.
The drawings and prints for the first edition of the Prisons are defined by their
free quality, as if they were created in a rapid, passion-filled rhythm. The abstract,
unfinished quality of the lines, which appear to be those of a work in progress, is
highly compatible with our contemporary, 21st-century sensibility. His control of
light and shadow enabled Piranesi to produce a black-and-white drama. Sudden
changes in scale and a wealth of architectural inventions are also characteristic of

his prints, and especially of the Prisons.

*

In 1747, Piranesi began working on his more conventional, popular series Vedute di
Roma, which would occupy him until his death in 1778. Piranesi's views of the city
capture Rome as seen through the eyes of educated, wealthy European travelers
who flocked to Italy in the 18th century, and reflected their taste while actively

shaping it. The interests of these tourists, who came to the city as part of their

"Grand Tour," centered on Classical ruins and on artistic and archeological treasures.

These "enlightened" tourists spurred the creation of a commercial market that
included prints and reflected the tradition of Italian art. The sites they frequented
were captured in Piranesi's prints, and largely reshaped the European image of
Rome. His prints of Roman antiquities from 1756, Antichita Romane de' tempi della
Repubbblica, led to his election as a member of the Society of Antiquarians of
London. In 1750, Bouchard published Piranesi's popular views in a single volume
combining prints from the Grotteschi, Prima Parte, and the Carceri, and titled Opere
Varie di Architettura, prospettive grotteschi, antichita. This publication increased
Piranesi's visibility as an etcher.

In 1761, Piranesi moved to Palazzo Tomati on Strada Felice (today Via Sistina),

the address appearing on the following editions of his prints. He began publishing
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his prints independently, and even established a workshop where assistants and
apprentices worked, including his son Francesco. The workshop enabled him

to realize his commercial strategies, not only as a dealer in prints but also as an
antiquarian. Piranesi became involved in the restoration and authentication of
antiques, and established a museum of sorts that was largely frequented by tourists.
He continued to produce views of Rome, while simultaneously working on a
republication of the Carceri (the edition of ca. 1761). In 1761, he even published, for
the first time, a detailed catalogue of his etchings. In 1766, he received an honorary

title from the pope, and began signing his works "Cavalier Piranesi.""*

*

Piranesi's oeuvre inspired several later generations of artists, writers, and poets,
who were influenced by his powerful, richly imaginative vision. Many created
images in the spirit of his work, sometimes consciously and sometimes by implicitly
quoting motifs that allude to his work such as rising spirals, whirlpools, abysses,
labyrinths, infinitely reproduced images, fog, machines, architectural ruins,
demons, spirits, and prisons.'

Piranesi's impact is evident in the work of the poet and artist William Blake,
as well as in English Gothic novels such as Horace Walpole's The Castle of Otranto
(1764) and William Beckford's Caliph Vathek (1786). Piranesi's spirit can also be
detected in the obsessive and unfinished writing of Samuel Taylor Coleridge, such
as his poem Christabel (1816). In Thomas De Quincey's Confessions of an English
Opium- Eater, the architectural model with its infinite repetitions, staircases and
endlessly reproduced Gothic halls dissolving into nothingness is clearly related to
Piranesi's imagery. In his book, De Quincey describes an image of Piranesi trapped
in one of his terrible labyrinths, groping along a wall that borders on an abyss."”
Piranesi's Carceri etchings, in which the power of architecture seems to reflect
supernatural forces, enchanted and mesmerized Romantic writers and artists, who
saw the labyrinthine qualities of the soul and the serpentine, spiral nature of the
imagination as poetic images for coping with the vacuity and banality of human
existence. They viewed the effect of images replicated ad infinitum, which fill the

viewer with a pleasing sense of terror, as the true effect of the sublime.'®
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and the documentation of excavations, as well as in his restoration and sale of

fragments from antiquity. The concern with fragments, seriality, and the work
process evident in Piranesi's work would later become a major concern of the
Surrealist artists whose work drew from the world of dreams and the depths of the
unconscious.

Ran Oren sees Piranesi's prisons as "desperate, entropic structures that cannot
truly be constructed. The ruins of ancient Rome, which were exposed during
archeological excavations in the 18th century and described by Piranesi, are
transformed in the etchings into the entropic elements of a new architectural
language. Archeology is no longer a tool for the reconstruction of the past, but
rather a metaphor that gives rise to a new aesthetic and critical worldview ... the
abandonment of the Classical lexicon is not yet possible. In socio-cultural terms,
Piranesi is developing a 'negative utopia' - a system of deceptions, lies, distortions
and horrors that entangle the viewer in a dark apocalyptic vision."!°

Piranesi's "prisons" also give expression to the prison of financial constraints,
from which he never broke free. These constraints largely shaped the course of his
life, forcing him to divert his energy away from his true passion - architecture. His
"prisons" are thus the purest, most distilled and precise expression of his Romantic
longings. Like Francesco Goya, whose highly inspirational series Los Capriccios
(1797) reflected a mental breakdown of sorts, so Piranesi's Prisons convey the
dark regression of consciousness by means of expressive, creative, monumental
variations and dramatic architectural settings. The resonance of Piranesi's
nightmares, as they are given expression in his Prisons, can also be identified
in the works of later, similarly "haunted" artists, such as James Ensor and Henry
Fuseli, as well as in the work of contemporary artists such as the Israeli artist Keren
Russo. In the work of these artists, the concern with both consciousness and the
unconscious takes on the form of images such as demons, threatening animals,
mines, swamps, sewage systems, and other subterranean systems. The first series
of Prisons created by Piranesi represents a transitional stage of sorts between his
earlier Capricci and the haunted prisons of the second series. It thus alludes to the
next stage in the development of this theme, which would later be echoed in the

works of the Romantic painters and of other artists.
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These "prisons" of the imagination, which Piranesi described as capricious
inventions, are impossible architectural forms that have no connection to actual
prisons. The prints feature vast spaces, monumental columns, supporting walls,
and arches presented from an oblique angle - all scenes that are exercises in the
dynamics of monumentality. Their overwhelming size is reminiscent of Gothic halls,
which cannot be perceived in their entirety. They provoke a sensation of mystery
and questions such as: Where do the stairs lead? What forms of torture are being
performed by means of the ropes, wheels, chains and less clearly defined torture
machines depicted in the prints? Who are the people (some of whom are giants)
chained to the rings in the walls in distorted or contorted poses, walking, or speaking?
These images of prisons provide no glimpse of a world beyond them to which one can
escape; nothing but more and more spaces and elements that offer no way out."

The prints in the late edition of the Carceri (ca. 1761), which Piranesi published
himself, are dramatic, refined, fuller and darker images than those in the first
edition, which are often perceived as more raw and intuitive. Piranesi effaced the
word Capric from the title page and added images such as a large torture wheel in
plates | and IV, ladders in plates VI, XI, and Xlll, chains in plates IV and XV, and stairs
and passageways in most of the plates. The hint of an open sky is occluded in the
later version by additional walls and arches. The promise of potential liberation is
thwarted, perhaps because the artist's personal prison came to increasingly close
in on him with the passage of time. In addition, Piranesi added to this later edition
two plates numbered Il and V, whose crowded spaces call to mind his Grotteschi
and other of his prints. These plates featured an assortment of vestiges, sculpture
fragments and remnants of buildings - a reinterpretation of Roman motifs as the
basis of a new style, as described by John Howe: "A ruined arch is not just a clever
rendering of an abandoned and crumbling Roman structure, it is an episode in an
epic dedicated to decadence and vainglory, stories of ruin as well as ruins, prelude
to a later century's idly Romantic musings."'2

Piranesi does not present integral, coherent structures and does not provide
sufficient information for us to be able to determine the form or function of the
large structures he depicts. As in a dream, each print requires us to reconstruct

the image and understand it by relying on fragments and allusions. The rapid
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an ensemble of related series, which each shed light on a different aspect of his

unique worldview. In 1744-1749 he executed and sold prints of both illustrations
and fantasies - variations on symbolic, allegorical messages and mysterious,
esoteric themes, which came together to form a singular and unique artistic
vision. These decorative descriptions were charged with a range of enigmatic
meanings, and their primary subject became a pastiche of different periods,
elements, and compositions.®

Piranesi's connection to the medium of printmaking was deeply related to
Venice. In the 18th century, Venice was one of Europe's important art centers, as
well as a well-known printmaking center, and its greatest artists all engaged in
printmaking. Painters such as Giovanni Battista Tiepolo and Giovanni Antonio
Canal, known as Canaletto, commemorated vistas of the city, which together with
Rome and Florence was becoming a magnet for wealthy tourists. Artists similarly
flocked to Venice as part of the "Grand Tour" of Europe that lasted two or three
years, centering on Italy. Venetian painters whose themes were urban rather
than rural contributed significantly to this trend. Piranesi stayed in Venice for
two long sojourns in the mid-1740s. During this period, Canaletto published his
magnificent etchings Le Vedute di Venezia (Views of Venice). In Venice, Piranesi also
became acquainted with Tiepolo's Capricci etchings. The capriccio genre combined
architectural fantasies and an assortment of famous ruins and Classical motifs
with topographical views and elements inspired by Baroque set design. It catered
to the taste of the European elite, which was fascinated by the Classical past.
Canaletto also painted capricci, in which ruins were often clustered together or
appeared as imaginary painterly visions. In Rome, Giovanni Paolo Panini similarly
described the contemporary city, as well as its ruins and archeology.®

Tiepolo, Canaletto and Panini are considered sources of inspiration for Piranesi's
improvisations in the Grotteschi, as well as in the series Carceri d'invenzione (Prisons
of the Imagination), whose title in the first edition contains the word capriccio
[Invenzioni Capric di Carceri]. This series featured 14 prints, and was published in
1750. It was then altered and republished ca. 1761 as a new series featuring 16
prints. The Venetian influence is evident in this series, as is Piranesi's penchant for

fantasy and technical and conceptual freedom of expression. In these prints, he
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experimented with perspectival and illusory constructions of space and the use
of light and shadow, while exploring the possibilities inherent to the printmaking
medium. The Carceri series perfectly encapsulates Piranesi's virtuoso skills.

Piranesi's Carceri combined motifs from Classical buildings, set designs, and
medieval castles into unique vistas unparalleled by any contemporary creations,
even though the themes of captivity and descriptions of prison interiors were
prevalent in 18th-century Italian dramas and operas.” Indeed, it is possible that
Piranesi's experience designing theater sets was one of the catalysts for the
creation of the series. The Carceri, together with other prints by Piranesi, are
excellent examples of the intersecting concerns with fragments, history, memory,
and questions of (personal, professional, and national) identity, which are equally
relevant to contemporary, 21st-century art.

Despite Piranesi's desire to restore Rome's glorious past, this series is an
example of what the Israeli artist Tamar Getter describes as the impossibility of
a pure and ideal reconstruction of the glorious Classical past. This impossibility
is not only a result of objective, economic, and practical considerations. From a
subjective perspective as well, the desire to reconstruct the past disintegrates once
the contemporary subject is brought center stage, since his chains of associations,
which are the fruit of the artist's free imagination and of the mental collage he
creates, preclude any possibility of actually returning to the past.® The Carceri prints
aptly describe the artist's entrapment in the paradox that he himself created.

Nicolas Bourriaud writes in relation to Robert Smithson's works and to the
concept of "the ruin in reverse": "The past has actually substituted the future as
an object of interrogation and concern." This "inversed archeology" explores the
present from within the past, or more precisely, from within the the future. As
Bourriaud adds: "Strangely, if you look at what'’s left, what are the possibilities
now, the last continent to be discovered is actually history. The past is the only
place where we can make discoveries. It’s not about the new anymore; it's about
discovering, which is very different.’

The treatment of archeological excavations as a rediscovery of the past, and
the past's reconstruction within the present that becomes the future, are given

expression in Piranesi's oeuvre both in his prints and in his concern with archeology
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excavations of Herculaneum, which had begun in 1738. It was at that time that he

decided to dedicate himself to the widespread dissemination of Classical antiquities
through the medium of printmaking.

In Rome, Piranesi lived under the wing of the Venetian ambassador in Palazzo
Venezia. He initially made a living by working for the brothers Domenico and
Giuseppe Valeriani, who became known for their paintings of ruins and for their set
designs, as well as for Giuseppe Vasi, the owner of a successful print workshop that
produced commercial prints of vedute (views) as souvenirs for pilgrims, students,
and tourists visiting the city. Piranesi quickly mastered the medium of printmaking
(engraving and etching), and used it to design fantastic, imaginary, highly complex
buildings, as well as to create detailed reconstructions of ancient Roman ruins. He
discovered the architectural techniques of the Romans, which he believed to be
superior to those of Palladio. During this period, Piranesi focused on the creation of
prints for commercial purposes. Later on, he came into contact with the architect
and geometer Giovanni Battista Nolli, who was also a publisher of maps, and
created drawings for a map of Rome which he then transferred to copper plates.’

In mid-1743, before leaving Rome for Venice (where he would remain until the
fall of 1744), Piranesi created a series of prints featuring architectural fantasies
which he titled Prima Parte di Architetture, e Prospettive. These prints offered
reflections and ideal representations of contemporary architecture, which
combined the language of Classical architecture and the monumental, dynamic
perspectives characteristic of set designs in the style of Ferdinando Galli Bibiena
and his milieu. This anthology of prints constituted Piranesi's first series. Before
embarking on his trip to Venice, he also left behind in Rome a small number of
prints featuring famous ancient and modern vistas, which were intended for sale
to tourists and others or as illustrations for tourist guides. The book written by
Galli Bibiena's son Giuseppe, which was titled Architetture, e Prospettive (1740),
was one source of inspiration for Piranesi's series Prima Parte, which also included
a print titled Carcere oscura (Dark Prison). The influence of this book is evident in
Piranesi's choice of title and in his description of complex architectural fantasies,
which create a powerful impression of hidden spaces opening up onto one

another to infinity.
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Characteristics such as angular perspectives, niches, and numerous ceilings and
arches reveal Bibiena's influence. At the same time, Piranesi toned down and refined
Bibiena's curlicues and ornamental forms and dramatically used light and shadow
to create more clearly defined and refined architectural spaces. This series features
an assortment of ruins inspired by actual Roman ruins, which would become one of
the signature elements in his works.

Piranesi went back to Venice for another long sojourn in July 1745, remaining
there until September 1747, and his subsequent return to Rome was made
possible thanks to the commercial print market. He began working as an agent for
Giuseppe Wagner, a German engraver and publisher, and subsequently opened
his own workshop on Via del Corso, across from Palazzo Mancini - the seat of the
French Academy in Rome. His radical ideas and theories concerning antiquities
were shared by a number of French figures in the milieu of the French Academy,
with whom he collaborated on executing panoramas of the city commissioned by
booksellers, and especially by Giovanni Bouchard. Thanks to his connection with
Bouchard, Piranesi began working on the large-format version of his Vedute di
Roma (Roman Views) in 1745-1746. This series, which appealed to a wide-ranging
audience of travelers and print connoisseurs, became highly popular, and Piranesi
continued to work on it until the end of his life.*

Rome during this period was a chaotic and fragmented city, filled with basilicas,
palaces, and churches in different styles, ranging from Renaissance to counter-
Reformation and Baroque buildings. It was ruled by an archaic regime that stifled
the vestiges of its glorious past, while simultaneously clinging to them. Piranesi was
then at the height of his obsession with classifying and preserving these vestiges,
in a desperate attempt to preserve the past through texts and etchings about the
antiquities that continued to disintegrate before his eyes. He viewed etching as
a more appropriate medium than the written word for preserving the historical
authority and literary suggestiveness of these vestiges.

In the series titled Grotteschi (1747-1748), Piranesi turned once again to
describing melancholic arrangements of ruins, which had already appeared in
the series Prima Parte. In these refined fantasies, ordered objects and textures are

captured in the decorative language of Venice. Over the years, Piranesi created
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The Piranesi Effect

Emanuela Calo

Giovanni Battista Piranesi, one of the greatest printmakers of the 18th century,

was born in the Republic of Venice in 1720, and embarked on his artistic career in
Venice. He initially aspired to become an architect, but economic considerations
steered him in the direction of graphic art, which became his main medium of
intellectual and artistic expression. His monumental and multivariegated oeuvre as
a master printmaker, publisher, collector, antiquarian, restorer, and entrepreneur
was driven, to a large extent, by a desire to realize his greatest architectural visions.
The imaginative power of Piranesi's art transformed cultural conceptions of the
Classical world and of the city, which were both emblematized, in his eyes, by
Rome. His rhetorical tools, which were largely motivated by economic and practical
considerations of profitability and market demand, served as the basis for his most
radical breakthroughs and innovations in the traditions of both art and architecture.
Piranesi used printmaking as a means of promoting his vision (which today can be
described as utopian) to restore Rome to its ancient glory. In contrast to those who
viewed the past as a distant facade, Piranesi saw the Classical world as exerting a
significant impact on contemporary, 18th-century life.

Piranesi's innovative prints feature unique and unprecedented elements that are
difficult to conjure up by means of either reason or the imagination. They include
capricci featuring imaginary architectural constructions, decorative models in
multiple forms, illustrations of ancient ruins, techniques, and tools that seem at times
to have been invented, yet are always described with great precision and power.
Despite the fantastic dimension of his art (his only realized architectural plan was the
restoration of the Church of Santa Maria del Priorato in Rome, where he was buried in
1778), already in his lifetime Piranesi was considered to be the foremost spokesman
for Classical Roman architecture, and his ideas have exerted an influence extending
from the Romantic period to the postmodern architecture of the present. Piranesi saw

architecture as a tool for transforming the world, as well as for creating a fantastic
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atmosphere through a masterful combination of expressionist and Gothic elements.
The dark and complex fantasies that shaped his vision and his colossal and unrealistic
perception of the world were the same elements which, in the end, prevented him

from realizing his artistic-architectural ambitions.’

*

Piranesi was trained as an architect, engraver, and set designer, and the breadth of his
professional skills was considered exceptional even during his own lifetime, combining
great technical mastery with an in-depth knowledge of theory and history. He was the
son of a stonemason and builder, and had received practical training in hydraulic and
structural engineering in the workshop run by his uncle. An architect and the hydraulic
engineer of Venice, his uncle taught Piranesi about the construction and resolution
of engineering problems, and introduced him to architectural drawing inspired by
the Renaissance architect Andrea Palladio (1508-1580), which was based on rules,
functionalism, and the practical application of theories and historical references.
Piranesi was later also guided by the architect Giovanni Antonio Scalfarotto, who was
known for his anti-academic works and challenge to the rules of Classicism, which
resulted in eclectic models such as his design for the Church of San Simeone Piccolo in
Venice. Piranesi initially made a living working for Carlo Zucchi, who enabled him to
study etching techniques, to refine his drawing and perspectival skills for set design,
and to learn advanced techniques of commercial advertising.

Piranesi first arrived in Rome in 1740, when he was 20 years old. He was
interested in studying the architectural ruins of the ancient city, and found it to be
both a source of inspiration and a fitting arena in which to work. Roman architecture
is at the center of his urban vistas, and its influence is also evident in his other prints.
Piranesi would go on to spend most of his life in Rome, with the exception of short

trips back to Venice. He also visited Naples in 1743, most likely in order to see the
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Many years ago, when I was looking over Piranesi’s Antiquities of
Rome, Mr. Coleridge, who was standing by, described to me a set of
plates by that artist, called his Dreams, and which record the scenery
of his own visions during the delirium of a fever. Some of them (I
describe only from memory of Mr. Coleridge’s account) represented
vast Gothic halls, on the floor of which stood all sorts of engines
and machinery, wheels, cables, pulleys, levers, catapults, &c. &c.,
expressive of enormous power put forth and resistance overcome.
Creeping along the sides of the walls you perceived a staircase; and
upon it, groping his way upwards, was Piranesi himself: follow the
stairs a little further and you perceive it come to a sudden and abrupt
termination without any balustrade, and allowing no step onwards
to him who had reached the extremity except into the depths below.
Whatever is to become of poor Piranesi, you suppose at least that
his labors must in some way terminate here. But raise your eyes, and
behold a second flight of stairs still higher, on which again Piranesi
is perceived, but this time standing on the very brink of the abyss.
Again elevate your eye, and a still more aerial flight of stairs is beheld,
and again is poor Piranesi busy on his aspiring labors; and so on,
until the unfinished stairs and Piranesi both are lost in the upper
gloom of the hall. With the same power of endless growth and self-

reproduction did my architecture proceed in dreams.

- Thomas de Quincey, Confessions of an English Opium-Eater
(Wordsworth Editions: Hertfordshire, England, 1994), 188.

-
Giovanni Battista Piranesi, from the series "Carceri d'invenzione" | (detail), ca.1761
1171 1761 ,(D1A) | "11'NTA 7w X701 N2 INTO0 7170 TR D00 IR
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nowhere within the space of Shiota's installation and the endless stairways in
Piranesi's prints are made of past and future architectural fragments, creating the
impression of an endless, Sisyphean process.

This exhibition could not have been made possible without the support of
numerous individuals both within and outside the Tel Aviv Museum of Art. First
and foremost, special thanks to Ms. Ingrid Flick, whose invaluable support has
made the exhibition and the catalogue possible. The exhibition would not have
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Carceri d'invenzione to the Tel Aviv Museum of Art, the foundation's staff generously
provided us with invaluable assistance and advice. Special thanks go to Alessandro
Martoni, Art Collections, Art History Institute of the Fondazione Giorgio Cini, for
his significant support in organizing the loan; to Simone Guerriero, Coordinator,
Art History Institute; and to Rossella Patrizio, Secretary, Art History Institute.
Heartfelt thanks to the artist Chiharu Shiota for her quick response to our invitation
to participate in this project, for her involvement in consolidating the exhibition,
and for her support at every stage of the process. Many thanks to the manager of
Shiota's studio, Julia Strebelow, and to Virag Imrics, for their important contribution
to the realization of this exhibition and for their warm support. Thanks to Shiota's
assistants, Athina Tsantekidou and Aleksander Ceresnjes, for their contribution to
mounting the installation. Thanks to the Japan Foundation and to the Embassy of
Japan in Israel for supporting the exhibition.

Heartfelt thanks to the exhibition curator, Emanuela Calo, and to Jessica Vrazilek,
the assistant curator. Thanks to Raphael Radovan, the head of the curatorial wing, to
Iris Yerushalmi, to Orna Schwartz Citron, the shipping administrator, and to Yaakov
Gueta for their contribution to mounting the exhibition. Special thanks to Alisa
Padovano-Friedman, the museum registrar, for her assistance in bringing the works
to Israel.

Finally, | would like to thank Dr. Lola Kantor-Kazovsky for her insightful and
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correspondence with the artist. Thanks to the catalogue designer, Magen Halutz, and
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registrar and to the conservation department, to Irit Hadar, and to the entire staff of
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Foreword

The exhibition "Piranesi/Shiota: Prisons of the Imagination” brings together the
series of prints Carceri d'invenzione, which was created ca. 1761 by the 18th-
century Italian artist Giovanni Battista Piranesi, and the installation Stairway
(2012/2016) by Chiharu Shiota, a contemporary Japanese artist living in Berlin.
Piranesi and Shiota's works are both concerned with fragments, memories, and
vestiges of the past. Shiota uses thread to weave together three-dimensional
lines in space, and her work process calls to mind the hatching in in Piranesi's
Carceri, which are, to a large extent, prisons of unfulfilled desires. Piranesi, who
was born in the environs of Venice, lived in Rome and dreamt of resurrecting the
city's glorious past; Shiota, who lives in Germany, sometimes dreams of being in
Japan, and her works blur the line between dream and reality.

Shiota's performances often make use of her own body, and her thread
installations include objects that serve as substitutes for her body. Her endless
preoccupation with national, familial, female, and artistic identity, her total
immersion in her work, and the anxiety accompanying her obsessive and endless
creative process simultaneously produce a prison and a route of escape. Her oeuvre
is largely based on that of the feminist artists of the 1970s, the pioneers of avant-
garde performance and installation art. Like them, she is concerned with questions
of gender, with the dissolution of boundaries between public and personal-artistic
space and between the audience and the artistic subject, and with undermining
dichotomies such as interior-exterior, body-mind, nature-culture.

The presence of a supernatural, transcendental realm is palpable in both
Piranesi and Shiota's work. The image of a stairway, which appears in Piranesi's
series of prints as well as in Shiota's installation, is a metaphor for a transition
to another sphere; a path leading, perhaps, to the world of dreams or of the
unconscious. This trajectory simultaneously ascends and descends, connecting

between past and future, between life and what lies beyond it. The stairs leading
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