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shadows make the allegorical binaries explicitly solar—a point In addition to the models, the exhibition also included groupings of
emphasized by the series title “A Place in the Sun (Shad )." Sun/ hs with texts, similar to synopses of brief per
shadow is also origin/repetition (the vanished radiators and surf-  formances taking place in other times and places. In a tone at once
boards versus the shad and sigs ), and, ul ly, truth/  serious and mocking, reminiscent of the one adopted in his time by
therefore the ibility of k ledge, and inter from  Bas Jan Ader, these works deal with the artist’s political commitment
beginning to end. “The Belgian Marbles™ offers a most exacting alle-  (An Artwork for a Nice White Gallery, 2004), as well as the vanity of
gory of tropes, which belies any first sense of blasé chic, and confirms ~ every system of individual improvement (At the Count of Three | Can
that Reena Spaulings continues to operate at the highest level of theo-  Disappear, 2006). In the end, secing the profusion of ethical and
retical and stylistic sophistication. aesthetic issues Verdonck touches on and the skill with which he han-
—David Lewis  dles them, one can only hope he continues along the path that he has
intuitively opened up between theatrical art and visual art: the way of

a tightrope walker.
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GRONINGEN, THE NETHERLANDS
The Belgian artist Benjamin Verdonck is best known for multi-
disciplinary projects in theaters, but in recent years he has also entered Folkert de Jong
the stage of the visual arts, with perf aswellas p GRONINGER MUSEUM
in the context of exhibitions. Recently, under the title “On the Way to
Work,” Verdonck featured a group of his visual art projects, all attesting ~ Since 2001, Folkert de Jong has been working with Styrofoam and
1o the transitions he effects between stage and gallery, action and object.  polyurethane foam, the now common insulation materials produced
This passage from gesture to material was made evident even in the by Dow Chemical—whose laboratories also, of course, produced
xhibition’s title, which diatel d that the artist’s project  napalm and dioxin. This dubious backdrop, together with the materials’

‘canang and wood,
13x12%x 1% entire | line that

Leorzoatsjowst  resides in a creative process envisioned as a whole: its occasion, the  hazards to health and environment, contrasts deeply with the institu-
{Live How You Want  gime one devotes to it, the collaborati

it calls for, the enjoy tion’s characteristically innocent blue or pink coloring. Although
one finds in it, and the objects it ultimately produces. It is along this  lightweight and even vulnerable, these foams will probably outlast
d i i Verdonck’s work ope: linehe  bronze and marble. De Jong delib ly engages such dictions.
does not hesitate to run along in  Confronting the materials’ positive poles (friendly colors, lightness)
both directions, with the action, with dark and complex social, historical, and political subject matter,
having become an object, some-  the artist creates life-size tableaux in which figures derived from com-
times becoming an action again. ics, horror movies, art, and history often converge in sinister ways.
The exhibition primarily con- For his first substantial museum show, “Circle of Trust: Selected
sisted of models in cardboard, Works, 2001-2009," a representative selection of work from 2001 to
paper, plaster, and wood. At once  the present was bled, includi y-eight d gs shown for
sophisticated and fragile, they rep-  the first time. De Jong’s most recent installation piece, created espe-
resent a sensibility that is equally  cially for the Groninger Museum, is titled Infinite Silence; The Way
elusive, a fondness for disguise and ~ Things Are and How They Became Things, 2009, and consists, like its
metamorphosis, an affinity with the  title, of three rather isolated elements: pallets with stacks of church
worlds of the circus and the fair.  bells; five stately statues of Abraham Lincoln standing side by side

S

the one proposed by cul- I narratives. The use of
ture, especially advertising. Leef repetition within each group of
odals je wil (Live How You Want To), 2007, for example, draws its  objects underlined the eerie but
nsps from the logo and slogan of a Belgian supermarket chain,  visually powerful effect of the
chang th by giving it the app of a fairy-tale castleora  images. But the artist also wants
@it bonx; this in order to suggest the kind of ready-made happiness the  the repetition to function as a ref-
company claims to deliver every day to its customers, a cruel fantasy  erence to the multiple interpreta-
given the harsh realities most people face. tions of such icons and to the
Other models, such as On the Way to Work, 2009, consider the com-  indeterminacy of historical mean-
plex commercialization of the private sphere, which is also to say the ing in a wider sense—an idea that
thory guestion of knowing what position to take as a creative person,  is central to almost all of de Jong's
both with segard 10 the sources of one’s inspiration and to one’s public ~ works, but that has not, until
mage and the market; the dilemma escalates when one bases one’s pro-  now, been staged so blatantly.
ducti ingly priceless material, that is, life itself—a material Compared to the overwhelming
that, whar's i bly b in trying 1o catch hold of it.  Iceman Cometh, 2001, de Jong's

Beyond their amusing, baroque,  with wagon wheels standing upright in between them; and poles of "’:"“'“"
ephemeral character and their col-  wood, like leftovers from a construction site. All are cast in poly-  mimic, Fourth and
orful appeal, these models touch  urethane, with the addition of pigments of unnatural, often fluores-  Fifth Commandment
with great subtlety on the individual’s ~ cent hues. Both the bells (for which an original seventeenth-century :.“”me’s""’
lationship to his or her - mold was used) and the P turbulent b ies; the  pomns W":m"’ﬂ
nomic environment, or at least to  scrap could refer to the potential to construct and manipulate such  26'2"x19'8"x6'6"
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The Belgian artist Benjamin Verdonck is
best known for multidisciplinary projects in
theaters, but in recent years he has also en-
tered the stage of the visual arts, with per-
formances as well as presentations in the
context of exhibitions. Recently, under the
title “On the Way to Work,” Verdonck featu-
red a group of his visual art projects, all at-
testing to the transitions he effects between
stage and gallery, action and object.

This passage from gesture to material was
made evident even in the exhibition’s title,
which immediately suggested that the ar-
tist's project resides in a creative process
envisioned as a whole: its occasion, the time
one devotes to it, the collaborations it calls
for, the enjoyment one finds in it, and the
objects it ultimately produces. It is along this
entire spatiotemporal line that Verdonck’s
work operates—a line he does not hesitate
to run along in both directions, with the ac-
tion, having become an object, sometimes
becoming an action again.

The exhibition primarily consisted of models
in cardboard, paper, plaster, and wood. At
once sophisticated and fragile, they repre-
sent a sensibility that is equally elusive, a
fondness for disguise and metamorphosis,
an affinity with the worlds of the circus and
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the fair. Beyond their amusing, baroque,
ephemeral character and their colorful ap-
peal, these models touch with great subt-
lety on the individual’s relationship to his or
her socioeconomic environment, or at least
to the one proposed by consumer culture,
especially advertising. Leef zoals je wil (Live
How You Want To), 2007, for example, draws
its inspiration from the logo and slogan of
a Belgian supermarket chain, mocking the
store by giving it the appearance of a fairy-
tale castle or a gift box; this in order to sug-
gest the kind of ready-made happiness the
company claims to deliver every day to its
customers, a cruel fantasy given the harsh
realities most people face.

Other models, such as On the Way to Work,
2009, consider the complex commerciali-
zation of the private sphere, which is also
to say the thorny question of knowing what
position to take as a creative person, both
with regard to the sources of one’s inspira-
tion and to one’s public image and the mar-
ket; the dilemma escalates when one bases
one’s production on a seemingly priceless
material, that is, life itself—a material that,
what’'s more, one inevitably betrays in trying
to catch hold of it.

In addition to the models, the exhibition
also included groupings of photographs
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with texts, assemblages similar to synopses
of brief performances taking place in other
times and places. In a tone at once serious
and mocking, reminiscent of the one adop-
ted in his time by Bas Jan Ader, these works
deal with the artist’s political commitment
(An Artwork for a Nice White Gallery, 2004),
as well as the vanity of every system of indi-
vidual improvement (At the Count of Three |
Can Disappear, 2006).

In the end, seeing the profusion of ethical
and aesthetic issues Verdonck touches on
and the skill with which he handles them, one
can only hope he continues along the path
that he has intuitively opened up between
theatrical art and visual art: the way of a
tightrope walker.
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