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Untitled, 2010, hair and towel

[Artists’] creativity is a constant
exegesis, a commentary on the one
stanza that has been entrusted to
them. Art, at all events, cannot
completely unravel that secret; it
remains unresolved. The knot that
binds the soul is not a false knot, to
be undone by a tug at its end. Rather,
it becomes ever more tightly knotted.
We tinker at it, trace the course of its
threads, trying to locate their ends.
And from these manipulations
springs art.
- Bruno Schulz

The constitution of the artwork

Art theory is necessarily marked by
an instability. It seesaws between an
attempt to bring within a language
of explanation that which has set
itself outside of such, and a retreat to
a merely gestural thematics, pointing
beyond itself to a retreating truth.
Each of these oscillations is
characterised by a problematic
temporality. The ﬁrst strategy is
additive, sequential; aspects of the
artwork are presented page after
page, hedged about by the
biographical – what happened when,

what
happened
before,
what
interjected, what happened after.
Here the artwork is one event among
many – an event of some unusual
kind, but in principle ready to be
mashed through the usual processes
of study. The second approach, in
contrast, valorises an intensity of
presence,
a
presence
that
nevertheless
stands
indeﬁnitely
postponed in language – the artwork
is conceded to escape analysis, to be
deﬁned by an experience utterly
beyond the textual, an intensity
towards which theory can only

simultaneously point and obfuscate.
Here the artwork is radically
distinct, irreducible. Yet, it is,
ironically, presented via a familiar
metaphorics whose purpose is to
rebrand the same idea, that of the
ungraspable. These brands are
available, depending on time period
and taste, in several formats: from
the elusive feminine to the radically
other. Those who are disappointed to
ﬁnd that their preferred brand has
sold out may be reassured that it will
be restocked shortly.

The revealed image

Untitled (2010) is a large-scale print.
It is from a body of work that
inquired in to the bound constitution
of an artwork. In this sense it seeks
to offer an architecture of the
imagination, an image of the way in
which connections in the mind form,
amass, become concrete. Within it,
the central artwork – a bundled rope
of wound hair – lies surrounded by
unbound lines, against a ground of
strands. This background is itself
bound and coiled. The image depicts
the point of revelation, the strike

point at which these connections
within the mind knot and hold
together; something has become
apparent. In contrast, an additive
theoretical approach necessarily runs
the risk of atomisation: as the
elements are laid out successively
paragraph by paragraph, each strand
loses its friction with the others, the
friction that held it taut. Here the
whole is depicted in an image, a
unity sudden and full – the
phenomenology of both revealed
and artistic truth. To follow this
concept – to make successive
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artworks in this manner – may be
described as an act of faith. In
contrast to a gestural theoretical
approach, the structure of the
imagination is here realised in
physical form; one does not need to
point to or to promise what stands
amassed before, above, and below
the body of the viewer. A concept of
sculpture emerges as a body that
bears witness to the bonds that
govern it.

The body of the imagination
The primary IMAGINATION I hold
to be the living Power and prime
Agent of all human Perception, and
as a repetition in the ﬁnite mind of
the eternal act of creation in the
inﬁnite I AM.
- Samuel Taylor Coleridge

The imagination in modern thought
is predominantly characterised in
two ways. One is escapist and
fantastical. The other is as a means of
connection, as that which binds
together; Hume, Kant, Heidegger are
each self-declared commentaries on
the nature of such imaginative
combination. The image opposes the
ﬁrst approach by extending the
latter. As depicted here, the
imagination is neither fantastical nor
abstractionist; instead it is the
envisioned mass of the sculpture, the

tension and the weight of the cords,
simultaneously suspended and at
rest, which models the process of
accretion, connection, and revelation.
Bruno, in A General Account of
Bonding (1558), suggested that the
capacity to bind has a ‘brightness’
about it. Following Bruno, however,
it may be that against such
brightness, a deep and thick material
substance better brings binds to the
eyes, as the sun’s eclipse by the
moon better allows us to see its
radiance. Sculpture, as object, thus
renders
visible
an
invisible

architecture. Yet, what is dense in
this way is not necessarily inactive.
The form studied here is wrought
and ﬁxed, but not motionless in the
mind: the bound rope is surrounded
by bristles that force out from it,
incipient connections to come. A
ﬁxed strand is not inert, but abiding.

Devotion as religare

The object in this image is an act of
devotion. It shows the drying of a
line of hair, formed through the
repeated tying, oiling, turning, and
washing of its strands. As suggested,
the image itself seeks to cast one
aspect of revelation, of the moment
of strike in which the artwork is
given apparent before the mind. The
object shown in the image casts
another aspect, the manner in which
revelation,
stemming
through
devotion, transﬁgures the most
familiar of objects – a towel and the

hair that encircles the head. The term
‘religion’ is often thought to come
from the Latin ‘religare’, to bind
again or to bind back. In this sense,
religious art is art that binds back to
its source, that devotes itself to, and
so makes manifest, the binds which
govern it and dedicate it to form.
That source here is the imagination.

