MLADEN BIZUMIC




MLADEN BIZUMIC




Fiji (Look before you book) video still 2003

FOREWORD

GREGORY BURKE

Fiji Biennale Pavilions 1s a project produced by Miaden
Bizumic as a result of the Govett-Brewster Art Gallery's
2003 Taranaki artist in residence programme. This
programme brings at least one international artist from
the Pacific Rim and one New Zealand artist to New
Plymouth each year to produce a major new exhibition
project, accompanied by a publication featuring new
writing.

The artists that participate in the residency are provided
with a dedicated studio and resources, enabling them
to produce a body of new work. Mladen Bizumic spent
12 weeks in New Plymouth working on the Fiji Biennale
Pavilions and speaking about his practice and the new
project to local audiences. Frequently the publications
for the New Zealand resident artists are the first to
address their practice in a significant way. As such they
represent a milestone for the artist and this is the case
for Bizumic, who is developing a growing reputation for
his model-based sculptures, maps and architectural plan
images rendered in drawing, video and digital prints.

Visitors to the Govett-Brewster Art Gallery have seen
Bizumic's work before; his Untitled (Tauranga
Guggenheim) project was included in Break, the 2002
summer review of contemporary New Zealand art. That
project examined the franchising of the Guggenheim
brand and the proliferation in unlikely places. It played
with the brand’s possible appearance in the small New
Zealand city of Tauranga that is currently in the process
of inaugurating an art museum. Fiji Biennale Pavilions
continues his research into the relationship between
tourism and contemporary art on a larger scale.

The project acts as a proposal for a major international
contemporary art festival to be held in the Fijian islands;
a destination usually associated with resorts and holidays
and not contemporary art. The residency afforded
Bizumic the opportunity to produce nine 1:150 scale
models of famous pavilions to be used in the proposed
Biennale; as well as his largest ever drawing, a 16 panel
topographical representation of the Fijian archipelago.

In addition, Bizumic invited proposals from international
artists for projects that would be housed within the
pavilions in the event that his concept was realised.
Bizumic met the majority of the artists while at the
Govett-Brewster on his residency, including Los Angeles
artist Sam Durant, the 2003 international artist in
residence; and London based Australian artist Kathy
Temin.

As Director, | thank all the people who assisted the
Gallery and Mladen with the project. In particular, Anna
Ruthven, Robert Ruthven and Mary Zurakowski at the
Western Institute of Technology at Taranaki for their
support of the project, and their fellow staff and the
student body at WITT for making Mladen so welcome
on campus. The support of WITT in the residency
programme is an ongoing partnership. Creative New
Zealand Toi Aotearoa also cantinues to provide

significant support to the artist in residence programme.
Sue Crockford Gallery supported this publication and
provided administrative support over the course of the
residency and exhibition. Finally, | thank Mladen for
producing a project that keys into topical debates about
the relationship between art biennales, globalisation and
national identity.




Map of the Fiji Biennale 2003
16 panels chalk-pen on blackboard
2340 x 3150 mm

PACIFIC TRADE AND EXCHANGE

SIMON REES

The rise of international biennales from Seoul to Johannesburg, and the concurrent explosion of jet-setting independent

curators, seemed at first to indicate that a true globalism and multicultural diversity was at hand for the art world.

PETER LUNENFELD '

Art critic Peter Lunenfeld was writing about the
proliferation of international biennale exhibitions in
1999. His article reflected the increasing scrutiny of
biennale in international art criticism consonant with
their multiplication.” By 2003 his subject has become
logos; German artist Olav Westphalen captured the spirit
of the critique in a cartoon in which a destitute looking
character says to a film crew ‘What our village needs
now is a biennial'.” Lunenfeld was writing specifically
about the coalescing of a master-list of artists and
curators responsible for biennale exhibitions. He was

observing that the spread of the international biennale
phenomenon was actually a contradictory affect: a
reduced field of art is put into play and artists from
the host city/nation are typically elided.

It's tempting to conjecture that Lunenfeld was
empowered to make this observation because he was
writing from Los Angeles which doesn't really have a
biennale.* Moreover, Los Angeles is peripheral [and
ambivalent] to New York, the United States' art centre
and home of the Whitney Biennial that nation's oldest
biennial survey exhibition.

One thing is sure, Lunenfeld wasn't expressing biennale
envy: he wasn’t symbolising a lack. New Zealand, like Los
Angeles, doesn't [yet] have a biennale that is recognised
in the main-stream biennale discourse.” And to an

even greater extent than Los Angeles New Zealand is
peripheral to international art capital(s]. New Zealand's
distance from the centre makes it an ideal candidate for

a biennale in the age of globalisation. Since the 1990s
dispersal has become the rule of biennale exhibitions
as they tend to be held in cities that have gained
recent Euro-American recognition for their art scene
and infra-structure (that is often well established and
high-functioning).” While the locations are considered
far-flung' from this Euro-American art perspective they
are well integrated in terms of international money
markets and trade.

Because New Zealand's nearest neighbour Australia
stages two international biennales — the Biennale

of Sydney (f. 1973) and the Asia Pacific Triennial

(f. 1993) — it is also at high risk of succumbing to
biennale envy. Further, New Zealand doesn't have
permanent pavilion at the Venice Biennale, which is
used by conservatives as a benchmark of inclusion or
standing in the international art-system.” As such taking
a critically ambivalent position, to follow Lunenfeld’s
lead, is doubly hard from the perspective of a New
Zealand artist (who surely craves the critical attention).
Mladen Bizumic's exhibition Fiji Biennale Pavilions
tackles the mechanics of biennale culture. His strategy
for making a work that engages the problems of biennale
culture with critical ambivalence is based on an act of
geographical transference. Bizumic authors a Biennale
at a once remove from New Zealand proposing a location
recognised as a holiday destination and not for its
contemporary art: Fiji. The exhibition takes the form

of a proposal for a Biennale sited in the island nation.




WHY FI1JI?

Generally, art-relations follow a geo-political model as
evidenced by the layout and location of the national
pavilions at the Venice Biennale. The main avenues of
pavilions in the Giardini at Venice are articulated by the
national enclosures of Italy, France, Germany, Great
Britain, and the United States. Australia plays a minor
role in this rubric.

In terms of geo-politics New Zealand is a more
established nation than Fiji and has closer-ties to the
developed world. A historical indicator is New Zealand's
cession of sovereign Dominion status by the British
Crown in 1913 compared with Fiji, which only became
independent in 1970." While not official (like the
relationship between New Zealand and Samoa, the Cook
Islands, and Niue) Fiji has to some extent been a New
Zealand protectorate. During the military coup in 1987
the New Zealand military facilitated peace for instance.
And New Zealand has become the major destination for
Indo-Fijian emigration precipitated by the coup and the
following decade of constitutional upheaval. Fiji Is often
recipient of New Zealand aid in times of natural disaster
and financial crisis.

The implication is that New Zealand is more closely
linked to the international contemporary art-system than
Fiji. By designating Fiji as site of his Biennale Bizumic
reflexively re-positions New Zealand as a contemporary
art-centre in relation to the South Pacific nation. He
produces a conceptual sleight that diminishes the
distance between New Zealand and the world, and
potential Biennale envy with it. The work manufactures
a relative proximity to Australia, Europe, and the United
States and makes New Zealand a [satellite] centre.

In this schema Bizumic takes on the mantle of inde-
pendent international curator who legitimates the
Biennale's status (and authorises the host's status in
the art-system) which is a unique opportunity for a

New Zealander.

COLONIAL AFFECT

Central to the exhibition is a 16 panel elevation map of
the Fijian archipelago. Their presence in the exhibition
works in a dialectical relationship with the legacy of
mapping as a colonial design.

Maps are a principal device of colonisation: first contact
then cartography. The map makers are usually charting a

territory to stake a claim for its ownership, mapping it

as proof of a rightful claim for its future rule. In a sense,

Bizumic's map reflects this process, as he is claiming
Fiji for New Zealand contemporary art; re-deploying the
British colonial project of 150 years earlier.

Alternatively, the map reads in a positive way as it brings
Fiji into focus: actualising it as a nation state. In his
writing about myth Roland Barthes constantly reminds
us that tourist destinations are never imagined whole
instead they are caught in metonymic representation;

(in Mythologies 1957 he explains the role of the Blue
guide popular in Europe in the 1950s and 1960s as
determinant of how a place is perceived — today this

is filled by the Lonely pfanet guides). Even a major
metropolis like Paris suffers this fate, Barthes writes:

The [Eiffel] Tower is also present to the entire world.
First of all as a universal symbol of Paris, it is everywhere
on the globe where Paris is to be stated as an image;
from the Midwest to Australia, there is no journey to
France that isn’t made, somehow; in the Tower's name,
no schoolbook, poster, or film about France which fails
to propose it as the major sign of a people and a place:

it belongs to the universal language of travel.

Fiji suffers a similar fate. If France is reduced to a
single tower then Fiji is reduced to a single super-resort.
Well aware of this Bizumic includes a typical tourist
promotion video as a greeting to the exhibition space.
In the video, Fiji is represented as a paradisiacal
golf/scuba/swimming/tennis/ island. Any sense of Fijian
culture or daily life is left completely opaque, except for
some ‘traditional’ Fijian singing and dancing represented
in Blue Hawaii style as supper-time entertainment.

(Art is entirely out of the picture as is architecture —
visitors to Fiji exist in the outdoors).

The map, however, resists this tendency: and disavows
the video. The scale of the 16 panel work, spanning
2.5 x 3.5 metres, impresses the geography of Fiji on
the viewer, Rather than a singular super-resort Fiji is
revealed as an atomised archipelago. The mapped reality
of Fiji confronts geographic sensibilities mediated by
the experience of *home' and the mimetic tendency of
culture., New Zealand is a maritime nation comprised
of three major islands, so New Zealanders have a
concept of an ideal island state numbering less thar

10 separate land masses. For a continental inhabitant
brought up on the myth of ‘a’ desert island (Robinsen
Crusoe et al.) it's a single island. Bizumic's map depicts

Facing page (left): Aipotu: Oslo celestial society 2004
colour photograph 1220 x 2040 mm
image courtesy Sue Crockford Gallery, Auckland

Facing page (right): Aipotu: No story 2004
colour photograph 1220 x 2040 mm
image courtesy Sue Crockford Gallery, Auckland

Left: installation view Day for night (Little Barrier Island=ast-
West-North-South) 2003 colour photographs 1080 x 110mm
image courtesy Sue Crockford Gallery, Auckland




the majority of the approximately 332 islands that make-
up Fiji that are spread over 18,270 square kilometres.
The islands’ proliferation (in real and mapped space)
makes the concept of the mythical Blue guide gestalt
doubly ridiculous.

Bizumic has written screeds of notes into the plane

of the map. The notes are fragmentary accounts of his
thinking about the project: islands of ideas. (The text
appears in the negative oceanic space of the map).
While the notes are as atomised as the [actual] islands
by reading enough of them a through-line can be
apprehended embodying the reading the artist was doing
at the time of production in combination with the music
he was listening to in his studio and the films he was
watching in his downtime. Touch-stones are everything
Bizumic knows about Fiji, the films of Jean-Luc Godard
and Pier Paulo Passolini, writing by the French post-
structuralists (particularly in relation to architecture),
and the golden years of the Rolling Stones. A definite
sense of 1960s utopian philosophising emanates.

The effect is the intervention of European culture in the
space of the Pacific. Again, this produces a dialectical
tension. On the one hand, it mirrors legacies of

Right: installation view Untitled (Tauranga Guggenheim) 2002
image courtesy Artspace, Auckland

Facing page (left): One to one: reconstruction
of the second storey view 2002

colour photograph on light box

550 x 1850 x 180 mm

image courtesy Sue Crockford Gallery, Auckland

Facing page (right): Untitled (Tauranga Guggenheim)
plan drawings (detail) 2002
image courtesy Artspace, Auckland

colonisation — that treat the antipodes as a blank and
expectant canvas waiting to be acculturated. On the
other hand, it brings Fiji into the vector of culture rather
than 'nature’. The map resists the totalising resort-ness
of the video and the tourist myth. Moreover, it introduces
architectonics (the structural apparatus of architecture
and culture) to the frame of the project.

The texts, enacted under the sign of culture, also imply
that Fiji has a people — responsible for reading the texts
if not writing them — dwelling there. Dwelling is the term
used by Heidegger in his late philosophy that suggests
that a people occupy a place not only by dint of building/
living there but by transforming it in poetry, story-telling,
and social ritual, Bizumic reminds us that writing exists
before his rendition, that is, Fijian culture. Drawn on
blackboard panels with chalk the map work also invites
erasure or use as a palimpsest as if in the future a
different Fijian narrative could be written.

It's at this point that the Guggenheim begs mention.
Synchronous with the proliferation of Biennale has been
the rise-and-rise of satellite institutions of the Solomon
R. Guggenheim Foundation: in the wake of the astound-
ing success of the Guggenheim Bilbao. (Bizumic's major

project preceding the Fiji Biennale was sub-titled
Tauranga Guggenheim). Since its opening in 1997 the
Bilbao museum has had 1,300,000 visitations and
generated millions of dollars in tourist revenue for the
city."" This income has allowed the city to construct a
new civic precinct around the museum including buildings
designed by Sir Norman Foster and Santiago Calatrava.

While it has been responsible for creating a tourist boom
for an economically flagging, and remote industrial city,
the Guggenheim Bilbao has done nothing for Basque
artists. This has become cause for major protest as
locals have got to grips with the fact that audiences

are actually visiting a shrine to North American culture.
Despite expectation, the museum’s exhibition prog-
ramme was never intended to address the culture of its
location: it acts as a touring venue for the Guggenheim
Foundation collections that are strongest in late

20th century monumental American modernism and
conceptualism. The city of Bilbao is a palimpsest

for the colonising will of heroic American art and the
institutions that support it. The implication links with
Peter Lunenfeld’s concept mentioned in the introduction
of a ‘master list [that] can travel with such speed

that any sense of the local becomes overwhelmed'.'

DISPLAYING THE WARES

Frank O. Gehry, Santiago Calatrava, and Sir Norman
Foster are surely names on a master-list of architecture;
and Gehry by his association with the Guggenheim
Foundation on the list of art as well."* Keeping his
project conceptually honed Bizumic brings celebrated
architecture into the frame as well. His proposed Fijian
Biennale is to be housed in nine pavilions that are
reconstructions of famous exposition pavilions —

those temporary structures that have managed to

form a significant portion of 20th century architectural
iconography. The pavilions are sure to set the art

they are intended to house a spectacular challenge.

In the exhibition the pavilions take the form of nine
1:150 scale Perspex models, installed on a display
table. To reflect the internationalism of the propased
Biennale they are curated from a range of national
pavilions from different periods including: Le Corbusier
and Pierre Jeanneret's celebrated L'Esprit Nouveau from
the Exposition of Decorative Arts, Paris 1925; Marcel
Breuer's Gane’s Pavilion, Bristol Royal Show, Bristol
1936; and Oscar Niemeyer and Lucio Costa’s Brazilian
Pavilion, New York World's Fair 1939,




With nine famous structures all located in Fiji the myth
of the super-resort is destined to change. Surely, Fiji

will compete with the metropolitan capitals which have
buildings as their abiding metonym: Paris and the Eiffel
Tower; New York and the absent World Trade Towers.
Building represents culture in the collective unconscious
(in a way that contemporary art does not).

Mies van der Rohe's German Pavilion from the 1929
Barcelona International Exhibition is the glaring
absence. The ‘Barcelona Pavilion' is generally considered
the exemplar of pavilion architecture. It doesn't appear
because it has already been re-built; it was reconstruc-
ted on its original site between 1981 and 1986 where

it remains. With dialectic in mind, it is worth recounting
commentary about the Barcelona Pavilion's reconstruc-
tion by Spanish architect, and critic, Moises Puente:

Some of the more emblematic ones have seen all their
magic evaporate in recent reconstructions. This has hap-
pened to Mies van der Rohe's German Pavilion, to J.L.
Sert and L. Lacasa’s Spanish Republican Pavilion [...]
Mummified replicas of what they once were they barely
endure in a time outside their own; outside a location that,
while it might suit them archaeologically, is no longer
theirs, alongside neighbours they don't now recognise.'*

Right: perfermance view / like New Zealand
and New Zealand likes me 1999

Facing page (left): installation view
Aipotu: Psychic landscape 2004
image courtesy Sue Crockford Gallery,
Auckland

Facing page (right): installation view
Tauranga Guggenheim walk through 2002

image courtesy Artspace, Auckland
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Bizumic seems to be presenting the pavilions as if their
congregation would produce a ghost town (this recalls
Dan Graham’s description of the deadening affect of
international style modernism). Therein resides the core
of the exhibition’s organising principle: Biennales are
doomed to fail.

The sense that Bizumic is constructing meta-critique
is reinforced by writing by Umberto Eco on the 1967
World Fair:

The architecture of the contemporary exposition is used
to connote symbolic meanings, minimising its primary
functions. Naturally, an exposition building must allow
people to come in and circulate and see something.
But its utilitarian function is too small in comparison
with its semantic apparatus, which aims at other types
of communication. [...] In an exposition, architecture
proves to be message first, then utility; meaning first,
then stimulus. To conclude: in an exposition we show
not the objects but the exhibition itself. The basic
ideology of an exposition is that the packaging is more
important than the product, meaning that the building
and the objects in it should communicate the value of
a culture, the image of a civilisation.

Bizumic is opening the mechanics of international
exposition (read Biennale) to scrutiny to reveal their
negative tendencies.

FANTASY ISLAND

The high-seriousness of Bizumic's project hasn't
obscured a sense of conceptual humour and play. As
the final element of the exhibition Bizumic invited nine
artists to submit proposals for work to enact his model
of a Fiji Biennale. Conceptually, each artist's work
would be housed in one of the nine pavilions (though
the artists had other ideas).

In the spirit of an enlightened Biennale Bizumic
invited the artists to consider the location of the
Biennale, and provided details about the pavilions —
to encourage site-sensitive and site-specific concepts.
Bizumic invited artists that had exhibited art in New
Zealand, so had experienced to the extent of New
Zealand's geographic and cultural position, a South
Pacific reality. Many of the artists had exhibited in
international Biennales but none of them had entered
the *master-list’.

The resulting proposals tested Bizumic's precepts anc
the bounds of the project’s reflexivity, particularly those
submitted by American artist Sam Durant and German
artist Bjérn Dahlem. These two proposals reproduced the
mythical super-resort that Bizumic had deconstructec:
Dahlem through his absolute inability to engage with Fiji
as a real space, created a proposal about ‘aliens from
space’ who would land and stay ‘in a nice Fijian resot
hotel'. Durant’s was basically a stream of consciousnass
fantasy about 'dusky maidens' and the 'dark and humid
island of Fiji, island-utopia’.

The insistence of this type of world view (even when
delivered tongue-in-cheek) is reminder, that given an
opportunity, contemporary artists will produce work that
is ineluctably unpredictable. To cancel potential for
chancy production is hardly Bizumic's point — popular
wisdom acknowledges that even flawed Biennales
contain good works. He is, however, trying to float a

concept for a new world Biennale possessed of a critical
reflex that doesn't fall victim to received wisdom. In
conclusion, a positivist appraisal marks Bizumic's Fiji
Biennale as the event that every New Zealand artist
deserves.




Peter Lunenfeld ‘User: Master List' in art/text #66,
August - October 1999, p. 31

The 2003 Venice Biennale was a feature of two issues of
Artforum: the October 2003 issue included the transcript
of a forum on the topic of international Biennale
exhibitions in relation to globalisation.

The Govett-Brewster Art Gallery reproduced the cartoon
in its magazine VISIT #3, summer 2000 - 2001.

There is the Abselut L.A. International biennial art
invitational that is spread across dealer and project
spaces around that city, but it has never made an
art-critical impact. Of course writers constantly write
about the art/high-culture struggle for recognition in
the home of Hollywood.

The Auckland Art Gallery launched the Auckland Triennial
event in 2001. After its second inception held in March —
June 2004 it is beginning to garner recognition. There
was also a one off Pan-Pacific Biennial staged in 1976.

It is usually this existing contemporary art infra-structure
that is driving for international inclusion lobbying to
convince their government that art/culture can also be

a viable economic driver. In turn, governments support
initiatives that draw international attention.

Australia was awarded the last permanent pavilion site
at Venice in 1988 as a gift of the Italian Government,
commemorating Australia’s bi-centennial,

8.

Ironically, Fiji became a constitutional Republic in 1999,

New Zealand and Australia are yet to have become this
independent of Britain.

Roland Barthes "The Eiffel Tower' in Neil Leach (ed.)
Rethinking Architecture: a reader in cultural theory
Routledge, London, 2002, p. 172

| mention the Elvis film as to some extent all Pacific
islands are a pan-Hawail in the American (and probably
English) imagination. In the French imagination islands
are a pan-Tahiti or New Caledonia,

This is the figure expressed on the museum's website,
Lunenfeld op cit. p. 31

Since 2002 the Guggenheim has been touring an
exhibition of Gehry's sketches, models, and early
sculptures that have been presented as formative

art works.

Moises Puente Exhibition Pavilions: 100 Years Gustavo
Gili SA, Barcelona, 2000, p. 9

Umberto Eco 'How an exposition Exposes Itself' in
Travels in Hyperreality trans. William Weaver, Pan Books,
London, 1987, p. 299
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MEENA PARK

*300 Days and 300 lslands”

Macha Fary
=300 Days and 300 lslands” is a color resesrch project of the Fji lslands.
| stay a day al sach of the 300 Fijan islands collecting the color of the
ocean. Al the baginning of the process of color collecting | buy all the -
shaces of blus of paints and 300 places of A4 paper rom the supply siom
In Viti Levu or Vanua Levu. Then esch day on a different island, | go closa
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the paper.
This projoct is a continuation of my color research. The following pages, 3 and 4, ars
tho "Sky (1996)" project’s color collections and the st which Indicates the xact paints
place, date and time that they wers collected
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of Auckland, Auckland, p. 62 and pp. 122-125

WORKS IN THE EXHIBITION

Map of the Fiji Biennale 2003
16 panels chalk-pen on blackboard
2340 x 3150 mm

Fiji Biennale Pavilions 2003

nine pavilions 1:150 scale

perspex, wood, particle board, enamel
1090 x 1060 x 2380 mm

Konstantin Melnikov

Soviet Pavilion 1925

International Exposition of Decorative
and Industnial Arts, Paris, France

Le Corbusier and Pierre Jeanneret
Pavillon de L'Esprit Nouveau 1925
International Exposition of Decorative
and Industrial Arts, Paris, France

Erik Bryggman Finnish Pavilion 1930
Trondelag Exhibition, Trondheim, Norway

Luciano Baldessari
Vesta Pavilion 1933
Triennale V, Milan, Italy

Marcel Breuer
Gane’s Pavilion 1936
Royal Show, Bristol, England

Lucio Costa & Oscar Niemeyer
Brazilian Pavilion 1939
New York World Fair, New York, United States

Peter Zumthor
Pavilion at the Art Museum Bregenz 1989
Bregenz, Austria

Jaaskeldinen, Kaakko, Rouhiainen,
Sanaksenaho, Tirkkonen

Finnish Pavilion 1992

La Seville de la Exposicién Universale,
Seville, Spain

Adolf Krischanitz
Austrian Pavilion 1995
Frankfurt Book Fair, Frankfurt, Germany

Fiji (Look before you book) 2003
looped DVD single channel monitor
58'

Proposals (Fiji Biennale Pavilions) 2003
written proposals and digital prints

Bjorn Dahlem born 1974 Miinchen
Sam Durant born 1961 Seattle

Claus Fottinger born 1960 Niirnberg
Emil Goh born 1971 Kuala Lumpur
David Hatcher born 1973 Auckland

Ani O'Neill born 1971 Auckland
Meena Park born 1973 Seoul

Peter Robinson born 1966 Ashburton
Kathy Temin born 1968 Sydney
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GOVETT-BREWSTER ART GALLERY

The Govett-Brewster Art Gallery is a museum
that fosters the development and interpretation
of contemporary art.

/\ NEW PLYMOUTH
= DISTRICT COUNCIL
— = —newplymouthnz. com

SUE CROCKFORD GALLERY

CONTRIBUTORS

GREGORY BURKE

Editor of the Fiji Biennale Pavilions catalogue
Gregory Burke is Director of the Govett-Brewster
Art Gallery. Burke is the commissioning curator
of the Govett-Brewster's international artist in
residence programme that brings artists from
the Pacific rim to the Govett-Brewster Art Gallery
including Jessica Bronson, Pae White, and Sam
Durant from Los Angeles, Noboru Tsubakl from
Japan and in 2005 Lee Bul from Korea.

SIMON REES

Project curator and essayist Simon Rees is

the Curator of Contemporary Art at the Govett-
Brewster Art Gallery. In 2002 Rees worked
with New Zealand artist in residence Brendon
Wilkinson on his exhibition and catalogue titled
The cleaning agent. Rees was the recipient

of the 2004 curatorial research residency at
IASPIS (International Artist Programme In
Sweden) in Stockholm. Rees recently presented
the international exhibition Gridlock: cities,
structures, spaces at the Govett-Brewster

Art Gallery,
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