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TAo In 2005 you produced multiple translations of a text by Calvino, charting
  the range and limits of interpretation offered by the words within it. In  
 your 2011 article ‘The Inscription of Art and Everyday Life: How Being  
 Slips into Performance’, you say that “To give a thing a name is first to  
 introduce separation: to isolate the thing as a figure distinct from the 
 contingency of ground around it, and in the same move to isolate it as  
 distinct from the subject we become by naming it”.

 Are the propositions outlined in these texts something you seek in  
 your sculptural works?

Tn The Calvino piece borrowed and repeated an extract from his 1983  
 novel ‘Palomar’ in which a man listens to the whistle of a blackbird  
 and tries to understand how it works as communication. After some  
 time he imagines the meaning might not be in the sound itself but in  
 the silent gaps between whistles.

 I’d been doing a lot of translation at the time, and had also been 
 thinking about the value of reading multiple translations of the same  
 foreign text if you don’t have access to the original. If you read 
 sufficient translations you might hope to gather a good sense of the  
 original - not because of what any of the translations say but because  
 of what they all don’t say. You would hope to find a communal silence  
 that each translation is trying to press itself up against. The more  
 translations you read the more articulate the shape of this silence  
 becomes, because each of them will be elbowing into it in a different  
 way. Eventually you can hope to accumulate a silence sufficiently 
 precise that it adequately describes the space occupied by the original 
 text: the space all the translations were trying to occupy but couldn’t.

 Meanwhile my sculptural works are generally adjusted bits and 
 pieces I find around the house. I don’t hide any of the artifice so you  
 can always tell what I’ve done: I’ve tied some string to something,  
 twisted something else, given it a name, clipped it together, that sort  
 of thing. (The past perfect tense—to have done—always seems 
 relevant here.) As a consequence we are often without forks at meal- 
 times and my husband no longer dares throw anything away in case  
 it’s become art since he last saw it. The status of everyday stuff in  
 the house has become ambiguous and available for change. (These 
 objects present challenges for art galleries and museums in which 
 everything is immediately art; indeed many of them—like the 
 floorboards and the surfaces of the house—can’t be moved from the 
 property.)

 Readymade art made explicit the connection between making art  
 and giving things names. In the language of my 2011 article, in each  
 instance there’s a moment of inscription which works to isolate the  
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TAo How great a role do you feel questions of Distanciation play in your  
 work?

Jn There is a distancing that comes from an authored shift in imagery  
 or ideas of performance away from conventional channels, it’s more  
 of a brief participation in the ebb and flow of things, like being a  
 guest in a hotel, using everything but owning nothing. A lot is 
 borrowed and so has an internal logic that can only be pulled so far  
 in any direction, this side-stepping can hopefully draw out the 
 historical complexities of things, like the little chrome horses that  
 people stick on their cars or the packaging of cigarettes.

TAo In your exhibition, You Know You’re Not The First, at French Riviera  
 1988 in 2011, you displayed a series of images of corrupted and distorted  
 files taken from street view, placed within these was a steel girder the  
 kind of which are found propping up unstable buildings. Are the relative  
 qualities of physical and digital imagery an important part of how you  
 construct contexts?

Jn There is a change in context with both works that avoids an intended  
 destination. For a few months in 2010 I had a set of keys to a building  
 site in the financial district that housed a large, simple steel 
 structure supporting the buildings around it. There was an honesty  
 to the rusty steelwork that stood out against the weightless glass clad  
 facades of the adjacent backs and financial services companies. 
 Copied  and pasted into the show it became very dishonest, implying  
 that it had some structural use.

TAo . . . . I was struck by the economic implications of steel, as the 
 generator of vast wealth for rail road magnets in the 19th Century in the  
 same way that digital technologies are creating billionaires today. In a  
 world in which we rely on informational forms, and where your work is 
 positioned in the discrepancy between these and their subjects, do you  
 feel like you collaborate with failure?

Jn Miscommunication can be more interesting, the fact that glitches  
 exist and buildings fall down. the sheer volume of digitally 
 standardised information elevates the faults and anomalies, but one  
 mans failure is another mans success. A work made for the 4th 
 Marrakech Biennale pulled from the cultural appropriation of 
 “drifting” as documented online through a fairly unique performative  
 language. This was performance through participation, beyond a 
 binary, passive model of “communication”. The resulting work was  
 a series of videos and a wrecked car, crashed at speed into a traffic  
 barrier  while racing outside Rabat.
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TAo William Burroughs described the drawings which he created in   
 collaboration with Bryon Gysin as: 
 
 “all of the reality which can’t be rammed through the typewriter”. 
 
 Is there a similar sense of a world within your work? If so is a part of  
 your motivation to paint a desire to fill out its character?

Pr The last work I made was working with narrative in the form of  
 a book which encompassed fragments of sci-fi/post-apocalyptic  
 novella, diagrams, a group of paintings and notes from a long period  
 of research into the history of extinction. This kind of playing  with  
 narrative and form is always present within my work, but I do not  
 want the works themselves to become a fleshing out or illustration  
 to a written text, instead I want the works to be narrational, that  
 is why they rely so much on their context. I see the paintings as 
 objects that are in a fluid relation to everything else and when this  
 happens they start to speak to one another and naturally gather a  
 dialogue. I think it stems from my experience of looking and the  
 way I react to art in different contexts that fuels this need to imagine  
 them always working in conjunction with their surroundings and  
 how this can weave a kind of shifting abstract narrative which can  
 be a mix of fact and fiction.

TAo Your approach to paint, often using thin glazes and a tertiary colour  
 palate along with decorative motifs, shares many characteristics with  
 the Bloomsbury Group painters from a century ago. The sense of your  
 work being out of time comes from its knowing of time. Do you feel as 
 such that your method is to pursue a form of retreat as a mode of 
 advance?

Pr I think you’re right about this gap in time, the motifs and colour  
 palate come from choosing to reference a specific time in regards  
 to painting. Painting could be more domestic during the rise of  
 modernism and still be progressive, revolutionary yet intimate.  
 Bloomsbury is a very English version of the Avant-garde, very 
 pastoral, plagiaristic and novel, borne of desire rather than necessity.  
 To add to this, when growing up I was fascinated by the museum,  
 I saw it not as a pedestal for valuable art objects/cultural artefacts,  
 but imagined myself living amongst these things, I was always  
 acutely aware at trying to feel how these objects would affect me  
 if I was living with them every day. So I guess in regard to the work  
 I make I try and pull this history forward and retreat backwards at  
 the same time in order to create a way of seeing the works as an 
 assemblage of history and time.

 

TAo Within each of your individual practices there appears to be a concern  
 with informational forms, how does this individual approach find a  
 resonance in your collaborative work? 

Fn My work often approaches the difficulties of documenting, coding  
 and distributing presence / experience as information.

oS And mine often begins with an observation from vernacular culture, 
 everyday ‘design’ or decisions that have been made in order to 
 present things.

Fn/oS In our collaborative work there is a freedom to re-appropriate some  
 of these gestures in the third person. And therefore our collaborative  
 concerns with informational forms tend to focus on more ‘objective’  
 structures; such as libraries and archives. 

 Our first collaborative work ‘Expansion and Collapse’ is a perfect  
 example. Developing from conversations around personal / public  
 archives we created a publication, display case and index presenting  
 a series of images. Images related to traditional sites for storing 
 information  (e.g. libraries and shelving systems); new digital and 
 networked sites for accessing knowledge; and documents relating  
 to informational conspiracy theories. The display unit was both an  
 image inside the publication, and the structure that presented the  
 publication; creating a loop in form and meaning.

TAo Would you say there was more of an emphasis on your subject or is it a  
 vehicle to explore forms of presentation?

Fn/oS Our practice navigates the possible connections between subjects and  
 their forms of presentation.

TAo If there was to be a perfect subject which lends itself to your collaborative 
 work what might that be?

Fn/oS Each project has plural ‘subjects’: the content of the material we 
 present; the selection and editing of the material; as well as its 
 presentation or display. Each of these decisions carries meaning and  
 associations, whether intentional or not and, could be read as a 
 ‘subject’. However, the notion of a PERFECT subject fascinates us -  
 our works strive to find this impossible perfect, hence the use  of
  words such as model or proposition in our titles.

TAo Many of your projects examine negative spaces in history or marginal  
 narratives of our times, such as your project for the Anti-Library at  
 SPACE and Constitution of the Damned, both in 2011.  
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 object from the ground around it, whether that ground is the silence  
 between whistles, the everyday objects around the house, or the flux  
 of stuff that is unnameable because it remains unseen. Perhaps the  
 sculptural objects I make are like the whistles, forcing into tension  
 all the other objects around the house like the silences in between.  
 These silences occasionally accumulate into points of sound, and as  
 long as they don’t accumulate they remain at risk. Like the multiple  
 translations, perhaps there’s a sense in which these tense household  
 objects are continually elbowing and pushing against the shape of  
 art—and perhaps whatever they all aren’t is what art is.

TAo The line is something that features quite prominently in your work,  
 be it through various object-based works, your video ‘Keeping Time’,  
 or in your recent publication ‘olololo’, in which the line takes the form 
 of proposed movements projecting from the tip of a static pencil and  
 enacted by the turning of the pages.

 Does movement render more diffuse the linearity of the line?

Tn I often work with lines because they appear in writing as much as in  
 drawing. Some objects are also lines—wire and string are good ones.  
 You can pull a line from a word and turn it into an object or a 
 drawing, pull a line from a drawing and use it in a word, read a 
 line-shaped object like a text, and so on. Lines make useful basic 
 elements for thinking about representation.

TAo As the contexts you create within the gallery establish a sort of cross  
 roads within busy informational pathways, do you feel that the 
 method of encounter you have established is greater than the things  
 themselves being encountered?

Jn I gave a talk in Munich in 2012 and talked about whether algorithms  
 that group videos online have an effect on the content created. With  
 the Marrakech Bienniale work the videos I was looking at all uses the  
 word “drift” added to wherever they were made, Casablanca drift, 
 Rabat drift. This gave the illusion of a group or subculture but one  
 produces through a cyclical form of imitation, with each video 
 influenced by the last.

 The street view work was actually a very un-digital process, 
 travelling in a linear fashion along costal roads encountering things  
 one at a time very unlike jumping around a network. The glitches I  
 documented have since been corrected making the work more a 
 record of a one off encounter.

TAo The various places you have worked with seem significant for their 
 significance, either as a result of people’s specific personal experiences or  
 because they conform to the conventionally communicated aspects of  
 place. In this sense is the work about the collapsing of archetypes?

Jn It’s not so much about the collapse of archetypes but their various 
 permutations, like the versioning of things in the digital context. The  
 drift videos in the context of traditional Moroccan performance and  
 the glitch images acting as an update to a landscape with an already  
 rich visual history.

TAo The internet’s dual position as a stimulus for real life encounter and  
 as an end itself, and as a place which pre-supposes and awaits any  
 gesture, sets up a position with a simultaneity that is out of joint.  
 To what extent do you feel that the internet, more than any other 
 medium, through it’s reciprocal interactivity and simultaneously 
 inspires both the subject and object to change?

 The internet definitely speeds things up in the case of TV and film,  
 you might watch a programme, and the influence it would have on  
 you would only be seen if you produced another programme or film,  
 or as a wider cultural shift.

 With the internet, the content produced, sits alongside the content  
 that influenced it, spiralling into an autonomous language with 
 distilled ideas of performance or entertainment.

 Does the drawing in of such marginal knowledge form a central or 
 recurrent theme for your thinking?

Fn/oS The complexity of defining and ordering ‘knowledge’ is a recurring  
 interest and, continuing from this, how to open discussions around  
 hierarchies of knowledge and what determines it as non-/marginal-/ 
 public-/private-knowledge.

 In our first project, ‘Expansion Collapse’, we were interested in 
 Foucault’s The Order of Things, in which he cites Borges’ description  
 of an ancient Chinese encyclopedia called ‘Celestial Emporium of  
 Benevolent Knowledge’. This introduced us to the idea of parochial or  
 irrational taxonomies as a type of anti-structure.

TAo Is it in the narrow and at times potentially imperceptible difference  
 between the works’ past references and their present, where a sense of  
 one time becomes frayed against another that holds a fascination for  
 you?

Pr The works always portray or stem from events in my life or things  
 I’m interested in which can be very tangential, I try not to let 
 anything inhibit the process, and things do recur but not always in 
 the same way. This does cause friction with the art historical 
 references within the work, as it’s not primarily a critique of the 
 past or history, but I am always aware that the work will one day  
 itself be dated and archaic, so I try to put this consciously into the  
 work, I guess it becomes a sort of strange loop.

TAo A common and recurring theme in your work is that of birds and the  
 natural world, does the lack of ornithological accuracy in favour of  
 symbolic value propose not a study of the natural world, but of a study  
 of the people who may surround themselves with such representations?  
 Turning the object in on its audience. 

Pr The work regarding birds and other elements of nature definitely  
 comes from the way in which we choose to represent nature and our  
 relationship to it. The Victorian obsession with classification and  
 taxonomy fascinates me because it’s a knowledge that was obtainable  
 through observation. In those expeditions where artists would  
 accompany scientists, the artist would often distort the animals in  
 ways which mirrored ideas in society at the time. It is this practical  
 knowledge over theoretical knowledge that really plays a major part  
 in human understanding and its malleability represents for me an  
 exciting juncture between action and thought.

www.tamarinnorwood.co.uk www.jonnash.co.uk www.expansioncollapse.com www.philiproot.co.uk

 TAo Do references to the occult in your work represent a sort of timelessness?
 A form of enduring which is resistant to a sense of progress . . .  

Pr The occult in my work represents again a sort of failure to 
 understand the world around us and the faith we put into omens,  
 rituals and objects to bring us what we want or help us to live. I 
 really like the idea of lucky objects, lucky pants, key rings, hats or  
 touching statues noses or using tarot to predict the future or saluting 
 magpies on your way to work, all these gestures which are supposed  
 to be much greater than their objective qualities and characteristics. 
 I find it’s the same with language, I was watching a documentary the 
 other day (The Queen of Versailles by Lauren Greenfield) and this  
 woman was showing us around the shell of her yet to be completed 
 house and she was saying things like “this is our sushi bar…this is  
 our ice skating/roller rink” and pointing at empty half constructed  
 rooms, it struck me as strange, there was no future tense, no “this  
 will be a sushi bar etc.”,  this warping and confusion of language 
 created a warping of the reality for this woman.  I think more and  
 more people are living like this and for me it’s an example of putting  
 faith into something that is essentially nothing, the same as how a  
 tarot deck is just ink and card and some body performing an action,  
 it’s meaningless yet we still choose to believe in it because it’s a thrill  
 and it allows us to make sense of the world. 
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TAo Is it the discrepancy between life and artifice which makes the work?

Jn It’s definitely there to be exploited, but it’s a difficult distinction, to  
 detach the emotions I feel towards my breakfast cereal from its  
 cardboard parts. It’s easier to just stand on the shoulders of giants  
 and work with or offset the qualities that objects accrue through  
 advertising or popular culture. Then things start to fall apart, I  
 noticed this when I crashed the car having watched hours of slick  
 Hyundai adverts. 

TAo Is your collaborative work a model of a practice for artists without an  
 agenda?

Fn/oS Agenda is a loaded word, relating to both politics and notions of  
 management and strategy. Our practice tends to emerge in an 
 organic way, out of conversations, invitations. We don’t plan too far  
 into the future. We like to think that there is a specificity to our 
 collaborative relationship, that developed naturally, and that this  
 informality makes our collaborative model unique, not at all forced. 

 If we do have a ‘model’, then it could be described as a characteristic  
 approach or attitude, rather than a system or aesthetic, that other  
 artists could employ.

TAo As informational displays are particularly authoritative spaces do you  
 seek to adjudicate your choice of subject to test its value when 
 incorporated within the work? Or to in a way temper or restrain the  
 quality of an informational display’s voice?

Fn/oS Generally we don’t isolate a ‘subject’ from a ‘piece of work’, and 
 pragmatically speaking the form and content develop in tandem,  
 with judgments of value made progressively. However, works often  
 co-opt and subvert the perceived authority of information and the  
 ways it is displayed, designed and disseminated. For example; we are  
 developing work for an upcoming exhibition called ASmall Hiccup  
 that adopts the format of a newspaper front page. In this we have  
 made a series of decisions about filtering the quality of an 
 informational displays voice; from the use of a bespoke font, to the  
 position of the object in public and gallery contexts.

TAo As your collaborations propose marginal or intimate gestures as an  
 alternative history, what would in turn be a suitable history for your  
 work? (Could a version of your collaborative projects’ history be in all the  
 things that never pass through it’s gaze?)

Fn/oS Possible histories include:
 
 Ashes scattered at sea
 A newly discovered ancestral tartan
 A cloud of tags
 All the furniture in the Ikea catalogue beginning with S
 A cardboard box of Duplo
 A gaggle of voicemails
 Dijkstra’s algorithm on a t-shirt
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 You ask about the role of movement in all this. In terms of movement  
 I find written lines particularly interesting, because writing, unlike  
 much drawing, is a deferred means of representation. The object of a  
 representational drawing is mimetically connected to the drawing  
 (the shape on the page bears some physical resemblance to the shape  
 of the object) and even to the act of drawing (as you draw you move  
 parts of your body in ways that mimic the shape of the object so as to  
 recreate that shape on the page). But (excepting practices like concrete 
 poetry, which I think has now made its contribution) it’s unusual for  
 the object of a written description to share a mimetic relationship  
 with the words on the page.

 In a number of my works (‘Keeping Time’, ‘olololo’, ‘O-’) I have 
 imagined the physical and temporal point at which the pen touches  
 the paper as a kind of meeting point between the writer’s world and  
 the world s/he writes into existence. Writing lacks the mimetic 
 resemblance of drawing, but perhaps it has its own form of mimesis: 
 resemblance in time. While a writer writes, time moves forward. 
 Time can also move forward in the narrative the writer is 
 constructing. A hope of metafiction is to exactly synchronise these  
 separate temporalities, so that the writer and the written world can  
 coexist in a mutually dependent way. An emblem of this point of 
 coexistence—which holds them together and holds them apart—is  
 the surface of the paper between them, upon which the pen has to  
 keep moving. If the pen stops, the synchronicity between the 
 writing world and written world drops out. As the pen moves, and  
 writes into being the movement of the fiction, the writer and the 
 written are elbowing at one another from either side of the same 
 surface. In this context the page becomes a strip of silence.

 Interview continues online at www.twelvearoundone.com
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