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UMENI MODELARSTVI

THE ART OF MODEL-MAKING

Jsou trojrozmérné modely samostatnou kategorii soudobé umélecké
praxe — a pokud ano, tak v jakém smyslu? Jak mame chipat
a definovat ;model‘ a modelovani ve vztahu k sose a skulpturalni
tvorbé? Co musi spliiovat skulpturalni objekt, aby mohl byt ozna-
¢en za model? A vzhledem k hojnému zastoupeni modelt v sou-
¢asném uméni, je na misté hovofit o jisté specifické, modelové
estetice? To jsou jen nékteré z otazek, na které se vystava Model
snazi najit odpovéd. Pfedstavuje jedenact soucasnych autort, kte-
i ve svém dile zkoumaji fenomén model a modelovani — at jiz
stavénim trojrozmérnych modeld, fotografovanim nebo natace-
nim modeld na video. Tim, Ze vystava soustfeduje na jedno misto
rozmanitou $kalu uméleckych dél ruznych forem, méfitek a umé-
leckych styld, nabizi prostor pro pfemysleni o konceptu modelu
a jeho roli v soudobé umélecké praxi. V tomto je timyslné $irsiho
rozsahu nez jiné nedavné projekty, které se soustfedily na néja-
ky konkrétni aspekt nebo smysl fenoménu modelu — napf#iklad
nékolik vystav o architektonickych modelech a jejich odrazu
v modernim uméni' nebo o inscenované fotografii.?

RODINY MODELU

Model je z latinského slova ,modulus‘ (odvozeno od ,modus’, coZ zna-
mena ,mala mira‘). Od po¢atku patnactého stoleti se v italstiné
vyraz ;modello‘ pouZival pro ,méfitkové zpodobnéni‘ nebo zmen-
$ené architektonické modely. V modernich jazycich postupem
¢asu tento vyraz ziskal celou fadu raznych vyznami a jakékoliv
hlubsi zamysleni o modelech v sou¢asném uméni vyzaduje nejpr-
ve utfidéni sémantického chaosu, ktery tento koncept obklopuje.
Jak piSe vyznamny filosof Nelson Goodman:

»Jen malo vyrazl se v bézné i védecké mluvé uziva v tolika riiznych
vyznamech jako ,model‘. Model je néco, co obdivujeme ¢i nasle-
dujeme, vzorec, typicky pfiklad, druh, prototyp, ukazka, simulace,
matematicky popis — takfka vSe od nahé blondyny po kvadratic-
kou rovnici, a muze byt k tomu, co modeluje, téméf v jakémkoliv
vztahu symbolizace. V mnoha pfipadech je model exemplafem ¢i

1 Mezi vyznamné vystavy patti Idea as Model v New Yorku
(1976) a nedavna Was Modelle kénnen v Museum fiir
Gegenwartskunst Siegen (2014), vystava Modelli v MAXXI
Rome (2013) a Models. Imagining to scale ve STAM Gent
(2014-15).

2 Napftiklad Das Konstruirte Bild: Fotografie-arrangiert und
inszeniert v nékolika némeckych muzeich v letech 1989-90 ¢i
vystava Post_modellismus. Models in Art ve Vidni a Bergenu
(2005).

Do three-dimensional models constitute a distinct category within

contemporary artistic practice and, if so, in what sense? How

do we understand and define ‘model’ and model-building in rela-
tion to sculpture and sculptural work? What has the sculptural
object to do to qualify as a model? And given the extensive pres-
ence of models in contemporary art, are we justified in speak-
ing of the existence of some distinct form of ‘model aesthetics’?
These are some of the questions that the exhibition Model seeks
to answer, presenting eleven contemporary artists who in their
work explore the phenomenon of models and modelling — either
by constructing three-dimensional models, or using models to
create photographs and videos. By bringing together a range of
art works in various media, on different scales, and using diverse
artistic approaches, the exhibition aims to open up a space for
reflection on the concept of a model and its place in contem-
porary artistic practice. In so doing, it is therefore deliberately
broader in scope than some other recent exhibitions that have
focused on some particular aspect or meaning of the model —
for instance, several shows that have been held on architectural
models and their echoes in contemporary art’ or on model-based
photography.”

FAMILIES OF MODELS

The word ‘model’ is from the Latin ‘modulus’ (derived from ‘modus’,

which means little measure’). Since the early 15th century the
Italian term ‘modello’ has been used to refer to a ‘likeness made
to scale’, or small-scale architectural models. In modern lan-
guages, however, the term has gradually acquired a multitude of
meanings and any deeper thinking around models in contempo-
rary art entails first of all sorting through the semantic chaos
surrounding this concept. As observed by noted philosopher
Nelson Goodman: “Few terms are used in popular and scientific
discourse more promiscuously than ‘model” A model is some-
thing to be admired or emulated, a pattern, a case in point,

a type, a prototype, a specimen, a moc-up, a mathematical de-
scription — almost anything from a naked blonde to a quadratic
equation — and may bear to what it models almost any relation

1 Among important exhibitions that warrant mention are
Idea as Model in New York in 1976 and, more recently, Was
Modelle kénnen in Museum fiir Gegenwartskunst Siegen
(2013), Modelli exhibition in MAXXI Rome in the same year
and Models. Imagining to Scale in STAM Gent (2014-15).

2 For example, Das Konstruirte Bild: Fotografie-arrangiert und
inszeniert, shown at several German museums in 1989-90.
The exhibition Post_modellismus. Models in Art in Vienna
and Bergen in 2005.



pfikladem toho, co modeluje ... v jinych pfipadech se role pfevra-

ceji: model denotuje ¢i ma jako sviij piipad to, co modeluje.“®

Vzhledem k jejich kli¢ové roli v soudobé védecké praxi nikoho nepfe-

kvapi, Ze nejslozitéjsi a nejrigor6znéjsi teorie o0 modelech a mode-
lovani maji piivod v teorii a filozofii védy. Taxonomie modeli
obvykle umistuje trojrozmérné (nebo ikonické) modely do samo-
statné kategorie; mezi dal$i patfi mentalni modely, lingvistické
modely, matematické modely a pocitac¢ové simulace. PfestoZe

lze diskutovat o tom, zda je mozné trojrozmérné modely oznacit
za samostatnou kategorii odlidnou od obrazt (images), modely
bez jakékoliv pochyby zobrazuji a ve védé i filozofii probihaji

zivé diskuse o zpusobech, jakym tak ¢ini.* Téma modelt v umé-
ni pak nastoluje fadu zasadnich otazek teorie a filozofie uméni

a estetiky, napfiklad mimesis, vztah reality a jejiho zobrazeni,
autenti¢nost, vztah originalu a kopie. Stejné téma také figuruje

v nejstarsich diskuzich a teoriich zobrazeni na zapadé i v Ciné.
Problematika modelu je implicitné zastoupena v Platénové dis-
kuzi o rozdilu mezi eidola (které nesou obraz vnimatelné, vnéjsi
podoby véci) a eikone (které piedstavuji esenci véci).> Obdobné
je obsazena i v konceptu minggqi (neboli ,pfedmétt pro duse
mrtvych’, vkladanych mrtvym do hrobt jako spoleénici), které
starodavné ¢inské texty popisuji jako néco, co ,,pfipomina skuteé-
né objekty, ale nemohou byt jako takové pouZivany“ nebo ,,maji

Yex s « 6

vnéjsi formu, ale nikoliv podstatu®.

I kdyZ v oblasti historie uméni i mimo ni existuje fada diskurza

10

a teorii relevantnich pro téma této vystavy, v soudobé teorii umé-
ni a kultury nenalezneme zadnou komplexni teorii modelu. Za tu
dozajista nelze povazovat svého ¢asu popularni postmodernis-
tické texty o hyperrealité a virtualizaci vefejné sféry, jako kupf.
spisy Jeana Baudrillarda, v nichz simulakra a simulace, spi$ nez
by byly podrobné zkoumany, figuruji pouze jako nastroj povrchni
spolec¢enské kritiky.” Absence takové komplexni teorie nas vsak
nemusi pfili§ trapit, protoze pravé dila a slova umélcti samotnych
(jak dokazuje tato vystava a interview s umeélci, kterd navazuji

na tento text) nabizeji soustavnou reflexi nékterych kli¢ovych
otazek souvisejicich s konceptem modelu. Mtizeme tedy uvaZo-
vat o modelech (nebo uméleckych dilech z nich vychazejicich)
jako o teoretickych objektech, které — kromé svych vice pfimych

3 Nelson Goodman, Jazyky umeéni. Ndstin teorie symbolii,
Praha 2007, 137.

4 Obecna teorie modelu a zptsobt jakym zobrazuji, viz
zejména Herbert Stachowiak, Allgemeine Modelltheorie,
Wien-New York, 1973; Adam Toon, Models as Make-Believe.
Imagination, Fiction and Scientific Representation, Londyn
2012; Michael Weisberg, Simulation and Similarity: Using
Models to Understand the World, Oxford 2013.

5  Sophist 235b-236c¢, Plato’s Sophist. The Professor of
Wisdom — v piekladu Evy Brann, Petera Kalkavage, Erica
Salem — Newburyport 1996; David Ambuel, Image and
Paradigm in Plato‘s Sophist, Las Vegas 2007.

6 Jak je zachovano napftiklad v ,pfednasce k zaktim o spravném
provadéni pohiebnich ritudl, ktera je pfipisovana
Konfuciovi, Li ji (Kniha obfad®), v Ruan Yuan, ed., Shisanjing
zhushu (Anotovana edice tfinacti klasiki), Peking 1980, 1289;

244-45,

or symbolization. In many cases, a model is an exemplar or in-

stance of what it models ... in other cases, the roles are reversed:

the model denotes, or has an instance, what it models ...”*

Given their central role in contemporary scientific practice, it is

not surprising that the most elaborate and rigorous theories

of models and modelling can be found in the theory and phi-
losophy of science. Taxonomies of models usually situate three
dimensional (or iconic) models alongside other categories such
as mental models, linguistic models, mathematical models,

and computer simulations. While it is open to debate whether
three-dimensional models count as images, or constitute a sepa-
rate category, distinct from images, they are unquestionably
representational and there is a lively and vigorous debate in
sciences and philosophy about what kind of representation
models entail.* In a similar fashion, the topic of models in art
immediately raises some fundamental issues in the theory and
philosophy of art and aesthetics, such as mimesis, resemblance,
reality and its representation, authenticity, original, and copy.
Indeed, it surfaces in the earliest discussions and theories of
representation both in the West and in China. The issue of the
model is implicitly present in Plato’s discussion of the differ-
ence between eidola (which represent the perceptible, outward
appearance of a thing) and eikone (which represent the essence
of a thing).® It is likewise inherent in the concept of mingqi
(‘spirit articles’ that accompanied the dead in their tombs),
about which ancient Chinese texts say: ‘although [they resem-
ble] real objects, they cannot be used’, and ‘[they] have form but
are without substance’.®

While there are many theories and discourses both within and out-

side art history that are relevant to this topic, no comprehensive
theory of models exists in contemporary art or cultural theory.
The once popular postmodern texts on hyperreality and the vir-
tualisation of the public sphere certainly do not count as such
theory, as evidenced, for example, by Jean Baudrillard’s writings,
in which simulacra and simulations, rather than being rigorously
interrogated, are merely used as a tool for a shallow social cri-
tique.” This need not bother us, however, in so far as it is artistic
thinking itself, embedded in, or revealed through, the works as
well as words (as this exhibition and the interviews following
this essay shall demonstrate), which offer a sustained reflection
on some central issues surrounding the concept of model. It is
thus certainly possible to think of models (or works of art based
on them) as theoretical objects, which, in addition to their more
direct sensuous and psychological effects, invite a re-thinking of

3 Nelson Goodman, Languages of Art: An Approach to a Theory
of Symbols, Indianapolis 1976, pp. 171-72.

4  For a general theory of models and model-representation,
see especially Herbert Stachowiak, Allgemeine Modelltheorie,
Wien-New York 1973; Adam Toon, Models as Make-Believe.
Imagination, Fiction and Scientific Representation, London
2012; Michael Weisberg, Simulation and Similarity: Using
Models to Understand the World, Oxford 2013.

5  Sophist 235b—236c¢, Plato’s Sophist. The Professor of
Wisdom — transl. by Eva Brann, Peter Kalkavage, Eric Salem,
Newburyport 1996; David Ambuel, Image and Paradigm in
Plato’s Sophist, Las Vegas 2007.

6 It is preserved, for example, in Confucius’ alleged lecture to
his disciples on the proper way of conducting funerary rites,
Li ji (The Book of Rites), in Ruan Yuan, ed., Shisanjing zhushu
(An Annotated Edition of the Thirteen Classics), Beijing 1980,

Taipei 1981, pp. 244-45).

smyslovych a psychologickych Géinkd — vyzyvaji k promysleni
nékterych slozZitych otazek teorie uméni, psychologie a filozofie
mysli, pficemz soucasné davaji svym autorim moznost aktivné se
zabyvat $irS§imi spolecenskymi a kulturnimi problémy.
Trojrozmérné modely v uméni patfi do svéta uméni s jeho systémem
diskursu, konvenci a hodnoceni, ale zaroven existuji i v pfimém
pfibuzenském vztahu k dal$im pfikladiim 3D modelti a modelova-
ni: architektonickym modeltim, historickym a souc¢asnym védec-
kym modeltm i k celé $iroké oblasti hobby modelafstvi. Modelas-
stvi v uméni, stejné jako ve védé a ve sféfe volnoc¢asové zabavy,
vyzaduje jak kognitivni schopnosti, tak znalost specializovaného
femesla a manualni zruénost. Obdobné jako ve védecké praxi, jak
je vidét na pfikladech nékolika na vystavé zastoupenych umeélcd,
tvorba umeéleckych modelt mtize vychéazet z vyzkumu a rigo-
réznich experimentalnich postupt, které maji povahu védecké
¢innosti, a jako v hobby modelafstvi je zde pfitomen prvek hry
a materializace fantazie. V nékolika pfipadech (Sedm vtefin Pavly
Scerankové je jen jeden z nich) rozpozna oko laika dany model
jako ,umélecké dilo‘ pouze diky tomu, Ze je umisténo v galerii
a ne v jiném kontextu.

MODEL CEHO A MODEL PRO NECO

Trojrozmérné modely v uméni, obdobné jako jejich protéjsky
v dal$ich doménach, mohou mit dvojity charakter: retrospektiv-
ni (model jako replika ¢ehosi, co jiZ existuje) nebo prospektivni
(model jako navrh — prototyp pro cosi, co ma teprve vznik-
nout). Mnoha ze shromazdénych dél pfitom zahrnuji jak retro-
spektivni, tak i prospektivni rovinu, vztahuji se k minulosti
i budoucnosti zaroveri nebo mezi témito dvéma stavy osciluji.
Modely se vétsinou od objektt, které znazoriuji, 1isi velikosti
a méfitkem, zatimco si zachovavaji pomér a proporce. Soucas-
né se také odliuji mirou své ikoni¢nosti nebo detailu — muze
se jednat o méfitkové simulace originalu, s minimem rozdily,
nebo o zamérné nepiesné nebo netiplné zobrazeni s velmi
otevienym vztahem k pfedloze.® Reference pfitom okamzité
nastoluje otazku identity a esence. Model muze byt dokonalou
kopii ¢i replikou se zachovanymi proporcemi, detaily a nékdy
i velikosti originalu, ale nedisponuje funkénosti originalu —
pfipadné miZe nabizet jiné funkce a moZnosti vyuZiti nez ori-
ginal.” Modely v umeéni, jak pfibliZujeme niZe, ¢asto vyuzivaji
tuto proménu vnimané moznosti k akci (tzv. afordanci) a oce-
kavani divaka.'®

7  Jean Baudrillard, Simulations, New York 1983.

8 Modely ve védé, viz Soraya de Chadaverian a Nick Hopwood,
eds., Models. The Third Dimension of Science, Stanford
2004; Ingeborg Reichle, Steffen Siegel a Achim Spelten, eds.,
Visuelle Modelle, Mnichov 2008.

9  Nékdy se pojem ,model‘ pouziva pouze pro zmensenou
verzi néjaké piedlohy v kontrastu k pojmu ,replika’, ktera je
v zivotni velikosti; zde v8ak pouzivam termin ,trojrozmérny
model‘ i pro modelové znazornéni v zivotni velikosti.

10 Termin ,afordance‘ pouzivam obecné ve smyslu definice
amerického psychologa J. J. Gibsona — jako ,vnimanou
moznost pro akci v daném prostfedi, viz zejména
J. J. Gibson, The Ecological Approach to Visual Perception,
Boston 1979.

some difficult and pernicious problems of art theory, psychol-
ogy, or philosophy of mind, while also allowing their authors to
engage broader social and cultural issues.

Three-dimensional models in art belong to the world of art, with

its system of discourse, institutions, and valuation. But it bears
noting that they are in some aspects directly related to other
instances of 3D models and model-building: architectural models,
historical and contemporary scientific models, as well as the wide
realm of toy and hobby model-building. Making models as art
involves some of the same cognitive faculties and the same exer-
cise of highly specialised craft and skills as making models in sci-
ence or as hobby modelling.® Much like in science, as some artists
in the show demonstrate, making models of art can be based on
research and rigorous experimental procedures, a form of science;
while much like in hobby modelling, they involve an element of
play and the materialisation of fantasy. There are cases (Pavla
Scerankovd’s Seven Seconds being just one example), in which

a given model can be recognised by the untrained eye as a ‘work
of art’ only by virtue of the fact that it sits in a gallery rather
than some other context.

MODELS OF AND MODELS FOR

Three-dimensional objects in art, much like their counterparts in

other domains, can function in a dual sense: as either retrospective
(models of something already existing, a representation of some
original or preceding entity) or prospective (models for something
yet to be created). Importantly, as many works in this exhibition
clearly demonstrate, they can be both retrospective and prospec-
tive, related to the past as well as the future, both at the same
time, or they can alternate between these two states. Models differ
from the objects they represent mostly by size and scale, while
preserving ratio and proportions. At the same time they are distin-
guished by their degree of iconicity or elaboration, ranging from
the full-scale simulation of an original, in which the difference is
minimised, to an inaccurate or incomplete rendering with a decid-
edly open relationship of reference. The issue of reference imme-
diately raises a question about identities and essences. The model
can be a perfect copy or replica that preserves the proportions, de-
gree of elaboration, and even the size of the original, yet lacks the
latter’s functionality or affords instead a new set of functions and
potential uses.” Models in art, as we shall observe, often explore
this change of affordances and viewers’ expectations.'®

7  Jean Baudrillard, Simulations, New York 1983.

8 On models in science, see Soraya de Chadaverian and Nick
Hopwood, eds., Models. The Third Dimension of Science,
Stanford 2004; Ingeborg Reichle, Steffen Siegel, and Achim
Spelten, eds., Visuelle Modelle, Munich 2008.

9  Sometimes the term ‘model’ is taken to imply only a scaled-
down version of some original, in contrast to a life-size
‘replica’; here, however, I take ‘three-dimensional model’ to
apply to life-size renderings as well.

10 I use the term affordance largely as defined by American
psychologist J. J. Gibson — as perceived possibilities
of action or the functional significance of objects and
environments; see especially J. J. Gibson, The Ecological
Approach to Visual Perception, Boston 1979.
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Trojrozmérny fyzicky model v uméni navic nemusi plnit zastupnou

roli za néjaky konkrétni empiricky objekt, protoZe ¢asto odkazu-
je na generickou kategorii véci nebo na abstraktni koncepty ¢i
ideje. Mnohé skulpturalni objekty neodkazuji na Zadny jiz exis-
tujici objekt, ani je nemtizeme brat za konkrétni prototyp; jedna
se o modely pouze v tom smyslu, Ze zhmotiiuji mentalni model
umeélce. Otazku po zpusobu, jimZ model v uméni reprezentuje,
nelze nicméné zuZovat jen na problém vztahu a reference, opo-
minuli bychom tak dal$i — a kli¢ovou — vlastnost modeld, totiz
jejich schopnost vzit na sebe roli nastroje ve hfe na pfedstirani,
kterd aktivuje rtizné formy imaginativni projekce. Sama schop-
nost modelu odkazovat na néco v minulosti nebo v budoucnosti
ve skuteénosti zavisi na jeho schopnosti aktivovat v divakové
mysli pfedstavy o tomto objektu nebo udalosti. V nasledujicim
textu k jednotlivym diliim si pov§imneme raznych zpisobi, jaky-
mi autofi této stimulace imaginace dosahuji.

ODKAZ A MATERIALNOST

Trojrozmérnym modeltim je vSak vlastni jesté jedna dvojjedinost:

12

na jednu stranu model odkazuje na néjakou realitu, souc¢asné

je zde hmatatelnd materidlnost samotného modelu. Kontrast ¢i
napéti mezi témito dvéma aspekty je zcela zdsadni pro vét$inu
modelil v souasném umeéni, jak bohaté dokladaji dila zastoupena
na této vystavé. Pravé zde, v dialektice zobrazeni a pfedmétnosti
(nebo materialnosti), mizeme nejlépe zkoumat otazky zataze-

ni modeld do domény skulptury. Skuteéna pfitomnost modelu

je artikulovana a prosazuje se ve vnimani divika prostfednic-
tvim miry ikoni¢nosti, manipulace méfitka a velikosti a volbou
materialu. Podobné jako vétsina jejich architektonickych nebo
prumyslovych proté&jskaq, i nékteré skulpturalni modely v uméni
jsou vyrobeny z levnych, primyslovych nebo hobby materiali:
kasirovaného papiru, lepenky, pfeklizky, sadry, sklolaminatu

atd. — tedy materiald, které jsou vhodné v primyslovém nebo
védeckém modelovani, a jejichz vyuZiti posiluje vnimani modelu
jako zastupného objektu — jako kopie, repliky nebo pfedlohy.

V jinych pfipadech vyuZiti tradi¢nich sochafskych materiala —
bronzu, kovu, kamene, lesténého dfeva — zjevné posiluje skulptu-
ralni asociace a umélecky status objektu. Umélecké modely — jak
opét zde shromazdéna dila jasné pfedvadéji — jsou vétSinou
vysledkem procesu naro¢ného na usili i ¢as, ktery, kromé umeé-
lecké pfedstavivosti a mysleni, vyZaduje také specifické manualni
dovednosti: ona ,ztrata dovednosti‘ (deskilling), ktera je tak patr-
na v mnoha oblastech soudobého uméni, neni v modelafské praxi
mozna."! Vétsina zde pfedstavenych umélci nepokryté zdiraziiu-
je proces stavby svych modelt — divak je pfimo vybizen k tomu,
aby si povsiml, jak byl model zkonstruovan, aby tento proces
obdivoval a zamyslel se nad technickymi a tviiréimi zptsoby
stavby modelu nebo — obracené — aby si pov§iml nedokonalosti
a stop, zanechanych v procesu stavby, které podryvaji iluzivnost
zobrazeni.

11 Existuji samozfejmé i vyjimky, viz napfiklad Roman Ondak,
Time Capsule (vice k tomuto dilu niZe). Model vyrobili stejni
délnici jako original, bez zapojeni umélce.

Furthermore, a three-dimensional physical model in art need not

stand in lieu of or for some specific, empirical object out there;

it as often refers to a generic class of things or even to abstract
concepts and ideas. Many sculptural objects do not refer to any
pre-existing object, nor can they be taken as a specific prototype;
they are models only in so far that they materialise a mental
model of the artist. But to conceive of the issue of representation
in models only as a matter of reference and relation would be to
miss another profound quality, for models should be conceived
of above all as props in games of make-believe, which function
by activating various forms of imaginative projection. In fact, the
very possibility of a model to refer to something in the past or in
the future hinges on its capacity to prescribe a viewer’s imagin-
ings about such an object or event. We shall notice in some detail
how such imaginative promoting is achieved in the comments on
individual works which follow.

REFERENCE AND MATERIALITY

But there is another duality inherent in the three-dimensional

model and the way it represents: on the one hand, there is the
reference to something else, which the model stands for, on the
other, there is the tangible material reality of the model itself.
The interplay, or tension, between these two senses is absolutely
central to most models in contemporary art, as works in this
exhibition amply demonstrate. It is precisely in this, in the dia-
lectics of representation and objecthood (or materiality), that
the questions regarding the situation of models within the field
of sculpture can be best examined. The real presence of a model
is articulated and asserted in the viewer’s perception by means
of an elaboration of iconicity, a manipulation of scale and size,
and the choice of the material. Much like their architectural or
industrial counterparts, some sculptural models in art are made
of cheap industrial or hobby materials: papier-maché, cardboard,
plywood, plaster, fibreglass, and the like — that is, materials that
are appropriate to evoke industrial and scientific modelling, and
the use of which strengthens the notion of models as substitute
entities, as copies, replicas, or projects for the future. In other
cases, the use of traditional sculptural materials such as bronze,
metal, stone, and polished wood seems to strengthen the sculp-
tural associations and status of the object. Artistic models — as
again most of the works assembled here clearly demonstrate

— are mostly products of extremely labour-intensive, time-
consuming work, requiring, in addition to artistic imagination
and thinking, a distinct set of manual skills; the ‘deskilling’ so
apparent in some areas of contemporary art is not an option in
model-building practice.* Most artists presented here clearly
foreground the process of building their models, inviting the
viewer to notice how the model has been assembled, to marvel
and ponder over the technical and artistic means of its construc-
tion, or, conversely, to notice its imperfections and the traces of

11 There are exceptions, of course, such as Roman Ondak’s
Time Capsule (mentioned below), which was made by the
same workers who had constructed the original, without any
participation of the artist.

Vyse uvedené body lze nazorné ilustrovat na jednom konkrétnim
pfipadé, uméleckém dile, které prominentné figurovalo na ptivod-
nim ,wish listu‘ pro tuto vystavu, ale nakonec nemohlo byt zafa-
zeno: Untitled (Tractor, 2003-5) amerického umélce Charlese
Raye. Je to hlinikova replika vraku skute¢ného pasového traktoru
z roku 1938 (v méfitku 1:1), ktery umélec nasel a odtahl do své-
ho ateliéru. Béhem nékolika mésicii spoleéné s tymem asistentii
rozmontoval origindl a ruéné vymodeloval tisice jednotlivych
pohyblivych souéasti tohoto stroje, véetné téch, které jsou skryty
zraku. Pecdlivému pozorovateli nabizi vysledek moznost pomalu
vnimat rozdily v mife propracovanosti, preciznosti a exaktnosti
mezi konkrétnimi dily; z nékterych lze dokonce poznat specificky
rukopis konkrétnich asistentl. Plastika vizualizuje — a lze Fici, Ze
oslavuje proces svého vzniku. Védomi nesmirné pracovni naroé-
nosti skulpturalni rekonstrukce ptivodniho traktoru je uréujicim
faktorem zamysleného vyznamu tohoto dila. V ¢em tedy spociva
jeho identita? Je zde patrny indexikalni vztah k ptivodni pfedlo-
ze — a to hned dvakrat: zaprvé ke konkrétnimu traktoru znacky
Cletrac, ktery umélec nasel, a zadruhé k prvnimu prototypu stro-
je, podle néhoz byly sériové vyrobeny vSechny traktory tohoto
typu. Tuto pfedlohu viak umélecka intervence transformovala
do jakési metafyzické ideje ¢i platonské esence traktoru. Jak
uvedl sam Ray: ,,Pro mé je tato plastika jako traktor v nebi. Chtél
bych ho pojmenovat Filozoficky objekt! Je jako filozofiv kamen,
muZete se na néj divat a meditovat.“!?

12 Charles Ray v citaci: Andrei Pop, ,Charles Ray’, recenze
vystavy, Artforum, 2014, no. 10, 272; ,A Sculptural Differential,
Charles Ray in conversation with Zachary Cahill, Mousse 41,
http://moussemagazine.it/articolo.mm?id=1055.

CHARLES RAY:
UNTITLED (TRACTOR)
2005

the process by which it was made, thus undermining any claims
to illusion that the representation might make.

The preceding points can be neatly illustrated by briefly consider-

ing a specific example, a work which figured prominently on

an original ‘wish list’ for this show, but in the end could not be
included: Untitled (Tractor) created in 2003-5 by American artist
Charles Ray. It is a 1:1 replica in aluminium of an actual broken-
down tractor from 1938, which the artist found and hauled to

his studio. Over the months he and his team of assistants dis-
mantled the original and hand-sculpted thousands of individual
moving parts of the machine, including those parts that are
hidden from view. For the careful observer, the result provides
an opportunity to slowly perceive the distinctions in the degree
of elaboration, precision, and exactitude between individual
parts — some of which shows signs of the work of the individual
hands of his assistants. The sculpture visualises — and arguably
celebrates — the process of making such a model. The incredibly
labour-intensive process of recreating the tractor, realising all the
work put into it, is a significant aspect of the work’s meaning. So,
where do the identity and meaning of this work lie? There is an
indexical relationship to the original piece, and in a dual sense:
first, to that particular Cletrac tractor the artist found, and also
to the first prototype, on which all serial-produced pieces of this
type were based. At the same time, through the artist’s interven-
tion, it has been transformed into a sort of metaphysical idea, or
Platonic essence of a tractor. As Ray himself says: “I think of this
sculpture as a tractor in heaven. I would like to rename it Philo-
sophical Object! ... Like a philosopher’s stone, you can look upon
it and meditate”?

12 Charles Ray as quoted in Andrei Pop, ‘Charles Ray’, exhibition
review, Artforum, October 2014, p. 272; ‘A Sculptural
Differential, Charles Ray in Conversation with Zachary Cahill’,
Mousse 41, http://moussemagazine.it/articolo.mm?id=1055.
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MODEL VEZOVE STAVBY Z HROBKY,

L [
CiNA, 1. STOL. N.L. !
MODEL OF TOWER BUILDING FROM THE TOMB, i
CHINA, 1ST CENTURY AD ;’ J
i f
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J

KAZIMIR MALEVICH:
VERTIKALNT ARCHITEKTONY / VERTICAL ARCHITECTONS
1929-31

Such possibilities may naturally be lost on many viewers, as revealed

Tyto moZnosti samoziejmé nemusi vnimat v$ichni divaci, jak dokla-

daji diskuze na blogu milovnika traktord, ktefi objevili Rayovo
dilo. Jeden bloger to okomentoval: ,Skoda ¢asu a toho hliniku.
Vypada to, Ze to udélal podle néjakého vraku — vzdyt tomu
chybi pfedni vodici kladka a ¢ast pasu. Kdyz uz tomu vénoval
tolik ¢asu... ¢lovék by si myslel, Ze (ten traktor) udéla kompletni
a ptvodni. Ja tomu ,uméni‘ asi vaZné nerozumim.“’® Samoziejmé,
kdyby tento muz vénoval stejny cas a usili rekonstruovani pavod-
niho rozbitého stroje, jako Ray vénoval tvorbé ,uméni, ziskal by
repliku, zatimco sochaf vytvofil skuteény origindl, i kdyz takovy,
ktery ma uiplné jiné vyuziti. Komentaf vSak doklada, Ze milovnik
traktort (aniz by si to sam uvédomoval) ve skuteénosti pochopil
zakladni funkci uméleckého modelu, nebot jeho vnimani Rayova
objektu je zalozeno pfesné na napéti mezi védomim jeho izasné
materialnosti a duchem ,skuteéného traktoru, ktery model zaro-
veni vyvolava a neguje.

EMANCIPACE ARCHITEKTONICKEHO MODELU

Zatimco od doby renesance trojrozmérné modely slouzily jako

14

pfedloha v architektonické praxi nebo pro budouci skulpturalni
realizace, je nutné se alesponi zminit o tom, Ze modelovani jako
vyznamna poloha skulpturalni praxe ma kofeny v dobach davno
minulych, a Ze rizné funkce a mnohé ustfedni otazky a strategie,
pouzivané souc¢asnymi umélci, pfedvidali jiz stavitelé modela

ve starovékém Egypté a Ciné. V téchto spole¢nostech modely
staveb, lodi, domacich pfedméti i skulpturdlni tabla, znazorfiujici
kazdodenni aktivity nebo celé armady, byly davany do hrobek,
aby doprovazely zesnulé na jejich cesté na onen svét, vytvarely
virtualni realitu, z niZ se mohou tésit a kterou mohou pouzivat
pouze mrtvi. Tvorba a pouzivani téchto skulpturalnich modela
jiz tehdy zahrnovala manipulaci méfitka a velikosti i rozvijeni
ikoniénosti pro zintenzivnéni ¢ oslabeni iluze reality, stejné jako
rétorické vyuzivani materialg, tj. strategie a postupy, které vyu-
Zivaji moderni stavitelé uméleckych modeli. Starodavné modely
a tabla, jez v hrobkach zhmotnovaly virtudlni svéty pro véénost,
pfimo anticipuji materializaci utopickych tuzeb a pfani novych
spole¢enskych pofadki patrnou v modernistickych architektonic-
kych modelech.

13 Zdroj: http://cletrac.org/forum2010/index.php?action
=printpage;topic=4095.0

by a discussion among tractor-enthusiasts who stumbled upon
Ray’s work on their blog. One blogger commented: “Waste of time
and aluminium, in my opinion. Looks like a junkyard piece was
the original, note the missing front idler and section of track. If
you were to spend that much time, I would think you would make
one that is at least complete and original. I guess I just don’t

get ‘art’”’® Obviously, had he spent an equal amount of time and
effort reconstructing the broken-down machine as Ray did ‘doing
art’, this man would have ended up with a replica, but instead the
sculptor created a true original, albeit one to be used in an entire-
ly different way. However, unbeknownst to himself, the enthusi-
ast’s remark in fact proves that he grasped the essential function
of the artistic model, for it shows that central to his perception of
Ray’s tractor was exactly the interplay between the awareness of
its stupendous materiality and the ghost of a ‘real tractor’ which
it simultaneously conjures up and negates.

EMANCIPATION OF THE ARCHITECTURAL MODEL

While since the Renaissance three-dimensional models have served

as blueprints for architectural practice or sculptural realisations,
it is necessary to mention at least in passing that model-building
as a sculptural practice has its roots in deep Antiquity and indeed
the range of functions and many central issues and strategies
used by contemporary artists have been remarkably anticipated
by model builders in ancient Egypt and China. In these societies,
models of buildings, vessels, household items, as well as sculp-
tural tableaux of daily activities or entire armies were placed in
tombs to accompany the deceased into the netherworld, to cre-
ate a virtual reality — a world for the enjoyment and use of the
dead. The creation and use of these sculptural models involved
the manipulation of scale and size, the elaboration of iconicity to
intensify or loosen the illusion of reality, and the rhetorical use
of materials; in other words, strategies and procedures that are
explored by contemporary artistic model builders. In construct-
ing virtual netherworlds in tombs for posterity, ancient tomb
models and tableaux likewise directly anticipated the materialisa-
tion of the utopian yearnings and desires of new social orders in
modernist architectural models.

13 As quoted on: http://cletrac.org/forum2010/index.php?action
=printpage;topic=4095.0

VLADIMIR TATLIN: MODEL VEZE TRETT INTERNACIONALY /
MODEL THE MONUMENT TO THE THIRD INTERNATIONAL
1919-20

GEORGES VANTONGERLOO: AEROPORT PLUS ARMATURE,
TYPE A, SERIE A, 1928 / STIFTUNG WILHELM LEHMBRUCK MUSEUM,

DUISBURG, PHOTO: PETER SCHACHELLI, © VG BILD-KUNST, BONN

V modernismu se trojrozmérny model osvobodil od kontextu archi-

tektury, v némz fungoval od dob renesance a postupné nastoupil
svoji autonomni existenci. Nékteré modely staveb nebo pamatni-
ki ruskych konstruktivist a suprematistii zacaly cilené vstupo-
vat na Gzemi skulptury a staly se sochafskymi objekty sui generis;
jejich identita je velkou mérou definovana zpiisobem, jak jsou
tyto objekty prezentovany divacké vefejnosti. Tatlintiv slavny
Model pamdtniku Treti Internaciondly z roku 1920 — model uto-
pické stavby, ktery si drzi charakter architektonického navrhu,
ale zaroven existuje samostatné jako skulpturalni objekt — je
klasickym pfikladem tohoto vyvoje. Jak piSe Alex Potts: ,,Toto
dilo, které v roviné modelu nuti divika pfedstavovat si nové typy
staveb v redlném svété mimo galerii, existuje také jako objekt
situovany do konkrétniho prostfedi galerie, ¢imz zapojuje diva-
ka pfimo na fyzické urovni. Je$té atraktivnéj$i modernistické
objekty se statusem podobnym modelu, které oteviené stimuluji
imaginativni projekci typickou pro modernisticky nové poje-

ti objektu, jsou ty, kde je pfedstavivost divdka konfrontovina

s dilem jako véci, a kde vyprava je soudasti koncepce — nejen
pasivnim duasledkem praktické nutnosti prezentovat dilo pub-
liku“* Architektony Kazimira Malevi¢e z poloviny dvacatych

let minulého stoleti nebo modely Georgese Vantongerlooa ze
stejné éry emancipaci architektonického modelu dale rozvijeji:
tyto struktury nejsou koncipovany pro uspokojeni konkrétniho

14  Alex Potts, The Sculptural Imagination. Figurative, Modernist,
Minimalist, New Haven-London 2000, 114.

In modernism the three-dimensional model was emancipated from

its architectural context and gradually assumed an autonomous
existence. Some models for the buildings and monuments of Rus-
sian constructivists and Suprematists began to self-consciously
encroach on the territory of sculpture and became sui generis
sculptural objects, whose identity is to a large extent determined
by the way they are displayed for the art public. Tatlin’s famous
Model for a Monument to the Third International 1920 — a model
of a utopian building, retaining the status of an architectural
proposal, yet at the same time also a sculptural object in its own
right, is a prime example of this shift. As Alex Potts has noted:
“It is the work that exists as a model, prompting the viewer to
imagine new kinds of structure in the real world outside the gal-
lery, and also as an object situated in a particular environment of
display, which engages the viewer directly at a physical level. The
more compelling modernist objects with a model-like status, which
openly invite the imaginative projections common in modernist
rethinking of the object, are those where the viewer’s phantasy
plays off against his encounter with the work as thing, and where
the staging is part of its conception rather than passive effect of
the practical necessity of presenting it to be viewed.”** In Kazi-
mir Malevich’s mid-1920s architectons or Georges Vantongerloo’s
models from the same period, a further step was taken — these
structures are not conceived in response to the needs of particular

14  Alex Potts, The Sculptural Imagination. Figurative, Modernist,
Minimalist, New Haven and London 2000, p. 114.
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architektonického zadani, ale jako skulpturalni studie mozného
architektonického feSeni. A jako takové Casto ztélesniuji politicky
motivované vizionaiské plany utopickych staveb a celych mést
nového spole¢enského pofadku. Modely, které nemaji vazbu

na zadny architektonicky nebo urbanisticky projekt, se zacaly
vice objevovat v povaleéném uméni, zejména v pop artu, jako izo-
lované skulpturalni objekty (¢asto napodobujici pfedméty kazdo-
denni potfeby — Zarovky a baterky Jaspera Johnse), stejné jako
skulpturalni tabla a dioramy v dile Claese Oldenburga, Edwarda
Kienholze, George Segala a dalsich.

Soudasné uméni tento modernisticky odkaz dale rozviji. Pfestoze si

nékteré trojrozmérné modely zachovavaji vice ¢i méné pfimou
asociaci s architekturou (viz One Man Houses Thomase Schiitte-
ho) a pfesto, ze néktefi architekti vystavuji své modely v galeriich
jako umélecka dila, mnohé kvazi-architektonické modely vycha-
zeji pouze ze skulpturdlnich pramenti. Zaroven si jini umélci
nasli a osvojili 3D modely z oblasti masové kultury a zabavy —
od muzealnich dioram devatenactého stoleti, pfes virtualni svéty
hracek (fenomén stavéni modelt z Lega, ktery se pfenesl také

do uméni) po hobby modelafstvi a reklamu. V poslednich deseti-
letich se objevil také novy umélecky jev — stylizovana fotografie
nebo video vychazejici z trojrozmérnych modeli. Tento smér je
na vystavé zastoupen dily Thomase Demanda, Pavly Scerankové
a Edwina Zwakmana.

JAK MODELY PUSOBI NA DIVAKY

Soucasni umélci tvofi modely a umélecka dila vychazejici z mode-

lu bud'to s cilem posunout hranice nasi reflexe uréitych témat

v ramci i mimo uméni: vztah mezi obrazem a realitou, $alebnost
obrazt a konstruktivni charakter naseho vnimani ¢i vztah téla

a prostoru, nebo za ti¢elem sdéleni ironickych ¢i kritickych po-
stfeht na nasi kulturu, média a spole¢nost, pro které je pfiznac-
né, Ze se zamotavaji do sité obrazi, pfes které neni vidét podstata
véci. Avsak jakékoliv hlubsi asociace jsou nutné zakotveny v psy-
chologickém pusobeni modeli na jejich divaky a je proto nutné
alespon stru¢né zminit umélecké strategie, jejichz cilem je tyto
udinky vyvolat: manipulace s velikosti a méfitkem, zména ob-
jektovych afordanci, zkoumani materidlnosti a jejich rétorickych
efektti, apel na imaginativni projekci.

Modely v uméni ¢asto primarné pusobi diky manipulaci méfitka
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a velikosti. Miniaturizace nebo zvétSeni samo o sobé vyvolavaji
okamzitou reakci: ok, neklid, zvy$Senou pozornost, uzkost, poba-
veni nebo zamysleni.’® Zména méfitka vyvolava na povrch skryté
nebo implicitni vlastnosti ptivodniho objektu, které za normal-
niho stavu nevidime, ale je schopna také radikilné posunout
ontologicky status daného objektu — vznika tak objekt novy,
ktery — byt s proporcemi, tvarem a rysy originalu — se stava
néc¢im jinym, a jako takovy na nas jinak pusobi. To je pfipad
groteskné zvét§eného nabytku a béznych domacich pfedmétu
Mony Hatoum. ZvétSenim krajece na vajicka do lidské velikosti
sochafka docilila toho, Ze z nendpadné kuchyriské véci se stalo
néco zabavného, humorného a zarover i hrozivého. Autorka to

15 Otazka méfitka v modernim sochafstvi je tématem knihy
Rachel Wells, Scale in Contemporary Sculpture. Enlargement,
Miniaturisation and the Life-Size, Farnham 2013. Sochaf
Robert Morris zkoumal roli velikosti a méfitka ve svém
stéZejnim dile Notes on Sculpture, Part II, Artforum 5, no. 2,
fijen 1966.

architectural briefs, rather they are conceived as sculptural ideas
for possible architectural solutions. As such they often embody
politically motivated visionary ideas for utopian buildings and
entire cities of a new social order. Self-sustained models, unrelated
to some architectural or urbanistic project, have become increas-
ingly visible in post-war art, particularly in the realm of pop-art,
appearing as isolated sculptural objects (often emulating every-
day objects, as in the lightbulbs and flashlights of Jasper Johns),
as well as sculptural tableaux and dioramas in the works of Claes
Oldenburg, Edward Kienholz, George Segal, and others.

Contemporary art further expanded upon this modernist herit-

age. While some three-dimensional models in art may retain

a more or less direct association with architecture (like the One
Man Houses of Thomas Schiitte demonstrate), and while some
architects in fact exhibit their models in galleries as artworks,
many quasi-architectural models are based on purely sculptural
concerns. At the same time, other artists discovered and appro-
priated 3D models from the realm of mass culture and entertain-
ment — from the 19th-century museum dioramas to toy, virtual
worlds (the phenomenon of Lego model-building, also explored
in the arts) to hobby modelling and advertising. Recent decades
have also seen the emergence of another artistic phenomenon:
staged photography or video based on three-dimensional models,
as represented in this show by Thomas Demand, Pavla Sceranko-
va, and Edwin Zwakman.

HOW MODELS ACT UPON THEIR VIEWERS

Models and model-based works are often made by contemporary

artists in order either to advance our reflection of issues, in and
beyond the arts, such as the relationship between representation
and reality, the duplicity of images, and the constructive nature
of our perception, or the relationship of the body to space, or to
advance an ironic or critical view of culture, media, and society,
increasingly tangled up in a web of representations and unable to
see through them. However, whatever deeper and specific mean-
ings and messages there may be, they are necessarily grounded
in the psychological effects of models on their viewers and it
warrants noting at least briefly the artistic strategies used to in-
duce such effects — the manipulation of scale and size, changing
object affordances, exploring the materiality and its rhetorical ef-
fects, appealing to imaginative projection.

Artists often make their models work by manipulating scale and

size. Miniaturisation or enlargement in itself serves to invite

an imminent response: to shock, unsettle, attract attention,
cause anxiety, amuse, or to prompt thinking.”® A change of scale
brings forth some hidden or implicit qualities of the original
object that are not perceived or actualised in our normal see-
ing and handling of the object, but it can likewise radically shift
the ontological status of a given object, creating a new one,
which, while preserving the proportions, shape, and features of
the original, becomes something else, capable of other effects
on us. This is, for instance, the case with Mona Hatoum’s gro-
tesquely enlarged furniture and household objects. By enlarging

15 The issue of scale in contemporary sculpture is the subject
of the recent book by Rachel Wells, Scale in Contemporary
Sculpture. Enlargement, Miniaturisation and the Life-Size,
Farnham 2013. Sculptor Robert Morris considered the role of
size and scale in sculpture in his seminal ‘Notes on Sculpture,
Part II, Artforum 5, no. 2, October 1966.

komentuje: ,,A kdyz se ty staré znamé véci zméni zpisobem, Ze
se z nich stanou divné, nékdy hrtizostrasné a nebezpecné objek-
ty — odhaluje se tak ur¢ité, diive skryté nepfatelstvi, nebezpe¢i

a hrozba. Implicitné se tak i nase realita stava pochybnou a plnou
nejistot.“ V ostatnich pfipadech neni cilem manipulace s méfit-
kem zpusobit télesnou reakci, ale tfeba komicky pocit nebo ote-

viit prostor pro zamysleni, jako kdyz Mariele Neudecker ,ofizla*
obrovsky ledovec, aby se vesel do prostoru galerie."”

ProtoZe my, lids$ti pozorovatelé, nemiZzeme zménit svoji velikost,
manipulace s méfitkem vybizi k otdzce, jaky vztah mame
k vécem. ZmenS$ené, miniaturni objekty mohou byt rozkosné,
vyzyvat ke hfe, vzbuzovat ochranitelské pocity — ale mohou
v nas také aktivovat pocit kontroly a dominance. Zvétsené
pfedméty na druhé strané mohou byt groteskni a zabavné, ale

zaroven také vzbuzovat respekt, pocity neklidu ¢&i strachu. Ve své

krasné tivaze o svété miniatur Susan Stewart hovofi o hra¢kach
a modelech pfesné z pohledu kontroly: ,miniatura s vazbou

na nostalgickou verzi naseho détstvi a historie, pfedstavuje zmen-
Senou — a proto snadno manipulovatelnou verzi prozitku...verzi,

ktera je zdomacnéla a chranéna pied kontaminaci“*®* Podobné

souvislosti vyvstavaji pfi pohledu na Memy Antonyho Gormleye,

z nichZ citime urditou zranitelnost a implicitné zkoumame nas
vztah k nim — jak je$té zminime niZe.
Manipulace méfitka a velikosti hraje zasadni roli v jedné kategorii,

jeZ neni zastoupena na této vystavé — v modelech a dioramatech
mést a krajin, jakymi jsou napfiklad miniaturni kovové metropole

Miquela Navarry, fantaskni mésta z nerezového nadobi od Zhan-
ga Wanga a barevné modely staveb ze skuteénych i fiktivnich
mést od Bodys Iseka Kingeleze z Konga. Kromé aktivace radosti

z rozpoznani (kdyZ divak ve zméti hrncd a panvi poznava Londyn

nebo San Francisco), tyto modely mést a komunit ¢asto kraéi

16 Zdroj: ,Mona Hatoum: Domestic Insecurities,
ArtAsiaPacific 59, 2008.

17 Viz komentaf k jejimu dilu niZe.

18 Susan Stewart, On Longing: Narratives of the miniature, the
gigantic, the souvenir, the collection, Durham-London 1993.

BODYS ISEK KINGELEZ: KIMBEMBELE IHUNGA, 1994
KOMBINOVANA TECHNIKA / MIXED MEDIA

an egg slicer to human scale, the sculptor succeeds in turning an
utterly inconspicuous household item into something amusing
or humorous and menacing at the same time. As she observes:
“And when those familiar objects are transformed in such a way
that they become strange and sometimes threatening and dan-
gerous objects — revealing an undercurrent of hostility, danger
and threat — by implication they make reality itself questionable
and full of uncertainties.”*® In other cases, the change of scale

is not intended to evoke visceral reactions but rather feelings of
humour, or is meant to open up space for thoughtful reflection,
such as when Mariele Neudecker crops an enormous glacier to fit
within the space of a gallery."”

Since we — human observers — cannot change our own size, the

manipulation of scale always elicits the question of how we relate
to things. Diminished, tiny objects may be adorable, inviting
play, and sometimes inciting feelings of protection, but they can
also activate a sense of control and dominance. Enlarged things,
on the other hand, may be grotesque and amusing, but they can
equally instigate a sense of respect, unease, or fear. In her beauti-
ful musing on the world miniatures, Susan Stewart discusses toys
and models precisely in terms of control: “the miniature, linked to
nostalgic versions of childhood and history, presents a diminutive,
and thereby manipulable, version of experience, a version which
is domesticated and protected from contamination.”*® Similar
concerns are powerfully brought out in Antony Gormley’s Memes,
which suggest their vulnerability and implicitly question the
terms of our relationship to them — as we shall discuss below.

The manipulation of scale and size and its effects on the imagination

is very prominent in one category of work not represented in this
show: dioramas, tableaux, and models of cities and urban struc-
tures, such as Miquel Navarro’s miniature metal metropolises,
Zhang Wang’s fantastic cities made of stainless steel cookware,
and the colourful models of buildings and of real cities and fic-
tive cities made by Congolese artist Bodys Isek Kingelez. In addi-

16 As quoted in ‘Mona Hatoum: Domestic Insecurities’,
ArtAsiaPacific 59, 2008.

17 See the comments on her work below.

18 Susan Stewart, On Longing: Narratives of the Miniature, the
Gigantic, the Souvenir, the Collection, Durham-London 1993.
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