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We might imagine inserting ourselves into either 
scenario, however in Swimming and Untitled the two 
images act as guardians against our immersion into 
the representation. Announcing an impossible place of 
being in these photographs, the invitation to dive into 
the picture is thwarted for example in the tipping of 
the volumetric space of the swimming pool out onto the 
visual plane. Or, in the case of the goal posts in Untitled, 
by making space back to front because of the duality of 
the frame as a physical barrier or limit in contrast to its 
perceptual operation as a window that punches through 
the landscape. Like a rear projection of itself, the illusion 
in each shot is impracticable and we are caught in a 
web of intermediacy, trapped somewhere between the 
representation and the desire to bound into Untitled’s 
horizonless greenery or dive into the Swimming’s 
aquamarine boundlessness. This contradiction engenders 
an awareness of a substantial yet paradoxical human 
relationship to seemingly inconsequential objects and 
their reproduction as printed matter, which photography 
has been involved in making apparent since its 
inception. The force of what we might feel as observers 
is literally brought to the surface, being foregrounded 

the deadpan documentary style that these images 
reproduce, in which the image acts out a kind of duck-

aesthetic appreciation to its psychological potential of 
real life interaction.12 

Robinson’s concern with the paradoxical sublimation 
of our feelings for things as a primary element of 
photography is the basis also of Jacky Redgate’s 
work in Unseen Forces. Revisiting some of her journals 
from 1990, Redgate scrutinised notes she had made 
at the time against the two distinct works she planned 
to include in the exhibition, to examine the connection 
between photography and physiological experience of 
paralysis. In 1990, Redgate created a sculptural work 
based on two photographs from Fox Talbot’s seminal 
mid-19th century book, The Pencil of Nature. For 
the artwork, called Untitled. From Fox Talbot, Articles 

of China [plate iii] and Articles of Glass [plate iv], in 
The Pencil of Nature, 1844-46, 1990, Redgate made 
physical replicas of four of the objects in Talbot’s 
images, including a china cup and jug, as well as a glass 
goblet and decanter, except each of the two pairings 
– the cup with its jug, and the glass with its decanter – 
were perversely fused to their material counterpart. For 
Unseen Forces, Redgate reproduced this sculpture as a 
1:1 print of the objects on their plinth, thereby returning 
the china and glassware to their former state in Talbot’s 
book as static representations. The other artwork 
Redgate has included in Unseen Forces is a much earlier 
sculpture from 1980, called Pigs can’t get up sleeves 

can they mum? This work features a pair of empty wool 
sleeves with two little wax hands that anxiously grip the 
ends of the baby blue fabric.

One of the comments that Redgate found in her old 
journal was in relation to Talbot’s photograph, where she 
noted that, “in a photograph nothing can be changed,” 
and that as a consequence, “one of the object’s most 
authentically visible characteristics, movement, is taken 
from it”.13 This association of still images with lack of 
movement is invested in the notion of the frozen moment 
of photography. This idea is now dated because, in terms 
of the human body, photography more is often associated 
with motion and continuous action. The impetus of this 
work, nonetheless, is Redgate’s own bodily experience 

and an interrogation of the idea that paralysis might be 
perceptually related to the apparatus of photography 

camera encapsulates.14 Her questioning of the power of 
photography to announce the mimetic impulse of images 
is crucial to the argument that Elisabeth Grosz makes 
in Volatile Bodies: toward a corporeal feminism, where 
Grosz explains that there is a direct connection between 
“body image” and our ability to engender movement 
for ourselves, but that this can result in a negative 
dialectic whereby the “anticipatory plan for the 
detailed movements the body must undertake in order 
to act, breaks down”.15 Grosz adds that the “inability to 

is called apraxia”.16

The imago-photo that Redgate plays with is the opposite 
of contact and the inverse of the physical contagion 
that bodies have when they come into proximity with 
each other. And yet a mutual connection always exists 
between the photographic image and its subject, in a 
transfer or co-dependency that is often imperceptible 
but which, in Untitled..., 1990, Redgate materialised in 
attaching the paired objects to each other.
essay from 1961, The Visible and the Invisible, Maurice 

touching itself. In this analogy, Merleau-Ponty pointed 
out that the transference of bodies and being is far 
more contagious than we care to admit, saying that, 
“this hiatus between my right hand touched and my right 
hand touching, between my voice heard and my voice 
uttered, between one moment of my tactile life and the 
following one, is not an ontological void, a non-being: it 
is spanned by the total being of my body, and by that 
of the world”.17 

A hand touches another hand, just as the glass and 
decanter reach out for each other, as if desperate to 
make contact at a point of feeling. We sip from one 
vessel while the other contains the liquid we hope 
to drink. In the human body and its nervous system 
consentiment is similarly constructed, meaning that 
our arms, like the cup and jug, are not just physically 
but sensorially conjoined because of body image. 
Where Redgate has written in her journal that the 
object is “separated from its continuous function” she is 
emphasising that in photographs like Talbot’s the objects 
are bifurcated, divorced from ontological possibility of 
feeling. This concept corresponds to the disembodiment 
that confronts us in Pigs can’t get up sleeves can they 

mum?, in which two arms have been torn from a child’s 
torso in a terrifying embodiment of neuropathy and 
the childhood nightmare of paralysis. In Redgate’s Pigs 

can’t get up sleeves can they mum? and the 2010 1:1 
reproduction of Untitled ...,1990, the object is pushed 
back out from the inside of the body image’s apraxis. 
The child’s narration that makes up the title powerfully 
articulates the experience of paresthesia: when the 
child asks her mother if it could be pigs crawling up 
her sleeves that are making her arms feel numb, she 
imagines her body is not only mimicking but embodying 

understands apraxia as an image.

It is with some urgency that the artists in this exhibition 
tackle the crisis of force. Each of them, in varying 
modes, confronts the assumptions that dissociate the 
contemporary human being from the awareness of 
intangible or invisible powers. Martinis Roe’s Blätter 
suspends the viewer between a physical and perceptible 
of grasp of the image, while both of the works by 
Redgate tackle the problem of photography as it 
captures the image, sensations and idea of the body 
in or as a static representation. Like Kosloff, Brincat 
orders the behaviour of bodies on the ground through 

Robinson and Beaubois demonstrate the latent potential 
for action and reaction in objects, even when they are 
seemingly inert or dispossessed of their function. 

To comprehend more of the forces that know so 
little about but that impact so much on our existence 
is a matter of urgency, because instead of using the 
agency of our organs in the world we are letting go 
of bodily knowledge. This abandonment is a political 
act (albeit an involuntary one), for somebody always 
controls these forces, namely the stakeholders of 
time, pressure and money. And the equal unrestricted 
and equal distribution of such powers though a more 

universal human awareness of their import has been 
called for by a host of extraordinary thinkers, including 
Spinoza’s notion of the unconscious of the body, with 
Darwin and the constant overcoming of life through 
natural selection, in Bataille’s idea that an excess of 
cosmic force propels the “general economy”, and 
through Merleau Ponty’s conception of the body and 
the primacy of its perception. The information age is 
rife with the unseen and we are content to know nothing 
of its procedures. It is comforting to be divested of the 
terrifying responsibility of conceptualising ourselves as 
forces in the world and yet our lives are inextricable 
from the dynamics beyond our control, including change 
itself. The artists represented in Unseen Forces offer a 
means to redress this loss of power as they take hold of 
the ways we might inhabit, intuit and change the world 
of force around us.

Lily Hibberd, October 2010

Notes
1 Added to this amnesia, everything we now know because 
of contemporary technology is thought to have surpassed the 
advancements made in this period, even though many of the tools 
and concepts brought about at that time remain pivotal to human 
understanding of the world today.
2 In Time Travels Elizabeth Grosz asserts that we remain able to regain 
the use of force for it is fundamental to life, to being: “it is the natural 
world of forces that provides the energy and impetus for the self-
overcoming of life…” an overcoming to encompass the usually feared 
negative force of loss and death, an overcoming which Grosz claims 
“constitutes the very heart of radical politics”. Elizabeth Grosz, Time 

Travels: Feminism, Nature, Power, Crows Nest, N.S.W.: Allen & Unwin, 
2005, 49.
3 Email from Denis Beaubois, 11/10/10.
4 Georges Bataille, The Accursed Share: An Essay on General Economy, 
trans. Robert Hurley. New York: Zone Books, 1988, 21.
5 Bataille, The Accursed Share, 21.
6 Martinis Roe explains that the German word ‘blätter’ can be 
translated as “‘leaves’ and refers to both leaves from trees and leaves 
as in loose sheets of paper… You would use it to say, “can I have a 
piece of paper”, or “how many sheets are in the booklet?” but not 
to speak of pages in a bound book. Email from Alex Martinis Roe, 
10/10/10.
7 The two videos could be read as a gendered analysis of the 
architecture of book forms, with the unitary object in a feminist critique 

permanency, however this is not an explicit part of these works.
8 Even though many ancient cultures, such as the Mesopotamians, 
Indians and Chinese applied this knowledge in practice, the 
Pythagorean Theorem was not developed until late sixth century by 
Pythagoras BC in Greece, and it was not recorded for another two 
hundred years until Euclid wrote his mathematical and geometric 
treatise The Elements around 300 BC.
9 This also the basis of calculations used for global positioning systems.
10 Which Keith Critchlow, in Time Stands Still, New Light on Megalithic 

Science, tells us was used as the foundation ceremony for Rome, cited 
in Plutarch’s biography of Romulus where he relates that “a central 
pit called mundus was taken as the centre of a ploughed circle”, 
primarily because, the circle, as he reiterates earlier, was “the most 

Critchlow in Time Stands Still, New Light on Megalithic Science. Gordon 
Fraser: London, 1979, 20.
11 Critchlow, Time Stands Still, 20. 
12 In Photography as Contemporary Art

the deadpan aesthetic as a major trope of contemporary art 
photography. See Charlotte Cotton, Photography as Contemporary Art, 

New York, N.Y.: Thames & Hudson, 2009.
13 Jacky Redgate’s quote refers here to Gilles Deleuze’s, Cinema 2, 

The Time Image, trans. Hugh Tomlinson and Robert Galeta. London: 
Athlone; Minneapolis: University of Minneapolis Press, 1989. Quoted 
in an email from the artist, 30/09/10.

stage after metamorphosis, or, in psychology, as often idealized image 
of a person, usually a parent, formed in childhood and persisting 
unconsciously into adulthood”. The American Heritage Dictionary of the 

English Language

2000. The relationship between mimicry, images and insects is the 
locus of an essay by sociologist Roger Caillois. In another email from 
Redgate, dated 02/10/10, the artist explains the relevance of her 

sculptures to Caillois’s surrealist analysis in “Mimicry and Legendary 
Psychasthenia”. Cf. Roger Caillois, The Edge of Surrealism: a Roger 

Caillois Reader; ed. Claudine Frank; trans. Claudine Frank and Camille 
Naish. Durham: Duke University Press, 2003.
15 This connection is based on Redgate’s current research, from the 
artist’s email 03/10/10. Elisabeth Grosz, Volatile Bodies: toward a 

corporeal feminism. Indiana University Press: Bloomington, 1994, 69.
16 Grosz, Volatile Bodies, 69.
17 Maurice Merleau-Ponty, “The Visible and the Invisible”, Maurice 

Merleau-Ponty, basic writings, ed. Thomas Baldwin. Routledge: London, 
2004, 263-4.
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Left: Alex Martinis Roe, Cut, video still, 2009.
Below: Alex Martinis Roe, Blätter, video still 2009.

Above: Denis Beaubois, A complex collapse, primary fermenta-

tion, digital video, 2010.

Below: Jacky Redgate, Pigs can’t get up 

sleeves can they mum? 1980, 60 x 60 x 
6.5 cm. Wax, wool and Perspex.

Below: Jacky Redgate, Untitled. From Fox Talbot, Articles of 

China [plate iii] and Articles of Glass [plate iv], in The Pencil of 

Nature, 1844-46. 1990/2010, C-type print, 158 x 126cm. 
Jacky Redgate is represented by William Wright Artists’ 
Projects, Sydney and Arc One Gallery, Melbourne.



In 1643, inspired Italian scientist Evangelista 

the capacity to measure air pressure may not seem 
of great magnitude to us now, during the late 1700s 
it radically altered the understanding of atmospheric 

pressure remains the chief means of weather prediction 
to date. Torricelli’s device was one of the many 
instruments of its kind born of a seventeenth century 
concern with the reckoning of unseen forces across the 
sciences, arts and humanities in Europe. 

The so-called Age of Enlightenment ushered in a new 
perception of the cultural and perceptual existence 
within time and space, with an overarching emphasis on 
light. This emphasis was mainly because of the revival 
of already existing technologies of vision, including the 
camera obscura and the camera lucida, which were 
adopted as part of a universal conception of the need 
for human encapsulation, computation and control of 
natural forces. The thinking of that period was arguably 
one of lightness, as the eye and mind were liberated from 
the idea that space had to exist as a solid form, with the 

itself in the projection of the actual light of the external 
world into a darkened box, whereas the camera lucida 
allowed for the mapping of spatial depth through 
perspectival drawing. The impact of the new knowledge 
of light on thinking in the 1700s is also remarkable in the 
architecture of the time, with the opening up of space 
through the majestic use of glass in late-Gothic and 
early Baroque design, so that the shifting perception of 
sight can be historicised in a visual and spatial lineage. 
While the inventions that were born of this age 
augmented the perception of lightness, the notoriety 
of the apparatus of light in this period has tended to 
diminish the awareness of the other instruments invented 
at the time, which began to explain our place in entirely 
new ways, especially within realms of physical force.1 
And yet a general awareness of forces of weight and 
pressure should be understood as some of the greatest 
consequences of devices like the barometer, which could 
prove the existence of air as well as measure its weight. 
Instead of forces being unintelligible and unfathomable, 
instruments like thermometers, barometers and the 
spirit level allowed for a new knowledge of pressure 
to emerge in the 16th and 17th centuries. This history, 
however, is often overlooked. The human regulation 
of pressure has been left out of the narrative of civil 
progress. How odd that we might ignore such a critical 
aspect of our command of the natural world. But not so 
incomprehensible when understood as the consequence 
of popular disengagement from the ownership of the 
practice and political dimensions of force.

Unseen Forces presents six contemporary artists 
whose work contends with the material, physiological, 
perceptual and social possibilities of grappling with 
force. The works featured in this exhibition span three 
decades and include performance documentation, 
photography, sculpture and conceptual combinations 
of all three of these art forms. In the development of 
this project the artists were invited to either create or 

exhibition represents their individual conceptualisation 
of unseen forces, as much as it does mine. In the 
observations that follow I will make an interpretation 
of the works in order to create a dialogue between 
the project’s premise and the full scope of these artists’ 
extensive practices.

The human species is enamoured of its own progress 

an unseen force can destabilise. The misconception of 
Charles Darwin’s prognosis of natural selection is a case 
in point.2 Where in the natural world the termination 
of the life of an inadequate organism offers material 
support to a host of others; the civilised view is that this 
order is barbaric. While the evidence of the underlying 
chaos of our existence is often inconspicuous, with 
Denis Beaubois’s A complex collapse, 2010, the intrinsic 
dispute is manifest. 

For this series of work, Beaubois has videoed a 
brewing process in three stages. An image from the 

raw beginnings of beer production where, according 
to Beaubois, the yeast consumes the sugar generating 
alcohol and C02 as a by-product.3 The footage exposes 
the usually invisible escape of carbon dioxide that builds 
up in the fantastic glass chamber. In the two videos 
that comprise Secondary fermentation, Beaubois has 
recorded both a single bottle and a row of four sealed 
bottles in which sugar has been added to the primary 

the secondary fermentation process to show how the 
build up of pressure within the given vessel, coupled 
with its reliance on temperature, is crucial to produce 
the necessary conditions that transform the elements into 
the desired beverage. All four bottles are gold-capped 
and sit in a row, full of portent and the containment of 
intense pressure. In Secondary fermentation, Beaubois 
documents that transformation yet we cannot see what 
is happening inside the container because of the dark 
brown glass. We therefore apprehend the process of 
fermentation by way of anticipation, being confronted 
with the intensity of the conditions under which the four 
bottles are building a molecular reaction as an unseen 
force.

A complex collapse enacts an anxiety that we are 
continually affronted with as conscious human beings: 
the power required to generate a new substance 
always comes at a cost; something has to break down; 
something has to die. The molecular disintegration 
taking place within the bottle is all the more potent 
because it exists on the edge of self-destruction. Wait 
long enough in front of the screens and the endgame 
is accomplished. After some time, the tension of the 
extended moment passes and two of the bottles begins 

into a dramatic hiss as foam begins to spurt from the 
sides of the respective cap. Meanwhile, in the solitary 
representation of the secondary fermentation, there 
is no such gradual release, and without any further 
warning the single bottle succumbs to the unbearable 
pressure being exerted from within, smashing the brown 
vessel to pieces. 

While trying not to overstate the bearing of this process 
on any emotional or sexual metaphor, this method of 
fermentation lends itself to comparison with patterns 
of behaviour and forms of repression that are played 
out in social arenas. The dynamic of sublimated and 
unleashed forces, whether acted out or implicated, is 
part of the process of gaining and maintaining control 
over others or over social or political situations, and the 
manner in which we manipulate substances is often not so 
different from the ways that we treat people. In another 
stretch of the imagination, beer is an archetypal Aussie 
drink and the masculinity reference is thus unavoidable. 

has made a volatile concoction, loaded with the 
likelihood of an explosive oversupply of production. 
French Surrealist and philosopher Georges Bataille was 
adamant that the destructive impulses of the human 
race were the direct consequence of not knowing what 
to do with this kind of excess.4 Bataille’s diagnosis is 
outlined in The Accursed Share: An Essay on General 

Economy, where he argues that excess of force is a 
cosmic law, because every “living organism… ordinarily 
receives more energy than is necessary for maintaining 
life”, and that one need only to look to the sun as an 
example. 5 Bataille uses this claim to historically analyse 
the composition and hierarchical behaviour of power 
brokers across a broad range of cultures to argue 
that they each follow this same “general economy” of 
excess and annihilation. He purports that the generative 
excess of the cosmos, as an excessive, unknowable and 
transforming entity, is greatly feared by humanity, 
giving rise to destructive and repressive impulses, and 
that this terror is the basis of all war. Like Darwin’s notion 
of the evolutionary paradox, Beaubois’s A complex 

collapse is a demonstration of the transformation of 
matter into something completely unforeseen and 
terrifyingly unknown: pure force.

The devolution of form, as something deeply buried 
in the materiality of things and as something to be 
demolished or dismantled from within, is key to the 
works that Alex Martinis Roe has contributed to Unseen 

Forces. In 2009, Martinis Roe made two separate videos 
in which a book is shown in the process of coming apart. 

Cut, is an aerial shot of a woman in 
the process of running a blade down the inner margin 
of a bound volume of blank paper, the scalpel cutting 
through several layers at a time. The shot is cropped 
so that we see nothing apart from the woman’s wrists 
and black sleeves, and the careful action of her hands 
deeply incising into the book a few times over, and 
then, repeatedly, in a 30 second loop. The second 
video, Blätter, is a close up of yet another book made 
up of blank pages, which could be the same journal, 
although there is no evidence offered to the effect, nor 
are there any signs of the woman in Cut or any other 
human interaction.6 The view of the book is cropped 
even closer so that the edges of the pages are only just 
visible. The spine of the book is also out of view, which 
seems to be deliberate because the video is constructed 
as a dual image where the two sides of the open volume 
are split, the black strip between the shots obscuring the 
fold. Yet the scene is not static. The corners of the pages 

unlike what we would expect of natural environmental 
conditions such as wind. It is also impossible to determine 
the source of this air stream. As the gusts intensify, the 

the outside edges and collected by the air. Then, after 

taken all of a sudden, whipped out of the book in a 

return to being slowly furled over and the event builds 
momentum again. A book, once bound, is a unitary 
object and yet Martinis Roe physically manipulates 
its form, on one hand to acknowledge the entity as 
substantial and immutable and, on the other, to confer 
on it a kind of unseemly immaterial ephemerality.7 
While the two videos are not counterparts, they can be 
read as corresponding works, so that Cut is potentially 
a preliminary action that leads to the loosening of the 
book’s leaves in Blätter. The order of and ration for 
these events remains disturbingly elusive nonetheless.

Stranger things are happening still in New Diagonal. 

It’s not every day that you bump into geometry, yet in 
Laresa Kosloff’s 2007 video, the artist has come across 
a white triangular block in front of what looks like a 
school playground, featuring a mural of a vivid green 
and blue landscape with white soccer goals. Closely 
observed, the triangle features a small foothold at its 
base that Kosloff stands on, so that this random shape 
appears, even more oddly, to exist for the purpose 
of the performance. In New Diagonal Kosloff has 
documented herself undertaking a series of exercises 
where she interacts with and reacts to the triangular 

movements based on its material form. Kosloff’s humour 

she moves through her various poses, which include a 
forward bend, a plank extension with arms outstretched, 
and a low crouch curled in a tight ball. Given that none 
of her moves rationalises the triangle, I wonder: is New 

Diagonal a pun? What does Kosloff propose that’s new 
about this diagonal? Is she advocating a new geometry 
of the body in space? I guess if mathematics were an 
exercise, this would be a corporeal trigonometry. 

When Pythagoras came up with his trigonometric 
theorem in the latter decades of the 5th century BC, 

8 Using this 
method, for instance, the height of a building, tree or 
mountain could be calculated without having to scale 
its heights.9 For all its practicalities, abstract concepts 
of geometry and the body are pivotal to divine 
philosophies of sacred proportion in ancient Arab, Vedic 
and various megalithic cultures, and inherent to bodily 
disciplines seen in yoga and tantric Buddhist practices. 
The synchronisation of the body with an abstract entity, 
albeit a harmoniously proportioned form, is the common 
but highest aim of these traditions. And across religious, 

of solids, for example, Plato claimed was the only form 
to which all other planes could be reduced. In New 

Diagonal, Kosloff orders her physique around both a 
concrete and ideal form. Yet, forcing the body out of 

sequence of calisthenics inverts the process of perfecting 
an approximation of a triangle to create a series of 
poses that catalogue a series of possible antitheses. 

Shapes are often left as markers of past human 
occupation too. Domicile inhabitation is not always part 

former industry spaces are now being recuperated as 
a necessary condition of the changing conceptualisation 
of inner city environs. These changes are generally 
enacted as facelifts and miracle makeovers from 
industrial sites into fashionable upper middle class 
suburbs, replete with aggressively driven Range Rovers, 
nice slacks, white brick fences and neatly tended 
gardens. This miraculous transformation is nowhere more 
obvious than in the Harbour-side suburb of Balmain in 
Sydney, where a former oil refuelling station at the 
trendy Ballast Point Park has been repurposed for fun 
while remaining somehow bleak.

It was in a reclaimed industrial fuel station in 
Wollstonecraft, across the Harbour on Sydney’s 
North Shore, that Lauren Brincat recently made the 
performance work Warmup Laps. Recorded as a 
seven-minute digital video with native sound, Warmup 

Laps takes the form of a walking action performed 
repeatedly on the circular foundations of a former oil 
container. One of Brincat’s production images informs us 
that the proprietory petroleum company only occupied 
the location between the years 1959 and 1997, and yet 
the custody of such a place has an enduring imaginary 
presence. The circular concrete structures that remain 
behind stand for much more than a series of shapes, 
even if, historically, the circle is a compositional device 

conceive of the ruins of an oil container as a decorative 

restorative urban planning extravagances like those at 
Ballast Point. Brincat doesn’t bother with any of these 
propositions but makes a direct move to re-imagine 
the place through the simple act of walking, which 
some devotees of the exercise will tell you is all about 
being psychologically present in a place, while others 
will talk about arriving at belonging somewhere by 
way of pilgrimage. As with the renowned Camino de 
Santiago de Compostella in Spain, these ambulatory 
endeavours are usually undertaken with a destination 
in mind and on a fairly linear plan. Brincat, however, 
isn’t going anywhere. Tied by a thick rope to a stake, 
she is pinned to the ground like a pencil, making this 
action into a productive process: moving around the 
circular perimeter of the container’s old foundation the 
artist is making a kind of drawing. The marks she makes 
with her body aren’t rendered on paper, nor on the 
site itself, but at the moment of their existence in time, 
and permanently, of course, as a recorded event on 
video. This documentation is crucial to how we perceive 
the drawing action, remembering that cameras are 
perspectival machines and that Brincat’s device remains 
static during the entire recording. 

Being in a place is a bodily thing and yet we forget that 
the buildings we inhabit are always located somewhere 

Both images: Kiron Robinson, left: Untitled (from the Westward 

Series), and below: Swimming, both Chromogenic prints, 100 x 
100cm, 2010.

Above and below: Laresa Kosloff, New Diagonal, digital video, 
3 min, 2007.

Both images: Lauren Brincat, Warmup Laps, performance DVD 2010. 
Above: Warmup Laps (tank), site documentation. Below: performance still.

task involved in the megalithic drawing of a circle as 
a precise way to establish a place on which to build. 
In many ancient civilisations, it was the relationship of 
a human body to a place that determined the choice 
of a site and how the planned structure might be 
located. Staking out a claim by the drawing of circles 
was also the basis of making a foundation for many 
great ancient cities too.10 In Time Stands Still, New Light 

on Megalithic Science, Keith Critchlow states that, “The 

sacred area is the circle,” and that the laying out of a 
stone circle has its basis in Etruscan practical geometry. 
Critchlow adds that, “The circles are most likely to have 
been staked out with sharpened wooden poles and 
rope or cord of some kind,” and that the “large trammel 
(compass) would probably have had a sharpened stake 
at each end…”11 This was a practice that used the 
drawing of circles as a psychological demarcation of 
sanctuary as well as an organic system of timekeeping 
based on mapping the movement of the solar system. 
Many of its precepts underpin both sacred and secular 

architecture in megalithic times, up to the construction 
of European cathedrals like Salisbury and Chartres in 
the 17th and 18th centuries. Even though the origins 
of such a practice have been lost to metric systems of 
measurement, surveyors and architects will still ‘walk out’ 
a site.

As far as the expression goes, when you’re going round 
in circles the action is pointless or futile. Warmup Laps, 
however, examines the productivity of stripping back to 
the essentials of the act itself. Following the circumference 

path, diminishing into the background of the shot. The 
movement is repeated with the intention of making 
30 laps, a number settled on ceremonially by Brincat 
in reference to her age. The rest is straightforward: 
the artist forms her circles, only varying the procedure 
once to turn around and walk in the opposite direction, 
continuing on until a stranger passes by, prompting her 
to end the performance event. As indicated by the title, 
in Warmup Laps the completion of the proposed action is 
not imperative; it may only be a practice run. In this way 
Brincat avoids the didactics of performance traditions of 
the ritualistic kind in which great investment is made in 
rites of passage, instead showing us simply how the body 
can be present and how it can measure out a space.

Being alert to the aesthetic potential of objects is a vital 
part of art making and Kiron Robinson has a keen eye 
for the remarkable displacement of ordinary things. 

Swimming and Untitled (from the series Westward), 

2010, is of a plastic mould for a large blue pool that 
has been turned on its side, perched on a set of wheels 
and parked under some straggly trees on the side of 
a road. The second picture is of three metal frames 
that collectively possess the proportions of football 
goals but which seem unsuitable for that use, being 

landscape. The human body is nowhere to be seen, yet 
the awareness of a physical implication pervades the 
two works, for the pictures are loaded with the idea of 
what you would do if you were able to enter the image, 
a bit like the fantastic enticement of theme park scenery, 
except representing the opposite of high adventure in 
their disuse.


