
	  

 

 



	  

 

 
 

Being identical twins has had its trials for British artists Jane and Louise Wilson. Besides it being the first thing people comment on, 
“you come with all those clichéd perceptions about twins,” says Louise, 47. “Come on, you’re thought of as being slightly retarded,” 

Jane retorts, and the two hoot with laughter. 
 
Yet the Wilsons’ twindom undeniably defines their photography and video-installation work. “It’s a shared dialogue,” says Louise over 
coffee in their studio in trendy East London. “There’s of course a huge element of trust, which provides a kind of freedom. But it’s 
really important that it’s not about”—her voice drops to a theatrical whisper—“consensus.” 
 

 
FROM LEFT: Jane and Louise Wilson. 

COURTESY JANE AND LOUISE WILSON 
 
The banter of the feisty sisters from northern England belies an intellectual rigor and distinctive vision behind their art. Issues of 
identity and marginalization occupied their focus early on; their 1995 film Normapaths, for instance, which featured stunt doubles of 
the twins walking through fire and breaking down doors, played up the uncanny aspects of twinness. 
Their interest would later shift to deserted architectural spaces bearing the residues of state power, such as the Russian cosmonaut 
training facility at Star City, the subject of a four-channel video installation that premiered at New York’s 303 Gallery in 2000. In 
these works, which have a much weightier feel, the twins are, for the most part, absent or figure only as shadowy apparitions. 
Such historical and psychological excavations via film and photography have become the Wilsons’ trademark. The sisters often present 
their still and moving pictures within immersive, large-scale installations incorporating multiple screens and sculptural elements, 
enhancing viewers’ feelings of claustrophobia and unease. 
 
“Their work is uncomfortable because it’s about memory and places, about loss and abandoned spaces,” says Isabel Carlos, director of 
the Calouste Gulbenkian Foundation Center of Modern Art in Portugal, who curated “Suspended Time,” the Wilsons’ exhibition 
there in 2010. The fact that the sisters often delve into episodes in countries’ histories that their citizens would rather forget 
compounds that sense of discomfort. 



	  

 
Since receiving their master’s degrees from Goldsmiths College, London, in 1992, the pair has exhibited across Europe, America, 
Japan, and the Middle East, and have been included in such international group shows as “Out of Time” at the Museum of Modern 
Art in New York, the 1999–2000 Carnegie International in Pittsburgh, and “Moving Pictures” at the Guggenheim in Bilbao. Tate 
Modern is currently showing their otherworldly photographs of Nazi bunkers erected along the Normandy coastline in the group 
exhibition “Conflict, Time, Photography” that runs through March 15. 
 

 
A reconstruction of a WWI decoy railroad track from the Wilsons’ video installation Undead Sun (2014), commissioned by Film and 

Video Umbrella. 
©JANE AND LOUISE WILSON/COURTESY 303 GALLERY, NEW YORK 

 
 
 
 
 



	  

 
Also on view until mid-January at London’s newly revamped Imperial War Museum is the Wilsons’ video installation Undead Sun 
(2014), commissioned by Film and Video Umbrella to mark the World War I centenary. Avoiding familiar depictions of trench 
warfare and fighter-jet battles, the work instead shines a light on early decoy and surveillance techniques that developed as the sky 
became a combat zone. “Suddenly you could be spotted from the air. Moving up into the sky is what defines modern warfare; it’s the 
beginning of aerial photography and surveillance and drone technology,” says Jane. 
 
The Wilsons re-created curiosities they found in the war museum’s archival footage—a dummy horse’s carcass used by snipers, the 
wooden skeleton of a decoy tank, early prosthetic facial parts—and reconstructed scenes of women camoufleurs sewing khaki netting 
and molding decoy heads. These arresting images are set against the backdrop of a gigantic disused wind tunnel, which serves as a 
metaphor for the passage of time, its huge blades propelling mankind backward and forward between past to present. 
The film closes with the stark image, based on a true incident, of a conscientious objector ripping his uniform to shreds and arraying it 
on a barbed-wire fence before walking off into the night, naked. “For us it’s important that there is this element of an individual’s 
protest against war,” Louise notes. 
 
As twins, the Wilsons have a heightened sense of individuality. Born in Newcastle upon Tyne in 1967, they were put in separate 
classes at school so they would not be forced to compete with each other. Their father was a naval architect, their mother a school 
secretary. The sisters trace their interest in snooping around buildings to weekends spent at their grandmother’s house, which had no 
television but nooks galore. 
 
They came of age as Margaret Thatcher’s government was closing down mines, shipyards, and steel plants in the north of England. “It 
was brutally draconian and totally depressing. You couldn’t help but get politicized,” says Jane. The political climate abroad in the last 
decades of the Cold War also fed into their later work. 
 



	  

 
A still from the Wilsons’ 1995 film Crawl Space, which quotes horror-movie classics. 
©JANE AND LOUISE WILSON/COURTESY 303 GALLERY, NEW YORK 

 
The Wilsons did their undergraduate studies separately (Louise at Duncan of Jordanstone College of Art and Design, Jane at 
Newcastle Polytechnic), but for their degree shows, they presented identical photographs of a staged double suicide in their parents’ 
garage. From that moment, they say, collaboration was inevitable. 
 
Graduating from Goldsmiths at a time when the Young British Artists’ phenomenon was in full swing, the sisters were included in 
several YBA shows, perhaps because their work of the time was seen to share the self-aware tone and gothic sensibilities of other 
members of the group. 
 

For instance, their playful 1995 film Crawl Space, in which the camera prowls around a building whose peeling walls pulsate and drip 
blood, quotes horror-movie classics. In Hypnotic Suggestion 505 (1993) they filmed themselves identically dressed, yielding their 
conscious will to a male hypnotist. 
 

The latter work had a profound influence on Scottish artist Christine Borland when she participated in a 1993 show with the Wilsons. 
“I loved the way that they went about meeting the hypnotist and going through this process of building trust. It was so generous and 
nobody was being exploited,” she says.  



	  

 
“They were completely at ease with interpreting truths and narratives to suit themselves.” A performative element has always pervaded 
the Wilsons’ work, whether they are on camera or staging participatory installations. Sharing a studio apartment in the red-light 
district of King’s Cross in the early ’90s, they incorporated their seedy surroundings into films and photographs evoking menacing 
domestic scenes. Life and art merged bizarrely when a man tried to smash down their door and two weeks later left an apologetic note 
explaining he had a psychiatric illness. Naturally the note materialized in a series of photographs called “Construction and Note” 
(1992). 
 
The Wilsons won the Barclays Young Artist Award in 1993, which broadened their profile and brought welcome cash. But their real 
break came with the award three years later of a German government scholarship in Berlin. 
 

 
A chromogenic print based on the Wilsons’ Stasi City (1997), which explored the former East German secret police headquarters. 
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Until that point they had set their work in alienated spaces such as bordellos and motels, but in Berlin tangible traces of history 
confronted them everywhere. “It became so apparent you were living somewhere where architecture wasn’t something that was 
neutral,” says Jane. 
 
Their 1997 film Stasi City, documenting the labyrinthine headquarters of the East German secret police, marked a seismic shift into a 
more politically engaged art. In installations presenting the film, they re-created the interrogation rooms of the Stasi prison with their 
padded doors and paper-thin walls so viewers could physically experience the theater of the regime’s intimidation techniques. 
“Their work is very dramatic and often sinister, but most of all very powerful. It combines the personal, the political, and the poetic,” 
says Britain-based art patron Delfina Entrecanales, whose Delfina Studio Trust offered a lifeline to some 400 artists, including the 
Wilsons, between 1988 and 2006. Given the Wilsons’ interest in the physical remnants of state power, it is perhaps not surprising that 
after Stasi City, they turned their attention to Greenham Common, site of violent battles between female anti-nuclear protesters and 
British police. Gamma (1999), their film of the disarmed base, earned the sisters a Turner Prize nomination and was shown at 
London’s Serpentine Gallery in 1999. 
 
Chernobyl, the site of what is still the worst nuclear-power-plant accident in history, proved similarly alluring. But as is characteristic 
of the way they work, the artists approached the subject obliquely, eschewing the obvious. Rather than the plant itself, their haunting 
film The Toxic Camera (2012) takes as its starting point Vladimir Shevchenko’s camera, which was used by the Ukrainian filmmaker to 
document the aftermath of the 1986 explosion and which itself became radioactive. “It seemed that there was a much more interesting 
narrative around this artifact, the camera, which is of course all about the act of looking and documenting and dark tourism,” says 
Louise. 
 



	  

 
The Toxic Camera (2012) documents the remains of the Chernobyl nuclear plant. 
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Likewise, their photographic series “Atomgrad (Nature Abhors a Vacuum),” 2010, examines the deserted Soviet showcase town of 
Pripyat, built for Chernobyl workers, eloquently conjuring the shattered Communist dream in images of the town’s derelict swimming 
pool, abandoned amphitheater, and empty classrooms. 
 
In a new departure, the Wilsons recently began to create collages by superimposing images of yardsticks onto their own and archival 
photographs of Pripyat. Yardsticks have featured in the artists’ sculptural work since 2009, functioning as markers of scale, 
Duchampian readymades, and monuments to obsolescence—the yard being an outdated standard of British measurement. 
Photographed in situ at nuclear testing sites or power stations, they allude to the unreliability of official measures of radioactivity. 
“I’m very interested in these black-and-white collages, which are incredibly successful and which explore the same territory—the 
abandoned laboratories, architectural spaces that have some sinister resonance—but on a smaller scale using a different technique,” 
says Ann Gallagher, head of British art collections at Tate Britain, who has followed the Wilsons since curating them in a British 
group show at the 1995 Venice Biennale. 
 
“Jane and Louise carve out a utopian space in places that others would regard as failures,” says Maria Balshaw, director of the 
Whitworth Art Gallery in Manchester, which hosted a survey show of the sisters’ work in 2012. She highlights the Wilsons’ “steely 
feminism” that is never explicit but underpins their dissection of patriarchal structures. 
The Wilsons have come a long way since sneaking around their grandmother’s house but their shared interest in transgression and 
challenging authority has not diminished. As Louise points out, at the core of their work, the question persists: “How, by being a 
collaborative duo, do you confront the institution?” 
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Still riding high 
Posted December 17, 2014 by The Argonaut  
 
Z-boys founder Jeff Ho displays his latest surfboard creations in Mar Vista 
By Michael Aushenker 
 
Jeff Ho is a man in the present. Stacy Peralta’s 2001 documentary “Dogtown and Z-Boys” and the Peralta-
written 2005 Heath Ledger feature “Lords of Dogtown” brought mainstream awareness to the story behind the 
evolution of extreme skateboarding and the legendary skate/surf team Ho sponsored through his Zephyr 
Productions, including Tony Alva, Peggy Oki, Peralta and the late Jay Adams. But beyond acknowledging 
those movies’ success in chronicling Venice’s role in skateboarding history, Ho is not interested in talking about 
what they got right or wrong. He’s focused on the same agenda he started with in his teens: creating 
skateboards and surfboards. 
 
Eight of Ho’s handcrafted surfboards — descendants of his own “magic board” that Ho considers functional 
pieces of art — are on display through Tuesday at Christine Nichols’ intimate art and event space on Venice 
Boulevard in Mar Vista. 
 
Since the late 1960s, Ho has fashioned surfboards for a who’s who of professional surfers, including Usen 
Gusman, Craig Freebairn, Johnny Fish, Gary Gonzalez and Michael “Badger” Meier. 
Several of the 10-foot-2-inch single-fin long-boards in the Nichols show are directly derived from “The Board,” 
a creation of his in the 1990s during a decade-long residency in Hawaii that tapped out in the mid-2000s.There 
are also 9’1” versions. Ho shaped and painted each of the boards by hand, including colorful designs, ghost 
striping and both his graffiti-style “Jeff Ho” emblem and “Zephyr” logo on them, with the fins supplied by his 
buddy Bill Bahne’s Fins Unlimited. 
 

One of the biggest surprises to emerge from a 
conversation with Ho: Sure, Bruce Brown’s iconic 
“The Endless Summer” remains his favorite surfing 
film of all time, but it was a less obvious movie — 
1959’s “Gidget” — that sparked him to join the 
surf culture. When he saw characters in the movie 
crafting boards on sawhorses on the beach, “it 
clicked in my head and I’m running and I’m 
building surfboards,” said Ho. He later got to 
know the real-life counterparts to the characters in 
the fictionalized Sally Field comedy based on 
Malibu teen Debbie Kohner-Zuckerman. 
 
 
(Jeff Ho, who has modeled his new collection handcrafted 

surfboards after his own, surfs the Venice Pier last Thursday. Photo by Steve Christensen) 



	  

 
 
As a youth, Ho trekked out to Venice by bike or bus to surf with friends. His favorite surf spot was the 
breakheads at P.O.P., a.k.a. Pacific Ocean Park, long before its slow 1970s demise. 
Food-wise, the main hangout was on Ocean Front Walk between Navy Street and Rose Avenue at what he and 
his buds called “the German Place” (it was German-American owned), which served generous breakfasts for 99 
cents. Ho thinks On the Waterfront Café stands at the location today, but he’s hazy on that because 
“the topography has changed so much,” he said. Cora’s Café in Santa Monica and Tito’s Tacos in Culver City 
were other mainstays, but these days Ho and fellow surfers convene on Washington Boulevard in Marina del 
Rey for breakfast at Mercede’s Grille. 
 
“That place is the bomb!” he said. Ho divides his time between Venice and the North Shore, where he has 
opened several surfboard production shops. He misses the islands when he’s not surfing in Wiamea Bay, but he 
still loves Venice and Dogtown, despite gentrification pains in recent years. “What are you gonna do about it? 
You’re either gonna cry about it or… I know so many people here in the culture that I have grown up with,” he 
said. Ho, however, doesn’t perceive a positive cultural contribution from the influx of creatives surfing the web 
for Silicon Beach. “I haven’t felt it,” he said. “It takes a little while for that stuff to filter down.” 
 
The two smallest boards (six footers) featured in “The Board” include the very Ho model Allen Sarlo used 
earlier this year to weave in and out of the columns supporting the Venice Pier during swells generated by 
Hurricane Marie on Aug. 27, a.k.a. “Big Wednesday 2014.” For Ho, it’s his trusty single-fin long-board that’s 
proved magical. “This one has been good to me for the past 15 years,” he said, stroking his original — the one 
board on display that’s not for sale. 
 
Going long or short with a board is a personal choice, he adds. “Each person has a different set of 
circumstances: their weight, their height. Everyone has to find their own thing. Everyone who surfs can identify 
with that,” Ho said. In some ways, time has not budged for Ho, who pretty much does the same things he did 
as a teen. 
 
When he’s not making boards (unlike in the ‘60s, he paints them with non-lead pigments now), Ho still surfs 
up and down California, from Venice to Malibu to an Oxnard location he took an oath among the locals not to 
divulge. 
 
“I thought my mindset would change. I thought I would quit by 35. No, I’m well beyond 35!” 
 
“The Board” continues through Tuesday at the C. Nichols Project, 12613½ Venice Blvd., Mar Vista. Open noon to 6 
p.m. daily, but closed on Sunday. Call (310) 915-1930 or visit cnicholsproject.com. 
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A show that’s all about surf, a noise rock band 
downtown and an artist’s view of L.A. as told by 
installation. The Thanksgiving holiday weekend 
is quiet, but there are still things to do. Here’s 
what we have in the Datebook: 
 
“Jeff Ho: The Board” at C. Nichols Projects. For 

its annual holiday surf show, this small Mar Vista exhibition space is doing a show around “The 
Board,” a surfboard shaped by Jeff Ho (also known for abetting the art of skateboarding, as 
chronicled in the doc “Dogtown and Z-Boys”). In a sport in which a well-built board can take 
on practically mystical qualities, Ho will be showcasing half a dozen longboards taken from the 
template of “The Board,” a now-renowned board he shaped in Hawaii in 1999 and which he 
used to ride the swells generated by Hurricane Marie this past summer. Opening reception, with 
performance by Meet Me at the Pub, Saturday at 4 p.m. Show runs through Dec. 23. 12613 1/2 
Venice Blvd., Mar Vista, cnicholsprojects.com.  
 

 
 



	  

 
 

 
(Still from 'Undead Sun', 2014) 

 
Jane and Louise Wilson  

IWM Contemporary: Jane and Louise Wilson: Undead Sun 
 

Time Out says 
Posted: Mon Sep 15 2014 
The Turner Prize-nominated siblings premiere their new film work commissioned to 
commemorate the First World War centenary. The Wilson twins have embraced the concept of 
surveillance in their film and photographic work, and ‘Undead Sun’ draws on the history of 
aerial warfare and surveillance developed during WWI. It considers the impact of enhanced 
vision as well as focusing on the invisible and concealed. The film will be screened in a specially 
crafted installation that will purposefully obstruct the viewer’s vision of the film. 
 
  



	  

 
 

 
(Still from 'Undead Sun', 2014) 

IWM Contemporary: Jane and Louise Wilson 
Imperial War Museum, London October 15, 2014 - January 11, 2015  The premiere of Undead Sun, a 
significant new video installation by Turner Prize-nominated artists Jane and Louise Wilson. The work was 
commissioned to mark the Centenary of the First World War and explores perspectives on visibility, technology 
and the reconstruction of narratives during that time.  During the First World War, the advent of aerial warfare 
and surveillance triggered rapid advance in optics and other technological innovation. Alongside these, new 
counter-measures in the arts of concealment and camouflage emerged.  Alluding to the threat of exposure from 
above, Undead Sun investigates ideas of vision, viewpoints and the visible. Consequently it also highlights the 
hidden and the concealed. The film itself is presented within a specially constructed architectural setting, in 
which the viewer’s own lines of sight are directed, and partially obstructed by screens of gauze. Imperial War 
Museum Lambeth Road London, SE1 6HZ 020 7416 5000  iwm.org.ukblurb. 
 
 
 
 
 
 
 



	  

 

 
 
Press Release: 15 September 2014 

Undead Sun 

Jane & Louise Wilson 

www.fvu.co.uk/projects/undead-sun #UndeadSun 

Film and Video Umbrella have commissioned acclaimed artists 
Jane & Louise Wilson to create a new work entitled Undead Sun, 
which will be shown at the Imperial War Museum from 15 
October 2014 – 11 January 2015. 
Jane and Louise Wilson’s Undead Sun is a large-scale video installation that looks back at the seismic 
impact of the First World War and considers how so many of the products of that conflict continue to 
shape our contemporary experience. At its heart is a now-familiar pattern of military action, new and 
hard-learned in the First World War – in which control of the airspace assumes as much strategic 
importance as the campaign on the ground. This desire for panoramic overview, to rise beyond the 
deadlock of the trenches, brings with it its own rapid advances (in camera optics and other 
technological innovations) but also its counter-measures, as armies seek to hide their movements and 
positions from this ever-present eye-in-the-sky. Alluding to the unceasing threat of exposure from 
above, Undead Sun highlights these earthbound, subterranean arts of concealment and camouflage, 
as well as the unremarked, invisible contribution made by women to this facet of the war. 

Inspired by archive photographs and artefacts, and by diary entries and personal testimonies, the 
piece reflects on the visceral, elemental forces that the war unleashed. Not only did it effect a change 
of view from the air, it provoked a change in view of the air – instilled by the terror of gas attacks, the 
thunder of heavy artillery or the disorientating turbulence and violence of speed. Sequences filmed 
against the looming backdrop of a giant wind tunnel evoke these larger-than-life forces at work, while 
a series of staged cameos, interspersed throughout the footage, offers glimpses of individual, human-
scale dramas. – as well as intimations of some of the demons haunting the society of the time. 

Premiered at the Imperial War Museum in London, Undead Sun is presented in a specially 
constructed architectural setting, in which the viewer’s lines of sight are directed, and partially 
obstructed, by veils of gauze. This is the first iteration of an unfolding project, commissioned in 
partnership by Film and Video Umbrella, Imperial War Museum, MIMA, Middlesbrough and 
Wolverhampton Art Gallery. 



	  

 
Notes to editors: 

Exhibition dates: 

Imperial War Museum, London: Wednesday 15 October 2014 – Sunday 11 January 2015 

Project Credit 

Commissioned by Film and Video Umbrella, for IWM (Imperial War Museums), in partnership with 
MIMA, Middlesbrough and Wolverhampton Art Gallery. Supported using public funding by Arts 
Council England. With special thanks to Artliner. 

Film and Video Umbrella commissions, curates, produces and presents film, video and other 
moving-image works by artists that are staged in collaboration with galleries and other cultural 
partners. Since the late 1980s, Film and Video Umbrella has been at the forefront of this vibrant and 
expanding area of practice, promoting innovation through its support of some of the most exciting 
figures on the contemporary scene. During this time, the organisation has commissioned and 
produced over 100 different artists’ projects, ranging from ambitious multi- screen installations to 
shorter film and video pieces, as well as numerous online commissions. T: 0207 407 7755 W: 
www.fvu.co.uk @FilmVidUmbrella / www.facebook.com/FilmandVideoUmbrella 

IWM Contemporary is a programme of exhibitions and events by leading artists and 
photographers whose work is a response to war and conflict. Upcoming exhibitions include a display 
by Hew Locke which will feature new beaded wall drawings and work reflecting on shipping and war 
at sea opening 19 February 2015. A major artist intervention also by Hew Locke takes place on board 
HMS Belfast during summer 2015. 

IWM London - IWM’s flagship branch - tells the stories of those whose lives have been shaped by 
war through the depth, breadth and impact of our Galleries, displays and events. Visit our brand new 
First World War Galleries featuring over 1,300 objects from IWM’s collections, explore what life was 
like at home during the Second World War in A Family in Wartime; delve into the world of espionage 
in Secret War; visit our award-winning Holocaust Exhibition; discover stories of bravery in The Lord 
Ashcroft Gallery: Extraordinary Heroes; see work by some of Britain’s most significant 20th Century 
artists in our art galleries or take in our latest major temporary exhibitions. Our family learning 
sessions and events encourage debate and challenge people’s perceptions of war. 

Open daily from 10am – 6pm (except 24 - 26 December) IWM London, Lambeth Road, London, SE1 
6HZ. T: 020 7416 5000 E: mail@iwm.org.uk iwm.org.uk / @I_W_M / 
www.facebook.com/iwm.london 

For further press information please contact Victoria Norton: vicky@fvu.co.uk or 020 
7407 7755 
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“It really is just about who is sympathetic to our organization,” 
said LAXART director Lauri Firstenberg about the mingling 
celebrities at Sunday's fundraiser. 
 
Nothing quite marks the summer in Los Angeles like the LA><ART Garden 
Party, now in its fifth year of bringing together artists, collectors, dealers, and 
celebrities for an afternoon of relaxing fun and fundraising. The Culver City 
non-profit is one of L.A.’s most intriguing art spaces, holding acclaimed 
exhibitions by artists like Brendan Fowler, Alex Israel and Glenn Kaino; 
working with the city on public art platforms — putting art on billboards around 
the city, for instance — and hosting family art workshops. 
 
Held this year in the secluded, sprawling garden behind the Beverly Hills home 
of collectors and LA><ART board members Nick and Shana Grouf — Shana 
runs online TV aggregator pluto.tv — the party was lively and packed, with 
several artworks up for raffle, supporting the non-profit. “The Garden Party is 
because summer is slow, and it really helps keep the organization healthy in the 
summer,” said LA><ART director Lauri Firstenberg. 
 
 “People love to come to an event and win an incredible work of art.” 
The annual event always brings together the art world and its supporters, this 

year being no exception. Honorary host Hannah Simone mingled with industry vets like Peter Friedlander, Challen 
Cates, Adam Kantor and L.A. art world stalwarts like Museum of Contemporary Art director Philippe Vergne, Made in 
L.A. Biennial curator Michael Ned Holte, David Kordansky Gallery director Kurt Mueller, gallerist Shirley Morales 
from ltd Los Angeles, and artists Ry Rocklen and Cole Sternberg. Actress and art collector Molly Shannon and her 
painter husband Fritz Chesnut laughed about sharing a nanny with the hosts. 
 
“It really is just about who is sympathetic to our organization,” said Firstenberg about the mingling celebrities. “The 
garden party has always been something that’s relaxed, open, and accessible. Collectors [who support us year-round] tend 
to be producers, directors, and writers, while talent tends to show up for the Garden Party.” 
 
LA><ART is gearing up for a big year, including the launch of their citywide program The Occasional, which Firstenberg 
referred to as the “unbiennial.” That will kick off with a show by artist Mark Boulos, whose past documentary-style work 

has garnered him critical acclaim, and whose project for LA><ART will focus on method acting. Also, 2015 is the 10-year 
anniversary of LA><ART, and there will be a series of programming and events centered around that. 

 



	  

 
 

 

Artillery Magazine Review 
Jane and Louise Wilson 
at c.nichols Project / Los Angeles 

by Jody Zellin 
September 2, 2014 · in Reviews, September 2014 
 
Can the aftermath of a nuclear disaster or any other kind be measured or quantified? Certainly not with a handmade yard-stick. 
British twins Jane and Louise Wilson ponder these questions in their compelling exhibition “Imperial Measure.”  
 
The installation of architectural interventions within the gallery parallel the Wilsons’ additions to appropriated archival and 
contemporary black and white photographs of Pripyat, a Ukrainian city built to house the workers at the Chernobyl nuclear power 
station. Pripyat, or Atomgrad as it was previously known, was evacuated after the explosion. While now open to occasional visitation, 
study and tourism, the city remains uninhabitable. The Wilsons traveled to Pripyat in 2010, where they made images of dilapidated 
and abandoned public buildings that included communal spaces like swimming pools and classrooms forever devoid of people.  
 

 

                         Jane and Louise Wilson, Imperial Measure #1 (Pripyat, Ukraine), 2014. Photo: Courtesy of Josh White. 
 
The Wilsons’ black-and-white images differ from those made by photographers like Robert Polidori and Gerd Ludwig who 
objectively documented the lush color of the ruins and the natural growth that has begun to emerge since the catastrophe three 
decades ago. The Wilsons are not interested in aestheticizing the environment around the nuclear disaster, however, but rather use it 
as a site to explore cultural, architectural and political ideologies. The relics of Chernobyl and Russian symbology are metaphors for 
loss—the loss of life as well as loss of communal values and place.  
 
Archival pre-evacuation photographs include propagandistic images of workers as well as children, who the Wilsons have often 
obscured with measuring devices. Each photograph is overlaid with a cutout of a foldable wooden yardstick with black-and-white 
markings. These collaged elements bisect the compositions as lines, stars or Constructivist sculptures. In Imperial Measure #1 (Pripyat, 
Ukraine) (2014), the outline of a five-pointed Soviet star covers a dilapidated swimming pool. This iconic symbol of power is diffused 



	  

when superimposed over an image of ruins. In Imperial Measure 16 (Atomgrad, Ukraine) (2014) the Wilsons begin with a pre-
evacuation image depicting children playing on a jungle gym shaped like a rocket ship in front of a 1970s soviet bloc apartment 
building. Through the addition of a collaged cutout resembling a Constructivist sculpture that hovers above the image like an alien 
spaceship, the Wilsons call attention to a trajectory from Russian Constructivism to Chernobyl to the fall of the USSR as examples of 
a chain reaction of failed utopias. 

 

                                  Jane and Louise Wilson, Blind Landing Lab (Lab 1), 2012. Photo: Courtesy of Josh White. 
 
Blind Landing Lab (Lab 1) (2012), a cast aluminum and enamel plated sculpture, cuts across the gallery space spanning a diagonal 
from a small chamber of sand beneath the floor to the ceiling and paralleling the measuring devices within the photographs. The point 
here is not to calculate the distance but to acknowledge the disruptive nature and futility of any attempt at measurement. That the 
Wilsons also include a photograph of the impaired San Onofre nuclear plant surrounded by yardsticks reaching into the sky speaks to 
the universality of their project. This image resonates for Californians who would be similarly affected by immeasurable radiation that 
would emanate from the plant, should it explode. 
 
c.nichols project is open Wednesday through Saturday from noon-6pm. Please check the gallery website for details and additional 
programming or call 310-915-1930 during gallery hours. 
 
Press Inquiries: please contact Christine Nichols or Justin Cavin at info@cnicholsproject.com. 



	  

 
 

 
 

 
 
August 7th, 2013 
 
The ladies of L.A.’s graffiti scene, a 1980s graphic icon, a defunct artist bar that gets new life, 
and two artists who examine the abandoned worker city tied to Chernobyl. There’s plenty to do 
while we pray to the heavens for rain. Here’s what’s going down in El Lay:  
 
Jane and Louise Wilson, “Imperial Measure,” at C. Nichols Project. Collages, sculptures and 
prints commemorate Pripyat, the Ukrainian city that was built to house the workers at the ill-
fated Chernobyl nuclear plant, while a new commission documents the inoperative nuclear 
plant in San Onofre. Through Saturday. 12613 1/2 Venice Blvd., Mar Vista, cnicholsprojets.com. 
 
  



	  

 
 

 
Flora Wiegmann and dancers, Periodic dance movements and notational text constituting a final performance—, 

at c. nichols project, April 30, 2014 
 

It’s been a long time since I last wrote on this blog about Flora Wiegmann’s work, about three years in fact. Her 
presence, however, has been a welcome constant on the LA scene, as she consistently finds intriguing ways to 
connect contemporary dance with the visual arts. Her enactment of conceptually framed, site-specific 
movement works in galleries, museums, artist-run spaces, and private homes is part of her ongoing quest “to 
recontextualize dance and grant it new possibilities for communication, and to question the limitations inherent 
in time-based performance.”  



	  

 
Wiegmann’s most recent project, unveiled at the newly founded c.nichols project in Mar Vista, seemed to 
present a logical apex of sorts for her line of inquiry. 
 
The intriguing Dyslexicon utilized written dance notation, which has typically been used to preserve historic 
dances for the purpose of study, within a standard commercial gallery’s framework for exhibiting art objects. 
Wiegmann first composed six different “scores” for individual movement works—these were prose texts that 
consisted of fairly generic instructions such as “spin left, bend over, fix gaze on something blue,” etc. She then 
made vinyl wall panels with these texts, giving each one a different color to differentiate them, and installed 
them in the gallery as though they were drawings or paintings. Nine different dancers (Rebecca Bruno, 
Margherita Elliot, Busy Gangnes, Jil Stein, Christine Suarez, Alexa Weir, Lisa Wahlander, Wiegmann, and 
Allison Wyper) were engaged to execute the works, using gallery hours as rehearsal/performance time. 
 

 
Wiegmann’s texts thus became living artworks, coming to life at the hands of a different dancer each day. 
Although presented like a static exhibition, the living variations that were possible in the resulting works were 
manifold; not only did each dancer have her own different style and pace, she could also interpret Wiegmann’s 
simple directions as she saw fit. Dyslexicon culminated on April 30 with a final performance and closing 
reception that brought together all nine dancers. Throughout the evening, groupings of one to four dancers 
would take turns simultaneously interpreting one of the scores (pink, green, etc.). Seeing the dancers together 
underscored the extent of the variation possible in these works; most of the time, they didn’t even look like they 
were performing the same dance, even though they all embarked on the same set of directions at the same time. 



	  

 
 
Dyslexicon calls up a number of fruitful historical references. The concept and presentation of the work could 
certainly be called minimalist, with its simplicity, uniformity, and focus on the medium’s raw materials. The 
purity and consistency that are the hallmarks of minimalist art, however, are completely confounded here. 
Likewise, thoughts of Yvonne Rainer’s Trio A, an iconic work that neutralized spectacle and made the practice 
of contemporary dance accessible to untrained practitioners, are inevitable. Whereas Trio A must be taught from 
person to person, however, Dyslexicon simply makes itself available, via text and video, to a dynamic spectrum of 
interpretation. 



	  

 
 
Dyslexicon does have one important thing in common with Trio A: both are ultimately intended to function as 
multiples, to be re-performed and re-inscribed by an indeterminate number of interpreters.  



	  

 
c.nichols has amassed a digital library of the performances that took place at the gallery; a short teaser featuring 
Maggie Elliot and Wiegmann can be seen here, and there are plans to upload more. Wiegmann also has plans 
to use the choreography in other forms. 
 

 
  



	  

 
 

 
 



	  

 
	  

By: Juri Koll. Artist, Director, Venice Institute of Contemporary Art	  
How Artists (and Gallerists) Survive, Part 6: They Go Surfing 
Published: December 23rd, 2013 
 
My friend Peter Frank called up last night and said: "Hey, you want go see this new show up on Venice Blvd.? It's near 
Centinela I think. The c.nichols project. "Being a Venice local, my first thought was: "Okay... Mar Vista -- block after 
block of stucco apartment buildings, Mexican, Brazilian, Thai and Indian restaurants, liquor stores, surf shops and strip 
malls, my friend's old studio on Wade Street -- and now a gallery has moved in. Cool." The show is called Peter 
Schroff/Tony Mackenzie: Schroff Surfboards. Just inside the front door is a shaping room, with an unfinished blank 
sitting on the stand to the right, waiting to become a surfboard. 

	   
Photo courtesy Kurt Steinmetz 

 
A film flickers low on the left side wall of the gallery. People lounge on the floor watching a tri-part video projection by 
Drew Heitzler, brought over from Blum & Poe, who represents him. 



	  

	   
"Spiral Jetty/Crystal Voyager/Region Centrale (Bootlegged, Re-ordered, Combined)," 2011. 

Photo courtesy Blum & Poe 
 
Drew is an artist and curator, and sometimes uses appropriated imagery related to his favorite hobby -- surfing -- which 
he tries to do "everyday, unless it's windy." The video work from 2011 is called "Spiral Jetty/Crystal Voyager/Region 
Centrale (Bootlegged, Re-ordered, Combined)," which places Michael Snow's, "La Region Centrale" (1971) alongside 
film of Robert Smithson's "Spiral Jetty," both (from left) next to George Greenough's "Crystal Voyager" (1973), a 
groundbreaking surf film from the 70s. Each of these elements of Drew's compilation are masterpieces in themselves. 

“I was really familiar with all the films. Most of the work I do is filmmaking. I just like that people from three very 
different fields came up with the same idea, all in the early 70's. Because I'm a surfer, it sort of pops up in my work, but I 
try to avoid being pigeon-holed into that. I do a lot of historical research. My work is more about discovering submerged 
histories, such as underground comics and other subcultures, and how that informs the larger culture.” -- Drew Heitzler 



	  

	   
Water Damage (Marvel Comics #1) 2012. Ink on Watercolor Paper (16 1/8 by 12 1/4 in.) 

Photo courtesy Marlborough Chelsea Gallery 
 
Standing in the shaping room, the floor covered in foam shavings, smelling surf blank foam, I watch the film through the 
plexiglass that separates the shaping room from the rest of the gallery. It feels like being in the water, surfing. People 
watching the film from the gallery floor can't take their eyes off of it. 

As I look back, it wasn't just the footage from the last part of "Crystal Voyager" (considered the best part) which gave 
worldwide audiences the first glimpse of what it is like to be inside the barrel of a wave. Or MIchael Snow's spiral infused 
film created with an elaborate mechanical device that allowed the camera to move in any direction. Nor the video of 
Robert Smithson's salt-encrusted masterpiece at the bottom of the Great Salt Lake. 



	  

In curating the show the way she did, Christine Nichols created a visceral environment with the show that provided an 
experiential context for Drew Heitzler's expertly appropriated film. It felt fun, natural, engaging, real. Peter Schroff has 
been shaping surfboards in the gallery during the show -- a performance piece as an extension of his work from the 80s 
and 90s, and his experience from a stint at Cal Arts. 

	   
Photo courtesy Kurt Steinmetz 

After works on paper on Wilshire, and then working in a gallery on La Cienega, going to art festivals all over the world, 
the art market had become huge, commercial. I decided, I'm just gonna go surf. -- Christine Nichols 

After surfing all over the globe, she came back home refreshed, having re-learned how to let go and let things happen. She 
says her connection to surfing has always been important to her. For this show, she decided to try to help "put the fun 
back into surfing" in her own way. 

She had her eye a few spaces along Venice Blvd., looking for something that would allow her to show what she wanted, 
how she wanted, without the burden of covering a huge nut every month, as she was accustomed to doing up on Wilshire. 
Last summer, she found a perfectly sized space, she moved in, renovated and has put up three shows since August. 

She contacted Peter Schroff, an old friend, and began to put the show together. She had seen Drew Heitzler's video at the 
Surfing Art Science and Issues Conference at Scripps in San Diego, put on by the Groundswell Society, and after 
deciding to do a show focusing on Peter Schroff and Todd Mackenzie's work, she asked Drew to screen it on the last of 
her Thursday night film screenings. Christine also offered up a West Coast screening of "Daughter" (2013), directed by 
Tin Ojeda, and "Surf Nazis Must Die" (1987) directed by Peter George, in addition to a series of shorts by Alexis Chavez 
introducing the new Team Schroff riders. 
 
 
 
 



	  

One day during prep, Peter brought over "The Pink Whale." 

"The Pink Whale," commissioned by the surf wear company Gotcha in 1987, has been to Tokyo and back, by way of the 
Laguna Art Museum and the Yerba Buena Center for the Arts in San Francisco. A surfboard on it's side forms the body. 
An old school TV grins at you, while a barbershop-esque ad spins in a glass enclosure. Fins from a old car become wings. 
Fortunately enough, the sculpture has a tap built right in. You grab a cup from a holder below the yellow sun-like globe, 
pull the spigot to it's right, and voila -- you have a beer. Perfect for openings. It's at once an underwater mammal and a 
boat, a motorcycle you want to jump onto and go. 

	   
"The Pink Whale," 1987. Photo courtesy Kurt Steinmetz 

 
I thought, whoa, this is really something. Peter wanted to put it in the gallery. We tried, but it just wouldn't fit! We put it 
in the back yard in my parking space. I was wondering if all the elements would work, but sure enough, they all did. I 
constructed a sort of outside living room around it. I think I'm gonna miss her when she's gone. -- Christine Nichols 

Surfing is like art in that there are no rules, no regulations. There is no right way to do it, and no wrong way. It's a free 
game, an open game. And it's better than sex. -- Peter Schroff. 

I love not having to fill up wall space. I can deal directly with my customers. It's always been my fantasy to have a surf 
shop... Peter's surfboards are way outside of the usual boarding color sense -- very much his own thing... It has been a lot 
of fun. I love the intimacy of my 686 square feet... -- Christine Nichols 

When Peter Frank dropped me off, he said, "I thought you might like that." I sure did. If you can make it over there 
before Christmas Eve, you will too. 

Peter Schroff/Tony Mackenzie: Schroff Surfboards, Black Friday tip' White Xmas is on view until December 24, with a possible 
closing party in January. Contact Christine Nichols for more information at 310-915-1930 

Follow Juri Koll on Twitter: www.twitter.com/artworldjk 



	  

	  
 
Three California dwellers with strong Texas ties return (but not for long)  
by PATRICIA MORA 

portraits by NAN COULTER 

DAVID QUADRINI resembles an Indian sadhu and has a mind that darts between topics with the speed of a Formula 
One car. He walks into Ascension, the hip coffee bar in the Dallas Design District, and it becomes infinitely more hip the 
moment he passes through the door. I’m not sure how it begins, but his initial remarks involve his experience preparing 
macrobiotic food for the legendary composer and artist John Cage. It went wackier from there. 

 
David Quadrini at 9 Dudley Avenue in Venice, California. (With him, a bumper sticker by Nick Stewart.) 

 
I had been warned — but nothing prepared me for the force that is David Quadrini. A Dallas native and an artist who 
describes his own work as “looking like a bruise,” Quadrini created the wildly successful Angstrom Gallery, which 
attracted glitterati from both coasts to an improbable location on Parry Avenue. In 2004, he moved on to establish himself 
in Venice, California, where he lives now and where he recently put up a show, for which he asked important artists, 
including Jeff Elrod and Mark Flood, to create actual bumper stickers. Says Quadrini: “It’s so perfect. Now everyone will 
know exactly what kind of person is driving the car in front of them. They’ll know everything because of the artist’s sticker 
they chose!” He announces this and then smiles as broadly as a child surrounded by puppies and bounce houses. And, yes, 
he’ll be in town during the time of the Dallas Art Fair, but there is nothing on his schedule. Yet.	  	  
	  
	  
	  
	  
	  



	  

 

 
Robyn O’Neil at her studio in Thousand Oaks 
  

ROBYN O’NEIL is among the Texas expatriate artists Quadrini brought into the light of public adulation. She is known 
for her large-scale graphite drawings and will be in Dallas for the Nasher Sculpture Center’s Great Create, an interactive 
family fundraising event on April 27 that benefits the Nasher’s education programs. O’Neil’s work was included in the 
2004 Whitney Biennial, and she has had shows in a variety of cities: Amsterdam, Berlin, London, Paris, Shanghai and 
New York, to name a few. However, she makes it clear precisely where her roots lie. “I started my career in Dallas while I 
was still in college. David Quadrini gave me my first one-person show in 2000.” Indeed, he spotted her long before she 
shot off into the glammed-up international art sphere. 
 

 
 
 
 
 
 
 
 
 



	  

 

 

 

Gallerist Christine Nichols at her C. Nichols Project in Mar Vista, California 
 
CHRISTINE NICHOLS, owner of C. Nichols Project art gallery in Mar Vista, is another associate of Quadrini. She is 
bringing work to this month’s Dallas Art Fair that includes pieces by Thaddeus Strode, an artist she describes as being 
“fascinated by Moby Dick — but he depicts things from the point of view of the whale. It’s a bit sinister.” Nichols grew 
up on Padre Island where, according to Quadrini, “Her mother flies a plane and takes off to places like Marfa! We just 
pile in and go!” (It should be noted that said plane is a Cessna Citation jet, the swankiness of which obviously makes far 
less of an impression on Quadrini than the chumminess of flying off with friends to a locale deemed somewhat remote.) 
Nichols now lives in a modernist beach house by acclaimed architect Maya Lin. Nichols is, in Quadrini’s opinion, a 
spectacular gallerist. “Christine occupies the highest ethereal plane of the art world,” he says. This is lofty praise from an 
art sage known for separating the splendid from the dross. 

Thus, three Texas natives who migrated to Los Angeles are still maintaining their ties to one another and to their home 
state. They coalesce and regroup and, generally, maintain an exotic camaraderie. Quadrini indicates that there are fabulous 
things on the horizon. He merely arches an eyebrow and offers a succinct cliffhanger: “It’s going to be amazing.” 
 
 
 
 
 
 
 
 
 
 
 
 



	  

 
	  

 
 
 

 



	  

 
 



	  

 
 



	  

 
 



	  

 
 



	  

 
 
 
 
  



	  

 
 

Review: 'Painting in Place' flings open conceptual abstraction 
doors 
 
LAND's scruffy and ambitious show at the old Farmers & 
Merchants Bank downtown reveals the wide world of 
conceptual abstraction. 
 
By Christopher Knight, Los Angeles Times Art Critic 
June 13, 2013 
 
Before the 1980s, abstract painting typically embraced pure 
form — gesture or geometry as something self-contained, 
insulated from outside contamination. 
Over the past generation, however, another practice has 
bumped that insular, aloof idea aside. Conceptual abstraction 
flings open the door to the world and everything in it. 

 
"Painting in Place," a scruffy yet ambitious exhibition organized by LAND (Los Angeles Nomadic Division), is the latest to survey 
the widespread and invigorating territory. Thirty artists show 47 works in the old Farmers & Merchants Bank downtown. The range 
of styles, materials and subjects couldn't be more various. 
 
What holds most of it together is the location. Given the gross prominence of the marketplace in every nook and cranny of our Gilded 
Age today, looking at art inside the broken-down quarters of a ruined bank has inescapable resonance. 
Farmers & Merchants Bank was L.A.'s first incorporated bank, dating to 1871; its historic flagship building at 401 Main St. opened 
in 1905. The distinguished architectural firm headed by Octavius Morgan and John A. Walls conceived a formal Classical Revival 
design, once standard for any stately temple of finance. Massive Corinthian columns, sturdy pilasters and an imposing pediment over 
bronze front doors fairly shouted authoritative values of conservative tradition on which banking then relied. 
 
Boy, are those days over. The site was shuttered as a financial facility a quarter-century ago — just around the time that banking 
metamorphosed into something more closely resembling a corporate casino operation than a trustworthy fortress. 
Reagan-era deregulation, the Tax Reform Act of 1986, unsound real estate lending and other origins of the savings and loan 
catastrophe opened fissures in a tight system that was put in place in the wake of the Great Depression. In the exhibition, Sarah Cain's 
gorgeous mural "Runaway" brings it all back, tethered to the similar, even larger banking debacle of more recent vintage. 
 
"Runaway" is painted on a 15-foot-tall window in the center of a side wall in the main banking hall. The glass and the window's sill, 
casing and sashes are covered in white acrylic, its crackled surface letting shards and splinters of bright afternoon sunlight flicker 
through. The surface softly glows, becoming as atmospheric as a billowy cloud. 
Flanked by gilded pilasters and elegant chandeliers and crowned by a semicircular top, the painted window has the imposing presence 
of a Mannerist altarpiece in a grand European church. Mannerism is the art that put instability and stress into play with the idealized 
sophistication of Renaissance art. Cain's work does too, with 20th century Modernism assuming the old Renaissance role. 
Cain splashed and sprayed multiple colors across the pristine but cracked white surface in an exuberant, worldly display of abstract 
graffiti. The mural's swoops, squiggles, checkerboards and dribbles merge bits of Kandinsky, Klee and Pollock with vivid street 
tagging and the worn cast-offs employed by artist Jessica Stockholder. Two double-X lengths of string, one hot pink and the other 
lemon yellow, add dimension, landing somewhere between conventional signs for kisses and delicate cancellation marks. 
 



	  

Ephemeral, since the mural won't outlast the exhibition, "Runaway" zigs and zags between being fugitive and being out of control. By 
itself the painting is enough reason to see the show. But there are many others. Like all sizable group shows, individual works vary in 
interest. Yet "Painting in Place" conceives of painting loosely — mainly as anything that has some paint on it, plus a few things that 
don't — offering lots of pleasures. 
 
The surface support might be canvas, as in Barnaby Furnas' big "Untitled (Rummy's Flood, May 19)," a great whoosh of crimson dye 
bleeding over a grim black field, or Julian Hoeber's double-sided paintings suspended from the ceiling. An elusive logic seems to have 
dictated the Hoeber paintings' design, which is almost as sculpturally constructed as David Hendren's visually clattering wall 
assemblage of protruding wood, glass, painted jute and fluorescent tubes, providing its own bright internal light. 
 
Linen is stretched over small, thick, 11-by-4 inch frames to become 122 bricks that Monique van Genderen neatly stacked in two 
piles placed on low platforms. Decorated with gold leaf, the little paintings become Fort Knox bullion — both actual and 
metaphorical. 
 
The support might be vinyl, as in a wiggly linear rainbow of multiple colors by Olga Koumoundouros that slides down a wall, across 
the floor, up a second wall, across a window and up to the mezzanine, where it peters out at the ceiling. (Articles of clothing are stuck 
in the paint along the way, like fossils in an oozing tar pit.) The bank's floor is the support for Gary Simmons' big rectangle of 
chalkboard paint, which picks up footprints in the residue of erased chalk, like memories of lost lives. 
Free-standing walls constructed from wood or metal are incorporated into diverse paintings by Matt Greene, Mark Hagen, Sam 
Moyer and Kon Trubkovich, variously underscoring that context always frames the meaning of any work of art. Something similar 
happens with Jim Lee's 14 varied paintings on canvas, wood and metal — large and small, flat or three-dimensional — which lean 
against a plastic laminate counter; it's as if the old bank were an art gallery's back room or a corner of the artist's studio. 
 
Jacob Kassay hung a wide, irregularly shaped, upside-down "U" of stretched linen over double doors that open onto a hallway leading 
to the rear gallery; the materials of a painting frame life's mundane passage. Flanking Kassay's installation, shiny black aluminum 
panels by Vincent Szarek are fitted into two doorways, their mirrored surfaces allowing only the illusion of transition. 
 
Art historian and curator Pepe Karmel, writing recently in Art News magazine, persuasively argued that the marvelous proliferation of 
Conceptual abstract painting in recent decades can be understood primarily by its thematic content, rather than by any formal 
evolution. He identified six basic artistic themes, all plural. 
They include cosmologies, landscapes, anatomies, fabrics, architectures and signs — all of which can be discerned in "Painting in 
Place." Not everything in the show makes specific reference to the bank building's decrepit site or its grand history. But none of the 
works are remotely utopian — or, for that matter, dystopian. 
 
Those two poles, perfection and squalor, once dominated abstract painting. Like Cain's resplendent window painting "Runaway," 
which simultaneously invokes conflicting states of rampant excess and lost bohemianism, a runaway society and a yearning to run away 
from it, neither now holds sway. Conceptual abstraction is instead a vehicle for how we think about where we are. 
And, as Karmel observed, about where we might want to go. christopher.knight@latimes.com  
"Painting in Place," Farmers & Merchants Bank, 401 Main St., (646) 620-8289, through July 31. Closed Sun. to Tue. 
http://www.nomadicdivision.org 
 

 
 
 

 
 


