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Lisa Marshall

An Evidence Horizon

On entering the near-dark room, I could 

discern a few slab benches arranged in rows in the 

dim light of the video display. From here, auster-

ity rapidly became plenitude. My attention was 

drawn to the trial scene that was displayed across 

several screens, each actor framed within a cor-

responding video display, each display positioned 

according to that actor’s courtroom role. The 

visual was dominant until I put on a pair of head-

phones similar to those worn by the onscreen ac-

tors. As I started listening, a former soldier was de-

scribing his role in a civilian massacre. I found this 

performance both disturbing and moving, a feeling 

based on actual international court transcripts. My 

had acted under extreme duress. Meanwhile, the 

imagery onscreen wandered from the main drama, 

ranging in focus from banal object to abstracted 

form, and from background stage set to dramatic 

foreground. The video crew and the camera ap-

paratus were made visible at times in such a way 

as to disturb any illusion of documentary footage 

or conventional courtroom drama. Once pulled 

more formal details of the piece, such as the struc-

ture of the installation space. The spatial hierarchy 

the installation itself.

, as installed at the 

seven-channel video installation set up in a pared-

monitors were arranged on the far wall, where 

the judge would preside and the witnesses would 

take the stand. Six monitors were suspended from 

the ceiling at the same height in a row across this 

-

times showing a front view of the witness. The 

installation simulated the spatial structure of the 

courtroom, where each participant’s role has a 

bench, the bar, and the stand. In this case, each 

but each actor at times had the focus of a dedicat-

in performance and video art, World Rehearsal 
 uses technology not only to record a given 

performance, but also to reveal the peculiarities 

of the medium of video itself. A custom camera 

apparatus was devised to hold multiple cameras 

arranged around a circle facing outward to focus 

a scene while providing multiple camera views. 

-

ogy functioned in this case, and how it distorted 

or enhanced the reading or interpretation of the 

situation. 

In the installation, we can watch all the actors 

at once from a physical position similar to that of 

a courtroom audience—a spatial setting that also 

makes visible the latent presenter/viewer hier-

archy in gallery presentation, particularly with 

video installation, where the presenter controls 

the work’s duration. The installation also con-

veys an excess of simultaneity that does not exist 

for audiences viewing the conventionally edited 

material of television but that does exist for audi-

ences of live theatre or live courtroom trials. In 

other words, the video installation simulates a 

can see the reaction of one actor to another actor’s 

testimony while also glimpsing the equipment 

media, with  the viewer 

must choose where to focus attention at any given 

moment. Occasionally the camera apparatus pans 

over and beyond the scene, providing a view that 

spans across several monitors and revealing the set 

from black robes to a music stand come into view, 

providing a peculiar visual backdrop for the con-

tinuing audio of the performance of the trial script. 

Over time it becomes clear that the set location 

itself has been disguised with decoys of objects 

typically found in a high school gym. The props 

shift between nested theatrical sets—black robes 

could just as easily be choir uniforms as costumes 
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apparent that the dialogue contains scripted 

adjustments to the transcripts. A role sometimes 

switches actors, or a boom slides into view, 

disrupting the viewer’s immersion, once again sus-

pending the suspension of disbelief and calling at-

tention to how the interpretation of a role changes 

with a change in actor—for example, how feelings 

about the power of the judge may shift when the 

role is performed by a black woman instead of a 

white man. The trial scenes themselves play out as 

so many frustrated attempts at protocol in the face 

of a discrediting barrage of revelations. The stark 

white-on-black titles between scenes telling us 

the page and case numbers serve to highlight the 

perversity of a juridical apparatus bogged down 

with overwhelming volumes of bureaucratic detail 

and case material. This is the framework for the 

retelling and judging of moments of extreme crisis. 

A visitor to  experiences 

a regime of multiple focal points, technological 

-

there is some coherence and a sort of truth to what 

unfolds. Apart from the courtroom narrative or 

the revelation of the multilayered set as backdrop, 

a massive formal experiment unfolds, testing the 

limits of the conventional relationships among 

camera, actor, set, script, display, presentation, 

and audience. Where conventional video presents 

a single perspective camera view, World Rehearsal 

-

sive,  provides multiple play-

ful disruptions. The video presents layers of stories 

within stories with varying degrees of authenticity 

and play. A dizzying array of potential meanings 

-

ously in contrast to the serious tone of the trial; 

the resulting experience calls to mind what Fredric 

1 

of the postmodern. In , the 

-

trick. Ultimately, the multi-perspective view is 

still a far cry from being present as an eyewitness 

to the live proceedings where one could witness 

the slip-ups, see the sidelines, experience unedited 

time, and so on.

The question remains whether Radul’s bleak 

picture of a technologically mediated and imper-

fect judicial system—a system with the power to 

room for any idea of justice. Does it leave an open-

ing for possibility when faced with the impossible? 

through its provi-

sional quality, its “rehearsal” feel, and its “behind 

the scenes” glimpses of its own construction—pro-

vides a thorough critique of seamless technological 

mediation, while suggesting an opening for discov-

ery in the gaps between representation and reality. 

Radul’s source material itself was largely drawn 

from an ad hoc provisional court established by 

in time when the new International Criminal 

Court (ICC) based on the Rome Statute that was 

to events that had occurred prior to its incep-

tion; the script was developed from transcripts of 

the International Tribunal Courts for the Special 

Court for Sierra Leone and the International 

Criminal Tribunal for the former Yugoslavia. 

Using this source material as well as drawing on 

Radul poignantly—and with humour—highlights 

the malfunctions of the contemporary court. The 

resulting work marks the contingency of experi-

technological mediation exacerbates the uneven 

distribution of power within modern institutions 

digital video or audio protected and how is such 

media handled as evidence? What does the intro-

duction of new media mean for modern institu-

tions that rely on evidence and that require faith 

in the possibility of truth discovery?

video, I made my way into an adjacent gallery 

-

trolled video cameras were trained on the space, 

capturing views of the installation and generally 

providing a feel of constant surveillance. The 

mechanical noise of a rail system that allowed one 

of the cameras to traverse the entire length of a 

wall drew my attention to the bank of video moni-

tors that showed live views of the gallery and its 

visitors. A live camera position playback system 

connected to twelve monitors brought live images 

into an installation that was rich with clues for the 

visitor, suggesting that much more than a court-

courtroom set, research materials, photographs, 

and assorted production souvenirs all served as 

“evidence” that could be viewed multiple times 

-

elaborate weaving of representation and real-

be found sitting on a shelf around the corner. In 

one example, a crow featured in a photographic 

print proved to be much more convincing than its 

creature standing on a shelf on the other side of 

the dividing wall. As in some of the socio-psycho-

logical installations of Dan Graham, visitors would 

catch glimpses of themselves in the monitors along 

with others wandering through the deliberate spa-

tial organization of the gallery, providing a peculiar 

way to observe oneself and other visitors sharing 

the space. A glass divider was used to divide the 

gallery hallway into two smaller video viewing 

rooms, each of which displayed a live feed from 

view disrupted the illusion. For example, distinctly 

the other side of the glass negated the impression 

architecture and the material world itself could 

than video.

With some more exploration of the gallery 

space, I found that the back wall of the video 

viewing room was actually a false wall that cre-

ated a small corridor between the gallery and the 

gallery exterior wall—here the wiring and elec-

tronics for the video installation were left exposed. 

At the end of this small hallway, a single utility 

spotlight was aimed at a framed photograph hung 

on the wall featuring one of the World Rehearsal 
 actors. This image’s peculiarities signalled 

another ruse—the actor is found “in repose,” 

actor’s pants have a strange sheen, suggesting that 

they are soaking wet or made of vinyl. A playful 

array of references and illusions provides a series 

of amusing “aha” moments and ambiguities, but 

there is also a serious side. Technology, represen-

tation, institutional framing, architectural space, 

and material properties could be seen to conspire 

to disrupt any possibility of truth discovery as 

a potential outcome, conjuring a postmodern 

subject prone to a sort of paralysis in the face of 

the impossibility of access to valid information. 

Doubts multiplied and trust in perception fal-

tered—the old adage “seeing is believing” clearly 

does not apply here. The surveillance aspect of 

the installation doubles the visitor, so one can see 

oneself discovering and correcting—or maybe 

just plain struggling and giving up; I saw several 

visitors fail to connect with the overwhelming 

evidence presented in the exhibition. But given 

enough time and attention, through a series of 

recognitions, misrecognitions, discoveries, and 

reformulations, the feeling of being overwhelmed 

by endless evidence eased into an absorbing en-

gagement in solving puzzles involving the visual, 

the spatial, and the historical. On a larger scale, I 

found myself confronted with the problem of my 

own position, performance, and proximity to the 

temporality of that truth: “What actor am I?” and 

“What histories do I play out?” 

my debt to traditions involving ekphrasis, herme-

neutics, and critical theory of various kinds. But 

the toolkit required seems to be much larger 

today than ever before, as the references of much 

contemporary art are amazingly wide and varied. 

times. This is a whole discussion in itself, but I 

raise the point because  

plays on the challenges of gathering, presenting, 
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and weighing evidence. I found that the main 

video component of  could 

well stand on its own, apart from the elaborate 

installation in the adjacent rooms, as a rich and 

complex work in its own right. But the extensions 

of the exhibition into the areas surrounding the 

main video component of the work serve to take 

the act of deconstruction to often absurd and hu-

morous extremes, with props from the making of 

the video presented as evidence and the project’s 

the system of closed-circuit cameras and displays 

present ever-changing installation scenes on a 

dozen monitors. It became apparent that I would 

be able to adequately describe only a very small 

portion of the exhibition here. Radul has said that 

she wanted to make a document with the idea 

that “it could critique itself,”2 and World Rehearsal 
 comes a long way toward that idea and even 

enforces it. What would it mean for the project to 

critique itself?

-

ties and conventions of various modes of critical-

ity. One limitation of critique is that evidence is 

inevitably incomplete and open to interpretation. 

But in court, a judgment must occur nonetheless. 

impossibility of justice in the present that makes 

the concept possible.3 Urgency requires immediate 

judgment, but once the judgment has been made, 

there is no longer justice in it—the past judgment 

is always based on incomplete information, the 

judge failed to allow for the unique circumstances 

of the case, key evidence was missing, the context 

wasn’t fully taken into account, and so on. Derrida 

suggests there also must be undecidability for a 

-

er, once made, a judgment is always fraught with 

violence and injustice because of aporias between 

the rule of law and the ideal of justice. Derrida 

notes that to uphold justice, the judge must be 

more than a calculating machine—the rules must 

be applied, and therefore reinstituted, but laws 

must also be placed under suspension as the par-

ticulars of each case requires. Derrida argues that 

it is the concept of épochè, or the suspension of the 

law, that makes both deconstruction and justice 

possible. The law is applied but also set aside as 

the case comes under consideration. As Derrida 

describes it, the law must be made new, adapted, 

adjusted, and reinstituted each time. The artistic 

process—as a series of judgments, decisions, or 

turning points, of which the artist is more or less 

aware—can also involve moments of épochè. But to 

identify moments where the rules are suspended it 

While the court and the judgment of evi-

dence are the main thematic threads through the 

exhibition, there are several layers at work, from 

a self-critical examination of theatricality and the 

medium of video to a broader institutional critique 

that extends beyond the art gallery to the modern 

institution of law. The results raise pointed ques-

tions about representation in all its meanings, from 

the symbolic to the political and from the aesthetic 

to the juridical. While the main video work in 

the exhibition ostensibly highlights challenges to 

courtroom traditions posed by the introduction of 

new technologies and architectural devices, the 

exhibition also makes a familiar allusion to the role 

and art systems. In another proximation of legal 

system/art system, Radul’s recent collaboration 

, features a 

-

ver Art Gallery—the gallery itself is housed in a 

former law court building. Courtroom props used 

in the video could also be found in the gallery 

installation. The  video resembles the 

-

cally in that the script includes quotes from real 

trial transcripts, along with found texts and texts 

and law—are most clearly brought into confronta-

tion with each other in the  

installation where Radul has displayed a reproduc-

Graphic, 

an illustrated weekly newspaper. The broadsheet 

features a satirical illustration about the Belt v. 
Lawes case where a sculptor was charged with 

being an impostor who relied upon his assis-

tants to make all his artwork. The two-year trial 

included a test where the purported artist was to 

as evidence of his abilities. In a key scene in the 

illustration, the portrait busts in the evidence room 

come to life in a nightmare—the title of the il-

lustration is “The Usher’s Dream.” What evidence 

would be brought forward today if an artist were 

to be charged with being a fraud? A humourous 

response is provided in a couple of representations 

of Khan Lee, one of Radul’s assistants for World 
 and an artist in his own right, who 

is featured in the installation-cum-evidence-room. 

This is one of the ways the exhibition wryly raises 

questions about the shifting norms in the evalu-

ation and the credibility of art alongside the re-

international trials. At the same time, the taint 

of European colonialism that disturbs modern 

institutions such as art and law is brought to the 

fore with another story from the same newspaper. 

“British Residences in Zululand” is the lead story 

on the reverse side of the broadsheet where “The 

Usher’s Dream” is featured—Radul placed the re-

production of the Graphic vertically in a transpar-

ent case so that both sides were on display.

Something interesting results when art gallery 

and courtroom are forced into confrontation. 

A comparison is invited between two modern 

institutions, and we see that each territory has its 

own peculiar system of judgment, along with the 

shared contradiction of having been underwritten 

and undermined by imperial violence. Whereas 

modern art underwent the destructive force of 

avant-garde transgression in which each judg-

ment negated the past, modern law developed 

through the preservation of the law and through 

a process of reinstitution and adjustment with 

each judgment. Both disciplines involve tradition, 

ceremony, props, and sets. Both areas continue 

boundaries may be contested and may be articu-

lated as national or as disciplinary. The art world 

is hardly singular and bound; it has gone towards 

being global and seemingly lawless in its expanded 

jurisdictions, such as public institutions, semi-

independent activities, and academia. Law has 

also taken a global turn, as attempts have been 

made since the end of the Cold War to revive the 

concept of universal jurisdiction. In an attempt to 

provide universal justice—an ideal always fraught 

with ideological violence—the rule of law extends 

its reach to include an expanded citizenry, promis-

ing justice to more subjects, regardless of national-

ity, race, or gender. But the ideal of international 

justice has been marred by politics and by the 

the challenge of attaining the proper separation 

of powers is accompanied by the related problem 

of avoiding double standards when attempting to 

provide for international justice in a world where 

powerful nations, in protecting their own inter-

ests, refuse to answer to an international judiciary 

system.4 Both disciplines are controlled by laws, 

explicit ones for the legal system and largely 

unspoken ones for the art world. Both systems 

On the one hand, justice is perverted by imperfect 

conditions; on the other hand, the law has all but 

disappeared, mostly replaced by the workings of 

an art system often argued to be mostly industri-

alized and largely expanded in concert with the 

workings of market forces. This context makes 

up a substantial part of the backdrop for World 

The state of the contemporary subject who 

would be the audience for  

brings us to another contextual condition: the 

idea—although this subject still exists as a sort of 

phantom. To perform the role of art critic I must 

we acknowledge Radul’s authority as the artist 

who created . Radul raises 

an interesting inclusion in the installation. In a 

central position in a cluttered part of the instal-

lation, presented on a tabletop, there it sat: a box 

with an open top plane, circular openings on one 

face, and a mirror dividing the inner space in 

half. The Ramachandran mirror box is a device 

-

tom limb syndrome. In some cases, an amputee 

experiences a sensation of paralysis in the missing 

limb and feels persistent pain associated with the 

perception that the limb cannot be moved. The 

open top plane allows the patient a view inside the 

box while the two circular openings in the front 
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side allows the patient’s arms to enter the box. 

arm, creating the illusion that there are two com-

plete arms in motion. The mirror box provides the 

illusion that the phantom arm is physically pres-

ent and that this arm moves in accordance with 

the patient’s will to move it. The illusion can be 

convincing enough to ease the phantom limb pain 

caused by “learned paralysis” through a resolution 

-

ing motion, thus easing the contradiction between 

desire and action. In this way Dr. Ramachandran 

helped his patients to unlearn what he called 

“learned paralysis”—a paralysis that existed in the 

mind only, just like the phantom limb itself.5 If a 

phantom limb could be paralyzed, it could just as 

easily be mobilized, simply by rigging a convincing 

in the mind’s eye, the symptoms of the phantom 

limb would usually subside. While the patient in 

some ways believes what is seen in the mirror box, 

it is also understood that what is experienced as 

real is not true in the real world outside the mir-

ror box. But the temporary truth of the illusion 

“learned paralysis.” Situated in the art gallery, a 

Ramachandran mirror box could suggest a model 

of the gallery itself. Is the gallery recast in World 
 as a therapeutic device to treat the 

-

ern “hyperspace”6

could be described as inducing a sort of “learned 

paralysis” or helpless euphoria, we must consider 

early responses to the conditions of postmoder-

nity. The main features of postmodern art have 

been described as having been derived in nega-

tion of Michael Fried’s proscriptions in Art and 
Objecthood 7 In comparing the 

modern art object Fried preferred, he listed what 

“theatricality.” For Fried, theatricality indicated 

a certain relationship of viewer to viewed, subject 

-

cal, the subject is no longer distinct from the art 

object. Fried described theatrical art as somehow 

assaulting the viewer’s integrity and wholeness. 

viewing angle, and for creating a spatially chang-

ing relationship to the viewer over time. Fried 

went so far as to describe the Minimal art object 

as becoming like another body in proximity to the 

viewer, an aggressive object that looks back at the 

does theatricality—in Fried’s pejorative sense of a 

quality that forces audience implication while re-

fusing autonomy—function under highly mediat-

ed contemporary conditions? Radul has discussed 

Fried’s sense of the term theatricality as being piv-

otal in the shifting relationship between modern 

art and the postmodern, and she has explained her 

interest in dealing with this notion of theatrical-

ity in a deeper way than have earlier postmodern 

works.8 An interesting aspect of World Rehearsal 
is that it takes a certain idea of theatricality 

Radul’s intent has been expressed in part 

as a project to put theatricality through a self-

critical investigation. As the dominant term that 

emerged out of the critical struggles of the late 

most art since. In Fried’s formulation, the sort of 

situation he saw in Minimal art would be opposed 

to the “instantaneousness” of the experience of 

the type of modern art that he championed—a 

distinct from the autonomous viewer. In critiques 

of modernism, the autonomous viewer of Fried’s 

ideal was charged to be biased and exclusive—an 

ideological subject restricted to conditions of be-

ing white, male, and of the dominant class. But 

with , the subject is not 

exactly the one that followed that moment, later 

described by Rosalind Krauss as a subject beset 

by the imposing industrialized spatial organiza-

tion of Minimal art—one where the surrounding 

building becomes the object9—nor is the subject 

-

describe the subject of ? 

In this case, is there something that allows the 

subject some distance and a sense of coherency in 

here is rewarded with possible models that emerge 

in a shifting set of coordinates: the subject in this 

scenario can map paths through a constellation of 

points. One vector through the installation recalls 

recent struggles for relevance in the art world, for 

example.

In considering the harrowing content of the 

testimony included in , 

inevitably the nagging question arises of what 

decision could have the same degree of urgency 

in contemporary art. Consider the imaginary 

case of A Crime Against Art vs. A Crime Against 

a legitimate question about who has what at stake 

now and what shape a crime against art might 

take. Some wonder if it is an act of bad faith to 

make art under neoliberal conditions, and this 

concern has prompted an artist and a curator to 

recently collaborate to produce a mock trial. A 

Tirdad Zolghadr had themselves tried by selected 

peers “on the fringe of a leading international 

art fair.” They described it as “an opportunity to 

investigate and clarify whether their activities are 

critical potential and the possibility of art.”10 As to 

be expected, the drama quickly becomes farce for 

three reasons: it is recognized that all participants 

are members of the bourgeois class with which the 

defendants are accused of colluding; the defen-

dants assembled the court and brought themselves 

never becomes clear. It is noted that the absence 

of laws makes it impossible to detect a crime in the 

-

tion, the best line of defence proves to be irrel-

evance. Taking the role of the defence counsel, 

case against the defendants: “Their agency is so 

limited that they can cause no harm,” and “The 

only evidence put forward today is that these 

two are irrelevant, therefore they are not guilty; 

they can do neither harm nor good.”

most informative piece of testimony comes with 

“Nobody was answering my e-mails.”

lack of response to his request for participation 

project made him reconsider the format of the 

panel and led to the mock trial. Why would there 

have been more response to the mock trial format? 

The mock trial and the theatrical judgment have 

come up as forms before, at earlier points in his-

tory where the question of what to do in art to be 

relevant weighed heavily. The trial documented 

in  was said to be “inspired by 

.”11

Why is there a resurgence of interest in judg-

ment and trials? From the publication of Round 
12 in 

the journal October to the publication of Judgment 
by Fillip Editions 

and Artspeak, as well as the mock trial organized 

and curators are engaged with the topic, an inter-

est that seems fuelled by a great anxiety about 

what to do with art, and ultimately about the 

threat of irrelevance, perhaps one not entirely real-

altogether with a total dissolution into mainstream 

culture. The question of judgment is an issue as 

much for the artist as for the art critic or the cura-

tor. Under conditions that allow for an enormous 

always guilty of some vague crime that is itself 

impotent and lacking any force as transgression. 

To counter a “learned paralysis”—one rooted in 

cynicism or despair in the face of overwhelming 

conditions—perhaps the best course of action is 

to set the stage and rehearse some possibilities. 

mapping the situation: “An aesthetic of cognitive 

mapping—a pedagogical political culture which 

seeks to endow the individual subject with some 

new heightened sense of its place in the global 

system—will necessarily have to respect this now 

enormously complex representational dialectic 

and invent radically new forms in order to do it 

justice.”13  presents forms 

that deal with the complexities of representation 
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while laying out a set of coordinates that allows for 

possible vectors to be charted for considering the 

past and for making meaning in the present with 

an opening for what is yet to come. 

But one more return to the World Rehearsal 
evidence room is required to resolve some 

issues left hanging surrounding the question of 

evidence and how art is evaluated today. With 

its numbered objects and a few sculpted portrait 

heads serving to make the relationship with “The 

Usher’s Dream” satire in the Graphic Weekly 

clear, the evidence room in  

becomes a satirical commentary on how art is con-

ventionally evaluated these days, which leads me 

to consider how art might be produced with that 

same evaluation in mind—the artist goes through 

a process of generating the necessary evidence to 

gain value in the eyes of curators, peers, critics, 

and collectors. But that raises the question of 

evidence of what? What exactly are the hidden 

normative criteria in art? The artist as author is 

still central, but the artist is no longer required to 

directly form the art. Certainly we can talk about 

the artist as brand in many cases today, but what 

the overdetermining container for art—with many 

artists choosing art merged with everyday life 

as the alternative site for a new art charged with 

hope for potential social transformation—then 

a new mode of identifying art had to develop as 

a marker in absence of the gallery. Maybe this 

marker came to be the accumulation of a new 

kind of evidence used to identify, authenticate, 

and evaluate the art in question. In turn, this new 

marker would have been brought back into the 

gallery system, professionalized, and integrated 

into an existing bureaucratic model of public rela-

tions and marketing that includes grant applica-

tions, promotional materials, and exhibition cata-

logues. Under these circumstances, the evidence 

threatened to take over, and when in short supply 

arrived in various theoretical guises and market-

able forms.

If my task as art critic involves providing a 

rigourous and thorough inventory of the work, 

then I’m already in trouble, as I’ve discussed only 

a small portion of the exhibition and the issues 

it might raise. The experience of the impossibil-

such an extensive array is important. A “horizon 

of expectation” is at work when it comes to col-

 with another set of expec-

tations, or no expectations, if that were possible? 

some earlier evidence—and to a tradition of criti-

cism that has expanded to allow for forays into 

philosophy, psychoanalysis, linguistics, and what 

have you (for better and for worse)—I’d like to 

-

rida’s third aporia regarding the impossibility of 

justice is “the urgency that obstructs the horizon 

of knowledge.”14 Derrida continues, “One of the 

reasons I’m keeping such a distance from all these 

horizons—from the Kantian regulative idea or 

from the messianic advent, for example, or at least 

from their conventional interpretation—is that 

they are, precisely, horizons. As its Greek name 

suggests, a horizon is both the opening and the 

of waiting.”15 Derrida goes on to argue that justice 

cannot wait. Because of its urgency it “has no 

horizon of expectation (regulative or messianic).” 

may 

have an avenir, a ‘to-come,’ which I rigorously 

distinguish from the future that can always re-

produce the present.”16 The temptation today, for 

many artists and art writers alike, is to draw out 

the critique endlessly, an evidence horizon where 

at best we earnestly strive for a critical break that 

risks merely reproducing the present, and at worst 

-

tion of celebrity and brand. There has been a long 

shift in the evidence required when it comes to 

writing about art. Where once the consideration 

of the formal properties was the dominant con-

cern, now the weight of the task falls heavily to 

the accumulation and consideration of external 

references and context. I have tried to do both and 

of course I have fallen short of the impossible, and 

maybe the persistence of this feeling of inevitable 

failure is another characteristic of postmodernity. 

When the approach to evidence in the case of art 

becomes conventionally broad and varied, the 

evidence takes on a life of its own—the evidence 

becomes the object and that evidential object is 

never complete, the case is never closed and the 

court ceases to function. In the endless search for 

evidence, we risk missing a moment of possibility 

upon entering a dimly lit room. 

adjustment to the low-light conditions of the 

darkened video room in , 

but soon after arriving and adjusting to the set-

ting, I found my attention focused on the moving 

teller’s coerced role in it. But soon all the layers 

of presentation (and representation) came crash-

ing down, discredited one by one, leaving the 

testimony hollow. The adjacent rooms presented 

layer upon layer of possibility and reversal. Is this 

meant to be the epitome of “hyperspace,” the 

Certainly the live video image of visitors in the 

exhibition distances the subject from self, inten-

sifying the sense of distraction and fragmentation 

of subjectivity. Or could the installation be meant 

to perform a therapeutic function akin to a mirror 

box to treat the phantom subject? In any case, 

in a masterful relay of the active terms in contem-

porary art production, but I suspect with a serious 

provocation and proposal attached. The regime 

of representation at play in  

coalesces into a chaotic collection of objects and 

pictures, histories and stories, revelations and 

experiences. A warning against blind faith in 

technology is at the fore. At a deeper level, the 

temporal is returned to the spatial, and that spatial 

theatricality is rendered mnemonic in place of the 

blank set that was provided by Minimal art. But 

-

with—but perhaps another cooler, rational sort of 

is prepared to take on an impossible evidence 

horizon.
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Clarification

In Fillip 12, Keith Wallace’s article 
“Artist-Run Centres in Vancouver:  
A Reflection on Three Texts,” notes,  
in a parenthetical addendum to a sec-
tion discussing St. George Marsh, that 
“the space [later] became Cornershop 
Projects” (p. 97). In fact, after it was St. 
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