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Yiorgo Yiannopoulos’ series of photographs, Love Shack (2014), is like an inventory of 
organic forms that resemble botanical specimens. As a science of collecting and classifying 
flora, botany reveals an instinctive cultural urge to capture the ephemera of the natural world 
as a permanent entity. It is this premise that loosely frames the work, however deceptive this 
urge may be in a post-conceptualist, contemporary art context. For the nineteenth century 
British botanist, Anna Atkins, photography was a means to catalogue numerous specimens 
of seaweed that had washed up on the shores of England. Folds of foliage, plant veins, and 
strange formless masses of dying sea flora were flattened and embalmed in Atkins’ 
collection. It is this botanical legacy that appears to rub up against the impulses in 
Yiannopoulos’ work. 
  
Love Shack is a personal archive of the artist’s sexual encounters in the public toilets of 
Sydney, made during the autumn and winter of 2014. In each image, toilet-paper collected 
by the artist is presented in diaphanous layers against a white background. Some look like 
Minimalist paintings, some resemble rare botanical specimens and it is in this ambiguity that 
the specimens push and pull against their origins. The photographs are reminders that these 
tissues are physical traces, rubbings of semi lifeless sex organs.  It is only as the detritus of 
sex that these little tissues come to point to the hands that held them in such diverse ways: 
tight, loose, methodical, et cetera. As faceless portraits, Yiannopoulos lists the peculiarities 
and idiosyncrasies of each lover: wet, confused, hairless, not a kisser; finished himself, 
notably groomed, curt, a kisser. In this combination of text and image, where Love Shack 
archives the corporal and mortal experience of sex, what we have is a personal record that 
speaks of private hidden behaviours in designated public places. 
  
In the digital hook-up world of Grindr and Tinder, the gay beat may seem like something of an 
anachronism. Yet it is this physical, public place that Yiannopoulos documents. Sex here is 
initiated through physical, rather than digital space. It is sex initiated by waiting around in a 
park or a public toilet, rather than by swiping a screen. If the decline of the gay beat is 
indicative of an increasing public prevalence of queer, homosexual, or bisexual preference, it 
is technology that facilitates these sexual encounters in other places. This is the negative 
image in Yiannopoulos’ photographs, which are reminders of the technological and temporal 
shifts in sexual behaviours. Such a socially designated space for hidden sex refers to what 
Michel Foucault described as an architectural, heterotopian space for cultural deviation.  
 
Yiannopoulos uses photography like a documentary tool.  In this regard, the work plays upon 
the classifying instinct and will to knowledge characteristic of modernity; rather than pressed 
flowers, we have post ejaculatory tissues. In this state, the withering and decomposing 
specimens are transformed into photographs, and the crumples and folds of tissue paper 
point to their origin as trees, wood chips, recycled office paper, and the cycle returns to the 
desires of the nineteenth century to capture the ephemeral nature of the world. This 
modernist classifying instinct is again transformed in Love Shack, as Yiannopoulos is a 
participant/observer, an ethnographer of disappearing sexual behaviours and the spaces left 
for pleasure to take place. 
  
 


