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But we are, I know not how, double in ourselves…  

[so] that what we believe we do not believe, 

and cannot disengage ourselves from what we condemn.

Michel de Montaigne

But we are, I know not how, double in ourselves…  

[so] that what we believe we do not believe, 

and cannot disengage ourselves from what we condemn.

Michel de Montaigne



Of Other Faces

Of Other Faces is a presentation of four works by five artists who  

employ strategies of mirroring and doubling to investigate the  

paradoxical nature of our dualistic world. Through the representation  

or evocation of reflections, refractions, echoes, and iterations, these  

works by Manuel Saiz (Berlin), Marta Ryczko (Toronto), Victoria Fu,  

(Los Angeles) and Andrea Cohen and Wiska Radkiewicz (Paris,  

New York) interrogate, express or reveal hidden contradictions  

within society’s governing systems as they relate to dualities of self  

and Other. Whether the Other is cast variously as the embodiment  

of nature, the irretrievable past, the imperfect, or the unknown,  

the works within the exhibition ultimately represent our attempts to  

integrate with that uncanny object of our deepest fear and desire,  

the unknowable within ourselves.
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A woman’s face stares blankly from the center of a screen. On an adjacent screen,  

the face of a snowy owl does the same. Some seconds pass; there is no sound, no 

motion, save a single involuntary eyeblink from the woman. The owl does not blink. 

Abruptly, and at nearly the same instant, both the woman and the owl shift their  

gazes downward, then up again, in a manner characteristic of bird, not human. So 

begins a remarkable synchrony between opposing bodies that recalls performative 

modes from mime to dance to Olympic sports, even as it conceptually interrogates  

the fraught relationships between nature and contemporary humankind.

Parallel Universes Meet at Infinity is a two-channel video installation in which actors 

hired to memorize and execute the head and facial movements of zoo animals  
previously filmed by the artist are shown performing the complex sequences in  
synchrony with the animals.1 The work comprises seven iterations of unique pairings 
between person and animal, each shown on a separate screen. 

Through the viewing of these carefully choreographed synchronies, one becomes  
a student of movement itself, observing the subtle or startling distinctions between  
human and animal timing and range of motion, and noting the precision (or lack  
thereof) with which the actors are able to reproduce the animals’ movements. Over 
the course of subsequent iterations, the viewer becomes increasingly engaged, 
marvelling at a seamless integration in one moment, fixating on a tiny detail the next. 
Under such scrutiny, something as subtle as the flick of an ear or the blink of an eye 

Manuel Saiz 
Parallel Universes Meet at Infinity, 2004 
Two channel HD video. Edition of 3.  
Running time 12:00 
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immediately destroys the illusion of an otherwordly union and telegraphs a deeper 
knowledge of the unbridgeable gap separating humans from the natural world  
despite all efforts to apprehend it. 

Herein lies the essential paradox of the piece, whereby the attempted impersonation  
of animals serves to underscore the futility and absurdity of the objective, implicating  
in the process any person who has unthinkingly projected human qualities onto  
animals or nature. Just as one vicariously re-performs the actors’ intricate movements  
in the process of viewing them, one recognizes within the video screen a mirror of  
one’s own profound alienation from the natural order.

In plumbing the depths of this tension between human and animal nature, Parallel 
Universes Meet at Infinity initially appears to sharpen the distinctions between instinct 
and gesture, the automatic and the emotional. Whereas the animals were obviously 
not coached in any way, the artist and actors were required to engage in a precise 
system of notation and rehearsal in order to replicate the animals’ natural movements. 
As such, it would seem self-evident that any hint of emotion portrayed by the human 
disrupts the sought-after synchrony. For instance, a young man performing alongside 
a penguin conveys an air of confusion which the penguin decidedly lacks. Or does it? 

On the contrary, the work goes further and calls into question the very nature of the 
animals on display, given their captive state at Dunley Zoological Gardens in the  
UK. Among zoo animals, behaviours such as sitting motionless for long periods of 
time and engaging in repetitive movements such as head bobbing, pacing, and  
rocking are signs of stress, boredom, depression, psychosis — in a word, emotion.2  
In examining human and animal worlds through the lens of facial expression and 
movement, Saiz provokes disturbing interactions which dismantle our expectations, 
elucidating the paradoxical nature of the social, political, and linguistic systems upon 
which we depend to make sense of our world.3

Parallel Universes is a recurring title and theme in Manuel Saiz’s works, and  
parallel worlds such as those delineated in Michel Foucault’s 1967 essay, “Of Other 
Spaces”, populate Saiz’s oeuvre. Such heterotopias, places of otherness which are  
simultaneously physical and mental, function generally as approximations of utopia 
(such as gardens, including zoological gardens), or as parallel spaces that contain  

undesirable or deviant bodies (such as psychiatric hospitals — which zoological  
gardens can be argued to have become).4 

What unifies such spaces is that they exist only in relationship to other real spaces  
of society, in such a way as to “simultaneously represent, contest, and invert the  
set of relations that they happen to mirror or reflect”.5 In working with matched  
subject pairs, often in metaphorically charged or mirrored spaces as the humans  
and animals of Parallel Universes are, Saiz explores how the slightest differences 
between one and the Other reveal deep contradictions within the system.6 These 
“behaviour leftovers”, as he calls them, are ruptures between seemingly cohabitant 
worlds. Through such small openings, one can begin to enter into communion  
with the Other, completing, as Saiz intends, the performance of the art in synchrony 
with the artist himself.7

NOTES

1 Manuel Saiz, www.manuelsaiz.com/index.htm > Work > Projects > Parallel Universes Meet at Infinity.
2 Dr. John Gripper, “Zoos in Ontario: An Investigative Report” (Zoocheck Canada Inc. and World Society   
 for the Protection of Animals, 1995).
3 Manuel Saiz, Parallel Universes (Galeria Moriarty, 2008).
4  Michel Foucault, “Des Espace Autres (Of Other Spaces)”, Architecture/Mouvement/Continuité (1984,  
 based on Foucault’s 1967 lecture.
5  Michel Foucault, “Des Espace Autres”.
6  Manuel Saiz, Parallel Universes.
7  Manuel Saiz, www.manuelsaiz.com/index.htm > About > Statement.
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A series of black and white headshots confronts us. Unelaborated and impassive,  

they could be a collection of mug shots, or passport photos. As a sequence of  

similar images, the series recalls Thomas Ruff’s 1980s project, Portraits. Shooting  

people as if they were plaster busts, Ruff set aside compositional concerns to  

“present a picture of a picture of reality”, in opposition to traditional modes of  

portraiture which aim to portray some aspect of the sitter’s socio-economic status  

or condition. Ruff’s images are instead about “contingency and fracture”, through 

which an emphasis on the individual is displaced by the primacy of the picture.1  

Existing outside the particulars of place and time, each face initially compels  

the viewer to meet its gaze, to gauge its literal value. And yet the blankness of their 

collective façades ultimately confounds or rebuffs any attempt at dialogue between 

individual subject and viewer, breaking off further communication.

In a similar vein, Marta Ryczko employs ideas of contingency and fracture, through 
the use of images which at first appear to be neutral and mute. However she  
extends and actualizes these conditions, subjecting the portraits to a process of  
fracturing upon which their ultimate value and power are wholly contingent.  
Alien/Recognition is a series of portraits paired with the product of an otherworldly 
coupling — the pictured individual’s own mirrored and melded profile. Resembling 
strange or grotesque aliens or monsters, these transformed figures (or transfigured 
forms) are the antithesis of mute and neutral. 

Marta Ryczko 
Alien/Recognition, 2011/2014 
Series of 4 sets of paired photographs. Edition of 3.
Archival digital print on Epson Premium Luster 
11 x 13.75 inches each
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The word “alien” has its root in the Latin alius meaning “other”, and by the 14th century 
“alien” came to signify the strange or foreign. The concept of monster is similarly  
rooted in a process of othering; Deleuze positions monsters as anomalies: unnatural, 
irregular elements in a system, embodying the state of being outsiders; or as  
“intersections between singularities”, the condition of being in-between.2 The ancient 
Greek root teras conflates that which is terrifying and wondrous, representing a state  
of being mixed or ambiguous.3 Under the current popular conception, a monster is  
any animal or human, real or imagined, which grotesquely deviates from normal 
shape, behaviour, or character, perhaps most grimly in the form of a fetus or newborn 
with defective or excessive growth of body parts or partial or complete doubling of the 
body on one of its axes. 

Like conjoined twins, transgendered bodies, and the ever-expanding pantheon of  
hybrid creatures from historical legend (centaur, chimera) and contemporary culture 
(the protagonists from Videodrome and Alien: Resurrection, among others), Ryczko’s 
mutant figures elicit a potent mix of fascination and repulsion. With their bilateral  
symmetry and distorted yet recognizably anthropomorphic features such as  
hair, orifices and skin, they are simultaneously human and not-human. Universal, 
cross-cultural and atemporal, monstrous and dehumanized forms such as these have 
populated the collective imagination (and medical recordbooks) since the beginning 
of history, as archetypal expressions of humanity’s fear of and desire for the Other. We  
simultaneously recoil from and yearn for a connection with that which is by definition 
not-us, which we therefore paradoxically can never fully understand or become.

According to Hegel, the Other is a representation of the separation between one’s  
self from another, a disconnect which creates a sense of alienation that one attempts 
to resolve through synthesis. Within this system, absolute knowledge cannot be  
attained unless one self-consciousness first recognizes another self-consciousness.4 
As such, recognition can be understood to be the antithesis of alienation. Whether  
the Other is variously cast as the embodiment of nature, woman, evil, the imperfect,  
or the unknown, it can exist only in opposition to its conjoined twin, the Self.5 

However in Alien/Recognition this dichotomy is collapsed even further — here the  
Other is none other than the mirror reflection of the Self, an uncanny creature  
representing the most occluded aspects of one’s own unconscious.6 In registering  

the transformations from normal to abnormal within the work, one becomes aware  
of the possibility of slippage between them, and begins to interrogate one’s own  
conception of what constitutes normality in the first place. Looking first at one image 
and then its Other, the viewer physically navigates the liminal space separating the 
body doubles, alternating between states of alienation and recognition engendered 
by human and monstrous entities. Further consideration of the enigmatic forms  
and exquisite detail brought out in the abstracted images effects an overturning of 
one’s assumptions as to which set is truly the more monstrous. 

By choosing to utilize profiles rather than the establishing frontal shots to create the 
morphed figures, Ryzcko subverts our expectations and extends the disconnect  
between subject and object, deepening the fissure through which the viewer may 
enter and engage multiple dualities. In rewarding close inspection and comparison, 
the paired figures within Alien/Recognition seduce the viewer into an engagement  
with each subject’s encounter with his/her own othered Self. Through the experience 
of such bodily response and participation, one establishes a visceral re-connection  
with the past, with all humanity, and with oneself — a recognition and embrace of 
the stranger within. In so doing, one initiates a “certain decentering of the ego which 
opens the Self to the incongruous, the irreconcilable, and it is on this basis that we 
can begin to try to exist with others, with our multiple selves.7

NOTES

1 Mark Freidus, “Typologies”, Typologies: Nine Contemporary Photographers (Newport Harbor Art  
 Museum, 1991).
2 Anna Powell, “Becoming-Monster: Deleuze and the Anomalies of Horror”, Necronomicon Book Five   
 (Noir Publishing, 2007).
3 Patricia MacCormack, “Perversion: Transgressive Sexuality and Becoming-Monster”, Thirdspace:  
 A Journal of Feminist Theory and Culture, volume 3, issue 2. (March 2004).
4 G.W.F. Hegel, trans. William Wallace, “Sub-Section B. Phenomenology of Mind, Consciousness”,  
 Hegel’s Philosophy of Mind: Being Part Three of the Encyclopaedia of Philosophical Sciences  
 (Oxford, Clarendon Press, 1971).
5  Nick Capasso, “Monsters Everywhere and Forever”, Terrors and Wonders: Monsters in Contemporary  
 Art (DeCordova Museum and Sculpture Park, 2001).
6  Richard Kearney, “Aliens and Others”, Strangers, Gods and Monsters: Interpreting Otherness  
 (Routledge, 2003).
7  Richard Kearney, Strangers, Gods and Monsters.
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A black screen fades in to reveal the silhouette of a woman, eye to the lens of a  

camera she is setting up for a self-portrait. Satisfied, she makes her way to a wide  

dining table in front of a sunlit window, sitting next to her companion, a woman  

dressed similarly in white. They adjust themselves, waiting expectantly, as do we,  

eyeing them from the perspective of the camera itself. In the moments that pass,  

we observe the edges of their brilliantly backlit bodies dissolving into the gleaming 

panes, notice how the restless flicker of film contrasts with the stillness of the  

women’s poses, contemplate the architectural symmetry of their surroundings.  

But the confirming click never comes, no frozen moment indicates that the picture  

has been taken. Instead, an abrupt cut transports us to the next scene: another  

pose, another self-portrait. 

Through Self-Portrait in Sweden’s eight successive iterations, Victoria Fu documents  
two women in the act of documenting themselves. Posing for self-portraits in a variety  
of seemingly mundane situations, the women engage in a process of re-presenting  
themselves over and over again. Whether in a sheep field, on a badminton court,  
or atop a swimming dock, the women share an informal intimacy, standing arm-in-
arm, sitting back-to-back, or huddling under an umbrella. Yet there is an overarching 
sense of resignation in their expressions, a resolute determination in the way they 
repeatedly arrange themselves  — as if this documenting of their quotidian experience 
is a very serious business.    

Victoria Fu 
Self-Portrait in Sweden, 2004 
Super 8 mm film transferred to digital video with simulated projector sound 
Edition of 5 
Running time 3:32
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And it is. Shot in grainy, flickering Super 8 mm film, the series of self-portrait vignettes 
has a nostalgic, dream-like quality that imparts upon the viewer a sense of distance 
and longing for some unknown place or time. In the absence of any narrative or 
information on the women, we are led to wonder who they are, even perhaps whether 
they are still alive. What is their relationship to each other, and what drives their desire 
to preserve these particular moments, to present themselves in these particular ways 
for a future viewer? 

In utilizing film’s moving image to capture a wholly fictional process of taking still  
self-portraits, Fu reconstructs normally undocumented actions comprising moments 
of just before, shot as from the perspective of a still camera which does not  
actually exist. In so doing, she presents us with a cinematic impossibility, a virtual 
space where identities and temporalities slip, mingle, and intersect. Like Hollis  
Frampton’s 1971 film, (nostalgia), Fu’s Self-Portrait traverses a territory “between  
temporal registers, between images and language, between the still and moving  
image. What emerges from these meanderings is a direct engagement with  
consciousness itself as the viewer gets caught in the grip of past, present, and  
future time.”1

The past, most clearly signified in the artist’s use of a format with indelible  
associations to 1970s home movies, also factors in the women’s compulsion to  
photographically capture and pin down the present moment, obsessively making 
memories for an unknown future audience. Through these actions, which seem to 
say: we were alive, at this time, in this place, the film becomes a compelling  
reflection of our own fear of inevitable oblivion. This “unsettling mirroring of the  
psyche” is further complicated by an implicit paradox: the very act of pinning down 
the present moment effectively captures and kills it, removing it from the flow of  
time and therefore from life itself.2 The present — lived as if it were already part of  
the past, immobilized and encapsulated for the future, slips  — becomes subsumed in  
the constant flux between past and future, absence and presence, life and death.

This commingling of desire, hope, and futility within the women’s actions suffuses  
the film with its melancholic beauty, its elegiac air; the women themselves —  
anonymous, unknowable, and united in their purpose — begin to lose their individual 
identities in turn, ultimately becoming indistinguishable. Mirroring the temporal  

structures they inhabit, the two become the echo of one another, the visible stutter  
of fragmented and folded time, the inexplicable double hinting at an extra dimension 
or alternate universe existing just beyond the horizon of our familiar world.3 

In rendering two distinct entities (woman/woman, past/present, memory/oblivion)  
indiscernible, the artist achieves what film critic David George Menard aptly describes 
as a “unified, temporal feel… that makes the objects and events look real and virtual 
at the same time — in short, they become crystal-images.”4 Here Menard invokes 
Deleuze’s concept of the cinematic image as a moment in which perception  
and recollection conjoin, or a place where a real object coalesces into a virtual object 
which in turn “envelopes or reflects the real.... It is as if an image in a mirror, a photo,  
or a postcard came to life, assumed independence and passed into the actual, even  
if this meant that the actual image returned into the mirror and resumed its place in 
the postcard or photo, following a double movement of liberation and capture.”5 Seen 
in this light, the film is a crystal through which the past, present, and future — time 
itself — is endlessly reflected, refracted, and renewed.  

As Fu states, “we plunge into the past with the seductive idea of regaining what we 
lost,” whether it be real or imagined homes, childhoods, loves; we chase the fantasy of  
circumventing death, protesting our own mortality to the very end.6 Although this may  
seem an exercise in futility, Fu’s heterogeneous, nonlinear temporalities suggest a  
more liberating proposition: that in transcending deterministic linearity, we may begin 
to glimpse unimagined possibilities born of a more multidimensional reading of reality.

NOTES

1 Rachel Moore, Hollis Frampton: (nostalgia) (Afterall Books, 2006).
2 Susanne O/. Sæther, “Interview with Victoria Fu”, Drain Magazine: Rewind (2011).
3 Susanne O/. Sæther, Drain Magazine.
4 Kierran Horner, “Andrei Tarkovsky’s Mirror viewed through Gilles Deleuze’s time-image”,  
 Film International, http://filmint.nu/?p=1787 (May 4, 2011).
5  Kierran Horner, Film International.
6  Susanne O/. Sæther, Drain Magazine.
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The drone of a buzzing fly. Haunting, harmonic tones; the sound of dripping water.  

A bird perhaps, squawking strangely. Someone, somewhere, starts to play the piano…

Thus begins Andrea Cohen and Wiska Radkiewicz’s collaborative sound composition,  

À deux voix, moments (Moments for Two Voices). Utilizing recordings from their  

respective adopted homes of Paris and New York, Cohen and Radkiewicz investigate 

themes of nostalgia and longing through an intercontinental collaboration. Over  

the internet, sounds captured from their daily lives — aural snapshots of past  

moments — were exchanged and composed into a seamless evocation of timeless-

ness and placelessness. Born of and conditioned by an entirely virtual process  

of making, the composition is a heterotopic echo of the real spaces from which the 

constituent sounds were sourced, aurally demarcating a zone between and beyond 

the artists’ originating localities and temporalities.

Building and dissolving in turn, the layered sounds begin to hint at narrative possibility, 
then collapse and resolve into myriad crystalline images before accumulating once 
again in sequence or depth. Referencing relationships of duration (winding, ticking,  
dripping, chimes) and distance (inside/outside, footfalls, entering/exiting), the artists 
fuse their disparate sonic memories into a singular expression of being in transition.  
As such, the work is a negotiation: between the two artists, between places and times,  
and ultimately between the listener and the work itself. Evolving as a process of 

Andrea Cohen and Wiska Radkiewicz 
À deux voix, moments (Moments for Two Voices), 2009 
Stereo audio 
Running time 11:12

4544



exchange within a structure of duration, the composition simultaneously exists and 
becomes with each passing moment, embodying a state of flux which emanates  
from the composers’ collaborative efforts and coalesces within the listener’s dynamic 
perception/recollection.1 

In the act of listening, Bergson notes that we “count the strokes of a bell, or mentally 
collect together pitches as melody,” selectively removing events from durational time  
in order to re-construct an individual space of perception.2 Cage similarly proposed  
that sound “is continuous; only listening is intermittent,” and that listeners and  
composers are but curators of a ceaseless sonic flux which precedes the acts of  
listening and composing.3 Cohen and Radkiewicz acknowledge this relationship  
between sound and duration in their work, familiarizing it through the use of visual  
references and metaphor as embodied by the photographic image. Emerging  
from a comparatively still moment within the composition — drops of water over the  
sound of a ticking clock — a woman’s voice rises above the low din of incidental  
conversation, soon joined by her double speaking in French:

A photograph is a reproduction of a very short fragment of the limitless time-space 
sphere. Once developed, it acquires a very long duration on a small rectangular  
piece of paper. With no movement but its memory. No sound but its memory. No  
smell but its memory. It is short and long — one instant takes so long to disappear… 

Reflecting the dualities integral to their collaboration (two lives, two voices, two homes), 
the artists conjure mental images of pairs and doubles throughout the composition, 
utilizing sounds, music, and language to suggest processes of mirroring, splitting, 
inverting, conversing, conjoining. Sounds, such as the bouncing of a ping pong ball  
or the breaking of an object, occur and recur, echoing like the infinite reflections  
between two mirrors. Music, in the form of punctuating dissonant tones or the  
melancholic tinkling of a music box, provides the main support structure for the work, 
with phrases from Schubert’s Fantasia in F minor surfacing, fading, and resurfacing 
throughout as a melodic leitmotif. Written for piano four-hands (two players at one 
piano), the Fantasy is a metaphor for the collaborative process, wherein two artists 
merge their efforts into a unified whole, completing each other and the work of art 
itself.4 Language is similarly deployed to evoke the paradox of the double in its multi-
farious forms through the incorporation of repetition, intertwining mono– and bilingual 
phrasings, and homophone wordplay referencing sense and space. 

In collapsing oppositions of space, time, and the senses, the work affects a kind  
of virtual synaesthesia, opening the listener to varieties of experience characterized 
by simultaneity and indeterminacy. Constituting a mutable, dynamic, and parallel  
reality through sound, Cohen and Radkiewicz invite the listener to enter a space  
between, a liminal virtuality existing outside of normative reality. It is here, a  
place which is nowhere and everywhere at the same time, that we may become  
disembodied and dematerialized, accessing a state of pure potential.5 Simultaneously 
manifesting as both actual and virtual, here and there, then and now, self and Other, 
it is a condition of becoming which undermines and overturns dualities that underpin 
some of the most intractable oppositions within contemporary society. 

In focusing specifically on the problem of memory and nostalgia, the artists  
recontextualize sounds from the past within a framework of time, paradoxically  
rendering them timeless. Yet the composition mirrors our own contemporary  
sense of longing and desire to (re)capture that which now appears distant from us in 
space and time. On this mirror’s surface, “time and memory merge into each other,” 
becoming indiscernible from one another.6 And in reflecting on this dissolution,  
we engage a process of becoming through which we may begin to apprehend the  
irrational and uncanny nature of this longing. In so doing, we may traverse new  
territories of the self, glimpsing within a “landscape, fragile and virtual, [which] is also 
transitory”— it appears and disappears like a mirage or dream, like memory or desire.7 
Like life itself.

NOTES

1 Christoph Cox, “Beyond Representation and Signification: Toward a Sonic Materialism”, Journal  
 of Visual Culture (SAGE Publications, 2011).
2 Katharine Norman, “Concrete Tales and Touching Times”, Sounding Art: Eight Literary Excursions   
 through Electronic Music (Ashgate, 2004).
3 Christoph Cox, Journal of Visual Culture.
4 Catherine Shefski, “Duo Pianissimo–One Piano Four Hands”, http://allpiano.wordpress.com/2009/ 
 11/11/duo-pianissimo/ (November 11, 2009).
5  Marion Emery, “Towards new virtual heterotopias”, Le Journal Spéciale Z, http://specialez.fr/blog/ 
 2010/07/29/towards-new-virtual-heterotopias/ (July 29, 2010).
6  Kierran Horner, “Andrei Tarkovsky’s Mirror viewed through Gilles Deleuze’s time-image”, Film  
 International, http://filmint.nu/?p=1787 (May 4, 2011).
7  Andrea Cohen and Wiska Radkiewicz, passage from À deuz voix, moments.
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Through formations and processes of mirroring and doubling  

which refract our relationships with the Other in its multifarious forms,  

the artists in the exhibition propagate imperfect, inexplicable,  

or otherworldly reflections which reveal cracks in the surface of our  

mutually agreed-upon reality. Through such ruptures, we may  

confront slippages between what is commonly assumed to be  

known/unknown, normal/abnormal, self/Other. In conceptualizing  

the territories within which such confrontations should occur,  

all five artists locate their works outside of normative place and  

time. From these other spaces — parallel realities which simultaneously  

re-present, contest, and invert the real places they are assumed  

to mirror or reflect — we gain new perspectives on what we choose  

to reveal and recognize versus that which we deny or conceal.  

In so doing we may embark on a process of acknowledging,  

interrogating, and dismantling the dualities with which we habitually,  

unconsciously carve up the world, others, and ultimately, ourselves.

SHANI K PARSONS
Toronto 2014
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Rare are the moments when we accept leaving our mirrors empty…

Still, we persist in trying to fix a fleeting image and spend our lifetime searching  

after that which does not exist. This object we love so, let us just turn away  

and it will immediately disappear.

Trinh T. Minh-ha 

Rare are the moments when we accept leaving our mirrors empty…

Still, we persist in trying to fix a fleeting image and spend our lifetime searching  

after that which does not exist. This object we love so, let us just turn away  

and it will immediately disappear.

Trinh T. Minh-ha 
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Running time 11:12 

CD includes bonus track, City Soundings, 2011, produced in collaboration with 12  
other artists from around the world: Steven Brown (UK), Marek Choloniewski (Poland),  
Victoria Estok (USA), Brad Garton (USA), Janete El Haouli (Brazil), Andrew Hugill (UK),  
Malle Maltis (Estonia), Hernan Risso Patron (Argentina), Franziska Schroeder (UK),  
Andrei Smirnov (Russia), Marie Wennersten (Sweden), and Lidia Zielinska (Poland). 
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Andrea Cohen, a Paris-based sound artist and radio author/producer, was born in  
Buenos Aires, Argentina and was classically trained at the Ecole Normale Superieure 
de Musique in Paris. She received a doctorate at the University Paris-Sorbonne in 
2005 for her thesis, Composers and Radio Art. Cohen has created and performed in 
several pieces of experimental music theater and developed educational media for 
school and university-level students. 

andreacohenblog.wordpress.com

Wiska Radkiewicz is an electroacoustic composer and sound artist with a focus on 
pedagogical studies, audio-visual composition and creative writing. She received  
her doctorate in music composition from Princeton University and has also received 
training at the Conservatory of Warsaw, Poland and the City University of New York  
for composition, the University of Paris-Sorbonne for musicology, and the Groupe  
de Recherches Musicales — Conservatory of Paris for electronic music composition. 
She now lives and works in Roosevelt, New Jersey.

In 2000, Cohen and Radkiewicz founded the SoundSon Project, and together they 
co-direct this web-based approach to audio sharing and collaborative composition. 
Based on principles developed in the SoundSon environment, composers and  
students from around the world engage in an ongoing exchange of sounds from 
which compositions are collectively created. A series of works made in this way  
have been aired, performed, and published internationally by Radio France, NAISA 
(New Adventures in Sound Art (Toronto), and the 2014 Invisible Places conference 
(Portugal), among others.

music.columbia.edu/soundson 

What is your background and how does it shape your interest in art?  

AC: I am a musician and a radio artist, but started as a professional pianist and  
composer of experimental pieces of musical theater. The move to radio art  
and sound art happened gradually over many years. I am also a composer of  
mixed pieces (instruments and electronics) for young musicians.  

WR: I began as a classical pianist, then became an electronic music composer in  
its earliest days (remember analogue?). From that point on, my approach is as  
a careful listener and observer who experiments with sounds, images, words,  
spaces, thoughts.

ANDREA COHEN and WISKA RADKIEWICZ

What are you each working on right now? 

AC: A book, a performance proposal with Wiska, and a radio program.

WR: An audio-visual work called Ruin, a collective composition commemorating my 
friend Jim Randall, and a performance proposal with Andrea. 

Where does an artwork begin for you? How do you develop ideas and imagery?  
What materials and processes do you employ? How do you experiment or play?

AC: I work with recorded sounds. Ideas come in different ways.  

WR: Anything that feels meaningful, that matters and gives a sense of involvement.

What are you reading/watching/looking at/listening to these days?

AC: As I am preparing a radio program about Dziga Vertov, I am reading about him 
and watching all of his films.

WR: I am always looking at and listening to the world. I just finished reading a  
remarkable book by a Hungarian writer, Laszlo Krasznahorkai, called The Melancholy 
of Resistance. Also, writings and music by Jim Randall, a friend and a great musical 
mind who recently passed away.

Do you collect anything? What? Why?

AC: Memories.

WR: I love animals for the undecipherable mystery that surrounds them — I “collect” 
them one at a time.
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Victoria Fu is a visual artist who films, photographs and draws the image. Her film  
and video installations have been exhibited at venues including the Whitney Museum 
of American Art, Museum of Contemporary Art San Diego, de Appel (Amsterdam), 
the Museo de la Ciudad (Quito, Ecuador), and the Seoul National University Museum 
(Korea). 

Fu received her MFA from CalArts, MA in Art History from USC, and BA in Art from 
Stanford. She attended the Whitney Independent Study Program and Skowhegan 
School of Painting and Sculpture, and is a 2013-14 grantee of the Art Matters  
Foundation and the Rema Hort Mann Foundation YoYoYo Artist Project Fund.

Fu co-founded and directs ART OFFICE’s The Moving Index. She lives and works in 
Los Angeles and San Diego, where she is Assistant Professor of Art at the University 
of San Diego.

www.victoriafu.com 

What is your background and how does it shape your interest in art?  

I was always interested in the pictorial arts, and began with mimetic representation  
in drawing and painting and black-and-white darkroom photography. As an  
undergraduate, I started exploring 3D animation and Photoshop because those  
resources were readily available to us (I went to school in Silicon Valley). Parallel to 
that, there was a small but excellent art history faculty — I was very fortunate to  
have wandered into classes by Pamela M. Lee and Alexander Nemerov. It led me  
to get a graduate degree in Art History and Museum Studies at USC, where I took  
a really fun editing course at the film school and also did many studio visits in  
LA. Getting to know museums and galleries in LA made me to want to go to CalArts, 
where I went and fell in love with both analog film and digital video.  

What are you reading/watching/looking at/listening to these days?

I particularly enjoyed Yvonne Rainer’s memoir Feelings are Facts and will soon see 
her show at the Getty. I am watching lots of videos online of dance including Rainer, 
Anne Teresa de Keersmaeker, Oskar Schlemmer (after seeing a Bauhaus show at 
Henie Onstad Kunstsenter), William Forsythe, Jérôme Bel.

Do you collect anything? What? Why?

I love owning works by friends and artists I know — it just makes a lot of sense and I 
derive great pleasure surrounding myself with their presences. I don’t collect anything 
else beyond what is typical (aggregating images and information).

VICTORIA FU

What are you working on right now?

I am screening a short piece in the New York Film Festival in their Projections program 
(formerly Views from the Avant-Garde) at the end of the month.

For spring 2015 I’m co-organizing a conference, Touching the Screen, in conjunction 
with media scholar Susanne Ø. Sæther at the University of Oslo in Norway. We are 
bringing together scholars and artists with shared interest in new bodily and aesthetic 
configurations informed by the digital touchscreen. These ideas are very close to the 
content in my current work, these notions of haptic and digital spaces as they relate 
to the history of cinema and video art. 

With these topics very much in mind, I’m now editing a project I shot this past June  
on an Art Matters Grant trip to Sweden working with two dancer/choreographers 
Matilda Lidberg and Polina Akhmetzyanova.



Toronto-based Marta Ryczko is a multi-disciplinary artist and designer. She does  
not limit herself to a specific type of media or format; rather, she likes to explore the  
possibilities of using different materials and techniques. In 2012 she initiated a  
design-a-day project to last at least 1000 days.

Ryczko graduated from OCAD University in 2012 and has exhibited work in shows at 
1313 Gallery (2013), Cooper Cole Gallery (2012), and Hotshot Gallery (2010) in Toronto, 
and Spins and Needles in Ottawa (2014), among others. 

www.martaryczko.com 

What is your background and how does it shape your interest in art? 

I went to OCAD U for my undergrad studies where I majored in graphic design and did 
a minor in illustration. I also took a lot of classes in printmaking that really influenced 
my work and processes. I have a keen interest in zines and independent publications 
so that is where I end up creating original content and “accidental art”.  

Where does an artwork begin for you? How do you develop ideas and imagery?  
How do you experiment or play?

When I’m stuck on a concept or am having trouble developing ideas for a new project, 
I hop in the shower and just have a good think. I don’t know why, but it works, and  
that is, embarrassingly, how a project starts for me. Usually an idea begins as a 
tangled thread and I just have to work through it. That usually involves playing around 
with ink and paper, collage and scanning. When I was doing my undergrad thesis  
I was so sick of all my ideas (or lack thereof) and started a design-a-day project that 
I’ve been doing ever since. I find that it helps me get rid of bad ideas, but also helps 
me get on track with good ideas. I don’t adhere to one type of process or material, 
rather it’s a party mix of different methods. I used to think that was a crutch and that I 
would be better off specializing in one thing, but as I get older, I realize that the more 
techniques and materials I know, the more longevity I have creatively.

What art/artists/movements do you most identify with and why?

I’m not sure if this counts as a traditional art movement but I am definitely influenced 
by zine culture especially when it comes to using the photocopier as a tool. I think 
I am more influenced by design movements and designers such as William Morris, 
Louise Fili and Milton Glaser. I also have a strong interest in sign painters and letterers 
and I think that is an area that is greatly underappreciated.  

MARTA RYCZKO

What are you reading/watching/looking at/listening to these days?

Right now I’m reading The News by Alain de Botton and How to be a Woman by 
Caitlin Moran and simultaneously. I’m basically watching entire TV seasons on Netflix 
because I like to have noise in the background as I work. I am all over the place with 
music but this summer there has been a lot of Kendrick Lamar, Timbre Timbre,  
Maipei, and FKA twigs.

What memorable responses have you had to your work?

I think a lot of the work I do is light-hearted and humorous so when people see my 
posters or read my zines, it makes me happy to see them happy. I think this pushes 
me to try to be more clever, even though it doesn’t always come easy to me.

What are you working on right now?

I am doing my design-a-day project and working on some freelance book projects 
throughout the summer.

Do you collect anything? What? Why?

I collect work from other artists because I think it’s important to support one another. 
I also collect paper samples, packaging, brochures etc. because it’s good to have 
inspiration at the tip of your fingers.

Name 1–3 contemporary artists whose work you feel deserves more attention.

Meredith Sadler is an illustrator/artist who does amazing things with textures  
and shapes. Ness Less is a one-woman machine who makes amazing ceramics.  
Sab Meynert is an artist that has enormous talent for intricate line work.

5958



Berlin-based Spanish artist Manuel Saiz has pursued a multidimensional practice 
since the 1980s, working initially in painting, sculpture, and photography before  
focusing on video and media installations from 1995 on.

He has regularly presented and exhibited work on the international stage, with  
early work being featured at the Sao Paulo Biennale (1989) and in Artificial Nature 
(1990), an exhibition curated by Jeffrey Deitch for the Deste Foundation in Athens.  
Following a move to London in the mid-90s, Saiz received an honourable mention  
at the Hamburger Short Film Festival for Video Hacking (1998), and then first  
prize at the Winterthur Kurtzfilm Festival and a special mention at Transmediale  
06 for Being Luis Porcar (2005). His installations have been exhibited at the  
Intercommunication Center (Tokyo), Transmediale (Berlin), Whitechapel Gallery  
(London), and ICA London, and he has created artist projects for the Tate Modern, 
Hara Museum (Tokyo), and El Raval (Barcelona). His many artists’ publications  
include True Art Lovers: 101 Key Ideas (2013) and 101 Excuses: How Art Legitimizes 
Itself (2009).      

www.manuelsaiz.com 

What is your background and how does it shape your interest in art? How did  
you come to be an artist?

I do not have the feeling of having become an artist because I do not recall ever  
having been anything else. I have my theories of why I am an artist, related to such 
things as my parents’ backgrounds, the type of city I grew up in, the atmosphere  
of Spain in the 1970s, and the fact that there is something wrong with me (no irony). 
But I was writing very early and then started to draw, before I had any desire to be  
a fireman or an astronaut. Since then I have painted, made sculptures, installations,  
photographs, books, films, videos… 

Where does an artwork begin for you? How do you develop ideas and imagery?  

A short and straight answer would be that there is no beginning and ending of a work, 
and they fade in and out of your daily life. Some have a clear termination, but many  
of them simply disappear unrealised, even before you notice that they might become 
a solid identifiable unity.

However I also believe that an artwork begins when the art finishes, and I would like 
to achieve the art without the artwork, which is of course impossible. So every artwork 
ends up as a kind of disappointment. This is hard to explain in few lines, so I will just 
say that I do not go to the studio to see if I can come away with something valuable, 
but rather to take certain urgent actions in order to finish artworks. 

MANUEL SAIZ

What memorable responses have you had to your work?

Favourable comments to one’s work are very encouraging, and give a bit of steam 
to continue pushing the train to the next station. But like steam, they disappear once 
they have been converted into movement. The harsh responses are the ones that 
change one’s views on things. It doesn’t matter if they are right or wrong. Actually it is 
the constant pressure of negative responses or even better, a lack of response, that 
makes one evolve, as it serves as a reminder that one is always somehow wrong.  

What art/artists/movements do you most identify with and why?

The artists/movements I can better identify with are those I have questioned more  
often. There are some that are a mystery for only a few days and some that last  
for years. Having engaged more or less with the history of art from Romanticism to  
our times, I feel unable to acknowledge any particular artists without disrespecting 
many others. Thinkers are at the moment more intriguing for me, and currently I  
have more clear preferences, like Wittgenstein and Schopenhauer.

What are you reading/watching/looking at/listening to these days?

I have very dissimilar interests that I feed by walking while listening to audiobooks, 
reading books in the afternoon and watching a film daily. I have just finished listening 
to George Orwell’s Homage to Catalonia, an account of the Spanish Civil War which 
is very revealing with regard to the differences between the behaviours of Socialists, 
Anarchists and Communists. I am reading a book by John Gray on heresy. Yesterday  
I watched Marquis de O by Eric Rohmer.

What are you working on right now?

I have finished an script for a ten minute film in which an actor gives a lecture about 
lectures. I hope to be shooting in late autumn. Also I am composing a small book on 
an alternative history of sculpture. 

Name 1–3 contemporary artists whose work you feel deserves more attention.

In the last two years there have been two works that struck me and I hope the  
attention they deservedly receive doesn’t spoil them, or the artists that made them. 
They are Renzo Marten’s Enjoy Poverty and Jérôme Bel’s Disabled Theater.
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Opened in 2013 by independent curator and exhibition designer Shani K Parsons,  
TYPOLOGY is a not-for-profit project space for curatorial and artistic experimentation in  
the production of exhibitions, editions, and related events. 

As an intimate venue for exhibitions, our program emphasizes highly focused curatorial 
projects with an eye toward making new cross-disciplinary connections between artists,  
art forms, ideas, images, objects, and environments.

Through our publishing program, each project is documented in an exhibition catalogue 
with original curatorial essay. Affordable limited-edition prints are also produced in  
collaboration with exhibiting artists as an invitation to beginning collectors.

Through an inclusive and varied program of events and workshops, TYPOLOGY seeks  
to enrich the exhibition experience and encourage active audience participation in our 
projects and programming.

Together with guest curators and participating artists, TYPOLOGY aims to build curatorial 
community and resources for the exchange of ideas on exhibition-making as a way to 
engage and inform audiences from all walks of life. 

www.typology.ca

Director’s Bio

Since the mid-90s, Shani K Parsons has pursued a multidisciplinary practice focused  
on exhibition-making — initially through the lenses of architecture, urban planning and  
public arts administration, then installation, graphic, and environmental design, and most 
recently through research, writing, curation, and collaboration. In the process she has 
produced an eclectic body of work ranging from intimate book works and publications 
to immersive installations and exhibitions for venues including the American Museum of 
Natural History, the Museum of Modern Art (MoMA), the Rhode Island School of Design 
and RISD Museum, the Museum of Chinese in America (MoCA NY), and Mixed Greens, a 
contemporary art gallery in Chelsea.

After nearly a decade of living and working in New York, Shani moved to Toronto with  
her family. Bringing together her experience in the various aspects of exhibition-making — 
as artist, designer, critic, and curator — she is building a hybrid space for collaborative and 
cross-disciplinary experimentation, an independent venue for exhibitions on all forms of 
local and international contemporary culture.

ABOUT TYPOLOGY
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Thanks to: Manuel Saiz, Marta Ryczko, Andrea Cohen and Wiska Radkiewicz,  
Victoria Fu, Vtape, NAISA, Dunn House Bed and Breakfast, The Curators’ Network,  
Art Metropole, Koffler Gallery, Artscape Youngplace, Johanna Householder,  
Luke Parsons, Emily Cook, Trevor Dunseith, Miriam Grenville, Christine Leonard,  
Aidan O’Brien, Paperhouse Studio, Graven Feather, QSQ Printing, Guerilla Printing,  
La Fromagerie, Donna Gimbel. Jennifer Rudder, Bill Parsons, Susan Low-Beer,  
Tania Gaidamaka, and Marina Mandic. 

CATALOGUE DESIGN
Shani K Parsons

PHOTOGRAPHY
Screenshots and installation shots selected/photographed by Shani K Parsons 
All artwork images courtesy the artists 

FRONT AND BACK COVERS 
Marta Ryczko 
Alien/Recognition (Jeannie), 2011
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