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     I’ll
   tell         you
         how     
             
the  sun 
            roseI’ll tell you how the sun rose – 

A Ribbon at a time! 
The steeples swam in Amethyst!
The news like squirrels ran!

- Emily Dickinson, I’ll tell you how the sun rose (1st 
stanza), 1861

ROOM VII
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starting point. In fact, the whole process 
of becoming is a process of abandoning 
identity and entering in the construction 
of subjectivity, subjectivity being per defi-
nition transversal, collective’.

In a recent interview, Judith Butler 
also questions individualism: ‘But what 
if the individual – and individualism – is 
part of the problem? It makes a differ-
ence to understand ourselves as living in 
a world in which we are fundamentally 
dependent on others, on institutions, on 
the Earth, and to see that this life depends 
on a sustaining organisation for various 
forms of life. If no one escapes that inter-
dependency, then we are equal in a differ-
ent sense. We are equally dependent, that 
is, equally social and ecological, and that 
means we cease to understand ourselves 
only as demarcated individuals.’ 

Braidotti describes it as ‘an enormous 
switch,’ moving on from the identitari-
an political movements of the 1970s to 
transcend the merely identitarian claim 
and look at the broader issue. It is clear 
to her that the only possible ethics for the 
globalised world is collectively shared, 
because the scale of the problems is plan-
etary. ‘An example for this is what people 
continue to call “the environmental prob-
lem” – as if it were a problem, when it is in 
fact the possibility of the future. It is like 
immigration: these issues are not prob-
lems, they are either a fact or a condition 
of possibility for survival. You can’t ad-
dress a problem today, whether it is water, 
or clean air, without having to take into 
account a common condition, planetary, 
almost global, and future generations.’ In 
the 1930s, Dorothea Lange already ad-
dressed these issues and developed her 
Depression-era work, which depicted 
migrants in an extremely sensitive way. 
Young contemporary artists like Lucy 
Orta have followed her lead in humanis-
ing immigration.

BY THE VERY NATURE of their 
work, most artists are nomadic. Always 
on the move, passionate about the mur-
murs of the surrounding world. Their 
journeys and encounters inspire the art 
they create along the way or back home in 
their studios, notebook in hand. As their 
adventures are often steeped in storytell-
ing, the narrative becomes a crucial ele-
ment of their new creations. For women, 
nomadism can be a harsh physical expe-
rience opening new pathways within the 
mind, as in the 1970s films and images of 
Joëlle de La Casinière and Michelle Stu-
art, and much later in the photography of 
Jacqueline Hassink. Their journeying is 
inspired by a kind of wanderlust that is in-
herently existential. The geographical pil-
grimage permits a pilgrimage within the 
self. This brings us to this last room and 
its promotion of ‘subjectivity-as-encoun-
ter’ – an experience of being far beyond 
identity politics. 

The work of these artists can be de-
scribed in terms of Rosi Braidotti’s writ-
ings. The Italian philosopher speaks of 
‘nomadic as a verb, a process by which 
we map out multiple transformations 
and multiple ways of belonging, each de-
pending on where our particular location 
is and how we grow. So we have to map 
out the alternative cartographies of the 
non-unitary subjects that we are, so that 
we can get rid of any idea that there are 
subjects that are completely unitary, be-
longing entirely to one location.’ Promot-
ing a sustainable modern subjectivity as 
one in flux, never opposed to a dominant 
hierarchy yet intrinsically other, always 
in the process of becoming, and perpetu-
ally engaged in dynamic power relations 
both creative and restrictive, Braidotti 
continues: ‘I think we have to start from 
eliminating identities. We will never ar-
rive anywhere if we have identity as a 
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In this sense, the future needs to be 
beyond reciprocal; we need to do some-
thing for the love of humanity, because if 
we don’t, humanity will not survive! Brai-
dotti says ‘we have to give up the idea of 
reciprocity and we instead have to know 
that we share a specificity of a certain con-
dition. And we have to give up a certain 
notion which has led to an assimilation 
of progress with further consumption: 
you will consume more than we did, we 
consume more than our parents did, our 
parents consumed more than their par-
ents did ... As a consequence of that, now 
we are at the verge of a catastrophe, finan-
cial, environmental, demographic. The 
eco-philosophical problem highlights 
the size of the issues we look at. When 
we look at war and peace, development, 
problems in the third world, increasing 
poverty in the first world ... I think either 
we understand we are in this together, or 
it’s not going to work. It’s not a matter of 
choice but of necessity, to think of col-
lective responsibility in a non-reciprocal 
manner, covering humans and non-hu-
mans. We need an ethics for our times, 
and not the application of moral rules that 
are based in an 18th century world!’

Feminism must also continue to de-
velop. Braidotti argues that ‘we need to 
nomadise the concept.’ This is not about 
consensus, but about creating a platform 
for action. For her, feminism is a coalition 
of interests on common issues: ‘it is his-
torically contingent and changeable and 
it has to be reconstructed at each genera-
tion. Now there are many possibilities, but 
you need to map out the contradictions of 
our generations and take the responsibil-
ities of your generation seriously.’ When 
Braidotti speaks of ‘nomadic subjects,’ 
her concern is for ‘a nomadic practice of 
institutions,’ which would create struc-
tures that are both flexible and function-
al enough to produce the new models of 

ROOM VII

‘I would like to 
encourage women 
artists in following 
the pathways women 
have opened for us’  

‘Always on the 
move, they travel 
from continent to 
continent, passionate 
about the murmurs 
of the surrounding 
world’ 

‘But what if the 
individual is part of 
the problem?’

co-existence that women want. ‘Nomad-
ism is a qualitative shift of consciousness, 
that makes you inhabit the positions of 
power so as to change it.’ 

In this nomadic journey, women art-
ists have stressed ‘relation’ in the sense 
both of connection and collaboration and 
of storytelling. Where the twentieth cen-
tury focused on the anti-narrative, artists 
like Taus Makhacheva and Marie Zola-
mian have reintroduced the narrative as 
a crucial component of art. In his book 
The Spell of the Senses, David Abram de-
scribes ‘the role of the shaman or sorcerer 
as the exemplary voyager in the interme-
diate realm between the human and the 
more-than-human worlds, the primary 
strategist and negotiator in any dealings 
with the Others.’ In her work Bring me to 
this place, Meryl McMaster takes us into 
uncharted territory. Of Plains Cree and 
Euro-Canadian descent, she explores her 
mixed ancestral roots through perfor-
mance, sculpture and photography, while 
portraying subjectivity as never complete 
and always in flux in the in-between space 
of lineage and land. 

Finally, I would like to encourage 
women artists to follow the pathways 
women have pioneered for us, and even 
to motivate them to return to our spiritual 
lands, now mostly destroyed, and reclaim 
our deepest rhythms and wildish nature. 
To quote Clarissa Pinkola Estes in her 
book Women Who Run with the Wolves, 
‘The modern woman is a blur of activi-
ty. She is pressured to be all things to all 
people. The old knowing is long overdue.’ 
The archetypal, the intuitive, the feminine 
divine, the sexual, the cyclical, and the 
nomadic – women’s creative energy needs 
to be unleashed and lead us back to in-
clusiveness and recognition of our planet. 
Lets rewild ourselves! <

I’LL TELL YOU HOW THE SUN ROSE



Haris Epaminonda,
poster ‘XXIV’ from Haris Epaminon-
da’s publication ‘Chapters I-XXX’, 
english, hardcover folder, 24 film 
stills, 30 posters, 23 x 31 cm
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Lucy and Jorge Orta,
Antarctic Village - No Borders,
ephemeral installation of Antarctic 
Village, North, South East and West 
villages across the Antarctic 
Peninsula from March to April 2007
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Dorothea Lange,
Migrant Mother, Nipomo, California, 
1936, gelatin silver print



Michelle Stuart,
Color/Time/Landform 
Transformations III, Tomkins Cove 
Quarry, NY, 1977,
color coupler photo prints, pencil,
25 vintage color photographs on 
muslin backed paper,
67.6 x 83.2 cm

©
 M

ich
ell

e S
tu

ar
t, 

co
ur

tes
y G

ale
rie

 Le
lon

g &
 Co

., N
ew

 Yo
rk

 -
 1

1 
- 

Se
e 

A
ll 

T
hi

s 
 



Taus Makhacheva,
Super Taus and a Camel Yasha,
Dagestan, 2014
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Jacqueline Hassink,
Langisjór 2, 63°58’11”N 
18°41’6”W, Road F235, Vatnajö-
kulsþjóðgarður, Iceland, Summer, 
17 August, 2015, chromogenic print, 
160 x 200.7 cm
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Meryl McMaster,
Bring me to this place,
2017, giclée print,
152.4 x 101.6 cm
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??????????
Pregnant, 1978, materiaal
afmeting ??X??cm
 ICA Boston
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Pregnant, 1978, materiaal
afmeting ??X??cm
 ICA Boston

Natascha Libbert,
Sia, 2018,
80 x 120 cm

Marie Zolamian,
Untitled, 2019,
oil on canvas on panel, 
32.5 x 26.5 cm
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Etel Adnan,
Untitled, 2013,
oil on canvas,
35 x 45 cm
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‘One should really use the camera 
as though tomorrow you’d be 

stricken blind.’

page 236

DOROTHEA LANGE  
(US, 1895-1965)

Sometimes things aren’t made as art; 
they only assume that status later. The 
poignant images captured by American 
photographer Dorothea Lange near the 
Californian village of Nipomo in the spring 
of 1936 are a good example. It was the time 
of the Great Depression and the Wall Street 
Crash was affecting every corner of the 
country. There was an exodus of destitute 
people, trekking westwards along Route 66 
in search of a brighter – or at least sunnier – 
future. John Steinbeck wrote about it in his 
fictional masterpiece The Grapes of Wrath. 

Dorothea Lange photographed one 
of the first groups of dusty and desperate 
economic refugees at a gas station. She had 
once made the trip herself. She was born on 
the east coast in 1895 in a family abandoned 
by her father. From an early age she want-
ed to become a photographer; she didn’t 
know why. In high school, she worked as a 
factotum in a photography shop. Her first 
portraits taught Lange a lot ‘about people’s 
foibles and vanities’. 

In San Francisco in the 1920s, she be-
gan by developing photos for customers. 
‘That’s where I became aware of the value of 
snapshots’, she said later. She launched her 
own portrait studio, but it wasn’t enough 

for her. And one day, in the early 1930s, she 
decided to take to the streets: ‘There was a 
very large world out there that I had not en-
tered too well.’ 

She got a job with the Resettlement 
Administration, a government agency that 
wanted to make Americans aware of the 
country’s dire poverty. In March 1936, 
she started to explore the Pacific coastline 
and passed a sign to a pea-picker camp. 
About thirty kilometres down the road, she 
stopped and turned back to visit it. There 
she was drawn ‘as if magnetically’ to a shab-
by tent belonging to a starving mother and 
her seven children. Everyday pictures as 
they were at the time, these photographs 
were to become iconic images of the Great 
Depression on the walls of museums. And 
so it was that Dorothea Lange uninten-
tionally became an artist. A year before her 
death she said, almost apologetically, ‘I sim-
ply followed my instincts.’ – JG

‘Once I was asked: Who is the most 
important person you ever met?, 

and I remember answering: A 
mountain.’

page 248

ETEL ADNAN 
(LIBANON, 1925-)

Canvases that pulsate with colour, land-
scapes unrecognisable and yet so familiar: 
Etel Adnan’s works are pure poetry. After 
studying philosophy at the Sorbonne in 
Paris, the Damascus-born poet and essayist 

verse is invariably central to her oeuvre. 
Her work is shaped by her travels and the 
places she visits, where she studies and 
records the changes wrought by nature or 
by human hand. 

Color/Time/Landform Transforma-
tions III is part of a major environmen-
tal work documenting various levels in a 
New York stone quarry, a place she found 
while serveying the area from a helicop-
ter she hired. ‘Fortunately, there was no 
one but a janitor and I persuaded him to 
let me work there. I made a video work 
about time and layers.’ In other works, 
she has dug up earth and crushed it until 
the stones were smashed into smaller and 
smaller fragments, which she then rubbed 
endlessly over rolls of paper. ‘They wer-
en’t big productions like the guys were 
doing, they didn’t need great big tractors 
and things like that. I found that some-
how you can say things without becoming 
a developer!’ Stuart seems to want to get 
under the skin of places without dominat-
ing them.

Stuart was among the pioneers of the 
use of natural materials like earth, wax, 
seeds and plants and has enjoyed inter-
national recognition for her land art ever 
since the 1970s. In her most recent pho-
tographic work, she draws on her own 
archive to create stories and visual souve-
nirs of places that provide lasting illustra-
tions of her artistic involvement.  – JEG

‘I looked at how the green moss 
scrapes across the black earth. The 
enormous complexity of all those 
different planes in the landscape 

fascinates me.’

page 242

JACQUELINE HASSINK 
(NETHERLANDS, 

1966-2018)

There is very little here and now in 
the here and now. That’s what photogra-
pher Jacqueline Hassink discovered in 
the course of her nomadic existence, dur-
ing which she mapped the entire world 
through her photography, like a modern 
cartographer: one who set out with a 
camera and data, in search of the ultimate 
silence. 

For her Unwired series, she sought 
out ‘white spots’: the few isolated places 
on earth that are not (yet) connected to 
the internet. Either because the places are 
so remote or because people consciously 
want to be offline. Silence was also a part 
of the project that made Hassink famous: 
The Table of Power, which featured pictures 
of empty meeting tables in the boardrooms 
of Europe’s largest companies. And of 
View, Kyoto, for which she photographed 
Buddhist temple gardens, always at the 
interface of inside and outside as the archi-
tecture of the houses and the layout of the 
gardens flowed seamlessly into each other. 

For Hassink, trained as a fashion de-
signer and sculptor, the Japanese tea house 

studied at U.C. Berkeley and Harvard, then 
taught Philosophy of Art and Aesthetics 
in California. It was there, later in life and 
quite suddenly, that Adnan turned to paint-
ing, as her own feeling of solidarity with Al-
geria in its War of Independence in the late 
1950s obliged her to reckon with the politi-
cal implications of writing in French and so 
to prefer to communicate in painting. 

Her Californian surroundings, particu-
larly Mount Tamalpais, became her muse. 
Much as Cezanne became fixated on Mont 
Sainte-Victoire, Adnan found a reference 
point in this mountain, producing a mul-
titude of works inspired by its changing 
moods and seasons. While the thickly ap-
plied layers of vibrant colour rapidly ap-
plied with the palette knife might suggest 
otherwise, Adnan’s approach was actually a 
methodical attempt to achieve the ultimate 
symbiosis between texture, landscape, ab-
straction and colour. – EC

‘Oh, I did go without a guide, in 
most places. But it wasn’t quite 
as rustic as the 18th century or 
19th century, Morocco being an 

exception.’

page 238

MICHELLE STUART
(US, 1933-)

‘Time is perhaps the most striking fea-
ture of much of my work’, says Michelle 
Stuart. The artist practises a number of 
disciplines but the connection between 
human life and the mysteries of the uni-

symbolized the ideal space, the ultimate 
equilibrium. Talking about Langisjór 1, 
a work she created in Iceland, she once 
said: ‘For me it’s mainly about form. I look 
at how the green moss scrapes across the 
black earth. The enormous complexity of 
all those different planes in the landscape 
fascinates me. For me it’s pure art, using 
shape and form.’ – DL

‘Antarctica’s immaculate ice 
landscape was our metaphor, a 
filter for the kaleidoscope that 

make up our nations and identities, 
concentrating all the colours into 

the sum of light and the purity of a 
hope.’

page 234

LUCY ORTA  
(UK, 1966-)

In 1991 Lucy Orta and her Argentin-
ian partner Jorge Orta founded Studio 
Orta in Paris. Her background in fashion 
design and his in architecture and visual 
art have become the basis of a collabo-
rative artistic practice that explores po-
litical, social and ecological issues and 
advances alternative solutions via films, 
performances, installations, sculptures 
and drawings (many of them made on 
location). In the Netherlands, for exam-
ple, they have created a water purification 
plant using water from the Zijlsingel as a 
response to the growing global shortage of 
drinking water. In 2007 the duo mounted 
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an unbelievable expedition to Antarctica, 
where they managed – at minus eighty de-
grees – to install their Antarctic Village: 50 
original dome dwellings, handstitched with 
the national flags of countries worldwide. 
The aesthetically appealing ‘houses’, sym-
bolizing the vast size and diversity of the 
global population, contrasted sharply with 
the location: the last remaining politically 
neutral place on earth, protected from hu-
man intervention and containing seventy 
per cent of the planet’s freshwater reserves 
locked up in the ice. ‘It is a place where the 
immaculate whiteness contains all the wish-
es of humanity to spread a message of hope 
for future generations.’  – JEG

‘I look for my subjects less in perfect 
aesthetic worlds and more in so-

called natural ones. That’s where I 
find compassion and beauty.’

page 246

NATASCHA LIBBERT 
(NETHERLANDS, 1973-)

Refraining from any form of image 
manipulation, Natascha Libbert allows 
her subjects and interesting cuts to speak 
for themselves. Her photographs of the 
natural world usually frame the image in 
a way that appears to flatten the subject, 
bringing an augmented sense of texture 
into the setting. 

During her childhood she lived in 
countries such as Spain, the US, the UK, 
Ghana and Saudi Arabia. ‘I think that 

manoeuvring myself in locations like 
that is my biggest motivation to travel. I 
wouldn’t easily photograph a place for my 
work that doesn’t evoke any questions,’ 
she once said. Maybe that’s why there’s 
a sense of movement happening behind 
Libbert’s lens, as if every photograph is a 
film still from a bigger picture. 

Natascha Libbert’s beautiful photo-
graphs are not for guilt-free enjoyment, 
her work reveals the unseen impact of the 
imbalance between humanity and nature: 
a palm tree on fire or a bright orange pool 
hugging the bluff of a Cypriot mine. All of 
which could be the result of natural caus-
es but are not. Photographed all over the 
world, Libbert’s images combine to form a 
cumulative no-man’s-land while sublim-
inally reminding us that it’s every-man’s 
responsibility.– EC

‘What interests me is the line 
drawn between two points, the 

transition space.’

page 247

MARIE ZOLAMIAN
(LEBANON/BELGIUM, 

1975-)

Ten barely-there toes peek out from the 
bottom of the canvas and anchor us. Sud-
denly the feet become our own and we are 
no longer just looking at an abstract paint-
ing, we are living it, standing barefoot on 
the edge of a pool of blue water. Or are we 
staring up at the sky making its presence 
known between two mountaintops? 

Epaminonda’s oeuvre is known for its 
multilayered character. Her work The In-
finite Library, made in collaboration with 
the German artist  Daniel Gustav Cramer, 
consists of an ongoing archive of books, 
each one created out of found pages dis-
mantled and recombined or reshuffled 
and bound anew into new volumes. 

After her graduation from the Royal 
College of Art in 2003, Epaminonda re-
turned to her native Cyprus, where she 
came across a pile of French magazines 
from the 1950s. This find would prompt 
a series of black and white collages. A few 
years later, she welcomed colour to enter 
her process of collage-making.

Epaminonda’s super 8 film Chimera 
(2019) features desert dunes, zebra stripes, 
fragments of Pompeian statues, diamonds, 
dancing girls and classical paintings, ‘a 
powerful dip into a remote dimension, 
writes Giavanna Manzotti, ‘with no nostal-
gia for the bygone, where multiple visions 
weave unimagined narratives.’ – TP

‘I explored the culture deeply, 
including having my hair done 

at the Voodou salon and making 
many research visits to spas.’

page 240

TAUS MAKHACHEVA
(RUSSIA, 1983-)

Taus Makhacheva’s video work Car-
pet (2006) shows the artist rolling herself 
up in and then back out of a kilim, the tra-
ditional rectangular carpet of the region, 

laid out on the long grass of the rolling 
hills of Dagestan. It’s a reference to the 
women of the Caucasus who used to be 
kidnapped inside carpets to be forced into 
marriage or live as slaves.

Makhacheva grew up in Moscow 
and studied in London but her Dagest-
ani roots play a major role in her videos, 
performances and installations. She is 
descended from the Avars, a native ethnic 
group in Dagestan. Her grandmother was 
the first director of the Dagestan Museum 
of Fine Art in Machachkala, while her 
grandfather was a famous Avar poet well-
known for his sense of humour.

Like Makhacheva. Because, although 
her work deals with painful aspects of 
history and tensions between cultures or 
between tradition and modernity, irony 
and humour are never far away. With her 
alter ego Super Taus, Makhacheva makes 
the impossible possible – as in Tightrope 
(2015), where a tightrope walker trans-
ports 61 copies of works from the col-
lection of the Dagestan Museum of Fine 
Art from one side of a Caucasian ravine 
to the other. She invented Super Taus ‘in 
recognition and homage to all my female 
relatives who perform heroic tasks in their 
daily lives.’ And she’s not finished with 
her yet. ‘Super Taus is a work in progress 
... She’s thinking about creating a super-
hero coalition’, she reported in 2018. A 
year later, the Superhero Sighting Society 
had its first exhibition. – KG

Marie Zolamian’s paintings exist out-
side of space and time as we know it, but 
were you to insist upon pinning it down, 
they would probably fall somewhere be-
tween medieval paintings and the contem-
porary dream world. Zolamian describes 
her work as ‘an experimental documentary 
of a fictional ethnology’, produced as a way 
of better understanding what it means to 
belong to a community in the setting of an 
imaginary but foreign landscape. Favouring 
small formats, she imbues her works with 
a soft fragility as she balances the abstract 
with the figurative. – EC

‘The work is done in a specific 
space at a specific moment in time, 
and it can never repeat itself in the 

same way.’
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HARIS EPAMINONDA
(CYPRUS, 1980-)

‘I think some images have something 
unsettling in them, a twist. The power 
images have is that they can throw you 
into the desert and let you find your 
way. Images don’t give themselves easily. 
They demand something from you. It’s a 
very seductive process,’ said Haris Epa-
minonda in a 2007 interview with Mousse 
Magazine. She works with found materi-
als to create installations and the implicit 
stories of these fragments become part of 
her work; while they remain unknown to 
us, we feel their presence.

‘I was interested in the ancestral 
life that had happened in these 

landscapes.’

page 245

MERYL MCMASTER 
(CANADA, 1988-)

Known for her large-format self-por-
traits with a distinct performative quali-
ty, McMaster explores questions of self 
through land, lineage, history and cul-
ture, with specific reference to her mixed 
nêhiyaw (Plains Cree), British and Dutch 
ancestry. At times her work may seem 
magical, but in fact its form of awareness 
is just one among others, as she seems to 
have the ability to shift out of her state of 
consciousness to make contact with other 
organic forms of sensibility that animate 
the landscape. 

As Meryl McMaster states, her prac-
tice can be described as performance 
photography, in which she is the subject 
viewed within various dreamlike scenar-
ios before the camera. ‘My methodology 
begins in the studio, where I create la-
bour-intensive objects and sculptural gar-
ments that are used as theatrical props, 
transported to site-specific locations for 
the photographic performance. Many of 
the images I create are focused on vari-
ous tensions involved in the mixing and 
transforming of my bi-cultural identity in 
an attempt to extend its boundaries.’ – CZ


