
Taus Makhacheva,
Super Taus and a Camel Yasha,
Dagestan, 2014
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GET TO KNOW

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


