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than 13,000 people escaped East
Germany in three days. Both surges
are represented through Senft’s 
gestural strokes of paint covered in
23-karat gold leaf, which hearken
back stylistically to her years spent
in Japan and Brazil and her upbring-
ing in Baroque-inflected Bavaria.

In the large “Surge” installation
Your View Here, raw canvas splits
down the middle, held up by a large
branch of crepe myrtle. The man-
made fabric and the natural branch
work in unison to provide a sym-
bolic and historical perspective on
the Iron Curtain. The golden circle
painted on the canvas stands for the
globe, unity, and the female—the
maternal line of Senft’s family was
completely cut off by the Wall.
Visitors were encouraged to pull back
this curtain, revealing the text: 
“Ihr Ausblick/Your view here.” Here,
“Borderline Reality” became per-
sonal. Ausblick not only means “view”
in German, but also the “prospect
of” or the “chance of.” We have 
a chance to learn from history and
not repeat the same disastrous
divisions of cultures. 

—Susan Oliver Heard

RUTLAND,  VERMONT

“Revival: Stone and Steel”
Castleton Downtown Gallery

The artists featured in “Revival: Stone
and Steel” bring new life to their
chosen materials in unique figural,
botanical, mechanical, and concep-
tual ways. Selected by curator Oliver
Schemm for their versatile skills and
hands-on manipulation of media,

they all come from the Rutland and
Barre regions of Vermont, where
quarrying, carving, and forging are
part of the local language.

Sabrina Fadial’s Burdock, an intri-
cate sculpture incorporating steel
and gold leaf, consists of 108 forged
steel tapers with curlicue tips ema-
nating from a golden core. The marks
of the hand, hammering on what
used to be molten metal, are as
sensitive as the strokes of a drawing.
Wisteria features pods of sheet
metal, with welded edges suspended
on hand-forged stems. The volup-
tuous forms, inflated with air, dangle
provocatively in space and entice
with their magical essence. 

Paul Marr Hilliard’s sense of
curiosity lends itself to imaginative
sculptures that often combine 
marble and steel. Wanderer, simul-
taneously graceful and awkward,
stands on six legs of forged steel
with marble feet, the head capped
by smooth marble. Introspection, 
a carved gray marble bust, carries 
an enormous round weight on 
its head, gazing out with a piercing
expression as if “living the question,”
in Rilke’s words. Bird Hammer
humorously combines unlikely ideas,
bringing to mind a prehistoric 
carving. Rough surfaces contrast

with smooth ones, and the open
beak of the bird resembles the claws
of the hammer.

The hearts in Heather Ritchie’s
stone sculptures express various
emotional states. A marble Torso
with Sacred Heart exposes a flaming
heart surrounded by a ring of
thorns. Vulnerable yet strong, the
heart seems to speak of the cost 
of love, open sharing, and no-holds-
barred surrender. Other small sculp-
tures, integrated with book or fiber
components, continue Ritchie’s
ongoing exploration of hearts and
bodies.

Don Ramey, who also works in a
figurative vein, is a skilled carver of
marble and limestone. Some of his
figures are highly finished, while
others have textured surfaces. The
small-scale, bronze “Zoë” series
explores the same figure in different
poses. In each of these works, Ramey
deconstructs the modeled body
while it is still in the wax state and

then reconstructs the pieces before
the final casting. The openings in 
the elegantly pieced-together bodies
expose their hollow interiors, which
are covered in gold paint to give 
an inner glow. AdamEve I—First Breath
is an absolute tour de force, showing
the figures at their moment of 
animation. The openwork bodies feel
electrified, with a tension right
down to their fingertips, frozen at
the moment of emergence. We
seem to be witnessing the compli-
cated genesis of the human condi-
tion right before our eyes.

Working in highly individualized
veins, each of the “Revival” artists 
is a master of his or her chosen craft,
but the force of their combined
sculptures transcended expertise.
Their statements go beyond tradi-
tional materials and force us to ask
questions of deep relevance to our
contemporary lives. 

—B. Amore

Above: Sabine Senft, Your View Here,

2017. Mixed media, installation view.

Right: Don Ramey, AdamEve I—First

Breath, 2015. Painted cast bronze,

bronze rod, copper wire and bronze

wool, and painted terra cotta, 21 x

15 x 12 in. From “Revival.”
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CALGARY,  ALBERTA ,  CANADA

Jason de Haan 
Esker Foundation

The artistic practice of Calgary-
based Jason de Haan eludes catego-
rization. His work inhabits an
in-between space, a space of anti-
definition. His recent exhibition,
“Oh for eyes! At night we dream 
of eyes!” spoke to an interest in
exploring non-hierarchical forma-
tions of objects. Wandering through
the show, pondering, viewers first
encountered clusters of crystals
apparently growing from speakers.
Placed in a large circle, the speakers
emitted specific frequencies, vibrat-
ing at a distinct thrum. In an 
adjacent room, a 3D-printed female
figure was caught mid-arabesque,
delicately sheathed in a layer of salt
that covered her face and slithered
down her back. In the next gallery,
an abundance of ultrasonic humidi-
fiers—oblong and squat, some
refined, others made from recycled
and found materials—continuously
bathed a collection of fossils with 
a fine mist. Sets of facing mirrors

set in metal frames were arranged
in a corridor. In each pair (from the
ongoing series “Spirits Looking at
Themselves”), one mirror is thought
to be haunted by ghosts, while the
other remains untouched and offers
a portal of escape.

“Oh for eyes!” offered a veritable
Wunderkammer for the modern
age. de Haan has a clear interest in
exploring process over end result
while still paying attention to objects
and materiality. In the catalogue 
for his exhibition “Noghwhere Bodili
is Everywhere Goostly” (2014), he
writes, “I am most interested…in 
its reverence of material richness…
These often categorical boundaries…
allow for questions like: what kinds
of information can an object retain?
Or when is an object?”

These considerations seem pre-
scient when considering a work such
as Swallow All The Brains (2014–
ongoing) in which clam, snail, bra-
chiopod, ammonite, turtle, and
tortoise fossils are positioned on the
spouts of ultrasonic humidifiers,
each emitting steam like sea foam
misting off ancient waves. The 
fossils are timeless, a hard shell of
what once was alive, but now, with
de Haan’s intervention, thrust into a
new time. In this state of change,
the fossils offer a way to question
temporal frames—they are simul -
taneously prehistoric, of the present
in a new form, and of the future 
in a transformed state, carried to
different parts of the world no
longer as solid objects, but as parti-
cles, specks of their former selves.

de Haan’s work steps outside of
taxonomies, particularly when con-
sidering the hierarchical rules 
governing systems of classification.
The world that he creates in his
work marks a departure from reality,
offering an alternative way of seeing
and understanding objects, as well
as a place in which to consider the
metaphysical. 

—Maeve Hanna

THE  HAGUE

Thom Puckey 
Stroom Den Haag

Thom Puckey’s remarkable Thorbecke
monument and “A Matter of Time,”
his recent, revelatory survey, firmly
called attention to the intrinsic 
heterogeneity of his work. The mon-
ument, situated on the edge of a
green space near the House of Par -
liament in The Hague, confronts
viewers with two loosely connected
scenarios. The carved marble half
depicts Johan Rudolph Thorbecke, a
19th-century politician heralded 
as the architect of the Dutch demo-
cratic state. He sits lost in thought
and, having turned away from his
desk, gazes endlessly at the seat of
government. The other half features
a trio of contemporary office work-
ers cast in stainless steel. Gathered
around an ordinary table, they
engage in deliberation. But for the
height of the single female figure,
who sits on the table, the plinths,
which are modestly scaled and of
the same size, invoke no hierarchical
ordering. The subjects, moreover,
are clearly counterparts, connected

by hinged doorways, though the
choice of materials epitomizes dif-
ferences in times and traditions. 

The unanticipated juxtaposition of
styles, materials, subjects, and time
periods is at first disconcerting. The
atypical composition comes across 
as lopsided or unreasonably complex,
and one suspects that Puckey might
have crammed too many elements
into the work. The precarious place-
ment of the furniture contributes 
to such an impression. Discovering
that part of Thorbecke’s desk and
one of the table legs are lingering
in the air implies a failing. Seeing
Puckey’s survey, however, provided

Left: Sabrina Fadial, Wisteria, 2000.

Forged and inflated steel, 52 x 18 x 

24 in. From “Revival.” Above: Jason de

Haan, Swallow All The Brains, 2014–

ongoing. Found fossils, humidifiers,

plastic bottles, and concrete, dimen-

sions variable. Right: Jason de Haan,

Salt Shroud (detail), 2017. 3D poly-

ester printed digital scan and salt,

life-size.


