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 Editor’s Letter

There are not enough jobs, not enough galleries, not enough collectors, and not enough opportunities; there 
will never be enough. Artists face many challenges, from creative blocks to gentrification. The development of 
this publication is, in part, the result of these issues. We are here to serve as a bridge, connecting artists, writers, 
galleries, collectors, and academia on an international scale. We expose artists who we believe push the bound-
aries between the traditional, modern, and contemporary. Andy Warhol once said, “In the future, everyone will 
be world-famous for fifteen minutes.” We are here to give you more than fifteen minutes of fame.

Contemporary Art is often hard to understand and is always in flux. In this issue, we have selected ten artists, 
who’s studio practice ranges from the two-dimensional, three-dimensional, and digital media, to offer a glimpse 
of the current trends. In addition, an interview with a British video artist explores the similarities between paint-
ing and new media, while an article on a Los Angeles based photographer hints at the importance of business 
knowledge for artists.

My personal gratitude goes to Anna Niebrugge, Zhe (Joe) Ren, and Joshua Hale who, without their contribution 
and perseverance, this publication would not be possible.

To all the artists and contributors who participated in this publication, we thank you for your contribution and 
wish you all the best in your future endeavors.

Best,

Chintia Kirana



Karen Schnepf
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Colors, Layered: Drip Series, Mixed Media, 10”x30”, 2014



“Coloring outside the lines” has been the 
approach that I take towards my artwork. 
I love experimenting with new uses for 
materials and tweaking old techniques. 
I challenge myself by digging through 
hard- ware stores and builder’s supply 
stores to discover a product that will 
tease my creative process with possibil-
ities.

I have been mostly self-taught as a result 
of my disliking the confines of structured 
art  classes  and  instructors.    My  work 
is non-objective abstracts, using bold 
strokes and vivid colors in unexpected 
ways.  I use mostly acrylics, oil crayons, 
pencil and other mediums. The paintings 
are finished with several gloss coats that 
make the colors “pop” and give the piec-
es a sleek, contemporary feel. My goal is 
to create artwork that is innovative, color-
ful and fresh.

As a result of previously working with 
fused glass, I wanted to emulate the feel 
of glass in my paintings.   After over a 
year of experimentation and explora-
tion, I was able to develop a technique 
that brought about the feel I was looking 
for. My pieces are painted on canvas or 
panel and then coated with a three step, 
gloss finish, each step of the process tak-
ing 24 hours to dry. The result is a glossy 
finish that emulates the look and feel of 
glass  and  suggests  an  “under  water” 
feel.  The colors captured under the fin-
ish “pop” with a bold vibrance that I was 
unable to achieve without it. The brilliant 
colors and gloss finish have become my 
“signature” as an artist.

Colors, Layered: Neutral, Williams, Mixed Media, 36”x12”, 2014



Lisa Gronseth 

You are number one, Collage Painting: Acrylic on Mylar, Cut and Reassembled, 22”x33”, 2014

In Tracks and Fields, I am standing on the edge of where the country has moved into the city. Sports fields retain some of 
the wide openness of the country, and the less commercial ones are often in parks surrounded by trees. Yet, these fields 
are completely manmade. In these paintings, I am playing the role of observer and of outsider. I am not a participant in the 
game, nor am I a participating spectator. I am standing outside the fence looking at the formal interaction of a man-made 
space and nature. This duality also reflects my situation as an urban dweller divorced from natural world. By going to a park, 
I am able to experience nature without actually being in it.

My process is to paint from my collection of photographs taken during my travels. In addition, I hunt through estate sales 
and antique shops to source anonymous photographs of forgotten, outdated products, erotica or hackneyed illustration 
techniques. The found imagery combined with painting function both as formal elements and as commentary on our society.

My layering and collage processes reflects my subject matter. I paint paper and mylar and cut and reassemble the pieces 
to create collaged paintings. My buildings and landscapes are literally constructed in my collages. Using these materials 
and methods is my answer to the modernist call to make process and material clear to the viewer.
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Track 2, Collage Painting: Acrylic on Mylar, Cut and Reassembled, 22”x33”, 2014

Track 3, Collage Painting: Acrylic on Mylar, Cut and Reassembled, 22”x33”, 2014



Lauren Matsumoto

Nature and how we relate to it is the central theme of my work. In my acrylic paintings and mixed-media works on paper, I 
combine traditional painting techniques with found imagery to create landscapes that tell a story. My landscapes vary from 
arid desert to surreal tropical gardens, since they are based on places I have been or want to go. But in every one, the real 
subject is how we interact with the natural world. Elements of civilization creep into each scene without dominating it. The 
way sky, land and subject interact is an important element.

My process is to paint from my collection of photographs, taken during my travels. In addition, I hunt through estate sales 
and antique shops to source anonymous photographs of forgotten, outdated products, erotica or hackneyed illustration 
techniques. The found imagery combined with painting function both as formal elements and as commentary on our society.

St. Lucia, Acrylic and collage on linen, 48”x36”, 2015
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Nori Study, Acrylic and collage on paper, 30”x22”, 2015



Elizabeth Castiglione 

“Remembrance of things past is not necessarily the remembrance of things as they were.” Marcel Proust

Once it was believed that memories, after being formed by complex molecular interactions, were fixed. They were stored 
and could sometimes be recalled, in a process known as “consolidation.” However, neuroscientists have now demonstrated 
what Proust knew years ago, that memories change over time. Specifically, the act of remembering something may cause 
the memory to be altered, “reconsolidated.”

My recent work, the mixed media series, “Landscape of Memory,” explores this dynamic process of memory by linking 
and layering disparate scenes from my life to create new images. Unlike my earlier works, which attempted to capture the 
present moment in order to concretize a memory, these pieces play with the mutability of memory. Painted landscapes of 
places I remember form the ground for photographs I took of my children a decade ago, our ancestors, and our animals 
(living and dead).

My hope is that through this process the images acquire a sense of universality, a sense of both the loss and the beauty 
inherent in the passage of time.

Origin of The Species, Collage and Acrylic on Masonite, 16”x20”, 2014
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Our Pack, Collage and Acrylic on Masonite, 16”x20”, 2014

The Distance Between Us, Collage and Acrylic on Masonite, 16”x20”, 2014



Elizabeth Leventhal

Garden Walk 1, Mixed Media on Canvas, 30”x48”, 2014

Liz Barber Leventhal studied painting at the Massachusetts College of Art and Moore College of Art in Philadelphia.  She 
has been commissioned by The Cosmopolitan Resort in Las Vegas and the Beverly Hills Hotel. Recently Archbold Hospital 
acquired 14 paintings for their new healthcare facility in Thomasville, GA. Her work is widely collected. She has had many 
solo and two person shows. Barber’s paintings are represented in galleries up and down the East Coast, from Florida to New 
York. Her work has been featured in publications including Art Voices 2014 Winter Edition, Studio Visit Magazine and South-
ern Living.

Barber Leventhal’s new body of work is vibrant, energetic, and bursting with texture, color, and shape. Inspired by water and 
light, these elements in nature provide organic forms that connect the viewer to the piece. Using a soft palette of colors with 
vigorous brushstrokes, she creates paintings that convey nature as constantly changing, shifting, and moving. Atmospheric 
landscapes blend with drawn images from memory. Her canvases tell a short story by freezing a moment in time and then 
blending it with an abstracted ground. The common thread that winds itself through it all, is her ability to capture a light source 
through its interaction with color. The results are glowing, luminous, enhanced pictures of the gorgeous effects of nature.

Liz’s quiet and gentle nature strongly contrasts with her energetic, confident, and highly textured paintings.  Inspirations from 
nature result in daring and unusual combinations of color, forceful texture and the gentle luminosity – all of which is borne 
from her ability to draw.

In her own words: “There is always abstraction in my paintings, no matter what the subject matter is. Nature provides organic, 
compelling shapes. Usually drawing is the starting point consisting of ambiguous elements that add depth to the painting. 
Moments from the past are as fragile and changing as nature itself. In my life, the way I see a leaf falling can trigger a past 
memory. This is my emotional connection with nature. The subject matter of nature provides a decadent ballet of movement 
and change. This process makes visible my search through my memories. This is how I connect with the viewer.”
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Spring Rain 6, Mixed Media on Canvas, 36”x48”, 2014



Kim Wednesday

Dry Water, Photography, 7.5”x11”, 2014

I believe that a subconscious mind has unlimited potential in creating diverse and creative ideas. The enjoyment of incor-
porating images from my sub-consciousness into my art is the main drive in my artistic voyage.

Most of my works are records of my thoughts, interests, dreams, and an incoherent of mixture of my sub-consciousness. 
I connect the process of making my work with images in my sub-consciousness and, sometimes, with momentary cathar-
sis. I use seemingly random objects such as found objects, any left over materials, fiberglass, wood, fabric, latex casts of 
objects, aqua rein and digital images.

From digitally mediated collages to a butt-shaped drum, using ready-made objects to a basket of boobs and other video 
collages, my images are suggestive of the original Surrealist movement almost a hundred years ago, but with contempo-
rary consequences. In “The Boobboob Basket“, a ready-made sculpture of a big basket of boobs, I tried to portray Karl 
Marx’s theory of labor and values in his book called “Volume One of Capital.” In Marx’s theory, he described a person pro-
ducing an object, as the relationship between a subject and external world. I bent this theory to suit my own interpretation 
in a dark way. A big basket of boobs represents sex as a commodity, especially of women. Without any explanation, my 
work, itself, is beautiful in aesthetic. With an explanation, my work becomes disturbing. 

In “First Accident of Intrusive Thoughts” a video collage, I tried to express video collages on each screen as surreal paint-
ings. Sometimes, if any object, subject, or any article sent me into raptures, I become obsessed with that object or subject. 
Realizing this about myself, it led me to research about it and end up with eight separate video collages. Each screen rep-
resents a practice of spying on people that engages in intimate behaviors. Intrusive thoughts are unwelcome involuntary 
thoughts, images, or unpleasant ideas that become obsessions. They are difficult to manage or eliminate.

In “Bizarre Habit and Ego Noise”, a video installation, I delved once again deep down into the mind of modern men who are 
simultaneously hyper-socialized and estranged from one another. Hence awkwardness, I believe, has become a remedy 
for individuals in such a schizophrenic time. In “Installation View”, eleven dinosaur toys wonder around, making loud nois-
es which represent ego’s noise. At the corner, there is a fragile tower of stacked paper towels and a small, high, monkey 
sculpture on the top. Eleven dinosaur toys are roaming around the tower, their movement making the viewers anxious. The 
video installation is set up on small DVD player and there is a mirror next to it. Watching awkward reaction of a soldier’s 
video and watching their own reflection in the mirror next to them lead them into an awkward situation because it is hard to 
avoid the mirror right in front of them.

Another example of making art from obsessions: holes and tubes are interesting subject to me because they are access 
from one space to another, can be opening of something or closing, and are outside to inside or inside to other. 
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Boobboobbasket, Mixed Media, 12”x12”x18”, 2014

Though these meanings elude most of the viewers, if an artist declares that an apple is an apple, the object can only be 
perceived as an apple, which limits the thought process in interpreting the art sometimes. I do not wish to provide or pre-
scribe what my work means to the viewers. My hope is to connect with the viewers’ own momentary expression as they 
experience the recordings of my story.



James Buxton

The urge to create is like an addiction-you must have it like air.  It penetrates your every thought, your every moment of 
every waking hour.  Each time you create, you see the next creation. It is an ongoing endless cycle of pleasant surprises 
with each indulgence of the addiction.

Many factors play a part in the addiction of my creativity.  I not only see the next piece coming from the preceding piece, 
but the material available will change the outcome of the piece’s final presentation, which leads to new directions and ob-
servations. My addiction for the creative process is a wonderful ongoing process of research, discovery and improvisation. 
Finally, I must be courageous and willing to follow this new experience while learning no matter where it takes me!

Free Spirit of The Ascendancy, Painted Wood, 36”x48”x7”, 2011
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Let Me Enterain You, Painted Wood, 12”x36”x5”, 2011



Ceaphas Stubbs

Out of Necessity, Archival Inkjet Print, 28”x40”, 2014
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Using the language of still life photography, I explore the relationships between accessibility and inaccessibility, as well as 
pleasure and nostalgia. I am interested in how each sculpture possesses associations, represents ideas, and evokes emo-
tional responses from the viewer, similar to how a domestic object represented an idea in the traditional still life genre. The 
relationships between the sculptures are not fixed, but embody multiple meanings and are open to various interpretations. 
The found images, which are erotic, abstract cut-outs of the body, are symbols for personal and collective narratives. Sexu-
ality is understood as something essentially furtive, in which games of revealing and concealing are constantly played out. 
The cut-outs are meticulously grouped in twos and threes. The relationships between the found images with the sculptures 
are not fixed and, depending on how they are arranged, reveal open-ended narratives. I am interested in how my ready- 
mades and found images possess associations, represent ideas, and evoke emotional responses from the viewer, similar 
to how a domestic object represented an idea in the traditional still life genre. My objective is to develop a visual language 
that investigates narrative weight and meaning.

My process starts out as studio-based collage-sculptures and installations made from materials such as chemically stained 
photographs, fabrics, printouts, magazines, wires, yarn, found objects, and wood planks, which are then photographed and 
dismantled. These ordinary materials lend themselves to non-narrative context.  Their ordinariness makes them neutral 
enough to function as elements in a world of rich and paradoxical visual ideas. My studio practice aligns subtle references 
to 17th century still life structures and compositions, Surrealist painting and sculpture, Constructivist architecture, and For-
malist photography. I am drawn to artists, such as Irving Penn, Hans Bellmer, Zeke Berman, Joan Miró and Salvador Dali, 
who demonstrate an extraordinary capacity for inventiveness, improvisation, imagination, and undermining rationality, and 
see potential in things and phenomena that are overlooked.  My compositions rely on the principles of sculpture such as 
volume and gravity, principles of photography such as light and perspective, and principles of painting such as color. I have 
grown to think of my photographs as sturdier than both my sculptures and paintings combined.

I am also interested in challenging the limitations of the eye and the expectations of photography as a medium. By conflat-
ing the difference between what the eye sees and what the camera sees, I incite the viewer’s imagination and challenge 
perception. Issues of digital photography come into question in my works: the nature of its collaged construction seems



It Is Better Felt Than Though of, Archival Inkjet Print, 28”x40”, 2013

Strange Negotiations, Archival Inkjet Print, 28”x40”, 2013

 ever present, yet my photographs are not digitally manipulated. The edges of surfaces are abrupt; the perspectives do 
not seem stable. The actual constructions are never revealed: the scale of these sculptures as they once existed in time 
remains elusive.



Ekaterina Popova

At Your Place, Oil on Canvas, 36”x36”, 2014
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My fascination with the idea of home start-
ed at a young age after my move to the 
United States from Russia. Since that 
moment, I have been involuntarily cling-
ing to old photographs, images, magazine 
cutouts, and books that remind me of my 
old life. I now combine these elements and 
found imagery to create fictional spaces in 
which my separate cultural experiences 
can coexist. My paintings, which start as 
collages, fuse the disparate objects and 
environments. As a result, the domestic 
spaces and still lifes feel, at once, strange 
and familiar.

Sunday Morning, Oil on Canvas, 36”x36”, 2014

Story Time, Oil on Panel, 16”x20”, 2014



Tania Dibbs

New Nature, Mixed Media, 72”x96”, 2014

Our anthropocentric existence engenders a soulless attitude towards the physical world. My paintings directly address the 
sense of separation from our environment that our anthropocentrism deems acceptable, and they shine a light on the state 
of eco-emergency that has ensued. I purposefully use the undeniable power of beauty to lead the viewer around the dis-
taste of acknowledging the inconvenient, the painful, or the shameful to shine a light on our inherent connection with nature 
and the ways this connection has been abducted, ignored, or desecrated. Evolution has demonstrated that the difference 
between humans and other animals is one of degree, not kind. We are nature, and nature is not culture. My paintings 
point the viewer to what is no longer plainly visible or unassumingly viewed. The jarring lines of glitter embody culture and 
the frivolity of human endeavor, both obscuring and highlighting the untainted world beneath. The screens and overlays 
depict our fantastic state of functional chaos, our negation of the natural world, and the vast and impressive constructs of 
humanity. 
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Anthropocene 6, Mixed Media, 60”x60”, 2014

Gliherverse, Mixed Media, 72”x84”, 2014



Sparky Campanella
Where do nature and humanity coexist? Sparky Campanella, a photographer based in Los Angeles, seeks to 

capture a peaceful harmony between humanity and nature by photographing the horizon, a place where man-
made landscapes overlaps the sky.  His work strives for minimum content for maximum impact.  In his most recent 
series, Horizon, this philosophy is apparent.  Each photograph is similarly formatted with the sky and land taking up 
equal space, but the location is different in each photograph.  The presentation of sky and land is similarly treated; 
they retain the same level of focus, abstracting the content.   

Campanella’s interest in photography began as a young child; he was always taking photographs.  However, he de-
cided to pursue business degree, graduating with a Masters of Business Administration at Stanford University. After 
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Huntington Avenue, 40”x50” Pigment Print Photograph, 2013



working in business for a while, he decided to pursue his 
first passion.  Now, his background in business helps him 
in market his own work. Campanella likens the process of 
photography itself to his previous work in software where 
he would have to define the product, manage the process 
of building it, and then market it. His previous experience 
in the marketing world helps him navigate through the art 
world. Because of this, he recommends that art students 
take a few classes in business and marketing to help them 
to build up their own brand, which he defines as a combi-
nation of personal style and medium.  Marketing classes 
would teach students how to build their brand, invest in it, 
and market it.  Campanella has a unique perspective into 
the business of art, coming from a strong background of 
marketing before he began to focus on art.  

After his decision to move out of business and to pursue 
his art, Campanella moved to New York to immerse him-
self in the art scene.  His photos seek to simplify and frag-
ment.  For example, in his series, Portrait, Campanella 
photographs fragmentations of the human body. His ideas 
explore what a portrait is and how one can create a por-
trait without the usual visual markers, such as expression, 
clothing, or facial expressions.  Instead his photos are 

Mill Valley – Sausalito Path, 40”x50” Pigment Print Photograph, 2011
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filled with skin, with only shadow and light to indicate form.  
They seem to ask if the body represents the person, or is 
it but a shell that houses the soul.

Sparky Campanella’s latest series, Horizons, began about 
ten years ago.  Though these compositions are similar- 
land and sky, each occupying half of the of the picture 
plane- the content varies immensely from industrial walls 
and a calm, blue sky to a silhouette of forest and a vivid 
yellow sunset.  He finds emotion in these simple moments 
of where land meets sky; the similarity of their format uni-
fies and, at the same time, illustrates just how different 
they are from each other. 

Sparky’s favorite genre of art is minimalist art, and he 
draws inspiration from several who work within the min-
imalist realm.  Artists like Agnes Martin, a painter, and 
Robert Erwin, an installation artist, both strive to remove 
as much content as possible to focus on the impact of sim-
plicity.  Their work contains similar ideas to Sparky Cam-
panella’s, by using line and division of space to create 
meaning. 

Jawbone Canyon Looking East, 40”x50” Pigment Print Photograph, 2011



The work of Sparky Campanella explores a unique approach to landscape.  By using the same format he abstracts 
everyday scenes and brings them to new meaning. The pictures celebrate a symbiosis between human and man, and 
show a belief in compatibility between the two. For the future, Campanella hints at perhaps bringing his photographs 
into the three dimensional realm, creating more sculptural work.  It will be interesting to see the shift in how the viewer 
can interact with the piece alters, or perhaps enhances, the emotional content.  In the mean time, Sparky Campanella 
continues to explore the places where sky and land meet and find and display the emotional charge that resides there. 

De Haro Street, 40”x50” Pigment Print Photograph, 2004
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Nils Völker is a multimedia artist based in Berlin.  His latest in-
stallations involve bags created from different materials and 

manipulated, with controlled puffs of air and light, into flowing 
movement.  This series of installations has appeared in several 
different incarnations around Europe and is the latest in Völker’s 
career as an artist.  Völker graduated in 2004, from the Bauhaus 
University in Weimar with a degree in visual communications.   
Since 2010, he has been working as an artist, specializing in phys-
ical computing and media art.  His work has been shown through 
out Europe and Asia.  

The installation Seventeen was up in Kunstmuseum Celle as part 
of their Light Art in Germany Exhibition.  Seventeen consisted of 
seventeen bags constructed of Tyvek and controlled with hand-
crafted mechanics.  The bags are hung as if they were a pathway 
across the ceiling, several feet above the viewer’s heads.  The 
viewers enter the gallery by walking up a flight of stairs to find 
themselves under the installation which curves up from the en-
trance, ushering the viewers into the space.   The bags continue 
in a line down the room.  The mechanisms that fill and deflate 
each bag are staggered, creating an undulating movement, em-
phasized by lights within each structure.  The quiet whirr of the 
mechanisms reminds the viewer that, though it seems to breath, 
the installation is manmade.  The effect is both eerie and soothing, 
leaving the viewers own emotions at odds. It brings to mind the 
tale of the will-o’-the-wisp, a fictional creature that lures travelers 
into danger with its beautiful, flickering light. 



Italy



Morgan 
Chiers-
LitaBush
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Simon Welch Interview
By Alev Degim

-             You have previously specialized in painting, how much of an influence do you think painting has on your video 
work? Your film Cast (2012), seems to have an affect similar to that of a painting, could you elaborate on the similarities 
and differences between the two?

The fact that I originally studied painting helps in terms of the visual elements of filmmaking. An awareness of art history 
helps too. The film Cast struck me as having a painterly aspect because of the highly contrasted light conditions which 
reminded me of Caravaggio paintings (and baroque paintings in general). Also, I had in mind a painting by Joseph Wright of 
an experiment with a bird in an air pump which plays on baroque motifs but in the context of Frankenstein-like 18th century 
science experiments, so you get this strange mixture of the sort of heavily contrasted light conditions you’d expect to find 
in a Georges de la Tour nativity painting and contemporary technology.

My other films also play on painting-related motifs. In Focus, the animal allegory evokes Landseer’s animal paintings while 
the slag heaps seen at the beginning of the film remind me of the visions of hell found in 16th century Flemish painting. In 
Prelude, there are a couple of indirect references to Van Gogh (the close up of the girl’s shoes and the dying sunflowers) 
while the angular Burgundy landscape reminded me of the cubist-influenced landscapes verging on the surreal of John and 
Paul Nash (both in wartime and peacetime).

Obviously making films is quite different from painting because of the temporal and audio aspects which result in another 
type of reception and appreciation. Film plays on expectations to some extent while painting is static and can therefore be 
perceived simultaneously as a whole and be contemplated at length.

Probably the experience of being a painter makes me want to control all aspects of film production by doing everything 
myself, from filming to editing.

Also, filmmaking allows me to reference art history in a way which might come across as being a bit too arch if I were
painting.

-             In your shorts, there is a focus on mystical elements that you show in contrast to reality. Where do you think art 
falls under this spectrum?

I think I would reverse this slightly by saying that what’s interesting about the audio-visual medium is that it’s not clear what 
is real or not because it involves a very naturalistic, high-definition illusion of reality. The illusion/reality issue is something 
that interests a lot of filmmakers and video artists including myself. Anything represented in a film or video is by its very 
nature an illusion, including (and especially) works claiming to be realist. At the same time, the nature of truth and its rep- 
resentation through the deforming lens of the medium is central to my film work. In Focus, for example, one of the issues 
in play may be the veracity of the tale and its mediation via the medium of film (which is why certain horror films are named 
at the beginning).
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Film is an ideal medium for treating su- 
pernatural topics because of the nature 
of editing technology and special ef- 
fects, and cinema itself is a generator of 
“living ghosts” in the sense that the ac- 
tors seem to exist in our present, even 
though they may be long dead. So, to 
say that there is a mystical element in the 
films may be slightly misleading in the 
sense that although spiritual (and some- 
times “spiritualist”) subjects are evoked, 
it doesn’t mean they are necessarily true 
(and I myself am not a religious believer 
for instance). For me, such phenome-
na are interesting insofar as they tell us 
something about our collective history 
and our present human predicament, or 
else the nature of audio-visual media. 
Otherwise these issues would be sole-
ly anecdotal and of limited interest in an 
artistic sense.

In Focus, the preserved remains of the 
industrial past in the northern French 
landscape are like relics while the re- 
dundant miners themselves are like lin- 
gering ghosts of the past. The ghost sto- 
ry related by the miner may or may not 
be true but what’s important is that he 
believes it and that it relates to a wider 
social context.

The idea of Cast was partly that art has 
religious origins and, since the Renais- 
sance, artists have had to struggle to re- 
place conventional religious content with
other meaningful content in their work. For me, the fishermen toiling in the dark served as a kind of allegory of contemporary 
existence in general and of contemporary art in particular (and of my stumbling efforts to film them).

-             Your work comments on the everyday life struggles of individuals and yet comments on a deeper, almost spiritual 
plane of existence. How do you hope to achieve this sort of dialogue between the two worlds during production?

I may or may not have a clear idea of where the film’s really going during production and certain important elements some- 
times emerge during post-production. However, while filming Cast, I was aware of the metaphysical implications of the situ- 
ation. The dialogue of the night fishermen was eventually cut out and replaced with the sound of the sea in order to avoid a 
purely documentary reading of events. The unusual lighting conditions created by the head torches worn by the fishermen 
suggested something numinal (or even sinister). The Biblical signification of fishing and fishermen (ie certain disciples were 
fishermen by trade, described by Jesus as “fishers of men” and Christ was symbolized by a fish) was also of importance 
in shaping the film. The fact that a fish is finally caught and whisked off to its doom seems to me to be meaningful in that 
the fishermen/disciples produce a divine signifier but then dispose of it and are obliged to constantly seek a replacement. 
So banal daily phenomena may lend themselves to unexpected interpretations, especially in the artistic realm, and this is 
the real purpose of art as far as I’m concerned. But it also seems to be the case that the simple act of filming these events 
re-contextualizes them and aesthetically transforms them to some extent.

In Prelude, a spiritual interpretation might be suggested by the scene in the cemetery and by the overhead point of view of 
the shots of the “Cinderella” character in the house. Meanwhile, the juxtaposition of the piano playing shots and what might 
be “flashbacks” also confuses our temporal reading of events and locates us in the indeterminate realm of what is remem- 
bered or anticipated, or imagined or dreamed.



The horrifying anecdote recounted by the former miner in Focus in which he describes how, as a teenager, he was 
pushed down into a tomb seems to me to somehow herald his descent into the mines a few years later, so I tried to 
suggest this in post-production by superimposing a descending vertical panoramic shot of miners’ clothing suspended 
in a mine changing room as he recounts this aspect of the tale.

-             Your film Focus (2014), reveals the struggles of a French mine worker through his involvement with the 
supernatural narrative. This juxtaposition functions almost like an escape from the harsh reality that he faces. Do you 
think that film can serve as such an escapist mode of engaging with traumatizing events?

Do you mean an “escapist mode” for the miner interviewed in the film or for the viewing public in general?
The miner’s autobiographical ghost story coincides with the progressive closing down of the mines but also with the 
death of his wife. From my point of view, these elements could be seen as analogous to one another. However, I didn’t 
get the feeling that the miner experienced the ghost story as an escape from reality but rather as a nasty confirmation 
of it. I don’t think making the film served any kind of therapeutic end for him (but rather the opposite in fact). If any- 
thing, the coupling of industrial decline with poltergeist activity is my own take on things. The miner probably wouldn’t 
have made that connection himself.
Cinema in general may operate in a cathartic way of course, and that may be its essential function beyond entertain- 
ment and aesthetic concerns.

-             Where do you see your work in relation to contemporary film/video art world? Do you associate your work
with a certain movement or would you rather stay away from such categories? Why?

I don’t think we’re any longer in a period of real movements, at least I don’t feel part of any particular category. It may 
well be that my films could be classified with the work of particular filmmakers, but I don’t think in those terms when 
I’m making them so it doesn’t really concern me much (having said that, presumably my work is of its time in some
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way, otherwise it wouldn’t get selected for film festivals and exhibitions…). 

-             How does your British background play into your work given you have been living in France? Have you faced 
difficulties culturally during the production of your work? How did you overcome these obstacles, if any?

That’s a difficult question to answer because I’ve been living in France for a long time and so may lack the distance 
nec- essary to evaluate this. I’m not aware of any obstacles related to my nationality in terms of making films and 
in fact I’ve received substantial equipment grants from the French Ministry of Culture. I guess coming from another 
culture gives me a slightly different angle on what I encounter in France in comparison with the local population. But, 
lately, I’ve been showing my films more in the USA than in France, so maybe that aspect of things doesn’t even reg-
ister with anybody. The only disadvantage I can think of is that most speech occurs in French so I have to subtitle or 
voice-over any dialogue for foreign consumption, and that may be distracting for the viewer.

-             Which filmmakers inspired your work?

I got into video production more or less by accident, as a technical response to certain difficulties I was experiencing 
with interactive art installations. So, initially, I was using it more as a means to an end. Eventually I started making sin-
gle-channel videos in their own right. I was impressed by Bill Viola and Douglas Gordon exhibitions I saw when I lived 
in London but I’m also influenced by cinema and I feel my work has moved closer to cinema in the last few years as 
I’ve become more interested in aspects of cinematography and film editing.  I watch a lot of different films and analyze 
them in order to pick up technical information which may be of use in my own work (as I’m basically self-taught when 
it comes to filmmaking). As, quite  young, I was brought up watching Hitchcock and Carol Reed movies along with 
1940s American film noir which my mother used to watch on TV in the afternoons while she was doing the ironing. 
I’m particularly interested in Antonioni films and Powell & Pressburger films, both of which explore the connections 
between art and cinema in challenging ways.



FRESH EGGS 
GALLERY
Opening FreshEggsGallery was the logical conclusion of the past 25 years. The apparent contradiction to art priced as a 
commodity – to determine a value, independent from the value of the work itself or cost for supplies – has always fasci- 
nated me. I want to connect this with my ambitions for zeitgeist and aesthetics.

The concept of visual fine art in Germany is still very conventional. However, this stems from a time when the gaps 
between the different forms of art were wider and hard to calculate. Visual art has always been a universal language, 
understood without words. Art expresses what is difficult, or even impossible, to put into words. It is a place for the inex- 
pressible, a place for emotions of every nuance.

When I was faced with the question of who to exhibit first in the gallery, I had the great benefit of seeing Michael 
Wirkner’s work. To understand just how enlightening and important this exhibition was for me, I have to digress. In my 
youth in the GDR (East Germany) I was raised in Mecklenburg, Wirkner’s workplace. As a young man in the 80’s, I was 
closely connected with the local punk movement. Artists such as Michael Wirkner, who, at the time, was a member of the 
visual artists’ guild, were regarded with utmost suspicion by me and my companions. We believed then, that this kind of 
art was a reflection of the “Cultural Order of the State”.

Today, I can approach the creations of Wirkners from a completely different angle. Today, I recognize the ambiguity of 
the conditions of the time and “reconcile” myself though this exhibition as both a closure and a new beginning. Despite 
governmental constraints, the artists of the GDR enjoyed a great freedom in a way. The professional notion, to be able 
to live off the art, was not necessarily put in the foreground.

The artist communities in Mecklenburg, made possible a comparatively free life without material constrains. This is ap- 
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parent in a lot of artistic work, arising from decommissioned farmsteads and artist collectives, throughout the GDR. There 
was freedom and possibilities for artistic realization, far off from the ideological dogmas and material obligations. And
from Michael Wirkner’s workshop came works of art full of profundity and precision.

Today, we have a very wide range of art we represented in our Gallery. I have connections with a lot of artists in Germa- ny, 
particularly in Berlin. I’m also searching for international connections and have found some very special art in Poland and 
Italy. I visit New York often and I have friends there who always have an eye on the market and will tell me if some- thing 
interesting comes up. I like how American people want to live with art. They fall in love with pieces of art and they want to 
live with them, have them in their living space. Art price and resale value is secondary. Also, it fascinates me that artists in 
the states feel free to express what comes to their mind and experiment freely.

Our gallery offers some secondary market pieces from the last century. Collecting art from the modern classics was always 
a hobby for me. So, we have made an exhibition about it named “Degeneratet Art” - with very big names from that time . 
Such as, Nolde, Beckmann, Ernst, Otto Dix Schmitt-Rottluff,Dix Chagall ,George Grosz,Barlach to name some..

The so often invoked, “hipness“, in visual art has never interested me. That should remain reserved for the performing 
arts. There belongs this garish, expressive, taboos breaching as a necessary tool. In the visual arts, the means of sensa 
tionalism quickly wear off.

My motivation is to maintain quality and diversity at FreshEggsGallery and for followers to be curious for what comes next. 

Stephan Schrör, Director
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Visit Finland 
rich in historic and contemporary art. 
Finland’s is known for its rich culture, 
beautiful countryside, and deep for-
ests. It’s culture abounds with art and 
inspiration. A country that loves the 
arts, Finland hosts many museums, 
like the Kiasma, the Museum of Con-
temporary Art.  The art scene is cen-
ters around their many galleries and 
studios with 23 galleries in Helsinki 
alone. Artist have many opportunities 
to expand their knowledge and gain 
new experiences.  There are ample 
opportunities to find residencies, 
grants and classes that are geared 
towards innovative and creative indi-
viduals.




