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The Greenhouse Effect 

SERPENTINE GALLERY/NATURAL HISTORY 
MUSEUM 

As museums in the age of the readymade 
increasingly resemble cabinets of curiosities 
(or sometimes of banalities), the separation 
of fine art from every other kind of object 

seems less and less tenable. "The 
Greenhouse Effect," an ambitious two-
venue exhibition mounted by the 

Serpentine's Lisa Corrin and independent 
curator Ralph Rugoff, aims to turn the 
distinction on its head. At the Natural 

History Museum, Henrik Hakanson plans to 
monitor the wildlife garden with 
surveillance cameras. Meanwhile, a field trip 
to the Serpentine will unearth tiny Play-

Doh-and-hair replicas of spiders (Tom 
Friedman); faux bird skeletons and Feathers 
(Tim Hawkinson); a bed of hyperreal magic 

mushrooms (Roxy Paine); and rain pouring 
from an arch (Olafur Eliasson).  
ArtForum, Jan, 2000  by James Hall 

 
 
 

The Greenhouse Effect was held in 2000 at the 
Serpentine Gallery. The exhibition, sponsored 
by BMW, was a successful and rare event 
exploring the boundaries between culture and 
nature. The exhibition was inspired by the work 
of Frank Stainbridge (1776-1860), an architect 
and geographer who made a number of 
expeditions to the Amazon basin, gathering 
materials for a proposed study on the sensual 
impressions created by different types of natural 
scenery. Stainbridge, travelled back to England, 
with a large number of tropical specimens of 
plants and devoted the majority of his time to 
building a hothouse for them. 

Bird - Tim Hawkinson 1997   
Artist’s fingernail parings and superglue 

THE HUMBLE HAND’S
CUNNING CRAFT 
MIGHT DECEIVE  
THE EYE 

The Greenhouse Effect was a landmark exhibition for a number of artists working on the subject 
of Nature and Culture. Seven years later, Antennae looks at the exhibition, the inspiration behind 
the curatorial choices and the work that made it a memorable show. 
Text by Eric Frank 
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The specimens flourished in the greenhouse 
and eventually became a point of attraction in 
Norfolk. In 1836 a winter storm irreparably 
damaged the roof of the greenhouse and led 
to perishing of the tropical plants.  Stainbridge 
went through a long period of mourning after 
which he decided to rebuild his greenhouse. 
This time, it was going to be different. Not 
willing to loose his precious tropical plants again, 
he constructed an exact copy of his greenhouse 
and produced duplicates of over 2000 
specimens, apparently with such realism that, 
the finished effect, could seriously trick the eye. 
Tragically, the greenhouse was burned to the 
ground in July 1841 by a religious fanatic who 
was convinced that it represented a profound 
insult to the creative talent of God. Having seen 
his dreams destroyed twice, Stainbridge retired 
to a farmhouse in Derbyshire.   

The Greenhouse Effect was curated by 
Ralph Rugoff (now director of the Hayward 
Gallery in London) who found Stainbridge’s 
second greenhouse particularly inspiring. Seven 
years have passed and little trace is left of such 
remarkable show. A simple but comprehensive 
catalogue for the show was on sale at the 
Serpentine Gallery to support the exhibit. Today, 
it is impossible to find.  

Because nothing has changed - Anya Gallaccio 2000 
Cast bronze, 400 bright red ceramic apples, polypropylene rope  
h: 110.2 x w: 78.7 x d: 59.1 in / h: 279.9 x w: 199.9 x d: 150.1 cm 

The Greenhouse Effect explored the ways in which 
young artists, many of whom were shown in the 
UK for the first time, reinterpreted the classical 
subject of nature in art. The artists featured were 
Rachel Berwick (USA), Michel Blazy (France), 
Mat Collishaw (UK), Olafur Eliasson (Denmark), 
Cerith Wyn Evans (UK), Tom Friedman (US), 
Anya Gallaccio (UK),Rodney Graham (Canada), 
Henrik Håkansson (Sweden), Tim Hawkinson 
(US), Nina Katchadourian (USA), Tony Matelli 
(USA), Roxy Paine (USA), Yoshihiro Suda (Japan)  
and Yutaka Sone (Japan). 

The exhibition focused on the idea of 
mediated enjoyment of nature: increasingly, the 
natural world is seen to exist behind glass – 
whether through the screen of the television, a 
computer monitor, the car windshield or the 
museum display case. This constant mediation 
can be described as a kind of ‘greenhouse effect’ 
a closing off of nature beneath a bell jar. For the 
artists in this exhibition, many of whom live in 
cities, the most ordinary aspects of the natural 
world have become curious and exotic. The 
subject of their works is seemingly mundane – a 
delicate spider’s web, life-like weeds or even a 
simple housefly. However, they are not primarily 
interested in generating a sense of awe of the 
natural world, but in playing with the clichés and 
conventions of how we think about nature and 
culture.

Visitors to the exhibition encountered 
works such as a rain shower, a field of wild 
mushrooms, an upside-down jungle, in what 
seemed like a greenhouse gone awry, a topsy-turvy 
reflection of the manicured park of Kensington 
Gardens outside the Serpentine Gallery’s windows. 
In this way, The Greenhouse Effect wanted to 
stimulate viewers to playfully reconsider our 
relationship to representations of nature, whether 
in works of art or in the manufactured natural 
environments in which we live. 

An additional component of the exhibition 
took place at The Natural History Museum and 
included a commissioned work by Henrik 
Håkansson using the Museum’s Wildlife Garden.  

 
 



5 

Nina Katchadourian 
Mended Spiderweb # 14 (Spoon Patch) 
Cibachrome 20 x 30 Inches 1998 

The partnership with the Serpentine Gallery 
was scheduled to coincide with the conference 
Nature’s Treasure Houses being organised by 
The Natural History Museum for the new 
Millennium in which specialists across disciplines 
considered the interconnection between the 
arts, sciences and humanities. 

The Greenhouse Effect was co-curated by Lisa 
Corrin, Chief Curator, Serpentine Gallery, and 
Ralph Rugoff, independent curator and critic. 

This article includes extracts from the press release and catalogue 
for the exhibition as kindly provided by the Serpentine Gallery 
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HIBERNATOR: PRINCE
OF THE PETRIFIED
FOREST

Hibernator is a new site-specific work by London Fieldworks commissioned by Beaconsfield 
London. The project takes as its starting point the myth of Walt Disney – cryogenically frozen 
at the point of death and incarcerated until technology can bring him back to life. 
Text by Naomi Siderfin 
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It’s springtime in Vauxhall. The sculpture in 
the room is a hybrid at rest, in hibernation, 
until prodded into action by digital sensors 
reporting strong enough levels of light as 
recorded from the window high up on the 
back wall of the gallery. This solar activated 
animatronic is Hexer, the central character of 
a film in progress, Hibernator: prince of the 
Petrified Forest. 

A green screen studio has been created 
in the spectacular Upper Space at Beaconsfield, a 
home for Hexer and a workspace for London 
Fieldworks. Over a period of twenty eight days, 
every action the chimera – part man, part animal 
– makes in public, during gallery hours, will be 
digitally recorded by its conceptual creators 
Bruce Gilchrist and Jo Joelson.  Hexer's activity 
will be incorporated into their animation in 
progress for which a script has already been 
written (Steve Beard), a score conceptualised 
(Dugal McKinnon) and a habitat designed 
(Gilchrist and Joelson). 

Hexer is a creature of its time, and has 
come a long way from the first Audio-Animatronics 
pioneered by Lee Adams, one of Walt Disney's 
original Imagineers. Brought into being through the 
combined expertise of specialists in prosthetics— 
Paul and LauraCarey—and biomimetics— 
Matthew Walker, its novelty resides in a new 
combination of mechanisms: computer software, 
animal movement, digital control and time-line in 
combination with leading edge prosthetics. 

Hibernator: Prince of the Petrified Forest draws 
inspiration from Felix Salten's anthropomorphic 
novel Bambi: A Life in the Woods, first published in 
1928 and the source also for Walt Disney's iconic 
1942 animated feature film Bambi. All three works 
focus on man's ruthless destruction of the natural 
environment but where Bambi is an emblem of 
innocence, Hexer symbolises corruption. Likewise, 
his habitat is a post-industrial wasteland far from 
Disney's idealised forest. 

Over recent years, in projects such as 
Polaria and Syzygy, London Fieldworks have been 
engaged in a sustained inquiry into human 
consciousness and its relationship with natural or 
elemental rhythms, with an emphasis on sleep 
patterns and the science of light. The current 
project began with research into the behaviour of 

hibernating animals, to find that climate change 
was causing premature emergence from winter 
sleep. This discovery led to an exploration of 
human hibernation experiments – the pseudo-
science of cryonics and recent artificial induction 
of suspended animation in rodents. 

Hibernator refers to the myth that Walt 
Disney was cryogenically frozen at the point of 
death and imagines that he is technologically 
reincarnated in the image of Hexer, displaying 
the dark characteristics of an alter-ego that is 
not part of the public imagination. 

‘Walt Disney closely observing deer before the making of Bambi’ 
1938 - Image Courtesy of Walt Disney 

The abundance of ideas, influences and co-
conspirators that lurk behind Hibernator—
the time based artwork—was stimulated to 
action in its very early stages, by an invitation to 
develop a work with Beaconsfield and to expose 
some of that process to the public. During March 
and April, visitors are invited to witness the 
making of an animation and to view completed 
episodes, scene by scene. Once all scenes are in 
place, at the end of the exhibition, the 
collaborators will meet to discuss the project in 
detail with the public. Hexer's connection to light 
will be severed and the animatronic will return to 
slumber: then only the final screening of the 
completed film will reveal the full story of his 
spiritual journey through the petrified forest. 
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Hibernator: Prince of the Petrified Forest 
London Fieldworks 
a Beaconsfield commission 

15 March – 29 April 2007
Thursday – Sunday 12-6pm
Free Entry 

For further information, please contact  
Rachel Fleming-Mulford on 020 7582 6465 or at 
rachel@beaconsfield.ltd.uk 

Closing event Sunday 29 April at 2pm:  
Full screening followed by panel discussion with 
collaborators Steve Beard, Paul and Laura Carey, 
Bruce Gilchrist, Jo Joelson and Matthew Walker. 

Beaconsfield, 22 Newport Street, Vauxhall, 
London, SE11 6AY 
http://www.beaconsfield.ltd.uk/ 

Hibernator: Prince of The Petrified Forest is 
funded by 
Arts Council England,  
Henry Moore Foundation,  
Arts Humanities Research Council  
and London South Bank University. 
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I am a Canberra based artist, working 
predominantly in the medium of textiles. My 
initial training was in science, working in a 
veterinary research laboratory for many 
years. I believe this started my fascination 
with the micro and the macro - I find I am 
initially drawn to the outward appearance of 
an object or image, then immediately want to 
investigate closer. Once enlarged through a 
microscope, the minutiae change scale, 
become powerful, altering my perception of 
the original. I am seduced by pattern, colour 
and form, but ultimately I want to find out 
what lies beneath that. 

I retrained as a textile designer from 
1989-90, and have worked in this field ever 
since.  Looking back at my early printed 
textiles, I see these traits more clearly – the 
magnification of the pattern of light on water, 
the reflection of an image on an old brick 
wall, the cracks in the pavements, and the 
patina found on decaying surfaces. I hadn’t 
heard of the Japanese concept of wabi-sabi 
then, but years later I realized that this was 
where my design philosophy lay. The use of 
repetition is inspired in part from observing 
nature but also from my subsequent training 
as a textile designer working in multiple 
modular units. 

In 1994 I developed a hybrid practice 
of art and science by using fruit fermentation  

 

to colour and pattern my cloth. I left vegetation 
to rot onto the surface of the fabric, using the 
bacteria and moulds to colour it, leaving  
indelible organic marks. By applying my previous 
knowledge of microbiology and chemistry, I 
found I could influence the completely random 
effects to a certain extent, and so began a 
journey that has continued to captivate me for 
more than a decade. I termed this work ‘nigredo’ 
after one of the phases in ancient alchemy, 
evidenced by the blackening and decay of base 
matter before its transformation into gold. I felt 
that this word embodied the transformative 
processes that my fabric goes through, and since 
then have adopted the word to describe this 
technique. The resulting cloths were then 
pieced together and further enhanced with 
more traditional textile techniques such as 
printing and stitching.  

In many ways, the recurring theme in my 
work to challenge perceptions of the dichotomies 
between chaos and control, perfection and 
imperfection - questioning concepts of beauty and 
veracity.  I search for the power of transformation 
inherent in all materials, and I work with textiles 
because they possess unlimited potential. 
 In order to pursue the nigredo research  
further,  I  enrolled  in   postgraduate studies at 
the ANU School of Art, to link in with scientists 
in other University departments so that I could 
grow bacteria specifically for colouring fabric. 

AUSTRALIAN ALCHEMY 

From fruit fermentation to bryophytes, the work of Julie Ryder brings to light unusual patterns 
layering scientific and visual experimentation. 
Text by Julie Ryder   
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Julie Ryder 
Degeneration 1999, silk, fruit fermentation, stitch, 83 x 210 cm 
Photo: Greg Sims 

  These investigations eventually led me to 
utilizing the scanning electron microscope as a tool 
for informing my work. The photomicrographs 
were later manipulated using computer software 
to produce new compositions that were digitally 
printed onto silk.  Many of my fabrics are then 
transformed through a series of chemical 
treatments by hand.  This remains an important 
aspect of my work – it is imperative that I remain 
connected to the fabric through haptical means. 
The use of digital technologies is a very ‘hands-off’ 
approach and by altering the  cloth  post-printing, I

enable the physical connection and dialogue 
between the fabric and myself to exist. 

A major turning point in my career came 
in 2004, when I was awarded an ANAT Synapse 
New Media Art Residency to work with Dr. 
Christine Cargill, Curator of Cryptogams at the 
Centre for Plant Biodiversity Research at the 
Australian National Herbarium in Canberra. This 
residency culminated in the exhibition 
Artandthebryophyte which highlighted areas of 
Christine’s research on hornworts (small plants 
which reproduce by spores), the history of 
botanical science, the culture of collecting, and 
the systems involved in taxonomy. The work in 
the exhibition consisted of digital prints on 
paper and fabric, and a 50-drawer cabinet of 
curiosities, ‘Hortus veritas’ which housed digital 
artworks, and miniature installations of objects, 
both man-made and natural. We also initiated a 
blog in order to demystify the collaborative 
process between artist and scientist, which 
proved an effective way for Christine and I to 
communicate daily. 

The formal residency period was for 
three months, however our enthusiasm for the 
project saw us working together for almost a 
year. Our work was selected to travel with the 
Australian new media exhibition Strange 
Attractors held at the Zendai Museum of Modern 
Art in Shanghai in July 2006, and we delivered a 
paper at the concurrent art/science symposium 
there. We continue to collaborate informally on 
other projects. In the past I have had great 
response from scientists about my work because 
they can relate to my artistic interpretations of 
their research. I believe creative thinking and 
problem solving are two essential qualities found 
in practitioners of both professions, and that 
collaboration enables us to learn and grow 
exponentially through mutual respect. 

My latest exhibition, Transgenesis, explores 
our fears surrounding genetic modification and 
engineering. This body of work focuses on the 
controversial debates about genetically modified 
organisms, in particular the plants and products 
that are finding their way into our supermarkets, 
and investigates   the  socio-political and economic 
forces behind them. Our fears about man’s genetic 
manipulation of nature and the reverberating 
consequences it will impose on all levels of life, are 
highlighted  through   this  mixed-media  installation
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  Julie Ryder 
Fungi 2005 

   Digital image on archival paper 
26cm x 47 cm 
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By fusing highly magnified images of grains and 
pollen created by scanning electron microscopy 
together with those from other species, I create 
my own cloned organisms that seem fantastic, 
but could in fact be futuristic phylogenies. An 
Australia Council grant for this exhibition 
enabled me to push my ideas further than  mere

surface design, exploring sculptural presentation 
of my work in the gallery installation. 

Julie Ryder 
Hortus veritas (detail) 2005 
antique cabinet, mixed media, herbarium specimens 
165cm x 150cm 
Photo: Christine Cargill 

‘Transgenesis’ investigates issues concerning labelling, biodiversity and the commodification 
of genetic information to promote awareness and debate on this issue.  
It will be exhibited at Craft Victoria from  
12 April – 12 May 2007  
http://www.craftvic.asn.au 
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In 2005 Oliver Harrison and Matthew Croft produced The Forestry Commission, an art project 
committed to generate awareness toward recycling in University Campuses.  Can art be useful,  
conceptual and look good all at the same time? 
Text by G.Aloi  
Images by Matthew Croft 

Oliver Harrison and Matthew Croft  
The Forestry Commission Leaflet 2005 

THE FORESTRY 
COMMISSION: 
CONCEPTUAL-RECICLYNG 
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Forest surface area in Britain increases at a rate at over 3% a year. In 2005, 11536 new hectares of 
woodland were planted, while another 13636 were restocked. This is due to the work of the 
Forestry Commission. We have put sustainability at the heart of our forestry policies and practices 
so that we can realise the full potential of our woodlands as economic environmental   and social 
resources. In order to achieve sustainability continued recycling is required. Industry and commerce 
produced 45 million tonnes of waste paper in 1998-99 in the UK. Only 29% of this was recycled. 
Please display this fact-sheet in your office and encourage others to recycle. 

The Forestry Commission of Great Britain is the body 
in charge of our natural welfare. One of their 
priorities is to deliver the practical programmes to 
make sure that, as communities and individuals, 
we can get the most from forests and woodlands. 
The responsibilities of the Forestry Commission 
span research, commercial timber production, 
sustainability programmes, as well as learning and 
leisure. Their activities involve a number of 
partners from private sector landowners to sports 
clubs, local communities to national businesses, on 
a whole host of recreation, regeneration and 
educational schemes. 
 Ultimately, the Forestry Commission is 
actively involved in the conservation of our natural 
heritage and has climate change at the heart of its 
speculation for the future. The Forestry Commission’s 
website reads: “Climate change is a global 
problem, with global causes and effects. Preventing 
dangerous man-made climate change and dealing 
with the impacts that cannot now be avoided  
requires efforts by all countries, consistent with 
their responsibility  for greenhouse    gas  emission,  

   Oliver Harrison and Matthew Croft  
   Installing The Forestry Commission – Bath Spa University 2000 

their capacity to take action, and the effects they 
will experience.” i The origin of climate change 
can be traced to1860’s when global temperatures 
first started to raise. Since 1979 the increase of 
land temperatures have raised almost twice as 
fast as the temperature of the oceans. The ten 
warmest years since formal records began in 
1861 have all occurred since 1994.  

Global average temperatures could be as 
much as 5ºC higher by the end of this century, 
with a devastating impact on our economy and 
natural world – in the UK and, above all, in the 
most vulnerable developing countries.  

At this stage, 1998 and 2005 are the 
hottest years on record.ii Climate change has 
been a much talked about topic for about forty 
years. Back in the 80’s it only seemed a distant 
and apocalyptic prophecy, as any respectable 
teenager would have never considered quitting 
hairspray. It took a number of sizzling hot 
summers, flooding disasters, excruciating dry 
spells, and avalanches—all happening in the 
wrong seasons—to make us  realize that climate  
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change may be actually here, with us, 
now.Harrison and Croft’s project hits the 
problem at its root: awareness. What can we 
do as individual to contribute to the battle to 
climate change? We need to be informed, and 
to be reminded that recycling is one thing we 
can all do. 

Paper recycling began in Britain in 1921, 
when the British Waste Paper Association was 
established to encourage trade in waste paper 
recycling. Today, 1000 kg of paper from recycled 
material conserves about 7,000 US gal (26,000 L) 
of water, 17-31 trees and 4,000 kWh of 
electricity, and reduces   the rate of virgin forests   
being  cut individually, the private does not count 

Oliver Harrison and Matthew Croft  
Leaflets composition and detail – Bath Spa University 2005 

Milling paper from recycled sources uses 20% 
less energy than it does to make paper from 
fresh paper trees grown on tree farms at the 
cost of more pollution caused by additional 
transportation and chemical cleaning treatment. 

But how we make people aware, is 
large part of the problem. Interestingly ‘The 
Forestry Commission’s Project’s’ target are 
offices and industries. This is not to say that 

in the battle to climate change. Yet, every one of 
us has witnessed horrendous crimes against 
nature being committed in the offices and 
businesses we work every day. Tones of paper 
thrown away along with other un-recyclable 
materials; lights that are kept constantly on; 
broken taps that never get fixed and so on…   
One of the problems faced by Harrison and 
Croft in conducting this project effectively was 
to attract peoples’ attention and to pass on 
important information within the frantic and 
‘responsibility-limited environment’ of the public   
place.   Matthew Croft recalls: “Oliver to make 
tree farms. iii   

Harrison   and   I   decided   to   approach the 
project together whilst at Bath Spa University, 
after noting a discernible disregard for recycling, 
and conservation, amongst fellow students. 
Initially we constructed a large-scale installation 
within the University. We intended to use 8500 
sheets of A4 paper, roughly the same amount 
produced by the average pine tree.  

   The eye-catching installation depicts a   
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scenic forest environment, and standing atover 8 
foot tall engages the audience through colour 
and scale.   

Printed on the back of each A4 piece of 
paper is a flyer, which promotes the work of the 
Forestry Commission and encourages others to 
recycle. The installation, a bold piece of static 
promotion, becomes a small and cost-effective 
informational mail out with relative ease. It also 
folds up to create a self-contained envelope and 
uses the same recycling process it aims to 
support: enabling effective and economical 
distribution.” The number of implications 
brought along by the use of flyers within this 
project is relevant. Firstly, flyers are by definition, 
synonymous of small-scale advertising or 
community-communication. From this angle, the 
use of such economic and basic medium 
connotes this intervention as a ‘word of mouth 
operation’, reassessing the smallness of the global 
village we leave in.  

Yet the message carried by the flyer is 
directed to local businesses and it simultaneously 
addresses the needs for global awareness. The 
relative cheapness of the medium, to which a 
massively important message is delegated, clearly 
echoes the historical value of flyers and leaflets as 
vital and free form of communication for the 
independent and individual point of view; the 
perfect medium for the revolutionary that wants 
to engage with the political debate and lacks the 
financial power to embrace a more sophisticated 
conversational/informative challenge.  

In the work of Croft and Harrison, the 
flyer entirely preserves its revolutionary drive 
simultaneously embracing the institutional 
endorsement of ‘The Forestry Commission’. The 
message, in this specific case, addresses the 
individual, whilst the use of words like ‘Industry 
and Commerce’ makes it clear that the real 
target of the operation are the large local and 
multinational businesses.  

The individual is asked to act within 
the working environment. The final plead to 
‘display this fact-sheet in your office and 
encourage others to recycle’ constitutes a 
classical closure to the traditional mode of 
address of the flyer, whereby an action is the 
required response to the delivered message. 
The back of the flyers, bearing a ‘tessera’ of a 
broad mosaic-gig-saw, hints to the potentiality 
of each individual flyer to change the situation. 

Oliver Harrison and Matthew Croft  
The Forestry Commission – Bath Spa University 2005 

Once assembled together, the flyers compose 
an ‘eye-catching installation depicting a scenic 
forest environment, and standing at over 8 
foot tall engages the audience through colour 
and scale.’  

Not limiting itself to the individual/group 
metaphor, the flyer also lends itself to basic practical 
applications such as turning into an envelop, a simple 
everyday object intrinsically bound to the delivery of 
messages and simultaneously related to the value of 
the versatility of recycled materials: a flyer made of 
recycled paper, bearing a message about recycling, 
that recycles itself as element of a work of art; 
subsequently finds practical application as an 
envelope. In short, a flyer about recycling that 
recycles itself. 

Whether ‘The Forestry Commission’ 
can be perceived as propaganda or not it is up 
to the reader. Recycling is currently perceived 
as both, an intrinsic need of contemporary 
society and a trendy fad that resembles the 
‘drop in the ocean’. In a media driven world, 
where fragmented opinions simultaneously 
project different views, it is not simple to 
decide whether climate change is a realistic 
threat to our lives or not.  Does recycling 
play   a   relevant   role   in   the battle against  
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Climate Change? 60% of America believes in 
the fact that Global Warming is happening; yet 
the remaining 40% is skeptic. 

What do you think? 

 

 

i www.forestry.gov.uk 
ii Recycling Paper & Glass U.S Department of Energy 
iii ibid

To find more information about the work of Matthew Croft and Oliver Harrison,  
please visit:matthewcroft.co.uk 
To find more information about The Forestry Commission (as in the real institution) 
visit:www.forestry.gov.uk 
To find more information about Climate Change  
visit: www.climateark.org  
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Here we are, then.  
An Englishman, an Irishwoman and a Scots 
boy, in a car.  Plus a terrier. 

On the drive up north the husband talks of an 
autumn spent in Dorset, when starlings would 
gather over Dorchester to roost, swirling 
about like a shoal of fish and making a right 
old racket. 

Boy squirms in the back seat. Dog views boy 
with suspicion. 

Leaving late from London, no way would we 
get up there in one go, so our stop off is in 
Lockerbie. 

In the morning, the husband comes back from 
his run with the dog and swears he’s just seen 
a goshawk in the woods. 

A goshawk? What? Just like that? I mean, 
come on. 

 
 

Take the low road past Loch Lomond.  
Later along Glencoe. My first time. Fantastic.  
The sun streams down golden slopes onto a 
lost world.  Across on the island, there are 
deer on the mountainside. Stay in a log cabin at 
the top of Tobermory, timber mobile home. 
Streets full of kids on location of a favourite 
TV show. On his cabin patio a neighbour 
serenades the gloaming with bagpipes. In a kilt. 

SIX HUNDRED MILES 
IN SEARCH OF A SEA
EAGLE

A journal of drawings and texts to document a 7-day research trip from London up to the Isle of 
Mull to see the extraordinary sea eagle. Words and Images by Rosemarie McGoldrick 
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Off for the sea eagle. Turned out more like a 
fishing trip of old, hang around all day in the 
rain with nothing much going on. 
Wet sheep.  

Finally, a mile away, across a bay, our guide 
sees a very young one sat on the stump of a 
rotten fencepost. I couldn’t make it out. 
Anyway, it never moved an inch, he said. 
Hmm. Later, our kilted neighbour pipes under 
the fading sky again. 

No otters, either. Not one all week, it turns 
out. Classic hang outs, shoreline, rocks, 
seaweed, gloom, but not otterly enough, says 
the man in the Landrover, about a hundred 
times. ‘Otterly botterly’, says the boy. ‘I can't 
believe it's not otter’, adds the husband. The 
dog remains silent. In a passing-place on a 
single track road, the man in the Landrover 
doles out excellent home-made vegetable 
soup. At dusk, the kilted neighbour persists 
with his reedy harbinger of night. 

Husband and son spend day doing the Quest 
of Mull, an island-wide treasure hunt, which 
means visiting lots of attractions. Their sort of 
thing. On the way back, over the water, they 
see by chance a big sea eagle close up. I was 
out shopping because I was hacked off with it 
all. Hmm. Came to imagine what they saw 
instead. There’s a book about tartans in the 
log cabin. This evening I tried to work out the 
piper’s clan from the pattern of his kilt. Way 
too dim. 

We go to a castle, HQ of all the Macleans in 
the world. Boy's surname was Mclean, middle 
name still is Mclean. Upon admission, he 
actually gets to record his visit in an exclusive 
guest book kept in a secret drawer at the 
entrance, just because he belongs. Precisely 
because he belongs. Two golden eagles. The 
first one is a speck on the horizon above a 
mountain two miles away. Then another 
speck an hour later in the other direction. 
Boy  declares  he  must  be  called  Mclean for 
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rest of trip. Returned to see that young sea 
eagle again, hopefully to scout for the nest, 
maybe see some parents.  Invisible in the 
cloud and drizzle.  Ah, well. Towards evening, 
our kilted neighbour cranks up the drone 
once more. Perhaps he’s not Scottish at all. 

Minke whales today. Maybe dolphins, too.  
A Hebridean sea glistens under sunlight from the 
Point of Ardnamurchan. No minke showing, 
though. Or dolphins. Guess these things don't 
just come when you call them. The dog looks 
sheepish. ‘What's the point of Ardnamurchan?’ 
says Mclean.  

A Danish teenager cycling too fast skids in grit 
on the road out to the lighthouse, messes up 
her face, breaks her nose and front teeth, 
blood everywhere. We get her to a hotel, 
where they phone 999.Went to play with the 
dog on Sanna Sands. On the way back two 
hours later, we see the ambulance arriving 
from Fort William. 
No pipes tonight. 

We’re leaving.  
Behind the pub on the harbour, there’s a burn 
with a bridge, where, as I finish the postcards, 
I spot a little dipper.  
I report this when I get back to my family at 
the ferry office. Husband has never seen one 
before. He races over there. It’s gone.  
One-nil, then. Well, one-all, I suppose. 

On the Sound of Mull the small birds race the 
ferry. It would still be great to see one right 
overhead, wheeling off to look for fish. 
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ROSEMARIE McGOLDRICK 

Rosemarie McGoldrick is an artist and sculptor living in London specialising in installation and site specific 
art. She trained at Hornsey, Chelsea and Goldsmiths and teaches Fine Art at London Met (Sir John Cass). To 
elaborate, Rosie does public art, installation and site-specific work across multiple media including sculpture, 
painting, drawing, photography, audio, film and video. Rosie took her foundation at the old Hornsey College 
of Art where she was taught by the painter Laurie Preece, before going on to Chelsea School of Art to do 
sculpture, later going on to Goldsmiths to do the MA in Fine Art taught by the artist Gerard Hemsworth and 
Nick de Ville. Rosemarie now teaches as a Senior Lecturer on the BA Fine Art course at the London 
Metropolitan University, alongside Patrick Brill and with Nicola Oxley and Nicolas de Oliveira, who with 
Michael Petry are authors of the book Installation Art (in print). 

Drawing on recent events, McGoldrick’s art has taken a distinct turn into politics and the environment. 
Painting black silhouettes on black (gloss on matt), Rosie has produced a series of paintings entitled the 
London Catalogue of Birds, a list of common birds in the city which appear to be under threat. Looking at 
birds has become a theme for Rosemarie McGoldrick. Some years ago Rosie encountered twitchers, 
birdwatchers who chase rarities. As crowds thronged to scope a Siberian Warbler by gravel pits beyond 
Dagenham, they ignored three huge and magnificent long-eared owls resting in bushes a hundred yards away. 
This summed up the artist’s lot for McGoldrick. What is rarity, then? What is to see? Sporadic forays with 
binoculars led Rosie into an art project called Techniques of the Bird Observer. This includes a public art piece 
on the flight of the Red Kite (a mutoscope on the Chiltern Sculpture Trail at Cowleaze Wood in Oxfordshire, 
about 40 miles from London) and a wall mounted light box where the artist invites you to look inside through 
the big end of a pair of binoculars. You find the eye of a bird peering back at you alarmingly. This was on 
show in the Scarecrow exhibition at the E.Averoff gallery in Greece in summer 2006. Among Rosemarie 
McGoldrick’s forthcoming works in this series is an installation in a bird hide involving audio performance 
and video projection, a large photographic print and a book of drawings recording a visit to the Isle of Mull to 
see the Sea Eagle. 

For more information about Rosemarie McGoldrick, please visit: www.mcgoldrick-art.org 
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Sarawut Chutiwongpeti 
The Installation Series of Untitled 2007 

Sarawut Chutiwongpeti is an internationally 
renowned Thai artist. In his long and prolific 
career, he has consistently incorporated animals 
in his videos and installations. In Chutiwongpeti’s 
work animals are very often part of a dream-like 
scenario and as such they become inhabitants of 
symbolic realms. 

His most recent work, The Installation series of 
Untitled, 2007, presented by the Japan 
Foundation, is populated by uncanny white 
animals. About this project, Chutiwongpeti 
says: “This art project (a three-dimensional 
work and mixed media installation) focuses on 
the   mechanisms   of  perception and dreams, 

In the era of confusion and distortion values of aesthetics and common sense have been greatly 
transformed. At the end of the century we are facing the crisis of world civilization. 
Text by G. Aloi and Sarawut Chutiwongpeti 
Images by Sarawut Chutiwongpeti 

ANIMALS OF A 
PARALLEL DIMENSION
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the private world of fantasy, and the unconscious, 
the conditions underlying the system by which 
mind and spirit operates.  At the same time, the 
(in)-visibility of the structure ignites confusion in 
the viewers' perception of the work and of the 
space where it is placed, thus provoking an 
ambiguous relationship between the object, its 
function and its appearance. It unlocks a 
mysterious force field on the border of truth and 
lie that is able to create unexpected angles of 
approach which in turn force the viewer to take 
up a new position in the observation of the 
surrounding world.” 

Sarawut Chutiwongpeti 
The Installation Series of Untitled 2007 

It is clear that Chutiwongpeti’s work is set in 
a parallel dimension and thus the animals 
populating it are modified in their appearance. 
In Chutiwongpeti’s installation everything is 
white; this highlights the fact that upon 
entering the exhibiting space the viewer is in 
an alternative dimension. 

The room is dominated by a white gorilla 
standing by a tree. All around, a number of 
recognizable creatures populate this artificial 
natural kingdom. Animals are grouped together 
freely, regardless of their natural geographical 
connotation.  They are ‘artificially alive’, yet all 
around, animal skulls are placed to remind of 
death and the paradoxical impossibility of death in 
an artificial dimension. Chutiwongpeti’s animals 
are not the result of taxidermy; these are 
sculpted or assembled bodies. I spoke to 
Chutiwongpeti about his recent installation. The 
gorilla, he says, brings along ideas of strength as he 

stands fearless in  the centre of space. Looking at 
the set up, it is impossible not to notice that the 
shapezofzthecgorillaxisxsomewhatxanthropomo-
rphized. The slender trunk and very short fur 
make him closer to a human than an animal. In 
contrast, the other creatures, rabbits, squirrels 
and birds (among them, a parrot)  inhabiting   the 
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exhibiting space, appear to be more animal like. 
In one corner, grows a patch of flowers, 

some look like roses, some like lilies; a white-
yellowish colour makes them stand out from 
the background. The flowers, of course are not 
real, nor dry. They are made of fabric and are 
fixed to metal stands.   

On one wall, a screen projects a video 
by Chutiwongpeti, at times, natural landscapes 
on screen contrast with, and complement the 
artificial parallel dimension we are in. Thriving on 
its idiosyncratic symbolism, the work presents 
the viewer with a sophisticated scenario that 
refuses linear interpretation. 

About his work Chutiwongpeti says: 
“My goal is to investigate the expressive 
possibilities of conceptual visual language and 
to develop Collaborative New Art as part of 
both Contemporary Art/Contemporary Global 
Structure and the Technological Civilization in 
which we live today.  I am especially interested 
in finding out how contemporary art can 
enhance the distribution of information and 
foster a profound universality in the human 
nature and cross-cultural artistic and critical 
collaboration.  

The meaning of the very possibility to 
enrich contemporary art may also come into 
question. In my inquiry, I am guided by the 
following set of questions: are sensations-
reactions to contemporary art still significant 
today?  

In which way, and how, can contemporary 
art theory and practice address and help solve 
today’s global problems? And ultimately, can 
conceptual art disclose the corrupted social values 
in mega-politics and create a bridge between the 
present and the future generations?” 

 
 

 
 

 The Installation Series of Untitled 2007 was held at the Japan Foundation Bangkok from February the 9th 
of March to Saturday the 3rd of March. 

Venue:Japan Foundation Art Space 
Sermmit Tower 10F, 159 Sukhumvit 21, Bangkok 
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Picasso’s Histoire Naturelle began its tour at 
Leyhill Prison in Gloucestershire in 1993, and 
will come to the Museum of Childhood in 
London on the 31st of March 2007. This set of 
31 prints is considered by many to be one of 
Picassos’ most important graphic productions.  
The artist created these images depicting animals 
in 1936 to accompany the classic natural history 
text Histoire Naturelle by the eminent French 
naturalist Georges-Louis Leclerc Buffon.  

The young Buffon earned a diploma in 
law at the age of 19 (1728), to his family's 
horror, he abandoned law for science and 
pursued the study of natural history. Over the 
years, he established a long list of successes 
and enemies. His directive—to his employees 
and himself—was "Do not waste time," and he 
stuck to a 14-hour daily regime that he 
continued well into old age and poor health. 
He even paid a servant a crown every day just 
to wake him at 5 a.m. Buffon's discipline paid 
off; beginning 1749, he published 36 volumes 
of Histoire Naturelle. Eight more volumes were 
published after his death. Some of Buffon’s 
most revolutionary writings included in Histoire 
Naturelle involve anthropology. Buffon, carried 
out comparative work aimed at challenging 
theories of ‘human multiple species’ and human 
relation to apes. He was no evolutionist, and   
although  he  recognized  that  the  human race 

 

 

 
 
 
 

Pablo Picasso: The Cock  
From Eaux-fortes originales pour les textes de Buffon, 1942 
© DACS 

could undergo changes over time, he reject the 
idea that man could have arisen for other 
species. As a result he strongly disagreed with 
Linnaeus’ theories which saw humans and apes 
belonging  to  the  same  rank.  Towards the end 

PICASSO’S ANIMALS: 
HISTOIRE NATURELLE

An exhibition organised by Hayward Touring Exhibitions, is coming to the V&A Museum of 
Childhood this spring. It offers the rare opportunity to closely look at Picasso’s representation of 
animals which will become the focus of one of his most celebrate works: Guernica. 
Text by G.Aloi 
Images courtesy of Hayward Touring Exhibitions 
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of his career Buffon’s work focused on 
determining the age of the Earth. He 
concluded that planets were created by the 
impact of a comet crashing on the surface of 
the sun and that planet earth’s beginning 
involved a molten mass, too hot for any living 
creatures. The set of 31 images presented at 
the Museum of Childhood was produced in 
1936, at a time when Picasso had already fully 
exploited the innovative possibilities offered 
by analytical and synthetic cubism. In the 
period following the upheaval of World War 
1, the artist mainly produced works in a 
neoclassical    style.    Seen    by     many    art  

Pablo Picasso: The Spanish Bull 

From Eaux-fortes originales pour les textes de Buffon, 1942 
© DACS 

critics as a ‘return to order’; Picasso wasn’t the 
only artist to embrace this new stylistic turn at the 
beginning of 1930’s. Between the others, Derain 
and Giorgio de Chirico worked in similar 
directions. Histoire Naturelle was produced 
between Minotauromachy 1935 and Guernica 1937. 

Minotauromachy is an etching and engraving 
involving the representation of a provocative 
scene where a symbolic order is the key to 
the composition. The interest that Picasso had 
for the Minotaur, a mythological creature with 
a human body and a bull's head, can be traced 
back to the surrealist turn that the artists 
took after abandoning the synthetic stage of 
cubism. Then, the Minotaur seemed to work 
as a substitute to the harlequin; an alter ego 
and mysterious character with classical a 
origin that was long associated with the God 
Mercury, alchemy and the underworld. 

The use of animals in Picasso’s work has 
been extensively debated since the artist himself 
said very little to help deciphering  their symbolic 
meaning. It can be argued that Minotauromachy 
presents a very private mythology. At the time of 
producing this work, Picasso’s marriage to Olga 
Khokhlova was becoming increasingly difficult also 
because of the artist’s ambivalence in regard to the 
pregnancy of his young mistress, Marie-Therese 
Walter. Picasso, generally never committed to a 
specific explanation of his symbolism: "...this bull is a 
bull and this horse is a horse... If you give a 
meaning to certain things in my paintings it may be 
very true, but it is not my idea to give this 
meaning. What ideas and conclusions you have 
got I obtained too, but instinctively, unconsciously. 
I make the painting for the painting. I paint the 
objects for what they are."  

The works in Histoire Naturelle are 
somewhat voided of symbolic valence, or at least 
voided of the type of complex symbolic valence 
found in the works that came before and after it. 
The series shows a Picasso interested in 
experimentation, employing his sense of fun, playing 
with the medium and exploring its possibilities. He 
gives space to his artistic imagination, using each 
subject as a departure point to explore formal 
experimentation with the medium, and to present 
the viewer with new and original solutions. 

Interestingly, Histoire Naturelle represents 
a playful chapter of discovery that unknowingly lays 
the track for the realization of one of Picasso 
greatest works: Guernica.  
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  In Guernica, the representation of animals 
is again strongly charged by symbolic valence. 
The painting embodies the inhumanity, brutality, 
and hopelessness of war. It was created in 
response to the devastation operated in 1937 by 
the hand of the Commander of the Condor 
Legion who earmarked Guernica for bombardment 
on behalf of Franco. At precisely 3:45 PM, 
Monday, April 26, 1937, the first German bomber 
took off. Three-quarters of an hour later, the first 
bomb fell on Guernica. The town was first struck 
by explosive bombs and then by incendiaries. As 
people fled from their homes they were 
machine-gunned by fighter planes. The three-
hour raid completely destroyed the town.
 It is estimated that 1,685 people were 
killed and 900 injured in the attack. The animals we

encounter through the wreckage of Guernica are 
very different from the animals of Histoire 
Naturelle. A year after producing the work for 
Buffon’s text, Picasso’s animals are again 
messengers of pain, terror, anxiety, power and 
death. According to art historian, Patricia Failing: 
"The bull and the horse are important characters 
in Spanish culture. Picasso himself certainly used 
these characters to play many different roles over 
time. This has made the task of interpreting the 
specific meaning of the bull and the horse very 
tough. Their relationship is a kind of ballet that 
was conceived in a variety of ways throughout 
Picasso's career." In his studio Picasso kept a large 
wicker mask of a bull, and often played out 
scenes from the bull ring. 
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Pablo Picasso: Guernica 1937 
Copyright ARS, NY. Museo Nacional Centre de Arte Reina Sofia, Madrid, Spain 

Could the bull an impersonation of Picasso 
himself? The artist, gazing helpless and horrified 
at the surrounding holocaust? Do the horse and 
the bull represent the fight between Loyalists 
and Nationalists, the stalwart Spanish people 
and Franco's brutal regime? Or the ongoing 
struggle between the female and male, perhaps a 
reflection of the artist's personal life? Was the 
enemy evident in the work, or were all of the 
subjects victims?  

Years after the completion of Guernica, 
Picasso was still questioned time and time again 
about the meaning of the bull and other 
representation of animals in his work In 
exasperation he stated emphatically: "These are 
animals, massacred animals. That's all as far as I'm 
concerned..." 

Speculations as to the exact meaning 
of the tortured images are as numerous and 
varied as its viewers, and perhaps this was 
exactly Picasso's intention. 

Picasso: Histoire Naturelle, organised by 
Hayward Touring, is coming to the V&A Museum 
of Childhood on March the 31st 2007. 
The Arts Council Collection is one of the largest 
collections of modern and contemporary British 
art in the world. The touring programme and the 
Arts Council Collection are managed by The 
Hayward on behalf of Arts Council England. 
V&A Museum of Childhood, Cambridge Heath Road, 
London E2 9PA. Admission free. Nearest tube: Bethnal 
Green.  
Open daily: 10.00 – 17.45, last admission 17.30.  
24 hour information: 020 8980 2415  
Switchboard: 020 8983 5200 
www.museumofchildhood.org.uk  
Public enquiries about National Touring Exhibitions Tel: 
020 7921 0837 www.southbankcentre.co.uk 
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     Pablo Picasso: The Grasshopper 
    From Eaux-fortes originales pour les textes de Buffon, 1942 
    © DACS 
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Pablo Picasso: The Horse 
From Eaux-fortes originales pour les textes de Buffon, 1942 
© DACS 
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