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STAR NAMES 2007 Ink-jet print,engraved plexiglass, 41 x 41 cm

Names of stars visible to the naked eye, listed by Ptolemy in the Almagest, written in Helvetica Concentrated.

The resulting composition discs are overwritten with a slight opacity to render visible the lower layers.

Each star is transformed into a single ideogram, its brightness corresponding to the number of letters of its name.



ACHERNAR (Star Names) 2007
Ink-jet print, engraved plexiglass,
41 x4 cm




TORCULARIS SEPTENTRIONALIS (Star Names) 2007
Ink-jet print, engraved plexiglass,
41 x4l cm
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INVERSE 2004 12 wood modules, plexiglass, mirror, 48 x 46,5 x 25
The poem « Variations sur la canso LA FLORS ENVERSA de Raimbaud d'Orange » de Jacques Roubaud written in Inverse Times and reversed in the next page mirror.
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SELECTED SCULPTURE 2007 animated still, black and white



THE KINDNESS OF STRANGERS'

Stephen Feeke

Immigration is a complex subject that often provokes simplified responses.

Of course, this is hardly a new phenomenon and is not peculiar to any single
country. On one side in the public dialectic, there are some people who reason
that immigration is a good thing; they welcome strangers, arguing that there are
benefits to be gained from cultural diversity. In discussions in the British media,
for example, various names of successful immigrants will often be cited with an
explanation of why they chose to settle here or how they were forced to seek
asylum, along with a description of their achievements and their contributions.
There have certainly been a large number of émigré artists who have - through
choice or circumstance - established themselves in another country. Ossip Zadkine
is just one such example.

Zadkine (1890-1967) was born in Smolensk, Russia. He moved to Sunderland (in
north-east England) where an uncle used to live. There he learned about the
practicalities of woodcarving before moving to London and then Paris to study
sculpture. During World War Il he was a refugee in New York and returned to Paris in
1945 where he lived until his death. Nowadays, since travel is so easy, it is common
for artists to move from one country to another; we almost expect itinerancy

from them, understanding their need to find inspiration in the strangeness of new
surroundings. Hence, it is perhaps less surprising that Angela Detanico (b. 1974) and
Rafael Lain (b.1973), who are both Brazilian, principally spend their time in Paris; one
of a number of factors that make them ideal participants in Hospitalités.

In 'The World Justified', Detanico Lain offer a view on the fluidity of borders
suggesting the world is shaped by the existence of many different points of view
(and the tension between them), and how reality is written according to different
positions. Indeed, it was this particular work that led me to suggest they might wish
to be involved in Hospitalités. In this work, Detancio Lain simplify the map of the
world into a basic graphic, using a sequence of black horizontal lines to create the
familiar pattern of countries and continents. They then treat this graphic like a

text in a Word document. Having chosen 'select all', they format the world so that
the entire global land mass is centred. With another click it is aligned to the left

and then again to the right. In a simple operation, they rewrite the entire world
stage. Countries and continents, usually known through their shape, position and
proximity, are reconfigured and thus rendered unrecognisable. All boundaries - both
natural and human-made - are indistinguishable, bringing all nations closer together
and ignoring political affiliations, religious persuasions, historic allegiances or border
disputes.

The title of the work plays with the word 'justification’, which can be understood
in two ways: in a formal, typographical sense and also - in English at least - for its
moral associations.? In this potential new order, we have three options to consider.
We could all move to the extreme left or to the right, but perhaps the best option
might be to meet in the middle and occupy the centre ground. Ironically, the
option the work does not in fact provide is typographical justification; this would
entail all the lines being the same length and both margins being straight. In ‘'The
World Justified' the line endings are left ragged, reminding us that borders are not
neat or immutable. Whilst it might symbolise a unity and a lack of differentiation,
it represents an idealised co-existence that in fact can only be represented
graphically.

For me, the topic of hospitality raises questions regarding the permeability of
national borders and identities in flux but also the emotional responses to being
displaced; living in a foreign country, unable to speak the language and where
everybody is a stranger. Since the work of Detanico Lain often centres on problems
of communication and resolving confusion, they seemed ideal candidates for this
project. As they have chosen to live primarily in France and not in their native Brazil,
they also have the experience of living and working 'abroad'. And being Brazilian,
they know all too well about the circumstances that might drive a person into exile.

Brazil has a cultural diversity of almost mythical proportions. In the eighteenth
century, the indigenous population was all but eradicated by European imperialist
settlers who used African slaves to extract the country's natural resources and to
establish industries that attracted subsequent immigrants from across the globe

in the nineteenth century. In the twentieth century the country was dogged by
political upheaval and financial crises. Detanico and Lain were born shortly after the
imposition of the Fifth Institutional Act (Al-5) in 1968 which effectively outlawed

all political opposition. They grew up in Caxias do Sul in southern Brazil and met in
1991. Whilst their parents were culturally aware, the predominantly industrial (and
the coldest) state offered little to anyone of an artistic sensibility, and they soon
exhausted the opportunities there and left in their early 20s. By this time they were
able to benefit from the political and economic stability. Brazil began to enjoy after
decades of dictatorship, corruption and financial decline. Growing up in Brazil had
been fraught; the governing military regime that seized power in 1964 had grown
increasingly harsh throughout the 1970s, eventually taking control of all aspects of
everyday life through censorship, imprisonment, torture, murder and exile.

For the earlier generation of artists already working in this period, it was a
dangerous but creative time. In reaction to the restrictions imposed on them by

the military, artists like Waldemar Cordeiro, Nelson Leirner, Cildo Meireles and
Artur Barrio, found ever more inventive ways of making and displaying work that
usually offered direct criticism of the authorities. Some, like Antonio Manuel, evaded



imprisonment through a combination of good luck, ingenuity, baflement and humour
whilst Lygia Pape was less lucky. Others, like Antonio Dias, Hélio Oiticica and Lygia
Clarke felt compelled to leave the country of their birth, spending long periods of
self-imposed exile in Europe and North America away from family and friends.

Democracy only returned to Brazil in 1985, but the country quickly entered a further
period of upheaval caused by mass-inflation. Whilst censorship was eradicated and
creativity was entirely possible, financial constraints were harsh. By 1990, inflation
led to hyperinflation and money became almost worthless until the Plano Real
replaced one denomination with another, bringing with it a much needed sense

of stability. Now Brazil is a major economic power. One effect of this has been a
revitalised contemporary practice, with many artists emerging onto an international
platform buoyed by the success of numerous commercial galleries in the major cities
of Sdo Paulo and Rio de Janeiro, and also Curitiba and Recife. Opportunities for
artists have increased, but the most significant difference between works made

now and then is the absence of overt state control. The combination of restrictive
measures that prohibited freedom of expression and forced many artists to leave
Brazil in the 1960s and 70s is no longer in place. For career reasons, some artists still
feel compelled to leave Brazil, but nowadays at least they have the liberty to travel
at will. Whilst Detanico Lain have been nomadic, their travels are entirely what we
have come to expect from successful contemporary artists.

With the advent of economic stability, the possibilities of the international market
place and mass consumerism were opened up in Brazil. For Detanico Lain, this
meant that aspects of popular culture like computers, magazines and books were
suddenly more available in their own country. Inevitably, much of what they coveted
came from North America. Relations between Brazil and the USA have long been
strained. In the 1960s, the US had funded the military coup and propped up the
regime despite widespread reports of its atrocities. Hence a loaded cultural signifier
like the Coca-Cola logo has been used by Meireles and Leirner to fire criticism at US
political and cultural imperialism. Now this dominance has infiltrated Brazil as it has
around the world. For Detanico Lain, the benefits have brought the very tools they
need for their design: Microsoft, Apple etc., and latterly programmes like Photoshop.
Interestingly, they actually use these tools as the means to criticise the impact of
globalisation. Like Meireles, Detanico Lain use and transform cultural objects to
emphasis and question the cultural values they promote. Today, in a world shaped
more and more by mass consumption and technology, their work is a critique of the
standardisation strategies that result from consumerism and which oversimplify the
complex realities in which we live.

During the 1990s Detanico Lain moved to Sao Paulo and worked as graphic designers
with a particular concern for typography and research interests in linguistics and
semiotics. Whilst they continued their careers as designers (something they still

practise today) they decided to dedicate more of their time to experimental works
than to purely commercial ones. Hence, their work now occupies a unique position
between the idioms of art and design. In Detanico Lain, the normally distinct
creative worlds are not exclusive; they overlap, meeting on a middle ground and in
fact informing both practices.

2001 proved a major turning point for Detanico Lain. An interest in the relationship
between text and image resulted in 'Utopia’, a font that provides the opportunity to
‘'write' a text without using words but which still evokes meaning. ‘Utopia‘' comprises
a series of pictograms in silhouette which correspond to the letters of the alphabet,
with Oscar Niemeyer projects such as MAC de Niteréi and Brasilia representing
upper case letters and the lower case shown by everyday aspects of city-living like
rubbish skips, telegraph poles, CCTV cameras, poster hoardings and security grilles.
Used in combination, these very different architectural icons say something about
cities like Sdo Paulo and Brasilia. Juxtaposing the beautiful with the ugly, 'Utopia’
explores the limitations of the Modernist dream and how impossible it has proved to
beautify an industrial or urban environment; cities, especially in Brazil, are simply
too big, too varied and too chaotic. Niemeyer's buildings offered the hope of better
social conditions and greater equality with buildings that espoused openness and
democracy. In reality Modernism proved to be far from egalitarian. It provided homes
for the rich as 'it was capitalism that built Brazil'.3 '‘Utopia' is therefore not a font to
use in a traditional way, but Detanico Lain's attempt to create an urban landscape
with a keyboard; they portray and comment on the world around them, as say a
painting or a photography might do, but by using a typeface. In doing so, they adopt
a critical position that does not normally have a place in graphic design.

Since 2002 Detanico Lain have been mostly based in Paris after having won an
eight-month research residency at the Palais de Tokyo. Whilst they could have easily
remained in Sao Paulo, the move to France was an opportunity to step outside the
familiarity of their usual situation and re-examine thoroughly their practice and
their future. Moving to a foreign country, coming to terms with displacement and
having to learn a new language refreshed their critical perspectives on their cultural
identity and also on their approach to design. Ultimately, they realised that the
working relationship between a designer and a client was not entirely satisfying to
them. The graphic designer offers a service. Whilst undoubtedly a creative role,

it is creativity bound by an end result, which is to find a clear solution to a
communication problem. As Detanico Lain, the artists, Angela and Rafael, turn

this situation on its head and reverse the expectations and logic of design. Clarity
of communication in typography and design is vital, but Detanico Lain completely
subvert this with their experimental fonts and graphics. Without offering full

and immediate understanding, they create new possibilities for information and
communication and many layers of potential meaning. Hence, they explain, only the
art world would ever accept 'Utopia' and the works that followed.



For me their work proved a revelation. Whilst in Brazil researching an exhibition, |
was shown a poster Detanico Lain designed for the Venice Biennale of Architecture
using their 'Utopia' font.* They, of course, were in Paris. My exhibition came to
examine 50 years of Brazilian sculpture, with special focus on the diverse places

it has been displayed, from the formality of the specially designed exhibition

space to the informality of the street. The works chosen reflected the effect of
political fluctuations on sculpture and showed that sculptors could be particularly
responsive to changing circumstance, forcing them to experiment and improvise
with forms, materials, sites and situations - an essential creative spirit that remains
evident today. Almost immediately | recognised that 'Utopia’ was perfect for the
exhibition, spanning its overall period and encapsulating many of its concerns.
Angela and Rafael used the font as a logo which appeared on all the printed and
electronic material pertaining to the exhibition, including the website, the press
release, private view card, a poster, a banner, an information leaflet, on the

cover and then at various points throughout the catalogue. For an exhibition that
considered the diverse places in which we encounter art, it was important that it
included an artwork that was widely distributed and which was disseminated
through different means (via the postal service, in a bookshop or via a computer).
As with all logos, the one for the exhibition helped establish a visual identity. Whilst
delightful in its own right, it of course remained largely unintelligible, since unless
one found the code, one did not know the MAC de Niterdi building was an 'E' or
that the CCTV camera was a small 'o'. Detanico Lain may set out to problematise
communication, but they always provide a key that allows a way into understanding
what a typeface might signify. In addition, they positively invite us to participate. A
visit to www.detanicolain.com allows one to download and use ‘Utopia’. One might
only want to see how one's name looks, but by using the characters one is also re-
imagining and creating an urban landscape.

They organise themselves in a system of elements to be utilised, a portrait in power,
a map that redesigns itself every time the typography is employed. Imagine purely
modernist cities, utopias in upper case, or sketch urban entanglements in lower
case. Or even write topographies where the foreseen and the unexpected, control
and chance, project and clutter, can superimpose and transform themselves. These
are our favourite versions.5

Often, their approach is discreet and subtle. For example, in a group show called
Modos de Usar [User's Guide] at Galeria Vermelho in 2003 they first exhibited
'Pilha'. This is a system of writing words based on piles of identical objects that
relate to the alphabet. One object corresponds to the letter 'A’; two objects piled
on top of each other stand for 'B', three objects for 'C' and so on. Around the
gallery against walls, in corners and on windowsills, they made piles of objects from
anything that could remain securely stacked, from rubber erasers to sugar cubes
and wooden crates. The code for understanding the various piles was placed just
inside the entrance to the gallery, although one work made from bricks and called

'antes de mais nada' [before anything else], was situated outside and before the
explanatory diagram was seen. 'Pilha' is an interesting three-dimensional approach
to alphabet design and a peculiarly design-orientated attempt at sculpture.
Detanico Lain appreciate how we read and then assimilate information. From their
experimentation with fonts and knowledge of page layouts, they also understand
the structure of design. A blank page is flat, but when letters, words, punctuation,
images etc. are introduced, it becomes very physical. Each character or sign relates
to another and the spacing between them is crucial to reading and understanding
clearly. However, as the eye scans the letters, travelling from left to right, it

also misses a lot of information too. Our subconscious acts as a filter to our
consciousness, weeding out non-essential information. What we are very familiar
with no longer registers, hence we gloss over a lot. However, it does not take much
to re-ignite our interest; making a small change is all that is required. For instance
Detanico Lain's 'New Roman Times' takes the title of the typeface designed by
Stanley Morison and re-orders it. Morison was commissioned to produce a new and
easy-to-read font in 1931, having accused The Times newspaper of being illegible.
The result was so clear that the typeface became widely used and now, in fact, is
so familiar that it is practically 'invisible'. However, by making such a simple change,
Detanico Lain reinvigorate our interest.

A further adaptation of Times New Roman has been developed for a new work in
Hospitalités - called 'Inverse Times', it is also the title of their exhibition here.

For the new variation, Detanico Lain have flipped over the letters of the alphabet
written in Times New Roman. Each inverted character is used to form words, with
the characters in the correct order. When held against a mirror, the reflection
reverses the process and makes the letters legible again although the words remain
inverted. Again, through a minor intervention, our powers of perception are
disrupted and we have to participate actively in order to comprehend what we are
looking at. 'Inverse Times' was conceived for 'The Inverse', a collaborative work
made with the Oulipian poet Jacques Roubaud and the composer Frangois Sarhan.6
An extract of Roubaud's text 'Variations sur la canso "ar resplan la flors enversa"
de Raimbaud d'Orange’ written in 'Inverse Times' has been silk-screened onto a
plexiglas sheet and mounted in a small wooden box at a 90° angle with a mirror.
There are 12 paragraphs from the text in 12 such boxes placed around the room
and accompanied by Sarhan's composition diffused by sound speakers. A result

of their involvement in Hospitalités and also of living in Paris has therefore been
the opportunity to collaborate with practitioners of different nationality and to
experiment with other art forms.

'Selected Sculpture from Ossip Zadkine', shown in the 'workshop' part of the Musée
Zadkine, is an adaptation of another earlier work called 'Selected Landscape'.
Detanico and Lain chose the sculpture by Zadkine called "Demeter" from its usual
position in the museum and moved it to the workshop to be photographed. The
sculpture was then returned to its former position and replaced by a projection



made by converting the photograph to bitmap format, the lowest resolution for

a digital image consisting of a simple black and white pattern of pixels. Using
Photoshop's selection tool (‘the magic wand') Detanico Lain selected all the

black areas, which formed a moving line of dashes around them. The result is a
deliberately rough, comparatively unsophisticated image which appears to have a
shimmering and textured surface. When projected the whole image appears to be
animated when in fact it remains a film still. The juxtaposition of Zadkine's work with
Detanico Lain's combines old methods with new, but both show a common interest
in the fabric of their chosen materials. Zadkine used direct carving in a traditional
workshop to explore the natural limits of stone and wood, whilst Detanico Lain use
new technology to manipulate the very tissue of the digital image.

'Selected Sculpture from Ossip Zadkine' has a sense of transience; the sculpture
appears like an apparition or a memory in the studio where it could have been made.
'The Sculptor's Workshop' or 'The Sculptor', is also the name of a constellation of
stars, visible only in latitudes south of 50 degrees North from August - October;
appropriately it attracted Detanico Lain's attention for the final work in this
exhibition. In 'Names of the Stars' they have made a series of digital images by
translating the proper names of stars into 'Helvetica Concentrated’, a collaborative
work they made with Jiri Skala (an artist from the Czech Republic with whom they
worked at Palais de Tokyo) and a variation on the original Helvetica designed by the
Swiss typographer Max Miedinger in 1957.

Even when given the key, 'Helvetica Concentrated' is perhaps Detanico Lain's most
deliberately impenetrable font to date. They use the amount of ink it normally takes
to print a letter, number or character in the original Helvetica and compress it into
a dot. The size of the dot depends on the size and complexity of the original sign.
To the naked eye, it is almost impossible to discern the many subtle gradations of
dot, since many of the sizes are too similar and only the very large or small seems to
register - in fact, like our view of the stars in the sky. So the dot that represents the
capital letter 'B', for instance, is practically the same as that for 'E'. Since the
typeface does not transmit a text that we are able to read conventionally, it
challenges our ability to understand it. It is the exact opposite of what a font should
be and Detanico Lain know that for most people it is too hard to look at and only
use it in certain situations. 'Hevetica Concentrated' intentionally 'defamiliarises’

us; it is not intended 'to make us perceive meaning, but to create a special
perception'.” Rather, it communicates on a different, visceral level; something to be
felt or experienced as opposed to being read.

To create equivalents to the names of the stars, the dots of 'Helvetica
Concentrated' have different tones and are arranged concentrically and in layers.
They radiate outwards, almost like the stars themselves. However, they are not mere
digital counterparts but are more like concentrations of time, history and culture.
Traditionally in the West, stars were first named by astronomers in Ancient

Mesopotamia, the names were compiled and translated by the Greeks and then into
Arabic and so on. The names travelled from one country to another, appropriated by
different cultures through history and modified over time and can therefore be
viewed as summations of the overall themes of Hospitalités.
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