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Gina Fischli, Dreamy Dog. 2022. Fabric, plaster, and wire, 42,9 = 21 x 31.9 cm, Phetography by Dario Lasagni. Courtesy of the artist and Chapter NY, New York,

Gina Fischli's work revels in unattractive feelings that commercial and art institutions consider invalid or just too small
to matter: the pathetic, futile, embarrassed, anxious, nostalgic, and sentimental. Underlying Fischli's wry
mischievousness is a nuanced callout to the defunct pageantry of the art world, of femininity, of motherhood, and of
corporate responsibility that hungrily swallow intimate feelings in deference to optics. At times, Fischli's work likens the
prospect of an art emergency to a competitive cooking show with contestants in hysterics over a failed meringue.
We're told nothing is urgent in the art world, and, to a degree, this rings all too true. But if you've ever worked in a
museum, you've probably cried in the bathroom.

Ultimately, Fischli’s work reminds us that embodied emotions run deep for people who make art, view art, and labor in
service of art — and that these emotions are something to hold close to the chest. As cultural theorist Sianne Ngai
argues in Ugly Feelings (2007): “Affective attitudes and dispositions have become [..] the very lubricants of the
economic [and social] system which they originally came into being to oppose.” In centering feelings that fly under the
radar, Fischli might just slip through the fingers of those who tend to liquidate our inner worlds to produce propaganda
for themselves. With attention to what is usually considered irreverent and superficial, she flouts institutional and
market preferences for work that is representational or legibly biographical in nature; the more traumatic and painful,
the better for profits. In her mash-up of “girlish” DIY aesthetics and Neo-pop on Prozac, Fischli's cakes, pets, purses,
and interiors enact an intentional, cheeky form of deception to outsmart this dynamic: will cuteness make them leave
us alone? But also, how might a sweet face or nice platitude disguise — or reinforce — an imbalance of power? What
do we need to feel comfortable with the fundamentally disturbed? A multitiered cake made of plaster, a glittery
painting on plywood board — what are we celebrating, and what is underneath? Fischli's subject matter functions a bit
like candy to make the medicine go down, a euphemism scholar Adrienne Edwards has adapted for art with a critical
bite behind an ebullient surface. Like Mary Poppins or the late Mike Kelley, with whom Fischli’s work was included in a
two-person show at Galerie Hussenot in 2023, the artist loads up surfaces with a sugary spoonful (her cakes
incorporate sugar and cement as materials) — and manages to sneak in a bitter pill to unsuspecting viewers.
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Importantly, this approach is not at all satirical. It constitutes a genuine consideration of how surfaces operate — within
cultural constructs and the work itself — through Fischli's explorations of color, material, and processes of making that
suggest it is both amateur and painstakingly crafted. In the spirit of Kelley’s legacy, Fischli avoids seamlessness and
fetish but isn't entirely homespun either. “I'm not interested in quick surface readings,” Kelley once said. “This is
especially important in relation to my works that have a socialized veneer that seems to be a reiteration of mass
cultural tropes.” Slightly askew and forlorn, Fischli's cake castles are over the top and about to topple over with a
cheerful, smooth patina resembling icing. Steeped in pathos, her artworks taking domesticated animals as subjects are
displayed on pedestals but hastily patched in used fabric scraps, earless or headless, torn and slumped, or crouching
in a humanlike fugue state. The kind that leads to dissociative tendencies that attenuate pain without offering a total
way out: an emotional support animal, retail therapy, binges of The Great British Bake Off.

Ngai's thinking is again useful in discussing the cycles that keep us trapped (under constant pressure to toil, to amass,
to consume more, and to continue wanting) through the reinforcement vulnerability. With the withholding of rights,
MNgai explains, social divisions are reinforced; Fischli cites gendered pay and associations with domesticity; through
hyper-trite femmme vocab points specifically to the devalued and misunderstood labor of motherhood as, at times, akin
to a PTA bake sale. Her allegories of animals speak to the imposition of hierarchy. It's a system designed to naturalize
certain biases — based in wealth and whiteness — that devour the health of this world whole. A collision of power and
vulnerability is obliquely evident in Fischli's 2022 public work Ravenous and Predatory, featuring images of animals on
banners along Cork Street in London. By substituting nation-state slogans or advertisements for cute critters and
hunting predators, she lightly critiques the use of art as a kind of propaganda for “institution as community” — or civic
beautifier, emphasized by the installation’s placement in the city's primary gallery district. However, these repeated,
stock nature photographs (of a mouse, a squirrel, a wolf) are not intended to be palliative. As the title suggests, these
animals are hungry links in the food chain — recalling our unmet needs and their instrumentalization to perpetuate late
capitalism's all-consuming myth of survival of the fittest.

In a conversation between us, Fischli references Nestlé as one example of animal imagery being used to smooth the
edges of corporate cruelty — in this case, a company known for its human rights breaches branded with a sweet logo
of two little birds in a nest under their mother's watchful eye. Adapted from Henry Nestlé's family crest, the cartoonish
graphic is the picture of marketing innocence. As Orwell wrote, “Whatever goes upon four legs, or has wings, isa
friend.” In 1977, Nestlé was accused of marketing powdered baby formula in areas with severe water contamination, a
wicked act disguised by its branding. That same year, Douglas Crimp crganized his iconic “Pictures” (1977) exhibition at
Artists Space. Introducing appropriation as a defined artistic strategy he described as a “processes of quotation,
excerption, framing, and staging,” Crimp's observations offer a parallel to the ways in which corporate schemes elicit
and adopt actual signifiers for tag lines and mission statements. In turn, authenticity and authorship of our emotional
landscape are threatened as always ‘[ulnderneath each picture, there is another picture.” In the wake of this cultural
history, Fischli and artists of her generation have reconfigured these tools to meet the accelerated speeds (and
normalcy) with which images, selfhood, and reality layer, meld, and disperse. This, arguably, situates her practice
among artists from Alake Schilling to Bunny Rogers to Maggie Lee who also traffic real feelings through various
material and narrative ciphers that are both material and so-called immaterial as our inner lives are siphoned into tag
lines and mission statements, but also shared with their peers via tender narratives or beloved characters.

As much as Fischli's work engages a keen sense of the politics of display and image culture, her work rejects the
prefab conceptualism at the heart of the Pictures Generation (1974-1984) and slick appearances of that time. In an
ongoing series begun in 2020, Fischli riffs on Josef Albers's “"Homage to the Square” series (1950-1978), substituting his
systematic Bauhaus exploration of color for a palette you might describe as “girly pop” — cotton-candy blues and
peaches accented with glitter. She carries this technique into other self-aware, superficial images: giant dirty martinis
(You Have Won, 2021), champagne flutes (One last one?, 2021), and Diet Coke cans. Apart from clear references to art-
historical pop and minimalism, and despite the use of literal sparkles, her paintings refuse to glisten sleekly. Instead,
Fischli's work is marked by dissonance: scrappiness and gleeful execution, alluring and despondent, excited by banal
home décor with a lingering sense that something is wrong here and that the artist is trying to work through it.
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Gina Fischll, Empire State, 2023, Plaster paint. 63 x 53 x 95 cm. Photography by Aurélien Mole. Courtesy of the artist and Galerle Hussenot, Parls.

Expressions of tenderness — and its shadowy sides — abound in “No Rest For The Wicked" (2022) at Chapter NY, New
York, where Fischli further probes the disquieting ways humans project onto animals. Pets as status symbols can be
traced back to Queen Victoria's attachment to dogs and their prevalence in reifying cultural values, such as “refined
femininity,” with lapdogs as a must-have accessory of fashionable bourgeoisie women. The exhibition consists of
collages and endearing sculptures of animals (puppies, kittens, rodents). Visibly injured with lumpy white plaster
bandaging, some situated on hand-sewn pillows, Fischli's pet sculptures long for reprieve and care. ‘| guess there is
this weird cross between love and cruelty that is always visible in the ownership of pets,” Fischli said, “where maybe
you make them pillows, and you style their fur, but there is this really dark oppression and cage-like life they're living.”
She continues:

There's something similar, you wonder when you make art, too: you put all this love into the work, but sometimes art
can be malignant. Especially in the last few years, you start to wonder what art can do and if it can do something.
When is it helpful and when is it maybe hurtful?

Many of the works, such as Dreamy Dog (2022), fall somewhere in between; they resemble love-worn stuffed animals
and taxidermized corpses, sewn up in a frenzy of messy stitches, torn denim, and other used fabrics, exuding a sense
of futility while expected to compete and earn blue ribbons.

All of this levies a shrewd critique of consumer culture, the art market, the psychology of advertising, and how
personal mythologies are inscribed (the traumatized childhood projected onto Kelley's waork, for example). It also
burrows within such big topics and feelings, encountering the conflicting, paradoxical, and seemingly minor emotions
associated with domestic and frivolous objects of desire. Fischli's objects flicker in hybrid emotions, allowing
contradictions in a way that “art as propaganda” does not. An element of delight might even characterize Fischli's
work, confectionary and soft, reminding us that art (and life) shouldn't necessarily discount nostalgia and glimmers of
comfort, especially amid inconceivable loss.
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As we've been confined to images of ourselves in many respects, we are ripe for the taking, for lifting and re-use jpegs
free-floating. In “No Rest For The Wicked,” Fischli uses photos taken by friends or design magazines — like those she
flipped through with her mother growing up, imagining impeccable fantasy rooms — in oversized collages of dreary
hotel entryways and other nondescript interiors: environments of luxe aspiration that read here as a hefty price tag for
an empty life. In contrast to Karen Kilimnik's precise cat collages set in royal palaces, Fischli's haphazardly layered
compositions of animal cutouts, decorative mid-century sconces, and beige wallpaper (Concord (Five Star Series),
2022) mimic the absurd, exuberant fragmentation of how media is consumed (and how we, too, are constantly
consumed by it) — all while retaining the earnestness of a sentimental tween bedroom-style vision board that predated
algorithms sleuthing you on Pinterest.

In an adjacent series of photographs of hotel interiors printed on large panels of wallpaper that read like bleak present-
day frescoes in their dwarfing expansiveness, the viewer encounters scenes like Untitled (2023): near-empty giant
glasses of red wine in a deserted white-tablecloth dining room with ubiquitous centerpieces of red candles and tiny
roses. Maybe there isn't an escape. You might say Fischli's work, at times, offers the mood of a handmade sympathy
card reproduced in mass (see Amore, 2023, in which prints of a personally rendered dripping heart are tucked neatly
into a store display rack), asking the important question that no one wants to ask: if it already feels like we're lifeless,
our things, images, and words embalmed or broken, always anticipating their imaging and circulation only to be dead
upon arrival again, what can art offer?

Maybe all an artist can do is to keep doing, allowing uncertainty to trickle in as part of the work itself. And I'd dare to
claim that isn't pathetic at all. As much as there's a bleakness, her work equally has a measure of hope baked in —a
way to whisper sincere affection in public, perhaps as the only possibility for keeping it safe. In its misshapen but
caringly rendered forms, Fischli starts to imagine a provisional new kind of aspiration, one for repairing and protecting
oneself and relationships and emotional states — especially the ugly ones.
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GinaFischli LoveLove Love

Soft Opening, London 16 February—6April

Atfirst glance, Gina Fischli’s animal sculptures
feel like poor specimens. Not quite 1:1 scale, and
crudely modelled from wire mesh and sloppy,
off-white plaster, some of them sport pelts made
from ragged fabric offcuts, in what might be
an only partially successful attempt to disguise
how far short their bodies fall from the crea-
turely ideal. Nevertheless, it’s clear from the
way they’re displayed that somebody thinks
they have potential. Eleven of the Swiss artist’s
critters parade down a low, U-shaped plinth-
cum-catwalk, contestants in some kind of pet
show, perhaps daydreaming of the pat on the
head they’ll receive should they be awarded
arosette.

The organisers of this competition appear
to embrace diversity, at least in the matters
of species and breed. Thomas (all works 2024)
is a tartan-sheathed bunny rabbit, Elizabeth
aleggy poodle and Albert a curly-tailed pug
swaddled in pink, Issey Miyake-like pleats.
These pedigree pets are joined on the catwalk
by several animals that are commonly consid-
ered vermin. Beatrice the fox daintily crosses

her paws, Arthur the mole stares blindly out

of his gleaming, sequined eyes, while John the
piebald rat sniffs at the ground, his long tail
raised like a middle finger. Are these official
participants in the show, or interlopers who've
clambered up from their dark dens, tunnels
and sewers, to feast on whatever morsels they
can find here, be it a crumb of attention, or

a half-eaten doggie treat?

The exhibition’s title, Love Love Love, recalls
adashed-off comment beneath an Instagram
post. As that platform’s users will know, this
affirmation might be applied equally to an
image of a cat lover’s new kitten, or to a painter’s
latest canvas (‘#w1P’). An accompanying text
draws a parallel between pet shows and the
functioning of the contemporary art world, and
the implication is that we should read Fischli’s
knowingly makeshift sculptures as proxies for
the figure of the emerging artist —a fundamen-
tally half-formed creature who’s been given just
enough grooming to pass muster as a contender.
Looking at the catwalk, a space of both perfor-
mance and of judgement, we wonder if it will

bea pedigree pet who comes out on top, or one
of the so-called vermin. In today’s artworld,
class advantage is an increasingly vital precon-
dition of success. Then again, the industry’s
gatekeepers ‘love love love’ an exception that
proves the rule.

Needy, obedient, self-regarding and full
of very human pathos, Fischli’s competing
critters hit their satirical target. What’s missing,
here, is a reckoning with those who pick the
winners, and those who profit from the whole
dogand pony show. Elsewhere in the gallery,
a tall freestanding plinth supports Florence, the
most abstract work in the exhibition —a globule
of plaster, grey dishcloth fabric and Day-Glo
orange feathers, which vaguely resembles a
garden bird eviscerating a slug. We might cast
her as the victor of a previous contest, enjoying
her spoils on the podium while looking down
her beak at the other, marginally less scruffy
beasts flaunting themselves on the catwalk.
Primped for public presentation, and hungry
for approval, to her they must feel like gauche
pretenders to her crown.  Tom Morton

Elizabeth, 2024, wire, plaster,
textiles, 95 x 89 x 73 cm. Photo: Tom Carter.
Courtesy the artist and Soft Opening, London
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Fischli (b. 1989} lives and werks in Zunch. She has previously had
solo and two-person exhibitions in Paris, New York, Rica,
Armslerdam, Zunch, and Berlir.

Founded by Antonia Marsh., Soft Cpening represents 12 UK-based
and mlernabional emerging arlisls. The gallery's Dirsl opened
2018 in Piccadilly Circus underground station and they then
moved a year later to Minerva Streel in East London. The gallery
published the monoegraph Good Service in 2022,
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Work in Progress: “I know a painting 15 done whean it
feels like it is eating itself”

Wiw gz i rhis eearess it Ciima Piachh arad Willa Macwsr azthey pragare o chow res wark ar Frieze
Fo fozk

B alvie Brabane, SIRA cTEHUL amd miLLs WASNTIR In FRIEE MmOl DWT Rl s | o die i

for "Work fn Progress,” we lk to artees Bringing their Jovest works to Frivse Rors, Abeael of
dabirring new sonlprires winh Chapter NT a¢ Freze New Fork, Sing Fischli reflects an her
il rever fo sowipture and dhe antonoimas spert el a work, winde Willa NMasatr speaks

abwat the hallucinatory sdges of vision, memory end knowiedge that frame her most recent

Dainings,
Livia Russell How 15 vour practce cumrently evalviag?

Gina Fischli During OOVID-13, T4idn't bave a stadio, se 1 enly werked on flat surfaces, bat
now Lenreally enjaying belng able ta make seelpture agaie. The work [ will be presacting at

Frizze Mew Yark will all be sculpmare,

Willa Nasatir As of right cow, 'z absorbed in panntieg The relanooslap tsin o very
ramantic place. T think my warks are becoming mare camplex and harmonions, with the
represertational elements snking desper into the growed, 1 eow a painting is done when ot
foels ke it is cating itself
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LR Arc there any now sources of inspimtion that are guiding your werlk?

WM I've been thinking about wizsicn span — the concept that there are delineated edaes of
vour periphery whers the eve can and cannet repister things - and where that ides mects
memary, hallncination and arher kinds of sensary rocall. T ke thinking about the instances

thas we knmw things ars thers without heing ahla to see them,

GF Often che warks inspire themseless, You statt with something, ar maybhe an dea,” bt

the worlk is sl:a:'rin_g ma I:ma”:.; different direction.
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LE How is presenting new work an a fair ditferent rom a gallery show?
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Fna Fschit's stucia. Courtesy of the artist and ChapteT
HY



émergent magazine, 2023

Tz o Hes _
Studio with#&ina Fischli

L

-
| P E ﬁ
'i 'b 4 )
w

—

Words' by Dessislavas
Pi_Q' giﬂ‘lieva
) \v - %)-f s

Falle G | s wou wieea b in Surcl. fravoed hers nghl now?

Yo, | was barm in Zurich, Dut | mawed away when | wsas ninatoen. altar high
schaol, | maved abroad and then | was all ever for thirteen years, and now |
micved hera a yesr and & hall aga.

oo starked sour studizs by leesning slage deszign in 2077 in Hzmbuarg. And  weald
likze by vk o by oL stodics in s&ge desion hawe sfested your artistic
craclises.

| think that also influances my ssark a lol. U is rob someathing | actively tink
about, bal whan | ook at the lfinishad axhibition and Lalk about it, | can alwsys
raally se il thare. Because | often conesaive of the axhibition as a whale. bMast of
tha tima Tdan L produces wark and then latar is an exhibition and 1 ust put all the
racanl wark in i, but | already hawe an dea of whal the exhibilion as a whole
Could b, and than T make the work, o [ already have some of the pieces, and |
make tha alkar piaca to make the experience of the axhibition. Ard | think what |
really liked about stage design as well is that vou direct people, you give the
actors certain instructions cn how to behave within the space, and cbhviously yau
give the audience a hint on haw to feel akout the space ar about the situatian.
“ou could do wery similar things in an exhibition as well. When you placs a worl,
yau can instruct the people on howe bo walk thrawgh the space and how ta
interact with the art, with themselves, or with ather people. o | think that's
camething that | m still very interested in intrigued by, whether you do it in
theatre orin art.

What wau are smying rmakes me tHnk sbou your exbcidon Flove Baing Draglive,
wohich s wao s firslirstitalional @xhibilticn e US and happares al the Swiss
Institula irn Mesee Yor<, There you crojeclad & wdeo ciece and yod sprayad sroons
it, car ibs baarders, curkaing spenabaae &s 3 frame, @no oo conceive he ciece manes
likex @ irsial alion, and 35 | know Toan -2lsts this kind ol installation 1o ssge
desgnard Lo cresting & narralive cecause ol tha woark.

Yes. It was the first time | ve ever made a film as an art work. When | had the file,

| knew that | wanted to stage it in some way because it is about performance; |
wanted to give it 3 stage and also acknowledge that it does exist within a space.



Everything always exists within a context, and | wanted to also address the
context of the Swiss Institute and of it being a basement space as well. And | had
the idea with the curtains when | was on a plane with my daughters, and when
you sit in economy class, the stewardess is coming through the curtains from the
first class to the back, and my younger daughter, who is three vears old, said,
"0Oh, oh, there is going to be a show! It is going to be a show!" She thought that
something was happening because someone was coming out of the curtains,
and | thought that was so simple; you just need curtains, and then everything is a
show, everything is a performance if you are coming out of the curtains, and it is
s0 simple in a way.

And after yvour studies in Stage Design, you started Fine Arts as well in Hamburg.
Which was the motif of making this decision and geoing for arts studies.

| did both. | started with Stage Design for one year, but | had already worked in
stage design for a few years since | was a teenager and started to work in
theatre. So when | initiated studying it, | realised that | kind of already knew the
job because it is a very practical job, and if you are already doing it, you don’'t
really nead to study it because it is teamwork; you have ta do it with other
people. If you are studying it and just doing hypothetical stages, that is not really
tha job. The job is working with the stage, with the director, and with the
actresses, coming up with things together, and it really didn’t make sense for me
ta study stage design at some paint | also found that in theatre, or at least in
Germany at the time it was quite cerebral; everything was very intellectual, and it
is all in the words, when | started to get mare interested in things that may have
mare subtexts or music as well, in things that are not completely outspoken. And
| wasn 't really convinced anymaore at some point. Often in thaatre, you think vou
have this cultural agency that you are making a play about the economic crisis,
and then people watch it and then they understand and they are going to be less
greedy or something, but that is never going to happen.

Itis kind of pretentious, no?

A bit pretentious and a bit didactic, teaching peaple to be different. | started to
be a hit annoyed by some of the attitudes. Of course, there are also super cool
people doing super cool stuff, but | started to believe more for myself in the
communication form of art. And | like that you have more freedom to do so. You
don’t need to have a ticket sale. Even if no one cares about my art, lcango to
the studio and make more art, whereas in theatre, | need to be employed by a
theatre to make my art, and that makes you very dependent in a way.

Talking about the accessibility of art, my mind goes to your project at Cork Street
in London where yaur made a project, called Ravenous and Pradatory in 202711
know that the project happened because of an interview you did with Hans Ulrich
Obrist for his Catalogue project, and there you shared one of yaur unrealized
projects that was about the placing of banners in the public space in Lendoen,
barners you've already installed in The Royal Academy of Art. Please tell me mara
about the project and how it happened.

| was always interested in reaching a large audience as well as an audience that
was not in the museum. This project was so special because | went to study at
the Royal Academy Schools, in 2015-2018 and it is such a surreal place because
itis the oldest art school in England, and it is also the only one that is still for
free. There is no other place in England where you can study art for free. And
then you go there, and it is like Hogwarts is like from 1768; everything is still
super old in the building {or at least the bits that Chipperfield didn't destroy) ;
you have these secret studios in the back of the museurn: and you are in this
Mayfair world of crazy expensive cars and Louis Vuitton and kind of a Disney
idea of what England is or what Londaon is, or like a Mary Poppins kind of fairytale
world. It was super surreal or maybe super transparent for me to study art in this
context, to go every day to Mayfair, and to spend all of my time in this world. And
| really started to lock at the area. | was very interested in what it looks like and
how it functions, and then the Royal Academy was doing the two hundred fifty-
vear celebration, and because | always went to architecture talks that they were
hosting, these people were asking me: "Do you want to do a public art project
becausz we know the people from the Council?" and then | made the collage
with my idea with the banners, but it never happened. | gave them the proposal,
but | never really heard anything back. Years later, Hans Ulrich Qbrist, during the
pandemic, had this idea of doing a catalogue, which | think is a great idea where
artists could talk about prajects that had not materialized and so | gave them this
collage, and then someone from Westminster Council saw the catalogue and
they had maney for public art because of COVID and they were very interested



in doing things again outside so the people could engage with the city, and then
them and Cork Street approached me. We gotto do it

It is great! You launched the project. | saw the installation of Senia Boyce in 2022
during the Frieze weak, and | was really touched by the intervention. Your
protagonists for the project are a mouse, a bat, and a sguirrel. Why is this
obsessian with animals, and please tell me mars about it?

I don®t knoe! | Iove watching animals, depicting animals, and taking animal
photagraphs. | think that is something you cannct really change as an artist,
Some peaple always warnt 10 drae the human farm, and they have a never-
ending interest init. What | like ahout this situation is that the benners in such a
commercial context will ahays laok a Bit ambicouous, There are alsa flaos fram
like Lowis uittan, | think it is curious haw animals are beirg used for adwertising,
especially because you try to ematonally blackmail peaple into thinking tiat
what may be a very predatory companyy' is actually really sweet, [ wanted to also
express this hunger that peaple are feeling when they are in the city centre, like
Warais it Paris or Mayrair in Landon, and vou can feel it in the air that peaple
want 1o do shoppring, and it becomes very tangible in these places, so the
anirnals are reflecting that,

Foriramnoe, whior | saw @ pices by eou or e first Dmg in 2078 ol AT, L was Lhe
Gig zize beg, ard Iromermicer ab dst enionirg Tar ong al Te sidos of tha Grand
Falz g, Houred the works 1 Fael of me al e bootl o7 the Loadon based gallernsy
Sal . Dpariag eoe of the gallerias thal is sepresenticgg vou, ard it wes the
rOITroLs Tads U Sy sumoundas by thoss seductively colouriul cakes, mech
senaller than U B, Tell me mess sooul Uoss worss, claeass,

Actually I'm showing the hand bag new. Sgaint

Enahanon ke Fac and Foncse o Mavmis enemanonal Doy nes oFf Mg Srh A ST Ve s nncL

Yas, Santastic, | kraw, 3t Kanma Intzmations in Zurch

o ane 17 so happy that | can show it again because tat is a work | really lowe,
And again, il was just bafore the pandermic, and | had 1o pal il away, 5o 1'm
super happy thal | get toship it oul again. Thes exhibition Padgis and Proiuvdice
Lzlks a lot about surface. Dul slso shopping.

Why s the exhibition titlec Prace s Aeevuaiice ™ Ard pleass w2l e mone akout
thosa fantastic Eaimal sculptusas that | think vou smaredd cdeoqnie the pandemis
pezalse vl founcl yourself inclears surmounaadd by pil s and fabeics ans yaL
created tha picces, Az wall, in the exkibitior vou ame shesving your gliceer glassas
ancl Sk Josepk Allert camposidons,

Yes, the exhibition is called Fride snd Prajudice because of the famous novel and
it's fitting topics which was set in Encland during the Victorian era. Itis & tme
whean pecole started to breed animals and make animal shows, Before, wau
woldld say, *This is a hunting deq or this is a lap dog," but there wasn” tyet that
absurd ides of 3 race having a purebred terrier o purebired German Sheaphersd,



And thean in Vietorian tines, theay started to get really absessed with this idea of
breading, where vou hawe o have the tail exactly at this angle or & specific noss,
aned then making these Kinds of animnal shows whers you show vour animals and
then wau cet a prize, and | thoudght that that was very fitting o shaow also with
these animal sculptures, And again, they became these animals from that time
an, became a status symbod, and yvou don' 1 just have any dog; you have a pood e
becauss the paoddle is gaing to represent something, The back itself talks ot
aboul elass ard aboul marraga and choosing the dghl match, saaing threagh
tha surface of somathing thers i a kot in tara that | thaught was very fitling Lo
the weork. bath te the anirmal scalpturas and o the handbag.

Aoz Doenien ) 2000 G plus, sepeeoudl 55 g ¥ g Qaeee SO0 e B e D RELGRDA RS

[ seeit 33 being very mech 2lamed tovour sense of hamour becauss the animsls
are quita fanynaentad: they are aot tha kind of animals hat s d be winness at &
Ceauty cornetitios.

But they are trying, | think that they are trging, ard | think that this is someathineg
that alsa reflects in these cake sculptures, That the cake is always an attesmpt 10
make samething nice, & may not ook nice inthe end, bt you just toy, and wou
can see the effort, puttirg anather kall onit, anather heart, another piece of
samething, like vau try 5o hand o make it presentable inoa vy,

Thietitles af the cake scalptures ane naras of real castlos.,

Yes, It was quite necessary 1o oive them serious, real names, Often the castles
have a semi-dark background, Almost all castles have a spooky story about
samenre being killed ar ghosts, Sa | theudght that it would be good 1o tie them to
very real plages, The caste presents this faindale dream and fantasy, but
actially it is a manifestation of sery bratal power and of subjudgstion, and both of
these aspects of the castle have to ba within the sculpiure somehons,




frstailation Yicw, Fride and Projfudice at Karma Intornational. Courtosy of the arisr and Karms Intornational

What are your current topics of obsession™ What are you working on right now?

I"ve got to do a few more cake sculptures because | made them before the
pandemic, and during the pandemic | had no studio. Now that | have the studio
again and | can make sculpture.

| 'mi also thinking a lot abaut art in public places, and that is something that |
guess | have the mast urgency with becauss, far me, Raverows and' Predatonyin
that respect veas one of the most important works, and | seauld really love tofind
mare ways to engage with peaple cutside of galleries and museums and think
ghout what that could be public space is not clearly defined as to what is what.
Yau can encournter arything on the sireet.

Oex yoou hawe any specilc ideas ol & cily ar a place where gau would like 13 seas
Yol ewars and make anirteareenticn?

At the roment, I'm making sketches for fountaina. There is a project for Paris +
in Ctober where they are doing the Tuileres sculptures garden, and 1 m going
o apply with a project for there because | would absalutely love showing in the
Tuileries Garden.

| 61" 5 end upwith oag miore Questian, Yo we been showirg with Caapter Gallery
anz 307 Zallery in Mo York, with Saft Dpenian e Lonzor, and nows vou haes the
exlititar with Karmna it2raational in Zanch, ard 1 nosonclerine b wiau think the
ferceptizn of vour work chanoces through the lscation, Ancl hew has vour life
abroac canng thase thirkaen vears nct living in Zaich shaped yaur artistic
[ractisos?

h, that is a very complex gueastion, For me personalby it is easier to be an
outsicler, and | really enjoy being an outsider ina city and looking from the inward
fram that viewpaint, | find that a very comfortable positicn, whers as inowour
hore town viou can read all the codes, | guess that makes it more complicatad
baing hare, bul it is anly the Baginning; 1 ve only baan bare lor a vear and a hall.
So | dor L know yal what it might hald. 1L is definitaly exciting showing harg and it
was vary salisfying to introduce mysall in this cily stk my work,
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Critters to take over Cork Street for London
Gallery Weekend

Swiss artist Gina Fischliis making 3m-high banners

Gira Figchhi, detail from Ravencows and Predatory (20213

The Art Newspaper

T Way 2021

A new public art commission in Maylair will introduce a menagecie of lurey and leatlwered
fauna next month to the historic London gallery hub. To be unveiled on 7 October, five
setg of am-high bunners depicting photos of woodland animals such os foxes and squirrels
will fovrer aver visitors to Cotle Street, which hosts prominent galleries including

Goudroan, saatehl Yales as well as Frieze's [irst exbiblidon space.

These large-scale ‘pawtraits' have been made by the Swiss-bhorn attist Gina Fischli, who
used internet sereengrabs us che bosis tor the works, A graduate of the Royol Academy of
Arts, which is situated a stone's throw away from Corle Street, Fizehli zays she is
fascinated by "the tension of Maylair, which visualises so muoch of whal London as a city
is Tight now but also o fantasy landscape of what it onee was, Itis an intriguingly
beautiful woman that has undergone over 30 facelifts and stands apart from any

rimeling™. Fachli's hanners will sray up uneil April 2022,

An nstallation view of Gina Fschli's Ravencus 3nd Fredazory (20273

Courbesy of Lhe artist Phobe: Luks Fayes
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As with much of Fischli's previous warl—such as the enarmous handbag sculptura she
showed at Soft Opening's booth at Paris Internationale fair in 2019—saccharine elements
are underscored by a sense of menace. Indeed, the aerial format of Fischli's Cork Strest
commission may well have viewers questioning whether these are cute critters or vicions

predators,

“This marks a historic moment tor Cork Street os it will be the titst-time banners have
heen hung across the street. T is mote significant than ever that we see art net jusrina
gallery conlext but tha It spills inlo the slreel ad is viewalle Lo all,” says Julian Stocks,
the property director of The Follen Estate, Cork Street Galleries' primary owner and

developer.

« Sign up now to cur [leimate guide to London Gallery Weekend and receive alerts abour the top
shows, lntest trends and insider tips ahead of the city-wide event
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CORK STREET GALLERIES UNVEIL
STREET BANNERS BY ARTIST GINA
FISCHLI DURING FRIEZE WEEK

By Mark Westall - 6 October 2021

Cork Street Galleries is pleased to announce a new
initiative which will see a series of artists invited to
design banners for Cork Street. Gina Fischli is the
first artist to be invited to take up the public art
commission and has created a site-specific
installation which will be erected on 7 October 2021
for a six-month period. The unveiling of the
artwork coincides with Frieze, London’s busiest art
market week. Fischli's banners, based on five
photographs, will hang across Cork Street like
bunting, encouraging the street’s visitors to stop
and lookup.

i

Ging Fizetlirendaring Rovenous ond Predetory [2027)

Rovenous and Predatory [2021) draws the eye up
past the street’s ground floor windows and depicts
a series of animals including a mouse, bat, squirrel,
blackbird and walf. Fischli has collected the animal
imagery as screen grabs from the internet and
from apen-source platforms, apart from the image
of the blackbird which is by wildlife photographer
Paul Sorrell. The animal portraits directly interact
with their surroundings and express an emotion or
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action for us all. Whilst they pose as something that
seems at first glance endearing, there is an
undercurrent of intimidation and potential danger
heightened by their enlarged format and aerial
perspective.

Fischli, a graduate from the Royal Academy of Art,
was among the diverse group of artists selected by
guest editor Hans Ulrich Obrist, Artistic Director at
the Serpentine Galleries, for the latest edition of
Catafogue, the art journal published by Cork Street
Galleries. Catalogue 4.5 was created and published
during lockdown as a way of celebrating
conversation, ideas and the energy of creative
exchange between the global art community. Hans
Ulrich Obrist posed the question ‘what is your
unrealised profect? to 39 new-generation artists,
in his Editor’s letter he mentions his hopes that
many of the projects will soon become realised.
Fischli's contribution was Street Flags Proposal
from 2017, a project which is now being realised
with the support of Cork Street Galleries.

Gina-Fischli_rendering Ravenous and Predatory (2021)

“In the three years | studied at the Royal
Academy [ spent every day in Mayfair and with
the tension of this neighbourhaoed. | found it
endlessly fascinating because it visualizes so
much of what London as a city is right now but
olso a fantasy londscape of what it once was. It
is an intriguingly beautiful woman that has
undergone over thirty facelifts and stands
apart from any timeline. ! love art in public
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places and immediately started to think about
ways art could exist in this peculiar landscope
which is really tricky because olf the space is

already densely oceupied. This collage artwork
was originally handed in as a proposal for the

Rovol Academy’s 25gth year anniversary and
then last veor | was so happy to share it as my
‘unrealised project’ for Cotalogue magazine
and finally give it life. [ really hope the work wilt

be of good service to everyone.”

Ging
Fischli

About the Artist

Gina Fischli (b. 1982, Zurich) studied at the Royal
Academy of Art, London [2018) and the University
of Fine Arts Hamburg, Hamburg (2015). Solo
exhihitions include Sandy Brown, Berlin
(upcoming); Soft Opening, London (upcoming);
Chapter NY, New York (upcoming); Good Girl, Neuer
Essener Kunstverein, Essen (2021); Gina Fischli at
203 Gallery, New York (2020) and Interior Living at
SUNDY, London (2018). Group exhibitions include:
Winterfest, Aspen Art Museum, Aspen [2020);
Winter Solstice, suns works, Zurich (2020); Grand
Miniature, Sentiment, Zurich (2020); Gegenwart:
Doing Youth, Hamburg (2020); Una Sta Can, Stalla
Madulain, Engadin (2020). After Image, Mamoth
Gallery, London [2020); Geneva Biennale: Sculpture
Park, Parc des Eaus-Vives, Geneva (2020); Love
Sign, Galerie Noah Klink, Berlin [2020);
Johrensgoben, Neuer Essener Kunstverein, Essen
(2019); Die Ldden sind geschiossen, Weiss Falk,
Basel (201%); A house is not g home at Fri Art,
Fribourg [2019); ON SITE at Swiss Institute, New
York (201%) and Way Out at Jenny's, London
(2018). In 2018 Fischli published Bad Timing
(Hacienda Books, Zurich). Fischli's work is in the
collection of the Royal Academy of Art, London and
the Schaulager, Basel. The artist lives and works in
Londan.
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Frosting Middle Age: Gina Fischli
Isabella Zambomni

While warchimg a heawry pageant om relevision, hMark
Gireif saw the camera addres<ing the young women
concesaants abour their favorice reliefs from schoodwork
and pageantry. “Whar were their hobhics Barg listed
‘earing | suppose you could hear ‘earing. nor “‘cooking,
as aviceory for femindst equalicy. Te's nor howsewark™
The array of cake sculprares by young amist Gina Fischly
in the last FIALC hooth of the Londen gallery Soift
Crpeming suggested a comparshle ban different comperi-
i, a fight mot herween heaunes bar berween mothers,
ambiriously parading their effors ar marriarchal hirchday-
parry domdnance—in eirher case, fml s specracle of
leure or rivalry or barh, peinring oo the parhetic con-
necrines herween bedury roumaments, compericive
parencing. TV cooking barrles, and the sarvival of the
fitmest s,

“There is a nararal connecrion berween the figure of the
arrist and the pressure char leads ws mo compere and
rnake an exhibinion,” seares Frschli, "B as soon s we
accelerare o beep up with the rhyrhm of the rimes.
somerhirg comical happens, like in & Buscer Keamon film,
where everyrhing goes slighuly roo fasc e be serious™
Imsdeed, Piachli’s cakes appear oo immocent and urecghis-
ticared o come srnss as carnest. The execurion is nor
wirtirso—or, bemer, mor hyperbalic. They dioonod seem ke
parndies, hur really just the sugar paste and marzipan
commuonly =een &t kiddie raves, They mighs be replicas
of friwelows culture mdusry produces, bur tem Ssepa-
raning che decorarive or the superficial from secial realicg”
i a questionable operarion, reminds Sabrina Tarasod,
“Parncularly when gou men che risk of miscaloalaring where
porweet pornally les™

The majonivy of the cake sculprures’ icles are ramses of e
wering Brivsh amd German medieval or nen-foghic cas-
tles. many of which cammy rhe hauneed Fisnory ome espocs.
Comrlangsa Caivle 2019) refers m che ifteench-century
Scorrish mansion apparently visited by the crying ghosr
of Baron Carruchers's denghrer. who rhoew berseld from
the rower to escape 2 foroed manmage. Glmr ook | 2009
rakes irs ame from the hyper-tormenred forcress. in
Spotand e well, inhabired by an assommeens of spirice che
brarned Lady Glamis, acoused of being & wirch: a young
servant boy; 3 woman withees a rongue; amd a whole fam.
ily walled im by anorhier family whose sheletons ane ap-
parenzly lost in 2 hidden chamber. The sculprures, though,
do noc mamsc che real erchirconare, bug remodel cheir
armibares insoe childlike, srylzed formes

Whar social realimy is med to kiddie-gorhic gansene? Iris
mol overdramarizing ro seave thar we may have curnencly
cnrered a mew Middle Age, Bamh having reachsed 2 degree
of exrrems: irricarion amd the collecrive body of socicry
having long becn in 4 stare of incolershle stres, a5 Fanoe
“Budo” Berardi remimads ue* Myrhs of unlimived growrh
norwithstanding namure or social pessce. slong wark the
futlure of degiral cuphborie, are now fnally laid bare by
the swrreal aeed apocalvprse coronavirus sagnarion. A new
Ginthic spirir penetrares much of oday's waorld.

Fischdi's calies, one mighr say, absarh this spinie by reveal-
ing, its sacchanne aftermarh, conseming the Bomanic
Sedvesucdy for exoric dark mmes i a faked, celebrarory
gloom hedow the sge of puberry. And not anly do they

2020

fanmnily echao paday’s home -sweer-home quaranrine com-
mand—exhausning like & sagar rush. The sculprores,

as limle monuments o unnecessary needs, seem o poine
o the current cllapse of the discretionary consump-
rion on which the Westermn economy is builr. *1c's going
1o bee carascrophic” nopes Lam Shepherdson, founder of
Famtheon Macroeocromics—a firm thar sdvises Wall Soreec
firms, hedge fumds. and instivanonal irsesors—hlunaly
1o whee A Pk, “AN this nomessenaial scuff amounes oo
abwu oty percent of the U &% gross domesric product.
In other wonds, i is epnrmois, in terms of both s dellar
comiribumion o the ecomomy and the number of people

ir employs™

ol yer “you bake a cake for someone you bve” says Fischli
im che press release for her recent show an Mew York's

J03 Caalbery (20204 16 nor compenizion, frivnlous koulbmraly
gheom, o compulsive corsamerism, ber sculpoures may
ultimarely suggest the sence of commaonaliny, if not com-
mumicy, we are all now sinisterdy experiencing while
realizing o rragedy is himing evervbody sysremancally.
Ir's thee very same individuoal bur common-to-al] sense

af smsgghe thar Raymond Carver'’s solitary, overworked
haker shares with two of his ousnomers, grieving par-
etz wha just kot their child, im rke momene they all thiree
eat warm cinmamim rolls jest our of the oven, the icing
ol runary. “You prohably nesd mear somerhing, the balker
sand. T baope vou' T ean some of my haot rolls, You bave oo
eat arl keep going. Faning is & small, gocsd ching im a rime
like nhis, b sasd ™

1 Mark Greil, Agevn #rmpihog {Londen Mo T ks Versa, 41

2 Ly Knrsara Mowes, " b ciia 7 Hoper Raki Dby 204931

1 Sabrina Tanod, “Lasprir D Lssealier: Da [Macrbge] Adain af A
] S peom” A B0 A0 nobt - Mo nibr BTk linpe s

¥ y Hamcalior- 2IT1%.

A Frango "Ran” e i "Cronaca Gl b ot oo el oo™ st el ach Wi
TR0, by dell 3 puicaded

5 ol Ciciid B Tl Clisreruioriiu DM For Wi Tocowmris bc Thiak-
Irgg,” ver Foriir, Blarch 18, 2000, hespe fermoroa ek rcom oew’
i B T e v - vl e e wari o coomon- think g

&  Baymond Carvr, A Small Good Thing” i Wik Fa Caling Fraac
Selew i urlerded St {Mewe Toek: Ailannn e Masih by Frois, M85 2hd
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The icing on the cake: Gina
Fishli’'s domestic spectacle

The Swiss artist's fantastic cake sculptures and glitter
paintings of everyday objects enact a childlike desire to
makes things better—By Kathryn O'Regan

O Map, 2020
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Gira Fiachli. Benloss Herzbaryg, 2019, Phetagranhy Thaa Chrigtelis, courtasy the
artizt ang Soft Goening, Londor.

Ir 17th century Dutch vanitas still lifes, the inclusion of wine was intended
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to remind viewers of the futile nature of material lifa. Wine representec
wanity and the pointessness of earthly pleasuras, when, after all, human
life is aphemeral. In an ongoing saries—currently presented online at
David Zwirner through to 15 May—Landon-based Swiss artist Gina Fischli
renders & tall champagns flute out of glitter paintad onto plywoed {a twin
kling wine glass with a pool of plumy liquid in the bowl and g stamp of red
gtaining the rim can be seen an the artist’s Instagram). While ampty end
half ermpty wine glasses may be staples of the still life genre since its be
ginnings, Fishli's renditicns glint mare so with tengue-in-cheek desirs
than they do with dread for our inevitable demise,

OIn first glanca, this saries of housshold mizcellanea—a clunky tumbler
rippling blue, a clgaratte, or two, smouldering in an ashtray, a sad
squashed armchair—saeem to be opposad, on account of thair ordinari-
ness, to Fischl's most recent body of wark: an assocrtment of dreamy
cake sculpturas, teetering with turrats ang marshmallows, which are con-
currenily on view at New York's 303 Gallary's anline viewing roam.
Interaestingly, Fischli's clay confections take thair names from German
and English castles—Sehiloss Babelsberg and Cormlongon Casile are just
two examoles, A castls is an exquisite thing—a structure synonymaous
with childhaod fairvtales and innocence, co-cpted by a linchpin of
American consumarism—Disney—as much as it is an icon of monarchial
rula, powear and grandeur, But if we think of Fischli's sculptures as cakes,
as opposad o castles, then, the two might have scmething in common:
they both demonstrate a transformation of mundane items—a cake, a
glasz—inta minl monuments and talismans, emanating a kind of magic
significance. Butit's not just that it is an attermpt to make tham special—
t's a childlike attampt: the cakes are cutaly coloured and crudely ren-
cered, jovially crowned with ice-cream cones; the wine glasses and ash-
trays recall pre-aschool arts and crafts, simple makea and da, sprinkling
glitter on everything to make the werld mere baautiful and glamoraus and

spectacular than it really is.
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Gina Fiechli, Together, 2020, Fhotography Theo Shristalis, courtesy the artist anc
Soft Dpening, London.

While Fiachli has been working on thase glitter-encrusted still lifes sinca
2018, they are befitting of our current maad, They are harmey and familiar
in away that might be regarded as tauching, recalling the little scts we do
1o rrake things better, or &t least, agpear better, An ashtray with two
neary amcked cigarettes rasembles a fairytale battlament in its own

right; a glass of water holds g whirloool, a motion, 2 possibility,

Among the most stirring in the serigs is a candy-pink kirdsags, bars
wraught cut of clive green glittar, Much likae tha wine glasses or tha arm-
chair, it's empty, grains of food still in the feedar, no bird 10 be found, As
an chject, a birdoags suggests tha loss of fraedom, of being penned in,
confined to narrow surroundings. 1s it weird then that Fischli has chosen
to call tha work, Howse? While it would be wrong to ascribe too much of
cur current situation onto an artwerk (particularly one that has not bean
made during the current pandemic), it ia difficult not to be reminded of
guarantines and leckdowns, where aur haouses have becomea cosy co-

coons at best and grim capges at worst.

Left: House, 2018, Right: Cemlangaon CGastle, 2015 Phatography Thea Shristalis,
courtasy tha artist and Saft Goening. Londan.

Circling back ta 17th cantury Cuteh painting, the presence of a birdcage
ira scene reprasented love ar saxuality—a bird in a cage, for example, of-
ten symbalised virginity, and consaguently, the vacant cage as an indica-
tion of its loss, Taking this further, in Victorian art, the birdcage was s
heavy-handed maetaphor for women's constricted place in sociaty.
Ferhaps the same could be said of a frosted cake—baking, much likea
sewing or ather nousehald tasks, has long bean conziderad a traditionslly
feminine gct, and therefore, a symoal of damestic confinarmeant. “Most of-
tan, you bake a cake for someona you love," says Fisnliin the press re-
leaze for her exhibiticn at 203 gallery. Like a cascade of glittar on & wine
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plass, layering a burnt ar miszhapen cake in marzipan and icing sugar is
an attempt to conceal ite flaws (o, for that matter, unsettling histories
laden in a castla's walls} and whip it into samathing fantastic; sormeathing
that is worthy of display, praise, venaeraticn; sarmething that is warthy of
love,

Gina Fischli hosted by David Swirmer ruhs through to 15 May oniline.

By Kathrpn O'Regan
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Vogue Italia, 2019
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Frankfurter Allgemeine Zeitung, 2019
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Artnet, 2019

artnet

Art Fairs
7 Emerging Artists to Watch at FIAC and Its Edgier
Sister Fair, the Paris Internationale

We scoured the city to find the best still-unknown names o look out for

Miscrsi R 5§ it Frasman, Oocber 17, 20009

Gina Fischli at Soft Opaning

Wha: Fezchli is 2 master of making sculpture that plays with idsas of scale.
And her work, which affen posas as somathing seeat, tends te have an
undercurent of menace

Ba=ed in: Lordon, UK

On Wiaw: FIAC

Why Youw Should Pay Attention: Fischh is a graduate af the Urs Fischer
siudia.

What to Look Out For: One of the more sye-catching worke at the far is
Fiachli's The Acherta {201%), & five-matar-wids faue fur purss that fills the
antire booth. Hanging from it are giganiic Parisienne towi=si-baif trinksts,
dong up in gald lsafl.

Prices: Around €3.500 for a =mall castle sculpture, and €:3,000 for the large

ALarsa,

Up Next: The bag is going to the new Eri #ef Bunsiballe s Fribourg,
Switzarland, later this pear, and nexd yaar Flachli will hawa har firsi
netitubional solo show at &) WEE in New York
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Numeéro

Les
incontournables
de la FIAC : sac
geant et sosie
d'Eminem

ART

Frénésie au Grand Palsis : depuis ke 17 octobre, limmense
bétiment parisien accueilla la 468 &dition de la Foire Intemationals
d'Art Contemporain (FLAC), svant-demiére dans ses locaux avant
gu's ne fermant au public pour dimportants fraveuw:. Cathe

année, 189 galenes participent & |a foire et représantent vingi-neuf
pays dans la monda, un record. Focus sur les stands & na pas
mangquer.

Par Matthisu Jacquet

Viss du sland de ke Jaksic Soft Opandng aves Gina Fischli & la FIAC 2019, Orand Palais, Poris.

Le sac géant de Gina Fischli chez Soft Opening

Au premier étage du Grand Palais, impossible de manguer 'énorme
sac en velours moir gui domine le stand de la galerie londorsenne Sof
Opaning. & ses cibés, des chiteaux miniztures an pide Fimo reppelent
Etannamment des piteaus of anniversaine, déconés comme des pitces
mantées. Jouant avec les échelles et labsurde, la jeune artse

britannigue Gina Fischl déploie ol un unvers décalé puisant dans
limagerie de 'enfence. Représentation manifesie el hyperbolique du sac a
main de luce, san mmense soulpbure questionne avec humour et kitsch le

consumeérisme ef ke madérialisme de nobre sociéhé.
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24 Jul 2018

STUDEMT SHOWS

Ten Artists to Watch: MA and
MFA Shows 2018

Across London the graduate shows
presented an exciting mix of emerging artists.
These are the ten names you need to know,
chosen from Goldsmiths, Royal College of
Art, Royal Academy Schools and the Slade,
featuring everything from wild giant legs and
ominously “unattended items”. Words by
Martha Horn

legy Wood and Gina Flschll, Rowal Academy Schoots, 2018, Photo: Andy Keata

6. Issy Wood and Gina Fischli, Royal Academy of Arts

In the middle of lssy Wood and Gina Fischli's sprawling
collaborative installation is a table set for a dinner party, with
objects including wax teapots, ceramic shoes and dentures,
This indicates the surreal array of artefacts that constitute the
installation. Luxury is played within a human-sized foll swan,
alongside an alluring painting of a silver dinner dish by Wood.
Az is the nature of collaboration, play and experimentation run
riot throughout; further paintings are created on velvet, which
sit next to low-fi images of macarcons and unsuspecting
nallery visitors.



The Telegraph, 2017

Che Telegraph

Stars of the future showeased at the RA

Visitors to the Boyal Academy are being confronted in the courtyvard
by an 1-metre photograph of a German Shepherd hanging above the
mitin coirance, and a slightly dilapidated Chevrolet at the bottom of
the steps. They are artworks by students at the Roval Academy
School’s Premium exhibition, designed o give students a public
projpect halfway through their course.

The works are for zale and attract the attention of gallerisis,
collbectors and curators, The dog by Gina Fischli is £4,700, and
inside, Roland Carlines’s Bobert's Army, made from materials
acuired during the time he spent as a community artis, is £2,700
pounds. But the students are refreshingly detached from market

PFESS1IeS,

“Selling the work is ot my primary concern,” savs Carline, =1 aee
this as an opportunity to become a better artist, not to contend with
my 0w self-promotion” The exhibition mns until Sunday.
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6 Minerva Street,
London E2 gEH

+44 20 3876 0270
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