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In this issue on Word-as-Art, all our featured artists, whether from New 
York, Paris, Hong Kong, Beirut, Baghdad, Mumbai or Cairo, are working 
in the English language, reflecting its cultural hegemony as a universal 
means of communication. Some of them, like Lawrence Weiner and 
Jenny Holzer, take things further by translating their work into multiple 
languages in different contexts. Here, we explore the cultural positioning 
of text in contemporary visual culture and look at how artists have de-
centralized the primacy of the image by radicalizing text, turning the 
textual into sculptural, visual material.

The power of conceptual art and visual language
Art and poetry with Etel Adnan
Lawrence Weiner: A father figure
Image vs. text in Basim Magdy's work
The immersive world of Tsang Kin-Wah
One-on-ones with the word artists
Jenny Holzer at Tate Modern's Artist Rooms
Rachel Lee Hovnanian on our tech-induced world
Heba Y. Amin and political speeches at the Berlin Biennale
Lulwah Al Homoud on coding and spirituality
Yaminay Chaudhri on writing space
Literary perspectives at the Liverpool Biennial

YOUR WORDS, OR MINE?

Robert Montgomery. Slow 
Disappearance. 2014. Plywood, 
copper, aluminium, 12 volts LED, 
light bulbs. 220 x 120 cm. 
Image courtesy of the artist
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The First and 
Last Word

LAWRENCE WEINER
“Sol LeWitt, John McCracken, Gerhard Richter, Fred Sandback, Anne Truitt, Lawrence Weiner,”
Marian Goodman Gallery, New York, 2015. © 2018 Lawrence Weiner / ARS, New York
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We think of conceptual art as some of the most contemporary 
work being made, but after talking to Lawrence Weiner in his 
Manhattan studio for an hour, I am convinced, at least with 
respect to his art, that he is representing the most ancient 
human form of communication, in terms that are universal 
and which imply an absolute equality between the speaker 
and the reader, one that predates any social, racial or gender 
hierarchy. He is clearly weary of explaining these things to 
people, “My work is the easiest to translate because it’s all 
about objects; objects are objects. Pierre = stone. It’s all the 
same. [If there’s a problem] It’s usually a class nuance.” 

The work is literally what it says it is, and when it comes 
to non-objective ideas, he has an equally pithy rationale: 
“The nice thing about taking a specific object that has no 
specific form is that language explains it, its title is what it 
is. So there’s nothing to explain.” I suppose this could have 
been the shortest interview I’ve ever conducted, but having 
been granted some time to speak with an artist whose work 
is found in every major museum on the planet and has had 
solo exhibitions at the Tate, Dia Art Foundation, SF MoMA, 
Museum Ludwig and Museo Tamayo among many others, as 
well as retrospectives at the Whitney Museum in New York 

(2007–08) and LA’s MoCA in 2008, I thought I would bend 
his ear a bit longer. Weiner, who spends half his time on a 
houseboat in Amsterdam, seemed willing to indulge me.

Weiner's studio is a renovated townhouse in Greenwich 
Village, modern and sleek in light creamy-grey, unlike 
the largely traditional 19th-century red brick construction 
of the neighbourhood. Despite all the precision of his 
prose, its delivery in no-nonsense declarative fonts and 
stylish architecture, Weiner himself is a contradiction to his 
environment. He exudes the sensibility of a human being 
comfortable in their own skin. His light shirt is open wide at the 
collar and around his wrists are various bracelets and tattoos that 
have gone a touch blurry with time. Throughout the interview he 
clasps a cane of unprocessed wood, polished by use over the 
years. He coughs – but no longer chain smokes – he tells me, with 
a slightly bemused air, that he is struggling with the side effects 
of surviving cancer. Most prominent is the Old-Testament-style 
beard, which billows out from his cheeks and chin, giving his 
head a stable and sagacious trapezoidal impression.

AT THE SAME MOMENT are red letters cleanly stencilled 
in Weiner’s signature minimalist typeface design, Margaret 
Seaworthy Gothic, across the wooden pier that guides the 

Lawrence Weiner thinks about the 
way in which he places work in the 
world. �ne of the father figures of 
ͳͻ͸Ͳs Conceptualist art Ȃ a category 
which he re�ects but explored in his 
landmark 1968 book, Statements Ȃ 
he sees words as his raw materials, 
his work as text-derived sculpture 
and art as ob�ect. His work has been 
widely translated and exhibited 
on walls, manholes, galleries and 
institutions worldwide. William 
Corwin spends some time with the 
legend in his �YC studio.

“If that which you are 
trying to tell someone 
gets across, it’s sufficient. 
Whether it’s a slash of 
paint, an opera, a delicate 
little painting, or a poem, 
I don’t really care – if you 
can get across what you’re 
trying to say, you have 
succeeded.”

Left: Glenstone, Potomac, Maryland, 2018. Photo: 
Anne Reeve. © 2018 Lawrence Weiner / ARS, 
New York; Right: “Lawrence Weiner: INHERENT 
INNATE TENSION.” Milwaukee Art Museum, 
Milwaukee, 2017. Photo: John Magnoski. © 2018 
Lawrence Weiner / ARS, New York
 

“INHERENT INNATE TENSION,” Marian Goodman Gallery, 
New York, 2017. Photography by Cathy Carver. © 2018 
Lawrence Weiner / ARS, New York

PROFILEPROFILE



80 81

We think of conceptual art as some of the most contemporary 
work being made, but after talking to Lawrence Weiner in his 
Manhattan studio for an hour, I am convinced, at least with 
respect to his art, that he is representing the most ancient 
human form of communication, in terms that are universal 
and which imply an absolute equality between the speaker 
and the reader, one that predates any social, racial or gender 
hierarchy. He is clearly weary of explaining these things to 
people, “My work is the easiest to translate because it’s all 
about objects; objects are objects. Pierre = stone. It’s all the 
same. [If there’s a problem] It’s usually a class nuance.” 

The work is literally what it says it is, and when it comes 
to non-objective ideas, he has an equally pithy rationale: 
“The nice thing about taking a specific object that has no 
specific form is that language explains it, its title is what it 
is. So there’s nothing to explain.” I suppose this could have 
been the shortest interview I’ve ever conducted, but having 
been granted some time to speak with an artist whose work 
is found in every major museum on the planet and has had 
solo exhibitions at the Tate, Dia Art Foundation, SF MoMA, 
Museum Ludwig and Museo Tamayo among many others, as 
well as retrospectives at the Whitney Museum in New York 

(2007–08) and LA’s MoCA in 2008, I thought I would bend 
his ear a bit longer. Weiner, who spends half his time on a 
houseboat in Amsterdam, seemed willing to indulge me.

Weiner's studio is a renovated townhouse in Greenwich 
Village, modern and sleek in light creamy-grey, unlike 
the largely traditional 19th-century red brick construction 
of the neighbourhood. Despite all the precision of his 
prose, its delivery in no-nonsense declarative fonts and 
stylish architecture, Weiner himself is a contradiction to his 
environment. He exudes the sensibility of a human being 
comfortable in their own skin. His light shirt is open wide at the 
collar and around his wrists are various bracelets and tattoos that 
have gone a touch blurry with time. Throughout the interview he 
clasps a cane of unprocessed wood, polished by use over the 
years. He coughs – but no longer chain smokes – he tells me, with 
a slightly bemused air, that he is struggling with the side effects 
of surviving cancer. Most prominent is the Old-Testament-style 
beard, which billows out from his cheeks and chin, giving his 
head a stable and sagacious trapezoidal impression.

AT THE SAME MOMENT are red letters cleanly stencilled 
in Weiner’s signature minimalist typeface design, Margaret 
Seaworthy Gothic, across the wooden pier that guides the 

Lawrence Weiner thinks about the 
way in which he places work in the 
world. �ne of the father figures of 
ͳͻ͸Ͳs Conceptualist art Ȃ a category 
which he re�ects but explored in his 
landmark 1968 book, Statements Ȃ 
he sees words as his raw materials, 
his work as text-derived sculpture 
and art as ob�ect. His work has been 
widely translated and exhibited 
on walls, manholes, galleries and 
institutions worldwide. William 
Corwin spends some time with the 
legend in his �YC studio.

“If that which you are 
trying to tell someone 
gets across, it’s sufficient. 
Whether it’s a slash of 
paint, an opera, a delicate 
little painting, or a poem, 
I don’t really care – if you 
can get across what you’re 
trying to say, you have 
succeeded.”

Left: Glenstone, Potomac, Maryland, 2018. Photo: 
Anne Reeve. © 2018 Lawrence Weiner / ARS, 
New York; Right: “Lawrence Weiner: INHERENT 
INNATE TENSION.” Milwaukee Art Museum, 
Milwaukee, 2017. Photo: John Magnoski. © 2018 
Lawrence Weiner / ARS, New York
 

“INHERENT INNATE TENSION,” Marian Goodman Gallery, 
New York, 2017. Photography by Cathy Carver. © 2018 
Lawrence Weiner / ARS, New York

PROFILEPROFILE



82 83

Staten Island Ferry in and out of its Manhattan terminal. They 

possess the same immediacy and readability of a ‘Danger’ 

sign, but it only takes a second to recognise that, while 

masquerading as conventional signage, this is an existential 

declaration emblazoned on the creaking wooden pylons 

smelling of tar and splashed by the wake of the ferry. Weiner 

grew up poor in the South Bronx neighbourhood of New York 

City and this goes a long way towards explaining his intensely 

democratic approach to art. When he expressed that he 

wanted to be an artist, “She [my mother] looked at me with 

real concern and said, ‘Lawrence, you’ll break your heart.’ I 

asked why, and she said, ‘This art thing, it’s for rich people.’” 

Weiner went to school (Stuyvesant) until noon and worked on 

the docks in the afternoons and evenings, unloading bags of 

cement and bananas, as well as other odd jobs. I attended 

Stuyvesant 46 years later and, despite the lapse of several 

decades, it still is an institution that attempts to offer working 

class immigrant communities an avenue to higher education. 

“I grew up having to tell myself there was something…” 

Weiner recalls. “I was going to be a labour organizer, and I 

was not bad at it; I was going to do my socialist thing. Then 

one day I woke up and I realised that I didn’t really want to do 

that because I didn’t think that helping one or two people was 

enough, I wanted to change the whole culture.”  

Weiner’s work can be encapsulated in two, seemingly 

modest words – sufficient and unmediated. But this is 

deceptively simple; he also projects a blueprint for a utopia 

that functions. “If that which you are trying to tell someone 

gets across, it’s sufficient. Whether it’s a slash of paint, an opera, 

a delicate little painting, or a poem, I don’t really care – if you 

can get across what you’re trying to say, you have succeeded.” 

Accessibility and language are of primary significance to him, 

as is art that can be read in different contexts and cultures – 

and text without metaphor. But embedded within this open 

approach to art is a personal rejection of most mediated forms 

of representation and an embracing of material. “I think that 

this idea that there’s no hierarchy, for me it was very important, 

to make sure that stone and steel and gold and lead were 

on the same level.” Though this seems dryly intellectual, the 

whole picture encompasses a series of dichotomies oscillating 

between imagination and reality. Academics are pitted against 

artists; experience, or “being there”, competes with alienated 

historical narratives; and the visceral butts heads with the 

sensual. “The purpose of the academy is to present facts, and 

at the very worst, solutions by accommodating to the system: 

the purpose of an artist is to ask questions – they’re not at all 

compatible,” he asserts gravely.  

WITHIN A REALM OF DISTANCE was Weiner’s subversive 

intrusion into the stately neoclassicism of England’s Blenheim 

Palace. Through the injection of a few well-placed phrases in his 

blunt modern font that jarred playfully, or perhaps sardonically, 

with the cartouches, swags and architraves of Vanbrugh and 

Hawksmoor’s opulent design, Weiner eviscerates the idea of 

aristocratic entitlement. He is quick to mention one artist as 

a profound inspiration. “Mondrian is still a hero for me – he 

was a very brave man.” A large part of that had to do with 

Mondrian’s fervent belief that art can change the world, tear up 

and reweave the fabric of society; he sought universal harmony 

through Theosophy and mysticism, with his canvasses as a 

conduit, but Weiner seeks to abrogate social injustice through 

his texts. “That was my thing, to build an aesthetic that would not 

allow for racism, it takes away the hierarchy. Whether I succeeded 

or not I have no idea, but that was my intention,” he says.

Lawrence Weiner. 
Photography by Maria Sprowls, 2017

“PLACED ON THE TIP OF A WAVE,” Regen Projects II, Los Angeles, 2009. © 2018 Lawrence Weiner / ARS, New York
“PLOT09: This World & Nearer Ones,” Governors Island, New York / Creative Time, 2009. © 2018 Lawrence Weiner / ARS, New York
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CRUSHING ON SUMMER IN ASPEN 

REACHING NEW HEIGHTS 
Aspen, Colorado, may be the Shangri-La of the western US, a 
mountain valley that is not so much undiscovered as endlessly 
rediscovered. The surrounding Rocky Mountains have long been 
the jet set's winter playground of choice, but serious collectors 
now flock to art-filled summer homes as well. The cultural 
a n c h o r of t h e c o m m u n i t y is t h e Aspen Art Museum (AAM), 
housed in a glass cube wrapped in a basketweave of wood veneer 
designed by Pritzker Prize-winning architect Shigeru Ban. The 
big draw is ArtCrush (2-4 August), a series of benefit events for 
the museum, including a wine tasting and silent and live 
auctions of contemporary art that culminate in the ArtCrush 
Summer Benefit Gala. Dur ingthe party, the Aspen Award for 
Art will be presented to Lawrence Weiner, creator of Conceptual, 
word-based artworks. As it has for the past five years, Sotheby's 
will proudly sponsor ArtCrush, and auctioneer Oliver Barker 
will be on hand to conduct the live sale. 

Also in town at this time is Art Aspen (3-6 August), the 
contemporary fair that is entering its seventh year on a high 
after attracting nearly 6,000 enthusiasts to its 2016 edition. 
Talks by leading artists, curators, gallerists and collectors will 
take place alongside offerings from 30 international dealers. 

Aspen in summer offers much more than just one glamorous 
weekend of art. Before, during and after ArtCrush, the AAM 
presents an exhibition pairing Wade Guyton with the 
co l l abora t ive d u o Peter Fischli and David Weiss, w h i c h wi l l 

occupy its six galleries, rooftop sculpture garden and outdoor 
commons (23 June-26 November). The US-born Guyton's 



(Clockwise from left) Richard Levy Gallery will bring Beau Berry's painting Composite. 
2015. to the Art Aspen fair: Sotheby's auctioneer Oliver Barker at last year's ArtCrush 
gala; Peter Fischli and David Weiss's Flowers and Mushrooms. 1997-98/2006, on view at 
the Aspen Art Museum (AAM); Lawrence Weiner will receive the Aspen Award for Art 
this year; and the facade of the AAM, designed by architect Shigeru Ban. 

artworks, made using old Epson inkjet printers, are being juxtaposed 
with the postmodern found objects, sculptures and playful films from 
throughout Fischli and Weiss's 30-plus-year collaboration. 

Not far f rom the AA M is t he s t a lwar t Baldwin Gallery, wh ich 
hosts PreviewCrush the night before the gala, when the works in the 
live and silent auctions are on view to the public. The gallery is 
located on one of the town's charming streets, lined with red-brick 
buildings. Back in the 1880s, Aspen grew up around a makeshift 
mining camp until the discovery of silver ore deposits transformed it 
into a prospectors' boomtown, and elegant structures rose high above 
the miners' shacks. Among these stately landmarks is the Hotel 
Jerome, its three-storey elevation a feature of East Main Street since 
1889. Built to rival Claridge's in London and the Georges V in Paris, 
it initially had 90 rooms (though only fifteen baths) and the first fully 
electric lighting system. Later, it became a favoured destination 
for actors John Wayne and Gary Cooper, as well as a hangout for 
gonzo journalist Hunter S Thompson. Now renovated and operated 
by Auberge Resorts, it has stunning mountain views, 93 guest rooms 
(all with baths), bars, restaurants, a pool and a spa. 

As a reminder that Aspen was - and still is - a place where silk 
hats and cowboy boots sit side-by-side, across the street from the 
hotel is Thomas Hynes House, a one-s torey miners ' shack. External ly 
unaltered, it is home to the town's premier sushi restaurant, 
Matsuhisa Aspen, w h e re reservat ions mus t be made a month in 
a d v a n c e , —emmajones 
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Art News

Lawrence Weiner: Founding Conceptual

Artist Unveils New Blenheim Palace

Exhibition

 

 A major new exhibition by American artist and founding figure of Conceptual Art,

Lawrence Weiner, titled WITHIN A REALM OF DISTANCE opens at Blenheim Palace on

10 October.  The exhibition showcases works conceived by the artist over the past

several decades, in addition to significant works created especially for the Palace.

Integrated throughout the ornate interior as well as the monumental exterior of the

18th century building, the exhibition demonstrates the artist’s practice of using

language as a medium to create a multitude of sculptural forms; viewed in contrast to

the traditional backdrop of the UNESCO World Heritage site.

Lawrence Weiner is regarded as one of the most influential artists working today with a career

spanning over fifty years. The exhibition, conceived by the artist in close collaboration with

Blenheim Art Foundation and co-curator Christian Gether, Director, ARKEN Museum of

Modern Art, will feature a new and ambitious body of work presented in a building that dates

back to 1704 and which famously became the birth place of British Prime Minister Sir Winston

Churchill in 1874. Existing as an idea rather than a physical object, Weiner invites visitors to

experience his work in tandem with the rich heritage of the Palace.

Using the Palace as a support structure for his artistic vision, Weiner has created several site-

specific installations, allowing visitors to experience his work and the building’s historic

THE INDEPENDENT VOICE OF CONTEMPORARY ART   |   THU 15  OCT

HOME NEWS REVIEWS EXHIBITIONS ART EVENTS BLOGS FUN STUFF SHOP ABOUT MEMBERS

SIGN-IN JOIN

Source: artlyst.com



specific installations, allowing visitors to experience his work and the building’s historic

collections simultaneously. The work, which gives the exhibition its name: WITHIN A REALM

OF DISTANCE, is made up of brightly coloured and three-dimensional urethane and vinyl

lettering, strikingly situated on the frieze of the Palace’s main entrance. The ceiling of the Long

Library, which runs the entire length of the Palace’s West Front making it one of the longest

rooms in a private house in Britain, now features the work MORE THAN ENOUGH after being

almost untouched for the last 200 years. Site-specific pieces have also been made for the

west side of the Great Hall where the words NEAR & FAR & EQUAL MEASURE AT

SOME POINT, are located above the arch, and the te xt SO FA R FLUNG adorns the

Green Drawing Room.

Additional works include FAR ENOUGH AWAY AS TO COME READILY TO HAND, an almost

four metre pvc banner with vinyl overlay, has replaced the tapestry depicting the Battle of

Blenheim hanging in the First State Room. In the Chapel, is A PENNY HERE, A PENNY

THERE, above the marble monument to the first Duke and Duchess and their two sons.

FOUND ALONE AFTER ANY GIVEN TIME, consisting of seven embroideries displaying

differing texts, are also hung in place of existing drawings and prints throughout the Palace and

presented as a homily. The works are both subtly and strikingly juxtaposed against the art and

architecture of the Palace, creating something completely unique.

WITHIN A REALM OF DISTANCE is the second exhibition by Blenheim Art Foundation, a

programme of contemporary art which sees exhibitions presented at the Palace by

internationally acclaimed contemporary artists, and follows the inaugural exhibition Ai Weiwei

at Blenheim Palace (2014). The Foundation was established by Lord Edward Spencer-

Churchill, whose family have resided at Blenheim Palace since the early 18th century, and

whose brother is the 12th Duke of Marlborough. A dedicated collector of contemporary art,

Lord Edward has long held the ambition to launch a contemporary art programme at Blenheim

Palace, and realised Blenheim Art Foundation in 2014 with its Director, Michael Frahm.

Review to follow

Photo: Hugo Glendinning, 2015
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Baffling modern art at Blenheim
Exhibition

Lawrence Weiner
Blenheim Palace, Oxfordshire

★★★★★
ByMark Hudson

A s you approach Blenheim Palace, 
a cryptic proclamation currently 
stands out over the main 

entrance: “Within a Realm of 
Distance.” You won’t be surprised to 
hear that this is contemporary art. 

Off-the-wall installations and 
uncompromising outdoor sculpture 
are becoming as much a part of the 
country-house experience as cream 
teas. Chatsworth, Houghton Hall, 
Waddesdon – they’re all at it. This 
show, however, feels an odd fit even 
by current standards. Having got into 
this field last year with Ai Weiwei, the 
Blenheim Art Foundation (founded by 
Edward Spencer-Churchill, brother of 
the current Duke of Marlborough, 
Jamie) is hosting the veteran American 
conceptualist Lawrence Weiner. On 
the one hand, we have the birthplace 
of Winston Churchill, the bombastic 
high baroque building describing 
itself as “Britain’s greatest palace”; on 
the other, the 73-year-old Bronx-born 
artist’s gnomic text-interventions.

The lettering over the entrance 
doesn’t just announce the exhibition: 
it is part of the art. While the “realm” 
and “distance” of the title may refer to 
the house and landscape in a way that 
feels just about comprehensible, the 
work in the austere entrance hall is 

befuddling: the preposterously titled 
“Matter so shaken to its core to lead to 
a change in inherent form to the 
extent of bringing about a change in 
the destiny of the material”. The 
matter referred to in the piece – which 
is simply its title emblazoned on a bare 
stone wall with the words “primary”, 
“secondary” and “tertiary” written 
beneath – may be this very stone. 
However, as the piece was “made” in 
2002, that feels unlikely. 

On the day I went, most visitors, 
giving it a glance as they made their 
way into this awe-inspiring space, 
didn’t seem too bothered either way.

The sense of wilful obtuseness 
yielding diminishing returns increases 
in the opulent state rooms, where one 

of the tapestries celebrating the 
martial victories of the house’s 
founder, John Churchill (1650-1722), 
has been replaced by a length of what 
looks like silver plastic sheeting 
bearing the words “Far Enough Away 
As To Come Readily To Hand.” 

If this piece of abstruseness makes 
you want to run, you’ll miss the 
splendours of John Vanburgh and 
Nicholas Hawksmoor’s interior. You 
can’t have the stridently monumental 
without the bafflingly post-modern. 

As you enter the library, however, 
the two begin to integrate in a way that 
starts to make sense. The words on the 
ceiling, “More saltpetre than black 
powder, more aluminium than lead” 
refer to gunpowder, the substance 
that, effectively, built Blenheim. 

The house, like all stately homes, is 
a temple to its founding dynasty. 
Everywhere statuary and tapestries 
trumpet the military achievements of 
John Churchill. A hagiographic, 
permanent display, meanwhile, 
celebrates his descendant, Winston.

The suspicion that Weiner may be 
providing a subversive counter-
commentary to this grandiose dynastic 
message builds as you look up at the 
library cupola where the words “More 
Than Enough” feel like a comment on 
the surrounding magnificence. 

Could it be that Weiner, whose work 
is all about defying easy interpretation,  
is providing a not so subtly coded 
message that might actually enhance a 
walk round Blenheim? It would be 
nice to think so, but I’m not sure.

Until Dec 20. blenheimpalace.com
Puzzle: one of Weiner’s cryptic messages 

The Daily Telegraph
03 November 2015



Review of Lawrence Weiner: Within a Realm of Distance at Blenheim Palace, Oxfordshire

“You can have any kind of a like-for-like with people, but if you have to say ‘I love you’, you better mean it.”

Lawrence Weiner isn’t keen to put his work in context. Although he’s considered a founding figure of

American conceptualism, a pioneer of post-minimalism and a trailblazer for text-based art, he doesn’t

associate himself with any particular movement. Nor does he believe that the works currently on show at

Blenheim Palace are site-specific – something he might not have mentioned to the curators at the

Blenheim Art Foundation. Consisting of new and reformulated text works appearing unannounced

throughout the palace, Within a Realm of Distance equips visitors with a linguistic toolkit for “finding

their own existential relationship to the world of objects at the moment.” The fact that those objects

might be victorious tapestries, priceless porcelain or Churchill memorabilia is neither here nor there. The

texts are made to adapt to the needs of the viewer: the words will serve their purpose “within a realm of

distance” at “any given time.”

Weiner prefers to think of his texts as sculpture rather than conceptual art, verbal constructions built

from notions of space, time and physical material. Vaulting over a stone archway, the statement “NEAR &

FAR & EQUAL MEASURE // AT SOME POINT”. contracts the expanse of the palace into a few brief

measurements. Embroidered homilies are “FOUND […] AFTER ANY GIVEN TIME” resting on

mantelpieces or hung in dark corridors. A text applied to a mirror simply states “SO FAR FLUNG”.

Other works draw upon theories of chemical change, where scientific language slips into the figurative or

poetic. In the Great Hall the statement “MATTER SO SHAKEN TO ITS CORE TO LEAD TO A CHANGE IN

INHERENT FORM TO THE EXTENT OF BRINGING ABOUT A CHANGE IN THE DESTINY OF THE

MATERIAL”, suggests not only chemical change but alchemy; the word “lead” appears again in the Long

Gallery, where text graphics installed in the ceiling cornices compare the physical properties of lead, gold,

silver and aluminium. The slippery use of “lead” as both a verb and a noun suggests the mutability not

Source:

Aestheticamagazine.com/blog

Aesthetica
04 November 2015



only of matter, but also of language. The texts are there for the taking – if visitors manage to find the bowl

of wooden coins (“BURIED GOLD”) they are welcome to take one home.

Could alchemy be the key? Weiner shrugs his wide sloping shoulders. “I don’t do metaphor.” Just like he

doesn’t “do” context. However, his lack of specificity is highly precise. What interested Weiner about

Blenheim was its role as a “regal palace” rather than a “royal palace”, “a realm” rather than “the realm”. Built

by Vanbrugh in the early 18th century to mark the victory of the 1 st Duke of Marlborough over the

French, Blenheim is a baroque fantasy of the palatial rather than the thing itself. The exhibition title

appears emblazoned in vast vinyl lettering above the mighty north portico, the “A” of “WITHIN A REALM

OF DISTANCE” helpfully encircled to inform visitors they are now entering an ideal existing outside time

and space.

Blenheim, on the other hand, seem pretty sure of their positioning as a brand. Their strapline “Britain’s

Greatest Palace” was clearly dreamt up by a copywriter with slightly more commercial wit than Weiner.

Nothing can fault Blenheim’s ambition. The palace was born victorious and today it is a successful

business; as witnessed at Chatsworth, commercial success goes hand in hand with contemporary art.

When the Blenheim Art Foundation launched last year they chose Ai Wei Wei as their poster boy,

another artist photogenically out of place amid the swirling curlicues and mighty colonnades. However, it

remains to be seen whether Weiner’s sibylline statements will sell as well as scones and strawberry jam.

For most of Blenheim’s visitors the exhibition will be less about “a realm of distance” than simply

distancing, and it will be interesting to see who the Foundation selects next. Most likely a female artist,

British, with a conceptual practice based on tangible narratives. My money’s on Cornelia Parker.

Lawrence Weiner: Within a Realm of Distance, until 20 December at Blenheim Palace,

Woodstock, Oxfordshire OX20 1PP.

For more information, visit www.blenheimpalace.com.

Matilda Bathurst

Follow us on Twitter @AestheticaMag for the latest news in contemporary art and culture.

Credits

1. Lawrence Weiner, Within a Realm of Distance at Blenheim Palace, 2015. Photo credit: Hugo

Glendinning. Courtesy of Blenheim Art Foundation.
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Bury text festival

Launching Bury’s new 
Sculpture Centre with 
a text-based festival 
might seem unfi tting, 
but the poetic use of 
words here constitutes 
an aural and tactile 
spectacle. In a series of 
contemporary language 
art exhibitions, readings 
and performances, the 
written word is taken off  

the page. The French-
Norwegian poet Caroline 
Bergvall’s performance 
today promises to be 
an amazement of cross-

associational imagery. 
Other highlights include 
a neo-dada “anti-choir” 
and New York artist 
Lawrence Weiner 
presenting a choice 
selection of his beguilingly 
cryptic sculptural text 
installations (pictured). RC
The Met, Bury Art Museum 
& Bury Sculpture Centre, 
to 9 Jul
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