
“The territory in question must be able to 
exist in any region on the surface of the 
globe; therefore we must study under what 
conditions it remains inaccessible, not only 
to ships, airplanes or other vehicles, but 
even to the eye. I mean that it might be 
possible, theoretically, for it to exist in the 
middle of this table without our having the 
slightest inkling.”

 —René Daumal, Mount Analogue

Though by diverse means, the four artists 
whose work is part of the series Apparent 
Positions explore the notion of transfigured 
space. Complicating and subverting, 
variously, the construct of landscape and 
the Romantic tradition; the institution of 
the map; and the relationship of the built 
to the unbuilt, their films summon the 
notion of the plurality of place, of a meta-
landscape; and beyond that, of the active 
site, loaded, both defining and defined by 
interaction with its occupants and would-
be occupiers.

The title of the series invokes the 
phenomenon of parallax, wherein objects 
assume differing positions relative to that of 
the eye. Though a problem for astronomers 
and mathematicians, travellers and 
photographers alike, a parallax error could 
perhaps present, as the French writer René 
Daumal demonstrates in Mount Analogue, 
a margin of freedom; a zone of uncertainty 
in which change can be effected and co-
ordinates altered unseen.

A number of artists and writers have 
stalked this territory. The Argentinian writer 
Jorge Luis Borges’ fictions revolve around 
worlds imagined, particularly those that 
exist as a synthesis of concept and object, 
that are conjured entirely by thought or 
word, or in time rather than space. In Tlön, 
Uqbar, Orbis Tertius, the planet Tlön, a 
literary invention which is discussed by 
the author himself both inside and outside 
of the fiction in a dizzying mise-en-abîme, 
takes the place, gradually, of the real 
world; in The Garden of Forking Paths, an 
apocryphal labyrinth exists in time, rather 
than space, and the characters’ journeys 
crosses terrain both literal and literary. 

Borges’ sometime collaborator 
and friend Adolfo Bioy Casares explores 
simultaneity, memory and memorialisation, 
and the notion of a terrain which 
encompasses both the physical and 
metaphysical in a similar way in the 
novella The Invention of Morel. The two 
suns, withered vegetation and rehearsed, 
repetitious behaviour of the inhabitants of 
Morel’s remote island speak not only of the 
troubled relationship between object and 
subject, observer and observed, but of the 
image itself — and though a digression 
from the theme here, the premise of 
the triumph of the copy pre-dates Jean 
Baudrillard’s treatise Simulacra and 
Simulation, which explores similar territory, 
by some forty years.*

Beyond the image, this invokes 
representation, particularly that of space; 
and the disquieting sense of parallaxis 
which haunts not only the works of 
Borges, Bioy Casares and Daumal but the 
works in Apparent Positions is that of the 
disjuncture between map and mapped — 
geographic, linguistic or political. Borges’ 
On Exactitude in Science proposes a 1:1 
map, an absurdity which exposes the 
ambition of the cartographic to influence, 
if not conquer, that which it represents: if 
the map becomes all, there are no longer 
any apparent positions, only absolute 
ones. The process of objectivisation or 
empiricisation needed to force the world 
to conform to the geometry of the map 
arguably alters the terrain itself (in the 
Occupied Territories, literally so, with a 
drawn line become a concrete wall), yet 
space is mutable, slippery, layered, and, 
as Mount Analogue, and famously Andrei 
Tarkovsky’s Stalker suggest, able to evade 
even the objective, vanquishing command 
of Man.

Aglaia Konrad: Concrete and Samples
20 October - 11 November 2012

Aglaia Konrad’s work across photography 
and film surveys the built form with a quiet, 
careful regard. Her studies of architecture 
function individually as documents, 
portraits, yet together transcend any 
reductive reading to form a corpus 
which mines greater depths. Circling the 
indeterminate, liminal spaces where the 
built abuts the unbuilt, the enclosed faces 
the excluded, civilisation meets wilderness, 
her work stalks landscape, in all the 
culturally and historiographically loaded 
understandings of the term – not least its 
implicit notion of the mediation of space.

The suite of films Concrete and 
Samples works, in this way, to locate the 
idea of ‘architecture as sculpture’, as 
Konrad avows, which the first two films, 
Wotruba Wien and Blockhaus, demonstrate 
in an apparently straightforward way. Both 
films document particular instances of 
architecture, in this case sacred Modernist 
buildings, assuming a sculptural form; an 
enquiry which the specific textural, tangible 
qualities of the medium, 16mm film, 
augments. But in dialogue with Carrara, 
the third of the series, this concept is 
complicated and expanded to the extent 
that each element – architecture and 
sculpture – is unmoored, existing in a state 
of free exchange, able to refer at once 
to the constructed and coincidental, the 
ordered and the chaotic. From architecture 
which assumes a sculptural form, the third 
film leads to a sculptural, or ‘sculpted’ 
space which has an agency of its own.

In this active zone, space plays 
itself. Where the spaces of Fritz Wotruba’s 
Church of the Most Holy Trinity and 
Claude Parent and Paul Virilio’s Eglise 
St.Bernadette-du-Banlay marshal light, 
colour, shadow, air, the site of the quarry 
corrals space itself. It is neither built 
nor evolved, natural nor artificial, but a 
chimera, a synthesis. It is space in the 
process of becoming, and in this way is, 
arguably, both a place and not a place. 
What is essentially an entirely mediated 
space now, to an extent, mediates itself. 
It was not built or created, but uncovered, 
a process set in train which uncloaked the 
hill’s heart. And, thus revealed, though the 
parameters of its becoming have been 
determined artificially – that is, by human 
intervention – the ensuing metamorphosis 
is only partly controllable, and is played 
out, as the minuscule figures in the film 
testify, on a grand scale. The cliffs, caves, 
crevasses and faults of this blasted terrain 
assume a will, free to act. Geologic forces 
are afforded a concentrated stage on which 
to rehearse those actions which would 
otherwise take millennia to effect change.

The quarry also, however, reminds 
us of our ambition; our will to power. 
Though it presents an active earth, a space 
animate, it is at the same time a strange 
negation of itself: a raped earth, become 
but commodity; and while it courts a 
sense of the wild, it represents – by what 
it has yielded – the very heart of the civis, 
the city; a strange paradox of brute rock 
describing, in the voids it nurses, the 
many buildings to which it has lent itself. 
From this angle, it does not only belong to 
civilisation but enables it. And it is no great 
leap to move from here to the spectacular 
pillage being practised elsewhere in the 
rush for coal, diamond, copper, uranium.*

By presenting this singular, restless 
space, the construct of ‘landscape’ itself 
is exposed, and in particular the paradox 
of ‘natural landscape’: what is represented 
cannot be ‘natural’ in the sense of the 
pre- or extra-human. Landscape here 
is stratified not only physically but 
metaphorically, philosophically: it is a 
concrescence, an amalgam, an accretion 
of physical mediation, geologic history 
and force, and the frame, behind which 
sits (Western) perspective, art-historical 
traditions and cultural significance. At any 
given moment, it is all these things, flowing 

in and out of each other, stratum upon 
stratum of meta-landscape hovering above 
and buried beneath physical phenomena.

But where Konrad’s enquiry explores 
spatial limits, thresholds, boundaries, it 
depends also on a notion of liminality in 
time: these are moving images, action 
on a timeline, yet they retain many of the 
sensibilities of photography. Meticulously 
composed, with the long takes and 
sense of stasis common to those whose 
practice straddles photography and the 
moving image, though more restive than, 
for instance, James Benning, Konrad’s 
treatment of place and patience of vision 
relates to that of photographers such 
as Edward Burtynsky, Zineb Sedira and, 
particularly, Jem Southam – and, by 
extension, perhaps belongs to a wider 
topographical tradition which takes in both 
the formal typologies of the Bechers and 
the painterliness and artisanal practice of 
Ansel Adams or Thomas Joshua Cooper.

The three films of Concrete and 
Samples inform one another in a circular 
exchange, the first two reaching an 
apotheosis of sorts in the third, yet that 
then weighting the others again in turn, 
urging a re-evaluation of such documents 
in light of the shifting status of space. It 
is not adequate, then, to resign the series 
to the territory of portraiture alone, nor 
to reduce it to a binary of nature versus 
artifice; even the built versus the natural 
environment, since – as Konrad might 
avow, and not just here but in, for instance, 
her photographic project Desert Cities, the 
border between is blurred, porous. And it is 
this uncertainty that her films stalk.

Adam Pugh

* For a compelling and impassioned claim to 
wilderness and the wild, see Jay Griffiths’ book Wild, 
which tracks the politics of the civis and those few 
remaining wild-dwelling peoples.

Aglaia Konrad
Originally from Austria, Aglaia Konrad 
is based in Brussels. Her work, which 
encompasses photography and film, 
has received solo exhibitions in Siegen, 
Antwerp, Geneva, Graz, Cologne and New 
York, among other cities; and in group 
shows including Documenta X (1997), 
Cities on the Move (1998-1999) and Talking 
Cities (2006). 

Several of Konrad’s projects have 
been published in exhibition catalogues 
and monograph publications, such as 
Elasticity (2002) and Iconocity (2005). For 
her book Desert Cities (2008) she received 
the Infinity award of the International 
Center for Photography, New York, for the 
Best Photo Book 2009. The publication 
Carrara (2011) won the Fernand Baudin 
Prize 2011. 

Konrad was previously Advising 
Researcher at the Jan Van Eyck Academy 
in Maastricht, and is currently teaching at 
the Hogeschool Sint-Lukas in Brussels. 
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Aglaia Konrad: Concrete and Samples

Concrete & Samples is a series of 16mm 
fi lms on sculptural architecture by 
Brussels-based artist Aglaia Konrad. The 
sites in all fi lms, while disparate, embody 
the idea of ‘architecture as sculpture’ and 
a very distinct use of concrete that seems 
to depart from the free form of the whole 
in a sculptural manner. In the absence of 
a traditional narrative, it is space itself that 
takes the central role, while the camera 
proposes a narration by negotiating the 
spaces in time.

Films

Concrete and Samples I: Wotruba Wien
16mm fi lm transferred to video, colour, 
silent, 13’37 (2009)

Fritz Wotruba’s Church of the Most Holy 
Trinity in Vienna looks like an enlarged 
piece of abstract sculpture, a kind of three-
dimensional synthetic cubist arrangement 
of 152 concrete blocks arranged vertically 
and horizontally, but asymmetrically, in 
which the narrow spaces produced in 
between are made use of as windows and 
doors. Wotruba Wien uses the sculptural 
qualities of fi lm to respond to and activate 
the building.

Concrete and Samples II: Blockhaus
16mm fi lm transferred to video, colour, 
silent, 9’50 (2009)

A portrait of Blockhaus, the Eglise 
St.Bernadette-du-Banlay designed by 
Claude Parent and Paul Virilio in Nevers, 
France. The building has a compact form: 
monolithic, cryptic; a raw concrete bunker.

Concrete and Samples III: Carrara
16mm fi lm transferred to video, colour, 
silent, 19’ (2010)

Concrete & Samples III: Carrara
centres on a marble quarry. A sculptural 
though transitory, mutable architecture, 
the site forms a more radical complement 
to the two churches of parts I & II 
of the series. In a state of constant 
metamorphosis, the quarry at once re-
enacts geological processes and assumes 
an agency of its own; a position in which 
space itself is the protagonist. 

Prints

Shaping Stones (Carrara, 2009)
Black and white digital print on paper
150 x 225 cm

Shaping Stones (Nevers, 2009)
Black and white digital print on paper
150 x 225 cm

Shaping Stones (Vienna, 2008)
Two black and white digital prints on paper
Each 100 x 150 cm

Publications

Carrara
Aglaia Konrad (text by Angelika Stepken)
ROMA Publications, 2011, 136pp.
287 x 216mm
ISBN 978-907745966-9

Desert Cities
Aglaia Konrad (ed. Christoph Keller; texts 
by Brigitte Franzen, Miles Glendinning)
JRP Ringier, 2008, 236pp.
310 x 230mm
ISBN 978-390582959-4

Elasticity
Aglaia Konrad (texts by Daniel Kurjakovic, 
Antonio Guzman, Eran Schaerf)
NAI010 Publishers, 2003, 248pp.
269 x 200mm
ISBN 978-905662273-2

Iconicity
Aglaia Konrad (text by Willem Oorebeek)
Walther König, 2005, 224pp.
258 x 166mm
ISBN 978-3865600004-2


