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Daylight available from the windows and skylights. No artificial light source.
Two continuous wooden shelves. 10 cm by 6 cm, extending 26 meters and 22 meters
respectively, set at a height of 140 cm. Painted white.

The shelves, designed in collaboration with Marcos Corrales Lantero, are a simple
system that allows new works to be placed into the exhibition as they arrive at the
Artist’s House. The first shelf is designed to run continuously throughout all but one
of the rooms on the exhibition floor. It articulates the flow of the space. The second
shelf blocks that flow, being both a method of display and a physical barrier to entering
the last room.

Seven petit point renditions: cotton and silk. Framed. Each 15.7 by 13.2 by 0.9 cm.
Produced London and Madrid.

Detail of photograph. Satellite mirror, in chromium-plated tubular steel, with adjustable
secondary mirror and concealed light. Designed by Eileen Gray, adjacent to the guest
room closet in E.1027 house, 1926-29.

Detail of photograph. Satellite mirror, 35.46 by 28.76 by 6.69 cm. Nickel plated
brass structure, mirror, sanded convex glass, cover for two lamps. The magnifying
mirror is maintained by two blocking handles.

Detail of photograph. Satellite mirror. Rendered as black monochrome.
Detail of photograph. Satellite mirror. Rendered as white monochrome.
Full rendition of photograph. Satellite mirror. Another version of hinged mirror above
the basin in guest room bathroom.

Detail of photograph, Eileen Gray, aged 92, in her apartment, Rue de Bonaparte,
Paris, 1970.

Detail of lithograph. Jean Baptiste Isabeys, Le General Drouat, cited in the exhibition
catalogue, Jacques Derrida, Memoires d’aveugle: I'autoportrait et autres ruines.
Paris: Louvre, 1990, p. 112.

Seventeen transcriptions of texts written by Andrew Renton in London and Jerusalem.
Transcribed into silver point on board, London and Madrid, and forwarded progressively
to the Artist’s House during the course of the exhibition. Non lead pigment, copolymer
on medium density fibreboard substrate.

16 boards 23 by 18 by 0.6 cm, notes, narratives and observations.
4 boards 23 by 18 by 3.6 cm, citing references to absent objects and precedents.
Eight mirrors cut to 23 by 18 x 0.3.
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The work of Narelle Jubelin marks the journeys that objects make through the world
and the history that accrues to them. Her practice acknowledges that any notion of
modernism has been fraught with dislocations, constantly changing and reinterpreting
how the work comes to be received in one place or another.

Narelle is Australian born and has worked in Spain since 1997.

Her work has been presented widely in group and solo exhibitions which include:
George Patton Gallery Melbourne (1989), Centre for Contemporary Art, Glasgow;
Knoll Galeria in Vienna and travelling to Budapest (1992-93), Renaissance Society
at the University of Chicago travelling to Grey Art Gallery New York and Monash
University Gallery, Melbourne (1994-95); Art Gallery of Western Australia;
Art Gallery of Ontario and York University Gallery, Toronto (1997),
Pavilhao Branco-Museu Da Cidade, Lisbon (1998) and most recently
On Writing. Writing On for the John Curtin Gallery, Perth (2002).

Narelle has collaborated with Madrid based architect Marcos Corrales Lantero
on several projects including (and hence rewritten) produced incollaboration
with the Fabric Workshop in Philadelphia (1996), Case Number®:T961301 Tate Gallery,
Liverpool (1998), Unwritten Galeria Luis Serpa, Lisbon (1999) and Owner Builder of
Modern California House, with Lord Mori Gallery, Los Angeles (2001) & Mori Gallery,
Sydney (2002) and the exhibition Duration Houses, Mori Gallery
Sydney (2003).

During 2001-02 Narelle was working with a Fellowship Grant from the Australia
Council, the Australian Government's arts funding and advisory body during which
we produced Shumakom for Artists House, Jerusalem (2002).

Narelle is currently entering the research phase for new work for Centro José Guerrero
Diputacion de Granada.
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Eileen Gray, Satellite.
Created for the house E-1027, 1926-29.

Nickel plated brass structure, mirror, sanded convex glass

Cover for two lamp bulbs.

The magnifying mirror is maintained by two blocking handles.

35.46x28.76x6.69 cm.
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"For forty-nine days you have counted the days."
Between Pesach and Shavuot a ritual of counting,
marking the days, day by day. No more than this.
Because this is what we do today. We count the day
as one without the incident as one where some
catastrophe ruptures the day. And we count this

day in another way.

003

We have been speaking for some time of a kind of
thinness. The way that the exhibition was always

to have been somehow impoverished because of the
circumstances in which it finds itself because

of the circumstances which brought it into being.

Thinness, not only as a metaphor. Actually, hardly
a metaphor at all. Rather a space that can
barely bare to open its doors. But knows it must.

The starting point may-have might have been a
sign or label at the entrance, at the top of the stairs,
announcing that the show would not take

place place
place due to current circumstances, or some such
euphemism.

But what of an exhibition on a space or an event
that points to its own absence? Or a reflection
of absence.

You might think of it as a critique of the structure,
but it is less than that. No critique, then, since
it is borne out of necessity.

And your absence. Even yours. Out of necessity, yes,
but also the need to stand outside. Not to presume
any knowledge but that which is already reported.
Not to mediate accept these things already mediated
by others on your behalf.
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This all began years ago with a meditation on blindness.

What could a blind artist do with herself? What

could she make, when it is not her blindness

that impedes her ability to handle the material but the
literal removal of subject. There is nothing to see or,
more importantly, to see again.

Except, perhaps, as D. surmised, in the memory.

So there are some objects that exist only in the memory,
thanks to (thankful to) this blindness.

And always that unseeing eye, pulling me up from
afar. What do | not see, here, now? What do |
resist or turn away from? Precisely because |

am bare, trying to bear witness. You tell me.

(The rabbis never trusted one witness. There had to
be two - from whatever angle).

promised to be your eyes and ears. And | will
be your feet.
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DIpnIw

From right to left - shoomakom.

| wonder if you dare transcribe it.

No place. Absolutely nowhere at all.

The coinage is very natural, clicking one m sound
into another, but it takes on another

resonance in another language. As if to say,
Where is this place?

No place, where are you? Because you are out
of place. Or here, now, because the context is

always about place, and-this-the place-of places-
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The photograph of G’s mirror does not want to
tell the whole story. The mirror itself is sited
close to the window, but age or strong light has
bleached any reading from it. The outside should
be reflected in the arrangement of the three
mirror-planes, but there is nothing.

So what does the mirror look like when there
is nothing reflected within it? An empty frame?
A hole cut into the space?

Without reflection, it is resistant to image.

And what image if at all cannot be returned.

So you render the photograph through your hand,
but an image of an imaged mirror yield

nothing but its framing reference.

And further attempts. When you send one

rendering away from you, could you make it

again, copying it the same images of reading

for the same lines, and light and shade? There

There is the smallest chance that it might appear quite
the same, but it is not a case of similarities. To

resist the site of the image over time is to

mark the way that the image, and the space it
portrays changes over time. And with the renewed
rendering.
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Lawrence Weiner, A 36 inch x 36 inch. Removed to
the lathing or Support Wall of Plaster or Wallboard



from a Wall, 1968.

007?72

Dan Graham, "Two-Way Mirror Cylinder Inside Cube
and Video Salon: Rooftop Park for Dia Center for
the Arts", in (ed.) Alexander Alberne, Two-Way Mirror
Power: Selected Writings by Dan Graham on his
Art. Cambridge, Mass. MIT Press, pp. 165-167.
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Y. measures the space not with tape or ruler, but

by pacing through the route that the shelving will
take, one short step at a time. Tiny steps, counting
each floor tile as a standard unit, counting. Counting
aloud, and converting into metres in his head.

A simple shelving structure 10 x 6 cm., running
around the central wall of the space, the central
structural wall, touching, connecting, penetrating,
articulating, all but one of the rooms.

And that last room, the same shelving - the very
thing that enables seeing, that constitutes the
display - prohibits entry.

Whatever will come to rest in this space must
be seen at some remove.

All at the same height height.. 110 cm. from the
ground. The measure is not made in relation to
the space, but according to the height of your
shoulder against the wall.

(We spend so much time speaking of your absence,
of you in your absence. But you are embodied
throughout. Room after room takes your shape.
You are never not here.)
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Another artist's house.

G's E-1027 sits on the cliff, open to the sea.
Thematically, it appears to have been conceived to
navigate itself through the expanse. From where
you stand it looks as if it is floating upon

the waters. Perhaps this is something to do with
Le C.'s dicta of raising the house so that it might
appear to float over the ground.

But the house is always bound to the ground
upon which it is built.

(And here, away from the sea, it is day as dust.)
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Who might inhabit the house?

C., in 1938, stripped naked, painted 8 murals inside
G.'s house. The first incursion or colonization.

G.'s word was vandalism:

In the house G. responds carefully to C.'s precepts,
but establishes some autonomy herself. She does
not wholly submit.

But what, then, to do with the materiality of C.'s
incursion?

The house fell into ruin, occupied in turn by
the Italian army, then the Germans.

In 1950 C. reenters the territory, acquiring a
plot of land adjacent to E-1027. He first builds a
small shack, followed by a two story hostel
higher into the rock.

The newer buildings frame the villa, surrounding
it, claiming it, marking it as if his own. It is
signed and resigned with his name, inside and
out.

C. died by the water there. The promenade now
bears his name.

011

But dry as it is here, you are never far from the
sea.

[-]

"There was one moment when she almost spoke of it.
She was looking for a word in what was not her

first language tongue, and in the hesitation she

might have been thinking of these words that knew
how to say but dared not. These words you knew
how to say precisely the same way, word for

word. But dared not.

So she paused and the moment passed. Slipped
away for another age, until it might be or the
point of being spoken once again, and might

yet slip away again.

Slipped away, not through some invasion or direct
desire not to say but from a sense of the very
material of that lost moment. And this moment
the recollection of the lost moment when you
could say nothing.

You walk for a while traversing the whole city

from North East to South West until you reach
the sea. She has drawn a map for you connecting
the disconnected. Drawn in time.

(You have been carrying a scrap of paper with

her name inscribed on it, for no other reason

than the fact of the name. As you part company
at last you write your name and some coordination
information on the reverse and hand it to her

as if returning something borrowed)”
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You both leave the house after dark. R. turning
right to go home and you left towards the centre,
along the main street.

As she leaves she tells you to avoid the straight
line.

Instead you take to the back roads and side streets
darker and quieter than they ever were. You trace a
line you could never hope to repeat.

013

These words for thinness:
Nt
mp
mY
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You are satisfied with your new route.

You are accustomed to make the journey two or
Three times a day, from where you rest to where
you work.

The route you established for yourself years ago,
And to which you have been loyal for all

of the ensuing, consists of the straightened
Lines the map would yield for your inspection.
So the same way without question.

Then you heed the urge towards the back roads
In an attempt to appear all but invisible

With each day and each journey within the day
You summon a little more courage to veer

from the established track, regaining your
original route when uncertainty gets the better
of you.

Then, at last, you summon the courage to
abandon you old route altogether, in favor
of a series of turns and angles to arrive at
the same point.

And with each journey you learn to vary upon
that variation, until you begin to lose sight
of the first line completely.
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At the moment she loses you to the light you

are unaceustemed accustomed to cross the valley.
The sun would follow your route as you go.

But you choose not to go.
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You walk from room to room in the light towards
sunset you can barely read a word and rely instead
on the distribution of objects for guidance and
some sense of rhythm.

You follow a continuous line several times in a
single hour Your friend ebserves mentions the
lack of light from anything other than natural
sciences draws you closer to the walls. The place
reveals none of itself in this lack.
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Edward Ruscha
The act of letting a person into your home, 1983
Qil on canvas, 213 x 350 cm
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The sun beginning to set, you can no longer contain
yourself and you cross the valley for the first
time in more years than you recall.

You follow the same route down the steps, past
the pool, long since any, and up the winding

step on the other side. The sun at your back, low.
The path winds and carries you forward until

you reach the gates. There you know the way with
your eyes closed.

Towards the one wall still standing you first see

it for the first time in all these years from

above. You cannot help but remark on the number
of people who are there long - advance of you.
As if they have been here through all the years

of your absence.

(You say what you have to say then retrace

your steps from one side of the valley to another,
your way almost obscure - the lack of light.
You may might as well leave your eyes closed.
But you do not.)
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“| found such a sight on a side road leading to -,
the monastery between — and -, the unmarked but
explicit boundary between — and - . . .”

“| found another such site on the edge of -,
the rubble marking the line between the housing
and the forest . . .”
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Bas Jan Ader

Two kinds of grass, two kinds of fences, illuminated
by two kinds of light, 1970.

Installation

Documented by one 35 mm slide and two black
and white photographs (20.6 x 25.4 cm).



