
PATRICK JAOJOCO 

CON•TIN•U•UMS 
(TIME BEYOND LIFETIMES)





PATRICK JAOJOCO
CON•TIN•U•UMS 
(TIME BEYOND 

LIFETIMES)

4 “Exploded Continuums” by Patrick Jaojoco
20 Bibliography
21 Artwork Checklist
22 Artist Bios
26 Acknowledgments
27 Kickstarter Supporters



4 CON•TIN•U•UMS (TIME BEYOND LIFETIMES)
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EXPLODED 
CONTINUUMS

BY PATRICK JAOJOCO

Under the right pressure the past bursts 
into consciousness, as a string of images 
we have created—so we see not the past, 
but a part of ourselves, a sweet fragment to 
make us ache with the poignancy of time 
lost, and the beauty of connection with it.

—Kim Stanley Robinson, Icehenge, 1984

Ours is an age in which the pub-
lic record is consistently called into 
question as those in power demand 
the acceptance of  spectacularly untrue 
“alternative facts.”1 The power of  sci-
ence and history has been diminished. 
We live in the ever more persistent 
now, in which historical truths—even 
when verified—become irrelevant as 
we move on to the next news item, the 
next shift at work, the next viral post. 
Our conception of  history has been 
and continues to be cut, quickened, and 
constricted by the hegemonic political 
and technological apparatuses through 
which we experience the world. With-
in this experience, the ever growing 
phenomenon of  the spectacle obscures 
the historical groundwork—literal and 
cultural—on which the very institutions 
responsible for those apparatuses rest. 

To understand exactly what is 
happening, one might first turn to the 
idea of  the apparatus (dispositif), used 
by Michel Foucault to describe the 
various mechanisms and structures of  

knowledge that influence the body’s 
experience of  power (a concept essential 
to Foucault’s later discussions of  “bio-
power”). Giorgio Agamben elaborates on 
the apparatus, expanding it to include 
“literally anything that has in some 
way the capacity to capture, orient, 
determine, intercept, model, control, or 
secure the gestures, behaviors, opinions, 
or discourses of  living beings.”2  We 
might therefore discuss publications, 
voting days, and the tweets of  political 
figures as parts of  apparatuses that, for 
better or worse, function together to 
influence our experience of  the world 
around us. Patriarchy, feminism, ar-
chitecture, neoliberalism—these too 
are apparatuses, each constructed and 
defined by the cultures of  very specific 
historical moments from which they 
continually develop (hence the vari-
ous waves of  feminism, the “-isms” of  
architecture and art history, and so on). 
Yet the apparatus “always has a concrete 
strategic function and is always locat-
ed in a power relation.”3  Whether the 
apparatus is used to leverage control by 
an authoritarian state or to organize in 
the name of  liberation, people subject 
themselves and are subjected to a range 
of  apparatuses in constant contention 
with each other, as they are as much 
ideological as strategic. As such, Agam-
ben further illustrates, the apparatus 
“appears at the intersection of  power 



SVA MA CURATORIAL PRACTICE 5

4 Ibid., 3.

5 Jonathan Crary, 24/7: Late 
Capitalism and the Ends of Sleep 
(New York, NY: Verso, 2013).

6 See Paul Crutzen’s definition of 
the current geological era as the 
Anthropocene, a term officially 
accepted by the scientific com-
munity as of 2016.

7 In A Thousand Years of Nonlinear 
History, for instance, De Landa 
argues for a philosophy that 
confronts all forms, whether 
they be organic, nonorganic, or 
societal, as products of specific, 
inimitable intersections of histor-
ical processes. Compare this to 
typical historical narratives such 
as the telling of events leading 
up to World War I.

relations and relations of  knowledge.”4

In our late-capitalist state, we are 
bombarded with information through 
an array of  apparatuses that have con-
structed, as Jonathan Crary has written, 
a 24/7 mode of  being.5  Through the 
development of  new hardware such 
as the smartphone and new forms of  
socialization via social media, we are 
always available as consumers. These 
new apparatuses—at least in the modes 
encouraged by many in power (Donald 
Trump’s use of  Twitter as a journalistic 
authority, for instance)—avert our gaze 
from history as well as from the future. 
Thought patterns emerge from this 
24/7 mode of  being that focus on the 
now, with little criticality as to what the 
present’s historical context is and what 
its historical implications may be. This 
is the nature of  today’s empowered and 
proliferated apparatuses: the dissolution 
of  both history and future in the mind 
of  the subject. The continued spectacle 
of  consumption, branding, and violence 
obscures our collective relationship to 
larger socioeconomic and even geolog-
ical processes such as resource ex-
traction and usage, which have become 
so fraught as to have reached a point 
in which the terms “humanity” and 
“geology” have coalesced in what has 
come to be called the Anthropocene.6

In an era defined at once by 
pop-culture explosions and system-
atic poverty and racism, mountaintop 
leveling and dangerous large-scale 
climate change, an ego-driven pres-
ident’s tweets and their effects on 
specific companies’ stocks, what is 
the contemporary subject to do? 

One response, of  course, is com-
pliance. Another that is necessary and 
already underway is outrage, commu-
nity organizing, and public activism. 
Yet another response can be gained 
from a careful and comprehensive 
consideration of  how we got here, 
which involves the reading and writing 
of  history in such a way as to destabi-

lize commonly accepted apparatuses.
The exhibition space, as a space 

that makes histories visible in very 
specific ways, is rife with this historical 
possibility. It is therefore the aim of  
con•tin•u•ums, whose artists deal with dif-
ferent histories and temporalities, to re-
structure our historical and temporal fo-
cus. This is to be seen in the performance 
capture of  Hugo Brégeau’s NASDAQ 
(2016) and accompanying choreography 
by Bianca Abarca and Ally Hoffmann, 
the suggestion of  future geologies in 
Julian Charrière’s computer/rock for-
mations, and in Anna Zett’s GIF lecture 
considering spectacle, technology, and 
archaeology in various dinosaur films. 

These works, and the other works 
presented, suggest an alternative mode 
of  historical thought that is essential 
and by no means new. Beginning at the 
turn of  the century in France, where 
the Annales School of  historians devel-
oped, and continuing with contempo-
rary writers such as Manuel De Landa 
and Jussi Parikka, groups of  historians 
and theorists have pushed a mode of  
thought—the longue durée, or the long 
term, as the Annales School termed 
it—that prioritizes the historical devel-
opment of  structures over serial events.7  
Considering the nature of  today’s appa-
ratuses in the context of  quickly rising 
threats in political, societal, technolog-
ical, and—literally above all—climatic 
realms, the longue durée is more crucial 
now than ever. This examination is 
the essential function of  Agamben’s 
notion of  the contemporary subject: 

The avant-garde, which has lost 
itself  over time, also pursues the 
primitive and the archaic. It is in 
this sense that one can say that 
the entry point to the present 
necessarily takes the form of  an 
archeology; an archeology that 
does not, however, regress to a 
historical past, but returns to that 
part within the present that we 
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are absolutely incapable of  living. 
What remains unlived therefore 
is incessantly sucked back toward 
the origin, without ever being able 
to reach it. The present is nothing 
other than this unlived element 
in everything that is lived.8

This “unlived element in everything 
that is lived” is the historical develop-
ment of  the present, which necessarily 
includes the actions, structures, and 
apparatuses that have led up to now. 
These are the specific historical process-
es discussed by De Landa as constituting 
the present, which Agamben argues 
must be mined by “the contemporary.” 

We see this mining in activist move-
ments; take, for instance, decoloniza-
tion. By acknowledging colonialism as a 
long-term structure whose roots in part 
form the foundation of  today’s soci-
ety—from institutionalized racism to 
capitalist exploitation of  land—decolo-
nization works toward some alternative 
future. It further elucidates Agamben’s 
theory of  the contemporary, in which 
he metaphorically refers to the night 
sky as a darkness beyond which there 
are innumerable light-emitting galactic 
bodies—the futures—that forever move 
away from us so fast that their light is 
unable to reach us. If  this unseen light 
is the future, then the contemporary 
seeks the invisible indications of  such 
a future—its metaphorical gravity, its 
interactions with the things around 
it—so as to move toward it. However, 
it is only with specific tools and frame-
works that the contemporary can mine 
the present for the future. According to 
this model, the project of  the contem-
porary is to engage in the excavation of  
the present and its pasts so that we may 
consistently move toward a differently 
structured and therefore unseen future.

To turn back to a more concrete 
conceptualization of  history, this 
excavation must be of  the apparatuses 
and structures of  power surrounding 

us (the practice of  the longue dureé). If  
the aim of  writing history is to propel 
us into the future, the examination of  
singular events—what the Annales 
historian Fernand Braudel deemed 
histoire evenémentielle—is inadequate. 
Histoire evenémentielle, for Braudel, gives 
us only a series of  interestingly con-
nected stories. This historicity makes 
the present a discrete event in a long 
series of  discrete events, rather than 
a Bergsonian pure duration of  being. 
It further follows with theorist Gilles 
Deleuze’s views on our potential, critical 
interaction with apparatuses: “In every 
apparatus, we have to distinguish be-
tween what we are (what we already no 
longer are) and what we are becoming: 
the part of history, the part of currentness.”9  

Placed in a curatorial method or in 
artistic practice, the longue dureé may 
be redefined in Agambian terms as an 
archaeology of  sorts. Traditionally, it 
has been a contemporary artist’s and 
curator’s job to illuminate cultural mate-
rials in a way that points broadly to the 
nature of  their origins and the appara-
tuses in which they were produced and 
consumed. Perhaps this model can be 
further refined—expanded, even—in 
order to follow Deleuzian guidelines for 
a subject critically living through appa-
ratuses, both within and outside of  the 

Hugo Brégeau, NASDAQ,, 2010. Sound installation, Dimensions 
variable. Courtesy of the artist. Photography by Mitchell Wojcik.
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exhibition. Of  course, this function of  
the contemporary art object—pointing 
to something outside of  the object itself, 
constructing a temporalized interaction 
between viewer, object, and history—
has roots in art of  the 1960s, as Pamela 
M. Lee carefully considers in her book 
Chronophobia: On Time in the Art of the 
1960s. She directly references Braudel’s 
work in historiography, noting that the 
“play between various strata of  time 
[(that is to say, geohistorical time, social 
time, and individual time)] produc[es] 
historical meaning.”10  She goes on to 
quote Braudel himself, who indicates 
that “for the historian, the longue durée 
entails a readiness to change his style, 
his attitudes, a whole reversal in his 
thinking, a whole new way of  conceiv-
ing social affairs.”11 Braudel’s proposal 
of  the longue durée, itself  an apparatus, 
conceptually destabilizes and questions 
typical modes of  history in an historio-
graphically significant paradigm shift.

Channeling this shift, all of  the 
artists presented in this exhibition push 
against established temporalities. They 
are exhibited together so as to produce 
not only historical meaning but also, 
dialectically, the conceptual apparatus 
of  the longue durée. The longue durée is 
proposed here in the nonlinear spirit 
of  De Landa’s genealogy of  the present, 
which stems from the intersections of  
geology, economy, popular culture, and 
collective human lifetimes. At their 
core, all of  the works exist between the 
past and the future, occupying a loca-
tion in time that indicates both histories 
and futures of  varying time scales that 
may be said to have been ignored by the 
object- and present-obsessed art world. 

Brégeau’s NASDAQ, for instance, 
is the translation of  five years’ worth 
of  stock market data into a roughly 
three-minute piece for piano. Mean-
dering up and down, steadily at some 
points and chaotically at others, the 
piece is an embodied fragment of  
economic history. NASDAQ, its erratic 

notes emanating through the exhibi-
tion hall, introduces a specific history 
whose lyrical aestheticization bleeds 
into other works in the show through 
sound. It also interacts with the build-
ing itself—what was once a laboratory 
and manufacturing building belonging 
to the Pfizer pharmaceutical company, 
which closed it down, intending to rede-
velop it, then left it empty for some time 
after the stock market crash in 2008. 

Contemporizing the work is a cho-
reographed piece by Bianca Abarca and 
Ally Hoffmann, both mimicking the 
erratic tempos of  the sound work and 
capturing the contemporary individ-
ual experience—the short-durational 
opposite of  the longue durée—of the stock 
market (or “antimarket,” as De Landa 
calls it). Their dance—a repertoire of  
simple phrases repeated in coordination 
with parts of  the score—produces fur-
ther encounters that ultimately become 
complex interactions between space, 
bodies, sound, and data. The apparatus 
of  the stock market both commands and 
consists of  the physical objects being 
traded, the labor involved as represent-
ed by the job market, and the personal 
politics involved in navigating such a 
market. Mirroring this, the dance itself  
is an apparatus created to interact with 
Brégeau’s data translations, imitating 
and dialectically questioning the in-
teractions between the human body 
and the invisible, automated work-
ings of  contemporary economies. 

Meanwhile, Araya Rasdjarmrearn-
sook’s own interactions with bodies in 
her videos The Class and Death Seminar B 
(both 2005) are impossible ones stuck in 
both the past and the future. The artist 
literally confronts mortality by lectur-
ing about death to cohorts of  cadavers, 
shrouded in white and situated around 
or in front of  her. The practice is both 
futile and absurd; the dead cannot ab-
sorb the lecture, yet “know” more about 
death than the artist anyway. Perhaps 
Rasdjarmrearnsook is to be seen as 

10 Pamela Lee, Chronophobia: On 
Time in the Art of the 1960s 
(Cambridge, MA: MIT Press, 
2004), 301.

11 Ibid.
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Araya Rasdjarmrearnsook, Death Seminar B, 2005, Single 
channel video, color, sound, 18:00 min. Courtesy of the artist and 
Tyler Rollins Fine Art, New York
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refusing to acknowledge the dead as 
such, or perhaps as embracing a kind of  
intimacy and spirituality in addressing 
the dead. The videos index both what is 
past and what is to come, the artist-lec-
turer establishing a fraught relationship 
between herself, the cadavers, and the 
process of  death. Individual experi-
ence thus transcends into the spiritual, 
cultural, and, eventually, ecological 
realms, as death further suggests burial 
and physical deterioration. Contained 
within the screen, however, are merely 
the pure white sheets of  modern hospi-
tal culture, itself  pointing to the same 
ideals of  medicine and cleanliness that 
are infused in the architectural blood 
of  the Pfizer building. In a way, the 
bodies in the videos (including that of  
the artist) are themselves preserved in 
twenty-minute chunks. The videos ar-
chive and document the intersections of  
time scales: the death that brought these 
bodies to the morgue, the artist’s tempo-
rary intervention in the death process, 
and the eventual (off-screen) burial 
or otherwise processing of  the corps-
es. Questions arise. For instance: How 
did the corpses get there? What were 
their lives like? What were their deaths 
like? And, ultimately, what comes after 
death, that area beyond lifetimes? 

Inherently connected to these bodies 
are the technologies involved in life and 
death, whose own lifetimes warrant 
inspection. Julian Charrière’s geological 
sculpture series Metamorphisms posits 
a complex future and past of  everyday 
technologies. To make this series of  
works, the artist had to “take 20 tons 
of  stone, bring them to Duisburg, heat 
the whole thing up in a massive blast 
furnace until it melts to create artificial 
lava, pour this stony soup into a hole 
filled with computers and other elec-
tronic devices, break it up and bring 
it back.”12 These elements ultimately 
hardened into sedimentary sculptures 
suggesting both the mineral source of  
technological products and their fu-

tures in obsoletion. In this way the artist 
generates a perspective that explodes 
the “continuum of  the organic and the 
nonorganic.”13 This return of  media to 
the geological encapsulates an element 
of  the aesthetics of  the Anthropocene, 
illustrating the inter-ontological pro-
cesses that are culminations of  billions 
of  years of  geological history. Despite 
their interactive capabilities for aug-
mented and virtual realities, every 
technological device, as Parikka writes 
in A Geology of Media, always already 
houses within its hardware diverse 
elements of  the earth, as well as trac-
es of  the often problematic labors of  
resource extraction and technological 
production. Through the simple (though 
logistically complex) gesture of  combin-
ing melted computer parts with molten 
lava, Charrière has produced a singular 
moment that points to both the geologi-
cal and the economic histories of  tech-
nological apparatuses. This sculpture 
itself  becomes indicative of  an appa-
ratus for viewing everyday tech, acting 
as a conceptual aid with which we can 
visualize what lies beyond the screen. 

The silver screen and the problemat-
ics beyond it are the subject of  Anna 
Zett’s GIF lecture DINOSAUR.GIF (2014). 
In this silent video, a lecture text is over-
laid onto GIFs from various dinosaur 
films, illuminating the technological 
underpinnings of  cinematic representa-
tions of  the prehistoric. Zett notes that 
“the dinosaur is the spirit of  modern 
contradiction”14 through the constant 
dialectical push and pull between the 
technology flexed on-screen (e.g. an-
imatronics, CGI, etc.) and the typical 
narrative formulation of  the dinosaur 
as a destructive threat to modernity that 
must be either tamed or cared for in its 
original, “natural” state. This narrative is 
a large part of  the apparatus that medi-
ates our understanding of  paleontology. 
It is a formulation of  a past so rich in 
biological curiosities that the most real 
contemporary interaction with  
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Anna Zett, DINOSAUR.GIF, 2014 , Video lecture, 1280 x 720 px, 
color, silent, 20:00 min. Courtesy of the artist.
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smudge studio, What’s Here: The Last 8 Minutes, 2017 
(installation view). 1 star, 1 planet, Eight minutes and 24 seconds 
of constantly arriving waves of photons, 93,466,655 miles of 
space, 12 invited guests and strangers, 1 sunflower, 1 vase, 12 
folding chairs, 1 roll of yellow jute, 1 hook, 24 higashi designed 
and made by wasgashi asobi, 1 pack of kaishi (paper), 1 liter of 
New York City filtered water, 23.5 grams of gyokuro tea, 12 cups, 
1 strainer, 1 tea beaker, 1 teapot, 1 tablecloth, 1 tea towel, vinyl 
window text, 1 bell, 1 scroll, 8 cyanotype prints, 8 sheets of white 
paper. Dimensions variable. Courtesy of the artists.
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dinosaurs—namely, burning fossil fu-
els—is obscured in technological spec-
tacularization. Ultimately, Zett notes, 
“this new wilderness is post- rather than 
prehistoric / Evolution and History / 
once dialectically entangled in the name 
of  progress and modernity / have now 
fully collapsed into each other / giving 
the dinosaur a new kind of  temporal-
ity.”15  By blending technology, history, 
and evolution, Zett indicates both the 
blasting open of  a techno-paleonto-
logical time frame as well as that time 
frame’s inherent nonlinearity, exposing 
the various media and apparatuses of  
history involved in the conceptualiz-
ing of  the dinosaur. This mixture of  
temporalities is the conceptual sedi-
mentation of  technological progress, 
biology, and geology, ultimately leading 
us to confront cinematic viewership as 
technologically mediated interactions 
with millions of  years of  history. 

Mark Dion, meanwhile, takes evolu-
tion as a subject in his silk-screen print 
300 Million Years of Flight (2012) present-
ing the silhouettes of, among others, a 
pterodactyl, a manta ray, various birds, 
and human-made winged machines 
such as a torpedo and an airplane. This 
print similarly collapses evolution and 
technology, as the new concept of  evolu-
tion involves human innovation mixed 
with the evolutionary traits of  animals. 
One stark difference between the tech-
nological and the biological, however, is 
use value. Dion’s print pictures weapon-
ized aquatic “flight” in a torpedo and an 
airplane, both reminiscent of  the World 
War II era in design. These are forms of  
nonorganic rather than organic life, yet 
in their use value they somehow exist 
between the two, as they must be acti-
vated by human bodies. Further, Dion 
highlights the fact that design itself  is 
and has been mimicking biology, mark-
ing a kind of  evolution from the organic 
to the inorganic. The print, an example 
of  one of  the most traditional media 
represented in the exhibition, functions 

as an essential visual part of  an appara-
tus that blasts open temporalities and 
narratives only to recombine them in 
the context of  the nonlinear longue durée. 

The print is presented by the en-
trance to artist Mathias Kessler’s instal-
lation of  a butterfly habitat. Embodying 
the culmination of  millions of  years of  
evolution, a number of  different but-
terflies appear in a garden, with flowers 
that are appropriate for feeding the 
different butterfly species. Working 
in conjunction with Dion’s print and 

with the site itself, this unexpected 
installation of  the “natural” in the old 
industrial space of  the Pfizer building 
indexes both what may once have been 
in this area before it was developed in 
the nineteenth century, and what may 
come for the building in some future in 
which the building is reclaimed by the 
organic. This dialectical relationship 
between architecture and installation, 
each informing the other, highlights the 
temporal leaps that viewers are asked 
to make as they experience the exhibi-
tion in space. To view Kessler’s work, 
visitors must enter what is physically a 

Mark Dion, 300 Million Years of Flight, 2012, Silkscreen on paper, 
32.2 x 26 in., Courtesy of Tanya Bonakdar Gallery, New York.

14 Anna Zett, DINOSAUR.GIF, video 
lecture, 2014.

15 Ibid.
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ten-by-fifteen-foot structure, but what 
is temporally a zone of  stasis: millions 
of  years of  evolution are placed in a 
building that was built around 1900, 
and that could evolve in the future into 
a space for insects. Though 117 years is 
quite a long time in human and archi-
tectural terms, the longue durée chal-
lenges typical cultural time frames, 
combining them with larger timescales 
(such as that of  evolution) that can 
only really be conceived of  in millen-
nia. Kessler’s habitat points to these 
multiple and variable timescales, inter-
vening in space to blast open, subvert, 
and invigorate temporal perception. 

Of  course, the building itself, as the 
former home of  a pharmaceutical com-
pany, has a history riddled with inver-
tebrates, from the intestinal worms that 
Pfizer’s first medicine was designed to 
treat, to the ants, cockroaches, and flies 
that inevitably run through and around 
the building’s walls. Kessler’s instal-
lation brings quite the opposite to the 
space: a temporary Garden of  Eden for 
butterflies, an installation both beautiful 
and futile. The installation indicates and 
illuminates what is outside of  the instal-
lation: a present day full of  both urban 
decay and urban growth, the evolution 
of  social and socialized forms of  nature, 
and the acculturated new forms of  na-
ture that the intersections of  history, ge-
ology, biology, and culture have all inter-
sected to produce. For the artist, culture 
has played a huge part in constructing 
this apparatus for the conceptualizing 
of  a romanticized form of  nature. From 
Paul Gauguin’s late-nineteenth-century 
exoticism to Smoky the Bear, “nature” 
has been a problematic term in modern 
times. Kessler’s habitat exhibits a truer, 
more literal nature that exists before us 
everywhere and is involved in complex 
interactions with biologies, cultures, and 
nonorganic sediments. Armed with the 
nonlinear longue durée, we can interpret 
these intersections of  history even in an 
installation as spectacular as Kessler’s.

Of  course, to follow this histori-
cal thought through to the end, one 
must begin with the sun. All flows of  
energy on earth—whether it is “na-
ture,” coal, crops, or money—originate 
in the atomic reactions continuously 
happening millions of  miles away. The 
sun is the original source of  earth’s 
energy, after all, and enables life by 
way of  energy, light, and gravity. It 
therefore enables the subjects of  all 
of  the works in this exhibition, from 
the NASDAQ and associated stocks of  

goods being traded, to the technologies 
whose existence depends on resource 
extraction, to the evolution of  flight and 
the organic’s relationship with wind and 
currents (influenced by the sun’s grav-
itational relationship with the earth). 

The history of  the human relation-
ship with the sun manifests in many 

Julian Charrière, Metamorphism XXXVII, 2016, artificial lava and 
molten computer waste, 65 15/16 x 11 13/16 x 11 13/16 inches 
(170 x 30 x 30 cm), © Julian Charriére / VG Bild Kunst, Bonn 
2017. Photography: Jason Wyche, New York. Courtesy of Sean 
Kelly, New York
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different cultural formulations and 
mythologies as well as in philosophical 
theories of  light and color. Today, the 
scientific informs our relationship with 
the sun, though we are more readily 
moved by the day to day: a sun that 
enables beach trips in the summer, or 
is hidden by clouds in the winter. Not 
only are our interactions with the sun 
crucial to confront at this moment in 
history, given that large-scale climate 
change is primarily the result of  solar 
heat being trapped by greenhouse gases; 
these interactions also form an interest-
ing metonym for our interactions with 
histories that remain hidden in a specta-
cle-laden society. Addressing this com-
plex and layered relationship, the last 
two works in con•tin•u•ums pose encoun-
ters with the sun in ways that investigate 
both its physicality and its determina-
tions of  society by way of  light, whether 
that light be a continuous interplanetary 
process or the event of  a sunrise mark-
ing the coming and going of  night. 

Dawn, as a fundamental part of  the 
structure of  the day, is of  particular 
interest to artist Dylan Gauthier. His 
ongoing project Dawn School, begun in 
2009, encourages transformative con-
siderations of  architecture and related 
social histories at a specific moment 
in time. Against the brief  yet awesome 
backdrop of  a sunrise, Gauthier has 
planned a participatory field trip to  
explore work-force and manufacturing  
issues, bringing to light the former  
Pfizer building’s past and present 
labors. The trip and related installa-
tion stages a series of  encounters with 
the architectures and temporalities 
of  labor specific to the building and 
to dawn, and participants are encour-
aged to jot down notes and discuss the 
things they see, their histories, and 
their present. Gauthier’s work is there-
fore itself  an apparatus framing the 
things around it. Rather than limiting 
the work to an object in space, Dawn 
School is an artwork that enables the 

viewer to develop new insights through 
careful consideration of  the present. 

Through this lens, participants 
encounter the variety of  historical and 
present-day modes and temporalities 
of  production involved in the building. 
Ranging from late-night music practice 
rooms to up-and-coming pizza and 
donut kitchens to the all-day filming 
of  IKEA commercials and such televi-
sion programs as Gotham, the build-
ing’s present is interesting enough. 
Yet—just as dawn signifies the night 
that has gone before it—the building’s 
present signifies its past. It is current-
ly the site of  constant construction, as 
the old factory is being developed into 
workable spaces for the businesses of  
today. Myriad forms of  labor have had 
their times in the Pfizer building, all of  
which have either affected the design 
of  space (imposing, for example, the 
familiar forms of  the cafeteria and the 
conference room) or responded to it (as 
with Gotham’s fictionalized version of  
the Pfizer labs). These spaces and the 
movements within them have their own 
structures and apparatuses that Dawn 
School seeks to illuminate and question. 
It comes to this exhibition in the form 
of  a collective expedition at dawn, a 
time when nine-to-five labors are silent 
while others—that of  twenty-four-hour 
security guards and the often invisible 
early morning film shoot—are clear. 
For the artist, dawn is a time when 
histories somehow emerge, the gener-
al quiet and soft light combining with 
deliberate wakefulness to create inter-
actions with space that are far removed 
from institutionally mandated ones. 

Across cultures and across time, 
dawn has been associated with truth, 
rebirth, and power, to the point of  taking 
the form of  a deity. The Egyptian sunrise 
god Khepri became the etymological 
root for the Egyptian verb kheper, or to 
come into being. Other gods such as 
the Hindu Ushas—often spoken of  in 
the plural, as “the Dawns”—represent 
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Dylan Gauthier, Twilight, 2017. Single channel projection, custom 
software, polyester, dawn. Dimensions variable. Courtesy of the 
artist. Photography by Mitchell Wojcik.
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“the medium of  the awakening, the 
activity and the growth of  the other 
gods.…By her increasing illumina-
tion, the whole nature of  man is clar-
ified; through her, [mankind] arrives 
at the Truth, through her, he enjoys 
[Truth’s] beatitude.”16 In all cases, the 
sun is a source of  immense and variable 
power, signaling renewed visibilities 
with which to encounter the world.

The very visibility that the sun en-
ables, however, is itself  a way of  seeing 
that has its own physical histories. This 
is the eponymous sentiment of  smudge 
studio’s installation and workshop The 
Last 8 Minutes: Everything We Take as Con-
stant Is Changing (2017). The work brings 
a conceptual and scientific light to 
what Khepri, the Egyptian sun god who 
became the word for change, stands for. 
It is a meditation on the eight minutes 
it takes for light, in the form of  visible 
photons, to arrive on earth after tra-
versing the ninety-three million miles 
from the sun at the speed of  186 thou-
sand miles per second. The installation 
includes blank blue cyanotypes made at 
several different exposures—from one 
minute to eight—as well as seats and a 
timer going off every eight minutes to 
further embody the temporality of  the 
travel of  solar rays. The work engages 
the visitor in an immediately digestible 
temporality and phenomenological 
experience that is nonetheless steeped 
in billions of  years of  history. As the 
sunlight enters the floor-to-ceiling 
windows of  the Pfizer building’s gal-
lery, smudge studio’s accompanying 
workshop, in which visitors confront the 
eight minutes by way of  steeping tea, 
becomes a meditation on both illumi-
nation and sight. The artists ultimately 
ask the question, “What is the I that 
sees through eight minute old light?”17 

Though short in relation to the time 
frames involved in the longue durée, 
the eight minutes that it takes for light 
photons to arrive on earth encourages 
an apparatus for thinking about the 

interplanetary interactions that form 
the most basic necessity for all plane-
tary apparatuses. The speed with which 
light travels collapses an incredible 
distance into human time, and though 
it takes only eight minutes, the process 
has much, much larger implications. 
Indicated here is the full process of  sun-
light, encouraging the viewer to come 
to terms with the fact that that which is 
supposedly constant is forever new and 
forever changing. The installation also 
reminds us that light is responsible for 
our very existence on earth, as without 
the sun’s rays, life as we know it would 
be impossible. With the extinction of  
the sun, life too would be extinguished. 
Even the term “forever” is inadequate 
in this context, as smudge studio points 
out in the installation’s accompanying 
information card: “someday, in the very 
far future, there will be one, final de-
parture of  photons from the sun.” This 
final moment would supposedly be past 
human life, at least on earth, and yet 
the thought introduced is profoundly 
human. The work ultimately confronts 
mortality, therefore provoking intro-
spection and asking the viewer directly 
about their ontological identity once 
they have realized the process of  light. 

The question raised is the core of  
this exhibition, and comes from pre-
cisely the explosion of  continuums that 
Walter Benjamin noted in his essay “On 
the Concept of  History.” The artistic 
practices presented here together act 
to “explode the continuum of  histo-
ry,”18 dialectically exploring pasts and 
futures in a way that influences pres-
ent viewers. Although the exhibition 
includes specific images of  the past, 
the artworks together form an appara-
tus of  time and history that breaks up 
continuums, examines the structures 
involved in the making of  the now, and 
gives instruction on the pronunciation 
of  histories in a way that encourages 
further understanding of  our place in 
the present. Benjamin goes on to de-
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scribe the labor of  historians: they “take 
a cognizance of  [the past] in order to 
blast a specific era out of  the homog-
enous course of  history—blasting a 
specific life out of  the era or a specific 
work out of  the lifework.”19 Revisiting 
histories behind the continuous now 
is, to return to Agamben, the essen-
tial labor of  the contemporary. It is an 
archaeology of  sorts that highlights the 
structures in which we live and how they 
came to be. This necessarily involves 
apparatuses through which to conduct 
that labor, as without a well-structured 
historicity, the continuum of  histories 
and futures will go on to be just that: 
unexplored, invisible spectrums. Of  
course, housed within this exhibition is 
only a small slice of  a potential, and yet 
the works all illuminate some alterna-
tive way in which to view the present. 
They construct an experience of  life 
that is beyond phenomenological life, 
encompassing an array of  nonhuman, 
nonorganic realities and possibilities of  
which we as humans are always already 
a part. The practices on display in this 
exhibition are not posthuman, nor 
are they exclusively nonhuman. They 
together form the in-between, the space 
of  navigation that is the apparatus. 

Ultimately, this is the argument 
of  the show: apparatuses arise out of  
specific intersections of  the past and 
inevitably control our ways of  being, 
and yet we have the agency to construct, 
destruct, and reconfigure them. It is 
this reconfiguration, this “explosion” of  
history, as Benjamin puts it in violent 
terms, that is the continuous project of  
the critical contemporary, whether that 
person be historian, artist, citizen, or 
politician. The artists presented here 
work towards this goal. Together they 
put forth an apparatus of  deconstructed 
history and of  extended time. Histo-
ricity is thus the subject of  this exhibi-
tion, as well as its structure. The goal of  
con•tin•u•ums, by way of  pronouncing the 
past, by way of  the exhibition, by way 

of  artistic labor as contemporary labor, 
is to enable, beyond the gallery space, 
the continued consideration of  nonlin-
ear futures, nows, and lifetimes ago.
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Mathias Kessler, Habitat, 2017. 2 x 4 wood, mosquito netting, UV 
lighting, electrical heating, organic soil, flowering plants, butterfly 
feeders, butterflies. Dimensions variable. Courtesy of the artist. 
Photography by Mitchell Wojcik.
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Bianca Abarca + Ally Hoffmann. NASDAQ performance, 2017. 
Courtesy of the artists. Photography by Mitchell Wojcik.
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Hugo Brégeau with choreography by Bianca Abarca + Ally 

Hoffmann

NASDAQ, 2010

Sound installation, performance

Dimensions & duration variable

Courtesy of the artists

•••

Julian Charrière

Metamorphism XXXVII, 2016

artificial lava and molten computer waste

65 15/16 x 11 13/16 x 11 13/16 inches (170 x 30 x 30 cm)

© Julian Charriére / VG Bild Kunst, Bonn 2017

Photography: Jason Wyche, New York

Courtesy of Sean Kelly, New York 

•••

Mark Dion

300 Million Years of Flight, 2012

Silkscreen on paper

32.2 x 26 in.

Courtesy of Tanya Bonakdar Gallery, New York 

•••

Dylan Gauthier

Twilight, 2017 

Single channel projection, custom software, polyester, dawn

Dimensions variable

Courtesy of the artist

•••

Mathias Kessler

Habitat, 2017

2 x 4 wood, mosquito netting, UV lighting, electrical heating, 

organic soil, flowering plants, butterfly feeders, butterflies

Dimensions variable 

Courtesy of the artist 

•••

Araya Rasdjarmrearnsook

Death Seminar B, 2005

Single channel video, color, sound

18:00 min

Courtesy of the artist and Tyler Rollins Fine Art, New York

smudge studio

What’s Here: The Last 8 Minutes, 4.23.002017

1 star, 1 planet, Eight minutes and 24 seconds of constantly 

arriving waves of photons, 93,466,655 miles of space, 12 invited 

guests and strangers, 1 sunflower, 1 vase, 12 folding chairs, 

1 roll of yellow jute, 1 hook, 24 higashi designed and made by 

wasgashi asobi, 1 pack of kaishi (paper), 1 liter of New York City 

filtered water, 23.5 grams of gyokuro tea, 12 cups, 1 strainer, 1 

tea beaker, 1 teapot, 1 tablecloth, 1 tea towel, vinyl window text, 

1 bell, 1 scroll, 8 cyanotype prints, 8 sheets of white paper

Dimensions variable

Courtesy of the artists

•••

Anna Zett

DINOSAUR.GIF, 2014 

Video lecture

1280 x 720 px

color, silent

20:00 min

Courtesy of the artist

•••

ARTWORK CHECKLIST
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ARTIST BIOS

Bianca Abarca + Ally Hoffmann are performers/choreographers from North Carolina 
working both independently and collaboratively in New York. Ally Hoffmann is a vocalist, 
songwriter, and autism advocate. Bianca Abarca is a dancer and choreographer who has 
attended the Martha Graham School of Dance. Both have varied creative practices and 
experiences that often mesh to produce multilayered artwork, here manifesting as new 
movement in reaction to NASDAQ.

Hugo Brégeau was born in Nantes, and now lives and works in Paris. His projects 
explores problematics around translation. His work is concerned with our relationship to 
the dematerialized economy. Brégeau’s approach questions the art statu and the different 
levels of the creative gestural. Brégeau is a postgraduate researcher at the Document et 
Art Contemporain’s Postgraduate Program.

Julian Charrière was born in Morges, Switzerland in 1987, and currently lives and 
works in Berlin. A former student of Olafur Eliasson and participant of the Institut für 
Raumexperimente (Institute for Spatial Experiments), Charrière has exhibited his work—
both individually and as a part of the collective Das Numen—at museums and institutions 
worldwide, including the Parasol Unit Foundation for Art in London, Musée des Beaux-
Arts de Lau-sanne in Switzerland, Centre Culturel Suisse in Paris, Haus der Kulturen 
der Welt in Berlin, Kunsthalle Wien in Vienna, Thyssen Bornemizsa Art Contemporary in 
Vienna, Neue Nationalgalerie in Berlin, The Reykjavik Art Museum in Iceland and at the 
Museum of Contemporary Art in Tokyo. In 2012, Charrière collaborated with the artist 
Julius von Bismarck on the site specific performance piece Some Pigeons Are More Equal 
Than Others for the 13th International Architecture Exhibition – La Biennale di Venezia. 
Charriere was awarded the Kiefer Hablitzel Award / Swiss Art Award in both 2013 and 
2015.

Since the early 1990s, Mark Dion has examined the ways in which dominant ideologies 
and public institutions shape our understanding of history, knowledge, and the natural 
world. Appropriating archaeological and other scientific methods of collecting, ordering, 
and exhibiting objects, the artist creates works that address distinctions between objective 
scientific methods and subjective influences. By locating the roots of environmental 
politics and public policy in the construction of knowledge about nature, Dion questions 
the authoritative role of the scientific voice in contemporary society.
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Born in Massachusetts in 1961, Dion currently lives in New York City. He received a BFA 
and an honorary doctorate from the University of Hartford School of Art, Connecticut in 
1986 and 2003, respectively. He also studied at the School of Visual Arts in New York from 
1982-84, and participated in the Whitney Museum of American Art’s Independent Study 
Program from 1984-85. He has received numerous awards, including the ninth annual 
Larry Aldrich Foundation Award (2001) and the Smithsonian American Art Museum’s 
Lucida Art Award (2008).

His work can be found in the collections of the Metropolitan Museum of Art, New York, 
Tate Gallery, London, The Museum of Contemporary Art, Los Angeles, Museum of 
Modern Art in New York, Centre Georges Pompidou in Paris, Hamburger Kunsthalle in 
Germany, Harvard University Art Museums in Massachusetts, and the Israel Museum of 
Art in Jerusalem, among others. Presently, he is a mentor at Columbia University in New 
York and co-director of Mildred’s Land, an innovative visual art education and residency 
program in Beach Lake, Pennsylvania. He lives with his wife, the artist Dana Sherwood, in 
New York City, and works worldwide.

Dylan Gauthier is an artist, curator and educator working at the intersection of 
new media, socially-engaged art and ecology. His artistic practice takes the form of 
soundtracks, images, websites, publications, environmental research, and architecture, 
and documents the residues of temporary occupations, invisible infrastructure, and 
utopian systems.

Gauthier is co-founder of the eco-artist collective Mare Liberum (2007-) and of the 
Sunview Luncheonette (2012–), a collective, art and social center located in Greenpoint, 
Brooklyn. He was the NEA Ecology Artist in Residence at the International Studio and 
Curatorial Program (ISCP) in 2015, and in 2016/17 is the first Artist-in-Residence at the 
Brandywine Conservancy and Museum of Art in Chadd’s Ford, PA.

His work has been exhibited at the Carpenter Center for the Visual Arts at Harvard 
University, EFA Project Space, MoMA PS1, MASS MoCA, the Walker Art Center, the 
Bronx Museum, Stacion Kosovo, Parsons/the New School, C.C.A.D., 80WSE Gallery at 
NYU, and the Neuberger Museum at SUNY Purchase. In 2014, he co-curated the 2014 
Art in Odd Places festival of public art in New York City, and received a Wave Farm/
Media Arts Assistance Fund award for the composition “Fabric/Fragment of an Urban 
Wilderness” (2013). In 2016-7, Gauthier is an Emerging Artist Fellow at Socrates Sculpture 
Park. Gauthier received his MFA in Integrated Media from Hunter College (CUNY) in 2012, 
where currently teaches graduate and undergraduate courses in emerging media theory 
and production.

Mathias Kessler (b. 1968, Austria) is a New-York based artist who critiques and 
reimagines the concept of nature. Quoting from art history, philosophy and eco-political 
debates, Kessler re-stages representations of natural processes with humor and gravitas. 
Romantic painting, land art and digital renderings compete and collide in order to unhinge 
familiar oppositions such as nature and culture, representation and experience, and 
ideology and aesthetics. For instance, Arctic icebergs dramatized by cinematic lighting 
techniques become empty Hollywood sets. A human skull embedded with live corals 
flourishes as it decays. A miniature 3D print depicting Caspar David Friedrich’s painting 
Das Eismeer housed within a beer fridge produces an interactive social sculpture intended 
as a site for drinking and reflection on the architecture of food production. Kessler’s 
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contribution to current utopian and dystopian debates is at once intelligent, grave, comic 
and visually stunning.

Mathias Kessler received his MFA in Art Practice from the School of Visual Arts in 2012. 
He has exhibited internationally, including solo exhibitions at the,  Kunsthal Rotterdam, 
Boulder Museum of Contemporary Art, Palmengarten Frankfurt; Site:Lab, Grand 
Rapids; Rosphot National Museum for Photography, Russia; GL Holtegaard Museum, 
Copenhagen; and Kunstraum Dornbrin, Austria. Selected exhibitions include: Kunsthaus 
Vienna, The Sun Placed in the Abyss, Columbus Museum of Art; Spring Show 2016, 
Kunsthal Charlottenburg;  Landscape in Motion, Kunsthaus Graz; (Un)Natural Limits, 
ACFNY, Hohe Dosis Fotohof, Salzburg; The Nature of Disappearance, Marianne Boesky, 
New York; Hoehenrausch, OK, Linz; GO NYC, Kunsthalle Krems, and The Invention of 
Landscape Museo, Palaxio de Bellas Artes, Mexico City. Residency; Cape Cod Modern 
House Trust, AIRE Everglades, Rise Projects London. His work has been featured 
in international publications, some of which include: New York Times, Blouin Artinfo, 
Bloomberg Press, Kopenhagen DK, Eikon, Kunstforum, Studio 360, ORF SAT 3, Camera 
Austria, Die Zeit, Forbes, Prefix Magazin, and Art Bulletin.

Araya Rasdjarmrearnsook is one of Southeast Asia’s most respected and internationally 
active contemporary artists, and for the past 30 years, her video, installation, and graphic 
works have been regularly shown in institutions in her native Thailand and throughout 
the world. The first major survey of her work in the United States was recently on view 
at SculptureCenter in New York (2015), featuring an overview of her videos of the past 
15 years alongside new sculptural works. She also recently presented a solo exhibition 
at Tyler Rollins Fine Art, Niranam (2015), which included a wide range of new works, 
encompassing video, installation, photography, and sculpture.

Born in Trad, Thailand, in 1956, Araya received her MFA from Silpakorn University in 
Bangkok in 1986, focusing on intaglio printmaking. Her etchings and aquatints of the late 
1980s and early 1990s, with their ghost-like female figures in shadowy environments, set 
up themes – death, the body, and women’s experience – that would endure throughout 
her career. Feelings of loss and isolation, informed by the early death of her mother, and a 
heightened sensitivity to the strictures traditionally placed on women within Thai society, 
would increasingly find their expression in her work through the physicality of the body 
and the concreteness of sculptural installations, which by the early 1990s had become 
the primary focus of her work. Often incorporating semi-abstract, totemic female forms, 
natural materials, and haunting photographic imagery, all marked by a patina of age 
and wear, these installations confront us with the raw physicality of both life and death, 
charged with an almost animistic power that seems to channel powerful psychological 
states. Araya began to examine more closely her relationship with “otherness,” with 
entities that were radically distinct from her, yet intimately linked by a commonality of 
experience, a participation in the basic cycles of nature, of life and death. 

smudge studio is a collaboration between Jamie Kruse and Elizabeth Ellsworth.

Since 2005, smudge studio has pursued what we take to be our most urgent and 
meaningful task as artists and humans: to invent and enact practices capable of 
acknowledging and living in responsive relationship to forces of change that make the 
world. Through our current projects and performative research, we design and cultivate 
embodied practices that support humans in paying nuanced attention to the fast and 
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intense material realities that are now emerging on a planetary scale — without leaving us 
reeling in states of distraction or despair.

smudge is a member of the Atomic Photographers Guild and selected work (2007- 
present) is archived at the Center for Art + Environment, Nevada Museum of Art.

Anna Zett is a Berlin-based artist, filmmaker and writer. Their work disassembles and 
reconstructs symbolically coded narratives within science and technology, traversing the 
nebulous boundary between research and drama. Zett’s video and audio work has been 
presented at museums, galleries, film festivals, universities and broadcast on German 
public radio. Drawn to tragicomedy and intense physical movement Zett is also co-hosting 
a participatory dance show based at the Berlin theatre Hebbel am Ufer.
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con•tin•u•ums (time beyond lifetimes) is an exhibition-as-apparatus for viewing long-term 
geological, cultural, and biological histories. The artworks, participatory gatherings, and 
performances presented together thus act as visual aids to situate the visitor in a radically 
broad intersection of human and nonhuman pasts. Formed in reaction to the sociopolitical 
spectacle of the now, the exhibition proposes a way of thinking that is extended beyond 
the present, beyond the spectacle, and beyond lifetimes so as provide a critical grasp of 
our place in the physical and social structures that surround us. 

More information, artwork images, and checklist on Instagram @con.tin.u.ums
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