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This is a conversation that took place over a 
period of one month between Dagmar Heppner, 
Hannah James, Charlotte Moth and Allia Ali, as 
a response to the exhibition at Cole in January 
2012. The conversation between the three artists 
and Allia was initiated by Hannah as a way of 
opening up a dialogue, in order to exchange 
ideas and share references points.

 Hannah
Shall we begin by discussing the works, which 
are to be included in the exhibition first and then 
open the conversation up to larger themes in our 
works, so we can get an idea of how the show 
may feel, and how the text we will include can 
inform this process.

I will be showing a series of 5 black and white 
35mm photographs arranged in a frame together. 
The work is called Screen #5 St Thomas’ Sq 
(photograph montage), 2011. This work resulted 
from a residency I undertook in London in August 
and September 2011. I became fascinated by the 
small gardens and parks that can be found all 
over London, some of which are public and some 
private. I was drawn to the enclosed aspect that 
many of these spaces have and how they almost 
become interior spaces for some, an extension 
of their own private spaces (houses/flats). I was 
intrigued by the way people used these spaces as 
quiet, contemplative areas.

I also wanted to explore the notion of public 
sculpture within a space like this and what 
that means in a contemporary situation. But 
rather than creating a permanent monument 
I wanted to make a transitory public sculpture, 
which would only be installed for one day, to 
be experienced by the people who happened to 
frequent the park on that day. I like the idea of 
this work almost acting as a ‘closed event’, as 
Charlotte has described in her work before, which 
the wider audience are not invited to. 

Slide and photography are of interest due to their 
abilities to capture a very specific moment in 
time, and how that is then experienced in another 
time by the audience. I am also interested in the 
works retaining a sense of ambiguity over when 
they were produced, through both the analogue 
mediums employed and also the subject matter 

and references, resulting in the work having a 
more timeless quality. 

With this work the idea of montage is central 
due to its references to cinema; using fragments 
to suggest the passage of time and also create 
a narrative for the viewer. Through these images 
the audience are asked to build up an idea of 
the location and also the object that is being 
both described and revealed to them. The object 
becomes quite absurd in a way in this park, but 
also very theatrical with the garden becoming a 
set. 

 Dagmar
I want to show Untitled, 2009, a blue fabric 
hanging in front of the big window and curling 
into the room. Additionally, two linocut prints will 
be presented. They show grey forms deriving from 
women wearing dresses by Madeleine Vionnet 
(1876 – 1975), a French fashion maker who invented 
the bias cut allowing the fabrics to freely ‘float’ 
around the bodies. The clothes were not stiff any 
more but showed the silhouette of the women in 
this case. For my cuts I used only the outlines of 
the dresses and left the human parts, the legs 
and arms out, which led to the abstract forms.

I am interested in the presence and absence of 
people, or objects referring to people, and in how 
the presence of someone can be depicted without 
him/her clearly being shown. Not seeing and 
being seen has a lot to do with assuring oneself 
of universally valid parameters of perception, and 
with defining ones personality. Clothes, hairstyle, 
things that make an individual and mostly need 
to be seen by other people to have some effect 
are of interest, but also behavior in relation to 
others (what do they expect and how does one 
refer to this), attempts to be in relation to the 
world around that do often fail. In my works 
common objects are displaced or things lack 
information, parts are missing, constructions for 
orientation break apart. Things cannot be seen, 
people are not there.

Charlotte, it is the book that the two long texts 
were written for, right? Paper pages will be 
stitched on the cork board and the pages are the 
ones in the PDF Layout Porto? How did you choose 
the objects that you collected/bought in Porto 



to make Studies for a 16mm film? Is there any 
personal motivation or are they related to your 
interest in forms, light, architecture, modernism?

Hannah, where do the big block prints in Screen 
#3 and the Screen #3 (wall print) series (on 
sculpture and wall) come from? I mean the forms, 
their outlook. Is it something? 

 Charlotte
In response to your questions Dagmar, no the text 
won’t be shown in the exhibition. The text was in a 
leaflet that slotted inside the book, so it also kept a 
distance from the images. This also follows on from 
the original structure of the book that I used as a 
kind of template for my book. The original book is 
called E1027, Maison en Bord de Mer, Eileen Gray, 
Jean Badovici. It is part of an architectural series 
published in 1929 by the French magazine  
L’ architecture Vivante. This journal used the 
method of loose leaf pages and a text insert to 
describe and present the buildings in its series.  

For our show I see the loose leaf pages of my book 
being attached to a pin-board, that has been 
installed to become a wall surfacing. The pages 
will be arranged in constellations of groups to 
construct differing image relationships. 

The objects I collected in Porto came from me 
looking around a lot of local shops. I did not have 
a set criteria for what I was collecting at the time, 
but when I saw objects, such as the big large 
glass vitrine I knew that it would be perfect. I liked 
the qualities that it could look like a minimalist 
object, that you could not tell its immediate 
function as an object (it was in fact a fish tank), 
it was also very nice in terms of scale.

The other objects that I found needed to work well 
together as a group, and build relations amongst 
themselves. I was given a red plastic record 
holder and some shiny green fabric from the 
curator Ricardo Nicolau, because he understood 
what I was looking for without me having to 
describe my intentions, and that was very nice. 
I have also been collecting objects for quite a 
few years now for all sorts of reasons. I bought 
some of these objects from Paris to help build 
this selection in Porto. They all had a relationship 
to light and transparency, and potential as 
interesting sculptural forms. They also reference 
photographs, and thoughts of spaces that are 
also perhaps evident in the Travelogue (my large 
collection of photographs that I have been taking 
since 1999). 

I was interested too in how these objects, as 
props, could be continually moved and arranged 
in the space in Porto. In how they worked with 
the natural light and also the artificial lighting 
conditions that I created. This way I could start 
to photograph the arrangements developing and 
look at the relationships between objects. So I do 
not immediately think of modernist architecture 
for example when describing this process, 
although it obviously has visual references, but it 
is one of many for me.

Could you tell me, Dagmar, what perhaps 
attracted you to the use of a curtain within your 
work? Hannah has also made a work involving 
forms of partitions, hangings, and so have I. I 
think it could be nice to talk about the different 
motivations at work here, it would be nice to hear 
your thoughts too Hannah. 

Also how you use abstraction as a kind of 
distancing device within your work, that enables 
you to move away from the original source 
within the images you attach Dagmar, could you 

Hannah James, Screen #3 2010
Block print on wood, 310 x 240 x 50cm

Charlotte Moth: Book installation 2011
Display of 56 colour and black and white plates
Exhibition view, Istituto Araujo, Porto © Serralves Foundation

and thereby shows that this something is there; 
the potential of presence, an important aspect 
for me. I see this in your curtains, too, Charlotte, 
right? About textiles I also like that the material 
itself is kind of modest and can be installed 
in a dominant way, soft but big, reluctantly 
monumental.

One thing that I like a lot about hanging things, 
is the moment where they touch the ground, like 
Hannah’s Screen #1 papers bending a little bit 
where they reach the floor. 

 Hannah
To answer the question where does the print come 
from, I would say that my work has developed 
considerably since the middle of 2010 when I took 
part in a show called The decade 2010 – 2020. 
Museum as hostage to fortune, at The Pigeon 
Wing, London. The show was curated by Endless 
Supply, a publishing art collective, and was based 
around the idea of remaking or appropriating. 
Many of the other artists referenced other 
artworks but I decided to use an image of a 
theatre set which had been present for quite a 
long time, as theatre is an important reference 
point for me. The work I produced from this image 
is Screen #3. This was the third in the screen 
series I had produced, which began in 2009 with 
my first solo show at Chert Gallery, Berlin. Part 
of my fascination with this image was that I 
only had one copy of the original (photocopied 
from a book), and I was producing another copy 
based on my own assumptions formed around the 
object, from a grainy, low resolution image. 

My work has always had a relationship with the 
two and three dimensional, playing surfaces 
and objects off one another. I think the lack of 
dimensionality of this image intrigued me, its 
ambiguity of scale and lack of detail; it could 

perhaps tell me a little more about this process?

Hannah I also was thinking, what is the difference 
for you in showing the images opposed to the 
slide work in the exhibition? I was thinking about 
the idea of movement present in your images. 

 Dagmar
In general it seems to me that you, Charlotte, 
stick to certain images/objects over a long 
period of time. They are photographed, become 
part of the Travelogue, are filmed, images from 
the films are used for a book and the pages of 
the book become a new work of art. The initial 
thing is transformed, or a work turned into a new 
work again and again. Similar to your theatre 
object, Hannah, that was built and later shown 
in photographs, slides and films. This referencing 
of your own works creates for me something like 
a dense and closed cosmos around the involved 
pieces. They have something private and silent. 
Did you both plan to continue working with 
certain works or was it a logical next step, and 
what does it mean for you?

This process is also a form of abstraction. And 
you asked for my use of it, Charlotte. Maybe I 
abstract things earlier, so, when I include an 
existing image or object into my work, I change it 
or present it in a way that it cannot immediately 
be attributed to its origin. Or it can have several 
or new meanings. I do so, as I do not want to 
show a wholeness, but rather bits and pieces or 
fragments leading in different directions. There is 
no one truth, or one possibility. I also like shapes, 
strange objects or things out of context. I use 
abstraction as a way of opening up I would say. 

I started building walls and screens around 
2004/2005. They divided rooms, led to new 
partitions and different perceptions of them. 
The front and back sides were equally important, 
whereas the front side was like a ‘picture’ – often 
monochrome, blue or green, landscape-like 
surfaces – and the back side created a private, 
intimate atmosphere. They were about seeing, 
experiencing space, looking at images, but 
they were also independent objects. I became 
more interested in objects and in direct human 
environment (like interior and furniture) than 
in ‘architectural solutions’.  This led to the 
involvement of shelves, blinds and curtains. I like 
the movement of the fabrics, the foldings, its 
poetic and painterly qualities. I also use fabrics 
and clothes for prints or for objects (made of 
fabric and paint for example), so it is mostly more 
about the material than about the function as a 
curtain. But a curtain obviously hides something 

Dagmar Heppner, Untitled 2010
2 Fabric panels, each 150 x 1200 cm 
(Installation view Kunsthaus Glarus)



sculptural forms through none sculptural 
materials. Instead using printed matter, 
photography, film and slide (projected light) 
to choreograph the viewers movement around 
the space, which can be achieved more subtly 
through the placement of works. For example in 
Local Interference, WORKS | PROJECTS one single 
slide work was projected large in front of a wall 
print so as you moved closer to inspect the printed 
marks you obliterated the projection, becoming 
implicated into the work.

Dagmar, I am interested in your description of 
fabric, it would be good to know more about 
your use of the material and why. I like the way 
you use it to print as I am drawn to printing 
with objects. The trace of a form, something so 
simple but effective. The relationship this has to 
photography (the imprint of light onto film) is a 
parallel I use within my practice. Maybe you could 
also talk about the work Gras, as I think this idea 
of the presence of an object has an interesting 
relationship to Charlotte’s Counter Works.

Continuing with this idea of abstraction, Dagmar, 
you stated you used abstraction earlier on in your 
process, it is interesting to think that the point in 
time in which you abstract your references will 
determine the outcome of the meaning? I also 
view abstraction as a device which can open the 
work up, even though others may view it as a 
reductive process. 

Charlotte’s question on movement is key. 
Movement is a consistent consideration within all 
of my works and installations, be it the movement 
in the works physically, through a super 8 
projector or rotating slide projector, or through 
the path of the viewer and the choreography 
around an installation. Also the movement 
created within the works themselves, such as the 
series photographs presented in this exhibition. 

be depicting a waterfall, fire, ice, trees – strange 
organic forms. The dramatic lighting and lack of 
human presence all made this image interesting 
for me. I remade it at another in-between scale, 
not large enough to be a full theatre set and 
not small enough to be a maquette. I decided 
to use block print to recreate the organic forms, 
and used wood to print onto wood, all quite 
primitive techniques. The blue and black ink was 
an intuitive decision, often the work is made 
intuitively to a degree, this being motivated by my 
own interpretations of certain subject matter or 
reference points.

Like many of my other screen works, this one 
acted as a blockade to the rest of the exhibition 
space so as you entered the space you were 
greeted by the back of the work, which also 
strangely appeared spherical in shape despite 
being made simply from flat planes of wood. The 
screens often require the viewer to renegotiate 
the space they are faced with and to navigate a 
passage through in some sense. These structures 
also create viewpoints through the work, allowing 
new views of the work itself to be revealed 
and new ‘frames’ of the exhibition space and 
other works as well. So this act of revealing and 
concealing, of both work and audience, plays 
a crucial role in employing these forms. The 
cinematic reference is central as well; I like to 
think of the screens and installations creating a 
‘pace’ with which the works can be absorbed, a 
speed and slowness. 

This blue block printing has since come off the 
screen and onto the wall, which is interesting for 
me as it becomes both a sculptural object and 
a back drop to other works. However the wall-
prints would not be shown on their own, they 
exist as fragments with other works, building 
a collective narrative. I think of much of the 
work as functioning in this manner, such as the 
exhibitions pots purr and Local Interference  
in 2011. 

To answer Dagmar’s question about how the 
works have progressed from the object to the 
documentation – this happened very organically 
and was not planned or expected. I became 
interested in the movement around Screen #3 and 
wanted to document this, so began to take digital 
images, 35mm black and white and colour films 
as well as 35mm slide and super 8 films. There is 
a black cat that lives in the gallery and she was 
also intrigued by the object, and liked to weave in 
and out of the holes. So I also began to document 
the cat and the object, which developed into the 
works Screen #3 (slide) and Screen #3 (super 8).

I’m interested to build upon Dagmar’s question 
on how Charlotte and myself use the objects 
and documentation of them, as for me I am 
very interested in the relationship between the 
documents that live on after the object itself. As 
Screen #3 does not exist now there is a dichotomy 
created between the image of the object, which 
creates a knowledge of this strange sculpture 
and location, and the object not being physically 
present. This research has continued with the 
latest work Screen #5, which has been and 
continues to go through many transformations. 
Beginning with the ‘closed event’ in the park, 
from which new photographic and slide works 
were produced, this slide work, Screen #5 (slide), 
was then shown at The Mews Project Space in 
November 2011. However in this instance the slide 
work was shown alongside the screen structure 
itself, but with the legs removed and it hanging 
directly from the wall, becoming a wall print/
object hybrid. I am interested to ask Charlotte if 
any of the objects in her photographs have ever 
been sculptures in their own right, or could they 
be? If these objects are not artworks, how does 
this relate to the Counter Works, which I know are 
documentation of the curtain art works.

I am also interested in Charlotte’s selection of 
references for her photographs as some are very 
specific, often to a place, person or building, but 
sometimes feel purposefully ambiguous, such as 
the objects she collected in Porto. Is this contrast 
conscious and if so why?

I also wanted to ask Charlotte about the selection 
process for photographs that she has included 
in the new bookwork. As some of the other 
photographic series that I have seen online, 
such as: The Protagonists or Images of an event 
to be photographed are not included. What 
informed your decisions in this selection, as I 
know you described it as being a way of bringing 
together the many aspects of your practice to 
Tom and myself when we met in Paris. Do you 
see some works as more related and some more 
autonomous?

I could very much relate to the way in which 
Dagmar described her relationship to her curtain 
structures; creating two spaces, on the front and 
back of the divide is really nice, a more intimate 
and private space. This was also my intension 
with my first solo exhibition Screen, Chert Gallery, 
Berlin where the viewer moves from voyeur to 
the overlooked (private/public spaces) as they 
moved through the installation. This sculptural 
approach is still of interest, but recently I have 
become more focused on attempting to describe 

For example, as the camera moves around the 
object depicted in the park (Screen #5) this 
echoes the movement the viewers eye makes as 
they travel from one image to another and back. 

 Charlotte
There is a difference between the images I took of 
the objects in Porto and the images that are part 
of the Travelogue. 

This year is the first time that I have been 
photographing, and filming objects in this way 
and so the work has taken an approach quite 
close to thinking about still life, and the stage like 
cinematic/ theatrical nature of this. Last year in 
the film the Absent Forms I was photographing 
props on a street called Rue Mallet-Stevens, in the 
16th Arrondisement in Paris. This was an exterior 
space, so very different scale, type of space in 
relation to Porto. Interestingly for me, Rue Mallet-
Stevens was a street that I treated as an interior 
space, the opposite could have been said with 
the school in Porto, its rooms were enormous. The 
result of these experience’s developed works that 
are autonomous from the Travelogue. 

It was the images that I took of the street 5 years 
before that lead me to actually research the 
street and its history and develop the work the 
Absent Forms. For Porto I needed to experience 
working directly in a space like Rue Mallet-
Stevens to form an understanding of the potential 
a space such as the school in Porto could give. 
In this sense it can be seen that the images in 
the Travelogue lead me to create a vocabulary, 
or language of looking enabling me to develop a 
work such as the Absent Forms and to collect the 
types of objects that I eventually used in Study 
for a 16mm film. This year is also the first time I 
have filmed anything, before all my films were 
made out of photographs scanned, in their titles 
is the description photo-films, maybe another 
important detail. 

This brings to mind the question of research, its 
states and positions within processes of making 
work. The Travelogue is a form of underlying 
research (because its not something that I share 
publicly) when used within a work, i.e during the 
time frame of an exhibition, or in the time line of 
a film, it is these situations that create a context 
for these images to be seen within and cause 
them not to be in continual state of flux. I say 
this because I see the images in the Travelogue as 
things that can be recycled and used within other 
works, generating new relationships, collisions, 
influencing the development of new works and 
being part of the ever growing context that the 

Hannah James, Local Interference installation view 2011
Left Hand wall:  Screen #3 (wall print #3)Block print on wall 310 x 240 cm



Hannah James, Screen #5 St Thomas' Sq (photograph montage) 2011
Detail, series of five 35mm black and white photographs framed 61x61cm

Charlotte Moth, Travelogue 2011
Black and white analogue print

Dagmar Heppner, Untitled (Stoff) 2009
Fabric, 1500 x 120 cm



the source of the image, the experience that 
generates it. To make this work once was not 
enough. It develops through its transferability 
and displacement. Using consistent materials, I 
confront immovability through looking to make 
something unique to a place, site. In this sense 
‘remade’ is exactly what it is and what it is not, 
it becomes a contradiction of terms through a 
mechanism of displacement.

The images that I have of the curtain, I would 
not describe as documentary. They are not 
portraying the experience of the curtain faithfully. 
They are in black and white (the curtains are 
very colourful), they are at times fragmented 
perspectives, as they frame what is included in 
the image and excluded. In this sense they are 
counter to an experience of a curtain, and works 
in their own right. They play with the friction 
between an event and an image.  

Allia, I am very interested in the question you 
pose... ‘ ..the works appear to be building on 
pictorial traditions of image construction to set 
the scene for new narratives?’ What do you see as 
‘image construction’?  I am thinking about it very 
abstractly here because I like the suggestion these 
words have, they seem very sculptural, maybe 
you could elaborate on what you see as pictorial 
traditions? Could you give a few examples that 
you find personally interesting?

 Allia
I was interested in the way you were all building/ 
placing objects within space, whether that be 
your photographs Charlotte, Dagmar’s curtain 
piece through to Hannah’s sculptural pieces. 
This also extends to the way in which viewers 
negotiate the work within the gallery space, is not 
so dissimilar to how we read a painting.

My thoughts were triggered by the Russian 
filmmaker Andrei Tarkovsky, who saw film as 
an extension of painting.  Each scene is like 
a painting and he has unique way of looking 
at architecture and landscape. In fact he was 
influenced by Pieter  Brugel’s paintings.

 Dagmar
Pictorial traditions and image construction have 
always been of importance. About 6 years ago I 
was thinking about how far an image could be 
reduced but still be an image; and abstraction 
played an important role for me then. For 
example, I was interested in landscape paintings 
(I also read and wrote about landscapes of 
Romanticism) and finally made one by just 
drawing a blue-green line on a wall dividing it in 
golden ratio (e.g. like in Caspar David Friedrich’s 
paintings). I also made installations that were 
conceived as walkable pictures/paintings. The 
works were placed in order to direct people 
through spaces, like a choreography. Especially 
the big walls and curtains are references to this 
time, and relate to theatre stages or film settings. 
But time is not a big interest for me. Also not in 
actually making a work. I am not sitting in the 
studio for days and weeks, I travel a lot, collect 
impressions in my head and notebook and 
actually produce the works in a rather short time. 
I also like found sculptures or sculptures that are 
a bit decaying or that are very light / easy to build 
(like curtains).

I am collecting images, as well, but I take them 
while passing by, very contrary to Charlotte. 
For example, I bought a mobile phone with a 
good camera because I do not always have my 
photo camera with me. The photos are a kind of 
memory (there are many of them). Sometimes 
I put them in groups, some are printed, some 
are used as a starting point for sculptures and 
installations, others become works of their own 
and others disappear. I would say that the fast 
and casual way of taking these pictures relates 
to a certain imperfection in my works that is 
significant for them. The works are made by hand, 
by someone, their size mostly relates to a person, 
they are painted with a brush, formed by fingers 
etc. This has, for me, also something to do with 
an intuitive part in the process. Hannah, you 
mentioned that as well. Intuition often leads to 
something that cannot be grasped or even put 
into words. A work is best, when it moves into 
an area inside, when it leads to a kind of mutual 
understanding – maybe another person has the 
same association, or a different one that fits 
as well. This is also what I am looking for in my 
photographs or in the objects I collect, because 

Travelogue as a form of research is. In this sense 
the Travelogue is a conceptual structure. The 
images that I developed within the making of 
the Absent Forms and Study for a 16mm film are 
very specific material because they have been 
developed from the Travelogue. If they were part 
of it, it would be too tautological. I choose 9 
photographs to accompany the film the Absent 
Forms in order to reveal the props, that’s how they 
got their names the Protagonists, the rest won’t 
be used. To give you an idea there were over 200 
images taken that day. 

If I continue to use 16mm, there may be another 
work forming that is indebted to Study for 
a 16mm film, that could bring me to re-edit 
the footage of the Study for a 16mm film with 
other footage of a similar nature that I make 
(I made some other 16mm film earlier this year 
of architectural sites that I have not yet seen 
projected this was in the South of France, and 
Porto. I am also going to Marfa in Texas to film 
there), this would develop a new work for me, and 
I am quite interested in how this could happen, so 
there is a space there for me yet to explore. 

Thinking about your email Hannah, I think I would 
like to describe a little more my relationship of the 
image and the experiences that make me take 
photographs. When I started taking photographs 
they were always the result of an activity of 
visiting places, spaces and a reaction to seeing 
forms and structures that I thought looked very 
much like the sculptures installations that I would 
like to make. In the end though I found myself in 
a very difficult position, in that the photographs 
functioned much better than the sculptures I 
would potentially like to make. Around 2003 for 2 
years I stopped making things to try to find a way 
to begin to question this.

An experience that stays strongly in my mind was 
in 2002. I was making my MA show at the Slade, 

I had a beautiful studio, I was making a series 
of non-sensical experiments, they were quite 
abstract to me because I did not know what I really 
wanted to do. I ended up nailing two pieces of 2 x 
1 inch wood to the wall and then adding a piece 
of plywood to it that raised it off the surface of 
the wall of the studio. I then continued this till 
eventually the whole room was clad in plywood, 
I had built a room within a room in a sense, that 
was my former studio space. I had also added 
sections of dowel that made holes or interruptions 
into the surface of the plywood, and painted these 
dots different colours. The room now was very 
dark, apart from when you opened the door, the 
glow of the wood and the colour of the dots could 
be seen. This work took 3 months to build and was 
up for one week. A work in situ, that could not be 
moved, remade because it would be destroyed. I 
ended up documenting the environment the work 
had become. I did this though with colour slides, 
from every possible angle, they are of course 
all that is left of this room now. This was a very 
important experience for me because it allowed 
me to actually begin to articulate the importance 
of the image within my work. The difference 
between an actual experience of a place, and the 
image of that experience, and also the after life of 
a work. This links very much to my Travelogue, as 
it’s the experience of me being in a place taking 
the photograph that also counts. The wooden 
room set a path I think that was to effect how I 
work with photography, the image, and how the 
image too can be a form of experience in itself.

This leads me onto talk about the curtain work. 
The title of the work is important. I wrote this for 
my show Remade at gallery Marcelle Alix in  
Paris, 2010. 

The first curtain was made in the Schaufenster 
project space in Düsseldorf in March 2009 with 
the idea of the frame in mind. The space of the 
Schaufenster is a former display window. This 
situation made me think about what it meant 
to see something from just one side. About how 
something could work with a sense of surface 
that was both visible, (the back wall) and see-
through, but tangible (the pane of glass). I was 
reminded of a quote by Alighiero e Boetti, ‘Behind 
every surface is a mystery: a hand that might 
emerge, an image that might be kindled, or a 
structure that might reveal its image’. I liked 
the tautological possibilities of this quote. The 
window became a situation to create an image. 
When the sequined curtain was installed in the 
project space I took a black and white photograph 
of it. To be interested in the materiality of 
the image, its potential, meant questioning 

Charlotte Moth, The Protagonists (1) 2010
Black and white analogue print

Charlotte Moth, Counter work three, Marcelle Alix, Paris 2010
Black and white analogue print



it is a way of relating to the world and to each 
other. A fragile way, it cannot be described well 
and not be kept. So, I guess here I am back at my 
practice of leaving things out, cutting, layering... 
The origin is recognisable in the works but they 
also show something else. They are not just a 
dress, or a glove, or grass – there is an imprint 
in the grass that leads to a narrative, which is 
different for every viewer.

For me, Cassavetes was an important input, the 
juxtaposition of an individual with all the rest. His 
characters are struggling with being themselves 
and being with others. In Opening Night, 1977, 
the whole topic of being oneself and someone 
else is brought to extremes when an actress 
gets difficulties to make out the differences of 
her self and her role. An actress plays an actress 
that plays an actress… a dilemma, not without 
humor. I included a still from A Woman Under 
the Influence, 1974, in one of my works once, the 
scene where the woman, who was not behaving 
like everybody else and is sent to therapy, comes 
home from a psychiatric hospital. Family, friends 
and doctor are staring at her, waiting for her to 
do/say something as they want to judge if she is 
now ‘normal’. She doesn’t know how to behave at 
all and finally her husband says, ‘Just be yourself!’ 
The question remains, which self!?

 Hannah
This makes me think further about how I see 
the film works (by this I mean the photos, slides 
and 8/16mm films) in relation to my sculptures. 
I too am interested in not presenting a true 
‘documentation’ of the original (in the manner 
you would normally try and document a work) 
and use the full potential of the mediums 
capacity to frame and crop as well as the manner 
with which light can completely change the tone 
and atmosphere of an image. But I am yet to 

work out exactly where this will develop within my 
practice, at the moment I am playing with this 
new form of language and lineage in the work 
alongside the printed works, new sculptures and 
found images, which I have also been using.

The idea of photographing objects that look like 
sculptures you would make is one that I think 
resonates for many artists. It is seductive to 
find an object already existing in the works for 
totally other reasons (than it being an artwork). 
Dagmar, I wondered if that was also something 
you could relate to in the photographs you have 
taken? Do you use these images as artworks or as 
starting points for other works?

I also have a collection of photographs that I 
have taken, some just sit on the edges of my 
consciousness I think and may or may influence 
ideas but some are more present and feel more 
relevant. I have many from walking trips to the 
Dolomites in Italy, where there are 360 degree 
vistas of mountains – quite spectacular. I used one 
for the invitation for the pots purr show, but they 
have not directly become work yet. I also recently 
used a photo taken in Milan in an old Lambretto 
bike factory, from a room where they sprayed the 
bikes. The factory is derelict but the over spray 
from the process was visible on the walls and 
created quite beautiful ‘wall paintings’. I turned 
one such image into a slide work and showed it 
at ABC artfair in Berlin, August this year along 
with Screen #4 and a print. I was interested in the 
image of the wall painting as a found artwork, or 
a remnant of a performative action as I see my 
own wall prints. 

I could recoginse the images I collected from the 
factory as having a direct relationship to my own 
works, I also would say this of a series of images 
I found and used from the school where I work. 
These are of a collection of clay pots made by 
school children around 10 – 15 years ago. These 
objects were set up against coloured backdrops 
and documented by the previous technician, 
a professional photographer trained in the 
traditional techniques of studio portraiture etc. So 
these simple images are imbedded with numerous 
associations from museum display to advertising, 
as these visual languages of presentation and 
display all mimic and echo each other. Which I am 
fascinated by and so chose to present these found 
works against ones made by myself, bringing up 
questions over authorship, value, ‘hand made’ 
and craft.

To return to the question, ‘the works appear 
to be building on pictorial traditions of image 

construction to set the scene for new narratives?’ 
I enjoyed both Dagmar and Charlotte’s responses 
to this, which relate interestingly to film and 
cinema as well as painting. Both of the films 
mentioned are intriguing, I have also previously 
been interested in landscape and the sublime 
notions of the vast landscape and mans 
insignificance in relation to this. The American 
Desert sounds great, I love the idea of the car 
window framing the endless landscape. The 
image I used for the pots purr flyer was actually 
taken of mountains from a moving car, framed 
by the window – strange coincidence! I selected it 
due to the sense of movement and the cinematic 
nature of the image. For me, my sculptural 
work was informed directly by painting as I 
began in my first year to paint from collected 
images. I fragmented the images into isolated 
moments and painted them onto sections of 
the surface, breaking up the ‘picture plane’. But 
I became more interested in the surface than 
the painting, so began to make more paintings 
on objects, propped together, always dealing 
with surfaces rather than ‘mass’. Which is why, I 
think, I continue to use these forms that deal with 
surface; curtains, projections and photographs. 
I attach a very early work for me from 2006 of 
these kind of works. 

It is interesting Charlotte, you mention reworking 
your own two films as I am planning to do the 
same with two films I have/will be taking, and 
potentially more. I have some unused footage 
from Screen #3 with the cat and I would also like 
to film the park near my house. I am interested in 
creating a sense of location and place alongside 
a specific object (in another space) and how 
you can form a narrative between these through 
editing and montage. I have only made one 
film before so this is an experimental work but I 

would like to try and create the same fragmented 
narratives that I build in my installations within 
the film if possible.

As you described the Travelogue as a conceptual 
structure to your practice, do you view this as 
being a foundation for all of your other works? 
So it forms a conceptual framework within which 
your other works sit? I realise that sounds quite 
abstract but I had assumed the travelogue was 
just another work within your practice, I did not 
appreciate how intrinsic it was to your whole 
research. 

Dagmar, I am interested in the ‘casual’ way you 
describe in making your works as I can see this 
is very important for you and is also apparent in 
the works. Your interest in your works having a 
temporality to them in something I can associate 
with as I also tend to work with simple, light and 
often fragile materials, creating an understated 
presence in the objects. 

I am also drawn to the What Else installation, 
with the curved wall, small sculptures and 
Gras photos. I am particularly intrigued by your 
interpretation of the small sculptures from the 
film and your use of black and white and colour 
photography for the same image, could you 
elaborate on this? Your relationship and influence 
from film seems to be an important part of your 
work? With an emphasis on identity and ideas of 
self? How did this develop? 

Dagmar, I also wanted to ask how important 
for you the relationship is between image and 
object/sculpture, as you specifically describe the 
curtain you are showing in the show as “From the 
street it looked like a common curtain, entering 
the room one saw its completely oversized length 
and it turned into something between sculpture 
and image”?

Dagmar Heppner, Untitled 2010
Photoprint, framed 32 x 45 cm

Hannah James, 7/ Pots (slide) 2011
35mm Slide

Dagmar Heppner, Gras 2009
Two C-Prints, one colour, one black and white, framed, 38 x 47 cm



 Charlotte
Thinking about what you said about Brugel last 
Allia have you seen the Brugel film that is out now 
at the cinema? I wonder if it will be interesting. I 
have not seen so many of Tarkovsky’s films, I saw 
Solaris a long time ago, but remember thinking 
about the cinematography then, and questioning 
what cinematography actually was as a term, 
as a practice? Its very interesting to know that 
Tarkovsky worked with a polariod camera on set, 
he was really seeing how the construction or angles 
of framing were developing during the making of 
a film, tailoring the composition especially for the 
eye of the camera, and the screen, so it would have 
a naturally specific relationship to the way it was 
experienced in the cinema.
 
What does cinematography as a term mean 
to you Hannah and Dagmar? Maybe you each 
have a specific interpretation of it, or there is 
something that you find interesting in it?

You asked me a question Hannah about the idea 
of a linear, or circular time line, the relationship 
between works and the Travelogue and if the 
Travelogue had a physical structure. I do not see 
the Travelogue as having a physical structure 
at all in a formal sense, if anything it is best 
described as a conceptual shape shifter because 
it is a form of research that I use within works. 
It can trigger works, be involved in works, its 
continually in flux though its growth, and so 
that’s why I talked about the shifting states of 
research before. 

Do you think that it is important to articulate 
precisely a sense of time line within your  
work Hannah?

Dagmar you mentioned earlier on in our 
conversations the state of presence and absence 
within your work. I like the positions that both a 
sense of presence and absence can occupy within 
a work at the same time. What do you think of 
this as poetic state? If I could describe it like that, 
so it could also be seen as polemic that construct 
a sense of narrative, or pre-history, i.e the events 
that have gone before to result in the types of 
objects, forms that you present as works?

Could you tell us more about the physical qualities 
that are present within your work through the 
different mediums that you use, because you 
use a diverse range of mediums, and the sense 
of weight or the hardness or softness, graphic 
quality of the materials brings a real exploration 
of the sense of absence, presence within  
the works.

 Dagmar
Hannah, I agree with what you say about finding 
existing objects and reading them in a very 
different way. I do take photos for this reason, 
but also when I see a form that I just like, a 
material that I might use or when I think it is 
a moment that I want to capture and maybe I 
will try to convert this sensation into art later. 
To answer the question, if the photos I sent 
have been used: I tried some things with ropes 
recently and I used clothes for prints etc (the 
image was made when I already started doing 
this) and I guess I might use these declining, sad 
but funny, and very sentimental one day. Also 
Gras was made on a trip in the mountains and 
became a work later. The events, people, things 
that have happened/been there before lead 
to the work, but also to something that points 
beyond it. I guess in this work the absence of 
something shows its presence very well. That both 
states of being literally take place at the same 
time is of course impossible and a poetic state 
as well, at least for me, as in every presence is 
always something missing and on the other hand 
something remains when there is nothing any 
more, both cannot be named. The two conditions 
are mutually exclusive and dependent at the 
same time. Contradictories but also counterparts, 
or pairs, couples, etc do play a role in my work, 
temporary or immanent relationships between 
the context and the work, between the individual 
pieces and between them and the viewer. Goshka 
Macuga used a title once: Objects in Relation (in 
Tate Britain, 2007) which I like a lot. The objects 
(and subjects) together build a context, bring out 
a murmur.

I would say that the mentioned fragile or non-
perfect use of construction in my objects and 
installations or the use of known materials enable 
people relate to them. They have a familiar touch 
although abstraction questions familiarity, people 
see something and than they don’t, things are  
not what they seem or what the viewer expects.  
Our system of perception, self-assuring is  
mostly visual, dependent on others and on  
some common accepted parameters and it is  
in general fragile.

Hannah, I definitely like the idea of a ‘sculpture 
without object’ and am interested in the 
relationship between image and sculpture. 
I picture three-dimensional objects or make 
two-dimensional works having a sculptural 
appearance, like the ceramic objects in What Else, 
2009. In my photos and sculptures I am looking 
for forms that are more ‘masses’ than specific 
things, like the linocut prints (Miss Sonia, 2010, 

and others). Turning to abstraction they loose 
their original outlook and open up, the woman 
with a dress becomes a free form. And I often 
used flat materials, e.g. wooden walls reminding 
of screens, displays or simply pictures. Fabrics 
are also flat, but flexible and can become three-
dimensional very quickly by means of simple 
drapery. A relatively small amount of material 
leads to impressive volumes and figures. I like 
works that exist on the edge of belonging to 
either two- or three-dimensionality.

I was thinking a little more about you two dealing 
with works made for/on film and photo as some 
of my works were made for a certain situation 
but disappeared completely later (the green 
walls, a brick wall on wheels). In your works the 
initial object disappears like Hannah’s wooden 
screen or like in Charlottes’ images of An Event 
Made to be Photographed where already the title 
is clearly referring to the uniqueness of the event 
and the importance of the photography. It points 
out once again how important the image is to 
give an existence to the event and the things on 
the image, to proof it. No photo, no balloons. 
Same in the Absent Forms film, where I think the 
sentences shape our perception of the scenes on 
the images, plus, the combination of both creates 
the whole film and also talks about film as such. 
I like the title and some words relate to things 
we discussed earlier on. I was also reminded of 
a work by Joan Jonas where she used mirrors. It 
is very different, but film is important for her as 
well.

I used some films as starting point or inspiration 
for my work, like in the show What Else, where 
I took forms from Beckett’s Film,1965, for the 
small ceramic sculptures. It was the content of 
the film – a man trying to escape from himself, 
from people, animals, in the end from everything 
that reminded him of eyes or looking – not the 

medium or its means. My interest in literature is 
bigger though, but it actually led to a work where 
cinematographic elements like lighting and time 
play a role. It is like a still photography. I used 
fragments of The Waves,1931 by Virginia Woolf for 
a collage. I took the parts where the changing 
light on landscape, sea and objects in a house 
are described in the course of a day leading to a 
written still life of a whole day.

 Allia 
I really enjoyed watching your film the Absent 
Forms Charlotte. Along with this conversation, I 
am getting more excited about the way in which 
your practice is developing.  It’s interesting how 
the film develops over time and space. When the 
film was presented at Halle für Kunst, Sean Dower 
composed the music for the film live in the space. 
It’s intriguing how this relates to your thoughts for 
the film you have just made.

 Hannah
I think my interest in cinematography stems from 
thinking about cinema and film as a series of 
photographs or images which each have their 
own composition, colour, shape and forms which 
are all within the frame and a consideration 
of each shot. The power of the visual to carry 
narrative within cinema is evident in silent films 
reliance on the purely non-verbal. The mise en 
scène is an important reference for me, which 
again links heavily to all of these ideas. 

Thanks Charlotte for answering my question 
around the visual structure you may have for the 
Travelogue. I was not really thinking of a formal 
physical structure as such but was trying to 
describe how I sometimes think of my practice 
as having a visual form, but a more conceptual 
one. However, your description of the Travelogue 
as ‘conceptual shape shifter’ is a good one! I 
think for me the idea of the time line can be used 
broadly, in as much as works may not sit on the 
time line chronologically all the time. They can 
move quite fluidly within this structure, I think, 
but it helps me often to imagine things as having 
a visual shape. 

I think that is all I need to say for now, as we have 
already discussed so much. 

Dagmar Heppner, Bird 2009
Glazed clay, 16 x 22 cm
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