
 

Ian Kiaer 
Press  
 



Art is Heart 
18.10.2021 

1/2



Art is Heart 
07.06.2020

2/2



Art Viewer
15.11.2019

1/3



Art Viewer 
15.11.2019

2/3



Art Viewer
15.11.2019

3/3



TheFlorentine
19.09.2019

1/5

21/09/2019 Ping! Who’s there? | The Florentine

www.theflorentine.net/art-culture/2019/09/ping-whos-there/ 1/6

ADVERTISE CLASSIFIEDS BOOKSTORE THEFLR OUR SERVICES LOGIN MY TF

  

NEWS EVENTS ART+CULTURE FOOD+WINE LIFESTYLE TRAVEL

BROWSE

Search

 

SHARE

Martin Holman

CULTURE

Ping! Who’s there?
Ian Kiaer at BASE Progetti per l’Arte

SEPTEMBER 19, 2019 - 11:36

Ian Kiaer is a British artist who has
exhibited throughout Europe and
North America. In 2009, he was
accorded a one-man show at Turin’s
prestigious GAM, Galleria Civica d’Arte
Moderna, and last year one leading
public venue in Paris invited him to
show. His next stop will be Germany,
but until late September he has two
intense and challenging installations in
the pocket spaces of BASE in San
Niccolò. In some ways, Kiaer’s work is
uncompromisingly conceptual; in
others, it is visually playful and
exploratory. Having spent time in this
show, the visitor alone decides which
route to follow to reach an
interpretation, then leaves with a head
brimming with propositions.
 
 
 
The street door leads into the first of two narrow rooms. Lying on the
grey concrete floor of the first chamber of BASE’s compact interior are
two objects that immediately dispel the aura of art, its style and finish,
associated with galleries in Florence. The first is an inflated plastic bag,
ultra-light and oversized even for a bin liner. Its sherbet-yellow surface
stands out against the cold hard ground, while its shape, bloated and
distended, makes a slight ru�ling sound as it quivers like a quietlyqui qui
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Kiaer’s unexpectedly spare room lives more in
the mind than in the real space, as if it is
grounded in the lives of everyone who looks at it.

anxious creature. Out of it trails a cable to a wall plug from which
electricity flows back inside to power a fan you cannot see and a small,
illuminated screen that is just visible through the translucent shell.
 

 
As
thoughts
stir about
the bag’s
purpose,
the eye
moves to
the second
object

placed nearby. This small construction, by contrast, is rigid and box-
like. Quite crudely made in what looks like balsa wood, clear plastic,Qui
card and tape, it has two blocks connected by a shallow rectangular
base that raises it slightly above floor level. There is colour here, too,
but it is dull and industrial, and although there are transparent sides,
the visitor would have to bend down low to see inside.
 
 
 

 
Kiaer, Ping, murmer, 2019, at BASE, Florence, 2019. Copyright: Ian Kiaer.
Photo: Leonardo Morfini
 
 
 
Gone are the usual apparatus of galleries. There are no plinths and
barriers. This could be a meeting on the street, among the materials
found everyday around the home or workplace. The objects are a little
shoddy and may have been retrieved from a bin or have been used
elsewhere already, maybe in other exhibitions as di�erent objects. The
plastic, card and wood are scu�ed with wear that is too ingrained to
have occurred during the life of this installation alone. And they could
take on another function at any moment. On the next visit, this
assembly might have changed. At least, that suspicion exists because
the gallery has the feel of a workshop or laboratory, a place where
experiments take place in aid of scientific enquiry. Or this space couldqui
be backstage at the theatre where props are prepared for an absurd
play or as minimal scenery.
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A sensation of time, even of secret history, exists in parallel with the
new uses that Kiaer has introduced. With time, and the random
impressions it leaves, comes the space in which unexpected thoughts
surface. They connect with personal experiences of the world that no
other visitor can share. In a sense, Kiaer’s unexpectedly spare room
lives more in the mind than in the real space, as if it is grounded in the
lives of everyone who looks at it.
 
 
Describing the two objects as sculpture seems insu�icient. They
suggest other things as well: architecture, for instance. The blocky
piece is made up of levels that are probably floors separated by little
Perspex windows. Even the strips of cream-coloured tape resemble
blinds, as if the miniature interior of uprights and beams needed
protecting from strong light.
 
 
The ballooning bag is more radical, being both organic and habitable
(there is a screen inside). It recalls a type of building increasingly seen
in cities, able to go anywhere to solve housing emergencies, host
public gatherings or provide sports events with a covered setting.
Watching the shape billow with air brings thoughts about the potential
space inside if it was full-sized. Both appear temporary, lightweight and
subject to alteration. Kiaer o�ers a bird’s-eye view for comparing the
structures. No question arises of stepping inside either except with the
imagination, the way dolls’ houses are travelled. Or paintings. If we
stretch our imaginations, this installation might be a three-dimensional
painting or, at least, the model for one. Models by architects, planners
or hobbyists project the mind forward into another space and time; it
might be the future or pure fantasy. That is when ideas either li� o� the
plan into reality or remain as unfulfilled visions, still thrilling but only in
an abstract way.
 
A similar process helps Kiaer create new work. During his 20-year
career a recurrent stimulus for Kiaer has been the visionary ideas in
modernist architecture. He frequently quotes them. We think of
quotation in terms of speech and writing but Kiaer expands that reach
into the arts, perhaps because they also have “languages”. Kiaer o�en
refers to architects who took great steps forward in how people make
and inhabit buildings. As a result, Florence is an ideal setting for his
work. The city’s streets still harbour quantum leaps in architecture
from the past by Brunelleschi, Alberti and Michelangelo. These artists
were the cutting edge of the avant-garde of their time—and clashed
with contemporaries puzzled by their ideas.
 
 
Close to our time, Giovanni Michelucci and his team broke new ground
with their interwar train station at Santa Maria Novella, which
confirmed a place for modernity in historic Florence. Their ideas helped
set in motion attitudes that led to the far-sighted concepts developed
co-operatively in the 1960s and ‘70s. Florence’s own highly theoretical
architettura radicale of Archizoom or Super Studio, although little was
built, included blow-up buildings and megastructures that outpaced
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technology. Although their extraordinary vision fed into the recent
extraordinary transformation of city centres, their idealist plans for
new ways to live and work collaboratively never le� the drawing board.
 
 
So, is Kiaer’s installation about new art, missed arcadias, dream
buildings or recent design? Like the yellow inflatable, these
categories seem to want to blow away. Kiaer is interested in how we
arrive at the meanings for what we see or hear. Those meanings are not
always fixed. Tactile objects might suit the thought process better than
words; some ideas, even beliefs, go too deep to articulate. If they could
be described, then they might resemble the writing of Samuel Beckett.
 
 
 

 
 
 
The tense, minimal prose of the Irish playwright and author was
simultaneously zany and sober, witty and profound. At first his writing
could strike readers and audiences as gibberish. We speak, write and
hear the same words but seldom in the way Beckett uses them. As a
result, his work does not initially communicate with us. Then a
pathway opens to piecing together an interpretation; it might take
shape through the sound of his words rather than their known
definitions, or by listening to their rhythm or repetition, or the interval
between phrases.
 
 
Meaning steps out like a mind waking into consciousness. In the
second room at BASE, Kiaer explores this phenomenon with
phrases extracted from Beckett’s story, Ping. The lines written in
large letters on poster-sized sheets of creased brown packing paper
hung on the wall express very little directly: “white… one square yard-
never seen” reads one, “joined like sewn” runs another. Ambiguity does
not stop there. The words on show resemble type in a book but are
visibly handmade; they have been painted to look like print and ranged
to the le� like poetry so that an immensity of space surrounds them.
 
 
Like Kiaer, Beckett crossed barriers and mixed shapes. He was
multilingual and wrote in French, translating himself. His “literature
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without style” is quintessentially modern and has found its place inqui
popular culture. His story was first published in 1966. The full text is
short and sparingly punctuated. Kiaer’s choice of quotes sprinkled
onto the sheets make the original shorter still, even terser and more
ambiguous. His paintings have an unusual layout. The words appear
poorly aligned with the paper as if produced from a badly loaded
printer. The text dri�s o� the bottom edge and collides with the frame
almost before the eye can read it. Perhaps the lines will eventually
scroll upwards in the manner of a newsreader’s autocue prompt? At
that time, maybe the empty expanse of unpainted paper will fill with
meaning.
 
 
Another awkward is the plastic covering to these paintings. At points, it
fails to overlap the paper, and elsewhere its edge spills over on to the
wall. Cloudy with scu�s, cracks and scratches it is tattooed with its own
anonymous past, forlorn with the marks of exposure to careless
handling. (The artist reuses Perspex frames from British bus shelters.)
Kiaer here overlays one story—Beckett’s—with another written by time.
Each has a manuscript of its own, devoid of style, that sets the tone of
the onlooker’s response.
 
 
Kiaer tests the rules of recognition; that was also Beckett’s way.
Likewise, Kiaer is an artist not afraid of creating encounters that test
the onlooker’s ability to put his or her reaction to it into words. How
many ideas can an artist fit into a room with dimensions no larger than
an edicola? The answer is currently filling the space at BASE.
 
 
 
Ian Kiaer: Ping, Murmer
BASE Progetti per l’Arte until 21 September 2019
Via San Niccolò 18r
www.baseitaly.org
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Martin Holman
Martin Holman is a British writer and a former
Florence resident who o�en returns to Italy. He is
collaborating on the first solo show in the UK by
Italian abstract painter Gianfranco Zappettini,
which will open at Mazzoleni, London, early in
2020.
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Ian Kiaer “Tooth House” at Focal Point Gallery, Southend-on-Sea 
September 1~2014 

 
 
Focal Point Gallery is pleased to present ‘Tooth House’, an exhibition by the British artist Ian Kiaer. ‘Tooth House” 
was first shown at the Henry Moore Institute, Leeds where a new body of sculptures was developed in relation to the 
gallery spaces. This work is transposed to the spaces here in Southend, alongside a series of new works specifically 
responding to the building. 

Renowned for his exploration of objects in space, Kiaer’s work is situated throughout Focal Point Gallery in both 
gallery spaces and in the entrance foyer, responding to the building and its context. ‘Tooth House” draws attention 
both to the object and the experience of the encounter. 

Throughout his practice Kiaer repurposes abandoned materials, such as foam packaging or sweet wrappers. In the 
entrance foyer, Kiaer has re-designed the display cabinets using reclaimed plastic from bus shelters in Southend. 
Conceived from Kiaer’s fascination with thirteenth century Chinese painting, the subtle and abstract intervention 
alters the vitrines’ function as a space to display objects to works of art in themselves. Elsewhere in the entrance area, 
the artist has stripped away the gallery furniture to expose the concrete surfaces integral to the building’s structure. 

In ‘Tooth House”, Kiaer’s interest in space and display responds to the work of the architect and designer Frederick 
Kiesler (1890-1965). Amongst his designs for galleries and museums, Kiesler created a series of window displays for 
Saks Fifth Avenue in 1928, while his 1942 exhibition design for Peggy Guggenheim’s The Art of This Century gallery 
resulted in a continuous space for encountering art. The title ‘Tooth House” derives from Kiesler’s 1940s design for 
a residence, modelled on a human tooth. 

Kiaer uses the “gesture” in relation to the placement of materials in order to shape the audience’s interaction with 
the environments. The removal of the doors to Gallery 1 allows a clear visual relationship between all four spaces, 
whilst a new inflatable artwork, Tooth House, tooth (2014), has been made specifically to weave between the 
concrete columns of the building along the Window Gallery. Visible at the end of the corridor to Gallery 2 is a 
lowered ceiling drawing, Tooth House, ceiling (2014), creating an intimate environment in which to 
experience Tooth House, film (2014). In this projected video Kiaer presents a tracking image of the work in relation 
to his London studio. Slowly moving the camera between the decaying architecture and the artworks, the video 
proposes an alternative life for these materials and objects, alluding to the shifting, transient nature of Kiaer’s work 
in relation to space and environment. 
‘Tooth House” is curated by the Henry Moore Institute, Leeds and produced in collaboration with Focal Point 
Gallery. 

.at Focal Point Gallery, Southend-on-Sea 
until 20 September 2014 

http://moussemagazine.it/ian-kiaer-focal-point-2014/
http://moussemagazine.it/ian-kiaer-focal-point-2014/
http://www.focalpoint.org.uk/
http://moussemagazine.it/ian-kiaer-focal-point-2014/
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Ian Kiaer “Tooth House” installation views at Focal Point Gallery, Southend-on-Sea, 2014 
Courtesy: the artist and Alison Jacques Gallery, London. Photo: Michael Brzezinski. 
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Ian Kiaer “Tooth House” at the Henry Moore Institute, Leeds 

May 31~2014 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

.Above  -  a.r. nef, sol,  2013 
 
Ian Kiaer (b. 1971) repurposes debris to create props and proposals for perceiving objects in space, asking questions 
of value and form. He uses discarded and humble materials, such as packing foam, chocolate wrappers, Perspex 
sheets abandoned in the street and standard-sized paper. These materials he cajoles and seduces into artworks in 
his studio, using titles as tools to tune his sculptural environments. Each title holds a specific connection to a project 
by a thinker who made radical proposals for understanding interactions with natural and technological 
environments. 
Tooth House brings together a selection of Kiaer’s works made between 2005 and 2014, the most recent created in 
response to the galleries of the Henry Moore Institute. The exhibition title is taken from the work of the architect 
and designer Frederick Kiesler (1890-1965), whose exhibition designs and building proposals sought to unify lived 
experience with structures for organising the world. Kiesler’s 1942 landmark exhibition design for Peggy 
Guggenheim’s Art of This Century gallery worked with three-dimensional space as a total environment, creating a 
continuous space for encountering art. Kiesler’s Tooth House was a scheme designed in the late 1940s for a 
residence integrated into its environment, modelled on a tooth – that part of the body that grows twice and is a 
constant reminder of our primordial past. 
Ian Kiaer: Tooth House explores Kiaer’s study of the model in a series of fragile fragments that draw on scale, 
material and encounter – key terms for the study of sculpture. The model is a structure that enables thought to be 
materialised and tested. ‘Erdrindenbau project: inflatable’ (2006) is a breathing plastic ball, standing a head taller 
than a human and filled with air from a domestic electric fan. Its position is staged by a drawing bearing the 
worderdrindenbau, a German compound word that roughly translates as a building formed from the earth’s crust. 
‘Offset/black tulip’ (2009) is a frame stretching six metres high, only just capable of holding its own weight. ‘a.r. nef, 
vertical’ (2013) is a plastic sheet, the kind that might be used to wrap up a sculpture in the studio, on whose surface 
Kiaer’s studio floor has been transposed in silver leaf. ‘Tooth House, shadow’ (2014) is a bladder of a ball that 
suggests a building or model in half light. Whether a reference from the history of ideas or repurposed debris, 

http://moussemagazine.it/ian-kiaer-henrymooreinstitute-leeds/
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Kiaer’s models magnify fragments, lifting them out of their context. His work demands an encounter and refuses to 
be fixed by the limits of language. Each project is a tentative procedure, executed through a series of connections 
and encounters. 
. 
at the Henry Moore Institute, Leeds 
until 22 June 2014 

 
 

 
 

 

Tooth House, ceiling, 2014 

 

Grey Cloth Project Glashaus, 2005 
 

 

Offset/black tulip (frame), 2009 
 
Courtesy: the artist; Marcelle Alix Galerie, Paris; Henry Moore Institute, Leeds; Alison Jacques Gallery, London. © 
Ian Kiaer Photo: Jerry Hardman-Jones; Aurélien Mole. 

http://www.henry-moore.org/
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Aesthetica Magazine's blog 
keeps you up-to-date with art 
news from around the world. 
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Review of Ian Kiaer: Tooth House, Henry Moore Institute 
 
In Tooth House, Ian Kiaer responds specifically to the physical context of Galleries 1, 2 
and 3 at the Henry Moore Institute. His overall intention is to find alternative purposes for 
debris. The pieces of debris employed are arranged and titled with the aim of raising 
questions about the value and form of each. The resulting works act as speculative props 
or proposals for the perception of objects in the space. 
The titles of the works in this exhibition are linked specifically to thinkers. Here, Kiaer 
draws on the writings of Alexandre Dumas and makes a connection with the architectural 
theorists Frederick Kiesler, Aldo Rossi, Paul Scheerbaut and Bruno Taut. The title of the 
exhibition draws specifically on the work of Frederick Kiesler. Kiesler’s work – his design 
work and architectural proposals – aimed at the unification of lived experience. Tooth 
House was a 1940s residential scheme modelled on a tooth. 

Scale, material, encounter – all key to the study of sculpture – are facets drawn on by 
Kiaer in the making of these models. The model as exemplar is the central focus of Tooth 
House as a construction aimed at allowing thought to be examined and tested. 

On entering the space at the Henry Moore Institute, the visitor is chiefly impressed 
byErdrindenbrau project; inflatable (2006). This work is a large, transparent plastic ball 

http://www.aestheticamagazine.com/blog/category/all/
http://www.aestheticamagazine.com/blog/category/architecture/
http://www.aestheticamagazine.com/blog/category/art-design/
http://www.aestheticamagazine.com/blog/category/artists-directory-insights/
http://www.aestheticamagazine.com/blog/category/creative-writing/
http://www.aestheticamagazine.com/blog/category/fashion/
http://www.aestheticamagazine.com/blog/category/film/
http://www.aestheticamagazine.com/blog/category/music/
http://www.aestheticamagazine.com/blog/category/painting/
http://www.aestheticamagazine.com/blog/category/performance/
http://www.aestheticamagazine.com/blog/category/photography/
http://www.aestheticamagazine.com/blog/category/sculpture/
http://www.aestheticamagazine.com/blog/?page_id=93
http://www.aestheticamagazine.com/blog/review-ian-kiaer-tooth-house-henry-moore-institute/
http://www.henry-moore.org/
http://www.aestheticamagazine.com/blog
https://www.facebook.com/aestheticamagazine
https://twitter.com/aestheticamag
http://www.pinterest.com/aestheticamag/
http://www.aestheticamagazine.com/
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that ‘breathes’ with the use of an attached fan. Erdrindenbrau is a German compound 
word that means a building formed from the earth’s crust. 
Some other works are given variations on this title, all containing the German word. Of 
these works, this is the one that makes most literal sense taken with the given title. 
Spherical, earth-like form is given an abstracted translation with the employment of the 
transparent plastic in tandem with its name. The work also has spectacle for its scale. 

Another, Erdrindenbrau project: Scheerbaut picture (pink deer) (2006) consists of a paper 
and small plastic image of a silhouetted deer or stag. With ignorance, the suspicion is that 
this work is likely to have significance for a viewer with knowledge of Scheerbaut. It seems 
a highly esoteric piece at first glance. Such can be said of all work exhibited in Tooth 
House, given the use of titular references to other thinkers. 
Nevertheless, the viewer is given to understand the nature of the disciplines in which the 
thinkers worked. This context enables an appreciation of the raising of the question of 
value and form of the works. Discarded debris is given value by the power of the 
institution and related institutions that allowed for its exhibition. Further value is endowed 
according to the kudos associated with the inclusion of the stated intellectual context of 
the thinkers with which the work engages. 

Where elsewhere there is a degree of spectacle for the scale of individual works, the 
viewer is seduced by the value endowed simply by its inclusion in the exhibition. Such can 
be said ofOffset/black tulip (frame) (2009), a six-metre high aluminium frame. 
Likewise, Black tulip, sleep(2012) consists of long, fan-inflated, transparent bag 
suspended from the ceiling of the gallery. 
On their own terms, the works in context impart an esotericism that borders on the 
solipsistic for the artist. As a comment on value and form, or indeed as an aesthetic 
collection of works, Tooth House is an exhibition requiring a high degree of sensitivity on 
the part of the viewer. 

Ian Kiaer: Tooth House, until 22 June, Henry Moore Institute, 74 The Headrow, Leeds, 
West Yorkshire LS1 3AH. For more information visit www.henry-moore.org. 
Daniel Potts 

Credits 
1. Ian Kiaer, a.r. nef, sol (2013). © Ian Kiaer. Courtesy of Private Collection, Paris, Marcelle Alix Galerie, Paris 
and Alison Jacques Gallery, London. Photo: Aurélien Mole 
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JUIN 2013 
 
A l'invitation de Marianne Lanavère, Ian Kiaer a investi les vastes espaces du centre d'art de 
Vassivière avec de délicates installations qui jouent subtilement avec les contraintes 
architecturales du lieu, conçu par Xavier Fabre et Aldo Rossi à la fin des années 1980. Nadège 
Lécuyer nous conduit dans l'exposition salle après salle, et retrace avec minutie l'expérience du 
visiteur confronté aux oeuvres et à l'architecture. 
   
IAN KIAER 
 
BRIBES D'UTOPIES 
 
Inspiré par les utopies architecturales, le travail plastique de Ian Kiaer se situe dans un temps 
réflexif, entre projet, idéal, rêve et réalisation. Déployant, entre sols et murs, des installations 
précaires composées de matériaux du quotidien, l’artiste manie avec précision l’art de la 
composition et du détail. Pour sa première exposition personnelle en France, Ian Kiaer investit le 
centre d’art de Vassivière, conçu par Aldo Rossi et Xavier Fabre. Tout en étant déterminées par le 
modèle architectural existant, ses propositions déjouent les contraintes des espaces tels qu’ils 
furent conçus par les architectes, en questionnent les échelles et les fonctions. 
 
« Une barre et une tour », tel était le dessein d’Aldo Rossi lors de sa première visite sur le site. 
 
Verticalité : nous pénétrons dans le cône. Sur les parois de pierres est projetée, en gamme de gris, 
l’image en mouvement d’une maquette flottant en temps réel sur les eaux du lac de Vassivière. 
Une sphère parfaite : la clé de voûte des grands architectes utopiques du siècle des Lumières. 
L’espace, plongé dans la pénombre, est éclairé par une lumière zénithale. On monte au sommet 
de l’escalier hélicoïdal où tout converge, curieux d’élargir notre point de vue. Au XVIIIe siècle, 
Claude-Nicolas Ledoux situait toujours ses projets de cités idéales dans des paysages harmonieux 
: une végétation luxuriante structurée au moyen de l’architecture. Nous y sommes.  
 
Changement de plan : horizontalité. Confronté à la stature imposante de « la nef », Ian Kiaer 
expérimente la réalité du contenant, l’espace d’exposition pour lui-même. Les fenêtres sont 
obstruées, les néons décrochés et posés au sol. Le vide ou presque. 
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Dans un angle, au fond de cette vaste pièce, flotte une forme gonflable et transparente, une 
enveloppe suspendue et mobile. Empruntant sa silhouette en coque de bateau à la charpente, 
cette poche d’air s’impose tout en légèreté dans l’espace, souligne et déstabilise l’aplomb de la 
masse architecturale. Structure pneumatique, alternative nomade à l’ossature pesante du 
bâtiment, la forme signale son autonomie. Capsule close sur elle-même, confinée  entre quatre 
murs, elle marque l’impasse des architectures utopiques des années 70. 
Posée sur le sol de granit, une bâche en plastique peinte à la feuille d’argent, rectangle désaxé au 
regard du parcours imposé par l’architecture, désoriente le pas du spectateur. Une tâche de 
lumière ponctuant l’espace. On la contourne, on la contemple, on se mire dans ses reflets. 
Entre plein et vide, permanent et transitoire, mobilité et stabilité, dessous et dessus, les volumes et 
les surfaces se dénivellent de manière à souligner le jeu de la combinatoire. 
 
Nous empruntons l’escalier pour descendre dans « l’Atelier ». 
Dans cet espace, l’échelle est celle de la maquette mais aussi celle du projet. L’artiste y traduit sa 
rencontre avec Aldo Rossi à partir de fragments d’images et de constructions.  « Ed io anche son 
pittore » (Moi aussi je suis peintre) est la devise placée en exergue de l’Essai sur l’art d’Etienne-
Louis Boullée, une conviction de l’architecte selon laquelle la pensée et l’image du bâtiment sont 
aussi importantes que sa construction. 
Le corps du spectateur doit se plier au dispositif de Ian Kiaer pour appréhender les éléments 
disséminés sur le sol ; des maquettes miniatures du bâtiment exhumées telles quelles des 
archives du centre d’art, assemblages frustes de matériaux marqués par l’usure du temps, une 
empreinte partielle du parquet londonien de l’artiste peinte sur une bâche en plastique, une forme 
en plexiglas, citation du paysage, placée sur un bloc de béton cellulaire, entre autres poussières 
d’argent. L’architecture vécue que l’on arpente se réduit à des bribes de matière documentaire que 
l’on survole du regard. Un carrousel fait défiler les diapositives des études préparatoires et du 
chantier, la réflexion et sa mise en œuvre, avant l’éclosion dans le paysage. C’est dans ce temps 
intermédiaire entre l’idée et sa réalisation que l’imaginaire prend tout son sens. 
Chacun peut, en regardant ces archives de la construction en devenir, y voir la maquette d’une 
autre architecture possible. Nous pouvons projeter, à partir de fragments, le lieu idéal. Ce sont les 
formes que l’architecture aurait pu prendre si pour une raison ou pour une autre, elle n’était pas 
devenue telle que nous la voyons aujourd’hui. Se plaçant en acteur d’une histoire qui se poursuit, 
Ian Kiaer reconsidère le bâtiment et y dessine sa propre trajectoire,  confrontant le projet présumé 
à sa perception des lieux. 
 
 « Un bâtiment n’a jamais autant de sens que quand il change d’usage » - Aldo Rossi. 
 
Les murs latéraux de la « salle des études »  sont troués de fenêtres en demi-lune offrant, à 
hauteur d’yeux, une vue sur les alentours. L’artiste recouvre partiellement un troisième mur de 
grands lés de papier blanc sous plexiglas. Interrogeant la frontière fragile entre l’intérieur et 
l’extérieur, des fragments de l’architecture et du paysage viennent s’y refléter, projetés par la 
lumière du jour. L’œuvre se fond dans le décor référent, qu’elle montre. 
Sobriété énigmatique. Une puissance poétique émane de la banalité des matériaux et de 
l’économie du geste dans l’espace. 
Un petit nombre d’éléments sont disposés au sol, agencés minutieusement les uns par rapport aux 
autres dans un jeu d’équilibre et de tension parfaitement maîtrisé. Un personnage d’à peine 
quelques centimètres de haut, placé dans l’ombre d’un ballon en caoutchouc sombre et opaque, 
l’explosion sculpturale de cette sphère en un délicat assemblage de petits polygones filtrant la 
lumière par transparence, une bâche, un cercle... Des formes élémentaires entrant en résonance 
avec les utopies lumineuses passées. Des formes simples, empruntées à la nature. Car « tout est 
cercle dans la nature, écrivait Claude-Nicolas Ledoux, la pierre qui tombe dans l’eau propage des 
cercles indéfinis (…),  les planètes parcourent leur immense orbite » (1). Si l’on ajoutait ne serait-
ce qu’un seul objet à la composition de Ian Kiaer, l’harmonie d’ensemble serait brisée. Le presque 
rien se trouve sublimé dans la plénitude de la composition, chaque détail devenant une 
composante essentielle du tout. Le juste rapport entre les choses est complexe et fragile. Un 
simple relief accidentel de l’eau et la pierre qui tombe, ricoche.  



 

 
 

Labellerevue.org 
06.2013 

3/4 

 
On termine notre cheminement par « le petit théâtre », situé à l’extrémité du bâtiment. On y entre 
par le haut des gradins d’où l’on domine la mise en scène. Dans cette pièce, dédiée aux échanges 
et aux rencontres, une seule petite fenêtre est placée à hauteur d’homme, ouvrant la perspective 
sur le barrage du lac de Vassivière. Prenant à contre-pied la fonction de ce lieu, une chaise vide 
nous fait face, dans un angle opposé de la pièce, invitant à un échange silencieux et réflexif entre 
regardeur et regardé. Mais si l’on veut saisir l’histoire qui se joue sous nos yeux, il nous faut 
s’approcher et entrer en scène. L’artiste réinterprète le décor théâtral et déroule, contre un mur, 
deux larges bandes de papier blanc. Derrière ces rideaux : une autre scène qui se déroule hors-
champ. L’intérieur, tranquille, s’oppose aux agitations du dehors que les murs dissimulent. Coup 
d’œil curieux par le hublot : une étendue bleue bordée par la nature.  A quelques centimètres, 
accroché au mur, on découvre un petit tableau peint par l’artiste : le même paysage, aux couleurs 
vert d’eau. Emporté dans ce mouvement de va-et-vient entre rêve et réalité, on se surprendrait 
presque à chercher du regard une sphère flottant à la surface du lac. 
 
Ian Kiaer déprogramme l’architecture du centre d’art de Vassivière. Avec une précise délicatesse 
du geste et de la matière, l’artiste ajuste les contraintes fonctionnelles à ses recherches plastiques, 
opte pour la mesure face à la démesure, risque la modestie contre la grandiloquence et insuffle, 
aux espaces lourds de sens, de nouvelles pratiques habitantes. 
« Une barre et une tour » : deux axes perpendiculaires, un repère aux coordonnées variables, 
ancré dans les courbes de la nature. 
 
Nadège Lécuyer 
 
 
NOTE 
 
1. Claude-Nicolas Ledoux, L’Architecture considérée sous le rapport de l’art, des mœurs et de la législation, 1804. 
 
_______________________ 
 
Ian Kiaer 
Centre International d'Art et du Paysage - Ile de Vassivière 
14 avril > 23 juin 2013 
 
www.ciapiledevassiviere.com 
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“Ian Kiaer” article 890  
au Centre international d'art et du paysage, Ile de Vassivière 
du 14 avril au 23 juin 2013 

www.ciapiledevassiviere.com 

  

© Anne-Frédérique Fer, vernissage, présentation de l'exposition par Marianne Lanavère et Ian Kiaer, le 13 avril 2013. 

 

Légendes de gauche à droite : 
1/  Ian Kiaer, UEA, Steps, 2011. Projection lumineuse, plastique, bois, mousse, Dimensions variables. Vue de l’exposition : Au loin, une île !, FR     
Jacques Gallery, Londres et Marcelle Alix, Paris, © Aurélien Mole. 
2/  Ian Kiaer, Bruegel project: survival balloon, 2007. Couverture de survie, sachet hermétique de paquet de céréales, Dimensions variables. Co     
Londres, © Ian Kiaer. 
3/  Ian Kiaer, Erdrindenbau project: building for Scheerbart, 2006. Feuille de plastique, peinture, maquette : plastique, carton et papier collés, Di    
Alison Jacques Gallery, Londres, © Ian Kiaer. 
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Interview de Isabelle Alfonsi, galeriste de Ian Kiaer, 
par Anne-Frédérique Fer, à la galerie Marcelle Alix, Paris, le 30 avril 2013, durée 13'12". © FranceF  

site de la Galerie Marcelle Alix : http://www.marcellealix.com/

 

extrait du communiqué de presse : 

 Marianne Lanavère, directrice du Centre international d'art et du paysage. 

 Pour sa première exposition personnelle en France, l’artiste britannique Ian Kiaer propose une relec        
par Aldo Rossi et Xavier Fabre en 1986-1988 et érigé sur l’île de Vassivière en 1989-1991. 
À travers un ensemble d’oeuvres nouvelles, toutes conçues pour le lieu, Ian Kiaer revient sur la dim      
dressant un parallèle entre la pensée d’Aldo Rossi et les projets utopiques d’architectes tels qu’Étien      
Ledoux au XVIIIème siècle. 
Questionnant la fonction prédéfinie que chaque salle du centre d’art s’était vue attribuer à l’époque       
différentes phases de la vie d’une oeuvre, l’artiste rejoue les rapports entre recherche, création et tra      
installations dans lesquelles archives côtoient matériaux trouvés. 

Dans la pénombre intérieure du « Phare » se projette en noir et blanc une silhouette expressionniste.         
surveillance, l’image est celle d’une petite maquette flottant sur le lac, inspirée de la « maison des g        
Nicolas Ledoux.  
Dans la « Nef » du Centre d’art, Ian Kiaer met à nu l’architecture en y décrochant les tubes néons –        
pour les laisser pendre le long du mur. Un immense gonflable transparent reprenant la forme inversé         
sol, la matérialité du granite contraste avec l’empreinte du parquet de son atelier londonien, obtenue       
éléments photographiques et picturaux, reprenant tant des architectures visionnaires que des motifs     
Dans l’ « Atelier », I’artiste introduit à nouveau l’univers de son atelier londonien qu’il mêle à des p       
construction du lieu, tandis que dans la « Salle des études » il réalise au contraire son oeuvre la plus      
sphérique de Claude Nicolas Ledoux par le biais d’éléments issus de la vie quotidienne. 
L’exposition se finit dans le « Petit théâtre », dont il accentue la dimension théâtrale en y plaçant fac        
déroulés tel un rideau de scène et qu’il associe à du mobilier, écrans et autres accessoires. 

L’artiste : 
Ian Kiaer est né à Londres en 1971 où il vit et travaille. 
En France son travail a été présenté à la Biennale de Lyon (2009) et à la Biennale de Rennes (2012)       
récentes :Le vicomte pourfendu, Marcelle Alix, Paris, Champ d’expériences, Centre international d’         
et Au loin une île !, Fondation d’entreprise Ricard, Paris. Le MUDAM à Luxembourg expose actuel        
Papillon, une exposition collective proposée par Christophe Gallois. 

Catalogue d’exposition : 
Conçue en collaboration avec l’artiste, cette édition agit comme un fragment de l’exposition. Un po      
s’accompagne d’un texte de Jonathan Lahey Dronsfield, philosophe anglais.L’exposition et le catalo         
franco-britannique pour l’art contemporain, du British Council, de la galerie Alison Jacques, Londre         
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