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Arnolfini is referred to as a national ‘flagship’ centre for the contemporary arts, based 
in Bristol. Like CCA, it is one of those arts organisations that have recently received 
a big Lottery grant to re-furbish its premises. It has been around for a long time. 
Arnolfini was established in 1961. In a sense, it could be thought of as one of those 
‘shiny palaces’ set up to deliver the artist's monologue. It comes out of a tradition of 
‘display’, rather than production. Technically the public art gallery is supposed to 
‘educate the public’ in contemporary art. Obviously, that sets up one sort of dynamic 
relationship that might be characterised as a monologue delivered to an audience. 
But our challenge now is to see if we can shift this kind of institution to something 
that is more about dialogue and making meaning as a social activity. What I would 
describe as a ‘project-minded’ approach. 
 
Anne asked me to talk about power and representation. That is a massive subject. I 
am here partly because of projects I have curated; socially engaged, context-led 
projects. I am also here because I have found myself in a position of power, 
apparently, as Director of Arnolfini. I am in the process of trying to shift that 
institution, so I suppose I embody a set of contradictions and difficulties. 
 
I do not think that the issue for art institutions is about exclusively representing the 
monologue or exclusively a dialogic approach. Quite often discussions in the arts 
about this are defensive and polarised. At Arnolfini, I think we can still deliver mono-
logic exhibitions, such as painting shows, and we can still interpret the work for the 
public as a kind of building-based activity. However, my main concern is with 
engaging people in what is meaningful for them. Often that might be ‘off-site’ and in 
relation to different contexts. I don't tend to think about the public realm so much 
but rather as a kind of ‘social space’, as Henri Lefebvre describes it; a kind of cultural 
geography with overlapping maps of meaning that people inhabit. The main thing 
is that we are on that map, that people feel that they can engage with us, that it is 
meaningful for them. 
 
But there is a contradiction here as well. I have travelled this journey that Suzanne 
was talking about, from being an artist to running a large centre for contemporary 
art. Is there a sense that being drawn into the institution is actually a process of 
disempowerment? Is it a way of stopping those kind of socially engaged practices 
from having an effect? Is it a way of the system absorbing my effectiveness, if you 
like? 
 
There are two positions that I would like to look at. That is to look at a straight-
forward analysis of cultural politics in a public context, and also to reflect on my 
own position within that hierarchy of power and what it means to go from being an 
artist through to developing a small organisation, Spacex, to directing a much 
larger organisation, Arnolfini, and how those trajectories overlap. 

When we were talking prior to this evening, as Suzanne says, we found a lot of 
commonality, albeit my work is less visible and less eminent that Suzanne's! We seemed 
to identify three distinct stages in this process of development. 

 Initially, we were both concerned with issues of the body, and representation – embodied 
experience, if you like.  In Suzanne's case it came out in the form of actionism. I think she 



was, well not necessarily the Nitschi of Los Angeles, but maybe the Valie Exportii In that 
process of exploration, we found ourselves shifting towards something that was much 
more around dialogue and participation – the idea that meaning is a social process.  It is 
something that we make together. 

At Spacex I found I could develop projects around participation with relatively little 
money, but total freedom in a way that is much harder now that I am in a bigger 
establishment. 

The third stage, if you like, is this question about visibility and the institution and how to 
actually effect change without being absorbed. 

You will have to excuse me for being autobiographical, but I suppose what we decided is 
that I should be the test case.  We should look at a process of change and test it out 
along the way. I hope you will bear with me because we are going back into pre-history to 
start off with. There are things that I would do differently now. Hopefully we can use this 
as material to discuss how things have changed. 

Paul Valéry and 'The Three Body Problem' 

I decided to call this talk The Institution and My Body since we started from that point. I 
am using the term My Body borrowed from Paul Valéry who was a French existentialist 
poet back in the early 20th century. Valéry talked about the 'Three Body Problem' and he 
differentiated three positions: the Visible Body – the surface that everyone sees, the 
surface that is photographed, that is in films, the visible surface that you see in the mirror. 
The second is the machine – the Mechanical Body that doctors would take apart, a bit 
like a car, the body that you can see in diagrams. However, for Valéry, the most 
important body was My Body.  Really naming it at all  is a contradiction because My Body 
– the very substance of my presence in the world, My Being, Valéry suggests, is actually 
unnameable.  It is before any kind of re-presentation.  

That was one of the issues in my practice as an artist.  I was looking at the body and 
representation.  I was also working in context-based, artist-led projects. When I shifted 
over as a natural progression out of my practice into curating, the first projects I looked at 
were concerned with My Body in relation to different public institutions. 

Just before I get on to that, I promised Suzanne to include illustrations of the Three Body 
Problem using Antonin Artaud's body, as he was a contemporary of Paul Valéry. This first 
is of course the surface picture – the visible Artaud, as we knew him in films and then 
later as the real theoretician of the Theatre of Cruelty when he was famously a drug 
addict and a madman as well as a brilliant theoretician, an actor, playwright, a poet, an 
artist. Then there is also the Mechanical Body.  In a recent exhibition in Düsseldorf they 
showed the x-rays of Artaud's back when he had been in shock therapy and his back had 
actually been broken.  But it was a terrible, disgusting thing to see in that context. 
Apparently, he always used to press his back with a pencil because it had been broken. 
He produced this series of incredible drawings when he was in the Rodez Psychiatric 
hospital.  He referred to them as 'subjectile' – a sort of combination of the subjective and 
the projectile, if you like. 

I put these forward as the idea of My Body. Artaud used to talk about the Theatre of 
Cruelty as the birth of anti-representational theatre – perhaps the beginning of 
performance. He talks about wanting to smash language to touch life, to remake theatre. 
It certainly led on to Cage and then Kaprow's Happenings.  

 



 

The Visible and the Invisible (1996) co curated with Zoë Shearman 

That was early modernism.  It was the time of looking at subjectivities and not 
questioning a wider cultural context that these were framed within.  When I co-curated 
with Zoë Shearman the project, The Visible and the Invisible (1996)iii, we wanted to take 
My Body and test that idea in lots of different non-art contexts. This was the project that 
we started with as independent curators.  We did the usual thing of making lots of 
applications and were turned down. Then the Institute of International Visual Arts (inIVA) 
luckily agreed to taking on the proposal.  

Here is a map of the Euston area.  These are all different non-art sites that have different 
traditions for representing the body.  At the starting point of the walk there is a church, 
further along the Quakers with its peace-campaigning tradition, the Wellcome Trust with 
the medical charity and then finally University College London (UCL). Within each of 
these different contexts, we set up a number of artists' projects, mostly new commissions 
with some re-contextualised works. (fig. 1) 

  fig. 1 

In St Pancras Church we think of births, marriages, deaths; presence and absence. Up in 
the ringing chamber, in the spire underneath the bells, Louise Bourgeois made a site-
specific installation of headless bodies apparently hanging in space, made from her old 
ski-pants.  It was an incredibly theatrical space with the ticking of the metronome and the 
bells striking every quarter of an hour overhead. (fig. 2 – 3) 

                          

           fig. 2                                 fig. 3  

Doris Salcedo made this piece underneath. It was the first time she had shown in the UK. 
It is a space off the main body of the church where bits and pieces are stored and 
vestments are changed.  She made these niches underneath the stairway and inside 
them were shoes donated by families in Columbia of The Disappeared - victims of state 



terrorism whose tortured bodies are subsequently hidden.  Doris sewed velum over the 
niches. (fig. 4- 5) 

 

                  

fig.4      fig.5 

Outside in the south garden a Cuban artist, Tania Bruguera, made a homage to Ana 
Mendieta.  You may be aware of Ana Mendieta's incredible work around the silhouette 
and making connection to the earth.  As a performance, Tania actually burned her 
silhouette into the earth. (fig. 6 – 7) 

                

fig. 6      fig. 7 

Finally, underneath these rather amazing caryatids (who apparently had a section 
chopped out which is why they are rather stout because they did not fit when they 
arrived), looking down into the crypt below the church through these ventilation holes, 
Jayne Parker made a video installation.  What you saw was swimmers coming in and out 
of green water. She continued further along in another chamber underneath the body of 
the church where she presented a light box with an image of the tomb of Mary 
Wollstonecraft from the old St Pancras church where she was buried with this incredible 
moss growing over it. Mary Wollstonecraft was an early feminist, known for A Vindication 
of the Rights of Women 1792 in which she argues for equality between men and women 
based on equal access to education within a social order based on reason. (fig. 8 – 9) 

                                   



fig.8       fig. 9 

Further along the Euston Road, as I mentioned, was The Friends Society, Headquarters 
of the Quakers.  It is quite interesting working with these different institutions, because 
they all had their different ways of organising, their different hierarchies if you like. The 
Quakers don't believe in hierarchy at all.  It was actually very difficult to get a decision out 
of them as a result!  So we ended up making a piece outside their building with Yoko 
Ono.  It is a billboard sited in front of the Peace Garden, on an Ultravision hoarding.  It 
had advertisements for Whiskas, and Benson and Hedges coming up in-between.  The 
text actually says, 'We are beautiful. We are fun. We are mammals without tails'.  A 
Celebration of Being Human, London 1966-96.  It was the 30th anniversary of Yoko 
Ono's Bottoms film.  We were told that, actually, nearly a million people would have seen 
this as they drove past on the Euston Road. How deep their engagement with it was, is 
another matter. It was a very visible piece, that's for sure. (fig. 10) 

   fig. 10 

Then there is the Wellcome Trust, a medical charity - the richest charity in the world, 
apparently. Francis will corroborate this: it is a very hierarchical organisation!  
Remember, this is in 1996.  I think it was the first Science / Art project that they had been 
involved with.  As such it was a pilot for future things, such as their Sci-Art prize. Then 
they were very prescriptive. We were invited to make interventions within their 'Science 
for Life' exhibition.  Within the context of the Mechanical Body that I talked about earlier, 
the artists introduced the presence of My Body. 

For example, Brian Jenkins, who is a wheelchair user, often undertakes very heroic 
activities like mountain-climbing. For the Wellcme Trust, he made a piece next to this 
skeleton that you could interact with based around the Madonna of Lourdes. (fig. 11) 

   fig. 11 

Louise K. Wilson made a piece using her own brain scans.  She had been a guinea pig 
for various medical laboratories. She added a narrative.  The voice-over was a hypnotist 
who could have actually hypnotised you – apparently – but she asked him not to go that 



far. The hypnotist is trying to persuade you (rather successfully) that you had a physical 
relationship to what was on-screen. (fig 12) 

 

   fig. 12 

 

Nancy Burson developed the Age Machine, which scanned your face and then aged you 
by up to 20 years.  It was quite a simple piece, but in fact the FBI took it up.  It crossed 
over from the art world. (fig. 13) 

 

   fig.13 

Virginia Nimarkoh persuaded part of the staff structure of the Wellcome Trust to donate 
their baby photos to go into the hierarchy.  This was an interesting one because, at one 
point, there was some controversy over whether we were the 'enemy in through the back 
door'. I don't know how she managed to do this. (fig. 14 – 15) 
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Donald Rodney had sickle cell anaemia and, sadly, he has since died from that. He had a 
series of operations and that image that we showed as our brand for the projects was the 
scar from his thigh.  He made this piece to go alongside a teaching CD about malaria. 
Sickle cell is related to malaria. In this piece you press on points along the digital image 
of the scar that opens up and plays his favourite songs. (fig. 16 – 17) 
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The final sites were in UCL, representing the academy, the site of, I suppose, the 
tradition of the mind/body divide; that kind of Platonic idealist tradition.  Three artists 
showed in this context and all making work around sound rather than the visual (although 
there were visual aspects to it), but really challenging the mind/body academic process. 

In Maureen Connor's work we see the casts of a tongue and larynx made of lipstick.  The 
sound piece was a recording of a baby, a younger and an older woman laughing and 
crying. They became quite animalistic sounds in this context of the observatory outside 
the Slade. (fig. 18 – 19) 
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Bruce Nauman's piece, Get out of my head, get out of this room repeats this phrase until 
it becomes almost a meaningless noise. It was sited in the concourse going into the 
computer department. (fig. 20) 

   fig. 20 

Finally, Sutapa Biswas made a projection piece for the Beadle's box.  The Beadle is the 
kind of guardian of the vice-chancellor. The projection is a woman just crying.  Sutapa 
sited this opposite the body of Jeremy Bentham. It is actually his body preserved, left in 
his will to the university.  Apparently, it did not include his head, because that had been 
used for a football match at some point in the '30s, so that is now in the University's safe. 
(fig. 21 – 22) 

                         

 fig. 21           fig. 22 

 

I have raced through this and haven't given enough attention to the individual pieces. It is 
the first project that I was involved with eleven years ago.  It was site-based. It was 
context-led. It wasn't focused particularly around participation. It wasn't really about 
engaging different audiences.  It was about unpacking histories and traditions of 
representation in non-art places.  

 

 



Spacex, Exeter and the Home series 

Now I am going to talk about my move to Spacex in Exeter.  Exeter is a small city.  It is a 
very comfortable place.  It is one of those capitals of Middle England. Middle England is a 
strange concept referred to in the press and by politicians. It is not really a physical place. 
It is a set of attitudes. Politicians seek to influence the opinions of Middle England.  I am 
being terribly cruel to Exeter in saying that, but the way it seemed to project itself, was as 
a kind of uniform, homogenous culture.   
 
In fact, this homogeneity is entirely constructed. Exeter is full of all sorts of overlapping 
histories.  I found it an incredibly rich context to make projects there because we could 
begin to unpack ideas that Middle England seemed to deny. We began to see that, rather 
than uniformity, there were histories and different communities that were somehow 
excluded by this hierarchical idea of the Middle England lifestyle.  Some of you will have 
had this preparatory information that Anne has sent out. I wrote an essay about Middle 
England as an example of cultural hegemony (to use a Gramscian term) - Trevor, T. 
(2006) Homeland: Making Meaning in Middle England. In a sense, what you had was a 
set of moral values that seemed to be naturalised as if it were common sense – in the 
context of Exeter. 

So Exeter's High Street is at the top of one survey of 'clone towns' and has a lot of chain 
stores now.  Exeter is always at the top of surveys. It was the top of 'the best quality of 
life' because it has got the seaside and the moors close by.  It was also, at one point, the 
top place for homeless people to go because it was a comfortable place to be. 

As part of this series of projects looking at Middle England, we started off with the Home 
series, particularly looking at homelessness.  The first project was quite a wide-ranging 
project, but I will just focus on a few issues within it.  We invited Christine and Irene 
Hohenbuchleriv, Austrian artists, to come and make work.  At the time, it was the end of 
the Kosovo war and they had designed a Mother/Children House for the victims of the 
war.  

Out of that initial idea, we invited several different groups to participate. In particular I 
want to show you some architectural projects. 

There was an international project called 'Architecture for Humanity'v which was looking 
at designing transitional housing in war or disaster zones. We wanted to bring that project 
to a local situation. One of the finalists in this competition, Mike Lawless, actually came to 
Exeter.  At that time we had established a relationship with a hostel for homeless young 
men at the top of the road.  It was very close to Spacex and we had an ongoing 
relationship based on projects. The hostel was located near a gap site: buildings had 
been knocked down and cleared.  Within about a year and a half it had been built on, but 
at this time it was a really useful platform for projects. We worked with a group, some of 
whom were homeless guys and we made an incredible shelter. (fig. 23) 

  fig. 23 



Continuing this process of participation is the artist Lois Weinbergervi.  He is possibly 
best-known for his intervention at Documenta X into the Kassel railway station, Kassel 
Bahnhof, where he grew weeds that he had collected from all across eastern Europe 
amongst the tracks of the transit lines of old Europe. Lois Weinberger actually made a 
garden as part of the Home series, working with the young men from the hostel. The 
plants came from a stately home just outside Exeter called Poltimore House that had 
become completely derelict. Lois described this as the Royal Garden of Poltimore House. 
We transplanted part of the (completely overgrown) gardens back to the centre of the 
city. One of the main concerns of Lois's practice is to challenge the idea of a 
nature/culture divide: 'everything is cultural'.  This project was really looking at the edge 
of the city in Exeter.  Although it is close to the countryside, the real edge of the city, or 
the edge of nature, if you like, was this gap site. (fig. 24) 

 

  fig. 24 

 

The six metre plaque on the side of the hostel wall is a kind of map of the city. Lois 
included words: names of plants, weeds, and whatever he found on the gap site as well 
as words contributed by the participants- 'key worker', 'cider'. We held a barbecue with 
the participants and actually, subsequently, this garden seemed to gather sculptures 
around it.  We also gave the Shilhay community, as it was called, a wall in the gallery, 
back at Spacex, and they had a relaunch of their new premises there. This image shows 
Mark, one of the participants, who is still volunteering at Spacex now, seven years later. 
(fig. 25 – 26) 
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Another artist, interestingly, dealing with narrative, fairy tales and popular folk stories, is 
Sigalit Landauvii.  She made a work around the Little Matchstick Girl who was supposed 
to have frozen to death on Christmas Eve.  The project was at the height of the summer 
(the real tourist season) and Sigalit wanted to make lollies that she could give out to 
people.  She also wanted to make what she called a Somnambulin to distribute the 
lollies.  This was a kind of music box, but it was also a concrete mixer so, obviously, there 
were different associations at play in the piece.  She is an Israeli artist.  She was very 
much involved with the peace movement. The Somnambulin played an incredible folk 
tune as it drove around through Exeter and out towards the beach, creating an amazing 
feeding frenzy of lollies going out to the public– very nice fruit flavours! Then we drove off 
through a housing estate, Burnt House Lane, and then Topsham which is a rather chi-chi 
village and then, finally, out to Exmouth, the beach. (fig. 27 – 29) 

   fig.27 

           

fig.28      fig. 29 

The final project in the Home series was the artist, Gavin Renwickviii who, as some of you 
will know, is now based at Dundee.  He had been engaged in a long-term dialogue with 
the elders of the Dogrib or Dene people in the Canadian sub-arctic.  As part of their claim 
for independence to obtain status as a traditional knowledge project, they employed 
Gavin as a translator or facilitator of parallel understandings.  These are images that 
Gavin found showing the first, if you like, Western houses being built on the territories 
near Rae-Edzo.  There is a manual that Gavin discovered in the library in Yellow Knife. It 
is partly in Inuit, because it is actually for teaching people to live in their new houses in 
the late '60s.  (fig, 30 – 31) 



          

fig. 30      fig. 31 

How this manifested itself in Exeter was as a residency in the museum within the 
Ethnography Department.  Gavin was there for four months, researching their reserve 
collection.  His topic, as he outlined it, was to really look at it as a sense of home, but of 
northerliness in the home.  Within the reserve collection there were an incredible number 
of objects that had not been identified.  In fact, the whole museum was really a very 
interesting kind of microcosm of different sorts of histories.  The World Cultures Gallery, 
for example, in Exeter is a really incredible ethnographic collection.  It was mostly 
donated by Victorians – local people – so it is really trophies of Empire. There must have 
been a lot of thought put into how to present the collection. Nevertheless, these works 
were more about Exeter and its relations to the world than perhaps about the world. 

Gavin placed the works he identified within the collection.  For example within the 
silverware of the first governor of Vancouver, these are sealskin cups. In front of a 
fireplace there is a drum from Nunavik. The drum is the traditional form of establishing 
the hearth as the home, placed in this exhibition in juxtaposition to a Georgian hearth. 
Similarly, in the collection of navigational tools Gavin has found an Inuit map that is 
actually a carved bone to hang around the neck. There is a snow knife for cutting snow 
and to build an igloo. Some of these items were unidentified previously but via the 
internet and his regular trips and in dialogue with the Dogrib, we were able to find out 
what they were.  

Another project within this context of 'Middle England' is Patterns 2001.  It looks at 
Islamic traditions within Exeter.  Two Algerian artists, Zineb Sedira and Samta Benyahia 
made site-specific installations around the city including in the cathedral, the local 
mosque and also in shops. Samta made a window-stick film that covered all of Spacex's 
windows and this extended across the city, including the cathedral. (fig. 32 – 33) 
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Zineb Sedira's photographs associated the haik, which is the traditional Algerian white 
veil, with the Virgin Mary.  She actually placed an image of a woman wearing the haik 
outside the Lady Chapel within the Cathedral. (fig. 34 – 36) 
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There was a whole series of further projects - one large-scale project, entitled Homeland 
2004, in 2004 took on issues around shopping and unpacking all sorts of different sub-
cultures within Exeter, as well as environmental projects.  (fig.37) 

   fig. 37 

 

 

I am stopping here.  

 

 

Directorship of Arnolfini 2005 

Now I am at Arnolfini. As I mentioned, this is the space of the monologue in a sense. For 
me personally, it is just another context.  It is a great privilege to have this space to work 
with that belongs to the art world and its tradition. I also want it to be accessible to as 
many people as possible and for us to reach out and engage people so that our activities 
are meaningful.  (fig. 38) 

   fig, 38 



I have been trying to develop an emphasis through a programme called Social Space. It 
is around participation including digital work and the archive. If you want people to have 
ownership of what you do, the best way is by them making the work, co-producing it, 
being involved with it.  It does not mean we are not still going to also foreground the 
artist's monologue. I don't think that there is a problem with doing both. 

We've been through lottery refurbishments. Arnolfini is an impressive space.  It is a great 
space to use. We were talking earlier about how this is the last great burst of public 
funding to keep these buildings going for a 100 years, but it does look like a state-funded 
building. Now the challenge is obviously to personalise it.  

Personalisation is a loaded term. It is a term that the Arts Council in England have 
adopted lately and it has been borrowed from the National Health Service where it has 
become a massive agenda.  I think it is great that this new debate has opened up. It 
sometimes seems to be without recognising the forty or fifty years of socially engaged 
arts practice that many people have already been involved with. 

I guess the challenge is to shift from this idea of the gallery as a visitor attraction to 
something that is a series of platforms for different ways of making meaning. 

I'm just going to show you one project by the artist, Jyll Bradley, whom I had worked with 
in Spacex a couple of times previously. She was in Homeland.  She had a particular 
interest in flower arranging.  Flower arranging might not seem like a particularly 
glamorous sub-culture to focus on, but actually, once you get into it, it becomes an 
incredibly interesting context for all sorts of different power relations.  It was actually after 
the war when Julia Clements formed the first Flower Arranging Society.  It actually 
became a way for women to self organise across the country. Flowers are traditionally 
incredibly meaningful, marking the most important occasions in life.  (fig. 39 – 40) 

   

   fig, 39         fig. 40 

In Exeter, perhaps the way that the projects were presented did not make use of the 
status of the gallery.  In Arnolfini, Jyll worked with a whole series of different groups 
within the City to look at the significance of the cut flower, including prisoners from 
Leyhill, Portishead Horticultural Society, and the Malcolm X Elders amongst other 
different communities.  It was a fantastic opportunity to work with very beautiful flowers 
that were paid for. I'm not sure how it translated into the display mode (if you like) of the 
gallery. One of the challenges that perhaps we might talk about and that Francis has 
identified is how to move towards a kind of project-minded approach within these 
organisations that are set up really for display. 

Jyll had pursued that project within a global context.  For example, in Columbia the cut 
flower has now become the biggest export (larger than cocaine) to the States and 
similarly, obviously, in China there is an incredible economy of cut flowers.  I suppose 
going back to the context of Middle England: the English garden that we value so highly 



is, in fact, almost entirely borrowed from other geographical contexts. The rhododendron 
and the azalia both come from China, from the Chang Jiang valley. 

So my challenge, if you like; my contradiction is that I have to change or allow this 
organisation to also engage people in a dialogue beyond its walls. 

When Arnolfini moved to the docks in '75 it was completely derelict.  It is a classic story of 
arts-led regeneration and now it has become a kind of cultural hub for the west of 
England with the Watershed and all sorts of different organisations around the 
Harbourside.  It was, of course, the quay where the slave ships embarked from and this 
year (as you all know) is the 200th anniversary of the abolition of the slave trade.  This is 
just one example of the kind of cultural geography that Arnolfini is located in i.e. within a 
set of meanings and values, as well as particular histories. It is something that we need 
to unpack as a local context. 

Our forthcoming project in September, Port City, is conceived in relation to themes of 
mobility and exchange as it occurs today.  So it is really looking at contemporary issues 
of trade and exchange chiming in with that abolition.  A project like that, I don't think, 
would be successful unless it engaged the different migrant communities within Bristol as 
participants. I have to say that it is quite slow progress to get this machine to go outside 
of its walls. 

I'll just finish by saying that I am interested in working in different social contexts, as well 
as within the art context.  It is meaningful for me.  I think there is a tendency for the art 
world to merely illustrate engagement beyond its own discourse rather than genuinely 
engage in dialogue.  It is a matter of where your centre of gravity is, I think.  Socially 
engaged practice has to have its centre of gravity in the dialogue, and that is the quality 
of the work. 

So, thank you very much. 
 
                                                
i http://www.nitsch.org/ 
ii www.valieexport.org/?english 
iii http://www.iniva.org/exhibitions_projects/1996/the_visible_and_the_invisible 
iv http://www.cca-kitakyushu.org/english/project/hohenbuchler_project.shtml 
v http://www.architectureforhumanity.org/ 
vi http://www.loisweinberger.net/html/indexen.htm 
vii http://artnews.info/artist.php?i=156 
viii www.dundee.ac.uk/fineart/ research/grenwick/grenwick.html 


