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In boch perception and architecture,
a threshoeld marks a poine of cran-
sicion, of passage coward or away
irom the perceprible, inw or out
of a place. Recognizing within the
buile enviconment che capaciry of
quotidian means o alter percep-
tion fundamentally, the nine in-
srallarions m “Threshold” explare
conditions of liminality, states of
becoming other.

Curaror Lonise Dompierre lo-
cates the culoural context of chis
incernational show in 2 resurgence
of “the concepr of space as a spec-
ulative realm,” as witnessed in
popular thought abour cyberspace,
for example, Indeed, dealing with
peneric spare racher than sire, these
installarions might be understond

collectively as attempts to imagine
the physical dimensions of 4 non-
place of random-access potential-
ity — space formed by conjecture,
The exhibition proposes archi-
rectures of revelation and inrro-
speccion that transcend existing
material faces, divalging anocher
recurrent morif: a cerrain prap-
pling with "alternatives wo an en-
tirely sccular stare of being.” Ie is
archesrrated ag a succession of dis-
rinct spatio-remporal experiences
—udirective structure echoed in
many of the individual insrallarions,
whuch, as they dissalve archirectural
particularities in favour of abscract
space, tend to both revenl and par-
rake of irs porential for conerol,
Classically sublime, this “alternae-



ing current” of contemplation and
persussion propels these encoun-
rers beyand che familiar,
Opening physical space onto
mental and emotional space, cach
of the insrallacions displaces archi-
rectiiral bounds chrough sensual or
perceptual inswbility. Cognitively,
SOIME SUELEST 0penings onto other
spheres: realms of che imagination
in Peter Kogler, models of disermn-
bodied communion in Mischa Ku-
ball, alrernarive srares of conscious-
ness in Ann Lislegaard, or an un-
certain recrievil of @ lost pase in
Ian Care-Harris. Orhers amplify
the emotional potential of archi-
tecture w5 socisl structare, whether
by reimagining familiar coleural
edifices, as in Masato Nakamura or
Judith Schwarz, or by drwing out
the hidden longings of archirec-
rural fearures, as in Lyla Rye, Tere-
sita Permindez and Clawde Lévique,
The apparent fug of Ferndndez
(ntitled {Smake) {1998) sers che
dual rone of meditation and un-
ease. The walls of a corridor are
spray-painted o meld che grey of
its concrete floor gradually inco the
whike of ies cetling, visually dissolv-
ing mosr architecronic arciculacion,
except irs insistent directionalicy.
The side walls are punctoated by
u series of vertical mirrors clonded
by taut scrims, reiterating che in-
distiner haziness of the surround.
As the mirrors reproduce each other
i1 obligque and infinite regress, they
open the axial space onco other di-
mensions. Passing through, one's
experience alternates berween dis-
crete forms of eserangement: view-
ing onesclf in the mirrors as if at a
discance and, when poised bevween
mirrors, fecling invisible, as i hav-
ing eluded representarion within
this obscurely overexposed space.
This enveloping atmosphere
gives onro the calm brilliance of lan
Carr-Harris" 231 Oweens Qray Wist
(1998), the one installacion char
draws on the historical specifics of
the former induserial building. A
blinding geid of light panes creeps
across the space, quicdly replicating
the voyage of the lare-afrernoon sun
a5 it might once have shone through
the long-covered-over western
windows — an imagined excavarion
carrying the force of epiphany. The
compelling effect is produced by
ewao powerful projection mecha-
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nute cycle, installed approximately
in place of the original windows,
relentlessly callapsing a vision of
the past into a now-fragmented in-
LETION,

A framework of densely-aligned
aluminum conseraceion sruds forms
Lyla Bye's Ulaeirfed Linibo (1998),
The skeleral walls of chis irregular
miaze proudly display their inherent
brutality, cresting a silvery zone of
mierfvrence berween other inscalla-
rions. Chvercurning rhe cradirional
labyrinth’s promise of & central
parmdise, its plan is exocentric, more
filcer than finalicy.

Bypassing Claude Lévique's
wattld-be threatening but actually
non-funceioning swinging chan-
delier, Masaeo Nakamuras room,
o (1998), enclases the four lumi-
nous golden arches of two recon-
sticuted McDonald's signs form-
ing a raclianr alrar whose ruthless
light and low buzz penetrate one’s
consciousness as they saturace the
space. This charged environment is
the sensual cranslation of che icon's
capacity o shape experience, and
the edifice for its devotional force.
The lower portion of the walls are
stencilled with a decorative dado
of tiny washed-our M's, ghosrs of
a fugirive domesticiey,

The hidden cavern of Pecer
Kogler's Power Planr (1998) wems
with silkscreened orpanic shapes
{rlones of four computer-generared
varinnes) rendered with asconishing
perceived volume amainse the over-
ing white walls. Nudged ineo close
contact with each orher, their im-
plivd motion produces a fantascic
lass of bearings. This sense of mu-
table boundlessness is not unlike

the mesmerizing gyration of Ko-
gler's second inseallacion, in the
long, reconfigured upper gallery.
A simple computer-genenited video
loop is projeceed exactly w fll che
end wall. Lirrle more than an un-
dularing dark spor, it convincingly
suggests @ hyprotic penetration i
an anonymous munnel, apening one
JUSTErE Space onto anather more
pliant, equally compulsive, virual
one.

Judith Schwarz' Crasroer { 199E])
quietly expands its space through
perceprual play. High on the end
wall of a narrow gallery is a spotlie
metal rose window of geometric
design, its vista blocked by another
wall. Approaching slong the room’s
inevitably nave-like axis, we realize
thar the patcern is doubled on the
hidden second wall. As the tacery
paceerns shifr in relarion o each
ather, they animate a kind of ab-
strace symbolic matrix, a transi-
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vional space of surprising depch,
revalving around and completed
in ies own perceprual functioning,

Mischa Kuball's galacric sym-
bology of technological excess seems
more crudely thetodoal. In deep
darkness, the round brams of chree
slide projecrors are cach eclipsed
by 4 spinning disco ball, allowing
only thin halees of light to reach
the walls intace. The remanning in-
formarion contained in the beams
— the words “space,” "speech” and
“speed” — are refracred by the balls’
mirrored facers into brilliant bits
of data impelled into dizeying o
bits circling the room.

Ina quire different version
of otherworldly urging, for The
Crarden o Eden! The Need of Danger
{1994) Ann Lislegaard has hung
row tpon row of black-lic whice
blinds from ceiling w foor, divid-
ing the eXISHing room inco a rego-
lar succession of permeable, eerily
phosphorescent chambers, in which
we quickly lose our sense of deprh.
Instead, we mighr arrempr to mavi-
gare by sound, guided by o disem-
bodicd mix of hyproric Danish and
English speech.

What we feel in the direcied
experience of these environments
is a cerrain frisson of coercion, a
thrill of disarienting compulsion
thar barders an duress, They reveal
the wills to self-estrangement har-
boured by our edifices of belief and
vomfart. Conflaring carepories of
experience, they confirm tha the
spaces of the familiar and the other
are actually coexrensive,
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