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Portrait by Ana Cuba.

NICK HORNBY: Nico, I agree. But first
I’m distracted by the word “natural.”
Glyndebourne
isn’t
“natural”—
picnicking in black-tie isn’t an everyday
affair (I normally picnic in jeans and spill
mustard down my shirt). Glyndebourne is
leisure that’s hard work. But this is no bad

NICO MUHLY: Unlike many worldfamous opera houses, Glyndebourne is
equally well known for its position in the
natural world that surrounds it. There is
also a codified sense of ritual around
attending a show there.

Nick Hornby and Nico Muhly met
in 1999, in the Garden of Cosmic
Speculation at Portrack House in
Scotland. The garden was conceived
by Maggie Keswick and Charles Jencks
(who are also rumored to have coined
the term “postmodern”). Almost twenty
years on, Hornby and Muhly have a
conversation about performativity and
the landscape. Hornby currently has an
exhibition of sculpture in the gardens of
Glyndebourne Opera House in Lewes,
and Muhly’s Marnie operan, based on
the famous Hitchcock film of the same
name, gets its world premiere at the
English National Opera in London in
November.

Portrait by Nick Ballon.

NM: It’s something I’m constantly aware of
inasmuch as I write music that’s designed
for concert halls and opera houses and
“traditional” things of this nature, but then
also have recently been doing these sort
of site-specific installation things (such as
a piece designed to exist in a darkened
room in which the only object is the Wilton
Diptych). Then, also, I write a lot of church
music, which, of course, has its own rituals
(and is, itself, a form of ritual). Your work
there is public in one sense but private in
another—the demographics of the place
are specific, and the way to get there is not
as simple as the fourth plinth in Central London.

thing. I’m a sculptor and I love hard
work . . . these objects take months and
months of design, and cutting and sanding.
My first time to the opera at
Glyndebourne was the opening night of
this year’s festival. In the run-up I was pretty
resistant to dressing up (I was worried
about the mustard), but when it came down
to it I was extremely pleased—I became
a participant in the ritual and as a result
embraced the unrealness of the opera
more. Do you like music when it’s aloft on
a plinth, separate from reality, or in the
landscape? I feel your work has moments
of familiarity mixed with things more out-ofthis-world.

SCULPTOR NICK HORNBY
IN CONVERSATION WITH
COMPOSER NICO MUHLY

Nick Hornby, Vanity Working on a Weak Head Produces Every Sort of Mischief (Jane Austen), 2016, Glyndebourne, U.K, courtesy of the artist.

Nick Hornby, Age of Bronze folded to Bird in Space #1, 2017, Glyndebourne, U.K, courtesy of the artist.

42

“Nick Hornby Sculpture (1504–2017)” is on
view at Glyndebourne until March 2018.
Marnie gets its world premiere on November
18 at the English National Orchestra in London.

NH: I’ve done a very similar thing, flirting
with a marble figure, wanting to touch it,
then touching it. As a participant of the
contemporary art world, I’m interested in the
debate, so I read the placards. Sometimes a
show’s purpose is more about the overarching
curatorial narrative and the artworks are a
means to that end; other times you can zoom
into one work and everything else fades.

NM: Yes! That is a form of ritual! But I suppose
one of the things one learns sitting around
churches is that people, when they view
(particularly ecclesiastical) sculpture, have
such intense and personal ways forward—I
followed a woman around a chapel in
Naples (with the Cristo Vellato), who always
did the same thing: brush past the object, then
look back at it from a distance, come back,
read the placard, and then look. I suppose
I’m asking if you have a ritual when you look
at other work versus how you expect yours
to be seen?

NH: Performance, yes; ritual, I’ve not before.
My works are arguably extremely theatrical—
there is the idea of walking around the
sculpture and the reveal of seeing different
facets. This type of performativity doesn’t
interest me so much. What does interest me is
legibility of narrative in process: You can see
the marks and these imply the maker.
To return to “ritual,” I don’t normally
think about things in terms of ritual, but to
reflect on it, the art world certainly has modes
of behavior which perhaps are very ritualistic:
show openings, hobnobbing, auctions. And
the repetitions . . .

NM: I’m glad to hear that you can ring up;
that’s a very good idea. I suppose inasmuch
as you and I met in just such a private garden,
I’d hoped you’d allow for a small chink in the
armor. Do you think about performance and
ritual in your work?

NH: You’re right. However, I don’t think that
public is “good” and private is “bad.” I’ve
made work in a New York park funded by
private donors, and I’ve made work in the
Tate funded by the government (DCMS). I
think the lines quickly blur. But you’re right,
Glyndebourne’s not a public place. I actually
requested that my show could be viewable by
appointment, meaning that anyone can call
up and arrange permission to see the works.
They agreed. This is a first for them. It was
important for me.

Nick Hornby, Muse Offcut #1, 2017, Glyndebourne, U.K, courtesy of the artist.
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“I have an ambivalent and ambiguous relationship to David,” says
London-based artist Nick Hornby. “I think most people do. It’s completely
amazing, but it’s also quite cheesy.”
Given the amount of art history infused in the sculptor’s work, it’s surprising
to hear him talk about the venerated Renaissance work in these terms. His
solo exhibition on the grounds of the Glyndebourne opera house is rife with
interpretations of Rodin and Brancusi, and, of course, nods to Michelangelo’s
heroic David. In fact, the show, which runs until next spring, is called “Sculpture
(1504 – 2017)”—1504 being the year David was completed.
The works, which are placed inside and out of the opera house, are grand in
scale and scope. One outdoor piece, for instance, is a totemic bronze that reveals
Rodin’s The Age of Bronze (1875) figure from one angle and a Brancusian
abstraction from another. Another, God Bird Drone, reveals the silhouette of David
from a single point if you were to fly above it.
And then there’s the work that recently appeared in a group show called
“The Curators’ Eggs” at Paul Kasmin Gallery this summer, which is part of a
series derived from Matisse’s cutouts, which Hornby hopes will materialize into
a stand-alone show.
Still, Hornby maintains a healthy skepticism about the historical narrative of
the works he’s drawing from. And that suspicion comes from firsthand
experience. When he was a younger artist, Hornby spent long hours drawing in
the Victoria & Albert Museum’s Cast Courts—a room filled with plaster versions
of historical sculptures. He was eventually shortlisted for a commission at the
V&A because of his reputation for taking various sculptures and putting them
together. Though he didn’t get the commission, it nevertheless solidified his line
of inquiry into historical coalescence. But it didn’t salve his frustration with the
entire historical through-line.
In fact, seeing famous moments boiled down to one or two people and
artworks, such as Picasso with Cubism or Pollock with Abstract Expressionism,
has reinforced Hornby’s uneasiness about art history.
“A lot of this is about my struggle with grand narratives,” he says. “Of course,
it’s a fairy tale... The grand narratives single out individuals who are hailed as
geniuses. I question the author. I think meaning is contingent on context. But,
on the other hand, Picasso was a fantastic artist. So was Rodin and
Michelangelo and Barbara Hepworth and Louise Bourgeois.”

104 culturedmag.com

Hornby with studies for his “Sculpture (1504-2017)”
exhibition at Glyndebourne opera house.

culturedmag.com 105

ARTISTS

ARTWORKS

SHOWS

GALLERIES

MUSEUMS

FAIRS

AUCTIONS

MAGAZINE

MORE

LOG IN

SIGN UP

12 Artists in Summer Group Shows
Who Deserve Solo Shows
By Alexander Forbes, Alexxa Gotthardt and Scott Indrisek Aug 2nd, 2017 8:00 am

Conventional wisdom holds that the bonanza of New York summer shows is little more than a sleepy pause before the fall season
kicks into gear. But it’s also a terri?c time to scout group exhibitions for the lesser-known talent on the cusp of wider recognition
—artists who will, with any justice, soon be given their own solo-show spotlight in the city.
But don’t despair if you’ve been hiding out at the beach for the past two months: we’ve done the hard work for you. Below, we
take a look at 12 discoveries—including a painter of video game aesthetics, a photographer of Elvis impersonators, and a
sculptor inspired by seaweed—that the art world will be buzzing about before long.

SELECTED BY ALEXANDER FORBES

Nick Hornby
B. 1980. LIVES AND WORKS IN LONDON.
SEEN AT: “THE CURATORS’ EGGS,” PAUL KASMIN GALLERY, 293 10TH AVENUE, NEW YORK, JUL. 12–AUG. 18, 2017.

Installation view of Nick Hornby, Untitled Mask, 2017, in “Ve Curators’ Eggs” at Paul Kasmin Gallery, New York. Image courtesy of the artist.

Hornby’s untitled sculpture, a highlight of this 13-artist show, might remind you of a fragment of an ornately carved walnut table,
albeit one that’s scaled for a giant. Look closer, and a mask may begin to appear amid the negative space at the piece’s front. Walk
around to the sculpture’s side and, suddenly, the silhouette of a woman in a deep backbend emerges.
Vis visual puzzle is a multi-layered art-historical reference. Ve woman is a three-dimensional rendering of Henri Matisse’s cut-out
Acrobat (1952). When Hornby doubled the rendering and arranged the two ?gures to meet at their respective midpoints, he found that
the result looked, from the front, surprisingly similar to the mask in Picasso’s Les Demoiselles d’Avignon (1907).
“Ve concept comes from a story about the beginning of Modernism 100 years ago, when Picasso visited Matisse for tea,” he’s said,
noting that the retelling isn’t entirely historically accurate. “Matisse had been collecting African masks and antiquity when Picasso
founda Fang mask hanging on a wall and instantly fell in love with it. He was trans?xed. Matisse let him take it home and two weeks
later—inspired by this mask—Picasso painted Les Demoiselles d’Avignon (1907), thus inventing Cubism and changing the course of
visual artforever.”
Another version of this untitled work is installed through August 27 in “Sculpture (1504-2017),” part of the Glyndebourne Festival in
East Sussex, England. It’s joined by nine companions that also pull extensively from the work of major sculptors. One riﬀs on
Michelangelo’s David; others use stone that was quarried from the same Italian hills as that iconic masterpiece. But equal to his
reverence for art history and interest in recon?guring it—whether in marble or via code—is Hornby’s desire to counter what he calls its
“fairy tale—a reductive narrative from a Eurocentric male perspective.
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Nick Hornby: Grand Narratives and Little Anecdotes
BY THOMAS ROM

B

ritish sculptor Nick Hornby returns to New York with “The Curators’ Eggs” at Paul Kasmin’s summer exhibition. Having recently installed the
prestigious commission of the Glyndebourne Opera House in the U.K., the artist speaks with art adviser Thomas Rom for Document about his

new work and art history.speaks with art adviser Thomas Rom for Document about his new work and art history.
THOMAS ROM—We met in Miami in 2011. I remember being struck by how mature your sculptural language was for a recent
graduate: pristine white abstract forms cast in synthetic marble.

NICK HORNBY—2011 seems a long time ago.
THOMAS—The passage of time, time itself and the notion of the “contemporary” seem to be very important to you?
NICK—Yes, if we judge art according to its context, then when is as important as what. Our cultural heroes are the inventors and the trailblazers—
Picasso and Matisse for example.
THOMAS—So if Matisse did his cut-outs last year they wouldn't be so important now?

NICK—Actually, I think the cut-outs would stand up very well as new work today. But it is a difficult thesis to test.
THOMAS—That leads us neatly into the exhibition at Paul Kasmin Gallery. Co-curating the show allowed me to spend some time with you discussing
several pieces in different scales and materials. It was fascinating to have this dialogue with a sculptor at the early stages of a project, before size and
materials are decided. Why don’t we start with the concept.
NICK—It was a great opportunity to work with you and the gallery to realize an ambitious piece, and see how it functions in the context of this
exhibition, which includes multiple voices. The concept comes from a story about the beginning of Modernism 100 years ago, when Picasso visited
Matisse for tea. Matisse had been collecting African masks and antiquity when Picasso found a Fang mask hanging on a wall and instantly fell in love
with it. He was transfixed. Matisse let him take it home and two weeks later—inspired by this mask—Picasso painted “Les Demoiselles
d'Avignon” (1907), thus inventing cubism and changing the course of visual art forever. This isn’t entirely historically accurate—but gives you an idea.
In my practice I spend a lot of time with cut-out shapes because I believe silhouettes inhabit a halfway house between picture and code. I was spending
some time looking at Matisse’s cut-outs—an end point of European modern art—and discovered that if you extrude Matisse’s “Acrobat” (1951) and
intersect it upon itself at an oblique angle, the resultant object looks remarkably like a mask.

“Untitled Mask,” 2017, walnut, 60 x 52 x 27 (side view), Paul Kasmin Gallery, New York

“Untitled Mask,” 2017, walnut, 60 x 52 x 27 (side view), Paul Kasmin Gallery, New York.

THOMAS—It's an uncanny object—from the front it looks like a mask, but as you walk around it it’s very strange to see the outline of the Matisse
“snap” into view from the side. How is it actually made?
NICK—It is a Boolean operation performed in a computer and then digitally cut using robotic tools. I worked with the Walla Walla Foundry in
Washington State, who produce elaborate and complex sculptures by Jeff Koons, Paul McCarthy, Urs Fischer, etc. I didn’t invent this shape—it is a
manipulation of the Matisse that is faithfully represented.

THOMAS—Is it “another version” of Matisse?
NICK—The sculpture is intended to problematize questions of authorship: What is an “original?” And what is a “copy?” For the mask it depends on
where you are standing and the angle in which you view it—from the front you see a mask, from the side you see the Matisse cut-outs. In the U.K. I
have recently installed a variation of this piece in which I added an image on the surface—an enlarged detail from a late Picasso portrait—it’s bright
and yellow and completely wild. This additional layer gives the viewer clues to my intentions, reinforcing the narrative, but also creating quasi
camouflage to obfuscate authorship, and it emphasises on the “front” view. In a lush green garden the piece is like an exotic flower against the
traditional English Garden.
THOMAS—So one is a colorful wild sculpture out in the garden, and the other is wooden sculpture in a polished gallery space?

NICK—Yes, the gallery context creates a specific set of meanings echoing museums, ethnographic and anthropological displays, and
modernist sculptures.

“
”

If we judge art according to its context, then when is as important
as what.
THOMAS—Another major project you have this year is your exhibition at Glyndebourne Opera in the U.K., which is a prestigious commission.
Previous artists have included Tony Cragg, Anish Kapoor, and Antony Gormley, and this year you sit alongside Rachel Kneebone at White Cube who
has a pop-up gallery next to the opera house. You’ve assembled a significant number of works—ten sculptures, including some monumental pieces—
which is your most complex installation to date. What was that like, installing in that landscape?

NICK—Glyndebourne is a magical place—full of so many narratives. The opera festival came about because a hundred years ago the heir to the estate
fell in love with an opera singer and effectively built the opera house for her. Today, the landscape comprises formal gardens as well as rugged fields.
These spaces evoke two quite contrasting styles of sculpture: figurative statues standing on pedestals in ornamental designed gardens and Henry
Moore-esque bronzes sited directly on the landscape in the rolling hills.
THOMAS—Yes, it's as if Glyndebourne itself begs to include both historic and modern sculpture. You took the opportunity to work with numerous
materials and processes—marble, steel, corten, bronze, epoxy resin, and digital fabrication.
NICK—I installed ten pieces, several were quite large—weighing up to 700 kg. The marble pieces were fabricated with Studio SEM, who are based in
the hills of Carrara, Italy, from which the marble for “David” was quarried. The steel and corten pieces came from northern England. I worked with my
London foundry on a new method of direct burn-out. Many different steps and processes are needed: analogue and digital, traditional skills, and new
experimental techniques.

THOMAS—The show is titled “Sculpture, 1504-2017.” Can you tell me a little more about why you chose those dates?
NICK—Yes, 1504 is when Michelangelo made “David”—the famous Renaissance marble statue. The pieces at Glyndebourne reference this and other
canonical artworks. Situated by the lake, “God Bird Drone” extrudes the outline of “David;” at over 12 feet, the sculpture converges at a single point.
The silhouette of the canonical and classical body lies horizontal, flush with the ground, visible only from above—by birds, gods, and drones. The
figurative perfection of this sculpture is juxtaposed against Platonic ideals of geometry, with the body repositioned in the contemporary moment;
where the technologies of satellites and drones bring new viewpoints to these relationships. According to art history, single point perspective was
invented in Florence around the same era as David, as if everything was converging to this single point in time. ut, of course, this grand narrative
is a fairy tale—a reductive narrative from a urocentric male perspective.

“Bird God Drone,” 2013, Glyndebourne, U.K.

THOMAS—When you say fairytale, you’re talking about the myth of genius—how history tends to single out individuals and place disproportionate
weight on their significance? Because despite your critique of this canon, you clearly have a genuine and rather geeky love of art history, which
seems to be a contradiction?
NICK—Yes you’re right. We’ve made great progress by toppling these “men on horses” and patriarchal dynasties; but at the same time I would have
to admit that I genuinely do think Picasso was a genius and I love his work. I struggle with this contradiction.

THOMAS—I agree that cultural history has a tendency to be overly simplified. What’s next?
NICK—I have a lot going on—a V.R. project with a V.R. theatre company called Breaking Forth, a residency in Tel Aviv, and an installation at
Ceruti's new flagship store in Paris. I’m currently researching some new stories.[Laughing.] Some of them are “old” stories from the canon of art
history!
"The Curators’ Eggs" is now on view at Paul Kasmin Gallery until August 18, 2017. Contemporary Sculpture Fulmer is on view until August 6th, and
“Nick Hornby Sculpture (1504 – 2017) is on view at Glyndebourne until March 2018.
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Nick Hornby's Shape-Shifting Sculptures
at Glyndebourne
BY NICHOLAS FORREST

I AUGUST 09. 2017

Nick Hornby, Muse Offcut #1,2017, Bronze, 400 x 120 xl 00 em, Edition of 3 + 2, courtesy the Artist and Travis Hansson Fine Art.

One of the highlights of this year's Glyndebourne Festival collateral

RELATED

program is a solo presentation of monumental new sculptures by

VENUES

Glyndebourne

talented British sculptor Nick Hornby. Simply titled "Sculpture
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(1504-2017)," the exhibition consists of six works displayed

throughout the spectacular gardens and the historic house.
Coinciding with Glyndebourne's 2017 summer season of opera, the exhibition will remain on
display until August 27, 2017.

VERMEER
ET LES MAiTRES DE LA PEINlURE DE GENRE

Commenting on the exhibition, which is the first collaboration between Glyndebourne and
Hornby, Hornby says: "This stunning Jacobean house is powered by a modern wind turbine. It's
an inspiring juxtaposition - the classic geometries of England Renaissance architecture
alongside the smooth and curvilinear rotor blades of the turbine. The pieces I'm bringing to
Glyndebourne are about art history and narratives, but also, form and engineering."
Describing his sculptures as emerging from "the convergence of a postermodern historical
perspective and cutting-edge digital technology," Hornby's practice bridges the boundaries
between tradition and technology, historic and contemporary, figuration and abstraction. Using
traditional materials in combination with high-tech production methods and traditional
handcrafted techniques, Hornby digitally combines silhouettes sourced from art history to
create hybridized forms .
The sculptures on show at Glyndebourne are hybridizations of key historic artworks by the likes
of Michelangelo, Rodun, Brancusi, and Matisse. Hornby's "Age of Bronze folded to Bird in
Space

#1, "

for instance, combines Rodin's "The Age of Bronze" with Brancusi's "Bird in Space," while "Vanity Working on a Weak Head

Produces Every Sort of Mischief (Jane Austen)" melds three 18th century busts from London's V&A museum into a cubist-style effigy.

Other highlights of the exhibition include "The Present is Just a Point," situated in the Organ Room, and "God, Bird, Drone," positioned by
the lake, both of which take inspiration with Michelangelo's famous "David." "God, Bird, Drone" extrudes the outline of "David" to a single
point, with the outline of the body viewable only from above. The sculpture is therefore accompanied by a YouTube video filled using a
drone that enables viewers to see the outline.
The conceptual rifts in the art historical narrative that Hornby creates with his clever collaging is echoed in the forms themselves, which
seem to carve their own rift in time and space, appearing as though they are the products of some sort of glitch in the space-time
continuum. Not only do Hornby's works challenge the conventions and traditions of art history, they raise questions surrounding the
definition and perception of authorship.
Hornby's work is also currently on show at New York's Paul Kasmin gallery in an exhibition titled "The Curators' Egg" which is on show
until August 18. At Paul Kasmin he is showing his most intricate creation yet, a piece carved in walnut, "Untitled Mask" (2017). "It points to
a fabled meeting in 1907 between Matisse and Picasso in which a collection of African masks inspired the invention of Cubism only weeks
later," Hornby tells us.
To find out more about his work and the Glyndenbourne exhibition, BLOUIN ARTINFO got in touch with Hornby and asked him a few
questions.
What was the briefthat you were given for the project at Glyndebourne Festival 2017 and how did you set about fulfilling
the brief?

I was invited to visit Glyndebourne and see the site. I met with Gus (Gus Christie, executive chairman and owner of Glyndebourne), and we
walked the grounds and discussed the site and its history. There have been some fantastic established contemporary artists working with
Glyndebourne including David Hockney, Julian Opie, Grayson Perry and Anish Kapoor. There is a Henry Moore on permanent loan, and for
the last three years a partnership with White Cube who have exhibited Georg Baselitz, Raqib Shaw and this year Rachel Kneebone. Two
weeks later I returned with a fairly ambitious plan for installing ten pieces in the grounds.
What was the inspiration and motivation behind the works that you are showing at the Glyndebourne Festival2017?

I think most artists have several strands of enquiry in their practice - for this project I focused on one strand which concerns the grand
narratives of art history. It's a body of work I've been thinking about since 2010 (originally growing out of a participation project at the
South Bank Centre). This was a chance to re-stage works from several different contexts and in different materials and make new works.
How have you responded and interacted with the architecture and landscape of the Glyndebourne estate?

I have two distinct pictures of art in the landscape - one is the reclining figures of Henry Moore in the Yorkshire Sculpture Park, and the
other is Victorian sculpture in formal gardens. At one extremity, the Moore's echo and merge with the hills, and at the other the sculptures
stand on plinths and articulate the geometry of the garden design. Glyndebourne has both these characters - in the formal rose gardens I've
installed a bronze bust which is derived from a Matisse cutout of a leaf from 1951. Against the backdrop of the field, larger pieces come into
view from a distance becoming flatter. This effectively reverses the sculptures, reflecting on them as citations of historical precedents.
What is the significance of the processes that you have used to create the new works?

In sculpture, I think of process as having equal significance to that of image. Without prior knowledge I hope that some of the processes are
legible - for example in the field is a 4m tall sculpture in which the outline of Rodin's "Age of Bronze" is digitally laser cut and then bent and
folded to the shape of Brancusi's "Bird in Space." In a binary between figuration and abstraction one could make a case for Rodin at one end
and Brancusi at the other. Rodin's "Age of Bronze" was famously accused of body casting - the precision of his line was such. And I thought
there was some poetry in the force necessary to bend this figure cut in 15mm mild steel (700kg worth) to follow the contours of Brancusi's
"Bird."
In the show I have used both traditional as well as digital technologies, with the caveat that it's a misunderstanding to set one in opposition
to the other. A simple ruler is a way to convert analogue into digital.
Each step from concept to finished object involves transformations - i.e. from idea to word, from word to drawing, from art historical
citation to design, from design to 3D object and from original to bronze. For this project, for the first time I've eliminated some of the steps
- the bronze pieces are cast directly into the "original" without the traditional steps of a mould and a wax duplicate. It eliminates the
"subjectivity" of these plastic materials and results in a "purer" facsimile / reproduction.
The processes I've used include: traditional mould making and direct burn-out bronze casting, digital 7-axis CNC and 5-axis CNC, digital
stone carving and hand carving, digital metal cutting and hand finishing. Some pieces are designed in CAD in my studio, others designed
on paper in the V&A cafe.

How do the works on show at the Glyndebourne Festival

2017

reflect and express the key themes, ideas, and concepts

that you deal with in your work?

This strand of my practice considers the point where a citation becomes something new in its own right. I'm doing this either by intersecting
historic artworks to make hybrids, or by performing slight actions which provide a different perspective on something very well know. For
example, Brancusi intersected with Rodin which simultaneously takes on the subtlety of Rodin's emotive line as well as the simple abstract
geometry of Brancusi. Or Michelangelo's David extruded to a single point and then balancing on that point.
What role do materials play in your practice and what is the significance of the materials you have used in the
Glyndebourne works?

Like your question about the significance of process, the material is part meaning and part practical.

The large piece installed in the Organ

room ["The Present is just a point"] is cast in a synthetic marble - the material is 50% ground marble from Pietrasanta in Italy and 50%
nautical resin (used to fabricate the hulls of super yachts) ... thus a historic material I associate with figurative sculpture mixed with a 20th
century material which I associate with aerodynamics. Pietrasanta is perhaps the epitome of figurative carving - which perhaps evokes the
naturalism of Michelangelo or the virtuosity of Bernini's fabric folds. And nautical resin evokes the hulls of yachts cutting through water this streamline aeronautical design was part of the narrative of early modernism - Brancusi's Bird in Space was, in part, inspired by the
early 20th Century's innovations into flight and industrial design. "God Bird Drone" was CNC-ed twice from an Epoxy Resin Compound
which is a very stable manmade material without the grain wood or marble have. There are so many steps between an idea and the
realisation, translating the idea to words and drawings and back to words as emails, and drawings to plans and diagrams and specification,
and prototype to artist proof to full-size positive to final artwork which might be patinated and then waxed or sealed to fix it at a chosen
point. At that point I have no more control over the work and the visitors create their own meaning.
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Mark Sherin interviews artist Nick Hornby
Most artists have admired a Matisse in their time. But sculptor Nick Hornby has quoted the master in three dimensions and produced a large fantasia in polished walnut that cites an
African mask found in the French painter’s oeuvre. It could be one of the largest and most lavish art historical homages you will come across. But to use a favourite expression of Hornby
this is a ‘cooked’ take on Matisse, which becomes fully abstract as you walk around it. Such cooked tributes can be found throughout Hornby’s work, as the thirtysomething Slade
graduate walks a thin line between critical distance and knowing fandom. The following interview took place over Skype, while Hornby was in New York, where the aforementioned
Matisse piece has already sold, in a group show at Paul Kasmin Gallery.

13 curators chose 13 artists for the show at Paul Kasmin. What was the aim for you and curator Thomas Rom?
It’s a mix of curators. It has people like John Richardson, the Picasso biographer through to Phong Bui, co-founder of The Brooklyn Rail. I’ve been working on a new body of sculpture,
derived from Matisse’s cutouts, which I was really eager to realize in wood. I try to look at the whole range of modes of fabrication from doing it myself through to very high-end
production. With this Matisse series, each piece is extruded into 3d and then mirrored – so from the side you have a perfect quotation but from the front you have this very symmetrical
image which looks uncannily like an African mask. I needed to fabricate this piece digitally to keep the Matisse cutout citationally accurate. For this show, through the support of Kasmin,
I was able to work with the Walla Walla Foundry in Washington State, who produce elaborate and complex sculptures by Je Koons, Paul McCarthy, Urs Fischer, carved directly in
wood. It was a great opportunity to realise a piece, which needed real precision in order to work.
Walnut is a luxury commodity. How do you deal with the awareness that your latest piece should at some point enter the market and perhaps not be seen for a while?
I nd the luxury realm as interesting as the grassroots scene and the critical agenda, especially within the context of the history of art and sculpture. The history of patronage and
collection is extraordinary isn’t it? Your question raises many issues. The 20th Century made a successful critique of the art object… but I tend to be more interested in making work that
isn’t eeting. I tend to want to make art that could be made today, could be made 10 years ago, 200 years ago or 400 years time and something which could still stand up in the future.
Both metaphorically and literally. Not least because I think it can be quite obnoxious when artists don’t take responsibility. If I’m setting something in a material that will have longevity,
I’m taking responsibility for my current position. I might regret it in the future and think, Oh God, this awful lump of metal is out here. But I think that politically it’s more important to take a
position, than to make something in cardboard that is pinned to the wall and can be thrown in the bin. And then, I love materials; that’s why I’m a sculptor. Materials are amazing, so I’m
not going to shy away from them. If you carve something in polystyrene it will be wobbly, which can be great. If you carve something in walnut it will remain true, it’s a hard material.
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i en the hi tech process of composition which you employ why don t you 3 print?
I do, but from a very practical perspective for maquettes. I use a full artillery of production methods available and each one has very di erent nuances. 3 printing is an additive process
for building layer upon layer, and if I was making a sculpture where I was trying to bring together 450,000 di erent references all cooked into one thing, maybe 3 printing would be the
perfect solution. At the moment I’m dealing with cut outs and as a result I use a cutting process: laser or water-jet, or a hotwire or whatever it might be. This piece at Kasmin was binary
and digital. With my cast pieces – there are many steps which each can produce subjectivity. What I mean… if you make a mould, which has rubber and berglass both of which can ex,
then take a cast from that mould in a material which distorts as it changes temperature, every single one of those steps produces layers of inaccuracy which have to be eradicated
through human hand. I’m very aware of the spectrum between more objective and more subjective, or digital and analogue. esigning on the computer is a Boolean Operation (which is
a very precise calculation) and the cutting might be digital. But in between those things there are all sorts of bits of slippage if I’m choosing my outline and I’m using spline curves. You
can’t convert an image into a line without subjectivity; ultimately I have to choose where the apex of a lip is going to be, if I’m dealing with a face. Or Brancusi, with Bird in Space, he
made a lot of them. I have a ridiculous CA page with about 40 di erent birds in space I have traced and overlapped all of them, trying to nd which one was the Platonic version, the
Platonic Brancusi which was also the Platonic object

What would rancusi make of that you ha e to wonder
If he had su ered the 20th century and had the neuroses on his shoulder (the crisis of personal subjective and the issues around the postmodern) then I’m sure he wouldn’t feel
comfortable in his studio saying, I’m a genius and I’ve got some ideas and I’m going to make them because I’m an author. I don’t think he could do that. In the same way that, if you gave
me a blank canvas, and said, Be an artist, I would giggle because I’d nd the whole thing completely absurd. Now days, Its impossible to not be emotionally distanced from the idea of
creativity and authorship.
s turnin to the past a postmodern strate y? What makes you uote Matisse say?
I hope that all of my work balances distance with complete earnestness which is problematic and gets me in trouble. I love art history. Give me an eight hour aeroplane journey and I will
happily, quickly, reread Gombrich. It makes me happy; it’s like a big bowl of macaroni cheese. Obviously I don’t think the history of the world is men on horses. But at the same time I
think that Picasso was good. ery good. I am really, genuinely, torn. I think that this idea of the western-centric art historical narrative is absurd, but at the same time it’s a pretty cool
story. It’s fun and I do think that emoiselles ’Avignon is amazing. I mean it’s a completely gobsmacking thing to have done. So I’m not postmodern, because the postmodernists had a
comfortable relationship with their ironic distance from things and I come back to a place where I think it’s much more complex than that.
i en that your lyndebourne show looked back at

e centuries of sculpture two uestions why did you stop in 1

? o you ha e a fa ourite period of sculpture?

I have a plan to do more, I just haven’t done it all yet. I’ve barely scratched the surface. Sculpture is so slow; it takes six months to make something… an original, a mould a cast. You
might say, Nick, just do it in drawing or do it in animation or video . But I need to make stu because you can’t really scrutinise the phenomenological experience of a thing until it’s in
front of me and I have to deal with the relationship between what it feels like and what it thinks like. Why did I only go back to Michelangelo? Because I had limited time and resources.
But also because that’s why I make sculpture. Because aged 1 , I went with my art history teacher to Florence and I saw the rough Piet and that changed my world. So it sticks in my
head – there are more interesting references out there, probably, but they’re not in my autobiography yet.
Privacy & Cookies Policy

Nick Hornby can be seen in The Curators’ ggs at Paul Kasmin Gallery, New York, until August 18 2017

www.nickhornby.com (http://www.nickhornby.com/)

bo t Mark Sheerin
Mark Sheerin writes on art for Hyperallergic, Culture24, Artdependence and the Arts esk. His contemporary art blog can be found at criticismism.com
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GOING OUT

11 things you should do this August
This month it’s all about badass blondes, dancing sheep and sensational
scents. Webring you the very best things to do in August
by LUCIANA BELLINI AND BEATRIZ CHOI
1 D AY A G O

Sculpture (1504-2017) at Glyndebourne
If you’re heading over to Glyndebourne for their annual opera festival,
you’re in luck. NickHornby - the sculptor, not the author - has six sets
of work scattered around the grounds, soyou can enjoy music and art
simultaneously. Double the fun.
Visit glyndebourne.com
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Stronger sales and supersize cigarettes
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"The Art Market

'Muse Offcut #1' (2017) by Nick Hornby, on show aT Glyndebourne
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33 MINUTES AGO by Melanie GerTis

This time last year, half-year auction sales figures from Sotheby's and Christie's made
for sorry reading - down 24 per cent and 37 per cent respectively in dollar terms so a smal l improvement this time around is welcome news. Sotheby's auctions
totalled $2.sbn for the first half of 2017 ($2Abn last year) while Christie's sold
82.811n of works (S2.sbn in 2016). Private sales figures fell dramatically at Christie's,
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High-end mt and fine -dining opera may seem like natural bedfellows, but the threeyear Whil e Cube at Glyndebourne collaboration comes to an end after this season.
Porcelain sculptures by Rachel Kneebone are currently on view in the temporal),
space on Glyndebourn e's grounds. A spokeswoman for White Cube says the
collaboration was meant to be only for three years - though this wasn't specified
publicly by either party - and that shows of Georg Baselitz, Raqib Shaw and now
Kneebone "have proved to be popular additional offers for the ope ra-goer and
unusual and exciting excurs ions for the a rtists".
This year, Glyndebourn e also hosts a solo exhibition of large-scale sculpture, with
nine new works by British artist Nick Hornby gracing its gardens and house
(£ 16,000-£85, 000). Both shows run until the end of the Glyndebourne Festival on

August 27 while Hornby also has work in New York's Paul Kasmin gallel)' (until
August 18).
The Art M arket column takes a break until September 9

The
Times Limite d 2017. All righ ts reserved . You may share using Our article tools. Please don', copy
art icles from FT com and red istribu te by email or posllO the web.

f

in

"!)'FT

Save

14

2GM

RK

Wednesday May 17 2017 | the times

News

Farmers face poor harvests after record dry spell Gene-defect
Ben Webster Environment Editor

The past ten months were the driest
July to April for southern England since
records began more than a century ago.
April was “exceptionally dry” with
some parts of southern England and
eastern Scotland receiving less than a
fifth of average rainfall, according to
the Centre for Ecology and Hydrology
(CEH), which has records dating back
to 1910. Farmers could face poor harvests and aquatic wildlife will suffer
because of low river flows and dry soils
this summer, it added.
Water companies said that the

ground was so hard that much of the
rain in recent days and downpours
forecast for today might not reach aquifers and reservoirs, some of which were
much lower than normal.
The CEH said that “extensive water
restrictions are unlikely this year”, although there could be problems in
some areas depending on rainfall in the
coming months.
The report comes after the Environment Agency downplayed concerns of
drought, saying that the country was
not experiencing critically low supplies.
Nevertheless, Affinity Water, based in
southeast England, has issued advice to

customers about conserving water
before the summer.
A spokesman for the industry body
Water UK said: “Water companies are
working with the Environment Agency, businesses and farmers to minimise
any potential impacts to people and the
environment should the dry weather
continue.”
The National Farmers’ Union (NFU)
is advising members how to use water
wisely to prevent crops from being
damaged by the dry weather. Paul
Hammett, NFU water resources specialist, said: “Farmers can and do act
early to improve their prospects of cop-

ing with prolonged dry periods by using
water-saving devices like effective use
of irrigation equipment, science-based
soil and water management, and irrigation best practice.”
Surface water flooding could affect
some roads in London and East Anglia
in the rush hour this evening, after the
Met Office forecast up to 30mm of rain
in a three-hour period.
A Met Office spokeswoman added:
“Showery conditions are expected to
continue into the start of next week for
many before becoming more settled
with fewer showers from mid-week.”
Weather, page 57
GLYNDEBOURNE

Looking sharp The Present is Just a Point will be among the works by the sculptor Nick Hornby at the Glyndebourne Festival, which features several art exhibitions

Police accused of perjury over
‘machete and bomb’ terror case
Fiona Hamilton
Crime and Security Editor
Duncan Gardham

A police worker in charge of an
undercover terrorism investigation was
accused yesterday of perjuring himself
after it emerged that he met his team in
secret while they were giving evidence
in the case.
Simon Hussey, who ran the undercover team, was accused of holding
meetings at a hotel in central London
after the start of the Old Bailey trial of
four men accused of plotting a machete
and pipe-bomb attack.
The suspects, who called themselves
the Three Musketeers, are accused of
having a meat cleaver with the word
“kafir” (infidel) etched into the blade.
Weapons were found in their car by
undercover police officers, the court
has been told.
Mr Hussey’s evidence was halted
three weeks ago while forensic examiners went through his phone and that of
three other members of his team. He

had told the court that he had not met
or communicated with one of the
officers, called “Vincent”, while he was
giving evidence.
The defence yesterday accused him
of perjuring himself because Mr Hussey and his team had driven to London
together from Birmingham, exchanged
texts and had breakfast at their hotel.
The team of undercover officers had
already held meetings to prepare for
the trial at the Hilton motorway service
station on the M6, the jury was told.
Mr Hussey told the court yesterday
that they never spoke about the case
while Vincent was giving evidence. He
said: “I don’t characterise [staying in
the] same hotel as [a] meeting. We
would have seen and acknowledged
each other.
“I answered it at the time in total
honesty on the basis I have not contacted Vincent in relation to this case.
There’s no hiding that we travelled together and stayed in the same hotel. We
did not discuss the case.”
Defence lawyers claim that the group

Khobaib Hussain,
top left, Mohibur
Rahman and
Naweed Ali, left,
claim undercover
officers planted
weapons found
in their car

was framed by undercover officers who
they say planted the weapons during a
covert operation in Birmingham on
August 26 last year.
The court heard yesterday that Vincent told Mr Hussey that he would put
on an “Oscar performance” in the witness box. He wrote in a text message
that other members of his team

thought that he was an “old school dinosaur” but said that he was not too old
to “twirl” the suspects and “put them
away for a long time”.
In the deleted message from March
24, two days after the trial opened, Vincent wrote: “That was useful today . . . but once again it made me
realise again . . . I wouldn’t have
wanted anyone else on the end of the
phone. The situation we find ourselves
in with [the British security service] is
not ideal (understatement) either way
I’m even more determined to put in an
Oscar performance when I get in that
box.”
Steve Kamlish QC, for the defence,
said that “twirling” meant “making it
something that it isn’t”.
“That’s what your boys did in this
case; they spun these boys, these defendants,” he said. Mr Hussey denied it.
Naweed Ali, 29, Khobaib Hussain, 25,
and Mohibur Rahman, 32, are accused
of plotting with Tahir Aziz, 38. All four
deny preparing acts of terrorism.
The trial continues.

mother wins
right to sue
Frances Gibb Legal Editor

A woman has won the right to sue doctors who failed to tell her that her father
had a hereditary brain disease before
she gave birth to her own child.
She discovered afterwards that she
also had the gene for Huntington’s disease. Her daughter, now seven, has a
50 per cent chance of having inherited
the incurable degenerative disease.
The woman, in her 40s, maintains
that she would never have given birth
had she known about her father’s condition. He did not want to tell her
because he feared that she would kill
herself or have an abortion.
In a landmark challenge, she will
seek to sue her father’s clinicians at
three NHS trusts for negligence in failing to inform her. A judge in the lower
courts had previously struck out her
case, saying that the clinicians owed her
no “reasonably arguable duty of care”.
The case will involve judges redefining the confidential relationship
between doctors and patients, after the
Court of Appeal judgment.
The woman, who is protected by an
anonymity order, has said previously: “I
live every day knowing I’m gene positive. My young child also has a 50-50
chance of inheriting the disease and
will have to live with this legacy. It will
be her decision at 18 whether she wants
to be tested but given the choice, I
would never have inflicted this on her.”
The woman’s father displayed signs
of aggression and, several years ago,
shot and killed her mother. He had
Huntington’s disease diagnosed two
years after being convicted of manslaughter. When doctors asked permission to tell his daughter, who was pregnant, about his diagnosis, he refused.

Social media
spreads fear,
says Charles
The Prince of Wales emphasised the
need for “cultural connectivity” as he
described how fears of difference were
being “stoked and spread through
social media”.
The prince was speaking at the opening of the new building of the Oxford
Centre for Islamic Studies (Ocis), of
which he has been patron since 1993.
He called for calm reflection and open
dialogue across faiths.
“There has perhaps never been a
greater need for cultural connectivity,”
he said. “In the world in which we
now live, with fears about ‘the other’
— whether that be Sunni, Shia,
Jew, Christian, Yazidi, Hindu or
Buddhist — stoked and spread
through social media, and amplified
by those who would seek to suppress
understanding, rather than promote
it, there is an urgent need for calm
reflection and a genuinely sustained,
empathetic and open dialogue across
boundaries of faith, ethnicity and
culture.”
He added: “We need to rediscover
and explore what unites rather than
what divides us. And that involves a
recognition that we have all learnt from
each other and should continue to
do so. No one culture contains the
complete truth.”
The Ocis, a recognised independent
centre of Oxford University, promotes
the academic study of Islam.
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The Church of Santa Maria della Salute, by Sargent

Eight exhibitions to see
From Rembrandt to Grayson Perry, an eclectic selection of
exhibitions to visit in the coming months

Sculpture (1504-2017), Glynebourne

Nick Hornby (not that one) presents large scale sculptures in the house
and grounds of Glynebourne, inspired by key historic artworks by the
likes of Michelangelo, Rodin, Brancusi and Matisse. The exhibition is
open to those with tickets for the Glynebourne Festival and runs until
August 27. For more information, go here.

Alberto Giacometti, Tate Modern
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b)' THE ART NEWSPAPER

20 July 2011

TOPICS
In the frame

Nick Hornby, Age of Bronze folded to Bird in Space #1 (2017)
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Visitors to the Glyndeboume Festival in Lewes, East Sussex, will find a
raft of sculptures thai draw on works by Old and Modern masters. UK
artist Nick Hornby's new and recent works, on show in the verdant

grounds afthe opera house, include
including works by Michelangelo and

inspired by historic art,
a press statement says
(Sculpture 1504-2017, until 27 August). A steel silhouette of a standing
man - Age of Bronze folded to Bird in Space III (2017)- looks to Rodin
and Brancusi while Hornby puts his own spin on Michelangelo's David
with the work The Present is Just a Point (2013), on view in
Glyndebourne's Organ Room (David has never been so elongated).
Hornby says:
pieces are about art history and narratives, but also,
form and engineering." The artist is also making a splash in the US with
his most intricate creation yet, a piece carved in walnut- Untitled Mask
(2017) - which is on show at Paul Kasmin gallery (The Curators' Eggs,
un til 18 August). "It points to a fabled meet ing in 1907 between Matisse
and Picasso in which a collection of African masks inspired the
invention of Cubism only weeks later," Hornby tells us.
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Monumental sculptures by artist Nick Hornby at Glyndebourne Festival 2017
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Nick Hornby, Muse Offcut #1 , 2017, Bronze, 400 x 120 x 100 cm , Edition of 3 + 2, courtesy the Artist and Travis Hansson Fine Art.

LEWES. - Glyndebourne nnounces Sculpture (1504-2017), a solo presentation of new monumental works by British sculptor
Nick Hornby. The collaboration , a first between Glyndebourne and the artist, coincides with the 2017 summer season of opera
and will remain on display until August 27th 2017.
Sculptures are on display in the gardens and the house. In each piece Hornby has hybridised key historic artworks. Visitors to
Glyndebourne may recognise in Hornby's work fragments of Michelangelo, Rodin , Brancusi and Matisse.
Hornby's works are meeting points between digital technologies and the legacies of sculpture, alongside an astute critique of
art history. His sculptures are created through complex processes, involving both high-tech production methods and traditional
handcrafted techniques. Both the computer and hand are put to use to create large-scale silhouettes and extruded forms in
bronze, marble or resin . These art works provide shifting perspectives and viewpoints (both physical and metaphorical) of the
art object, and the histories it is tied to.
Several of the works relate to the subject of portraiture. A rust-covered corten bust is derived from a single leaf found in a 1951
Matisse Cut-Out, the resultant shape folds upon itself and is Baroque in character. Carved in Carrera Marble, a large cubist-like
head uses three eighteenth-century busts on view at the Victoria and Albert Museum in London - key figures in art history
(patron , artist and muse) as starting points. Another from the series is cast in bronze and stands four metres tall.
Hornby models his chosen subjects digitally, overlapping them to create composite virtual objects that reveal and play with the
forms and associations of each bust. Carved by computer automated machines, cast by hand and professionally fabricated,
the busts' very production , complicates the relationship between authorship and craftsmanship, and assembles a whole cast of
characters as a means to question the extent to which the artist has ever been the sole proprietor of creation.
Other works relate to the tradition of figurate sculpture. In the landscape, the silhouette of a standing man (Rodin's The Age of
Bronze) has been shaped into a slender abstract sculpture (Brancusi's Bird in Space). In this work Hornby explores the
narrative between Brancusi and the plinth , and the placement of modern sculpture in the landscape in order to "step off the
pedestal. " Hornby has used industrial processes force the figure into the shape of Brancusi's abstract sculpture.
In The Present Is Just a Point, on view in the Organ Room , Michelangelo's famous sculpture of David has been extruded to a
single point. Standing 9-ft tall and comprised of half a ton of 150-micron marble dust, the apotheosis of human perfection is
reduced to zero, and the impeccable curves and relaxed contraposto are stretched to their endpoint. The horizontal extrusion
is upturned and seems to balance on its very tip; but a boulder supports its weight allowing it to pivot upright. Rather than
shipping a boulder from a quarry, Hornby commissioned a traditional stone carver from Carrera, Italy, to come to London and
model a rock in terracotta at his studio. The perverse humour of modelling rather than carving something that could have been
quite easily found is also echoed in the nod to the fragility of single point perspective.
Situated by the lake, God Bird Drone also extrudes the oulline of Michelangelo's David ; at over 12 feet, the sculpture
converges at a single point. The silhouette of David 's canonical and classical body lies horizontal, flush with the ground , visible
only from above , by birds, gods, and drones. The figurative perfection of Michelangelo's sculpture is juxtaposed against
Platonic ideals of geometry, with David's body repositioned in the contemporary moment, where the technologies of satellites
and drones bring new viewpoints to these relationships.
Accompanying the sculpture is a video of the work shot from above by a surveillance drone. The sculpture designed
specifically for this bird's-eye view, and as such inverts the 'man on a plinth' monument, which is traditionally viewed from
below. The video will be available on YouTube, accessible via smart-phones, and disseminated by social media, revealing
Michelangelo's outline dropped like a Google pin (the hallmark of contemporary travel) in the landscape.
Drawing together historical artefacts and contemporary and traditional production processes, Hornby's works establish an
expansive and complicated network of production , labour, representation and interpretation.
Hornby says: "This stunning Jacobean house is powered by a modern wind turbine. Its an inspiring juxtaposition - the classic
geometries of England Renaissance architecture alongside the smooth and curvilinear rotor blades of the turbine. The pieces
I'm bringing to Glyndebourne are about art history and narratives, but also , form and engineering."
Gus Christie, Executive Chairman of Glyndebourne, said : "Hornby is a young sculptor whose interest across art, architecture
and music is expressed in these stunning sculptures."

In time: the work of Nick Hornby

It has been long held that the making of any work of

Hornby’s installation of work at Glyndebourne in

art represents the collapsed, condensed and often fragmentary

May 2017 constitutes an opportunity for the artist to work as

retelling of the entire history of art. The premise of this idea

curator and install a body of work that is a distillation of his

is that the making of any work is only possible because of the

focused and timely practice. Titled Sculpture (1504-2017), the

experiments, failures and successes of past makers. Every work

nine pieces of work on display in the house and on the grounds

of art constitutes the marshaling of accumulated knowledge –

– produced between 2013 and 2017 – effectively summarize

from across time and place — into the intellectual and material

what functions as his extended investigation of the pertinence

mechanisms that give rise to a new art object that is likewise

of a tangible history in the critical ideation and realization of

situated in the simultaneously particular and universal conditions

work. Importantly, however, Hornby’s deferential and informed

of time and space.

historicism is, without question, radical and compelling. Hornby’s

The work of sculptor Nick Hornby (b. 1980 UK) offers

practice turns on his understanding of the role of the trace in

much for those interested in the entwined realm of ideas, their

history and how the acknowledgement of the work of eminent

tangible realization and the role that the art historical past can

practitioners – perching on shoulders, nodding to the canon

assume in the making of art in the present. For while it would be

and being open to possible lessons – can give rise to new works

right to say that all art objects are about the expression of ideas

defined by their conceptual rigor and gravity.

and the materialization of thinking, it is, arguably, the character

For the viewer, Hornby’s referencing of works such

and quality of the relationship of concept to execution – the

as Michelangelo’s David (1504), Rodin’s Age of Bronze (1870-

realization of semiotic form – that differentiates one work or

1875), Matisse’s paper cut outs (1951-1952) and Picasso’s Les

body of work from another. With Hornby, there are always two

Demoiselles d’Avignon (1907) invites rewarding consideration

concerns that frame what he does in his practice. The first is

of the temporality, both informed and speculative. This is work

his longstanding questioning of the legacies of western art and

that through its openly acknowledged reconfiguration of the past

the contributions they can make to current day art making. The

bridges temporal divides – changed ideas about art, changed

second is the productive tension that can result from using or

cultures of making and changed conditions in the contexts of

referencing historical works of art as the basis for new endeavors.

production that always mark the passage of time – and which

For Hornby, the unavoidable presence of history in contemporary

exist as testaments to how the what is deemed the contemporary

consciousness and studio practice – the knowledge of makers

is ever beneficially beholden to the past.

and works of significance – necessarily raises questions about
precedent and indebtedness, the implications of homage, the
parameters of sampling and the conditions of postmodern
creativity. Hornby is an artist whose practice might well be
characterized as one where historical awareness is the everprovoking mechanism for the explorations of forms – complex,
unexpected, owing – Hornby’s work seeks to respond to the
ideological and aesthetic conditions of the society in which he
exists, and where the benefits born from the mixing of genres
and artistic precedents are obvious.

Michael J Prokopow Ph.D. is a faculty member at OCAD University in
Toronto, Ontario, Canada. He teaches material culture, art history,
critical theory and curatorial practice.
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In 2012 Nick Hornby was hailed by the Evening Standard as the new Anthony Gormley. You might be thinking that there

60

origin but in its destination'.

hand (authorship). As Roland Barthes put it in his seminal text The Death of the Author, 'a text's (work's) unity lies not in its

At once Hornby is nostalgic and postmodern, drawing inspiration from art history to create works which negate the artist's

eventualities before taking up precious studio space.

of sculptor and a scientist. Experimentation is facilitated through software, allowing his cerebral fancies to play out different

where Hornby shows me his sketches, prototypes and maquettes, I have a feeling that he enjoys occupying the dual roles

um , works often remain in the preliminary testing stages before (if ever) reaching completion. As I look around the studio

Our initial exchanges bring out a common frustration with his work, namely that due to the expensive nature of the medi-

for his Churner and Churner Gallery in New York.

floor to ceiling) was not realised. As his audience we have to content ourselves with a 2 112m version that Hornby produced

inside. He was shortlisted in 2012 but sadly did not win the commission , so his vision of a massive 12m sculpture (reaching

would recognise the outline of Michelangelo's David. The figure is extruded to a point, paying homage to the great works

of a huge pyramid-shaped sculpture hanging point downwards just outside the Cast Courts. From a bird's-eye-view one

a studio wall. He explains that the sketch was part of a commission for the Cast Courts at the V&A. I see a digital rendering

Galleries in the Victoria and Albert Museum. Nick takes kindly to this comparison, and ushers me over to a sketch tacked to

surprise in this grandiose space, nestled in the backyard of a row of Notting Hill terraced houses. I liken it to the Sculpture

Entering his studio is an unexpected experience for me , someone accustomed to warehouse conversions. I am taken by

Hornby's ability to create and think.

life, thus allowing for a higher level of focus on your work. Food does not have any unexpected or unwanted influences on

one outfit) and is becoming popular as a way to establish a routine by eliminating choice from a monotonous aspect of your

and dinners everyday. This 'choice minimalism' approach has other famous fans (Michael Kors has simplified his attire to

has and continues to work hard for. One of his first revelations to me is that he eats the same 3 types of breakfasts, lunches

dence he exudes, illustrating that his identity as an artist was not a turn of destiny, but rather an active choice, something he

ters around me. He is eloquent and clearly intelligent, but not at all patronising or arrogant. There is a comforting self-confi-

There is a practicality and a matter-of-factness that surrounds Nick as I speak to him. He is warm, yet carefully tests the wa-

in the creative fields. Before Christmas I had the pleasure of visiting Hornby's studio and speaking to him about his work.

passion towards his craft. After Auschwitz no poetry, and after Trump no idealism, hence the rise of realism and practicality

and brand-conscious entrepreneurs. Long gone is the vision of the struggling , romantic artist enslaved by an unrelenting

Hornby is an exceptional example of the new breed of contemporary artists who can be described as self-aware , ambitious,

whose identity shifts with each viewer's different perspective.

posite, which is then cast in nautical resin , ground marble and manually perfected to breathe life into an abstract sculpture,

tion of meaning. Brancusi's Bird or Michelangelo's David are uploaded into CAD software, resulting in a 3-dimensional com-

of postmodern subtractive works, employing famous cultural references like building blocks in order to construct a founda-

sense." It is a facile comparison, but we're not speaking about the renowned novelist, rather about Nick Hornby, the sculptor

stands an immediate problem with this grand statement; "the author of 'High Fidelity'? Even for the ES that doesn't make
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There can be nothing more quintessentially English than the Glyndebourne
Festival Opera experience, with a performance bracketing a picnic dinner (in my
case, deliciously catered by Leith’s) on the lawns in front of a wonderful 16thcentury house of mellow red brick, a view of thistled ﬁelds dotted with clouds of
grazing sheep and engirdled by woodland and the rolling beauty of the Sussex
countryside. Sigh. On a balmy afternoon last week—truly a perfect English day—I
set off for Lewes and this storied setting that has showcased opera since 1934.
The house’s music-mad owner, John Christie, had fallen in love with the soprano
Audrey Mildmay, and on their honeymoon they took in the opera festivals at
Salzburg and Bayreuth—experiences that inspired them to create a festival of their
own at their house.
In a poetic, if not novelistic, arc, Christie’s engaging grandson Gus, who had
pursued a career as a wildlife movie director, met the glamorous AustralianAmerican soprano Danielle de Niese when she performed as Cleopatra in Giulio
Cesare at Glyndbourne. They married in 2009, and the couple has subsequently
thrown their passions into the festival, which, despite its 1,250-seat auditorium
and 400 employees, maintains a delightfully intimate family feel. Guests (dressed
in black tie, in time-honored respect for the performers) are free to walk through
the romantic gardens and some of the family rooms in the house itself, and during
the season up to 30 singers stay in the Glyndebourne guest bedrooms.
This season I attended Graham Vick’s production of Francesco Cavalli’s heady
1658 opera, Hipermestra, conducted by William Christie, whose inspired
ensemble perform on instruments that Cavalli himself would have recognized.
Vick and designer Stuart Nunn had set their production in a contemporary strifetorn Middle Eastern State, which brought the baroque opera smack into the
modern day, with the audience subtly immersed in the staging even before the
curtain was raised.
My pal the sculptor Nick Hornby, meanwhile, had enlivened the house and its
gardens and landscape with his installation “Sculpture (1504-2017).” Hornby was
inspired by the collision of the old and the new, represented by the majesty of the
Elizabethan house and the contemporary innovation of the wind turbine windmill,
which now provides some 90 percent of the complex’s power. His dynamic pieces
morph iconic sculptures by such masters as Michelangelo, Rodin, and Brancusi (in
a technique that could only be possible with the beneﬁt of contemporary
technology) so that as you walk around them, familiar silhouettes fall into view
only to melt into others as you complete the circle. Seeming to sprout from the
bulrushes fringing a pond, standing proud among the sheep and lambs, or set on
plinths in a wood-paneled gallery like traditional portrait busts, the works were a
happy complement to the operatic experience that Vick had conceived—the energy
of the present reverberating in the storied wonder of this exceptional place.

3

McQueen for the Trooping
the Color Ceremony

S U B S C R I B E 6 issues for $6

Nick Hornby Sculpture (1504-2017)
Sculptures Nick Hornby
Words Joe Hewitt

A

wonderland of bourgeois play, Glyndebourne opera house offers a modern mecca
for the traditional art form. Here, vaulted, sonic architecture extends from

Jacobethan brick and a riddle of ornate gardens is pulled into soft focus by heat and
champagne. It’s a pleasure to wander, like stepping beyond the penthouse of Ballard’s
Highrise. Past suited fawners, and lawns of merrymakers, black ties, Pimm’s, iced
hampers, and ruddied, sunburnt men hitching at tartan trousers.

It is the opening night of La traviata and the start of Glyndebourne Festival 2017. I am here
to meet Nick Hornby, a British sculptor whose works, collectively titled Sculpture (15042017), are exhibited throughout the house and gardens as part of the festival. Having spent
time working and presenting in LA and New York, this is his rst solo exhibition in the UK
since 2010.
I nd Nick in the teepee. Before we get started, he’s waylaid by two women asking about
pricings on behalf of concerned parties. He’s courteous, socially adroit, ef cient. He seems
familiar with this environment, although asks if I’m any good at tying bow ties. Later in the
day, one of the staff asks me, “Who were you with earlier?”
“Nick Hornby, the artist”, I replied.
“Ah! I thought so”, he said. “I wish I’d known. I would have liked to ask him a question.”
I saved myself from playing surrogate. As Nick and I toured his works, I’d become
increasingly doubtful of my own certainty of phrase, and unsure whether to blame the tricks
of Glyndebourne, the heat, or Hornby himself. His works ask for precision description, and
yet resist a single frame.
“My interest is in decoding things, deconstructing things,” he began, “and trying to
understand the construction of meaning.” Created from bronze, marble, or resin, each
sculpture can be seen as a meeting point of digital technology, art history, abstraction and
guration. For each piece, a subject, or fragment of historic art – works by Michelangelo,
Rodin, Brâncuși and Matisse – has been digitally modelled to produce perspectives both
recognisable and abstract. In these surroundings, the work could be seen as games for those
educated in the canon: spot the Rodin, nd the Brancusi. Perhaps a re ection of the
stereotypes of opera, to be penetrated only by the elite?

Is your art only for those familiar with art history? Does it require an understanding
of previous works?
In short, no. In fact, quite the opposite. I don’t want to be elitist. I’m not choosing Bird in
Space and Rodin for the audience to then spot their particular meaning within the canon,
but more because anyone, without any art historical knowledge would see the difference
between something which is gurative and something that is abstract.
I think I could sit someone down who knows nothing about any of the art historical
references, and just ask them some questions. If I’m making a hybrid that juxtaposes two
extreme different modes of representation and abstraction and guration, I think people
can get them.

So why the historic references?

I feel they’re 5% safer than my own personal subjective, because they’re in the past,
they’re historic, so they have some locked meaning, although at the same time that meaning
is as uid, arguably, as anything. But I just feel a little bit safer, I feel like I can defer a
little bit of responsibility to some of those meanings.
The work is taking something recognizable – a Rodin, a Michelangelo – and rendering
it abstract?
I would want to challenge that. Because I don’t think I would be happy to say that anything
is de nitively abstract or gurative, and I’d happily argue until I was blue in the face that
anything is both, simultaneously, in equal measure. I can’t imagine anything that isn’t
gurative, i.e. which doesn’t exist and have real association. And I also can’t imagine
anything that isn’t completely abstract.
I’m just ‘cooking’ it. In the [Claude] Levi-Strauss way. It still has the same potential
quantity and volume of legible gurative meaning, it’s just gone through a lter. Which is
either me or something else. So I don’t think it’s abstracted.
And technology is, to some degree, that lter?
This all about challenging the question of your own personal subjective. Why do you use a
robot to carve your stuff, why don’t you show the artist’s hand? Well, because I don’t know
if I trust my own opinion. Because even I did have an opinion, would it be based on what’s
good now or what’s good in the future? And what’s more important? What I’m trying to do
is pose a question: is it ever possible to step outside of your own authorship?

So why is the interest in the personal subjective so important to you?

It’s not my fault, dad was Catholic and I was in the closet. No joke, I have a real problem
with understanding the personal subjective because I spent twenty-two years pretending to
be a macho heterosexual. So if someone says to me: “what do you want?”, I still have a
signi cant voice in my head saying, “I want a girlfriend, I want to get married, I want to
become a lawyer”. If someone says, “what do you really, really want?”, I don’t know, to
be a Spice Girl? I haven’t got a fucking clue.
We all suffer from that same condition, and I think it’s exacerbated a little bit if you’re in
the closet because you build up quite a signi cant persona, which you do everything in
your power, through to your core, to buy into. Not everyone, but I did. I not only created
the persona, but I desperately wanted to believe it, because it would have made life so
much easier.

We enter the rose garden and circle a corten bust Hornby has derived from a 1951 Matisse
cut-out. “I’ve just taken a citation of a plant, and reversed engineered it to look like

something that is a bit architectonic”, he tells me, realising his role as guide and author.
“It’s also a bit like an atomic mushroom cloud, and it’s a got a bit nose, I’ve got a big
nose.” But then he shifts, perhaps even inching outside his personal subjective, allowing the
work to still surprise him. “I just nd it really weird. From here, it’s obviously a bust. Here,
there’s a nostril, that’s de nitely a nostril there.”
God, Bird, Drone is another piece that offers something new from every angle. The
audience can only make out the fragment of Michelangelo’s David if they view it from
above, as God, a bird or a drone. Is this piece about power?
God and the drone puts it in the territory of Bentham, Panopticon and surveillance. I’ve
already admitted that I’m guilty and Catholic, and insecure, that comes from the Catholic
sense of surveillance. The power of an internalised sense of surveillance, so you behave
properly.

You explore drones, 3D modelling, computer automated machines. Rodin,
Michelangelo, historical artefacts. What’s the dominant narrative?
I will happily tell you this is all about computers. I will happily tell you this is all about
19th Century marble busts and the V&A. I have reframed my work in many different ways,
which I nd interesting to do. This stuff can either be contextualised through art history,
technology, or through all sorts of narratives. I will allow those contexts to change.
Sculpture (1504-2017) challenges viewpoint, reference and frame. And while some of
Hornby’s work has been exhibited elsewhere, the sculptures take on a new, extra layer of
meaning at Glyndebourne. Created with precision software, from the fragments of
canonical art, the pieces could be seen at home among owerbed edging and scored strata.
And yet each piece, a playful cipher, houses a message of confused perspective, thereby

subtly challenging ideas of the Grand Narrative.
We sit on the lawn. Jollied guests stir at the sound of a bell from beyond the country house,
signalling the start of the opera. It’s a place that works hard to make sure everything makes
sense. And so offers something special adjacent to Hornby’s work. “Everything is
confusing, de nitely.” He concludes, “I’d hope that the work is open. I’m not trying to
present any answers, just pose a few questions.”

See more at nickhornby.com, maxbarnett.co
Photography Max Barnett

