
“Every art is concerned with bringing something into being, and looks for technical and theoretical means of producing a thing which belongs to 
the category of possibility and the cause of which lies in the producer and not what is produced. ...It is not in depraved beings, but in those who 

act in accordance with nature that we must seek what is natural.” 
—Aristotle, Politics (I.V.1254a)
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H
ere’s a photograph. 

T
he photograph w

as taken by John Patrick around 1904 and show
s 

the room
 in w

hich T
hom

as C
arlyle w

rote the novel Sartor R
esartus 

(betw
een 1831 and 1834). 
A

ccording to W
ikipedia, Sartor R

esartus (m
eaning ‘T

he tailor 
re-tailored’) intended to be a new

 kind of book: sim
ultaneously 

factual and fictional, serious and satirical, speculative and historical. 
It ironically com

m
ented on its ow

n form
al structure, w

hile forcing 
the reader to confront the problem

 of w
here “truth” is to be found. 1 

T
he book’s central figure is an im

aginary G
erm

an philosopher 
D

iogenes Teufelsdröckh, w
hose “Philosophy of C

lothes” holds 
that “m

eaning is derived from
 phenom

ena, continually shifting 
over 

history, 
as 

cultures 
reconstruct 

them
selves 

in 
changing 

fashions and pow
er-structures.”

2 In the book’s eighth chapter, 
Teufelsdröckh quotes from

 G
oethe’s Faust:

In B
eing’s floods, in A

ction’s storm
,

I w
alk and w

ork, above, beneath,
W

ork and w
eave in endless m

otion!
          B

irth and D
eath,

          A
n infinite ocean;

          A
 seizing and giving

          T
he fire of Living ... 3

From
 

this 
fragm

ent, 
w

e 
transition 

to 
Plato’s 

com
m

ents 
on 

“statecraft” in the Politikus, w
here another im

aginary philosopher 
(referred 

to 
as 

“the 
Stranger”) 

asserts 
that 

“w
ool-w

orking 
com

prises tw
o divisions, and each of these is a part of tw

o arts 
at once.” Perhaps this is because the G

reeks use the sam
e w

ord 
techne to nam

e both craft and art. B
ut, beyond its superficial usage, 

techne also denotes “a m
ode of know

ing” that finds articulation 
in “the act of m

aking.” B
eing of the order of  “know

ledge” and 
“doing,” techne interposes a kind of creative m

ediation betw
een 

nature and hum
anity, w

hose status of intercession is a source of 
perpetual am

biguity. 4  

To 
be 

capable 
of 

transform
ing 

a 
forest 

into 
packaging 

for 
cheeseburgers, m

an m
ust see the forest not as a display of the 

m
iracle of life, but as [a] raw

 m
aterial, pure and sim

ple. 
—

M
ichael Z

im
m

erm
an

T
houghts and things are nam

es for tw
o sorts of objects.

—
W

illiam
 Jam

es

For the exhibition, D
ew

ar &
 G

icquel are show
ing tw

o large w
ool 

tapestries (w
hich appear as sw

eaters) and a grouping of stonew
are 

ceram
ics (a pitcher, a toilet and a bidet). From

 their appearance, w
e 

get the hum
or. Y

et, D
ew

ar &
 G

icquel’s w
ork is intensely serious. 

T
hey are keen to seize upon techne’s am

biguity, as the separation 
betw

een m
aking and thinking—

betw
een sculpture and the act 

of producing sculpture, content and form
, naturalization and 

socialization—
is an enduring and deliberately unresolved aspect 

of their w
ork. W

hether carving into a block of stone or clay, 
or w

eaving w
ith large w

ooden needles, the key issue is how
 to 

prioritize the m
eans of doing sculpture in such a w

ay that questions 
sculpture’s conventions and w

orks through w
hat is or is not 

m
aterially possible. T

hey’ve said, “there is no difference betw
een 

the process of m
aking and the object.”

D
ew

ar &
 G

icquel produce everything them
selves by hand. 

T
hey stress the im

portance of w
orking in sessions of intense and 

uninterrupted productivity, w
here a single object can take w

eeks 
to m

anufacture. T
his is perhaps w

hat m
akes their w

ork so hum
an, 

even rom
antic. B

ut, the diffi
culty w

ith m
ost of these labels is the 

overarching im
plication of nostalgia that does not uncritically or 

unconditionally present itself in their w
ork. Instead, their process 

suggests a rigorous Pragm
atism

, w
here sculpture functions “less as 

a solution than as a program
 for m

ore w
ork, and m

ore particularly 
as an indication of the w

ays in w
hich existing realities (or m

aterials) 
m

ay be changed. ...T
heories thus becom

e instrum
ents, not answ

ers 
to enigm

as.”
5

In this m
ode, D

ew
ar &

 G
icquel resist a prevailing tendency 

in contem
porary art practice to de-skill (obviating readym

ade 
objects and outsourcing) by favoring traditional techniques – stone 
and w

ood-carving, m
odelling w

ith clay, w
eaving and w

orking 
w

ith ceram
ics – that prioritize physical engagem

ent w
ith raw

 
m

aterials. T
hough their w

ork tends to be figurative, they insist 
their interest in “im

ages” is “purely form
al.” T

he “sw
eater” or 

“pitcher” are intended to function less as im
ages than as w

ays to 
form

at a singular m
ode of sculptural investigation. In this sense, 

the appeal of one m
aterial over another does not directly relate to 

the subject of the w
ork, because the subject is the m

aterial and, 
specifically, how

 the m
aterial can be put to use. W

hat D
ew

ar &
 

G
icquel hope to uncover is w

hen the technique replaces the need 
for an im

age. O
r how

 the technique (the m
aterial and its use) 

interw
eaves itself w

ith the im
age that expresses it. 

T
here are tw

o hypotheses. T
he first one, the poetic one, is 

that the universe of appearances have given w
ay to an objective 

w
orld, w

here the w
orld relieved from

 truth and appearances 
becom

es a fable. T
he second hypothesis...is quite sim

ply the 
collapse of the w

orld into reality. 6

B
ecause 

D
ew

ar 
&

 
G

icquel 
often 

w
ork 

outside, 
the 

insinuation of the environm
ent is intentional. B

ut w
orking in rural 

settings is not positioned as call for the return of “the pastoral” or 
a reprisal of V

ictorian-era protests against m
echanical dom

ination. 
It’s about how

 craft has the potential to pragm
atically condition 

the w
orld w

e com
e to know

. H
ere, the analogy of craft as a m

ode 
of know

ing aligns w
ith Foucault’s definition of archeology as a 

“discursive form
ation” of “m

ultiple dissensions [w
hose] purpose it 

is to m
ap a particular discursive practice.”

7 Its future is unknow
n, 

but som
e trajectories can be draw

n. N
ot on the basis of actions 

that cannot be planned, but as an attem
pt to bring attention to 

the discursive im
plications of view

ing craft as an interventionary 
practice or condition of possibility. In other w

ords, D
ew

ar &
 

G
icquel are aim

ing to assess how
 the productive aspects of craft 

m
ight sym

bolically reproduce the conditions under w
hich the 

practice of doing sculpture is both questioned and expanded, 
w

here techne’s am
biguity hinges sim

ultaneously on w
hat they 

m
ake as m

erely im
agined and how

 the things of im
agination are 

m
erely m

ade. “T
houghts and things are nam

es for tw
o sorts of 

objects” and objects are m
ost them

selves w
hen here and now

 they 
cease to m

atter.  

...

D
aniel D

ew
ar &

 G
régory G

icquel (b. 1976 in Forest of D
ean, 

E
ngland and 1975 in St B

rieuc, France, respectively) live and 
w

ork betw
een B

russels and Paris. R
ecent exhibitions include 

É
tablissem

ent d’E
n Face, B

russels; G
alerie M

icheline Szw
ajcer, 

B
russels; M

usée R
odin, Paris; C

entre Pom
pidou, Paris; T

ruth 
and C

onsequences, G
eneva; Spike Island, B

ristol; W
itte de W

ith, 
C

enter for C
ontem

porary A
rt, R

otterdam
; Palais de Tokyo, Paris. 

T
hey w

ere the recipients of the M
arcel D

ucham
p Prize in 2012. 

T
his is D

ew
ar &

 G
icquel’s first solo exhibition in the U

nited States. 

D
aniel D

ew
ar &

 G
régory G

icquel is on view
 at Front D

esk A
pparatus 

from
 M

ay 11 through July 31, 2015. Special thanks to M
icheline 

Szw
ajcer and Paul-A

ym
ar M

ourgue d’A
lgue. 

For 
further 

inform
ation 

please 
visit 

our 
w

ebpage: 
w

w
w

.
frontdeskapparatus.com

 or contact us at info@
frontdeskapparatus.

com
 or 212-300-3661. Front D

esk A
pparatus is open M

onday 
through Friday from

 10:00-6:00pm
. 
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