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177Senta Simond

Rayon Vert

There is something about the women in 
Senta Simond’s photographs — or rather 
the way Simond has photographed them  
— that makes you stop in your tracks. 
That ‘something’ is difficult to pinpoint 
or define; indeed, the photographs’ in-
effability is the very thing that makes it 
hard to tear your eyes away. 

The Swiss photographer’s portraits in 
Rayon Vert command attention partly 
because we are not used to seeing 
women photographed in this way — in 
a more natural, less stylised manner, 
and from unusual viewpoints that lend 
the portraits a surreal air. Stray hairs, 
a curvaceous thigh or dimpled skin are 
embraced rather than demonised and 
apologetically airbrushed away, and 
awkward poses and camera angles that 
should be unflattering and clunky appear 
effortless and not at all out of place. The 
deliberately sparse settings and tight 
framing encourage viewers to focus only 
on Simond’s beguiling protagonists and 
we enter the worlds they inhabit utterly.

In the media, advertising or in art, women  
have long been depicted as objects of 
desire to be consumed by the male gaze, 
a concept introduced by feminist film 
theorist Laura Mulvey in 1975.  Artists 
such as Cindy Sherman, Jo Spence, 

Carrie Mae Weems, Hannah Wilke, 
Anne Collier and VALIE EXPORT have 
worked to challenge and destabilise the 
male gaze and its power, while more 
recently, photographers such as Juno 
 Calypso, Maisie Cousins, Zanele  Muholi 
and Petra Collins have led the charge, 
which (thankfully) seems to be gather-
ing momentum. 

Simond, who was born in Geneva and 
lives and works in Biel, belongs to a 
contemporary group of female image-
makers who are looking to empower 
their subjects and, in doing so, change 
entrenched codes of female representa-
tion. She began Rayon Vert, which fea-
tures portraits of Simond’s friends and 
‘friends of friends’, while studying for 
her master’s degree at Ecole cantonale 
d’art de Lausanne (ECAL) in Switzerland. 

The project takes its title from the 1986 
Éric Rohmer film in which a young 
 woman grapples with her sense of self 
and place in the world  following a break-
up. A little over 100 years earlier there 
was the 1882 Jules Verne novel where, as 
in the film, the  optical phenomenon that 
is the rayon vert — when the sun dips 
beneath the horizon causing a flash of 
green — is under stood to be a moment of 
clarity, an instant in which it is possible 
to know or ‘read’ the feelings of others.

‘I related the rayon vert phenomenon 
to the process of photography — this 
special and quick moment that happens 
rarely,’ Simond has said. At its core, her 
work explores the complex and multi-
layered relationship between subject 
and photographer, or more accurately, 
the point at which something miracu-
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The Studio  
Sculptures

A photograph’s intrinsic nature is gen-
erally obscured by the image it depicts. 
However, Dutch artist Jaya Pelupessy 
magnifies this edifice by creating works 
that consider their own creation. The 
 internal logic of his artist books and 
exhibitions turns image reproduction 
inside out by deconstructing the photo-
graphic process and compelling us to 
consider the nature of representation.

The Studio Sculptures — an  installation 
including symbiotic photographs and 
sculptural objects — is part of  Pelupessy’s  
ongoing investigation into the studio 
and darkroom photography reproduc-
tion processes that lead to autonomous 
photographic images. He explained,  
‘I feel that we are constantly inundated 
with images and the number of these 
images is growing and growing. So, 
it’s interesting to deconstruct the pro-
cesses with which these images are 
constructed.’ While this work is the 
 artist’s foray into visualising these ideas 
within a three-dimensional space, simi-
lar themes can be found in his earlier 
projects, including his collaboration 
with a graphic designer on Traces of the 
Familiar, and in his recent publication 
SET-PUT-RUN.

Traces of the Familiar was realised out of 
an interest in the potential of photogra-
phy, in the spirit of the medium’s  earliest 
experiments. Pelupessy collaborated 
with his longtime friend Felix van Dam 
in constructing a camera prototype that 
photographs directly onto silkscreen.  
In doing so, he and the graphic designer 
invented their own process, echoing a 
time when the medium was an experi-

mental field with no set standards. 
Pelupessy’s recent publication SET-PUT-
RUN was produced in collaboration with 
graphic designer Hans Gremmen. In 
 addition to using traditional book design 
software, the artist created an analogue 
document by using five cameras to com-
bine layers of images on printed sheets 
laid on his studio floor. The setup used 
to create the publication was integrated 
into the edit, creating a sort of cyclical 
logic within the book. He explained, 
‘After SET-PUT-RUN, I wondered, 
“How do I translate this into a physical 
space?” That’s how the The Studio Sculp-
tures came about.’ In The Studio Sculp-
tures, Pelupessy expanded his investiga-
tion of photographic reproduction into 
the three-dimensional plane, literally 
inviting the viewer inside his process.

The interconnected sculptural objects 
and photographic images in The Studio 
Sculptures are constructed from objects  
found in photography studios and 
analogue darkrooms, such as reflector 
screens, a softbox, and film reels. By 
crafting the tools of photography into 
sculptural objects, the photographic 
process itself is both the project’s form 
and content. The artist explains, ‘I feel 
that my process should be as relevant 
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English consul and art collector. From 
Mt. Ontake, Kawashima went to Mt. 
Zao, located near his hometown, and 
photographed the volcanic ashes and 
craters. This group of photographs was 
combined with ubiquitous journalistic 
photographs that he found on the inter-
net, and published as a photographic 
book entitled Unfinished Topography / 
Collection. The photobook also intro-
duces photographs from the Tohoku 
region which were taken as a continua-
tion of New coast, and a fragment over a 
woman, making it clear that these two 
photographic series have an inseparable 
relationship. 

Incidentally, volcanoes are not particu-
larly a new photographic motif in Japan. 
From its beginning, the Japanese Archi-
pelago has been dotted with volcanoes. 
As Japan sits atop the tectonic bounda-
ries of four plates, including the Pacific 
plate and the Eurasia plate, earthquakes 
and volcanic eruptions caused by the 
collision of these plates have been the 
subject of concern since the prehistoric 
age. This is symbolised in the collection 
of Japan’s creation myths called Kojiki, 
meaning ‘records of Ancient Matters’, 
and is the oldest extant chronicle in 
 Japan, dating from the early 8th century. 
In this myth, the goddess of the earth 
Izanami also appears as the goddess of 
the volcano, and the formation of the 
earth itself is described by metaphors 
of stirring volcanic lava. Indeed, the 
largest active volcano in Japan, Mt. Fuji 
has been given special representation 
as a holy mountain throughout various 
cultural practices, such as literature, 
visual art and indigenous religions, since 
ancient times. Kawashima intertwines 
images of volcanoes as a spiritual entity, 
and fragmented images of life (which 
seem to be detached from indigenous 
life) with volcanoes and other sources of 
catastrophe which can instantaneously 
destroy life. By doing so, he attempts to 
reconstruct contemporary myths. 

Less than 200 years after its birth, so 
many different techniques have been 
 invented over the course of photographic 
history that it’s no exaggeration to see 
it as a history of technical inno vation. 
Kawashima has incorporated a variety 
of techniques with dizzying speed as if 
attempting to embody the entire photo-
graphic history all within a span of just 
a few years. In addition to manipulating 
and converting images, he places pic-
tures and texts in a physical space and 
re-photographs them to  create trompe 
l’oeil style conceptual photographs, while 
on the other hand, he also takes plain 
street photos. And finally, he constructs 
architectural installations considering 
such aspects as locations of windows 
and the angle of light incidence in the 
gallery space.

If there is something like an individual 
style in Kawashima’s work, it is not 
some thing he has predefined as his own 
way of expressing things, but it certainly 
is his flexibility to approach different 
subjects in a catalytic manner.

— Text by Eriko Kimura 

All images from the series 
U nfinished Topography / Collection, 
2011–2016 © Takashi Kawashima, 
courtesy of the artist and G/P 
 Gallery
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and graduated with a Masters in 
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the relationship between man and 
nature, in which he explores the 
theme of natural disasters. In 2015 
he received the jury prize in the Art 
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for many art contests throughout 
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as its result. So, creating this work was 
in part about slowing the reproduction 
process down in order to make the  viewer 
more aware of it. This allows the work 
to function as a sort of deconstruction 
of reproduction.’ This dismantling of 
the internal structures of photography is 
underscored in the installation, in which 
the photographic process serves as both 
the form and content of the sculptural 
objects, which are in turn the subject of 
the photographic prints.

As part of his practice, Pelupessy re-
searched how darkroom photography 
techniques and reproduction processes 
are visually represented, while main-
taining an archive from which to draw 
inspiration. He explained, ‘Instructive 
photographic images are a huge inspira-
tion for me because  they deconstruct 
themselves in a sense; they use photog-
raphy to explain photography.’ He in-
corporated his research into The Studio 
Sculptures, both figuratively and literally. 
For example, Developing Tray out of Doka 
Books is a papier-maché reproduction 
of a darkroom developing tray, museo-
logically displayed on a wall-mounted 
shelf. The pulp of the papier-maché is 
discernibly made of pages from vintage 
darkroom instructional manuals, physi-
cally manifesting the artist’s visual re-
search in his work. The same developing 
tray repeats itself in one of the installa-
tion’s photographs, creating a conversa-
tion between the photographic process, 
the flat photographic image, and the 
physical space. 

The relationships between the photo-
graphs, the objects used to create them, 
and the physical space they inhabit 
are interconnected within the installa-
tion in myriad ways. Shooting Table is a 
sculptural object created from a piece of 
studio equipment used for staging pro-
ducts for advertisement photographs. 
Recontextualised as an art object, this 
tool — originally meant to help people 
create two-dimensional spaces — is ren-
dered autonomous while referencing the 
two-dimensional works in the installa-
tion, as well as two-dimensional image 
production in general.

For its installation, Pelupessy creates a 
detailed model of the exhibition site in 
his studio, installs his work inside this 
maquette, and photographs it. He ex-
plains, ‘This is a conceptual requirement 
for all the works in the series and hap-
pens everywhere the works are shown: 
in the gallery, in the museum, within 
private collectors’ homes. Every time, 
I build a model of the place where the 
works are presented and photograph 
that. Those images become the works.’ 
In an exhibition of The Studio Sculptures, 
the site is turned inside out so that the 
viewer is simultaneously located in the 
space and in the reproduction of that 
space, making the metanarrative ines-
capable. 

— Text by Liz Sales

All images from the series The Studio 
Sculptures, 2017 © Jaya Pelupessy, 
courtesy of the artist

JAYA PELUPESSY (b. 1989, NL) 
studied Photography at the HKU. 
Pelupessy uses photography to 
 investigate the medium’s status. 
Central to his work are the process-
es that lead to autonomous images; 
an examination of to what extent 
the process itself and the visibility 
of that process strengthens, invali-
dates, or delivers new autonomous 
images. Countless ‘loops’ within 
his own work emerge, within which 
reproductions are again reproduced. 
Work by Jaya can be found in the 
collections of Foam, Steenbergen 
and various private collections. 
His photobook SET-PUT-RUN, 
published by Fw:Books was one of 
the Best Photobooks 2016 by the 
Volkskrant. The collaborative pro-
ject Traces of the Familiar was shown 
in Foam 3h and is part of the Back 
to the Future — the 19th century in the 
21st century exhibition shown in 
Foam and C/O Berlin.
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faculty member at the International 
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 programs. She lives and works in 
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