!

Collapse of Boundaries in International Exhibitions:
a study through drawing

Jinah Lee
MRes Arts Practice
Chelsea College of Art
University of the Arts London

August 2012

!

!

"!

Abstract

The aim of this practice-based and led research is to observe the collapse of boundaries
through the practice of drawing in exhibition spaces: specifically at the 54th edition of the
Venice Biennale (2011) and its national pavilions. This research is theoretically constructed
upon the Foucauldian concept of biopower, which is further developed by Michael Hardt and
Antonio Negri. This research focuses on the geographical and social collapsing of boundaries
in contemporary art and claims that this collapsing can be analysed and articulated using
drawing as a practice method.
The drawings produced and analysed as part of this research are divided into three types:
-Schematic Drawing,
-Rhizomatic Drawing
-and Observational Drawing.
This division is designed to combine careful observational analysis with more diagrammatic
informational approaches in order to allow a wide range of interpretation across the collected
final works.
Findings from the 54th edition of the Venice Biennale:
In contrast to most other international exhibitions, the Venice Biennale continues to show
within a format of national representation, exhibiting country specific artworks housed within
national pavilions. Beyond this particular exhibiting convention, however, actual
territorial/geographic boundaries are collapsing, as well as social, economic and political
boundaries. There are a number of ways that the collapse of boundaries can be represented
and critiqued within the format of the Venice Biennale. These include:
- Selecting representatives from outside one’s own nation can lead to the collapsing of
territorial boundaries between pavilions.
-Artist working as collaborative teams could lead to the loosening of national
demarcation and some cross over between nations.
- An outside point of view could offer new perspectives on existing national political
issues with the possibility of wider opportunities for freedom of speech.
Implications for drawing in relation to the collapsing of boundaries:
The outcomes of this drawing based research project will demonstrate new interpretations of
the collapsing of boundaries.
-My redrawing of territorial boundaries on existing maps reassert the idea that nations
were originally more closely connected, therefore the re-collapsing of those boundaries
that have subsequently separate them can be seen as a matter of return. It is the impact
of biopower, which both constructs, and at the same time, dissolves boundaries.
-Unintentionally scribbled lines represent a way of drawing through thinking that can
show things that words cannot; drawing becomes an instrument of abstract reasoning
offering unpredicted results and outcomes.
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Chapter 1. Introduction

Figure 1.1 This image is from Antony Mason’s Children’s Atlas of
Exploration, The Globe as Jigsaw (Mason, 1993). Mason’s presentation of
the globe was designed to demonstrate the separate spatial understandings
that co-existed in the world.

There is already much discussion about the collapse of geographic and cultural boundaries
within contemporary exhibiting practice (McQuire and Nikos, 2005). My own experience of
living in divergent cultures has led me to reflect directly upon notions of displacement and the
fragmentation of identities from a personal perspective. For example, I have experienced
geographic moves throughout my life including South Korea, USA, New Zealand, Australia
and the UK. It was during this experience of geographic mobility that I carried out my
research on displacement and multicultural identities, which resulted in my previous masters
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thesis titled ‘The Expression of Identity through the Alterity’ (2010) at Ewha Womans
University in Seoul. During this previous research, I had a chance to visit a number of major
international exhibitions, which in turn led me to my current research concerning the collapse
of territories within the contemporary art scene.

This current research focuses on the 54th Venice Biennale in order to examine the collapse of
territorial boundaries between social, political and geographical space; elements, which I
believe, are, in the age of globalisation, in perpetual movement and simultaneous migration.
The division of artists within nationally appointed pavilions raised for me questions regarding
the national specificity, or otherwise, of artworks.

Reactions to national representation within the art world vary. Some might stress the need to
open up such a convention to the current processes of movement and the breaking down of
boundaries that are signaled by global mobility, others might defend that very same
convention for its fixity. But how do we understand and experience this occurrence? Can
visualising the experience of mutability help us to adapt to this phenomenon? This is one of
the questions that I will address through this research.

1.1 Aims

The aim of this practice-based and led research is to interrogate territorial boundary issues,
particularly in relation to a number of international exhibitions using my own drawing
practice as a methodological tool (De Zegher, 2003, p.267). This research is specifically
focused on the major international exhibition: the 54th Venice Biennale (2011). Through
drawing, I will trace the invisible, mixed (or trans) boundaries, where local and global
territories overlap and coexist in the exhibition space.
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Therefore, the aims of this research are:
1) To examine the collapse of traditional concepts of territorial boundaries in contemporary
art within the context of the 54th edition of the Venice Biennale.
2) To explore the role of drawing as a methodological tool and determine how drawing
compares to text in the generation of new insight and meaning.

My careful observations and findings through drawing seek to open up the possibility for new
interactions of experience and knowledge in relation to geopolitical and cultural boundary
issues. In other words, my drawings are not intended to display simple measurements of
logistical interaction such as trade, production or finance, but are intended to uncover new
connections and networks that indicate the impact of new social interaction and articulate the
qualitative widening and deepening of social cross-networking.

1.2 Historical and Contemporary Context on Globalisation and Boundaries

Before addressing the concept of global boundaries, particularly in relation to the realm of art,
we need to look at globalisation in its wider meaning. The political economist, Susan Strange
describes globalisation as:
[Globalisation is] a term used by a lot of woolly thinkers who lump together all
sorts of superficially converging trends in popular tastes for food and drink,
clothes, music, sports and entertainment with underlying changes in the provision
of financial services and the directions of scientific research, and call it all
globalisation without trying to distinguish what is important from what is trivial,
either in causes or in consequences (Strange, 1995, p.291).
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Strange’s quote, which can be seen as a critique of the use of the term rather than a definition,
suggests that different perspectives produce different meanings for the term globalisation.
Globalisation as a phenomenon undoubtedly has its benefits, such as the multiple and
extensive interpenetration of national economies. However, I believe that globalisation’s
move towards sameness is where boundaries start to collapse; its overlapping processes are in
a danger of establishing too much homogeneity. For example, Palestinian artist and art critic
Khaled Hourani used the terms single era (global era) and a reduced space (global village) to
contrast with a past when countries were identified on the basis of their own history and
identity (Hourani, 2011).

People have a desire to travel. Whether for social, economic or political reasons; individuals
are no longer tightly territorialised or spatially bound; they are now more than ever able to
move, regroup and reconstruct their locations regardless of boundaries. In other words, people
are moving across the world and establishing new connections and networks for a variety of
reasons, sometimes beyond the political, financial and economic. I will develop and apply
these ideas to contemporary art exhibition spaces in Chapters 2 and 3.

1.21 Globalisation and Boundaries in Exhibition Spaces

The term ‘globalisation’ has been used since the late 1980s as seen in art exhibitions such as
the ‘Primitivism in Twentieth Century Art’ (1984), held at MOMA in New York and the
‘Magiciens de la Terre’ (1989), at Centre Pompidou in Paris and has continued into the 1990s,
with the ‘Documenta 10’ (1997) in Kassel and the series of the Venice Biennales. At the same
time, a number of non-western artists’ works began to appear in those exhibitions, artists such
as the now more widely established Feng Mengbo (China), Matthew Ngui (Singapore), and
Gabriel Orozco (Mexico).
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Many critics such as Paul Wood, Jason Gaiger, and Tim Griffin among others argue that it is
the ‘Documenta 11’ (2002), which was curated by a non-western artistic director, Okwui
Enwezor, that began the debate on globalisation. Enwezor claimed spectacular difference as a
slogan to deliver the multicultural Documenta, or the post-colonial Documenta (Enwezor,
2002). Under the theme of ‘globalisation’ Enwezor invited a wide-range of artists from all
over the world, particularly Africa, Asia and Latin America, artists such as Chohreh Feyzdjou
(Iran), On Kawara (Japan), Feng Mengbo (China), and Santu Mofokeng (Johannesburg, South
Africa), amongst others. By selecting these artists, Enwezor’s aim was to establish an open
network connecting different forms of cultural diversity to show a deterritorialised world.
After the Documenta 11, globalism became a greater issue in contemporary art, the term
appearing in many current exhibitions and art conferences.

Since I entered university in 2005, I have visited a large number of major exhibitions around
the world: the Documenta (2007, 2012), the Venice Biennale (2007, 2009, 2011), and the
Munster Sculpture Projects (2007) among others. Among these, the Venice Biennale struck
me as the most rigid in terms of its adherence to nationalist boundaries. Showing artists’
works in national pavilions boldly bearing their country’s name was a strange sight for me
(See Figure 1.2, 1.3). It suddenly awakened my national identity and inspired a patriotism that
I had never felt before.

Figure 1.2
The façade of the Belgium pavilion
before World War 1.
(Biennale di Venezia, 2011, p.124)
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Figure 1.3
The façade of the Italian pavilion.
(Lee, J. 2007)
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There are currently 29 independent national pavilions in the Venice Biennale. These pavilions
all look different but have one thing in common; each has its country’s name clearly displayed
on the front of the building, as seen if Figures 1.2, and 1.3. These buildings show how
national fixity affects the exhibition space in terms of the period of the building, its size, and
its location. Built in 1907, the Belgium pavilion is the first foreign pavilion (Figure 1.2),
followed by the pavilions of Hungary, Germany and Great Britain, all built in 1909. There
were fewer than 20 foreign pavilions for approximately 50 years, but from the early 1950s the
numbers began to grow rapidly and included pavilions for Asian and African countries.
Without a doubt the Italian pavilion is the largest and is proudly situated in the middle of the
Giardini (Figure 1.3). In contrast to this clustering within the Giardini, some pavilions are
dispersed throughout the city in isolated area like Isola di San Servolo; these include the
Cuban and Syrian pavilions.

Whilst visiting each successive the Venice Biennale since 2007, I began to see a collapse of
territorial boundaries between pavilions, which contrasted the Venice Biennale’s background
of national demarcation. By the collapsing of territorial boundaries I mean the process of
nations interconnecting with one another through separated pavilions. This was especially
apparent in 2011, where more pavilions tried to underscore the burden of the Venice
Biennale’s strong nationalistic characteristics. For instance, rather than selecting an artist from
their own country, some organisers chose instead a non-national as their representing artist.
Some pavilions tried to overcome the division between national pavilions by dealing with
other countries’ political or social issues in their own space. The most recent Venice Biennale
tried to further question territorial boundaries with the help of its curator Bice Curiger’s
exhibition the ‘ILLUMInations’ (as discussed in more detail in Chapter 3.2).

However, not all pavilions were challenging national boundaries during the ‘ILLUMInations’.
Even though it is impossible for an artist to actually represent a country, some countries,
particularly newcomers to the Venice Biennale, still think that their pavilion should represent
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their nation by employing their own artists as representative citizens. I believe that this
ongoing practice makes my research all the more relevant. Moreover, these discoveries
suggest to me a possibility of inclusion beyond national boundaries.

1.3 Methodology

My methodology is formulated to explore the way in which globalisation and the collapse of
its territories are represented in art exhibitions. This research is founded upon aspects of
Foucault’s theoretical positioning, particularly his ideas relating to biopower. Based on this
theoretical foundation, I have conducted research whose practice element comprises a
drawing project based on the most recent Venice Biennale, the 54thedition, held in 2011.
Drawing plays a dominant part in my methodology in order to interpret and demonstrate my
observations of the Venice Biennale documentation including texts, catalogues, images and
photographs. This practice-based and practice-led methodology will demonstrate how
drawing can be used to uncover more temporal and progressive aspects of analysis than might
be found in more directly textual methods. Avis Newman, in conversation with Catherine de
Zegher, stated ‘I have always understood drawing to be, in essence, the materialisation of a
continually mutable process, […]: the operations of thought’ (De Zegher, 2003, p.67).

Why emphasise drawing rather than writing as a mode of enquiry? As an artist with a
practical skill developed through ten years of art education, I find drawing the most direct and
appropriate method to convey my thoughts. This is because, as De Zegher and Wigley have
argued and which I have also experienced, drawing presents the possibility of making visible
those things which cannot be described in words (De Zegher and Wigley, 2001). Wigley also
claimed that ‘drawings are seen as a unique form of access to the thoughts of the people who
make them’. Starting from the idea that we need to generate new ways of thinking in order to
generate new understanding, I test new ways of thinking through a careful observation of
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global boundaries using drawing as a research method. Through drawing, I observe
connections between my own experience of visiting the Venice Biennale exhibitions and
existing knowledge concerning globalisation and boundary theory. This comparison within
the exhibition space will relate to contemporary boundary practices, by which I mean the
overlapping and extended interpenetration of nations.

One strand of my practice method is the
production of drawings that form
rhizomatic structures to produce diagrams
of thinking. Gilles Deleuze used the term
rhizome to describe what he calls an image
of thought: a metaphor for organic
complexity. His concept of rhizome
supports my methodological approaches by
allowing me to interrogate further the
collapse of social and geographical
boundaries from the inside (myself having
experienced the renegotiation of such
boundaries throughout my life), rather than

Figure 1.4 Picture taken at my studio
(Lee, J. 2012)
This photo shows the process of practice-making.

from a passive position outside of it.

As well as the more diagrammatic Rhizomatic Drawings made in relation to the 54th Venice
Biennale I also carried out Observational Drawings during this research. These Observational
Drawings are based more directly on existing texts, images, and collected materials
throughout the 2007, 2009 and 2011 editions of the Venice Biennale. Observational Drawings
offered me an intense engagement with perceptual experience; kept my head open and my
hand skilled by allowing me a different kind of drawing experience and fulfilling my need to
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draw something every day. This parallel process served as a counterpoint that enabled me to
keep a fresh approach to my more diagrammatic drawing.

To sum up, this methodological approach provides an insight into the different dimensions of
globalisation and also allows me to examine and demonstrate how territorial boundaries are
collapsing in exhibition spaces. My intention is also to emphasise the need for a differentiated
and practice-based approach to the study of boundaries. My interpretations of the detailed
case studies from the 54th Venice Biennale, through drawing practice using rhizomaticdiagram structures, will contribute knowledge to and demonstrate the ways in which
globalisation is changing the formulation and reconstruction of boundaries between countries
and regions.

1.31 Review of Literature

Michel Foucault’s book The history of sexuality, Volume 2: An introduction (1990) and the
works covered within The Foucault Reader (1984) are fundamental to my understanding of
his idea of biopower as it relates to my own research. Besides Foucault, the continuing
development of the discourse on biopower has been attributed to a number of current
philosophers such as Michael Hardt and Antonio Negri. For the purpose of my thesis, I will
employ elements from Hardt and Negri’s thoughts on biopower, namely those included in the
publications Empire (2001) and Multitude (2006).

The concept contained within Multitude and Empire underpins the development of my
research. In Multitude, for example, Hardt and Negri define multitude as ‘composed of
innumerable internal differences that can never be reduced to a unity or a single identity’
(Hardt and Negri, 2006, p.xiv). In other words, they conceptualise multitude as a living
alternative to homogeneity, which grows within global order, whilst emphasising its role in
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the self-organisation of common action without reducing it to a single unit or single identity.
This idea along with Hardt and Negri’s concept of empire as a regime with no temporal
boundaries (Hardt and Negri, 2001, p. xiv) are fundamentally characterised by a lack of
boundaries.

The main source material for my drawing project: Collapsing Boundaries at the 54th Venice
Biennale (Chapter 3) is Bice Curiger’s curated exhibition catalogue ILLUMInations [54th
International Art Exhibition] La Biennale di Venezia (2011). The main theoretical model used
to analyse my drawings is drawn from Deleuze and Guattari’s A Thousand Plateaus (1988).
This is also used to determine the term rhizome along with Rudolf Arnheim’s book Visual
Thinking (1969).
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Chapter 2. Terms:
2.1 Biopower:

The theoretical base of this research is located within Michel Foucault’s discussion of the
collapse of social and territorial boundaries. An analysis of power is an important step in
understanding Foucault’s concepts such as sovereign power, disciplinary power, and
biopower. I cannot cover all these themes in this research but some focus on his ideas in
relation to biopower in particular is essential in order to contextualise my research; which
emphasises the relationship between positioning of governmental techniques in our lives as
how this affects issues related to the collapsing of boundaries.

Foucault on biopower:
Power would no longer be dealing simply with legal subjects over whom the
ultimate dominion was death, but with living beings, and the mastery it would be
able to exercise over them would have to be applied at the level of life itself: it
was the taking charge of life, more than the threat of life, that gave power its
access even to the body (Foucault, 1990, pp.142-143).

Foucault wrote in his book The history of sexuality, Volume 2: An introduction, that biopower
is not to take life or to let live but to foster life or disallow it to the point of death (Foucault,
1990, p.138). In other words, it is a power over ‘bios’ or life, and lives may be managed on
both an individual and a group basis (Taylor, 2011, p.44). Biopower, therefore, is a power that
takes hold of human life, in a manner whereby it can be seen as an opposed cause of collapse
of social and territorial boundaries. However, the collapse of boundaries and the resulting
movement of people beyond governments’ power can affect not only our ability to re-think
the underlying power relationships of spatial distributions, but also to re-individuate possible
points of resistance to power.
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The sense of the term biopower, as outlined above, has been developed by Hardt and Negri
who made a version of the concept of biopower central to their analysis of contemporary
politics in their books Empire (2001) and Multitude (2006). However, rather than using the
term biopower which Foucault employed to explain how political power rules over our lives
in every aspect, Hardt and Negri use the term biopolitical production (Hardt and Negri, 2006).
The common prefix ‘bio’ suggests that both terms still share the meaning of an entirely
engaged social life.

According to Hardt and Negri, nowadays people are living in a biopolitical era: ‘a form of
power that regulates social life from its interior’ (Hardt and Negri, 2001, p.23). They
differentiate between the terms` biopower and biopolitical as follows:
Biopower stands above society, transcendent, as a sovereign authority and
imposes its order. Biopolitical production, in contrast, is immanent to society and
creates social relationships and forms through collaborative forms of labor (Hardt
and Negri, 2006, p.94).

The geographical expansion of movement spreads simultaneously from one context to another
through the communication of common practices and desires, people create new social
relationships regardless of territorial boundaries. Moreover, this movement develops in the
form of a distribution network that I argue is flexible and fluid. Hardt and Negri argue that it
remains singular and tied to its local conditions but at the same time is immersed in the
common web; and they call this concept the multitude. The multitude therefore lives in a
multinational and transnational world. Hardt and Negri, moreover, claim that ‘the
mobilisation of the common and the political project to create the multitude need to be
extended much more widely across society and established more solidly (Hardt and Negri,
2006, p.219)’. I also claim that this stage is where boundaries break down without knowing.

Through my reading of Hardt and Negri’s text, I felt that they had broadened the concept of
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biopower to such a degree that conceptually it became difficult for them to analyse specific
occurrences. Indeed, they merely mention certain artificial descriptions of present aspects,
whereas Foucault deals with detailed historical studies of biopower. These include town
planning, medical policy, regulating population among others (Foucault, 2002). For Foucault,
biopower is not a single power or group.

2.2 Drawings

As a method, drawing can be seen as an interweaving process that combines theoretical and
empirical materials. During the first stage of my research, my drawing practice was more
limited to Schematic Drawings. This process helped me to make sense of the diverse
connections through which I was thinking. Most importantly of all, through Schematic
Drawings, I was able to reduce and eliminate a wide research area into more condensed
subject (a specific example can be found in Chapter 2.21). These initial drawings developed
into my Rhizomatic Drawing method. The result of Rhizomatic Drawings employed less text
and more lines, enabling me to trace the connections and to document the interplay between
the objects of my material research.

The Schematic and Rhizomatic methods of drawings mentioned above differ from my
Observational Drawings not only in style and format but also in process. Compared to my
instinctive Observational Drawings, the Schematic and Rhizomatic Drawing were produced
through the process of attending to and documenting their own production (Cocker, 2011, In:
Gansterer, p.105). Therefore the drawings in this research are not only the main observational
record or explanation of the actual world but also an attempt to account for something
intangible, a making visible: turning experience and perception into drawing, and contextual
texts into drawing.
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2.21 Schematic Drawing

The term schema (schematic) can be briefly sketched with ideas from Immanuel Kant (1781).
In the operative sense, schematism could be the foundational mechanism for every
diagrammatic figure of thought. As Kant says in Critique of Pure Reason:
The schema is in itself always a product of imagination. Since, however, the
synthesis of imagination aims at no special intuition, but only at unity in the
determination of sensibility, the schema has to be distinguished from the image
(Kant, 1781, revised 2nd ed. 2007, p.182).

In practical terms, the implications of Kant’s words mean that Schematic Drawing is no
longer simply ‘art’ drawing, but an ‘art research’ drawing: distinguishing from the image. The
drawing in this research is primarily informed by theory and based in knowledge, which
requires theoretical groundwork to understand the specific context of the Venice Biennale. I
chose drawing as a method of investigation because I was aware of the value of its use in the
context of my research, and of Schematic Drawing in particular in that it has naturally
provided me with a deeper understanding of the research question. Focusing on Schematic
Drawing for aspects of my analysis has helped me to make diverse connections throughout
my thinking, and helped to reduce a wide research area into more condensed subject.

The value of Schematic Drawing lies in its process rather than its subject. Following Kant,
regarding schema as a product of imagination, I began to consider Schematic Drawings a
creative process: as an end in itself. It is not a matter of what each drawing is about, but what
have I come to know through making the drawing.
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Figure 2.1 Schematic Drawing no.1
(Lee, J. 2012)
Figure 2.1 is the first drawing I did as I started this research. It contains
only lines and texts drawn in a diagrammatic form. It does distinguish
from an image drawing. After the process of defining my research
question, this Schematic Drawing helped me to make divergent
connections with what I was thinking and focused my research question
and its methodology by cutting out unnecessary topics. Schematic
Drawing performed as a mediator between documented facts and my
thoughts throughout this research.
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2.22 Rhizomatic Drawing

The concept of the rhizome was developed by Gilles Deleuze and Felix Guattari (1988). They
have defined rhizome thus:
Let us summarize the principal characteristics of a rhizome: unlike trees or their
roots, the rhizome connects any point to any other point, and its traits are not
necessarily linked to traits of the same nature; it brings into play very different
regimes of signs, and even non sign states. The rhizome is reducible to neither
the One or the multiple. It is not the One that becomes Two or even directly
three, four, five etc. […] It has neither beginning nor end, but always a middle
(milieu) from which it grows and which it overspills. It constitutes linear
multiplicities with n dimensions having neither subject nor object, […] Unlike a
structure, which is defined by a set of points and positions, the rhizome is made
only of lines; lines of segmentarity and stratification as its dimensions, and the
line of flight or deterritorialization as the maximum dimension after which the
multiplicity undergoes metamorphosis, changes in nature. […] Unlike the
graphic arts, drawing or photography, unlike tracings, the rhizome pertains to a
map that must be produced, constructed, a map that is always detachable,
connectable, reversible, modifiable, and has multiple entranceways and exits and
its own lines of flight (Deleuze and Guattari, 1988, p. 21).

This explanation of rhizome is from A Thousand Plateaus (1988). Before I discuss the
rhizome more deeply, I will introduce the term plateaus. Deleuze and Guattari use plateaus to
describe the base element of a rhizome. According to them, a plateau is always in the middle
(Deleuze and Guattari, 1988, p. 21). It is neither at the beginning nor the end. Therefore, we
call a plateau any multiplicity connected to other multiplicities in such a way as to form a
rhizome (Deleuze and Guattari, 1988, p. 22).
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In my research project, I use this concept in order to help my drawings freely connect with
each other. It is a mechanism whose purpose is to both embody and to show the collapsing of
territorial boundaries. The image is Figure 2.2, for example, refers to the rhizome and how
each small image can be thought of as a plateau. Each of the small map drawing shown here
are free from any particular order, which means that none of them are acting as a beginning or
an end, but as centred subjects.

Figure 2.2
Installing Re-mapping Study
(Lee, J. 2012)
Small Re-mapping Study drawings connect with each other but also stand
independently. Look Appendix 2 to see independent drawings.
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As Deleuze and Guattari’s theory suggests, my Rhizomatic Drawings seek to connect any
point to any other point. However, whereas Deleuze and Guattari have argued that the
rhizome does not lie in the units alone but in directions in motion, my drawing stands as a unit
itself at the same time. These drawings are not only connectable but also self-determined as
independent pieces, which connect the ideas of boundaries examined in this research.

The earlier citation from Deleuze and Guattari also states the rhizome is made only of lines. In
the spirit of this, in Chapter 3, I have used only lines to draw an image. The conté and pastel
used to make the drawing in question can sometimes look like shading but this is a
consequence of the material’s powdery character (See Figure 2.3).

Figure 2.3 Research Drawing on the 54th Venice Biennale (detail)
(Lee, J. 2012)
Coloured boxes ‘a.’ and ‘b’ show the examples of the use of a compressed powder
drawing material.
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2.23 Observational Drawing

My Observational Drawing technique is somewhat different from previous the drawings
styles used in this research (Schematic Drawing and Rhizomatic Drawing) in that it derives
from direct observation. In other words, these drawings act as a comparison to the drawings
made during the more directly analytical aspects of this research, which required interpretive
abstracted and diagrammatic drawings based on existing texts and images from collected
materials. My Observational Drawings are mostly made using quick pencil sketch on thin
layout paper. These acts of Observational Drawing offered me an intense engagement with
perceptual experience in contrast to my more abstracted diagrammatic drawings. Timothy
Hyman, faculty of The Prince’s Drawing School, said that his own principal reason for
drawing is to renew his sense of space, of being-in-the-world; if he stops drawing for several
weeks, he finds that his capacity for spatial invention suffers (Hyman, 2012). For the same
reason, I needed an intense engagement with perceptual experience to refresh my thoughts.

Figure 2.4 Observational Drawing no. 1
(Lee, J. 2012)
Drawn in 26th of April in ground floor, Victoria and Albert Museum
The drawings that I made in the Victoria and Albert museum served as a counterpoint
enabling me to keep a fresh approach to my more diagrammatic drawing. Also, these
drawings kept my head open and hand skilled by allowing me a different kind of
drawing experience and fulfilling my need to draw something every day.
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Chapter 3. Drawing Project: Collapsing Boundaries at the 54th Venice Biennale
3.1 Why the Venice Biennale?

The biennial has become an increasingly important international art exhibition format,
especially during the 1990s across numerous countries. In Asia alone, for example, there
exists the Beijing Biennale, the Chengdu Biennale, the Kwangju Biennale, the Shanghai
Biennale, the Singapore Biennale, and the Pusan Biennale among others. Then there are the
more established art biennales such as the Venice Biennale, the São Paulo art Biennale, the
Biennale of Sydney, the Lyon Biennial and the Havana Biennial. These already gigantic
exhibitions continue to metastasise each year with a greater number of inclusive countries.
The biennials above are listed according to year of establishment (Kendzulak).

Why choosed the Venice Biennale
for analysis? The Venice Biennale
has been operating since 1895 and as
such is one of the largest and most
established art biennials. When it
was first established, it took the form
of one big exhibition, like most other
biennials, rather than a collection of
separated buildings each
representing a different nation. Since
1909, alongside a curated exhibition
(at the Arsenale), it added another
Figure 3.1 Map of pavilions in the Giardini in 1942.
(Biennale di Venezia, 2011, p.112)

dominant feature: the national
pavilions (located in Giardini).
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Currently, twenty-nine countries have permanent pavilions at the Venice Biennale. Countries
that do not own a pavilion in the Giardini are exhibited in other venues across Venice, such as
Isola di San Servolo.

My question is whether this individual international pavilion format is still necessary? Are the
pavilions still working independently? Paolo Baratta, the president of Venice Biennale, wrote
in the 54th edition exhibition catalogue that the primary fabric of reference on which the
always new, always varied, autonomous geographies of the artists can be observed and better
highlighted from, is the pavilion format. However, the Venice Biennale’s national pavilion
style has been seen as anachronistic by a number of critiques and artists for some time.

I have visited the three most recent Venice Biennales since 2007, the 52nd, 53rd and 54th
editions, and the logistical problems are clear. The economic and political power of nations
determine the location of their pavilions within Venice, the more established and powerful
located in the Giardini and others dispersed throughout Venice with some in remote areas.
Within this hierarchical system the location of each pavilion is seemingly dependent upon a
nation’s relative power. The Venice Biennale organisers said in 2011, that there were
participants from eighty-nine countries. So where do the sixty countries without established
pavilions find themselves? I felt a sense of alienation for those artists without their own
permanent pavilion who were treated as relative strangers; as nomadic and homeless in
Venice.

Another reason for choosing the Venice Biennale’s pavilion format through which to discuss
the collapse of boundaries is that the very act of having so many competing pavilions in the
exhibition means that it is losing cohesion and integrity as an exhibition. Some pavilions still
think that their pavilion should represent their nation as if their exhibiting artist is
representative of their nation. This disturbs the biennale's cohesion even more and can often
be found in recently added national pavilions. But how can an artist actually represent a
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country? This question will be looked more carefully in Chapter 3.2 by examining how the
current tendency of the collapsing of territorial boundaries is making this possibility more
difficult.

3.2 54th Venice Biennale: An International Exhibition in National Pavilions

As a case study for my research, the 54th Venice Biennale is the most appropriate and timely
choice because its curatorial focus was on the collapsing of boundaries. The 54th edition of the
Venice Biennale was titled ILLUMInations. Its curator, Bice Curiger, specifically attempted
to create an exhibition ‘without borders’. By using ‘nations’ as a suffix, Curigor tried not
only to embrace social and political dimensions, but also to highlight the distinctive character
of the Venice Biennale with its distinctive national pavilions.

Curiger stated in the exhibition catalogue:
Far removed from culturally conservative constructs of ‘nation,’ the idea of
‘nations’ can be taken in metaphorical relation to the community, particularly to
the different art scenes in the world today, which in turn consist of smaller and
larger overlapping groups, associations of people who also always act as
representatives of various informal scenes with their respective milieus and
mentalities (Curiger, 2011, p.44).

Curiger begins by claiming that the exhibition ILLUMInations was made to show the
multiplicity of current perspectives but not to promote any one in particular. Within the
exhibition, Curiger therefore expected art to offer the potential to explore new forms of
‘community’ and to negotiate between difference and affinity. In previous Venice Biennales,
the focus of curatorial intention was most keenly displayed in the Arsenale. This often led the
International Art Exhibition to work independently from the other sites of the biennale
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resulting in a failure of the multiple sites to cohere as a group. The ILLUMInations exhibition,
suffered the same fate particularly in relation to the national pavilions despite Curiger’s effort
to try to integrate them.

The content of the national pavilions at the Venice Biennale take many forms including solo
or group exhibitions and can touch upon a variety of genres, stating a variety of issues. Each
exhibit vies for international attention, yet a few make any real impact. A number of pavilions
from the last Venice Biennale chose to underscore the burdensomeness of the nationalistic
legacy of the pavilion by breaking free from it. By focusing on a number of pavilions as
examples, I will show how the curatorial impact of ILLUMInations did little for pavilions
concerned with the overlapping and collapsing boundaries.

First, crossing over and collapsing territorial boundaries could be found in the case of both the
Danish and the Polish pavilions. These simply selected artist that were non-nationals to
exhibit. In contrast to selecting a representative from one’s own nation, this strategy had the
potential to allow a more objective viewpoint, one that could possibly lead to more freedom of
expression. The Danish pavilion not only chose foreign artists but also chose a Greek curator,
Katerina Gregos. Gregos organised a group exhibition with 18 artists ranging in age from 29
to 77 with no limitation on nationality. Similarly, the Polish pavilion invited Israel artist Yaeul
Bartana to reflect upon the Polish government’s immigration issues. One would imagine that
it may have been easier for Bartana as a third party to speak about this political problem
critically.

The British pavilion transformed its space into a 17th Century Turkish caravanserai. The
British artist, Mike Nelson, rebuilt a facsimile of a Turkish caravanserai, to exist within the
British Pavilion, and in doing so represented another time and place. The weaving of fact and
fiction are fundamental to Nelson’s practice, and his constructs are steeped in both literary and
historic references, whilst drawing upon the geography and cultural context of their location
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(The British Council, 2011). In the Arsenale space, Turkish artist Ayse Erkmen presented a
water purification machine to draw attention to processes of transformation, at the end of
which the purified water was returned to the canal. Erkmen’s work “Plan B” conveys daily
systems and processes: blood circulating through the body, capital flowing through borders,
the mechanisms of authority, and the supply of natural resources while offering the
potentiality of change (E-flux, 2011).

The American pavilion presented a collaborative team made up of American artist Jennifer
Allora and Cuban artist Guillermo Calzadilla. A British tank, which they bought and shipped
to Venice, was placed upside-down with an exercise treadmill on top. The rumbling sound
from this installation was heard all around the Giardini, putting other exhibitions in the shade;
the American pavilion lacking the subtlety from which most other national pavilions draw
their strength. This was an original idea to stress American mobility, soft power, and finance.

From the few examples above one can begin to observe the collapsing of boundaries between
nations and how artists and curators try to overcome the separation of national pavilions.
There are many pavilions competing to present the most impact and also honour their nation.
However, we are living in a world where territorial boundaries have collapsed under the rule
of biopower and we are influenced by others unwittingly.

The Schematic Drawing in Figure 3.2 represents the relationships between national pavilions.
Creating a new map, this drawing shows the interchanges and collapsing of boundaries
between national pavilions.
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Figure 3.2
Schematic Drawing_Venice Biennale Study no.6
(Lee, J. 2012)
With 29 national pavilions, I re-arranged and made a map of my own according
to relations and effects between countries. In consequence, colouring layered
countries in the same tone made strange non-existing countries without
boundaries.
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3.3 Drawing Analysis

I started to consider the possibility that knowledge, which emerges from drawing, might be
brought forth through one’s interactions with the environment: for instance, memories from
previous perceptions. So based on the experience of visiting the Venice Biennales, I started to
make new drawings. I collected the photos that I took, along with the reviews and catalogues
of the exhibitions. These consisted mainly of text with a few images. My first research
drawings are in a diagrammatic form including text but soon developed into a purely linear
form. I called this process of drawing Schematic Drawing for the purposes of this research
because it shows the possibility of how thinking through drawing is diagrammatically and
verbally anchored (See Figure 2.1, 3.3 and 3.6). Developing the research in this way allowed
me to appreciate how engaging in practice-based or practice-led research requires an
understanding of the informative context that surrounds one’s enquiry: rather than a simple
contextualisation of one’s art practice. Therefore from the start of this research, it was
important for me to take these content-related drawings and their application into
consideration.

From top to bottom, the three drawings in Figure 3.3 show the transformation that my
drawings made towards an abstract linear form without words. I started to make these
drawings during my research on countries with their own pavilions in Giardini at the Venice
Biennale. Initially the drawings were focused on factual data that I gathered through my
research. This developed to include with the idea of the rearrangement of territorial boundary
and its related space, this meant that the drawings became freer in form. By ignoring the ratio
of land size between countries, I relocated twenty-nine national territories into a grid
according to their political and economic relationships. This process resulted in a new map of
my own making.
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Figure 3.3 Transformations of Schematic Drawings
(Lee, J. 2012)
Research on countries with their own pavilion in Venice Biennale
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During the making of these Schematic Drawings, I soon came across the methodological
problem of how to develop these drawings aesthetically and at the same time maintain their
directly analytic value. So besides my Schematic Drawings for this research, I began to make
a number of Observational Drawings. These Observational Drawings served as a
counterpoint enabling me to keep a fresh approach to my more data-led drawings.

Figure 3.4
Observational Drawing no.5
(Lee, J. 2012)
Drawn in 3rd of May in ground floor,
V&A museum

!

Timothy Hyman, whom I mentioned in Chapter 2, claimed further that perceptual
(observational) drawing is a good route to the unexpected. My observational mode of drawing
did precisely this for me in freeing me from rational thinking in order to allow me to be open
to unpredicted results and outcomes. For example, ladders, doors and wardrobe became
symbols in my future drawings to represent my thoughts on collapsing boundaries.

!

#%!

Whilst continuing my Observational Drawing and Schematic Drawing methods in parallel,
my Observational Drawing allowed me to become more aware of the importance of the
practitioner’s role in research. By positioning myself as practitioner in a central rather than a
peripheral role within the research process I made a major step forward in the progress my
research. In other words, emphasising myself and my own interpretations as a practitioner at
the centre of the research with my own personal experience and vision allowed greater insight
into the research process and resulted in more effective outcomes.

Schematic Drawing acted as a more content-determined method of drawing during my
research, whereas Rhizomatic Drawing was used in more illustrative style that developed from
my doodled lines on small world maps (See Figure 3.5).

Rudolf Arnheim stated in his book Visual
Thinking that ‘if thinking takes place in
the realm of images, many of these images
must be highly abstract since the mind
operates often at high levels of abstraction
(Arnheim, 1969, p.116)’. I do not agree
with the statement that the image must be
in abstract style to contain advanced
thinking, but I do agree that images tend

Figure 3.5 Re-mapping Study no1.
(Lee, J. 2012)

to become abstracted through the process

of thinking. For example through Re-mapping Study, I analyse the kind of structural
characteristics they contain and suggest how these drawings can be suitable instruments of
abstract reasoning.

My Rhizomatic Drawing, especially Re-mapping Study series, consists of small drawings,
which connect from any point to any other point. In other words, these drawings not only
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stand independently but also connect with others. To make a precise analysis, I made a
Schematic Drawing to make sure I that I did not neglect any elements while formulating the
drawing series (Figure 3.6). Each small drawing in the series is made on a different kind of
printed map such as world maps, or maps of Venice and some were made on grids without
any map image. Drawing on maps allowed me to convey my thoughts on collapsing
boundaries, as well as enabling me to see individual countries as a whole. The map data,
therefore, was not important but having a full image of nations mapped out in handheld size
gave me an awareness of the interconnectivity between countries especially between Venice
and the contemporary scene.

Figure 3.6 Schematic Drawing no.2
(Lee, J. 2012)
On drawing analysis
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My process of drawing onto printed maps developed into a clearer and more definite method
as the experiment proceeded. This became evident when the first and the last drawings of the
series were compared (See Appendix 2 Rhizomatic Drawings: Re-mapping Study). The series
began with diagrammatic scribbles. Since such drawings are often non-figurative, what do
they actually represent? How are they related to the subject matter for which they stand?
Unintentionally scribbled drawings are indeed hard to describe in words but I wanted to
represent constellations of one kind or another to show and materialise my thoughts on the
impact of biopower on states: be they social, physical or economical. The sharpness or
imprecision of a line, the lightness and darkness of a medium and the entangled and untangled
shape of a line helped me to express ideas on the collapsing of boundaries within and between
countries.

As the complexity of these drawing increased, so the shapes or types of form became more
complicated, and new elements such as shading or gradient, cutting and collage were
introduced. A few figurative images began to appear, for example, ladders and doors were
frequently used. These objects linked back to my Observational Drawings, which I continued
to make. The acts of cutting out the maps, adding other materials and drawing ladders or
doors onto the maps all became my own way of showing how countries are closely
interconnected. The whole Re-mapping Study series was devoted to the gradual elaboration of
my research theme and its gradual refinement was recognisable in the progressive changes
occurring from one drawing to another in this series.

I developed the Re-mapping Study series onto a larger scale using plain paper. Instead of
drawing on small printed maps, I employed a method of paper collage using a map format on
a plain paper. Drawing directly onto blank paper made the drawings stand out clearly and as a
result the meaning of an image became clearer. I consider these drawings to be practice-based
research drawings rather than practice-led, because although they still deal with boundary
issues they are not specifically based on the 54th Venice Biennale.
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This later series consists mainly of geometrical shapes arranged in dynamic patterns in order
to characterise my ideas on boundary formations. In series on 51B, 227 for example (the title
indicates my studio address in London), the geometric shapes refer to diagrammatic
coordinates and are used in these drawings to show the difference between dimensions of
territory. Besides geometric shapes, this drawing also contains dynamic patterns, which are
used in a similar way to the Re-mapping Study series. Dynamic patterns are divided into an
instinctive abstract style and a figurative symbolic style, yet they overlap to form a complex
interplay of data and meaning. The aim of these drawings is to give people a new sense of
territorial dimension so that instead of focusing on similarities and differences, these two
types of drawing, define continuity and logic of development as more important.

Figure 3.7 51B, 227 no.1
(Lee, J. 2012)
This work was selected for the Ludlow Open 2012 in July, and was exhibited from 2nd
of August to 18th of August. The judges for Ludlow Open 2012 were: Daivd
Cleaston-Roberts (Alan Cristea), Yvonne Crossley (The Crawing Gallery), Anne de
Charmant (Deadow Arts), Philip Harley (Christie’s Modern Painting), and Lucy Jones
(Artst). www.ludlowopen.org
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The combination of a number of drawn images onto one picture means that each remains
mostly incomplete, imprecise or ambiguous. By incomplete, I mean that they do not have an
exact start or end but interweave with others to produce an ambiguity, which often suggest
indistinct figures. The observer is called upon to make his or her own decisions about what he
or she sees. Although it may look incomplete, it can be completed by observer’s imagination.

The findings of the drawing project:
1. Mick Maslen and Jack Southern stated in their book, ‘you must learn to see, and you learn
to see by drawing’ (Maslen and Southern, 2011, p.18). To draw territorial boundaries of
participated countries in the Venice Biennale, I learned to see different types of world
maps. In consequence, careful observations on boundaries of world maps reawakened the
fact that nations were originally connected and they have been divided differently.
Therefore, the collapse of territorial boundaries was made evident; each other is divided
but at the same time connected. Through drawing, I was able to re-appraise the
connections of the way people see and feel about territories, and develop a visual
awareness through critical analysis.

2. Yet, I realised tracing a territorial boundaries with line was an irony act when I am trying to
show collapsing boundaries. I was rather distinctly defining the boundaries. As a solution,
scribble line has been used purposefully to imply undefined boundaries of nation. I found
out unintentioned scribble lines in art help to represent somewhat inseparable and
interdependent. Also these indeterminable lines gave the eye an opportunity to participate
in the drawing and provided the observer to have relaxed feeling of moment to think.

3. Lastly, on the more technical aspect, I found out the different characteristic of lines through
this drawing project. A vivid and consistent thickness of line impresses people a strong and
dynamic tension, at the same time flattens the image. Whereas a line in changing thickness
creates an illusion of form and volume, yet it may be vague.
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Chapter 4. Conclusions

What does it mean to be living with collapsing boundaries as a contemporary artist? How do
we experience the intensive global flows and forms of interconnectedness that constitute the
current art scene? How are its processes shaping and effecting artists? These questions
contribute knowledge about the nature of power and its relations within the contemporary art
scene.

My Findings regarding individual instances of collapsing boundaries at the Venice Biennale:
an analysis of biopower
In the context of the 54th Venice Biennale, I examined ways in which the collapse of
boundaries operates and how it can manifest. It is important to determine which persons and
organizations are instrumental in shaping this phenomenon and what kinds of responses are
engendered. I have determined that political power plays an important: not only in influencing
the Venice Biennale structure but also the logistics and location of individual national
pavilions. By analysing Foucault’s concept of biopower, I realised that the boundaries
proliferate almost everywhere and as a result they influence the governing of our daily life. By
collapse, I do not mean disappearance or vanishing, but rather exchange and interconnection.
The Venice Biennale reflects aspects of globalisation in terms of the way that it is beginning
to question the flow of individuals and artists across boundaries. The Venice Biennale along
with globalisation both control territories and simultaneously regulate cultural exchange.

By selecting artists from the outside of their nation state, the Danish and Polish national
pavilions show that the territorial boundaries between pavilions are already collapsing. This
has the potential to allow pavilions more freedom of speech and expression. The British
pavilion transformed its space into a non-British environment in the form of a Turkish
historical caravanserai; the American pavilion presented a cross-national collaborative
artwork made by an American and a Cuban artist.
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Findings from by drawing project: Collapsing Boundaries at the 54thVenice Biennale
Through my drawing project, I argue the act of drawing offers an alternative approach to more
textual methods in our understanding of boundary issues. In Chapter 3, my research findings
through drawing are carefully reported. For example, through process of drawing on a series
of small pieces of paper (as a part of my Rhizomatic Drawing process) I realised that parallels
began to occur between those drawings and the ways that national pavilions relate to each
other; divided but at the same time connected. Moreover, geographic nations have changed
shape and boundary formation over time, therefore, it can be seen as natural that national
pavilions in the Venice Biennale transform and collapse their boundaries and their
interconnectedness with others.

I also discovered thinking through drawing can convey some meanings that words cannot.
The observational and abstract elements of drawing combine to allow unpredicted results and
observations.

My methodology combined the practice of drawing and the written theory into an integrated
whole. The collapsing boundaries were identified through the theoretical framework of
Foucault’s concept of biopower. At same time, I used drawing to explore in parallel the
experiential associations and implications of the collapse of boundaries. Through this
research, I developed a new methodology was developed in order to consider a Foucault’s
theoretical concept of biopower in relation to the collapse of boundaries as viewed through the
lens of an international art biennial. This method included Schematic, Rhizomatic and
Observational Drawing. This may be used for future research in order to establish the further
potential of this methodology as a contribution to knowledge.

Potential for future research: PhD proposal
Future research on boundaries issue will be continued through PhD. Yet, it will not
specifically focused on the contemporary art exhibition scene. My PhD research will explore,
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through drawing, the transitional space where local and global territories overlap and coexist.
The investigation of various territorial formations and behaviours in relation to different
spatial locations will inform the future research. Further and deeper research on biopower is
essential in order to fully expand upon, the hypothesis that politics and political relationships
underpin geographic territory. My future research will examine the relationship the ways that
governmental techniques influence our lives and at the same time cause the collapse of
boundaries. To define the term territory, future research can be extend to include sociopolitical theory including literature such as Robert Sack’s Human Territoriality. The potential
of drawing as methodological tool needs to be explored further in future research. For
example, Avis Newman states that the drawing can be seen as the operation of thought (De
Zegher, 2003), this being the case installation, videos or other genres can also be considered
operation of thought. In the light of this, I would like to expand the use of various materials to
generate new ways of thinking.

To conclude
One can regard the history of the human species, in the large, as the realization of
a hidden plan of nature to bring about an internally, and for this purpose, also an
externally: perfect national constitution, as the sole state in which all of
humanity’s natural capacities can be developed (Kant, 1983, p.36).

Kant’s allusion to the natural self-organisation and governing of humanity echoes Foucault’s
concept of biopower (the development of international political regime), which Foucault
developed from his concept of sovereign power. Biopower is the gradual formation of an
integrative political unity, however contradictorily or fragmentary.

My research found that national divisions within the Venice Biennale were already being
brought into questions by contributing artists (e.g. Demark, Poland, American and British).
External events, both political and biopolitical are driving these changes. The identification,
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through the uncovering and evidencing, of these collapsing boundaries frees artists from the
constraints of national identification. During this research, it has also been important to take
into account the influence of cultural and political factors, including my own experiences and
perceptions in relation to the practice of drawing.
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Appendix 1: Schematic Drawings

Jinah Lee, Schematic Drawing no.1, notebook double page spread, 21x26cm, 2012
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Jinah Lee, Schematic Drawing no.2, notebook double page spread, 21x26cm, 2012
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Jinah Lee, Schematic Drawing no.3, notebook double page spread, 21x26cm, 2012
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Jinah Lee, Schematic Drawing no.4, notebook one page spread, 21x13cm, 2012
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Jinah Lee, Schematic Drawing_Venice Biennale Study no.1, 17.5x28.3cm, 2012

!

%!

Jinah Lee, Schematic Drawing_Venice Biennale Study no.2, 29.8.5x42cm, 2012
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Jinah Lee, Schematic Drawing_Venice Biennale Study no.3, 20.5x29.5cm, 2012
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Jinah Lee, Schematic Drawing_Venice Biennale Study no.4, 18.5x27.5cm, 2012
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Jinah Lee, Schematic Drawing_Venice Biennale Study no.5, 27.8x.21cm, 2012
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Jina Lee, Schematic Drawing_Venice Biennale Study no.6, 29.5x21cm, 2012

Appendix 2: Rhizomatic Drawings: Re-Mapping Study
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Detail of individual map drawings
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Detail of individual map drawings
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Detail of individual map drawings
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Detail of individual map drawings
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Appendix 3: Combined Drawings
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Jinah Lee, Research Drawing on the 54 Venice Biennale no.1, 59.5x83.8cm, 2012
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Jinah Lee, Research Drawing on the 54 Venice Biennale no.2, 59x83.8cm, 2012
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Jinah Lee, Research Drawing on the 54 Venice Biennale no.3, 60x74cm, 2012
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Jinah Lee, 51B 227 no.1, 35.5x54.5 cm, 2012
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Jinah Lee, 51B 227 no.2, 39x59 cm, 2012
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Jinah Lee, 51B 227 no.3, 35.5x54.5 cm, 2012
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Appendix 4: Observational Drawings

Jinah Lee, Observational Drawing no.1, 21x29.5cm, 2012
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Jinah Lee, Observational Drawing no.2, 29.5x21cm, 2012
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Jinah Lee, Observational Drawing no.3, 29.5x21cm, 2012

!

Jinah Lee, Observational Drawing no.4, 29.5x21cm, 2012
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Jinah Lee, Observational Drawing no.5, 29.5x21cm, 2012
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Jinah Lee, Observational Drawing no.6, 29.5x21cm, 2012
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Jinah Lee, Observational Drawing no.7, 29.5x21cm, 2012

