
Amy Brener


Selected Publications and Press



Owen J. Duffy, Amy Brener's Anachronic Matter, CURA, issue 25, 2017







Video Documentation: 

Picture Show, by Guy Kozak, 2017


https://vimeo.com/228487566


Or full site:


http://www.pictureshow.tv/


https://vimeo.com/228487566



Casey Lesser, 15 Must-See Works at NADA NY, Artsy, March 3, 2017�



10/31/2017 The 8 Best Booths at miart

https://www.artsy.net/article/artsy-editorial-8-best-booths-miart 2/28

Some of miart’s most compelling booths can be found in the Emergent section, which is
devoted to young galleries. Among them is pact, a Parisian gallery just shy of a year old,
which is presenting a large work on paper by Italian-Venezuelan artist Manuel Scano
Larrazàbal and several sculptures by Brooklyn-based artist Amy Brener. According to
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“Greater New York” exhibition at MoMA PS1. Brener’s pastel-colored resin and foam
sculptures conjure up a mock-archaeological assemblage of objects from daily life—
fossilised bed posts, �owers, and keyboards—that become almost alien in their new
form.
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Evoking notions of temporality, consumerism and fragmentation, 
Amy Brener’s sculptures embody the diverse and experimental 
nature of current sculptural practice. Her work combines various 
composite elements to build irregular, large-scale forms that 
confuse temporal logic, pointing simultaneously to an ancient 
history and a far-off future. Through her use of synthetic and 
vernacular materials, the artist negotiates the transitory nature of 
our contemporary condition, in which objects no longer endure 
and technologies slip quickly and quietly into obsolescence. 

For the past three years, Brener has been casting synthetic 
resin with assorted embedded materials to create luminescent, 
totemic sculptures. While they resemble once-functional 
futuristic machines, they also bring to mind fossils and time 
capsules. The iridescent forms are indeed striking from afar, 
and contain labyrinths of incongruous surface minutiae—beads, 
mirrors, lenses, hardware, found objects and shards of past 
technologies—that glimmer upon closer inspection.  

In their approximation of the effects of geological forces, such 
as sedimentation, fossilization and erosion, Brener’s sculptures 
portray an arrested moment in an unknown organic continuum, 
providing edifying clues to an unknown past. Yet at the same time, 

their machine-like materiality embodies a science fiction aesthetic 
that points to an imagined future. Conventional perceptions of 
future technology are sleek and minimal, but these works point 
to a clunky, awkward, eroded sort of future that confounds typical 
ideas of linear time and progress. The sculptures function as a 
material archive of time and space, both past and future, micro 
and macro. Amorphous and otherworldly, their beauty is unusual 
and enchanting.

The Recliners, on view in the MacLaren’s sculpture courtyard, 
are Brener’s first resin sculptures designed for outdoor display. 
Not only do they evolve with exposure to the elements, they also 
reflect natural shifts in light and atmospheric conditions. Taking 
this into account, Brener created these works to be more dense 
and architectural than her previous resin sculptures. The Recliners 
are fitted with their own wedge-like bases to counterbalance 
the weight of the tall, tilting structures. As viewers circulate, a 
generous spectrum of reflections and colours is activated, and 
various layers of depth within the sculpture are revealed. These 
are Brener’s first works that contain what could be described as 
windows: clear middles that viewers can look through and see 
a composition of found objects. One sculpture’s “window” also 
offers a view through to the other sculpture.
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In the work’s title, Recliners, Brener nods to the role of the 
reclining figure throughout art history. Indeed, recliners have 
a storied past, detectable at pivotal moments in Western art 
history from Renaissance Venuses to Neoclassical odalisques 
to Modernist bronzes. Although Brener’s Recliners are not 
intended to represent the human body, they are figurative 
and can be read as a pair of reclining bodies, leaning against 
one another, abstracted to an extreme degree. 

Resin is a naturally occurring material, a gluey, sap-like 
substance secreted by trees; however, Brener uses a 
synthetic polyurethane resin, a base material that harkens 
back to the experimental sculpture of the mid-1960s. Artists 
of that generation—Lynda Benglis, Louise Bourgeois and 
Eva Hesse, to name a few—revolutionized sculpture by 
exploring unconventional materials including latex, fibreglass, 
polyurethane and plastics. Working with untried materials 
is inherently risky. Hesse, for example, was lauded for her 
ability to allow chance to interrupt her artistic process. While 
she exerted skilful, physical control over the execution of 
her works, her synthetic materials were granted a certain 
amount of freedom to set, dry, warp, fissure and evolve as 
they willed.¹

In a similar vein, Brener’s work emerges from that liminal space 
between meticulous technical control and unpredictable 
whims of chance. Her process is highly physical, spontaneous 
and time-sensitive—once poured, the resin sets quickly and 
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she must act accordingly. Her first step is to construct rough 
frameworks of plywood, then line parts of them with plastic 
sheathing and other textured materials. Laying them horizontally 
on her studio floor, she then decants the resin in small batches 
to create separate layers. The layers are tinted with their own 
colours and are often embedded with small, carefully selected 
objects. The folds in the plastic film are inevitably reproduced 
on one side of the sculpture, highlighting the sticky, unstable 
artificiality of the resin. Once the sculpture is dry and removed 
from the plywood frame, Brener chisels some of the layers away 
to create a more complex encrusted surface. 

Brener’s work also finds antecedents in practices of assemblage 
and construction. Her composite forms echo Robert 
Rauschenberg’s Combines and Louise Nevelson’s Sky Columns, 
both of which ignored traditional artistic media in favour of 
everyday materials. Additionally, they both gathered various 
aggregate elements to create a single, freestanding form. 
Another parallel can be drawn between Brener’s work and 
the early figurative compositions of Tony Cragg that combine 
fragments of found plastic, urban detritus and manmade objects, 
which Cragg considers to be “fossilized keys to a past time which is 
our present.”² Like Brener, Cragg’s work encapsulates shards from 
the past to challenge binaries of the Modernist paradigms: nature 
and culture, unity and fragmentation, permanence and temporality. 

The use of accumulated found objects and industrial materials 
is common ground in contemporary sculpture. It is understood 

by some as an artistic strategy for negotiating one’s relationship 
to a society oversaturated with material culture. As curator 
Anne Ellegood remarks, contemporary sculptors “articulate their 
relationship to all this stuff through strategies of assemblage and 
accumulation by building installations that include an incredible 
range of objects.”³ Similarly, critic Alexander Forbes refers to 
this approach as “material conceptualism,”  in which artists are 
“engaging in a deconstruction of what we expect from material, 
whether by the choices that are made in the materials themselves 
or the way in which they are brought together.” Indeed, through 
her deft approach to assemblage and her intellectual and 
expressive investigation of everyday materials, Brener negotiates 
the material abundance of the everyday, and inserts herself into 
the ever-expanding landscape of contemporary sculpture.

by RENÉE VAN DER AVOIRD
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¹ Elisabeth Sussman and Fred Wasserman, Eds. Eva Hesse: Sculpture. The Jewish Museum. 
Yale University Press, New Haven, 2006.  
² Lisson Gallery. Tony Cragg: Artist Page. http://www.lissongallery.com/artists/tony-cragg. 
Accessed June 19, 2014.
³ Anne Ellegood. Motley Efforts: Sculpture’s Ever-Expanding Field. In Vitamin 3-D: New 
Perspectives in Sculpture and Installation. Phaidon Press Ltd., London, 2009.
  Alexander Forbes. Thinking Materials. In Material Conceptualism: The Comfort of Things. Aanant 
& Zoo, Berlin, 2013. 
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AMY BRENER was born in Victoria, British Columbia in 1982. 
She received a BA in Studio Arts at the University of British 
Columbia (2006) followed by a MFA at Hunter College in New 
York City (2010). She recently participated in residencies 
at the prestigious Skowhegan School of Painting and 
Sculpture in Madison, Maine as well as the Bemis Centre 
for Contemporary Arts in Omaha, Nebraska. Brener’s work 
has been exhibited internationally, in cities such as Toronto, 
Victoria, Berlin, Los Angeles and New York. Her work appears 
in numerous private collections, including the Francis J. 
Greenburger Collection, and she has a commissioned work 
permanently on display at the Dufferin Liberty Centre. Brener 
currently lives and works in Brooklyn, New York.
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The recent sculptures of Amy Brener are marked by an intriguing set of 

dichotomies. From a distance, and often in photographic documentation, one 

is immediately struck by the crystal-like appearance of her structures.  Their 

solidity and weightiness is further enhanced by their stature, as several of her 

freestanding pieces are upwards of 7 feet tall. In line with this, titles such as 

Kiosk (2013) and Pillar��������DI¿[�WKHVH�OHQJWK\�IRUPV�ZLWKLQ�DQ�DUFKLWHFWXUDO�
framework, which suggests notions of stability and strength. Rather than being 

GH¿QHG�E\�WKHVH�TXDOLWLHV�WKRXJK��KHU�VFXOSWXUHV�DSSHDU�PXFK�PRUH�YXOQHUDEOH�
upon closer inspection – their density dissolves and their synthetic materiality 

becomes apparent. At their edges the multitude of layers used to create them are 

perceptible, as is their surprising weightlessness. The viewer is now confronted 

ZLWK�VOLJKW�OHDQV��WKLQ�ZLGWKV��KROHV�DQG�¿VVXUHV��ZKHUH�D�VROLG�PDVV�RQFH�VHHPHG�
to stand. 

These nuanced characteristics are indicative of Brener’s material choices, 

choices that are marked by the inclusion of found objects within a constructed 

PDWUL[��:KLOH� VKH� KDV� XVHG� DQ� DUUD\� RI� REMHFWV� VXFK� DV� FRUDO� DQG� EHDGV�� KHU�
incorporation of Fresnel lenses, mirrors and glass lend themselves particularly 

ZHOO�WR�HQKDQFLQJ�WKH�SUHFDULRXV�TXDOLWLHV�RI�KHU�VFXOSWXUHV��DV�GRHV�WKH�JUDGDWHG�
SLJPHQWDWLRQ� DQG� VHPLWUDQVSDUHQW� OD\HUV� RI� UHVLQ� WKDW� WKHVH� REMHFWV� ¿QG�
themselves embedded within. This combination of materials also causes the 

work to possess subtle optical effects, which in turn affords them with a sense of 

PRYHPHQW��7ULJJHUHG�E\�WKH�UHÀHFWHG�DQG�UHIUDFWHG�OLJKWLQJ�ZLWKLQ�WKH�JDOOHU\��
their direction seems to mirror that of those in the space. Proceeding around and 

past a piece illuminates this, where a sideways glimpse elicits the sensation that 

WKH�VFXOSWXUH�LV�DSSHDULQJ�WR�VKLIW�RU�ÀLFNHU��,Q�PDQ\�LQVWDQFHV�WKLV�HQKDQFHV�WKH�
precarity of these works, as they already appear to narrowly impede the pull of 

gravity. 

$V� WKH� H[SHULHQFH� RI� YLHZLQJ� %UHQHU¶V� ZRUN� LV� RQH� WKDW� UHTXLUHV� D� FRQVWDQW�
UHQHJRWLDWLRQ�RI�H[SHFWDWLRQV��OLNHZLVH��KHU�SURFHVV�FDQ�EH�GH¿QHG�LQ�D�VLPLODU�
manner. At the center of her methodology is a balancing act between artistic 

LQWHQWLRQV� DQG� FKDQFH� DFWLRQV�� +HU� SURFHVV� GRHV� QRW� HPSOR\� FKDQFH� EOLQGO\��
rather, it sets potentialities into motion through a series of strategies, which to 

VRPH�H[WHQW�DOORZV�IRU�D�SUHGLFWDEOH�RXWFRPH��EXW�DOVR�SHUPLWV� WKH�SRVVLELOLW\�
RI�XQH[SHFWHG�RFFXUUHQFHV��7KLV� LV�VRPHWKLQJ�WKDW�EHFRPHV�HYLGHQW� WKURXJK�D�
PRUH�WKRURXJK�H[SODQDWLRQ�RI�KRZ�VKH�FRQVWUXFWV�WKHVH�ZRUNV��7KH�LQLWLDO�VWDJH�



1. Brener, Amy. Email to Liza Eurich, August 29, 2013.

2. Lippard, Lucy R.  From The Center: Feminist Essays 
On Women’s Art.  New York: E.P. Dutton, 1976. 

3. Brener, Amy. Email to Liza Eurich, August 29, 2013.
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entails developing a preliminary structure made from plywood, this framework 

GRHV�QRW� ³GLUHFWO\� UHIHU� WR� D�SUHH[LVWLQJ�REMHFW� RU� VSHDN� WR� D�SDUWLFXODU� VW\OH´�
Brener contends, but rather originates from discoveries or thoughts that come 

about during the creation of previous pieces, a tactic hinted at in the title of her 

sculpture Harbinger.1 Once the framework is decided upon, it is coated with a 

plastic drop cloth, successive layers of resin are then poured into the structure, 

while found objects (as listed above) are positioned within selected areas. The 

XVH�RI�UHVLQ�UHTXLUHV�D�WLPH�VHQVLWLYH�UHDFWLRQ��ZKLFK�OLPLWV�WKH�SHULRG�LQ�ZKLFK�
UHYLVLRQ�RU�PRGL¿FDWLRQ�LV�SRVVLEOH��$FFRUGLQJO\��PXFK�RI�WKH�SRXULQJ�SURFHVV�
and its outcome are dependent on unforeseen variables.  

In discussing the implications of process driven work, Lucy Lippard states that 

“the risk, or the gesture, rather than being made by the artist from the inside out, 

DV�D�GLUHFW�H[SUHVVLRQ�RI�KLPVHOI��LV�DQ�µDFW¶�RI�WKH�VFXOSWXUH��DOPRVW�LQGHSHQGHQW�
RI�WKH�FUHDWRU��LWV�VFDOH�LQ�PHDQLQJ�GHULYLQJ�IURP�PDWHULDOV��FRQWH[W�DQG�VLWXDWLRQ�
UDWKHU�WKDQ�SV\FKRORJLFDO�QHFHVVLW\�´2�6SHFL¿FDOO\�LQ�WKH�FDVH�RI�%UHQHU¶V�ZRUN��
the formation of her sculptures is directly related to their materiality, whereby 

gravity shifts and pools resin into the pits and crevices of the plastic covered 

frame, enveloping the objects in its path. This allows for chance encounters and 

XQH[SHFWHG�UHDFWLRQV��EXW�GRHV�VR�LQ�D�PDQQHU�WKDW�VWLOO�DGKHUHV�WR�D�VHULHV�RI�VHW�
SDUDPHWHUV��:KHQ�WKH�ODVW�OD\HU�LV�SRXUHG�DQG�GU\��VKH�SURFHHGV�E\�GH�PROGLQJ�
WKH�SLHFH��,W�LV�RQO\�DW�WKLV�VWDJH��QHDU�FRPSOHWLRQ��WKDW�WKH�µIURQW¶�RI�KHU�VFXOSWXUH�
EHFRPHV�YLVLEOH�IRU�WKH�¿UVW�WLPH�3 It is also the point at which the integration of 

intention and chance is evident. 

Brener’s work opens up a series of seemingly oppositional characteristics 

DQG� DSSURDFKHV� ±� WKRVH� WKDW� H[LVW� EHWZHHQ� VROLGLW\� DQG� SUHFDULW\�� VWDVLV� DQG�
movement, intention and chance. The ability to oscillate between these poles 

OLHV� LQ�WKH�ZRUNV�FDSDFLW\�WR�µDFW¶�ERWK�LQ�LWV�RZQ�PDNLQJ��EXW�DOVR�ZLWKLQ�WKH�
H[KLELWLRQ�VSDFH��3HUVRQL¿HG�DV�VXFK��WKH�ZRUN�KDV�DQ�HWKHUHDO�TXDOLW\�WKH�SXOOV�
the viewer in and consistently gives them pause.
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KJ: When I visited your studio in 
July, you mentioned an interest 
in tools that show the effects of 
their use. I thought that this was 
interesting because it’s akin to, but 
distinct from, a patina or weathering 
of a material over time.  The former 
is an active thing, the latter a passive 
one. How do you see these two states 
operating in your own work (both in 
the making, as well as through the 
implied action of your machine-like 
forms )?

AB: During our visit I remember 

EULQJLQJ� XS�'DYLG�&URQHQEHUJ¶V� ¿OP�
Existenz (1999), and that horrible 

gristle-gun that Jude Law’s character 

assembles out of his Chinese food. 

The gun is used to kill, but is also 

vulnerable to injury and oozes blood 

when damaged. I’m drawn to art 

objects that seem to be worn down by 

WKHLU�PDNLQJ�� DQG� H[KDXVWHG� IURP� DOO�
the meaning that has been injected into 

them. For instance, Claes Oldenburg’s 

sculptures have a defeated look to 

them, as though they are slumping 

after years of hard work, trying to 

be the objects they were meant to 

represent. The artist’s struggle is 

visible, but there’s also a desperation 

inherent in the sculptures themselves 

and this is something that I strive for 

in my own work. 

I conceive of my current sculptures as 

machines, but I don’t go further into 

GH¿QLQJ� ZKDW� IXQFWLRQV� WKH\� PLJKW�
serve. I allow the process of their 

making to build a narrative within them 

DQG�WKH�¿QDO�UHVXOWV�DUH�XQSUHGLFWDEOH��
I attempt to make work that remains 

mysterious to me, and I want this desire 

to show. The spontaneous variations 

WKDW�RFFXU�LQ�WH[WXUH��WUDQVOXFHQF\�DQG�
color help to spark the end surprise. 

I’ve always taken an alchemic, or even 

frankensteinian, approach to art making 

and continue to pursue the metaphor of 

the artist as inventor. I weather down 

my sculptures in order to imbue them 

with an unknown history, and I build 

switchboards on their surfaces to point 

to a vague future technology. If the 

works are successful, they’ll teach me 

something about themselves. 

KJ: That Existenz gun is an 
interesting object.  The gun itself 

Conglomerate Moment

In the summer of 2013 artist Kelly Jazvac met with Amy Brener in her Brooklyn studio, 
they decided to continue their conversation via email. Below is an edited version of 
the interview that ensued. 
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(made from the bones of Law’s 
meal, plus his own dental bridge) is 
a machine, but one that is entirely 
organic. The gun is powerful 
enough to kill, but can also evade 
detection through metal detectors.  
I’m intrigued by these kinds of 
portrayals of the future.  Here the 
future doesn’t look like an Apple 
showroom, it looks messy, abject 
and bodily; it’s a place where you 
have to negotiate the carcass on your 
plate in relation to your own body 
(any good apocalypse movie will tell 
you the same thing).  

AB:Yeah, there’s something romantic 

in there, at least when compared to 

the slick future vision in which our 

DQLPDO� VHOYHV� KDYH� EHHQ� FRQTXHUHG�
by computers. A gritty and organic 

future is getting further from our reach 

as technology becomes increasingly 

seamless, invisible and integrated into 

us. My sculptures point in the opposite 

direction, where technology can be 

bulky and calciferous, and have a 

conversation with the body rather than 

invading it.

KJ: Oldenburg’s Ray Guns have a 
similar quality for me.  The ray gun 
is obviously something of the techno-
future, but many of Oldenburg’s 
Ray Guns look (or are) organic. 

AB: Yes, they have the look of guns 

IURP� WKH� IXWXUH� �FLUFD� ����V� VFL�¿��
that have been left for millennia to 

GHFRPSRVH� DQG� EHFRPH� SHWUL¿HG� RU�
IRVVLOL]HG��:KLFK� LV� IXQQ\�� EHFDXVH� D�
lot of the Ray Guns are actually just 

weirdly shaped pieces of wood or rock.

KJ: I also like the idea that 
something could be exhausted 
from all the meaning that has been 
injected into it.  Any idea of who is 
doing the injecting?  

AB: I guess there are different layers of 

LQMHFWLQJ��¿UVW�WKH�DUWLVW�LQMHFWV�DQG�ODWHU�
the viewer/critic/art historian. This 

LVQ¶W�QHFHVVDULO\�LQWHQWLRQDO��LW�LV�RIWHQ�
a result of familiarity and the work 

resembling something that already 

H[LVWV��

KJ:  This baked potato must be the 
antidote to exhaustion though. It is 
erupting… http://collections.lacma.
org/node/207457

I visited you on the heels of a research 
trip to Hawaii, where I accompanied 
a scientist who was looking for 
examples of synthetic materials 
melting into the geologic record of 
the earth (aka the rock record).  The 
rock record is a layered accumulation 
of sediment, fossils, rock, etc., that is 
studied to understand the earth’s 
geologic history.  The layered 
accumulations of your sculptures 

seemed particularly poignant after 
seeing rock forms made through a 
similar type of process of layering 
and accumulation. My experience 
in your studio left me visually in 
awe, not just because of the gem-like 
qualities of the work and the visual 
connection to what I had just seen 
in nature, but also because I felt like 
I was seeing speculative evidence 
of the Anthropocene. What you’re 
making, of course, materially has 
very little connection to the natural 
world (or at least as much as a Ho Ho 
has a connection to a raw vegetable), 
given your predominant use of 
synthetic materials.  Could you 
GHVFULEH� ZKDW� \RX� ¿QG� FRPSHOOLQJ�
about synthetic materials, and how 
you see them plugging into the 
world? 

AB: That sounds like an amazing trip 

you went on and I’m glad it inspired 

VXFK� D� IDVFLQDWLQJ� TXHVWLRQ�� ,¶YH� KDG�
people ask me if my sculptures are 

PDGH� RXW� RI� FU\VWDO� DQG� ,� ¿QG� WKLV�
notion humorous, yet beautiful in its 

impossibility. Though the sculptures 

have a crystalline appearance, I’m 

more interested in their synthetic 

QDWXUH�� :KHQ� VHHQ� LQ� SHUVRQ�� WKH�
WH[WXUH� RI� SODVWLF� EHFRPHV� PRUH�
evident and they take on a somewhat 

QR[LRXV� DSSHDUDQFH�� 7KH� ZRUNV�
HPERG\� DSSUR[LPDWLRQV� RI� QDWXUDO�
forces such as sedimentation, erosion 

and fossilization, but these are clearly 

fabricated elements. I’m not interested 

in replicating nature, but rather in 

the desire to replicate nature, and the 

inevitable failure that comes along 

with such a goal. 

 
KJ: I am also very interested in both 
that drive and failure, and I hear the 
test tube hamburger didn’t get great 
reviews....

AB:�<HDK��LW�KDG�WKH�ULJKW�³PRXWKIHHO´�
but lacked soul.

KJ: I also hear you have a 
background in video.  Do you see 
any crossover there in terms of how 
you employ light in your sculptures?  

AB: I did make several videos in grad 

school, but I also built sculptures 

in which electric light was a key 

component. I was always frustrated that 

WKH�OLJKW�VWLOO�VHHPHG�WR�EH�DQ�H[WHUQDO�
feature, no matter how integral I tried 

to make it to each piece. It always felt 

gimmicky, and the electrical cord was 

D�SUREOHP�,�ZHQW�WR�H[WUHPH�PHDVXUHV�
to try and solve. In my current work 

,¶YH� ¿QDOO\� IRXQG� D� VHDPOHVV� ZD\� WR�
incorporate light, without the bulbs 

and wires. I think my interest in light 

comes from a desire for my sculptures 

WR� WUDQVFHQG� WKHPVHOYHV�� DQG� H[LVW�
beyond their forms by activating the 

space around them.

http://collections.lacma.org/node/207457
http://collections.lacma.org/node/207457
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KJ: That is a great answer.  And it 
is hard to reconcile the cord. What 
kind of non-art objects are you 
interested in?

AB: I like looking at random 

assemblages of things in puddles or 

at the beach – shiny garbage that’s all 

sludged together by nature. 

$Q�LPSRUWDQW�LQÀXHQFH�LV�P\�IDPLO\¶V�
sailboat named Reality. It’s a beautiful 

wooden boat that was custom built for 

my parents before I was born and I 

JUHZ�XS�WUDYHOLQJ�RQ�LW��:KHQ�\RX¶UH�DW�
sea, you spend a lot of time looking at 

things, and I remember staring up and 

memorizing every nut and bolt in the 

FHLOLQJ�RI�WKH�FDELQ��:KHQ�,�ZDV�OLWWOH��
I would crawl inside of every nook and 

cranny and it felt like roaming through 

the innards of some great animal.

 

KJ: This is interesting.  I often 
wonder what makes artists able 
to look so closely at things.  Was 
boredom an important factor to this 
close looking?  Or more that the 
boat was already so evocative for 
you?  

AB: The continuous motion on a boat 

causes you to slow down and observe. 

I was also an only-child so I had to 

entertain myself when my parents 

were busy on deck. I guess I was pretty 

easily entertained! I think artists tend 

WR�QRWLFH�WKLQJV�WKDW�RWKHU�SHRSOH�¿QG�
boring... maybe that’s part of the job.

KJ: What kind of art objects are you 
interested in?

AB: I’ve always been drawn to a 

particular kind of assemblage work in 

which a variety of materials and objects 

combine into a seamless fusion, yet 

are still possible to decipher and pick 

DSDUW� XSRQ� FORVHU� YLHZLQJ�� ([DPSOHV�
of this would be the works of Louise 

1HYHOVRQ��1DUL�:DUG��(O�$QDWVXL��DQG�
Jedediah Caesar, to name a few. 

I’ve also been thinking about my dad’s 

kinetic works that he made through 

the eighties and up until his death. A 

few favorite pieces are Tahiti (1984), 

Orient Express (1985), Other Forces at 

Work (2005) and Slow Turn (2005). He 

engineered these works by himself and 

his hand is so evident in them. Their 

construction is crude yet delicate and 

I see so much determination in their 

making. He spoke about these works 

as introducing a less passive encounter 

for the viewer, but I also see the artist’s 

QHHG�IRU�D�PRUH�DFWLYH�H[SHULHQFH�ZLWK�
his own work after completion. Though 

they are automated pieces, there still 

seems to be something unpredictable 

about them and an opportunity is 

presented for the artist, as well as the 

viewer, to notice something new upon 

each viewing.

KJ: I’m so glad you brought 
up your dad, Roland Brener.  I 
once had an impressive studio 
visit with him (impressive not 
because of me, because of him), 
and his last exhibition at the Art 
Gallery of Greater Victoria was 
remarkable.  Talk about the artist as 
inventor!  Every work felt like a new 
techno-alchemical experiment. 

AB:� 7KDW� H[KLELWLRQ� LQFOXGHG� VRPH�
of the computer generated sculptures 

from 1999-2004, as well as the works 

he made in the last two years of his life 

when he returned to a studio-oriented 

practice. I was very happy to see him 

puttering around in the studio again, 

after a long period of designing work 

on the computer. His decision to make 

work by hand again was concurrent 

with my decision to study sculpture at 

UBC. By watching him, I noticed that 

we shared a similar physicality when 

slowly moving through the studio and 

contemplating objects. 

KJ: Have you ever considered 
your work in relation to your 
dad’s mid-career and later work, 
including the resin Genies and 
Swingers? It just occurred to me 
now from this conversation, but I 
am  thinking about the potential for 
a conglomerate moment in between 
KLV�ODWHU�FRPSXWHU�JHQHUDWHG�¿JXUHV�
and his earlier DIY robotics that 
also include altered commercial 
objects (like rakes, shipping tubes, 
lightbulbs, etc.).

AB: I see some shared formal 
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interests between my work and his 

¿JXUDWLYH� SLHFHV� EHFDXVH� WKH\� DUH�
singular, stand-alone sculptures, in 

contrast to his earlier installations that 

FRQWDLQ�FRPSOH[�SDUWV��7KRXJK�LW¶V�DQ�
important factor in all of his work, the 

UHODWLRQVKLS�WR�WKH�ÀRRU�LV�HPSKDVL]HG�
in these singular sculptures and is 

RI� SDUWLFXODU� LQWHUHVW� WR� PH�� :KHQ�
it comes to materials, I relate much 

more to the 1980s work and the last 

sculptures he made, which incorporate 

a range of materials that were culled 

freely from around the house, thrift 

stores, the beach, etc. 

KJ: In closing, I have one more 
question about the artist’s hand, as 
it has come up in this conversation in 
a couple of different ways, and I’m 
interested in how you see it operating 

in your work, which, depending on 
your viewing angle and distance, 
can read in many different ways. 
There’s a part of your work that 
looks as though it has been made/
SHWUL¿HG�E\�QDWXUH��D�SDUW�WKDW�ORRNV�
industrially produced; and another 
aspect that looks like the future-
tinkerer at work.  How important is 
the role of the hand, for you, in your 
own work?

AB: It’s very important to me. I used 

to want to be a writer and part of that 

interest has carried through into my art 

practice. I like the relationship between 

the author’s voice and the artist’s hand. 

I see my work coming from a source 

that is outside of my day-to-day self, 

almost as though it’s being conveyed 

through a narrator. I’ve always been 

LQWHUHVWHG� LQ� UHÀH[LYH� DUWZRUN� WKDW�
EXLOGV� LWV� RZQ� FRQWH[W� RYHU� WLPH��$V�
a writer I was enthralled by the task 

of developing a sense of place. Even 

now, I imagine my sculptures as being 

from a particular place and I hope that 

E\� DFFXPXODWLRQ� WKH\� ZLOO� ÀHVK� RXW�
that place, wherever it may be.



Crusty Crunchy 
Roundy Smoothy

Ella Dawn McGeough
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“AROUND FOUR BLOCKS of print I 
shall postulate four ultramundane 
margins that shall contain 
indeterminate information as well as 

reproduced reproductions.”1  ;OPZ� PZ� [OL�ÄYZ[�
sentence of Robert Smithson’s 8\HZP�0UÄUP[PLZ�
HUK� [OL� >HUPUN� VM� :WHJL. Amy Brener’s 
sculpture \U[P[SLK� �KPZR�, 2013 suggests a 
similar circumnavigation of space, process, 
and material. Like Smithson’s exploration of a 
universe expanding and contracting through 
the art objects of his contemporaries and 
others, my discussion of this object will have 
obstacles and be around-about and about 
roundness.   

;OL�ÄYZ[�VIZ[HJSL�PZ�[V�[Y\Z[�[OL�HUJPLU[�.YLLRZ�
when they say that seeing is touching at a 
distance. This concept is so intimate it makes 
me feel dizzy with power. 

However, in an inversion of this obstacle, the 
general shape of the object itself grabs hold 
of my eyes before they can handle the work’s 
ZWLJPÄJZ�� 0U�V[OLY�^VYKZ��ILMVYL� 0�JHU�[V\JO�
P[ – P[ touches me. KPZR’s geometry, at odds 
with the architectural linearity of Brener’s 
growing portfolio from the last few years, is 
round. Or at least I feel that it aspires to be 
round. I suffer compassion for this object 
and for its struggle to be something perhaps 
more ideal than it is. Perfect or not, its shape 
is sympathetic to the eye; mine enjoy feeling 
its near roundness cup against them. In fact, 
as I begin to decipher inner and outer rings, 
0�^VUKLY��PM�¶�SPRL�1�>�.VL[OL»Z�WYVJSHTH[PVU�
that, ‘If the eye were not sun-like, the sun’s 
light it would not see’ – I see KPZR because my 
eyes are KPZR-like?2

;OL�V\[LY�YPUN��[OL�PYPZ��H[�ÄYZ[�NSHUJL�HWWLHYZ�
as a thick grey matter and yet, in no time at 
all, begins to crumble apart and arrange into 
concrete, technological bits, pigment, resin, 
Fresnel lens, plexi, and some other stuff. My 
eyes sift through all this in order to sort and 
categorize. I focus upon concentrations of 
ZWLJPÄJ� JVSV\YZ!� [OL� JVSV\YZ� VM� [OPUNZ� ¶� [OL�
blue of delphinium dots the upper left corner, 
the vermillion of poppy patches across 
the lower round, green moss spreads itself 
[OYV\NOV\[��^OPSL� SPNO[� YLÅLJ[Z�VMM� MYHNTLU[Z�
of lens in a polychromatic array.

This outside holds on tight to an inside – an 
interior circle of gauzy semi-transparent resin, 
more cornea than pupil.  

(NHPU�� HU� VIZ[HJSL!� 0� OH]L� H� OHYK� [PTL�
believing this inside is hard. It takes a leap 
of understanding to accept that it is a solid 
PUZ[LHK�VM�H�IYPLÅ`�Z\ZWLUKLK�]PZJV\Z��`VSR �̀�
gelatin. So real is this daydream that it exists 
in my mouth. I can feel the chewiness of the 
TPSR`� `LSSV^� Z[\MM� IL[^LLU� T`� [LL[O�� 0� ÅPW�
ÅVW� IHJR� HUK� MVY[O� IL[^LLU� [OPZ� HWWHYLU[�
hallucination and a nearly unacceptable 
reality. 

Carl Jung, who was also a sculptor, described 
getting to know a dream as analogous to 
understanding a stone.3 Learning the inside 
begins with feeling, by touching the outside 
not looking for what you want to see. In 
collusion, Charles Ray tells us that, “[what] 
is essential in a work of art is found in the 
method of its construction.”4 

What method of construction pushed these 
materials together and gave them a category? 
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127(6����6PLWKVRQ��5REHUW��DQG�-DFN�'��)ODP��©4XDVL�,QÀQLWLHV�DQG�WKH�:DQLQJ�RI�6SDFH�ª�Robert Smithson, the Collected Writings. Berkeley: University of California, 1996. 34-37. Print. 
���*RHWKH��-RKDQQ�:ROIJDQJ�9RQ��DQG�'RXJODV�0LOOHU��3UHIDFH��6FLHQWLÀF�6WXGLHV��1HZ�<RUN��1<��6XKUNDPS��������3ULQW�����-XQJ��&��*��The Undiscovered Self: With Symbols and the 
Interpretation of Dreams��3ULQFHWRQ��1-��3ULQFHWRQ�83��������3ULQW�����5D\��&KDUOHV��´$�)RXU�'LPHQVLRQDO�%HLQJ�:ULWHV�3RHWU\�RQ�D�)LHOG�RI�6FXOSWXUH�µ�Matthew Marks Gallery (2006): 3+. 

:HE�����,ELG�����

The extreme heat of igneous, the tremendous 
pressure and time of metaphoric, or the mish-
mash of sedimentary? 

:LKPTLU[HY`!� O\THU� OHUKZ� TP_LK�� WV\YLK��
and placed these materials, quickly. It became 
a stone, a rock, a boulder, a sedimentary 
plasticonglomerate from the Anthropocene 
epoch. Conglomerates rely on quickness; 
it is their medium. Often, they form near 
a river’s head around the heaviest jagged 
materials. At other times, they form from the 
human-refuse collected in oceans. They are 
obstinate and irregular and this is the secret 
to the speed of their creation. In comparison 
to other sedimentary rocks, which slowly 
compact and coalesce, conglomerates are 
like a wild geologic party, where a variety of 
substances of all sorts and sizes get hastily 
stuck and pressed up against each other to 
form something new. Then they break up, 
move around and like us, are “in the act of act 
of perpetual becoming.”5

As with Jung’s dreams, my understanding 
and judgment of this object shifts shape as 
I simultaneously take it apart and put it back 
together. In order to do this my eyes must give 
way to obstructive hands and with full palm 
outstretched I begin to paw KPZR’s surface. 

I feel its brittleness. The outer-ring’s 
crunchiness breaks up the surface into 
JYHJRZ� HUK� JYL]PJLZ� [OH[� OLSW� T`� ÄUNLYZ�
begin to make sense of the thing, forcing 
them to recognize details over pure mass. 
Ridges come and go; rough areas slow me 
down as I inspect their gravelly, sandy quality 
while smooth patches seduce. Reliefs of 

computer parts – circuit boards and keypads 
are pressed against and into the upper and 
right sections. These provide straight lines 
to run along and symmetrical indents to feel 
assured by, but then they end and there is 
some new texture to contend with. I am in 
danger of being cut when I slide around the 
crusty razor-sharp left edge. At the bottom of 
the outer circle a rupture suggests a direct hit 
and a crack radiates outwards. Who or what 
hit it and where are they now? 

The little wrinkles, where inside pool of resin 
meets outer ring, creates a palpable threshold 
between the changes in substance. The inside 
JPYJSL�PZ�SV]LS`�[V�[V\JO!�ZTVV[O�SP[[SL�^H]LZ�PU�
the resin resist the press of my full two hands, 
like warm ice. After the previous irregularity, 
the near singular material of this inside gives 
me pause. I rest. 

And with this rest, suddenly the intensity of 
my feeling has reached extension. It drops. 

All these details that were forcing me to 
recognize them and turn them into metaphor 
overwhelm. I am tired. I want to forget and 
return to the thing as complete and obstinate. 
With this wish, this thing that touch animated 
into subject turns back into an object that is 
slightly too heavy and awkward to pick up.  I 
understand that while it faces me, it also faces 
the wall. It has two sides and I can only see 
one. 

+PZR belongs where it is –neither cradled nor 
handled– leaning up against the wall and 
[V\JOPUN�[OL�ÅVVY�
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There is a temporal curiosity within the space of Amy Brener’s sculptures in 

which surface layers are melded and at times barely discernable underneath. This 

LV�WKH�PDWWHU�RI�SDOLPSVHVWV��RI�PDWHULDO�OD\HUHG�ERWK�WUDQVSDUHQWO\�DQG�RSDTXHO\�
to catch the light or hold the darkness. This space fascinates our eye with the 

WLPH�WR�FRPSUHKHQG�WKH�TXDOLWLHV�RI�D�GLVFRQWLQXRXV�DQG�IUDFWXUHG�H[SHULHQFH�

,W�LV�GLI¿FXOW�WR�PDWHULDOL]H�WKLV�FXULRXV�PRYHPHQW�DQG�GXUDWLRQ�RI�WKH�SDVVDJH�RI�
time and our place in it. These sculptures grasp at doing so in their transformation 

WKURXJK� LOOXPLQDWLRQ�� 7KH\� H[KLELW� WKH� XQVWHDG\� SRVLWLRQ� EHWZHHQ� SDVW� DQG�
future, as an ungraspable nowness in which light has substance as material. 

Enthralled, our eyes are illuminated in the tenuous act of seeing and knowing, 

of comprehending this transcendence of space in time. Struggling to discern 

GHSWK�IURP�VXUIDFH�SDUWLDOO\�REVFXUHG�)UHVQHO�VFUHHQV�VKDGHG�LQ�SHWUL¿HG�IROGV�
of material, cause the eyes’ focus to waver in and out. Light glimmers, pooling 

under layers, shimmering on edges, and ebbing within resin. The boundary of 

surface is sought out by the light and with this comes contrast. Surface becomes 

depth and depth becomes surface through the play of lightness and darkness 

within and without.

It takes time to work with these sculptures, to adjust with� WKHP���(DFK�¿QGV�D�
place in space with light falling on, then in and off. In this movement a number 

RI�WKHP�WLOW��FRD[HG�E\�WKHLU�RII�FHQWHU�ZHLJKW��,Q�RUGHU�WR�JHW�WKH�ULJKW�DQJOH�LW�LV�
QHFHVVDU\�WR�DGMXVW�WKH�OLJKWLQJ��LQ�WKH�GDUNHQHG�LQWHUYDOV�VRPHWKLQJ�FRPSHWHV�WR�
take hold. Sculpturally, a material density of light is now absent in the presence 

of darkness. Pushed from my eyes the lightness (the illumination) is in complete 

disproportion to their weighty substance.

Mirrored Tilt (2014) was made in collaboration with Amy Brener at her studio in 

%URRNO\Q��1<��,W�LV�D�UHÀHFWLRQ�DV�FRQYHUVDWLRQ�RI�VXUIDFH�DQG�GHSWK�LQ�WKH�VSDFH�
between material and light.

Afterword
Colin Miner

Mirrored Tilt (2014). HD colour video, silent, 1:09 min.  

>9,(:@

http://vimeo.com/83991391
http://vimeo.com/83991391
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&RS\ULJKW� �� ����� HGLWRUV�� DUWLVWV� DQG� DXWKRUV��
$OO� ULJKWV� UHVHUYHG�� � $OO� LPDJHV� DUH� UHSURGXFHG�����

courtesy of the artist unless otherwise stated.

List of Works

Roland Brener

p19. Slow Turn, 2005, rubber, motors .                                                                                                                                            

Collection: Olga Korper Gallery, Toronto.                                                                                     

$UWLVW¶V�QRWH��³5RWDWLQJ�OHQJWK�RI�UXEEHU�DW���USP��)ORRU�WR�FHLOLQJ�´

p19. Other Forces at Work, 2005, various materials  

Collection: Olga Korper Gallery, Toronto.                                                                                                                                                  

Artist’s note: “Live talk radio alternating between two units as a result of continuous pendulum 

PRYHPHQW�DQG�PHUFXU\�VZLWFK�´

p20. Orient Express,�������YDULRXV�PDWHULDOV��HOHFWULF�WUDLQ�DQG�UHFRUGHG�VRXQG����¶�[���¶�[���¶�����������������
Collection: Vancouver Art Gallery, Canada.                                                                                                                                               

Artist’s note: “Viewer activates work by standing on peddle. An electric train circles the 

elevated track, activating recorded conversation from each speaker on the four chairs. 

&RQYHUVDWLRQ�GLVLQWHJUDWHV�JUDGXDOO\�RQFH�SHGGOH�LV�UHOHDVHG�´

p21. Tahiti, ������YDULRXV�PDWHULDOV��ELF\FOH�JHQHUDWRU��EDWWHULHV��UDGLR�DQG�VRXQG���¶�[��¶�[��¶�������������������������������������������������������������
Collection: Lethbridge University, Canada.                                                                                                             

Artist’s note: “A radio player activated by the viewer hand peddling the bicycle generator 

fades shortly after input. The work was somewhat inspired by an impression of technology 

DSSDUHQW�LQ�7DKLWL�´

Amy Brener, for detailed information see www.amybrener.com

Harbinger���������5HVLQ��SLJPHQW��FRQFUHWH��IUHVQHO�OHQV��JODVV��SOH[LJODVV�IRXQG�REMHFWV����´�
[�����´�[��´���untitled (disk),  2013, Resin, pigment, hydrocal, concrete, fresnel lens, glass, 

IRXQG�REMHFWV����´�[���´�[��´���Bit��������5HVLQ��SLJPHQW��+\GURFDO��IRXQG�REMHFWV������´�[�
��´�[��´���Key��������5HVLQ��SLJPHQW��IUHVQHO�OHQV��JODVV��SOH[LJODVV��IRXQG�REMHFWV�����[����[�
�´���Glowstick,�������5HVLQ��SLJPHQW��SOH[LJODVV�������´�[�����´�[�����´���Wing, 2012, Resin, 

SLJPHQW��FRQFUHWH��JODVV��IUHVQHO�OHQV��SOH[LJODVV��IRXQG�REMHFWV����´�[�����´�[����´���mini 4, 

������5HVLQ��SLJPHQW��FRQFUHWH��JODVV��IUHVQHO�OHQV��SOH[LJODVV��IRXQG�REMHFWV����´�[���´�[��´���
mini 7��������5HVLQ��SLJPHQW��IUHVQHO�OHQV��JODVV��SOH[LJODVV��IRXQG�REMHFWV�������´�[���´�[��´

http://www.moire.ca
http://www.amybrener.com
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Amy Brener's work is on display at Deluge Contemporary Art at 636 Yates St.   Photograph By Handout

Deluge is a white room on the second floor above Yates Street, a show space for thoughtful contemporary art. A new
show featuring Michael Doerksen and Amy Brener has just been installed.

Doerksen creates spheres by layering pigmented gypsum into spherical moulds. He sands them down and intricate
patterns appear. These spheres, a bit like oversized bowling balls, sit like wandering planets upon the gallery’s floor.

The vertical dimensions of the room are activated by three translucent columns of poured acrylic, the work of Amy
Brener. Like irregular icicles or rock crystal stalactites, they catch the light pouring in through the gallery windows in
spectral shades of lavender and orange. Each is about the height of a person. Two lean against the wall, and one stands
on a little buttressed foot.

Maybe they don’t have any stories to tell, but these attractive, gem-like objects intrigued me and lured me closer.

Up close, they are more complex. Brener has poured her polyester resin into rough frameworks about the size of a
couple of planks. Though the sculptures are eventually vertical, to create them she lays the framework flat and lines it
with plastic film. The resins, which she tints with liquid colour, are repeatedly poured from 12-ounce cups, resulting in a
layered effect. These moulds hold an assemblage of found and purchased objects, many chosen for their transparency,
including lenses, beads, cubes, circuit boards and one-way mirrors. She has described the results as “artifacts from an
imagined future.”

The top of the columns hold the most light, and films of cellophane sometimes interrupt the play of light in unexpected
ways. As my investigation moved lower, I discovered iridescent bits of peacock feather meeting a lacy filigree of seaweed
and the mother-of-pearl gleam of seashells. The shells react with the resin, creating frothy bubbles held forever.

Lower still, bits of tile and grit take us into a geological realm, even back in time.

While she admits to being a pack-rat in her past, Brener has become more discriminating in what she gathers. Now the
random nature of her process is somewhat streamlined, tempered by the subtle formalism of the shapes she creates. The
edges are carefully considered, and the free-standing column has a fretted top, the hint of an old-fashioned key or prow
of a gondola.

The casting process has its own imperatives. The material sets up quickly, and is admittedly toxic. Brener is always eager
to free the object from the mould, so she gets on with it. Later she chisels away layers that seem too opaque or crazed,
to create a more complex surface. The result is hand-made, but it doesn’t look fussed over.
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And what is it? A very attractive, even precious, object. The columns are big enough to create a presence, but are not
overwhelming. The various inclusions are intriguing but not overly determined. You feel that the blend of chance and
intention in the form is just right. I like these sculptures.

Brener is a Victorian, who spent five years at university in Montreal and Vancouver before she found her path as an artist.
She moved to New York which, along with her vibrant fellow students at Hunter College, gave her more than enough
inspiration. Since graduating from Hunter in 2011 with a master’s degree in fine art, she has had two “residencies.” The
most prestigious was at Skowhegan in Maine where, for two months, she mixed in with 60 other artists for some serious
development. The other, in Omaha, Neb., was less intense, but the spacious studio gave her the chance to evolve her
poured plastic medium.

This confident young artist knows the life of a sculptor is uncertain. Her father, the late Roland Brener, was himself a
sculptor of an advanced and adventurous sort. While proud that his daughter took up the life of the artist, he was
anxious, as any parent would be. But with decision and skill, she is taking her first bold steps into the international art
world, well-connected and now exhibiting internationally.

It’s our good fortune that on her annual summer break from New York, she has come home to Victoria to share the results
of her work.

Cloud Quarry — Amy Brener, Michael Doerksen, to Sept. 28. Deluge Contemporary Art, 636 Yates St. Exhibition hours:
Wednesday to Saturday, noon to 5 p.m.

© Copyright Times Colonist
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I
The title here comes from Robert Smithson's 
writings about suburban New Jersey. Smithson 
himself was fascinated by an "archeological" 
vantage on the present and its imagined space 
as a distant past. As he looks out over the 
landscape of his home state in the text of 
"Monuments of the Passaic", he sees a 
disoriented and ill conceived environment that 
he interrogates through its position as the 
ancient past to a future present. Amy Brener's 
recent sculptural works imagine a similar 
projection of accumulated time and displaced 
rationality or occluded exposition. It is difficult 
to look at these works without a sense of the 
present past, their mineralogical strata cast in
resin seem to propose the fossilization of an 
advanced technological society. Like the 
mangled husk of the Statue of Liberty on Zuma 
Beach at the end of Planet of the Apes, Brener's 
forms remind us of a here that was there-then, 
in a now that will, in the future, be when.

II
The beach is a telling place to re-approach 
these works outside of the time signature of 
science fiction. Brener grew up sailing with her 
parents on their custom built wooden sailboat 
named Reality. She has crossed the Pacific five 
times: from California to Tahiti, Tahiti to 
Hawaii, Mexico to Hawaii, and twice from 
Hawaii to her hometown of Victoria, BC. 

Oceanic time is not the macro time of geological 
transformation, nor the time of withered 
civilizations, but it is also not the micro time 
of modern life. Brener herself says, "People 
keep saying that my sculptures look like water. 
I think watching the light hitting the waves 
and the expanse of sky for days on end, must 
have had some influence on the work I'm 
making now".

III
This is a question of water, but more one of 
light. As much as these works do feel 
sedimentary and striated, they also feel 
crystalline. I am thinking again of Smithson, 
as well as Josiah McElheny's group show at 
Andrea Rosen in the summer of 2010; but also 
of the California of Smithson's time, and his 
Light and Space counterparts. Brener's choice 
of materials speak to this, with resin, glass, and 
fresnel lens all being primary to her repertoire. 
These surfaces amplify and refract, shifting the 
read of the object into the phenomenological. 

The work becomes a situation for investigation, 
both of the piece and of one's relation to it. 
These works become a site for reading 
(sediment, culture, accumulation), but also for 
the multiplication of the experience of looking, 
which situates them both in time and in the 
room; an imagined and an actual, a then and 
a now.

IV
It is important to take this phenomenological 
experience as central to the sculptures: the 
living, breathing experience of dealing with 
them in a room. I first came upon these works 
just after Brener had started making them. It 
was this past summer in Maine at the 
Skowhegan School of Painting and Sculpture.
Brener's studio was a bay in a building that 
could have functioned as a large, if rather bare 
bones, stable. It was afternoon and one of these 
sculptures leaned against the wall while a 
second stood a bit precariously in its concrete 
footing. The top of the studio was screened in 
and let a shaft of light fall across the room 
leaving the corners dark. I recall thinking of 
scale immediately. The freestanding sculpture 
was the size of a small person but it had a sense 
of monumentality. Kubrick's 2001 came to 
mind, but also the humanoid, the microchip 
and the sedimentary rock; the crystalline and 
the technological.

As you move around Brener's sculptures, they 
change. They are transparent to varying degrees, 
and you are aware of light penetrating their 
forms. You are also aware of encumbrances 
upon light's easy passage. This happens both 
in color and by momentary opacities or 
intensities, as light strikes a fresnel, an 
embedded object, or a dark pool of pigment in 
the resin. This also happens in their concrete 
lowers (when they have them) which feel like 
the bottom part of a core sample dating to an 
even more faraway time. In this way, the pieces
themselves can be read as vertical timelines 
reaching skyward toward transparency (and 
toward the future), out of the concretized 
matter of a more earthen era of our history.

We are left again with this oscillation between 
the presence of the physical object with its 
aqueous beauty and material roughness, and 
the muteness of the "historical" object. As much 
as the sculpture is there, light filled and iconic 
in the room with you, it also makes you work 
to make sense of what feels like a container of 
information; an artifact inherently containing 
the key to its own history. Though of course, 
in this latter sense, it is a history the viewer 
finds legible only in the imaginary.

V
I myself am a photographer, and I once wrote 
that the photograph has been (since its 
invention) seen to be a magical object; a 
container that holds both time and space. Even 
in its catalytic service to the rationalization of 

the 'universe' (in the 19th and 20th centuries), 
the material stuff of photography receded into 
invisibility, rarely approached unless we came 
upon its limits. I want to make the argument 
here that these sculptures don't so much act 
like photographs as like cameras, or better yet 
like cameras as mirrors. The kinds of devices 
we make to look at the world, to collect its 
debris, say a lot about the cultural moment we 
inhabit. In the era of the camera's ascendency 
there was a great feeling that technology 
heroically promised a cure for the ills of the 
world.

Now on the other side of the brutal 20th 
century, we are looking for new machines and 
new vessels. Brener herself says that "creating 
ahistorical artifacts is a form of hope. If an 
object is from a time that we know nothing of, 
then the object has endless possibilities."

On Amy Brener's recent sculptures

Words by Lucas Blalock
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