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MILAN THER
Your exhibitions are often complex environments that influence 

the perception of the listening spectator. In this respect they gen-
erate an internal context for the legibility of both your content and 
given elements in the space. How do these environments develop?

EMANUEL ROSSETTI
I see the process of building an exhibition as a sort of negoti-

ation. It’s about finding ways of highlighting but also concealing 
things concerning the exhibited works, what is around and between 
them. Of course a lot of ways to go about this already exist, but this 
is always to be negotiated as well, and this is what motivates me 
to make works and exhibit them. Delay Dust at Kunsthalle Bern in 
2014 could be read as one big installation, but also as an exhibition 
of fragmented works. By installing red carpet (Vomitory [2014]) in 
the first two galleries, but not covering all their existing features and 
creating semi-hidden exits to the otherwise empty rooms behind 
and below, a form of suspense that blurred the casual lines between 
an intervention and the given of a space happened, against its linear-
ity and its boundaries.

I wanted to double the idea of entering a space to create a tempo-
rary outside inside of the Kunsthalle Bern, but also in order to create 
a situation that allowed for other already-existing works of mine to 
exist differently, in an in-between state of being sometimes present 
or absent. And while a lot of architectural details of the Kunsthalle 
were covered and the visitor was forced to immerse into some sort 
of set, objects over which I had little control now emerged from 
their usual utilitarian or ornamental functions and became some-
thing else for the duration of the exhibition. Georgia Sagri then also 
further questioned the whole project of the institutional solo exhi-
bition by installing a work of hers (Sick Building [2014]) outside of 
the Kunsthalle, next to the entrance. We agreed on this gesture not 
being a collaboration but what she stressed as coexistence. So in this 

case, Delay Dust is an exhibition of fragmented work, rather than an 
installation by a single author.

MT
Your most recent exhibition Developments at Sundogs in Paris 

featured photographs shot with a fish-eye lens showing different lo-
cations in Paris. I know that you studied photography but have used 
the medium sparingly. What prompted your decision to return to it?

ER
In recent years I understood the photographic image only as ma-

terial to be further processed. I was making somewhat accurate tech-
nical drawings of, for example, doorbells—the same doorbells I pre-
viously used in installation works—as well as of more metaphorical 
objects, like nontransitive dice or pairs of scissors. I then used pho-
tos I took of specific spaces, like the network of catacombs in Paris 
or Dead Horse Bay in Brooklyn, as situations to render out pictures 
of these objects embedded in and reflecting those spaces or environ-
ments. My objects were moved from the exhibition to the virtual space 
and back into the exhibition, but now reflecting these other places. 
Only through doubling the movement of a thing from one place  
to another did I feel comfortable with exhibiting pictures at all.

I thought about the possibility of establishing bridges by height-
ening distances and boundaries. In Paris I wanted to work with 
photography minus framing. The fish-eye lens has no framing; it 
projects a lens’s entire image circle onto the camera’s image sen-
sor through curved geometry. Basically I was trying to do the same 
thing as before, but by moving in the opposite direction.

MT
Street photography has a particularly famed history in Paris. 

Some motifs, to varying degrees, seem both staged and organic 
depictions of sites, embodying metaphorical and literal social and 
economic transition. Others images reference work of your own. 

Emanuel Rossetti’s most recent exhibition at Sundogs in Paris is called 
Developments and consists of distributed and staged repetitions of 
poses and gestures that have taken place throughout the artist’s practice. 
A series of photographs that emulate the wide-angled, guarded gaze 
through a door’s eye hole constitutes the exhibition’s visual motif. This 
position of the viewer suggests both an immediate presence and a 
material distance. Some of the pictures show Paris in transition; others 
refer to specific moments of collaboration within Rossetti’s practice.
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p. 266, top - Stairs, 2018, Developments installation view at Sundogs, 
Paris, 2018. Courtesy: the artist. Photo: Romain Darnaud
p. 266, bottom - Piccolo, 2018, Developments installation view at 
Sundogs, Paris, 2018. Courtesy: the artist. Photo: Romain Darnaud
pp. 268-269 - Vomitory, 2014, Delay Dust installation view at 
Kunsthalle Bern, 2014. Courtesy: the artist. Photo: Gunnar Meier
Above, from top, clockwise - Pair B, 2017. Courtesy: the artist;  
Nontransitive Dodecahedron (III), 2016. Courtesy: the artist; 
Nontransitive Dodecahedron (II), 2016. Courtesy: the artist; 
Nontransitive Dodecahedron (I), 2016. Courtesy: the artist
Opposite, top - Quarry Bell, 2016. Courtesy: the artist
Opposite, bottom - Quarry Bell, 2016. Courtesy: the artist
p. 273 - Gallery Bells, 2018, Developments installation view at  
Sundogs, Paris, 2018. Courtesy: the artist. Photo: Romain Darnaud

Emanuel Rossetti (1987) lives and works in Basel. His recent exhibitions include Hypnic Jerk, Jan 
Kaps, Cologne; Double Slit Vomitory, Svetlana, New York; International Bells, Karma International, 
Zurich; Delay Dust, Kunsthalle Bern; Life & the Invitation& Vapour in Debri&, the Modern Institute, 
Glasgow; Drip Event, The Power Station, Dallas; HAGGARD CARAVAN, Hepworth Wakefield.

Milan Ther (1987) is director of the Kunstverein Nürnberg–Albrecht Dürer Gesellschaft. He has  
previously organized solo exhibitions with Monika Baer, Tobias Madison, Marc Camille 
Chaimowicz, and James Richards. His most recent project at the Kunstverein Nürnberg is the  
group exhibition Die Stelle des Schnitts, which investigates human orality as a site of abstraction 
in relation to geographical politics, history, and information technology. 
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Within Developments, photography is deployed in a highly indexical 
way. How does the space of the exhibition and that of the photo-
graphs relate? How do you structure the relationship between ar-
chitectural types and personal reference?

ER
The photos were taken in a short period of time and then ed-

ited into the form of a image series, with repetition and variation. 
The main motif is views of staircases in apartment buildings, sort of 
like a returning image throughout the whole series. I was focusing 
on the space of the staircase because of its function as a place of 
transition, connecting the street and the privacy of the apartment. 
One photograph features a human-size cardboard origami figure of 
Piccolo, a character from the Dragon Ball series, staring out of a 
window of a shop for comic books, video games, and other sorts of 
fantasy stuff. In a moment where the function of shop windows is 
in question due to the fact that online shopping is taking over, the 
piece references Eugene Atget’s street photography in the sense that 
it traces vanishing elements of a city.

Another shot is of an opaque glass entrance featuring a M. C. 
Escher-like pattern, leading to one of the many newly opened and 
apparently popular Escape Rooms in Paris. Those completely fic-
tionalized spaces try to translate the logic of video games from a 
virtual into a physical spatial experience, forcing the visitor to find 
and put together clues in order to exit them again, a recreational 
activity that is also supposed to facilitate group activities like cor-
porate team building. While Piccolo shows something about to dis-
appear, Developments shows a symptom, the opaque surface of a 
rather weird use of retail spaces in crisis and the disappearance of 
the forms of display that once came with them. 

Another photograph is of the interior of an aluminum duct tube, 
similar to one that Stefan Tcherepnin and I used for a work called 
Wormhole/Drone this year. These photographs are all about ques-
tions relating to urban space, change, and transition, literally and 
symbolically, but they are also referencing my own works, espe-
cially the ones I made together with other artists, by depicting the 
mere materials that enabled these collaborations. And the somewhat 
perverse door hole–like views of the surrounding streets allowed 
me to not only document things I was interested in in Paris, but also 
project the ideas I had for works to be exhibited on what is happen-
ing around the exhibition space. 

MT
Quarry Bell (2016) and Pair (2017), featured in Developments, 

are printed renderings of a bell and a pair of scissors that reflect their 
virtual surroundings. These surroundings are generated by warping 
photographs into virtual environments. Could you elaborate on this 
process and the sites you used?

ER
Both sites, the catacombs of Paris (seen in Quarry Bell) and 

Dead Horse Bay (seen in Pair) are places I was taken to by oth-
er people or friends. In both cases the visits were rather short— 
they didn’t require a big trip or other effort to get to the place, but 
left an immense, almost life-changing impression.

The catacombs are a network of human-built caves and tunnels 
under the southern part of Paris. The network consists of quarries, 
underpasses, and service tunnels for different constructions in the 
past, old sewer and drain systems, bunkers built by the Nazis during 
World War II (now used as places for taking a shit), tunnels con-
nected to the metro system, and so on and so forth. And of course 
ossuaries and catacombs, some real, some fake in the sense that they 
mimic some fictional ritualistic place. While coming from complete-
ly different times and centuries and all different in their modes of 
construction and ornamentation, they exist in the same stone of the 
same beige color with a constant, rather warm and quite humid cli-
mate, and at times parts of it become temporarily flooded or inac-
cessible. The quite large and equally diverse social scene invested in 
this dark place, where there is no difference between day or night, 
continuously cultivates this network through carving tiny new tun-
nels into the stone with hand drills, connecting the different systems, 
enabling the crawling transition from one century into the next and 
back. Some people also start building their own spaces, either mim-
icking already-existing structures or creating completely fantastic 
new ones. People participating in parties and other celebrations 

(even when they lead to occasional mess) play an equal role as the 
amateurs who restore historic parts, clean up, et cetera. They keep 
an endless, constantly changing network alive, making new places 
appear or undoing the attempts of the city authorities to seal the 
network off from the streets outside.

Dead Horse Bay is a site that Stefan Tcherepnin took me to, 
which was similarly impressive to me. Located on the shoreline 
of Brooklyn, it was used as a waste dump in the beginning of the 
last century, mostly for dead horses but also bottles and other glass 
containers of all kinds. Buried for almost one hundred years, recent 
hurricanes washed up tons of this trash, all of it completely cleaned 
by seawater, looking like a massive shipment of pristine stuff from 
the past, just lying there on the shore. Like the catacombs, it was a 
physical realization of something very fantastical to me—a weird 
distortion, a blurring of utopia and dystopia, catastrophic and com-
plex, exceeding comprehensions of time and space. Enjoying being 
lost, feeling intoxicated while being physically sober, and taking 
snapshots was very touristy. And somehow I was very attracted 
to that, understanding that the compositions and quality of these 
photos had no meaning but that I could use them as materials to re- 
create these virtual and inaccessible spaces in images depicting  
objects that exist as both ideas in my head and as digital drawings on 
my laptop and that I wanted to find places for to materialize.

MT
The relationship between the virtual object—bell and scissor—

and its reflection omits the viewer.

ER
Through the missing reflection of a viewer or camera on the de-

picted objects, the images become interiors, or sort of, but for sure 
they become hermetic. My interest in this also has to do with this 
thing about a heightened or doubled distance I was mentioning be-
fore. And while the spaces are not accessible, the suggestion is made 
that there is more to the visible image-space than what is depicted in 
the rectangle of the image. I want to work out a form of photogra-
phy that leaves subtractive methods (sculpture, for instance) behind 
and moves toward something more environmental. The decision to 
go about all of this in this very technical way was important, too. 
Using these algorithms at home, on what is normally considered in-
sufficient hardware, is quite humorous, and there ’s something par-
adoxical that I like very much about using these technologies that 
were developed for efficiency to produce images in this extremely 
slow way. My goal is to work in this long, durational, and repetitive 
way. I wanted to go toward something extended by spreading things 
out and then slowly working through them.

MT
Music is prevalent throughout your work. Among other things, 

it adds a dimension of time to your exhibitions. How does this relate 
to the relation between a visitor and the dynamic between the ob-
jects and their setting?

ER
Some years ago I started arranging soundtracks out of re-

cordings of me playing synthesizers, different forms of signal 
feedback, loop pedals and oscillators—stuff I was experimenting 
with mostly in private, for example in my living room. I wanted 
to play and record things that could set something like a tone, or 
different tones. Adding these carpet-like layers of sound can con-
nect different objects in a space but also bridge the voids between 
them as well as the movement of a visitor. Played back at a low 
volume allows sounds from the environment of the exhibition space 
to seep and drip through the boundaries of the exhibition. While  
I understood them as autonomous from other objects but at the 
same time arranged specifically for exhibitions, I stopped trying 
to find titles or other ways to elevate or qualify the soundtracks as 
works of art. And I don’t necessarily think of them as music, either.  
But since I prefer to work with recorded material rather than sounds 
that are generated live, there always remains this thing with the loop, 
a repetition at a fixed interval. This could be read like a proposal of a 
duration, but then also like a continuous reappearance.
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