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‘I push carpet to the extreme’: The craft genius who makes
tufted humanoid wearable sculptures
by Eliza Goodpasture

May 13, 2025

Should carpet as a medium be as highly regarded as painting with oils and sculpting with marble?
Anna Perach, an artist born in Ukraine, talks us through her new show inspired by Hoffman'’s love
triangle tale The Sandman

Anna Perach, It's alive! It’s alive! ... Mistress of the Desert, with performers Aviv Horovitz and Mor Gur Arie.
Courtesy of the artist

“I'm led by stories,” Anna Perach tells me as we sit in her sun-drenched studio at Gasworks in
London. The wall behind me is stacked with a rainbow of yarns, and on her desk sit a collection

of texts that point to the key themes of her work: femininity, magic and the uncanny. Perach’s
life-size humanoid sculptures made of tufted carpet surround us, their presence equal parts eerie
and warming. Their strange humanity seems steeped in narrative, which she draws from folklore
and fairytales.

The sculptures cry out to be touched, with their beautifully fluffy, varied and multicoloured
surfaces. They are, as she says, “aesthetically overbearing”. Perach’s work is in part about the
porous boundaries between bodies and the world. Their intense tactility, meanwhile, brings out
a childish desire to sink your fingers deep into a comforting, if slightly spooky, softness. And
their hollowness asks the viewer to imagine a body inside them - when exhibiting the works,
performers do inhabit them and bring them to life.

Perach was born in Ukraine behind the iron curtain, and Soviet aesthetics are foundational to her
work. But her medium of tufted carpet came to her intuitively. “I grew up with tons of carpet. It
has an uncanniness: it's heavy and weird, but it also creates cosiness and home.” She describes
the tension between excess and scarcity in the history of Russian taste, and the way that desire
for abundant patterns and textures has always influenced her. “l intuitively make work from what
I know. | think we all do,” she says. The unexpected way she uses carpets or rugs brings to mind
the phrase “sweeping it under the rug”; Perach smiles as she tells me that her work tries to show
“what’s under the rug”.

For her new exhibition at Richard Saltoun in London, Perach has made a series of sculptures
and works on paper that respond to the 1817 ETA Hoffman story The Sandman, about a love
triangle between a man, his fiancee and an automaton. There is a moment in the story when the
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automaton, Olympia, is singing in public and glitches, behaving strangely and revealing to the
audience that she is only a machine. Inspired by this moment, Perach has made two identical
sculptures in the shape of Victorian dresses that will be activated in the gallery space: one by a
human hidden inside, and one by a machine. Perach wants to explore how viewers will respond
to the disjuncture - the glitch - of realising that they can’t immediately tell which is which.

gl

‘I make work from what | know”, Anna Perach in her studio. Photograph: Linda Nylind/The Guardian

“It's not inspired by Al," she is quick to tell me, but the discomfort the story raises is connected to
the questions we're dealing with today around automation and artificial intelligence. “The terror
of automatons or Al is the way they play with your assumptions of humanity, which in turn makes
you question your own humanity.” She has titled the exhibition A Leap of Sympathy, a phrase
borrowed from philosopher Henri Bergson referring to the way that we are all constantly making
the assumption that the people around us are fellow humans, so that we can connect with them.
Perach’s work asks what happens when that assumption is called into question.

This is the first time she has used mechanics or robotics in her sculptures. In previous
exhibitions, as well as this one, Perach worked in collaboration with choreographer Luigi
Ambrosio, sound composer Laima Leyton and performer Maria Sole Montaci. Perach has only
performed inside the sculptures herself a few times. “I see myself more and more as a director
- | can't be master of all crafts,” she says. Working with her collaborators gives her access to a
range of expertise to bring her work to life.

Perach purposefully walks the line between craft and fine art. “I| push the craft element to the
extreme,” she says. That aspect of her work is another way she engages with femininity — after
all, women have traditionally been associated with craft and especially with textile work. The
way her carpet figures have peeled off their two-dimensional stretcher to take up space in the
room makes a case against the hierarchy that has traditionally seen media other than painting
or sculpting with marble or bronze looked down on. They sit proudly in a legacy of pagan eastern
European visual traditions, with their monstrous masked beasts and colourful traditional folk
attire.

She has started to branch out into other materials — most recently glass - but can’t imagine
letting go of carpet. “The material is so forgiving and malleable, and it can be manipulated in so

2/3

Via dei Genovesi, 35 — 00153 Roma www.ada-project.it info@ada-project.it




ADA

many ways,” she explains. She started out by cutting up existing carpets to make sculptures with
them, but wanted more control over the material. Her practice now incorporates both mechanical
and manual processes of tufting, and allows her to control the supply chain feeding her work - “I
know where my yarn comes from,” she says.

Perach’s work takes a long view of history — and of life. “I'm fascinated by the split between spirit
and matter,” she says. “I'm trying to go back to that place of trauma, of split.” The drift away from
magical and mystical ways of understanding the world towards highly scientific ones is one of the
defining features of modernity. “As we grow up - as individuals and as a society — we are forced to
rationalise. There is an element of refusal to do so in my work,” she says.

As we talk about the many new questions arising around Al and new digital innovations, she
reminds me that many of those questions are actually old, if not ancient. Stories such as
Hoffman'’s, or Mary Shelley’s Frankenstein, grappled with the threat of non-human life long
before we ever imagined the details of something like ChatGPT. Reflecting on the fundamental
questions at the core of all those works, she says: “It’s really an ancient fantasy to give something
life. Which in a way is what | do”
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Anna Perach, Dis/Enchanted Interiors, 2026, curated by Veronica Caciolli and Valentina Gensini, Installation
view at MAD Murate Art District, Florence. Photo by Alisa Martynova

La maternita per Anna Perach

In Mother of Egg (2019) la madre € bestia, & un grande uccello, & arcaica, € mitologica, ha il
grande potere di dare e togliere la vita. Eimmanente e allo stesso tempo affettuosa. Nella sua
ieraticita terrorizza gli astanti e al tempo stesso protegge un piccolo, fragile uovo. Alla maternita
si richiamano anche la serie di corsetti ispirata al racconto di Guy de Maupassant Mother of
Monsters, dove il corpo gravido diventa un terreno di controllo, costrizione, vulnerabilita, ma
anche diribellione e emancipazione. O le due opere prodotte da MAD in occasione della mostra:
Tin Woman (Red) e Tin Woman (Bells), che inoltre si rifanno alla figura dell’lUomo di Latta ne |l
Mago di Oz, realizzandosi in maschere da parete che pur richiamando il personaggio ideato da
L. Frank Baum, si concretizzano poi in elementi ancestrali che convocano cimeli conservati nella
casa di famiglia di Perach.

La collaborazione con il Museo di Antropologia e Enologia di Firenze

Maschere africane che gli spettatori possono ritrovare, in dialogo con i reperti in mostra, nel
Museo di Antropologia e Etnologia di Firenze nell'installazione Mother Tongue: sono riprodotte
all'interno di una serie di cartoline che l'artista inserito in una installazione- dispenser all'ingresso
del museo. A dialogare con la storia, con lo spazio, con lo scorrere delle epoche e anche con
l'overtourism in maniera differente.
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“Dis/Enchanted Interiors” la mostra di Anna Perach a
Firenze tra mostri, corpi deformi e teste mozzate

di Redazione

14 maggio 2026

Fino a luglio a Firenze un'esposizione site-specific che indaga i temi del folklore, della mitologia,
del colonialismo, dell’esotismo, delle tradizioni popolari, dell'identita e del femminile

Anna Perach, Dis/Enchanted Interiors, 2026, curated by Veronica Caciolli and Valentina Gensini, Installation
view at MAD Murate Art District, Florence. Photo by Alisa Martynova

I MAD Murate Art District e il Museo di Antropologia e Etnologia di Firenze ospitano la prima
personale in ltalia dell'artista ucraina Anna Perach.

Dis/Enchanted Interiors, a cura di Veronica Caciolli e Valentina Gensini, € un’esposizione site-
specific che indaga i temi del folklore, della mitologia, del colonialismo, dell’esotismo, delle
tradizioni popolari, dell'identita e del femminile.

Perach nata a Zaporizhzhia (URSS), ma attualmente a Londra, crea ambienti abitati da sculture
utilizzando la tecnica di tessitura nota come tufting usata solitamente per la realizzazione di
tappeti. Il tappeto, inteso come simbolo domestico che accompagna i viaggi dell’artista sin dagli
inizi della sua carriera, accoglie e innesca una serie di riflessioni sulla migrazione culturale.

Le sue sculture indossabili si trovano a meta tra oggetto e “pelle”, e vengono attivate in
performance coreografate ed eseguite con sound.

In occasione di Dis/Enchanted Interiors I'artista ha inoltre realizzato due nuovi lavori per la galleria
al primo piano di MAD.

“La mostra di Anna Perach affronta con grande forza espressiva temi centrali della
contemporaneita come identita, memoria culturale, migrazione e rappresentazione del femminile,
creando un significativo intreccio tra arte, antropologia e performance. Un progetto che valorizza
anche la collaborazione tra istituzioni culturali, universita e realta formative del territorio,
confermando Firenze come citta capace di sostenere la ricerca artistica contemporanea e la
pluralita degli sguardi” ha detto I'assessore alla cultura Giovanni Bettarini. “Con Dis/Enchanted
Interiors MAD Murate Art District rinnova la propria vocazione a essere un luogo aperto alla
sperimentazione, al dialogo interdisciplinare e al confronto internazionale”.

“La mostra di Anna Perach conclude un percorso unico e complesso costituito da un anno di
alta formazione dedicata al postcoloniale e a prospettive non eurocentriche, con prospettive
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di genere e legate alllambiente, in cui 17 giovani laureati e adulti con trascorsi migratori hanno
maturato competenze molto specifiche da investire in musei e istituzioni culturali italiane — ha
spiegato Valentina Gensini, direttrice artistica di MAD Murate Art District - Anna Perach esprime
una coerenza molto forte nell'indagine sul femminile, sulla ricezione delle tradizioni e del folklore,
su fenomeni di esoticizzazione domestica in analogia alla matrice coloniale della ricezione e
rappresentazione culturale che I'Occidente continua ad avere rispetto al patrimonio materiale

e immateriale non europeo. Su questo € molto altri aspetti MAD apre continue nuove riflessioni
quale centro di ricerca e produzione internazionale di riferimento sulla scena italiana”

Anna Perach, Dis/Enchanted Interiors, 2026, curated by Veronica Caciolli and Valentina Gensini, Installation
view at MAD Murate Art District, Florence. Photo by Alisa Martynova

Le opere esposte tra mostri, creature deformi e teste mozzate

Oltre a due nuove produzioni e ad un lavoro dedicato al Museo di Antropologia e Etnologia, MAD
presenta una selezione di opere, realizzate tra il 2019 a oggi.

Mother of Monsters si ispira all'omonimo racconto di Guy de Maupassant del 1883 in cui una
donna realizza corsetti in grado di deformare il corpo durante la gravidanza, causando la nascita
di bambini con anomalie fisiche per farne un commercio lucroso.

Il corsetto diventa cosi un dispositivo ambiguo: una struttura rigida che protegge e al contempo
costringe, contenendo i fluidi, comprimendo il cambiamento e rendendo visibile la tensione tra
generazione, violenza e trasformazione.

Alkonost incarna la donna-uccello della mitologia slava: sposa abbandonata dal suo futuro marito,
umiliata e disperata, questa figura archetipica si lascia annegare nel fiume da cui riemerge come
creatura ibrida, donna-uccello. Appollaiata sui rami degli alberi, intona canti seduttivi, allo scopo
di divorare i corpi degli uomini che le si avvicinano. Perach ha dichiarato: “Nella mia rivisitazione
della storia di Alkonost mi interessa la trasformazione femminile da una posizione di vittima,
abbandonata e priva di potere, a quella di una ‘femme fatale’ che & al tempo stesso affascinante
ed estremamente pericolosa. Impotente rispetto alla possibilita di conformarsi con la societa
patriarcale attraverso il matrimonio, Alkonost reagisce allora scatenando il suo ‘appetito’ per il
piacere e la distruzione”.

In Uncanny Valley una serie di teste ricamate ripropone la macabra processione di teste mozzate
che circondano la casa della Baba Yaga nella fiaba russa Vasilisa la Bella.
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La tecnica del tufting di Perach infonde a ciascuna testa un aspetto distinto ma stranamente
familiare, rendendole veicolo di memoria culturale ma evocando al contempo la sensazione
inquietante di “uncanny valley”, un termine coniato nel 1970 dal robotico giapponese Masahiro
Mori per descrivere il disagio provato quando si incontra una figura dalle sembianze quasi umane,
ma non del tutto.

Per il Museo di Antropologia e Etnologia, I'artista realizzera un'opera che tradisce una profonda
autocritica verso la sua famiglia. Emigrati dall’'Unione Sovietica dopo il crollo del regime
comunista, i genitori di Perach si trasferirono nel paesaggio desertico del sud di Israele e
arredarono la loro casa con oggetti che, all'epoca del regime, erano considerati simboli di status
sociale.

Tra questi figurano sfarzose carte da parati e tessuti ispirati alle tradizioni francesi e italiane,
maschere africane e statuine asiatiche in porcellana. Erano oggetti simboli di ricchezza e di
potere perché indicavano il privilegio di poter viaggiare, a causa delle restrizioni di uscita imposte
dalllURSS.

Anna Perach, Dis/Enchanted Interiors, 2026, curated by Veronica Caciolli and Valentina Gensini, Installation
view at MAD Murate Art District, Florence. Photo by Alisa Martynova
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Anna Perach Brings Monstrous Women to Life in
Tufted Textiles

by Gabrielle Schwarz

May 23,2025

Anna Perach, A Leap of Sympathy, 2025, installation view at Richard Saltoun, London. Photo by Kristof Jeney

In ET.A. Hoffmann'’s short story “The Sandman” (1817), a gothic tale of psychological unraveling, a
young man called Nathaniel is haunted by visions of a nightmarish character who steals children’s
eyes. Nathaniel, believing the Sandman has murdered his father, becomes unable to distinguish
fantasy from reality, eventually falling in love with a mechanical doll named Olympia. When he
sees Olympia torn apart by her creators, her eyes strewn on the ground, he has a complete
breakdown.

For Anna Perach, an artist whose work explores how myths and other cultural narratives shape
our ideas about ourselves, reading “The Sandman” felt like rifling through a treasure trove of
material. She was especially fascinated by Olympia, interpreting her as a symbol of the often-
repressed “monstrous feminine™—the chaotic and irrational aspects of the self that have been
rigorously controlled and denied in patriarchal societies. “Storytelling is my main interest,” the
Ukraine-born artist told me during a recent visit to her studio at Gasworks in South London,
where she had her first institutional exhibition last year. “l identify as a woman, and | often work
with women, so the themes and content | am drawn to tend to be related to that experience.”

Since graduating in 2020 with an MFA from Goldsmiths in London, Perach has speedily built

an impressive resume with group and solo shows at galleries including Edel Assanti in London
and ADA in Rome. Her research-heavy projects have taken on subjects such as the Victorian
side-show fixture of “spidora” (half-spider, half-woman) and 18th-century female wax cadavers
known as “anatomical Venuses.” Perach riffs on these sources, often by creating most “wearable
sculpture™ colorful life-sized figures, heads, and bodily appendages made from a textile called
tufted yarn. Several of these are on view through June 24th in “A Leap of Sympathy” at Richard
Saltoun in London (the show will later travel to the non-profit East Gallery in Norwich). The
sculptures can be displayed statically in the gallery or activated through performance—an idea
that Perach thinks may be rooted in her brief post-BA studies in classical theater and acting.

Initially, Perach was intimidated by how extensively “The Sandman” had already been explored
by others, not least Sigmund Freud, who used the story as a key reference in his famous essay
on The Uncanny. Then she came across Japanese roboticist Masahiro Mori's 1970 essay, “The
Uncanny Valley,” which describes how we switch from empathy to revulsion when we
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encounter robots that look almost human, but not quite. This fascinated Perach, who has long
been preoccupied with psychology—she has a diploma in art therapy and counselling and still
maintains a therapeutic practice. Her current show’s title is borrowed from philosopher Henri
Bergson, who argued that it was through a leap of intuition or “sympathy,” rather than empirical
knowledge, that we apprehend other people’s humanity. What is reality, anyway?

]

Anna Perach, Olimpia, 2025, live performance at Richard Saltoun, London. Photo by Kristof Jeney

Central to the exhibition is Olimpia (2025), a work comprising two matching wearable sculptures:
female figures in flouncy Rococo-inspired dresses. Tufting, a technique which Perach first came
across at Goldsmiths, is more often used in carpet-making than dress-making. But Perach was
attracted to it, she said, because it reminded her of the “Soviet-inspired home,” lined with carpets
on the walls and floors, where she grew up. She was also interested in the textile’s associations
with feminine-coded domesticity, and the notion of “sweeping things under the rug™—in other
words, repression.

The paired sculptures could be interpreted as representing Nathaniel's two love interests in “The
Sandman”: Olympia and Clara, his fiancée since childhood. The latter is presented as a paragon
of Enlightenment-era rationality, cheerfully and unremittingly sane in her continued assurances
to Nathaniel that his fears are all in his mind. “The dichotomy between rationality and intuition, the
mind and the body, is a link in a lot of my work,” Perach said. For the exhibition, she worked with a
team of recurring collaborators—including choreographer Luigo Ambrosio and composer Laima
Leyton—to develop a performance in which the two figures engage in a kind of pas de deux. One
of the bodies is worn by a live performer, Maria Sole Montaci, while the other is animated using
robotics.

Spinning further away from the source material, the show also features a series of haunting
watercolor assemblages that reimagine Olympia’s plot, casting her as a pair of twins separated in
childhood. Perach described the images as “a visualization of the process of repression in which
the self is split into two parts.” (Perhaps, then, the two tufted figures are both also Olympia—the
viewer is left to decide.) A series of tufted heads mounted on wooden poles, collectively titled
“The Uncanny Valley," allude to another monstrous female: Baba Yaga, a wicked, child-eating witch
from Russian folklore whose home is surrounded by severed heads on sticks.

Just as creepy is a pair of life-sized ribcages (Ribs 1and Ribs 2, both 2025) made from pale pink
glass with dark red splotches like dried blood. The sculptures are presented “face to face” in
recessed spaces on opposite sides of the gallery: the imagined hard interiors of the soft, tufted
sculptures. As Freud argued, the uncanny is not always easy to define—but, as Perach’'s work
proves, you know it when you see it.
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THE ART NEWSPAPER

Folklore, mythology and tradition: five must-see shows at
London Gaﬁery eekend

by Anna Brady

June 03,2025

Our pick of exhibitions of female artists whose practice is rooted in cultural traditions, processes
and storytelling

Anna Perach, A Leap of Sympathy, 2025, installation view at Richard Saltoun, London. Photo by Kristof Jeney

Reflecting a broader revival of interest in folklore, mythology and traditional processes and
rituals, several exhibitions at London Gallery Weekend this year show artists looking back, not
forward, for inspiration—a refreshing antidote to our Al-dominated world.

Some artists are indigenous to a particular culture—the aboriginal artist Emily Kam Kngwarray,
for instance—while some are borrowers, such as New Zealand-born Francis Upritchard, a self-
confessed “magpie” who collects influences from ancient mythology to science fiction.

Here are five shows of female artists that bring tales and traditions from Argentina to Australia to
South Korea to the streets of London.

Anna Perach: A leap of sympathy
Richard Saltoun, 41 Dover St, W1S 4NS, until 24 June

Born in Ukraine but now based in London, Anna Perach takes her exhibition theme from the
work of the philosopher Henri Bergson, who said that we must take a “leap of sympathy [faith]” in
order to empathise with and relate to others. Perach’s tufted, wearable sculptures, drawings and
glass sculptures, set out across Saltoun’s three Mayfair spaces, explore how ancient folklore and
storytelling can influence our personal narratives and sense of self, and society’s idea of identity
and gender.

Perach’s protagonists often play with the idea of the “monstrous” body—witches and the like—and
one body of work central to this exhibition is The Uncanny Valley, a creepy procession of 12 tufted
heads leading visitors through the gallery. Some feature multiple or oversized eyes, some none,
playing with the idea of gaze and identity. The work takes its inspiration from the Russian folktale
Vasilisa the Beautiful, in which a series of heads surround the witch Baba Yaga's house in the
forest.
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Francis Upritchard’s Any Noise Annoys an Oyster (2024), in balata rubber and bronze. Courtesy of the artist
and Kate MacGarry, London

Francis Upritchard: Sing Siren
Kate MacGarry, 27 Old Nichol Street, E2 7THR, 6 June-12 July

Francis Upritchard’s uncanny, darkly playful sculptures draw on all manner of inspiration—
ancient art, folklore, the natural world and science fiction. “I'm magpieing,” she once told The Art
Newspaper, “I'm always mixing.”

The New Zealand-born artist’s new show with Kate McGarry includes figurative sculptures in
rubber, bronze, ceramic, textiles, stone and glass, alongside works on paper, made initially for

her recent exhibition at Kunsthal Charlottenborg, appealingly titled Any Noise Annoys an Qyster.
Her works have a way of evoking everything and nothing in particular—forms reminiscent of
mythological animals, dinosaurs, and ancient creatures. “l try and embrace how incorrect memory
can be,” Upritchard says in a statement. “I'm working the material in reference to human bodies,
but remembered human bodies. For me it's quite important, the incorrect and the not looking just
right or just so.”

Mythological inspiration is strong in these new works—such as Medusa, with eels not snakes for
hair, and Sing Siren, references the mythical women who would lure sailors with their song—as
are Classical references, in the forms of ceramic vessels decorated with scenes from Greek
mythology.

Soyoung Hyun: Invitation to a Ritual
IMT Gallery, Unit 2, 210 Cambridge Heath Road, E2 9NQ UK, until 29 June

This, the first UK solo show for Paris-based Soyoung Hyun, includes two bodies of related work
by the South Korean artist: her Purification box and Shadow series. Both bodies of work deal with
memory and the blurred line between presence and absence, drawing on personal and cultural
rituals as well as Japanese ceremonial vessels and Beninese ceramics.

The PRurification box series consists of clay vessels decorated with volcanic stones from Mount
Etna, serving as memory boxes, to hold and externalise past traumas, obsessions and habits. The
Shadow series, meanwhile, takes its inspiration from Korean folklore, in which shadows are seen
as evidence of life. Hyun uses clay to sculpt the shadows of vases and flowers into solid form,
giving permanence and weight to something ephemeral and intangible.
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Installation view, Claudia Alarcon & Silat: Choreography of the Imagination at Cecilia Brunson Projects.
Photography by Lucy Dawkins, courtesy of Cecilia Brunson Projects

Claudia Alarcon & Silat: Choreography of the Imagination
Cecilia Brunson Projects, 3G Royal Oak Yard, Bermondsey St, SE1 3GE, until 25 July

Cecilia Brunson, originally from Chile, champions the work of South American artists in a very
personal way, from a gallery attached to her family home in Bermondsey. For London Gallery
Weekend, Brunson is showing the work of Claudia Alarcén, an indigenous textile artist from the
Wichi community of northern Salta in Argentina. The artist is also part of the Silét collective, led
by Alarcén and made up of of 100 multi-generational women weavers from the Alto la Sierra and
La Puntana Wichi communities.

Their textiles, perhaps familiar to you from their inclusion in last year’s Venice Biennale, are woven
from fibres of the native chaguar plant, a material and practice integral to Wichi culture—the
weavings are thought to communicate unspoken thoughts and the messages of dreams and the
subconscious. Their geometric designs are part of a part of a strong tradition in South America,
and the gallery points out that Anni Albers collected chaguar textiles from Salta, using their
design and weaving method as inspiration for her own work.

Emily Kam Kngwarray: My Country
Pace Gallery, 5 Hanover Square, W1S 1HQ, 6 June-8 August

Now recognised as a giant of Australian painting, Emily Kam Kngwarray (around 1914-1996)

will receive her first solo show at London’s Tate Modern this July. To coincide, Pace will open an
exhibition of the Aboriginal artist’s work at its London gallery, in collaboration with the Melbourne-
based gallery D’Lan Contemporary.

Kngwarray was an Elder of the Anmatyerr people of Australia’s Northern Territory and custodian
of Alhalker, her ancestral country, which runs deep through all of her work. Her paintings

also embody the idea of the Dreaming, a foundational concept of Aboriginal culture which
encompasses their spiritual beliefs, lived worldview and creation stories.

Although Kngwarray only began painting seriously in 1988 when she was in her 70s, she
produced an enormous body of around 3,000 works in the eight years before she died. The group
of works on show at Pace chart her development from early organic forms to the minimalism

of her last works. It will also include contemporary batik works by Aboriginal and Torres Strait
Islander artists inspired by Kngwarray.
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CRITICA Z:m

The Hysteric | Anna Perach

Work in Focus

June 04,2025

Anna Perach, The Hysteric, 2023, tufted Axminster yarn & pine wood, 140 x 190 x 6 cm. Courtesy of ADA,
Rome. Photo by Roberto Apa

Anna Perach (born in Ukraine in 1985, based in London) focuses her artistic research on the
female figure, interrogating the processes of demonization and objectification that have shaped
its representation throughout history. During the medieval and early modern periods, women
were accused of being witches or embodiments of evil. In the Enlightenment era, this persecution
took on a new form of symbolic violence: anatomical analysis and vivisection. In this context, the
female body was no longer simply persecuted but became a subject of “scientific” study—treated
as a riddle to be solved in order to justify an allegedly deviant nature. This historical framework
underpins Perach’s work, which draws on the imagery of anatomical Venuses—wax teaching
models used for medical training. In these figures, the dissected female body is presented as an
object made available to the male gaze, reinforcing a passive feminine ideal reduced to material
for examination.

The Hysteric, made using the tufting technique— a textile process that allows the insertion

of yarns onto a backing material, traditionally used to create carpets and tapestries—visually
embodies these reflections. The iconography is inspired by a drawing by Hans Baldung Grien,

a German artist active between the late 15th and early 16th centuries, known for works imbued
with eroticism, ambiguity, and a tension between the sacred and the profane. The referenced
image depicts a woman in the act of defecating—a gesture loaded with obscene, transgressive,
and demonic meanings in the iconographic context of the time.

Perach reinterprets the scene with grotesque and unsettling elements. A demonic creature clings
to the woman’s leg, suggesting a perverse connection. A blackened nipple, from which the beast
seems to have fed, symbolically evokes the notion of “satanic milk,” while the other, dissected
breast alludes to scientific inquiry and the desire to deconstruct femininity as a means of control
or comprehension. The demon’s serpentine tail winding between the woman'’s legs, along with its
protruding tongue, heightens the sensual and infernal charge of the composition.

The woman's body is portrayed in a contorted, convulsive pose, evoking a hysterical fit recast
here as an icon of female repression.
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Exploring divine feminine power in ‘La Mariposa (Butterfly
Woman)’

by Caroline Douglas

February 21,2025

Installation view of La Mariposa (Butterfly Woman) at Soho Revue photo: courtesy of Soho Revue

Soho Revue
12 February - 15 March 2025

Omnia mutantur, Nihil interit. The title of one of Qian Qian’s two paintings in the exhibition La
Mariposa (Butterfly Woman) at Soho Revue, translates as “everything changes, nothing dies” It is
a quotation from Ovid’s Metamorphoses, which succinctly captures the themes of transformation
and universal interconnectedness that unite the works in this group show curated by Becca
Pelly-Fry.

The exhibition’s title is inspired by a chapter in Clarissa Pinkola Estes’ 2008 book Women Who
Run with the Wolves. The author describes the ritual dance performed by a Native American
woman in New Mexico, known as the ‘Butterfly Dancer’. Defying expectations that a butterfly
woman might be fragile and ethereal, in reality the dancer is corpulent, her body contains worlds.
Centring her curatorial theme on this elemental performance, Pelly-Fry calls for a ‘reclamation
of the divine feminine’; she invokes the power of a wild feminine spirit that connects with Mother
Earth and its physical embodiment in our everyday lives.

On the ground floor of the gallery, Claire Morgan’s huge painting Show of Strength, 2023 depicts
an athletic naked woman clutching the limp corpse of a fox to her torso. The foxes head lolls at
an unnatural, broken neck angle, its muzzle gaping open in a ferocious display of sharp teeth.
The woman'’s head is angled back into shadow, her expression disdainful as she grips the tail of
the fox, dripping onto the floor. The set up has some of the theatricality and symbolism of the
late Paula Rego. The shadow cast by light from the right melds the human with the animal with
uncanny effect. Morgan has often used the fox in her work - figuring the persistence of the

wild within the urban landscape, the abjection of nature in the face of human degradation of the
environment.

Serena Korda's Witch Hat 1and 2, both 2019, are aquamarine evocations of the sea floor: crusted
with urchins and necklaced with cotton ropes that could be seaweeds or the detritus from fishing
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vessels. The pointed, witches hat form of these pieces puts one in mind of volcanic vents, and
from there, the sense of the earth as a living, breathing entity. One longs to run a hand over the
seductive textures and glazes.meaningful way".

On the first floor of the gallery, Ukrainian artist Anna Perach has installed a spectacular
chandelier-like sculpture, Extraction (Holes), 2024. First seen a year ago in her solo exhibition at
Gasworks, London, its structure is made up of welded steel chain, each ‘arm’ of which terminates
in a colourful, tufted form from which emerges a curlicue of glass. It is wondrously playful with a
compelling tactility through the use of such contrasting materials: the tough chains giving way to
the softness of the wool tufting, paired with the brittle fragility of the blown glass. A perfunctory,
bare lightbulb hangs at the centre of the structure, like a throw-away punchline. The artist’s large
works on paper Possession Il and /I, feature contorted female bodies, apparently in the throes of
an ecstatic experience. Possession Il in particular recalls Louise Bourgeois' various treatments
of the Arch of Hysteria, that reference the late 19th-century notion of women as intellectually
inferior beings, driven only by their biology.
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Installation view of La Mariposa (Butterfly Woman) at Soho Revue photo: courtesy of Soho Revue

The second of Qian Qian’s paintings featured in the exhibition is titled Chiliocosm (I had to look
the term up). It is a concept associated with Buddhism, meaning the simultaneous existence

of many thousands of different worlds and beings. Winner of the Mother Art Prize in 2022,

Qian Qian had a solo show associated with the prize at Richard Saltoun gallery in 2023, and a
solo show with Lychee One in 2024. Her paintings in Mariposa are the most accomplished yet.
The artist has worked in watercolour and oil, but these new paintings are acrylic or acrylic with
watercolour. It is hard to avoid reference to Surrealism since the spectral figures in both paintings
recall the work of recently re-appraised artists such as Leonor Fini and Leonora Carrington. There
are also passages of what looks like the decalcomania technique characteristic of Max Ernst.

Qian Qian's cosmic consciousness is all her own, however. In Omnia mutantur, Nihil interit two
figures wreathed in light appear to dance towards each other. The figure to the left is transparent
so that their fantastical skeleton is revealed, chained at the neck. The figure holds out a ring to the
figure on the right that consists of nothing but their circulatory system, coloured red and blue like
an anatomical diagram. Around the figures, fields of energy appear to flow and pulsate, as if they
were dancing in a nebula as pictured by the Hubble telescope.

These are just some highlights of a twelve-person show that addresses themes that are
increasingly prevalent at the moment. Soho Revue is another dynamic new gallery in London,
open in its current location only since 2022. When not working with guest curators, the gallery
focuses primarily on the work of younger women artists and recent graduates. Make sure it's on
your map from now on.
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Curated by Filipka Rutkowska

May 25 - July 31, 2024
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Anna Perach, Dismembered Venus, 2023, watercolours and markers on paper, 30 x 20 cm

Participating Artists:

Pelka Atys
Martina Drozd- Smutna
Mia Dudek

Anna Grzymata
Maja Janczar
Valentyna Jan(
Alicja Pakosz
Anna Perach
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Marie Tomanova
Julia Woronowicz

Via dei Genovesi, 35 — 00153 Roma

www.ada-project.it

info@ada-project.it




ADA

The future is a place of wisdom. Individuals who have seen or known things, who can foretell,
predict, or divine, are usually said to have a “gift” or some kind of extra-sensory perception that
the vast majority of the population is unable to access. People like this have been documented
across cultures for centuries. And while not exclusively, this character is more often than not
female, or non-binary, two-spirit, or some other iteration of the decidedly not Western white, cis-
male archetype. She is imbued with transcendent wisdom. And typically because of this “gift,’
she is often viewed as a threat — an entity that is uncontrollable; endowed with a logic outside the
accepted qualitative systems. In many areas of Central and Eastern Europe, where the capitalist
bourgeois West isn't yet so thoroughly rooted, these systems for engaging with the fuller world
still have a place in modern life. In the West, we've largely lost connection to the folk practices
and wisdoms of our grandmothers, replacing them instead with that which is measurable and
therefore “good” (i.e. controllable). And while perhaps not born of this same lineage of wisdom-
making, a heightened sense of seeing or knowing is something that does still unite many female
identifying individuals — or really any Othered category of person — having been developed in
order to survive the unique brand of gender-based violence that reigns over the 21st century.

Derived in relation to her male counterpart, the female gaze is not predatory by nature but rather
is a tool for survival. Often referred to as hypervigilance, this state of heightened awareness

is akin to a modern-day third eye, not operating as a portal to enlightenment but instead like a
surveillance camera sending warning signals to our brains; a closed loop of watching, weighing,
hoping, knowing. Our earbuds are turned down low enough to catch an unexpected footfall and
all eyes calculate at all times because what happens in the present moment determines all that
will or will not come next, and as we know all too well, if we pause the circuit and something does
happen, well it will surely be our very own fault for being vulnerable in the first place. Seeing the
future is an exhausting responsibility. Yet as all wisdoms do, this circum-ecto-epi-exo-extra-peri-
supra-sensibility offers, as well, a space for more.

Anna Perach, The Head Dancer, 2023, watercolours and markers on paper, 21 x 30 cm
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Curated by Filipka Rutkowska as a continuation of Casa Filipka — an ongoing project organized
together with Her Clique - A PROFECIA is centered on an envisioned future through the female
gaze; one that enables a more empowered, speculative relation to both time and space, plant,
landscape, and animal; one that breaks the brutality of dualistic thinking and binary structures
and replaces them with a spectrum, acknowledging and honoring the and rather than the or.
Following principles of transfuturism, and emerging from histories like that of Casa Susanna,
this exhibition is a frame for repositioning one’'s own body as the intermediary for a more
intuitive knowledge; a knowledge that doesn't make assumptions but rather listens, looks, smells,
tastes, hears, feels, orients, and balances. A knowledge that doesn’t require eyes for seeing

but presupposes sentience, non-human intelligence, time, cycles, and the fluidity of being (in

its broadest possible definition), and exists within a continuum of experiences and knowledge,
through-out (non-linear) time. And as this knowledge becomes accumulated and disseminated,
and as personal mythologies merge with predominant norms, feminist histories, ecologies and
states of being, through rose-tinged utopian lenses we divine a centered space that is Other -
healing, forgiving, holistic, transparent, and visible — in and of itself.

As with the experience of knowing, nothing is accidental — much like what we see in the work of
loana Stanca. Her materiality signals a centuries-old culture of women’s work and domesticity.

In the piece A Painted Tongue Vertigo, a naked female body (the artist herself) floats within a
nest of Anthurium. With scissors in hand and a spider poised beside her, the body and hair bond
to the blooms, connecting the disparate forms like a web. If you get close enough, the stitches
become like tiles of a Byzantine mosaic, telling a mythical tale of an epiphytic tangle. Mythologies
- both personal and otherwise — are important modes of knowledge-making that while are less
commonly used in Western forms of formal education, often play a very important role in passing
accumulated knowledge generationally, in parts of the European world commonly seen through
the Western lens as the East. Such figures appear in the work of Julia Woronowicz, for example,
the imagined Slavic goddess Plgtwa: a chthonic keeper of fates portrayed as a towering figure
of adoration. Balanced on a daisy, she unifies realms of earth, mind, and spirit through her supra-
human condition. Considered in a history of storytelling like that which is described by writer
Ursula K. Le Guin in The Carrier Bag Theory of Fiction, we can think of these images as stories
woven together as a net not used to subjugate, but rather to gather, protect, and teach; to provide
respite and also a note of promise - that the future can be free from (or at the very least not
governed by) the cruelty and discord championed by traditional practices of masculine power.

Sentient, mythic knowing is often associated with ritualized practices, which can be observed in
the painted works of Anna Perach, who strikes a balance between formal and intuitive systems
which oftentimes quite literally shape the female body. Coming of age rituals, replete with
dancing and adornment, and birth re-imagined through a de-centered, multi-spirit unification

of surreal distortions of organic forms, remind of regeneration. And as we consider the mortal
qualities of our physical vessels, the need to nurture an all-encompassing ecosystem becomes
non-negotiable. No matter how much this is denied through policy and production, we (humans)
function within ecosystems; we are an interdependent, symbiotic species. In the work of Maja
Janczar, we are reminded of this — how the bodies’ response to trauma ripples through all systems
— our tears become the water that fills the river basin, blurring the boundaries between body, land,
territory, dream and reality. Generative relations birthed by those with the ability to know not only
the power of such dependencies, but also their urgency.

This internal score-keeper is also visible in the portrait of a young woman in rose-colored glasses
by Marie Tomanova. Her brilliance is her candidness; her undeniably sincere lightness in a
moment where all the polarities meet at once — physically, geographically, emotionally, spiritually,
conceptually. Despite the weight of this existence, it is also critical to remain connected to that
which makes us feel all the things, to find the moments of brilliance and spirit that carry us
through these more destructive epochs, for what is the ability to divine without the resolve to
effect the changes that we require?

To live within a non-male body in this world is a complex and heavy thing, but it also carries with it
a possibility to prophesize that which is situated, shared, fluid, haptic, mythic, and wise. Through
classical and new symbolisms, mythologies and visions personal and shared, each of these

11 artists — Marie Tomanova, Anna Perach, Valentyna Jan(, Julia Woronowicz, Martina Drozd
Smutng, Anna Grzymata, Maja Janczar, Mia Dudek, Alicja Pakosz, loana Stanca, Pelka Atys — give
us a chance to witness, to reconsider, and to counter the epistemic violences that colonialism and
patriarchy have tricked us into believing are essential. They offer us instead their wisdoms and
warnings, built from lifetimes of vigilance and generations of knowledge.

Text written by Katie Zazenski.
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Anna Perach: Holes review — wild, liberating sculpture

made of tufted wool
by Hettie Judah

February 2,2024

Anna Perach, Holes, 2024, Installation view at Gasworks, London. Courtesy of the artist.

Axminster carpet? The material of the avant garde? You'd better believe it. In Anna Perach'’s
hands tufted wool is transformed into bulbous, beastly sculptures and painterly screens. The rich
colours, fuzzy surfaces and curvy forms of these works invite touch. | want to rub my hands
across Perach’s works, nuzzle into them, embrace them - but they are also monstrous, often
concealing claws or teeth. The Ukraine-born, London-based artist has been a curatorial favourite
over the last five years. Her distinctive work has become a mainstay of group shows, most
recently Unruly Bodies at Goldsmith CCA and Threads at the Arnolfini. The bluntly titled Holes is
her first public solo show. Holes, | guess, because the work of tufting is one of piercing and
penetration, but also because the show is full of suggested portals and openings. Some, such as
the circular apertures in a pictorial screen, might be links between one world and another. Others
are rather more bodily — surgical, or obstetric.

In the past Perach’s sculptures have recalled the fantastical pagan “wild men” costumes worn

at traditional festivals in mountainous regions of Europe. Many of her sculptures are wearable,
albeit these bright tufted creations are very much destined for wild women rather than wild men.
Perach’s particular interest is in female transgression and the ways in which women'’s bodies and
behaviour have historically been policed - through corseting and the pressure to conform to strict
beauty standards; through the taboos relating to menses and women'’s supposedly “leaky” bodies;
and through the suppression of knowledge and power in the persecution of women for witchcraft
in the 16th and 17th century.

Holes is a slightly different beast, closer to an installation or performance set. The gallery is
accessed through custom doors — carved wooden frames set with panels embroidered with
expressionistic faces, serene, screaming and obscene. Monstrous orange eyes gaze out from
between psychedelic folk-art flourishes on the lower panels.

The centrepiece is a larger than lifesize sculpture based on the wax “anatomical Venus” figures
crafted in the late 18th century. These were models of beautiful, naked women, positioned as
though in peaceful repose, which could be opened to reveal their inner organs, in an icky melding
of the erotic and the anatomical. The outer body of Perach’s Venus is Axminster. A panel on her
abdomen unzips to reveal silk glass kidneys and a curled glass foetus all nestled into leather
viscera. Hung on the wall beside her is a blood-red gauntlet, ready to be plunged into this exposed
interior.
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A pierced screen at one end of the gallery shows three standing female figures, stylised
according to a broadly modernist flavour that nods to fauvism and Wassily Kandinsky'’s early 20th
century Blaue Reiter group. Studded with circular portholes, the work is strongly architectural as
well as pictorial. It allows for voyeurism — you can walk round it to spy on the naked Venus, unseen.

Anna Perach, Mistress of the Desert, 2023, photo by Lena Gomon. Courtesy the artist and
Fireflies Project

The second gallery contains a kind of production line or processing unit: a large wooden straddle
accessed by steps, beneath which lies an ominous-looking tub covered in bodily burgundy tufting
—awomb lying within a wooden armature. At the head end is suspended an immense chandelier,
with each Axminster arm ending in a curling blown glass spike. At various times over the run of
the exhibition the entire installation is animated by the performance work Ecstasies, which plays
out against an entrancing, pulsating sound work by Laima Leyton. Entirely covered in skin-like
bodysuits, from the tips of their toes to the crowns of their heads, four dancers move through
ritualistic choreography that slowly progresses from uncanny jerky movements to the lustful
abandon of a rave. At a pivotal moment, the Venus is slowly opened and a dancer in a deep red
costume pulled from within, as though she were being simultaneously skinned and reborn.

Ecstasies is a performance of liberation — the ritualistic reawakening of the four female figures
who populate this exhibition. The spectacle of a featureless, not-entirely-human entity being
released from the cumbersome body of Venus made me think of the fantastical Macedonian
horror movie You Won't Be Alone in which a witch is reborn through the bodies of a sequence of
women.

There is an important history of subversive fibre and textile art. In eastern Europe and countries
of the former Soviet Union in the last century, weaving did not receive the same censorious
scrutiny as painting. Weaving, knitting, embroidery and quilting, with their domestic associations,
have also been appropriated by feminist artists such as Judy Chicago.

Perach works within an important tradition — albeit one that has only recently been afforded
proper recognition within the artworld mainstream. Drawing deeply on European folk cultures as
well as modern feminist texts, her tufted works are wild, pagan and liberatory.
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Anna Perach’s Holes at Gasworks

by Dr Paula Zambrano

February 9, 2024

M

Anna Perach, Holes, 2024, installation view at Gasworks, London. Photo by Andy Keate

Gasworks, 155 Vauxhall St, London SE11 5RH
31 January - 28 April 2024

The story of ‘Holes’ by Anna Perach is staged in the darkness of the night. Through a mesmerising
interplay of textile, sculpture and sound art, viewers are not merely spectators but active
participants within a pagan ceremony. This story is woven through a series of threads that
transform from inanimate costumes to living bodies—from thread to flesh— acknowledging the
essential unity between the spiritual and the physical.

Staged as a site of transformation and rebirth, ‘Holes’ tells the story of a witches' ritual where
women’s bodies are reborn. In Wiccan belief, Sabbats and Esbats are celebrations to align Earth’'s
natural rhythms and seasons, which correspond to the solar and lunar cycles. | attended the
preview event and intuitively felt that | had become a passive accomplice to a secret ritual. This
secret that the story tells is feminist, embodied and erotic; furthermore, it acknowledges the
belief systems that have been historically prohibited, hunted by patriarchal authorities and the
prevailing morals of the great religions.

However, whilst this story weaves together pagan beliefs, feminist discourse and Wiccan
practices, it also references art historical figures such as Tamara de Lempicka, Hans Baldung,
Albrecht Durer, Aztec genealogy such as the Coyolxauhqui or lunar goddess whose body was
broken into pieces; as well as Shakespeare’'s Macbeth.

The first element of this story is Gateway, which the viewer must pass through to participate

in the experience. This portal, communicating with a separate realm, is made through a series
of textiles depicting fantastical figures, including deformed faces and amputated body parts
resembling otherworldly beings. The use of bright colours gives a somewhat playful or childlike
appearance and emphasises the theatricality of Perach’s oeuvre. The doors open, the story
begins, and the circle is cast.
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The viewer crosses Gateway, entering a liminal space, a world between reality and fiction, or
magic and politics. | felt as if | was entering into a tacit agreement of secrecy and complicity with
the characters | encountered.

Placed at the very centre of the first room, lying on a surgical table, is the figure of Venus who is
central to the story. This piece references the Anatomical Venus of the 19th Century, presented
as a mannequin composed of interwoven fibres alluding to the in-between states that delimit the
interior and exterior body.

As part of the magical ritual, fabric transformed into flesh, and the costumes infused with vitality
and life, used by the performer. On the opening night, the exhibition space was activated with
bodies of performers and spectators, all in motion, performing as a collective. The sensory
experience included sound, movement, images, colours and more. This produced a sensation akin
to that of knitting or the rhythm of stitching and weaving that is fundamental to textile as a craft.

The ritual culminated with Ecstasies, a sound piece by Laima Leyton, which consisted of techno
music to which the performers danced. The music entered in synchrony with the dancing bodies
of the performers, who embodied the rhythms of the weaving process itself. Bodies trembled, as
if they were possessed or in a state of trance.

In this ecstatic scenario, ancient wiccan practices merged with contemporary rave culture to
align with the moon’s transformative energies. As the ritual ended, the audience left the sacred
space with a sense of transformation. The result was the birthing of new creatures, the renewal of
energies and the subversion of bodies and their embodied beliefs and ideologies.
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Subversive stitch: textile shows across UK unravel
histories and weave new tales

by Louisa Buck

February 16, 2024

Anna Perach, Holes, 2024, installation view at Gasworks, London. Photo by Andy Keate

Perched at the top of an elegant avenue in the Georgian spa town of Bath, the Holburne Museum
is the epitome of genteel English good taste. But its Neo-Classical harmony is currently disrupted
by swathes of brightly coloured fabric wrapped around the pillars on its porticoed fagade. Inside,

more bolts of the vivid cloth run riot: coursing down the former ballroom and rippling beneath the
portraits in the upstairs picture galleries.

With the lightest of touches, yet delivering the heftiest of impacts, Lubaina Himid's Lost Threads
uses the symbolic power of so-called Dutch wax cotton to transform and subvert the gallery
spaces. Originally intended to emulate Javanese batik, and then introduced by 19th-century
Dutch colonial companies to West and Central African markets, the intricately patterned Dutch
wax cotton is now indelibly associated with African history and identity.

Let loose on the Holburne, this culturally freighted fabric points to the grim colonial histories that
underpin this elegant building and its extensive collections: the fact that much of founder William
Holburne’s wealth derived from plantations in the West Indies and that the Georgian grandees
portrayed by Gainsborough and Zoffany were also plantation owners or members of the Royal
Africa or East India companies. Even the Holburne building itself is part of an architectural
scheme funded by profits of the West Indian sugar trade.

“This work is here to remind you that everything you see has a thousand layers behind it and
underneath it—it's all about the city, the house, the paintings and the surroundings—it's reminding
you that something’s not quite right,” Himid says, adding that “the thing about working with fabric
is that you can actively use it, you can drape it over things, bunch it up and wrap it round things”.
She also notes that the “the formulas, codes and families of pattern” on these particular textiles
“speak in a secret language about subjects that | find it impossible to clearly express in any other
meaningful way”.

Dutch wax fabric also features prominently in the work of Yinka Shonibare, who for more than
three decades has utilised its complicated history as well as its distinctive appearance in myriad
ways.
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Right now a Shonibare sculpture of a headless boy in Victorian garb tailored from Dutch wax
cotton, atop on a suspended globe, is one of the provocative exhibits in Unravel: The Power and
Politics of Textiles, an exhibition at London’s Barbican Art Gallery (until 26 May), which examines
the transformative and subversive power of thread, yarn and cloth,and which will later travel to
the Stedejlik Museum in Amsterdam.

From craft to art

As Ben Luke noted in The Art Newspaper last month, textiles are currently entering the
mainstream. Once derided and marginalised as a “female” medium associated with craft or
applied art, cloth, thread and yarn are now the subject of several major institutional shows
revealing how textiles have been harnessed by artists to critique and challenge the status quo,
artistically, socially and politically. Textiles have even been identified as a conspicuous theme by
curator Adriano Pedrosa for his exhibition at the forthcoming 60th Venice Biennale.

“What does it mean to imagine a needle, a loom or a garment as a tool of resistance?” ask the
organisers of Unravel, before showing, in the work of more than 50 artists, just how multifarious
such imaginings can be. They include a Faith Ringgold story quilt and Cecilia Vicufa’s
monumental ceiling-high lengths of knotted unspun wool, that speaks of pre-colonial knowledge
systems. They can take the form of Louise Bourgeois's small roughly stitched suspended

Arch of Hysteria female figure or L.J. Roberts’'s minutely detailed portraits representing an
intergenerational community of queer and trans people. Then there’s the large stitched canvas
by Ghada Amer who, forbidden as a woman from joining the painting class at art school, here
reclaims the language of gestural abstraction in repeated lines of pink thread. But with sly
provocation, her pink stitched “drips” also act to partially conceal the repeated embroidered
image of a naked masturbating woman, her head thrown back in pleasure.

With astute perception, the late, great Polish artist Magdalena Abakanowicz—whose Vétement
Noir (black garment, 1968) is one of the major works in Unravel—observed, we are all “fibrous
structures,” intimately embedded in and associated with this most multifarious and associative
of mediums which literally touches every aspect of our lives, from birth to death, as well as tying
us in knots by drawing out uncomfortable aspects from our past histories. Recognition of its
crucial role is therefore long overdue. And this textile revival extends beyond specially themed
shows. Beyond Form: Lines of Abstraction 1950-70, at Turner Contemporary Margate (until May
6) is an ambitious, deftly curated survey which explores how women artists worldwide embraced
abstraction as a means to explore progressive ideas in the turbulent, seismic two decades
following the Second World War. Here we see how textiles and fibre art also played a key part in
the development of new expressive abstract languages, especially in the case of Abakanowicz’s
lesser known countrywomen Ewa Pachucka and Maria Theresa Chojnacka. Both also found
greater creative freedom in making woven fibre sculptures, which, unlike painting and sculpture
were not subject to the stringent state censorship of post war communist Poland.

Other examples are the Americans Lenore Tawney and Sheila Hicks (both also in the Barbican
show) for whom techniques of weaving opened up new expressive and conceptual opportunities
whilst challenging conventional social and artistic hierarchies; along with the striking woven
works of Nelly Sethna whose looped tasselled compositions fused Indian craft traditions with
Scandinavian Modernism.

Heavy Axminster carpet isn't normally associated with progressive, performative bodily art, but
at Gasworks, in south London,the Ukraine born, London-based Anna Perach is demonstrating
how new generations of artists are also engaging with the power of yarn. Her dramatic exhibition,
Holes (until 28 April), embellishes sculptural structures with brightly coloured tufted carpeting
depicting prancing, posing figures, grimacing faces and isolated body parts. At the centre, lying
on what looks like an operating table, is a prone larger than life sized naked female ‘Venus),
fashioned by Perach from hand-hooked woollen carpet. A zipped flap on her abdomen conceals a
leather-lined abdominal cavity containing a pair of kidneys and a foetus fashioned from glass.

At certain times during the run of the show, this monstrous tufted female and her fuzzy
surroundings are periodically activated by an intensely ritualistic performance enacted by
sprite-like dancers, their faces covered and encased from head to toe in fine mesh bodysuits.

At one point the giant Venus is opened up and a live performer emerges from within, appearing
as an uncannily faceless flayed being, in a clingy covering of deep red. Simultaneously cosy and
creepy, the stifling materiality of the carpet makes it almost an active protagonist in Perach’s
potent blend of folklore and feminism and her exploration which of inner and outer thresholds and
physical states. Subversive stitch, indeed.
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Anna Perach: “The female body is so messy and bloody”
by Olivia Allen

February 10, 2024

Anna Perach photographed by Milly Cope for Plaster in her studio above Gasworks, London

17th-century witch trials, folklore and domestic horror: Olivia Allen enters the material world of
artist Anna Perach.

Tucked away above Gasworks in a studio populated with an array of deceptively kitsch carpet-
covered skin suits and monstrous anatomical creatures, Anna Perach has been birthing her most
ambitious project to date. Combining a three-act performance with a sprawling set of wearable
sculptures and interactive scenery, ‘Holes’ serves up abjection by the bucket (or bath full). Taking
the audience on a trippy journey through 17th-century folklore and witch trials, the exhibition
promises to engulf its audience before spitting them back out into the 21st century via bodily
horror and the birth canal.

Olivia Allen: | see circles and clusters everywhere | look downstairs. Where did the title for ‘Holes’
come from?

Anna Perach: The show has to do a lot with biological processes, with entering points and exit
points within the body. It's not necessarily sexual, it's about liminal spaces and being in between
things, being sucked in and expelled and cycles repeating.
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OA: Liminal space reminds me of falling down a rabbit hole. What is your interest in folklore and
fantasy?

AP: | was interested in how stories change but archetypes remain the same. Look at Medusa,

a woman who was both vilified and a victim. You see these patterns repeat throughout
contemporary culture. For example, the wearable sculptures were inspired by the Anatomical
Venus, these life-sized dolls used for medical research in the 17th century. But they started
getting long hair and looking a bit like sex dolls; their lips are parted, their skin is like wax, and they
look quite orgasmic. The female body is so messy and bloody but these Venuses become quite
sterile and unreal.

Anna Perach, Venus, 2023, Installation view at Gasworks, London. Photo by Andy Keate

OA: Your work is so inviting but intriguingly monstrous the closer you look. How do you balance
the gore and kitschiness?

AP: My motivation is to show what’s under the rug, to expose all the horror of the domestic space.
The materials are very warm and appealing, and create this facade of cosiness: to lure you in

and make you confront the reality. | grew up in a house with very heavy Soviet aesthetics: a lot of
carpets, and | was always interested in the masquerade of the self and how to exaggerate certain
things.

So why not try to actually wear the carpet yourself? It started as masks, and then it grew to full
body pieces. The performance practice kind of came out of that.

OA: How did the performance for ‘Holes’ evolve?

AP: | read a lot of accounts of women accused of being witches and the whole structure of the
performance is built from those narratives. Within the performance, the witches become a
mixture of surgeons and midwives. There are ideas of birth, re-birth and digestion, the spirits
slowly become one organism.

| also looked into Russian avant-garde theatre and the repeated structures within that work,
like triangles, circles and other very basic shapes. Working with my movement director,
Luigi Ambrosio and sound director, Laima Leyton, we incorporated these shapes into the
choreography.

Before this period in Russian theatre, scenery was just a flat thing but it evolved into these
sculptural installations. The whole room then becomes housing, like a whole character.
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Anna Perach, Red Skin, 2024, photo by Andy Keate

OA: Do the wearable sculptures and scenery take on a new life after they've been used for a
performance?

AP: That goes back to this idea of being in-between and the constant state of potential
transformation. The work should stand as an installation but have the potential to be activated.
Performances are always site-specific, and the space is kind of an organism as well. It creates an
atmosphere. Performance allows us to observe something human at a time when we're all lonely,
it creates a sense of ritual. We all gather together, we watch and there’s an experience that unites
us in some way. Someone cried at a performance and it created this ripple, the group dynamic
changed. That’s where the really strong colours come from - | want to overwhelm people in a way.

OA: There's a sense of immediacy with performance, reactions can be less rational. It's hard to
avoid what you feel when something causes you to react like that.

AP: Exactly. It comes back to the notion that something has to be rational to have value. We see
all these structures like our political systems as based on rationale, but they actually activate your
emotional responses. That's how we got Trump. It's like the very ‘60s idea of sterile conceptual
work, where visually it's very pure. | don’t want that. There's something within me that feels quite
rebellious. | think it's more fun. Obviously, it has to have layers. | do my research but we can know
when a work is good without necessarily understanding it too much. You recognise a lot of

things without realising and | started to trust in those processes much more. You don't need to
rationalise it if it works.
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“FEMINISM BEGINS WITH SENSATION": ANNA PERACH
AT GASWORKS ULTIMATELY FALLS FLAT

by Agnes Houghton-Boyle

February 13, 2024

ey
Anna Perach, Holes, 2024, installation view at Gasworks, London. Photo by Andy Keate

Feminism begins with sensation is a Sara Ahmed quote: | accept that feminism begins with
sensation: with a sense of things. | want to explore how feminism is sensible because of the world
we are in; feminism is a sensible reaction to the injustices of the world, which we might register at
first through our own experiences.”

The long-standing gender inequality of UK art institutions is finally being challenged with a

series of major exhibitions which reassess the legacy and impact of feminist art movements. As
pointed out by the Feminist Duration collective in their recent article titled What’s Feminist About
Feminist Shows?, it has been almost two decades after the blockbuster exhibitions in North
America and Europe that feminist art-making is becoming a crucial topic in the UK.

At the beginning of 2023, in London, we saw the close of Carolee Schneemann’s extensive four-
month Body Politics retrospective at the Barbican; which was followed by Whitechapel’s Action,
Gesture, Paint. Women Artists and Global Abstraction 1940-70 and their Moving Bodies Moving
Images Film Series (although the position of Moving Image Curator at Whitechapel has since
been dissolved along with many others).

Curator Jade Foster brought together five leading Black female artists: Alanis Forde, Miranda
Forrester, Sahara Longe, Cece Philips and Emma Prempeh, in a show titled At Peace at the Gillian
Jason Gallery, a commercial gallery which opened in 1982, the first of its kind to be dedicated

to the development of female and non-binary artists’ careers. Towards the end of the year, the
extensive Women in Revolt! exhibition (curated by Lyndsey Young) opened at Tate, putting over
100 artists from Sonia Boyce, Susan Hiller, and Lubaina Himid to Penny Slinger, Monica Sj66

and Linder on display, and showcasing the sheer scale of socially motivated, often commercially
overlooked, feminist art-making and the cultural workers who carefully preserved this history. Re/
Sisters at opened at the Barbican and later this month Unravel: The Power and Politics of Textiles
in Art, an exhibition which shines a light on the potential power of textiles as it relates to ideas

of gender, labour, value, ecology and oppression. Additionally, Marina Abramovich’s mammoth
solo show at the Royal Academy is considered to be the ‘first solo show by a woman artist’ at the
institution’s main gallery and Serpentine’s most recent exhibition brings feminist icon Barbara
Kruger's legacy right up to date.
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As Laura Mulvey stated in a recent post-show discussion with Griselda Pollock about her 1997
film Riddles of the Sphinx, curated by Lucy Reynolds at Tate, exhibitions such as these are not
acts of remembering the past and they do not suggest to re-discover the artists included on the
walls. Rather, the showing of this work contributes vitally to the ongoing documentation, archiving
and revolution of feminist histories. Considering this cultural shift, it is increasingly important

to be critical about whether contemporary artists exploring these themes do so in a thought-
provoking way. Holes, the quite obviously titled exhibition at Gasworks by the Ingram prize
winning, London-based, Ukrainian-Israeli artist Anna Perach, is interested in how cultural myth,
folklore and fairy tale are woven into personal narrative and the influence of classical narrative on
gendered identity. The visual artist is best known for her wearable woven sculptures of ancient
female archetypes, made using the craft technique of tufting. In Holes, the artist presents six
sculptural hybrids inspired by female characters who dwell between states: inside and outside of
their bodies. The show is based on the concept of the monstrous feminine, and in one piece which
clearly references the figure of the skin shedding, night flying witch of cultural imagination a thin,
nylon, burgundy body suit, hangs like a skin, from a wooden apparatus over a large red, tufted
caldron.

The reds of the piece denoting the abject allure of the monstrous feminine [a theoretical
framework within feminist film theory developed by Barbara Creed that argues that the prototype
of all definitions of the monstrous is the female: the archaic mother, the monstrous womb, the
vampire, the witch, the possessed body, the monstrous mother and the castrator].

Elsewhere, a life-sized tufted pink Venus lies carved open on an operating table. Unlike Botticelli's
famous figure of the goddess rising from the ocean, a woman of beauty and ideal proportions, or
the hyperreal wax Venus sculptures of the seventeenth and eighteenth century designed for the
disassembly and exploration of the female interior and sex organs, Perach’s Venus is an inflated
costume, a vessel for a host — and because Barbara Creed argued in 1993, that the prototype of
all definitions of the monstrous is the female reproductive body, a jelly foetus can be seen within
Perach'’s Venus, just below her cherry bakewell breasts and pink hole mouth like the silicone
orifice of a sex doll.

Holes intends to be a ‘site of rebirth, where non-conforming and subjugated bodies take control
[...] pushing beyond conventional understandings of flesh and skin! The aesthetic elements

and playful design of the pieces make them visually dynamic, but not so very challenging or
transgressive.

The candy colours and soft texture of Perach’s pieces make them considerably lighter than

the darkly psychoanalytical works of Dorothea Tanning and Louise Bourgeois who extensively
explored the characteristics of bodies in their textiles. Perach’s pieces overlook this feminist
history concentrating on reproducing the women drawn and painted by male artists.

In one particularly obvious piece, a series of holes punctuate a canvas stretched across the width
of the gallery, so that viewers can put their head next to three loosely female forms which make
general reference to works by Hans Baldung and Direr, as well as Macbeth’s coven of witches.

Like the brightly coloured, clashing faces woven into the gallery doors, which reproduce the Polish
painter Tamara de Lempicka'’s highly stylised and angular art deco women, figures from cultural
history are remade in supposed states of agitation. However, instead of appearing grotesque, the
soft fleecy texture of the tufting renders the forms fluid, floating as though in agar and their
monstrousness, again, is outweighed by the beauty of the craftmanship. Like Venus, there is
nothing so very monstrous about the bodies on display. How far does the abstracting of these
conventional bodies within the works of male artists build upon the writing of theorists like Creed
to challenge oppressive notions of embodiment?

When | think about artists and activists who made and make work about their lives and the
inequalities that informed them - artists such as Jo Spence, who spent the last decade of

her life photographing her body as she underwent treatment for breast cancer; Anne Boyer’s
documentation of teaching while connected to drainage bags; the rippling folds of flesh built

by Jenny Saville’s paint; La Toya Ruby Frazier's photographs of the water crisis in Flint; Penny
Goring’s dark scribbly waif drawings - there is an emotional depth, an emotionality that feels very
close to the surface, protruding through. There is something at stake in these works which put the
naked, the disabled and sick body on full view; a vulnerability and darkness which feels absent
from Holes.
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SHAMANS. COMMUNICATING THE INVISIBLE

by Regine

Genuary 19, 2024

Anna Perach, Shamans. Communicating the invisible, 2023, exhibition view at Palazzo delle
Albere, Trento. Photo by Matteo De Stefano

Interest in shamanism is expanding faster than any other spiritual practices in the Western world.
In England and Wales alone, the number of people saying they practice has risen from 650 in
201 to 8,000 in 2021.

Perhaps these numbers shouldn't surprise me as much as they did. While techno-sciences are
expanding the physical and intellectual limits of the human body, more and more people are
wondering what it means to be human. Why COVID has claimed so many victims. Why there
seems to be so little we can do to control the catastrophic effects of climate breakdown. Or why
those same innovations do not guarantee the everlasting survival of the human species on planet
Earth. If they are losing faith in a bright future, perhaps it is only natural that many people look for
deeper connections with spirits and the earth.

As the exhibition Shamans. Communicating the Invisible demonstrates, the art world didn’t wait
for my two-cent analysis of the rise of shamanism to immerse itself in the world of shamanism
and other spiritual practices. The show, which opened a couple of weeks ago at the rather
beautiful Renaissance villa-fortress Palazzo delle Albere in Trento (Italy), examines shamanism
under the lenses of anthropology, psychology, archaeology and contemporary art. The first floor
of the museum is occupied by the anthropological section of the exhibition. It takes visitors
through the shamanic histories, places, rituals, languages and objects from Mongolia, Siberia
and China. The works and short video interviews of scholars approach questions such as: What is
shamanism? Who are the shamans and what roles do they traditionally fulfil in their communities?
Can they still play a role in today’s society? Can we consider these figures to be the oldest
mediators between humanity and nature? What is the meaning of their rituals and attire? How

do they reach altered states of consciousness? What type of contact do they establish with the
animal world?
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Anna Perach, Alkonost, 2019. Photo Paul Chapellier

One section of the exhibit even investigates the connections between shamanism and the
anthropocene, explaining how environmental and climate disasters can be attributed to the
unbalance between humankind and the environment. This unbalance often has its origins in
inappropriate human behaviour towards the entities that populate non-human realms. That

is where shamans come in with rituals designed to appease the spiritual beings and restore
balance. Although the anthropological chapter of the exhibition deserves far more detailed
coverage, I'm going to jump right up to the second floor because it hosts works by modern and
contemporary artists. The artworks on display look at ways to enter into a deeper connection with
the unknowable and uncontrollable.
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Many do not explicitly allude to shamanism, but they use art and spirituality to look at the
environment and ecology or to share southern perspectives on what technology may be. Let’s
start with Louis Henderson's Lettres du Voyant, the most interesting video work i've seen in
recent months... In May 1871, aged 16, Arthur Rimbaud wrote what is now commonly called the
Lettres du voyant (Letters of the Seer), two letters explaining his poetic philosophy. The Lettres
du Voyant is now also a film exploring the connections between spiritism, post-colonialism and
technology in contemporary Ghana. Mixing documentary, fiction and poetry, Louis Henderson's
work introduces us to sakawa, a type of scam that combines Western African voodoo types of
rituals and Internet-based fraud. Tracing back the scammers’ stories to the times of Ghanaian
independence, the film proposes Sakawa as a form of resistance against neocolonial practices
under the motto “Recover the gold that was stolen from us.” The narrator of the film is a modern-
day poet. He takes the viewer on a trip through a network of 3D mine shafts that lead the viewer
to various locations: an artisan gold mine, a series of monuments that date back to the colonial
era, an e-waste dump (the Agbogbloshie scrapyard which has since been bulldozed), a voodoo
ritual that helps e-scammers gain super powers to travel through the internet, a nightclub, etc.

Throughout the journey, the character speaks about the colonial history of Ghana, of gold, of
technology.

In a country stripped of its precious metals and used as a dumping ground for e-waste by
Western countries, a new form of mining has emerged. Young workers strip down antiquated
digital hardware not only for metal but also for credit card numbers or pictures of friends

and families that can be used to make internet scams more efficient. The crafty hacking is
“augmented” by Sakawa and constitutes a possibility for political resistance to new forms of
Western colonialism. The Karrabing Film Collective is an indigenous group that uses film and
other media to articulate a network of practices and relationships with Earth, geology, ancestors,
more-than-human life and visual culture.

Alternating between contemporary times in which Karrabing members struggle to maintain
their physical, ethical and ceremonial connections to their remote ancestral lands and a future
populated by ancestral beings living in the aftermath of extractive capitalism, The Family
features Indigenous ancestral children defeating a white zombie with cheap, mass-produced
dolls. The Family invites viewers to observe the colliding worlds of humans and their more-than-
human ancestors in order to probe into the excesses of extractivism and other forms of settler
colonisation still plaguing indigenous lands. Anna Perach’s sculptures are neither humans nor
beasts. Made of soft, plush fabrics, they are eerie and potentially evil. Their ambiguity only
increases when you realise that many of Perach’s sculptures are designed to become alive when
they are worn during performances.

The Alkonost sculpture, for example, is inspired by a legendary woman-headed bird from Slavic
folklore. She was a young woman about to get married. Her future husband runs away, and she
drowns herself in the river out of sadness. She comes back as a half-bird, half-woman creature.
She sits on trees and sings beautiful songs that lure men, making them forget everything else.
Maria Sojob's documentary Bankilal (El hermano mayor) is set in Chenalhd, Chiapas. Bankilal

is Manuel Jiménez, the most respected elder in his Tsotsil community. A gifted poet, his role

is to provide spiritual guidance to the community, to intervene, on behalf of his community,

with the forces that protect the universe and to pass on the ancestral customs and practices
of the original Tsotsil forefathers and foremothers. His eloquence, however, does not convince
younger generations. Many of them have little consideration for protective spirit animals, sacred
mountains and other expressions of ancestral symbolism.

Bankilal (El hermano mayor) shows how elders have adapted to syncretic forms of worship
since the introduction of Catholicism and how contemporary lifestyle is making their task an
increasingly difficult balancing act.

Marina Abramovié, aka the shaman of late capitalism, uses art as a ritualistic healing exercise
akin to spiritual practices. The performance she presented at the 1997 Art Biennial in Venice
was a sort of shamanic ritual inspired by the ethnic cleansing that had taken place in the Balkans
during the 1990s. Abramovic¢ vigorously scrubbed thousands of bloody cow bones over a period
of four days. She later remembered the horrible smell rising in the hot Venice Spring and the
impossibility of thoroughly cleaning all the blood from the bones. Blood can’t be washed from
bones and hands, just as the war can't be cleansed of shame. The images from the performance
speak for the fratricidal war in Bosnia, but they also transcend it. They can be applied to any
scene of violence in the world.
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ANNA PERACH'S FIRST INSTITUTIONAL SOLO EXHIBITION
lI'NOTIID_l,ETlEJK INTRODUCES HER MOST AMBITIOUS PROJECT

by Mark Westall | Genuary 29, 2024

Anna Perach, Mistress of the Desert, 2023, photo by Lena Gomon. Courtesy the artist and
Fireflies Project

Set to debut this week at Gasworks, Anna Perach's first institutional solo exhibition in the UK
introduces her most ambitious project to date, titled Holes.

In her work, Anna Perach (b. Ukraine based London) explores the dynamics between personal
and cultural myths. With diverse references including domesticity, fairy tales and psychoanalytic
theory she transforms female archetypes into sculptural hybrids, exploring ideas of identity,
gender, and craft. Her work engages with historical narratives through the depiction of enigmatic
female characters that dwell in the uneasy space of between, inside, and outside of their bodies.
Holes - A site of rebirth, where non-conforming and subjugated bodies take control, Holes
pushes beyond conventional understandings of flesh and skin. Comprising large-scale sculptural
forms and installation, the exhibition is inspired by instances where the female body is viewed

by a religious or scientific patriarchal authority as something that transgresses the rules of
morality and nature. These moments include witch trials from the Renaissance period, 17th
Century anatomical Venus sculptures designed for disassembly and exploration of the feminine
interior; and the work of an 19th century neurologist Jean-Martin Charcot who treated women
diagnosed with hysteria. In her exhibition, Perach makes space for her characters to transcend
their assumed characteristics of good and evil, scientific and mysterious, entering a liminal space
of unknowing and potential. In her words:

“The characters’' bodies are in transition and transformation, disobeying the boundaries of the
self as an impenetrable unit and by metaphor the boundaries of societal rules.”

Employing a distinctive visual vocabulary, Perach works with an intricate tufting technique,
commonly used to produce domestic textiles, to create surreal wearable sculptures or skins
often used for performances. Richly detailed and layered, the sculptures confound conventional
expectations, with stretched limbs, engorged features and uncanny faces. Alluring yet monstrous,
Perach blurs the lines between interior and exterior and in Holes, they will be further activated in
a new two-part performance, taking place at selected times during the exhibition. Choreography:
Luigi Ambrosio Original sound piece: Laima Layton Sound assistant: Jody DeSchutter
Performers: M. Sole Montacci, Ana coltatu, Chiara Pagani, Anna Guzak.
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Anna Perach - Liminal Being | ADA, Roma
Conversazione con l'artista

Intervista di Gaia Grassi

11 Novembre 2023
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Anna Perach, Liminal Being, 2023, installation view at ADA, Rome, photo by Roberto Apa

Nella sua ricerca, Anna Perach si & sempre dedicata allo studio della femminilita e della

sua percezione nella societa indagando una varieta di ambiti, dal folklore alla stregoneria,
dall’anatomia alla psichiatria. Le opere esposte presso la galleria ADA, create durante un progetto
di residenza al Castello San Basilio (MT) nell’estate del 2023, portano avanti questo tema caro
all'artista, sperimentando con nuovi supporti, formati e materiali.

Gaia Grassi: Questa tua seconda mostra da ADA mi sembra possa segnare un nuovo momento
della tua sperimentazione artistica. Per la prima volta, dopo una grande produzione di sculture e
acquerelli, ti sei cimentata in un formato nuovo, una sorta di quadro, incorniciato dal telaio su cui
cuci. Mi potresti raccontare da dove & nata quest’idea?

Anna Perach: Nel mio studio ho un grande telaio, molto piu grande di questo. Ci stendo sopra della
stoffa e poi ci lavoro con il tufting (una tecnica manuale di tessitura dei tappeti). Intesso solo da
un lato, tanto che si pud facilmente osservare qual & il lato su cui ho lavorato. Quando lavoro alle
sculture, mi trovo costantemente a guardare la cornice del telaio, e a un certo punto ho iniziato a
comprenderne il potenziale. Quindi questa & una sorta di nuova direzione che sto sperimentando
per la mia pratica. Il primo telaio che ho fatto era per un progetto diverso ed era un telaio con
motivi, perché solitamente & ciod che vedo quando faccio il tufting. Cid che si € creato sono due
immagini, una sorta di doppia immagine in trasformazione che si pud guardare da entrambi i lati.
Quindi, indipendentemente da come la guardi, cambia la forma e massimizza le possibilita del
cucito.

GG: Quindi hai messo in mostra il processo di costruzione e di studio dellimmagine, prima che
diventi scultura.

AP: Esatto, lo stesso succede per gli acquerelli, che sono i miei materiali di studio. Anche questi
nuovi lavori sono nati come acquerelli, come la maggior parte delle mie opere, ma poi mi sono
chiesta: perché non provare a trasferire 'immagine stessa direttamente sul telaio? Gli acquerelli
tendono a sfuggire dai confini, io spesso provo a ridefinirli con i pennarelli, ma loro prendono
forma da soli. Con queste nuove opere € un po’ la stessa cosa, anche loro perdono un po’ i confini.

Via dei Genovesi, 35 — 00153 Roma www.ada-project.it info@ada-project.it




ADA

La stoffa & un po’ trasparente e si vedono i contorni di entrambi i lati contemporaneamente. In
The Hysteric (2023) ho eseguito un processo di destrutturazione. Ci sono oggetti, come questa
sorta di serpente che invade il corpo della donna, c'¢ una creatura. Sta succedendo qualcosa li.

La bocca € aperta e sta uscendo qualcosa da essa, il seno sembra come se la pelle fosse stata
rimossa, come un disegno anatomico, in un certo senso. Nell'immagine, il corpo € completamente
dissolto in diverse immagini. Si vede il midollo spinale e ci sono delle cose che crescono da esso,
come della vegetazione. E poi cid che & davvero grande & l'utero.

GG: Il nome della mostra Liminal Being, sembra proprio rimandare a questa mancanza di confini
di cui parli. Il tuo modo di lavorare con il corpo sembra raccontare un qualcosa di mitico, di
classico, ma allo stesso tempo di molto personale. Quali sono stati i tuoi riferimenti nel realizzare
questa nuova produzione?

AP: La ricerca per questa mostra ha a che fare con tre tematiche principali: 'osservazione delle
Veneri Anatomiche, la storia delle donne con isteria ricoverate a Pitié-Salpétriere, un famoso
ospedale psichiatrico di Parigi, e la storia della stregoneria. Ho notato una sorta di modello
ricorrente in tutte e tre le tematiche nel corso degli anni. Per storia della stregoneria, intendo le
immagini della stregoneria e il modo in cui queste venivano sviluppate. Nel XVII secolo, esistevano
molti canoni riguardo alla bellezza classica. Per ribellarsi a cio, alcuni artisti si inventano una sorta
di “scusante”, come la rappresentazione di una strega, un essere mostruoso che sfida le regole
della natura. La bellezza infatti non si applicava a questa figura.

L'opera che vedi qui davanti (The Hysteric) si basa su un'immagine chiamata La donna che
defeca, che essenzialmente raffigura una donna seduta in una posizione molto simile, con una
piccola pozza d’acqua sotto di lei. Un altro elemento comune nella stregoneria € la presenza di

un animale o una creatura da compagnia attraverso il quale la donna si relazionava al diavolo.
Nell'opera, c'€ una creatura che forse sta nutrendo, oppure potrebbe essere una capra che
cavalca fino al Sabba, dove tutte le streghe si riuniscono per compiere i loro rituali. Per individuare
una strega, le donne venivano spogliate o punte con aghi o oggetti appuntiti. Se sanguinavano,

0 se venivano trovati sul corpo segni che sembrassero capezzoli, ma non sul seno, si diceva che
fosse un segno che stavano allattando i figli del diavolo.

Questo ¢ il tipo di pensiero che sta alla base di tutto cid. In generale, mi interessa questa figura
passiva di donna investita di un dolore indicibile e considerata quasi come estranea alla natura,
appunto come una strega, una creatura senza confini e che poteva essere penetrata per
scoprirne la mostruosita. Passando all’isteria, a Salpétriére c'era una cosa chiamata le “lezioni
del martedr’; in cui il neurologo Jean-Martin Charcot, invitava una delle pazienti e la ipnotizzava
di fronte a un pubblico di soli medici maschi. Secondo alcuni resoconti che ho letto, le donne si
comportavano in maniera esagerata per compiacerli. Le foto sono impressionanti, ci sono queste
donne molto erotizzate, con il seno scoperto, trasportate da convulsioni isteriche. Spesso poi
cadevano o si buttavano per terra. Molto teatrale. Quindi anche qui c'€ una donna passiva, il cui
corpo viene sfruttato in modi diversi. E poi il terzo riferimento riguarda le Veneri Anatomiche.

GG: Eccoci alle Veneri Anatomiche, mi hanno colpito subito quando ho saputo del tuo progetto.
Quindi anche loro sono delle raffigurazioni passive di donne?

AP: Sj, & esattamente la stessa cosa. L'aspetto interessante & quanto le Veneri siano erotizzate.
Queste sculture erano realizzate per scopi didattici, ma sono rappresentate con collane di

perle, capelli veri e un'espressione orgasmica. Anche il fatto che si possano costantemente
ruotare e smontare e rimontare. C'¢ qualcosa di veramente... Non so, sento come se ci fosse una
penetrazione fisica, ma anche mentale, in un corpo davvero passivo o posto in una posizione
passiva. Questo ¢ il fulcro della mostra. In un libro ho visto unimmagine di una Venere Anatomica
che mi ha colpito. Mostravano, credo, una procedura ginecologica o qualcosa del genere e si
vedeva il busto di una donna e all'interno del suo corpo c'era una grossa mano. Mi ha inquietato
molto guardarla.

Ho avuto I'impressione che il mio corpo si stringesse. Infatti, I'idea della mano/serpente in The
Hysteric & nata da Ii. A tutto cio, ho aggiunto una teoria della psicoanalista Julia Kristeva. Nei primi
anni ‘80 ha scritto un testo molto importante chiamato Poteri dell'orrore. Saggio sull’abiezione.
Fondamentalmente, studia un momento precedente a quello analizzato da Freud. Freud sostiene
che per uno sviluppo naturale e normale deve esistere la connessione tra madre e figlio, che
prosegue in maniera incondizionata fino a quando il padre non entra in gioco e fa comprendere

al bambino di essere un ente separato dalla madre. Quello che Kristeva dice € che, prima che il
bambino possa separarsi dalla madre, deve rifiutarla.
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Questo succede quando il bambino esce dall'utero. Cio che rifiuta non &€ necessariamente la
madre stessa, ma l'idea di essere fluido, di essere una creatura in piena continuita con la madre.
Se portiamo questa idea piu in la come metafora sociale, quello che la societa patriarcale fa &
rifiutare questa idea della donna come madre, ma ancora di piu quella della donna come una
creatura senza confini, cosi come una strega. Fondamentalmente, secondo Kristeva, tutto cio che
ci ricorda lo stato di mancanza di confini & spaventoso per noi a un livello molto primitivo, come
un istinto primordiale. Quindi il tutto gioca su questa sensazione di in betweeness, di mancanza
di confini. Come in Dismembered Venus (2023), dove anche il corpo & rappresentato con diversi
punti di vista.

GG:E vero, 'immagine ha diversi punti di vista, soprattutto, e non solo, perché si pud leggere su
entrambi i lati. Puoi dirmi di pit su questo modo di vedere l'opera?

AP: Questa & un passo ulteriore nella mia ricerca artistica. Qui il corpo € completamente dissolto.
In un certo senso, la gamba scorre, la mano si trova dove dovrebbe essere il bacino. Si pud vedere
all'interno del corpo. Anche il fatto che la stoffa sia trasparente, sembra quasi che stia volando,
scorrendo, almeno € questa I'intenzione, come se stesse scorrendo nello spazio.

w

Anna Perach, Liminal Being, 2023, installation view at ADA, Rome, photo by Roberto Apa

GG: Il feto in quest'opera invece rappresenta questa relazione senza confini tra madre e figlio?

AP: S}, e sta per emergere dall'utero. In tutta onesta proviene anche dalle Veneri Anatomiche,
perché un altro aspetto interessante & che questi manichini non mostrano mai segni visivi di
gravidanza, ma c'€ quasi sempre un feto. Alla fine questo che faccio € osservare e unire tutti i miei
riferimenti che poi si collegano a un'altra immagine ancora.

GG: Parliamo delle sculture. Fino ad ora abbiamo discusso sul tuo studio del corpo della donna
e anche della storia, dell'idea di strega come quella di madre. Le sculture sembrano discostarsi
leggermente da questo tema femminile, anche se hanno ancora forti componenti anatomiche.

AP: In Untitled (2023), il disegno & ispirato allanatomia umana e il supporto dilegno non & un
semplice supporto. Spesso le mie sculture, quelle performative e autoportanti, hanno delle
strutture in legno che le sostengono. Quindi qui la struttura in legno diventa in qualche modo il
suo scheletro. Mentre I'utilizzo della ceramica per le braccia & una novita pe me.

GG: Sj, volevo chiederti della ceramica, proprio perché non I'avevo mai vista nei tuoi lavori.
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AP: Sono sempre stata interessata al vetro, che non & necessariamente piu semplice, ma € un
materiale molto emozionante perché, mi & stato detto, il vetro non smette mai di muoversi. Anche
quando raggiunge la sua forma finale, c'€ sempre un piccolo movimento, anche se invisibile. Mi
piace molto questa idea, ma & tanto attraente quanto fragile. Comunque, quando ho iniziato a
pensare alle sculture, ho parlato con Carla (Carla Chiarchiaro, proprietaria della galleria d’arte
ADA) della mia idea di usare il vetro, lei sa che sono anni che ci penso. Ma quando abbiamo
saputo che avrei realizzato i miei lavori in residenza in una zona con una lunga tradizione di
ceramica, abbiamo detto, perché no, proviamo. Quindi in un certo senso l'utilizzo della ceramica &
stata una decisione dettata della residenza.

GG: Quindi la ceramica € una testimonianza della residenza che hai fatto a San Basilio. So che
conosci I'ltalia e che sei stata qui spesso, ma in che modo quest'esperienza ha influenzato la tua
produzione per la mostra da ADA?

AP: Sj, lavorare con la ceramica & stata sicuramente un’influenza diretta della residenza. Anche
The Rack (2023) doveva essere completamente diverso inizialmente. Doveva essere simile

a Untitled in un certo senso, tipo una scultura che emerge dal muro. In realta, non so quanto

sia chiaro, ma sono due lati sono dello stesso soggetto, quasi come un profilo. Ma I'ho aperto.
Inizialmente il profilo era chiuso avrei dovuto montarlo su un supporto di legno. Ma poi durante
la mia residenza, stavo sperimentando alcune cose g, non ricordo se c'era un nesso diretto, ma
abbiamo deciso di aprirlo. Ricordo il momento in cui I'hno aperto e poi &€ diventato cosi. Ah, si, ora
ricordo da cosa derivava. Ho sempre avuto in mente di farlo. L'ho aperto, ma non ero sicura di
come avrei voluto mostrarlo. Poi, ho notato che lo spazio in cui stavo lavorando al Castello San
Basilio ricordava una chiesa. E allora ho pensato, perché non esporlo [i, in alto?

GG: Un po’ come un’icona.

AP: Esatto. Sugli altari delle chiese ci sono le icone di personaggi religiosi, spesso sottoposti a
tortura, come Gesu. Lopera rappresenta un corpo sottoposto allo “stiramento”, I'allungamento
degli arti tramite strumenti di tortura. Anche questa quindi & stata un'influenza diretta della

residenza, & stato lo spazio a richiedermelo.

GG: E come ti sei trovata in residenza, passando da una metropoli caotica come Londra a una
piccola cittadina come San Basilio?

AP: E stato interessante perché & un cambiamento cosi diverso...Rispetto a Londra li non c'&
niente. La residenza stessa € stupenda e mi sono sentita davvero accolta, molto supportata

e nutrita. Era davvero bellissimo, cosi come il posto stesso e anche la spiaggia. E stata un po’
complicata per quanto riguarda la produzione. Non & stato cosi facile come sarebbe stato in una
grande citta come Roma o Londra trovare professionisti con molta esperienza. Ma alla fine ce
I'abbiamo fatta. Penso che sia davvero uno spazio meraviglioso per andare a pensare e a fare
ricerche. Puoi concentrarti sul tuo lavoro fondamentalmente, non hai molte distrazioni intorno.
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Liminal Being
by Studio Saskia Hoefler

October, 2023

Anna Perach, Liminal Being, 2023, installation view at ADA, Rome

For her second exhibition at ADA, Anna Perach presents a series of new sculptural works created
during her residency project at the Castello San Basilio, Pisticci (MT), in summer 2023.

In the past two years, Anna Perach'’s research has focused on the history of witchcraft and how
it was demonised during the period of the Enlightenment by debilitating women and restricting
them to the domestic space. Within this research Perach has been looking at17th century
anatomical Venus sculptures, made for medical use. The Anatomical Venus is depicted as
passive and at the disposal of the male practitioner to dissemble and construct at will. A similar
approach to the female body appeared 200 years later in the psychiatric work of Jean-Martin
Charcot at the Pitié-Salpétriere Hospital in Paris, who treated women diagnosed with hysteria.
Charcot performed the infamous Tuesday lectures where he would hypnotise his female patients
to reveal their convoluting bodies in front of an audience of male physicians.

The female body has thus been perceived by the scientific authority as a body external to moral
and natural rules. A body that needs to be relieved of its demonic nature, either by dissecting it,
as in the case of the anatomical Venus, or by making it docile and obedient as in the treatment
of hysteria under hypnosis. The works in the show represent mystical and obscene female
bodies made by tufting, a hand-made carpet making technique associated with femininity and
domesticity.

In Untitled, the tufting patterns are inspired by female anatomy, revealing muscle and bone,

with the wooden frame, which transforms into ceramic hands, acting as the skeleton. The two
framed works metaphorically question the morality of boundaries. Dismembered Venus and The
Hysteric, respectively, are inspired by archetypical and historical sources, where the female body
appears fractured or accompanied by bestial presences.

Anna Perach engages with these histories through the depiction of characters that subvert

the dictatorship of reason. Her characters inhabit the uncomfortable space of between, inside,
and outside of their bodies. These bodies are in transition and transformation, disobeying the
boundaries of the self as an impenetrable unit and by metaphor the boundaries of societal rules.
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Foundwork

Anna Perach

by Vivian Chui

Dialogues | April 18, 2023

Anna Perach, Seven Wives, 2020, Installation view at Goldsmiths University, London

Anna Perach weaves corporeal forms out of tufted yarn, in a nod towards folk crafts traditionally
associated with women artisans and domestic interiors. Rather than simply replicating these
lineages, the Ukraine-born, London-based artist’s practice subverts conventional notions of
softness and femininity, taking aim at the ways in which patriarchal systems have sought to
dictate and to define women’s bodies and minds.

Perach’s sculptures—neither human nor beast, simultaneously vibrant and menacing—hold
court within installations often animated by live performance, during which they are donned by
actors whose bodies move in mysterious, slow-moving pauses and spasms. An avid reader, the
artist retells disturbing tales from ancient and modern times alike, in which female characters
are subject to abject violence and suppression. Though she is clearly passionate about the plight
of women within contemporary society, Perach abstains from creating works that offer easily
discernible moral or social lessons, opting instead to relish in an ambiguity that allows for open-
ended interpretation.

Meeting over a virtual call one morning this past February after Perach was shortlisted for the
2022 Foundwork Artist Prize, we dove into the intentions and inspirations that guide her artistic
process.

Vivian Chui (VC): Let's start with the beginning. What were some of your earliest or most
formative memories in art? Did you grow up with a clear interest in art, or did that come later in
life?

Anna Perach (AP): | wanted to be an artist since [| was] very young. | was the kid who was always
drawing, but, in my background, there were not a lot of people in the arts. | grew up in the Soviet
Union during the first seven years of my life, and that wasn’'t so much an option—at least not
where | was. | always made art, but | didn’t receive a message that it should be a career path.
When | was a teenager, | thought about being an historian, and | enjoyed psychology as well. | think
that | tried to direct my interest in art into thinking more generally about people’s stories, cultural
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Anna Perach, Seven Wives, 2020, Installation view at Goldsmiths University, London

stories. Then, things evolved in a way that | managed to include those interests within my art
practice.

VC: You work primarily with sculpture and performance, often involving suits—I don’t know if you'd
call them that—woven from yarn. When did you start working with this material?

AP: | call them wearable sculptures because, as you said correctly, they are sculptures that come
alive during performances. | started to embroider and cross stitch before | started my MFA in
London. | thought about those techniques as associated with domestic craft, with, perhaps,
older women sewing flowers. | thought about how | could incorporate content that | was more
interested in—subversive themes you usually would not see in that domestic medium.

Goldsmiths has many workshop options, one of which was constructed textiles. | found out about
tufting, which is very similar to embroidery but it's needlework on a larger scale. | saw a lot of
potential in that. | did a few works that were wall-based, two-dimensional, which is what people
usually do with tufting. Because | was very interested in the ideas of masquerade and costume
with regards to identity, | explored the option of doing a mask. Initially | made a three dimensional
head mask, then | tried a larger piece that covered not only the face but also parts of the body,
and then it grew into various wearable sculptures. | wasn't doing many performances at that
point, but the performative aspect of the work integrated organically through the potential of the
sculptures being worn.

VC: You mentioned subversive themes. Can you talk about what some of these are?

AP: It's always tricky when people ask me that because | tend to jump between themes. One

of the main themes that | often explore is femininity. Barbara Creed wrote a book called The
Monstrous Feminine, where she talks about the feminine body as being psychologically regarded
as abject. A body that constantly transforms and in opposition to the strict social boundaries
enforced on women by society. I'm interested in thinking about femininity, the maternal body, as a
portal between the self and the other. I'm also thinking about immigration in similar terms. In my
installations and performances, what | want to create is a space which exists in between these
realms. It's a subversive space that stretches the boundaries of the goal driven, phallic order.

“I'm interested in thinking about femininity, the maternal body, as a portal between the self
and the other. I'm also thinking about immigration in similar terms. In my installations and
performances, what | want to create is a space which exists in between these realms. It's a
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Anna Perach, Seven Wives, 2020, Installation view at Goldsmiths University, London

subversive space that stretches the boundaries of the goal driven, phallic order.”

VC: In my mind, this relates to the positions and stances that your sculptures and performers take
on. They’re often crawling or kneeling, and | see a duality when there are two performers. One is
often stationary, while the other is more interactive. I've also noticed that sometimes your figures
are decapitated.

AP: | had seven heads in my performance installation Seven Wives (2020), which was based on a
story where an older gentleman called Bluebeard marries young women and then kills them.

There is a famous illustration that shows the women’s heads, bodiless and hanging by their hair...
I thought about the separation between the head—a space for conscious thinking, the cognitive
and reason—and the body, particularly the female body, as an organism that culturally stands for
excessive emotion and lack of control. There are multiple examples through Western culture
where women were shamed for their reproductive systems, accused of witchcraft or claimed to
be hysterical.

In all cases the message is that the female body is untrustworthy, lustful, mystical and potentially
evil. In Seven Wives | examined what would happen if the decapitated heads were reunited with
their bodies, metaphorically hinting at the union of emotion and reason.

Another work where | decapitated the head and the hands was for an exhibition called Gasp
(2021). In her book After-effects after-images, the author Grizelda Pollock describes how

she encountered the famous Bernini sculpture of Apollo and Daphne. Her attention went to
Daphne’s gasp—the open mouth. She wrote about how she, as a woman, felt empathy towards
Daphne. Apollo is often described as a hero and warrior, but the author describes experiencing
the agony and fear Daphne is going through while transitioning into a tree to avoid Apollo’s
unwanted courting. For my exhibition, | thought about the metaphor of Daphne becoming a tree
as a mechanism for self-preservation. When you don’t want to feel something or you can't feel
something because it's too much, you transform into something else.

In more current sculptures, | have the opposite. Additional organs grow out of the body. It's the
opposite idea, where the body cannot contain its own substance. | think my sculptures are bodies
in states of transformation. They rebel with their form against the concept of the “normal” body.

“I think my sculptures are bodies in states of transformation. They rebel with their form against
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Anna Perach, Spidora, 2022, Installation view at Edel Assanti, London

the concept of the “normal” body.”

VC: Do people ever tell you that your sculptures remind them of armor? Do you feel like,
especially in your performances, they represent shields in some way? You mentioned the mask at
one point, which, of course, has become very topical over the last few years.

AP: Because the sculptures often cover most of the body, especially the head, the performer
becomes the character, in a way. There is an interesting synergy between the performer and
the character they wear, and themselves. When you encounter the costumed figures in a
performance, you're not quite sure whether there is a person underneath. There is some sort of
uncanniness there, where it's not as clear as someone might want it to be.

| don’t necessarily create them with armor as an intention. | think about them more as
representations, like in tribal cultures where there are rituals in which shamans wear special
garments that allow them to connect and communicate with the sky and the land between the
people and the gods. The performer wears the garment, which allows them to transform into
something.

VC: Animals also appear a lot in your work, though they are very anthropomorphic. What do these
animals represent in your mind?

AP: In my research | often look into different mythologies. Initially, | focused on Slavic mythology
because that's my background and | felt intuitively connected to these stories and imagery. There
was also less risk for abusing other cultures and traditions. As my research developed | noticed
that certain symbols repeat across different mythologies. You would almost always have the
symbol of virgin, mother nature, or the warrior. These symbols often take the form of an animal as
a source for their power.

For example, | made a sculpture called Alkonost (2019), which is based on a story about a young

woman who was supposed to be married. Her future husband runs away, and she drowns herself
in the river because she’s so sad. She comes back as the creature called Alkonost, which is

half woman, half bird. It sits on the trees and sings beautiful songs that lure men, before taking
revenge.

Or, | had a project called Spidora (2022), inspired by an image | encountered from those traveling
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Anna Perach, Spidora, 2022, Installation view at Edel Assanti, London

carnivals in the late 19th and early 20th centuries. They had a device called Spidora that looked
like a spider, but a woman would put her head inside, appearing as a very sexual, attractive
character that is also monstrous and intimidating. On the one hand, the woman appears as this
scary spider reminiscent of Louise Bourgeois, but, on the other hand, she is in a position of
vulnerability. | started to explore this, and eventually created a lair where this creature lives and
weaves other Spidoras. So, it's more about the narratives these animals represent through their
forms.

VC: | was going to ask you about how you approach each project. It sounds like it’s a lot of
research and reading that shapes each body of work, before you even get into it. Is that right?

AP: Yeah, | constantly read. | try to go deeper and deeper within what | feel, constantly opening
more and more doors. It's almost like I'm trying to reach something which | could never quite
reach, like I'm just about to understand something. There are the little ‘eureka’ moments where I'm
like, “That’s where | was heading. That's it” Then | get through that, and there's another door that
opens.

In the last few years, | was fortunate to have a lot of projects through the craft itself, or through
the continuous development of exhibitions. There is the research part of it, and the physical work
that leads to the new developments. For example, there are wooden stands within the sculptures
that hold them in installations. I'm gradually exploring the option of having these wooden stands
as part of the sculpture. | also really want to work with glass and metal, so | started experimenting
with that. Sometimes the research leads to a new material, and then the material leads to a
development in the research. For example, in my recent project, I've made three maternity corsets
based on a story called Mother of Monsters by Guy de Maupassant.

VC: Corsets you wear when you are pregnant?

AP: Yeah. In Victorian times, they loved the ideas of a mother and a virgin. Everything in between
was a reminder of sex and hence of the animalistic and socially uncomfortable. If one was from
the upper classes and pregnant, they were advised to go to their country house and to take walks
in the evening, away from the eyes of others and rejoin cultured society as a mother. Although
privileged, their social status and events were all these women had. They desperately tried to hide
their pregnancies as much as they could, to live their normal lives and to be in their social circles.

If you were poor, that was much worse, as always. They didn’t have the laws that we have today.
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Anna Perach, Mother of Monsters (White), 2022, Photo by Paul Chapellier

If a woman worked in a factory, as a maid or a similar working class occupation, and became
pregnant, she would be fired as she was considered a hazard. These women were thrown into
poverty, so they also wanted to hide their pregnancies, which created a market for these corsets.
The medical professions used to criticize those women—because obviously it would harm the
babies—for caring too much about their appearances and prioritizing that over their babies’
health. It was a tricky position to be in. There was no way to win.

Monster of Monsters was a story written by Guy de Maupassant about a working class woman
who becomes pregnant by her employer. She’s raped and tries to hide her pregnancy. She gives
birth to a child with disabilities, and lives in horrible poverty with her child. She hates this child and
her life. The woman then gets an offer to sell her child to a traveling circus. When she figures out
there is a way to make money out of the situation, she starts to plan hideous pregnancy corsets
to create more children for sale. The circus sales lead her to make a substantial amount of money
and thus afford a bourgeois life. It's a horrifying story of social critique.

| created my own pregnancy corsets. They were tufted, and | wanted to bring the confinement to
the outside. Usually, with corsets, you have the boning on the inside, but | wanted the structural
bones to stick from the outside so it would be a rough encounter. | worked with a metal maker
who hated me (laughs), because it was so tricky to work with the material that keeps on moving.
You have to shape around it somehow. That was a new thing for my practice, to have constructed
metal structures that were outside of the garment, the wearable sculpture, rather than inside.

Although mainly | work within tufting, | don't consider myself as a textile artist. | feel very
comfortable within this medium as | feel it’s layered with some of the themes I'm interested in
(femininity, domesticity, craft), but I'm less interested in the technical properties of yarn. For me
the idea is what leads to my materials choices. That was a really long answer, wasn't it?

VC: No, it was interesting! But dark also.

AP: A lot of the stories | deal with are quite dark. They often have an element of horror in them.
Going back to what is subversive, for me, what | like about tufting and carpets is that they give you
an immediate association to the domestic. Then, within that, | explore the horror of the domestic,
which is often the horror of the woman.

VC: You've mentioned the words ‘unsettling’ and ‘uncanny, which hit the nail on its head with
regards to your practice. Do you perform in your own work?
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Anna Perach, Mother of Monsters (Pink), 2022, Photo by Mattia Mognetti

AP: | never perform. | have a team working with me—a movement director who helps me
construct choreographies, performers, a person who creates the sound for each performance.
The performances always grow from me working within my studio, creating images, sketching,
creating sculptures. Then that grows into a more collective sort of process. It's always a bit
tricky to trust others, but I'm gradually learning to do that because | started working with people
who have skills that | don't. It’s a lot of communication, but it's also amazing to see how they can
translate your ideas and how they connect to them.

“What’s important for me is not necessarily for people to cognitively understand these ideas.
What | want to create is an immediate, sensory experience. | just want people to feel, and to
respond in a primal way. When you're left with an experience and with more open questions—

you're not quite sure what happened but you felt something—that’s the experience that | cherish.”

VC: Speaking of other people, are there particular artists, or people in your life, that you're really
inspired by?

AP: In terms of artists, there are a lot of people whose works | really love. There is a big group of
women artists currently in London interested in similar concepts, and we refer to one another
quite a lot.

| used to work as a counselor, an art therapist, and I've done that for a number of years. Part of

my work was meeting with parents and guiding them through their experiences with children or
through their own emotional hardships. You often meet women. Most likely, you will meet mothers.
You very rarely see fathers involved. A lot of the trauma that women go through are repetitive
stories, ones that recur throughout history. Although my work touches on mythology and there
are larger-than-life characters, | am very inspired by those stories that were shared with me.

VC: How do viewers typically react to your works? What are peoples’ takeaways, or what do you
hope people take away from?

AP: I do quite a lot of research, so there are some intellectual ideas that are embedded within the
work. But what's important for me is not necessarily for people to cognitively understand these
ideas. What | want to create is an immediate, sensory experience. | just want people to feel, and
to respond in a primal way. When you're left with an experience and with more open questions—
you're not quite sure what happened but you felt something—that’s the experience that | cherish.
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Artissima 2022. | promossi della 29esima edizione della fiera
Artissima 2022 at Torino

Di Camilla Giaccio
November 7, 2022

ADA, Roma, Main Section, Dialogue: Gaia Di Lorenzo e Anna Perach, foto di Mattia Mognetti

Frammenti di corpi, il richiamo archetipico della natura, futuri distopici che vibrano nel presente, la pos-
sibilita di un’immaginazione radicalmente condivisa. Tra uno spazio e I'altro ormeggiamo tra le bianche
mura alla ricerca di taciuti tesori.

LEHMANN + SILVA (Main Section)

Curato al dettaglio il Booth della galleria di Porto LEHMANN + SILVA presenta ad Artissima i lavori di
quattro artist Alice Morey, Daniel Lergon, Diana Policarpo e Jodo Vasco Paiva che dialogano molto
bene tra loro in un accordo cromatico e stilistico. In particolare, mentre passeggiavo nella frenesia dei
labirintici bianchi booth della fiera, I'acquarello Type 1 Bollard with Synthetic Fibre Rope (2022) ha istan-
taneamente colto la mia attenzione. Singole, lunghe, lente pennellate di acquarello verde bottiglia si in-
tersecano sensibilmente tra loro formando simbologie astratte. Nella dolcezza del tratto e nella terrosita
dei colori i quadri di Jo&o Vasco Paiva (1979, Coimbra, PT) restituiscono una sensazione di armonia e
serenita che invita lo spettatore a fermarsi e a contemplare i ricordi che queste strutture sono in grado
di emanare, seppur curiosamente ispirate da oggetti spesso trascurati come le forme di motori, impianti
idraulici e mappature elettriche.

Parallelamente, i lavori di Alice Morey (1986, London, UK), Soft Rain (2022) e Dawn (2020) estendono
I'elemento contemplativo concentrato nelle opere di Jo&o per entrare nel vivo dei vivaci colori dei due
dipinti e dellistallazione | Count in Fists (2022) che rimangono tra tracce di forme mitiche sospese nel
tempo e allusioni a fenomeni naturali.
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WHATIFTHEWORLD (Main Section)

La galleria sudafricana WHATIFTHEWORLD ha dedicato il suo spazio in fiera alla pittrice e scultrice Mia
Chaplin (1990, Cape Town, Sud Africa): un'immersione all’interno di un pastoso e profondo universo
femminile in cui sensualita, sessualita, intimita e violenza emergono tra le grezze e decise pennellate
che formano i suoi dipinti. Con una tecnica alla fauves matissiana di inizio 900 I'artista esprime emo-
zioni di perdita e di riconquista dello spazio pittorico muovendosi abilmente tra voyeurismo e intima
interazione con i suoi soggetti. Soft nails (2022) € un grande trio di tele le cui impastate superfici sono
ricche di corpi e busti intrecciati, carichi di pathos e tra loro indistinguibili che si rifanno alle tradizionali
pose classiche della rappresentazione femminile. Allo stesso tempo nel donare una certa visceralita

Anna Perach, Mother of Monsters (Blue), 2022, courtesy di ADA Roma, foto di Mattia Mognetti

ai soggetti tra loro fusi in carnosi colori di terra, I'artista restituisce loro una liberta non convenzionale,
non costretta al pudore e all'incessante ricerca dell’idealizzazione del corpo. Lo spazio € inoltre deli-
neato da opere scultoree che ricordano vasi e urne classiche dipinte con immagini floreali e soggetti
femminili, riccamente impastati dalla pittura, molte delle quali hanno la stessa forma e dimensione di
pance gravide. La superficie dipinta ad olio rimanda inoltre alla pelle tatuata degli stessi corpi marcata
da forti e complesse contrapposizioni narrative. Nonostante i richiami iconografici all'antichita, le opere
di Chaplin, accattivanti e familiari allo stesso tempo, provocano sentimenti contrastanti nello spettatore.
La “violenza” del tratto pittorico e le forme che ne emergono, vivono in contrapposizione alla delica-
tezza delle cromie. Nell'avvicinarsi alla materia pittorica & interessante scorgere strati di narrazioni e
sentimenti che riguardano il singolo corpo ma anche il corpo collettivo in una dinamica di nascita e
trasformazione continua dove “il processo di pittura diventa un processo di fermentazione”.
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PAL PROJECT (New Entries)

Nella sezione delle gallerie New Entries, Pal Project coglie I'attenzione dei passanti per la teatrale istal-
lazione delle opere di Mateo Revillo, Edgar Sarin e Marcella Barcelé. In occasione di Artissima la gal-
leria parigina ha invitato il gruppo di ricerca La Méditerranée formata dagli artisti Mateo Revillo, Edgar
Sarin e lo storico dell’arte Ulysse Geissler che per I'occasione hanno costruito una torre fatta di blocchi
di carbone sigillati con gesso, trasformando il monumento storicamente celebrativo in scultura dove la
ferocia della torre, una sorta di simbolo della modernita si impone nella sua visione distopica, mante-
nendo allo stesso tempo la sua intrinseca volonta costruttiva. | lavori attorno alla torre non possono che
confrontarsi con la sua ferma presenza, rispondendo rispettivamente con colori, forme e dinamiche
cromatiche, come se volessero instaurare un gioco infantile e leggero di risposta contro la pesantezza
delluomo moderno e a favore di uno sguardo verso cielo e terra, verso la traccia di passato traducibile
nella voglia di ri-costruire dalle macerie un presente in costante divenire.

In uno spazio al confine tra pittura e scultura, Mateo Revillo (1993, Spagna) ritaglia una traccia di un
insieme che pud essere scovato nella sua interezza solamente nellimmaginazione dello spettatore.
Nella presenza di traccia, I'opera trasformando lo spazio esibitivo circostante restituendo I'opportunita
di una possibile figurazione. Il lavoro di Edgar Sarin (1989, Marsiglia, Francia) si lega all’opera di Mateo
nellintento di aprire lo spazio alle possibilita, sia di rimando ad antiche estasi naturali come nel caso
del dipinto Néolithique (comeéte de Halley) (2022), che di accortezza delle qualita della materia e delle
forze propulsive dello spazio tra pesi e dinamiche opposte come nella scultura in mostra.

Inoltre, il lavoro del collettivo € sempre accompagnato da una pubblicazione che archivia 'evoluzione
dei vari progetti incentrati su una concezione dello spazio espositivo non come punto di arrivo, ma
come luogo di azione in costante trasformazione e quindi aperto allimprevedibile. Restiamo in attesa
di scoprire che forma avra l'ideale citta fantastica costituita dai vari progetti architettonici sitespecific,
costruiti ogni volta per ogni progetto espositivo finora sperimentato.

ADA PROJECT (Monologue/Dialogue)

Negli spazi delle gallerie Monologue/Dialogue emerge la galleria romana ADA project che propone un
dialogo tra le opere di Gaia Di Lorenzo (1991, Roma) e la vincitrice del Carol Rama Award promosso
dalla Fondazione Sardi per L'arte, Anna Perach (1985, Ucraina).

«She soon found herself in trouble and was tortured with fear and shame. Wishing to conceal her mi-
sfortune, she bound her body tightly with a corset of her own invention, made of boards and cord. The
more she developed, the more she bound herself with this instrument of torture, suffering martyrdom,
but brave in her sorrow, not allowing anyone to see, or suspect, anything. She maimed the little unborn
being, cramping it with that frightful corset, and made a monster of it».

Ispirate dal tragico racconto di Guy de Maupassant La madre dei mostri, le opere di Anna Perach espo-
ste ad Artissima sono delle sculture indossabili realizzate con la tecnica del tufting che prendono la
forma di grembi di donne incinte, decorati con elementi ambigui, mostruosamente vivaci e visibilmente
ponderosi. La storia narra di una donna che, per nascondere una gravidanza indesiderata, inventa un
corsetto speciale. Tuttavia, nello stringerle eccessivamente il ventre la struttura causa la malformazione
del bambino che nasce “mostro”. Visto l'interesse di molti nel comprare il bambino deforme come fe-
nomeno da baraccone, la donna continua con ulteriori gravidanze riuscendo nel suo intento di lucrare
sulla mostruosita dei propri figli. Una storia tragica e orribile, scandalosa per gli ideali femminili di ine-
sorabile istinto materno.

| corpetti di Anna Perach traducono il racconto stratificando i personaggi nella costruzione delle scul-
ture stesse: la madre, colei che ha ideato e indossa il corsetto, presente solamente nel ricordo di un
corpo che ha un tempo abitato 'armatura; il figlio, al centro del ventre che fuorisce spigolosamente,
visceralmente, granulosamente; il pubblico divertito che gode del pungente spettacolo da circo riman-
dato dalla vivacita dei colori che formano gli spazi circostanti le strutture in ferro.

Un’opera di una grande forza narrativa che fa leva su quegli archetipi rimossi che solo attraverso 'ov-
vieta tragica del disequilibrio tra individuo e realta possono riportare alla luce. Un po’ come una delle
tante versioni di Medea che uccide i suai figli, € viene condannata dall’'uomo per la sua spietata crudel-
ta. Sempre in secondo piano i motivi che la spingono a compiere il deplorevole gesto.
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Anna Perach, Mother of Monsters (Pink), 2022, courtesy di ADA Roma, foto di Mattia Mognetti

AG GALERIE (Back to the Future)

La galleria iraniana AG Galerie presenta il lavoro di Peyman Hooshmandzadeh (1969, Tehran), artista e
scrittore la cui ricerca artistica si concentra sulla capacita di alludere all’'interezza attraverso il frammen-
to, il quale diventa 'unica possibile chiave di lettura per poter alludere all'identita culturale, sociale e
psicologica del soggetto rappresentato. Nelle sue fotografie, I'identita viene considerata un fenomeno
dato e imposto, generato dai segni piu quotidiani e insignificanti. In questa ricerca I'artista riconosce
che, in fin dei conti, rispondiamo in maniera piu significativa nel mondo della vita materiale piuttosto che
in dichiarate prospettive spirituali.

La realta si rivela al contrario attraverso codici culturali banali e sposso ignorati che acquistano di con-
seguenza un senso identitario molto piu forte e diretto rispetto a una Storia con S maiuscola dell’lran
e le sue tradizioni (AG Galerie). In particolare, nella serie Hands and Belts Peyman cattura una par-
zialita del corpo maschile in cui cintura, pantaloni, mani, gioielli diventano percorsi che dalla visione
frammentata si espande fino ad arrivare alla psiche della persona ritratta, parlando potenzialmente di
performativita di genere, status sociale, credo religioso, retroterra sociale.

SPAZIO A (Main Section)

Nona Inescu (1991, Bucharest) con le sculture Ad occhi chiusi... vince il Premio Fondazione Merz. La
sua pratica artista interdisciplinare comprende fotografie, oggetti, istallazioni, sculture e si concentra
sul rapporto tra corpo umano ed elementi naturali, ridefinendo il soggetto in questione in chiave post-u-
manistica. In questo caso le pietre diventano elementi ispiratori attorno al quale si costruisce il corpo
delluomo e non viceversa. In una visione post-antropocentrica, la natura non pud essere sovrastata
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dall'individualita della specie umana ma richiede di essere vissuta in maniera consapevole e rispettata
in una dinamica di reciproco e sensibile scambio. Se spostiamo lo sguardo dell’'uomo capitalista oltre
il capitale, cosa rimane?

[l deterioramento della materia, la deformazione di residui umani, animali e industriali, la perdita im-
provvisa di un ricordo sono tutti elementi presenti nella pratica di Giulia Cenci (1988, Cortona) che uti-
lizzando oggetti di recupero ed elementi modellati compone istallazioni immersive ibride tra naturale e
costruito. Sono costanti figure di cani aperte, squartate, di cui i contorni sono che una traccia di quello
che e stato ma anche una possibilita di rinascita e trasformazione attraverso I'assenza del corpo nella
sua interezza. Frammenti di animali, anime e residui industriali si fondono in sconfinamento delle di-
stinzioni gerarchiche tra esseri e non esseri mediante una spazializzazione di figure ambigue nella loro
duplice e complementare forza attrattiva e repulsiva, ridonando una sensazione di grave sospensione
temporale ed emotiva.

SAINTE ANNE GALLERY (New Entries)

La Sainte Anne Gallery, inaugurata da poco piu di un anno nel quartiere giapponese a Parigi, piu che
una galleria si definisce un meeting point tra artiste, artisti, artigiani e designer accomunati da una si-
nergica visione dell’arte come punto di incontro tra 'uomo e la natura. All'insegna della solidarieta e del
progetto collaborativo, lo spazio si impegna a promuovere idee radicate nella sostenibilita che siano in
grado di riallineare poeticamente gli individui con il mondo vivente oltre 'umano.

Nello stand della galleria splende la scultura vivente Tshaheylu di Bianca Lee Vasques: una ragazza
seduta su uno sgabello & profondamente unita da una treccia di lunghi capelli a una pianta appesa
alla parete in una dinamica di riconnessione primordiale con la natura, in cui si perde la nozione tra il
dentro e il fuori, il reale e I'immaginario. Molti dei visitatori sono rimasti sopresi dal fatto che sia la pian-
ta che la persona connessa ad essa fossero vere, come se in un mondo in cui il fittizio regna sovrano
nellimmaginario collettivo quotidiano, la presenza reale, apparente immobile, fosse difficile accettare
istintivamente quella riconnessione con una memoria antica, terrena, radicata nello scambio tra umano
e non umano. Il lavoro dell’artista mette in moto una sorta di pratica rituale che senta di smascherare
le esperienze represse della societa moderna attraverso una ristabilizzazione visiva e sensoriale che
possa riconnetterci ai nostri istinti primordiali.

GALLLERIAPIU (Main Section)

La galleria bolognese Gallleriapiu porta ad Artissima un insieme di intriganti installazioni. Natalya Per-
shina-Yakimanskaya (in arte Gluklya) & considerata una pioniera della pratica performativa e dell’attivi-
smo in Russia. Con I'intento di ridurre i confini tra arte e vita, I'artista ha co-fondato il collettivo di artisti
The Factory of Found Clothesche utilizza “abiti concettual” per risignificare dinamiche socioculturali
rivelando il conflitto che si instaura tra sistemi politici e mondo interiore.

[l tema della fragilita come forza invisibile pervade gli abiti femminili esposti e ancora una volta 'as-
senza del corpo che li abita non pud che accrescere un senso di resistenza collettiva che fa perno su
un’empatica possibilita di immaginazione condivisa e una conseguente presa di posizione. Apparatus
22 & invece un collettivo artistico transdisciplinare formato da Erika Olea, Maria Farcas, Dragos Olea e
loana Nemes (1979-2011) a Bucarest in Romania.

[l gruppo di artisti che si definiscono sognatori, ricercatori, attivisti poetici e futurologhi (falliti) dedicati
alla scoperta delle intricate relazioni tra economia, politica, studi di genere, movimenti sociali, religione
e moda al fine di comprendere la societa contemporanea rappresentando qualcosa allo stesso tempo
impossibile ma plausibile solo attraverso un’immaginazione radicale.

Per la fiera il gruppo ha portato un’istallazione formata da vari oggetti neri che permeano lo spazio
espositivo di suggestioni a mondi paralleli, prototipi di una presenza corporea appartenente al futuro,
tra realta e finzioni, si presentano come un varco di possibili realta alternative. «Gli Apparatus 22 non si
fermano pero solo alla futuristica proposta teorica dell’hardcore minimalism ma annunciano la presenza
di un nuovo universo chiamato “Suprainfinit”, un mondo parallelo nel quale si pud ipotizzare una nuova
idea critica di “speranza” collettiva con la quale si puo viaggiare fra presente e futuro» (Gallleriapiu).
In una continua connessione di pensieri, energie, oggetti ed elementi sconosciuti il lavoro del collettivo
mischia tecnologia, spiritualita, ergonomia estrema ed economia in uno squisito gusto punk futurista.
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Anna Perach, Mother of Monsters (White), 2022, courtesy di ADA Roma, foto di Mattia Mognetti

Gaia Fugazza (1985, Milano) espone il quadro Yew (2022) in cui sono incise su quattro figure di miste-
riosi Roos Carr (datate intorno al 600 A.C.) in piedi su una barca simile a forma di mezzaluna. Il tasso
e una delle piante piu longeve della terra e la loro capacita di adattamento & cosi grande tanto da
cambiare genere. Le figure scolpite originariamente in legno di tasso, presentano l'interessante caratte-
ristica di poter cambiare sesso attraverso genitali rimovibili, facendo cosi pensare ad una conoscenza
molto antica della qualita di adattamento della stessa pianta.

In una ricerca sulla relazione fra esseri umani, ambiente naturale e pratiche trascendentali, & evidente

il rapporto meticoloso che I'artista instaura con i materiali che utilizza che alla ricerca della forma che
unisca 'uomo alla natura, acquistano un valore simbolico nella sua pratica come nello stesso lavoro.
Inoltre, la patina argentata dell’opera se da una parte allude alle venature del legno nella forma, dall’al-
tra riporta una dimensione mistica, spirituale nel colore e nei riflessi di luce che donano allopera una
dimensione tra passato e futuro, oltre il presente, ripresa dalle piccole simbologie in rosso segnate
lungo la superfice legnosa.
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CONTEMPORARY

LYNX

Portfolio: Anna Perach
Her practice explores the dynamic between personal and cultural myths.

Anna Perach, Seven Wives, 2021, performance documentation, photo by Matt Ashford

Anna Perach (1985, USSR) is a Ukrainian born Israeli artis tliving and working in London,
UK. She holds an MFA in fine art (distinction) from Goldsmiths, University of London
(2020). In 2022 Anna presented a solo show with Edel Assanti in London and took part
in Miart with ADA gallery. She has exhibited internationally at galleries including: White
Cube gallery (London, UK), Vitrine gallery (Basel, Switzerland) and Herzliya Museum of
Contemporary Art (Herzliya, Israel). In 2021 Anna took part in Arco Madrid 2021 with The
Ryder gallery and received the Ingram prize award. In 2020 she received a studio award
with Sarabande, The Lee Alexander McQueen foundation as well as the Gilbert Bayes
award. Recent publications include Artfotum and Art Maze Mag.

Artist’s about her practice:

“My practice explores the dynamic between personal and cultural myths. Specifically
I’'m interested in how our private narratives are deeply rooted in ancient folklore and
storytelling. In my work | interweave female archetypes into sculptural hybrids in order
to examine ideas of identity, gender, and craft.

My main medium of work is wearable sculpture and performance. | work in a technique
called tufting, making hand-made carpet textile, which | then transform into wearable
sculptures. | begin by creating a pattern of a three-dimensional form, followed by ma-
nually tufting each piece of the pattern, and finally assembling it into a wearable, tufted
sculpture.

The wearable sculpture functions as both a garment that is performed in as well as a
free-standing sculpture. Through this medium, | examine how elements associated with
the domestic sphere such as textiles and carpet operate as an extension of the self and
reflect one’s heritage and gender role. In my performances the tufted, domestic carpet
serves as an external added layer of skin, which hides the physical body but exposes
fragments of the self.”
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Anna Perach, The Moon Prophecy, 2021, performance at Herzliya Museum, IL, photo by Lena Gumon

Anna Perach, Spidora, 2022, performance at Edel Assanti, photo by Andy Keates
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Actribune

Intervista ad Anna Perach, I'artista delle sculture indossabili

By Eleonora Angiolini - 7 luglio 2022

PERFORMANCE E INSTALLAZIONE SI MESCOLANO NELLA PRATICA DI ANNA PERACH, CHE FA DELL’INTE-
RAZIONE TRA PERFORMER, OPERA E PUBBLICO UN ELEMENTO CARDINE DELLA SUA PRATICA

Anna Perach, Seven Wives, 2021. Photo Matt Ashford

Sculture indossabili e figure ibride e antropomorfe abitano lo spazio dei progetti instal-
lativi e performativi di Anna Perach (Ucraina, 1985; vive a Londra). L’abbiamo incontrata
per approfondire temi e processi alla radice della sua ricerca e il ruolo del corpo come
soggetto principale delle sue opere.

Da Alkonost, uno dei tuoi primi personaggi performativi, a Spidora, protagonista del pro-
getto recentemente presentato alla galleria Edel Assanti, le figure che abitano la narra-
zione dei tuoi progetti sono spesso creature simboliche del folklore slavo, o tratte da miti
e fiabe. E corretto affermare che il tuo lavoro muove da questo tipo di narrazioni?

Mi piace sempre avere in mente un testo quando inizio un nuovo lavoro. Un testo che
pud essere una storia, un’'immagine o anche uno schema particolare, in grado di accen-
dere la mia immaginazione e che faccia riferimento a temi interessanti per la ricerca. |l
testo mi aiuta a radicare il lavoro su una narrativa familiare, che posso usare come punto
di partenza per poi renderla mia. | personaggi € le narrazioni che scelgo sono spesso di
natura primordiale e rispondono a fluidita, identita ed emozioni. Sono stratificati e aperti
a una nuova rivisitazione. La mia intenzione e creare delle opere che appaiano familiari
e al contempo estranee. Catturare un sogno, una qualita inquietante.

Come Rusalka e Dorothea (The Moon Prophecy, 2021), la maggior parte dei tuoi progetti
vive una doppia esistenza: la fase statica/scultorea e quella attiva/performativa. Qual &
il ruolo del corpo in entrambe queste fasi delle tue opere?

Inizialmente ho concentrato il mio lavoro sulla maschera, come strumento con il quale e
possibile esaminare I'identita. Quando le maschere si sono espanse in sculture indos-
sabili per I'intero corpo e I'’elemento performativo si € sviluppato, il corpo & diventato un
punto focale del mio lavoro. In progetti recenti ho iniziato a riflettere sul ruolo dei “nuovi
corpi” che creo e sulle esperienze dei performer nel momento in cui li indossano. In ogni
progetto si instaura una relazione tra quattro corpi: il mio, che fornisce I'idea e il lavoro
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fisico per realizzare I'opera, la forma delle sculture indossabili, il corpo del performer
e quello del potenziale spettatore. Quando le sculture indossabili sono esposte come
installazioni, vengono posizionate su supporti in legno che imitano il movimento svilup-
pato con la performance. In questo modo aspiro a mantenere la tensione tra la scultura
indossabile installata e la sua capacita di diventare viva.

Anna Perach. Gasp. Exhibition view at ADA, Roma 2021. Photo Roberto Apa

LA PERFORMANCE SECONDO ANNA PERACH

Puoi raccontarci come concepisci le tue performance, in termini di processo di costruzio-
ne narrativa, movimenti e scelte musicali?

Ogni progetto inizia con la ricerca su un personaggio o una narrazione. Questo porta
alla formazione di immagini nella mia mente che poi disegno con gli acquerelli e ac-
compagno con un breve testo. In questa fase stabilisco I'ambiente dell’installazione/
performance, la natura delle sculture indossabili e I'esperienza che voglio creare. E
presento I'idea a dei meravigliosi professionisti, con cui ho la fortuna di poter colla-
borare continuativamente nel corso degli ultimi tre anni. Il mio team & composto da un
modellista, un falegname, un produttore del suono, una o piu performer e, soprattutto,
un coreografo — Luigi Ambrosio —, che & un collaboratore sotto diversi aspetti e ha la
capacita di tradurre le mie idee in una partitura di movimento. Una volta che la scultura
indossabile & pronta, iniziamo a provare € modellare lo schizzo iniziale dell’opera in
modo piu dettagliato. L’elemento coreografico € molto dinamico e, sebbene ci siano ele-
menti essenziali, la performer contribuisce personalmente alla dinamica performativa,
prendendo decisioni in tempo reale in base alla sua esperienza del momento. Il suono
e un altro elemento chiave per I'atmosfera dell’installazione/performance. Lavoro con
Jamie Hamilton e spesso creiamo il suono dai materiali che compongono il lavoro (ad
esempio: dal metallo, dal tufting, o dal respiro degli artisti). Come con Luigi Ambrosio,
mi piace molto la capacita che ha Hamilton di contribuire ai miei progetti e tradurre la
narrativa visiva in suoni provocatori.

E i rapporti con il pubblico? Quali sono i campi di relazione specifici che ti interessano?
Quando ho iniziato a lavorare con la performance, si protraevano per tutto il tempo
dell’opening, circa due/tre ore. In questi casi le sculture indossabili si relazionavano
occasionalmente con il pubblico in base alla natura del pezzo indossabile. Quando ho
iniziato a lavorare a mostre personali, la mia attenzione si & spostata sulla creazione
di mondi a tutto tondo, abitati dalle sculture indossabili: rivelando I'esistenza di questi
mondi al pubblico, questi ne diviene spettatore. Era piu opportuno quindi ridurre I'inte-
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razione diretta e sviluppare invece la performance come un evento, con una durata
media di 15-20 minuti. Credo che sia I’arco di tempo giusto per consentire un adeguato
sviluppo del momento performativo, lasciando anche al pubblico la sensazione di assi-
stere a qualcosa di misterioso che potrebbe invece risultare meno potente se durasse

piu a lungo.
LE TECNICHE DI ANNA PERACH

Come é nata la decisione di scegliere il
tufting come elemento strutturale princi-
pale delle tue opere scultoree? Il tuo ap-
proccio a questa specifica tecnica € cam-
biato nel tempo?

La mia ricerca e iniziata guardando la
casa dei miei genitori ed esplorando
come gli oggetti domestici siano in gra-
do di farci riflettere su identita, cultura e
temi emotivi. Ho sperimentato tessuti, ce-
ramiche e ricami oltre che assemblaggi di
oggetti di natura domestica, fino a quan-
do ho scoperto il tufting durante I'MFA
presso la Goldsmiths University. Questa
tecnica e il materiale utilizzato possono
essere associati a diversi temi che ho
esaminato all’'interno della mia ricerca,
come la domesticita, il patrimonio cultu-
rale e i ruoli di genere. E un medium che
ho sentito particolarmente vicino perché
mi ricordava il ricamo, ma con una po-
tenzialita capace di espandersi su scala
piu ampia. Ho iniziato realizzando opere
installate su parete e poi, gradualmente,
ho realizzato sculture indossabili.

Puoi presentarci il tuo prossimo progetto?

Anna Perach, Alkonost, 2019. Photo Paul Chapellier

Ho recentemente lavorato a Eye of the Collector, in occasione dell’apertura della galle-
ria Cooke Latham a Londra, e a una mostra collettiva presso la galleria Hales, sempre
a Londra. In entrambe le mostre espongo opere scultoree a ciuffo con elementi in legno
e metallo. Entro la fine del 2022 partecipero ad Artissima Art Fair con la galleria ADA.

— Eleonora Angiolini
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In conversation with Anna Perach

by MARIAVITTORIA PIRERA - 27 JUNE 2022 - INTERVIEWS

Seven Wives, 2020, tufted yarn & artificial hair, metal hooks and hemp rope, size varies, performance at Goldsmiths University, London, Photo by
Matt Ashford, Courtesy of the artist and ADA, Rome

Mixing Slavic folklore, pagan rituals, legendary myths and contemporary issues, Vi-
sual artist Anna Perach (1985, USSR) elaborates an original narrative with which she
explores the ancient and complex female archetypes underlying social conventions in
different communities. In Perach’s work, these «primordial images», always in constant
reformulation, become tactile creatures with hybrid and polymorphous features, capable
of evoking in the viewer both a sense of disquiet and familiarity. Made using the craft
technique of tufting (which consists in the production of tufts of yarn on a base support)
the sculptures are distinguished by their dual nature: static and dynamic. They can be
either stand-alone, self-supporting objects through the use of internal wooden structu-
res or wearable costumes as part of a performance program. Starting from the creation
of masks to the elaboration of life-size figures, Perach breaks through the intangible
boundaries of the collective unconscious by bringing attention to the cultural heritage
and gender roles that define contemporary society.

Your art practice is based on the technique of tufting. When did you first start using this
medium?

| approached tufting during my MFA at Goldsmiths University in London, and right away
| felt a sense of familiarity and attraction to its texture and 3D potential. Before getting
into tufting, | experimented with different materials such as fabric, ceramics and embroi-
dery, as well as assemblage of domestic objects. Due to its use in domestic settings,
tufting incorporates several characteristics that fit perfectly with many of the themes |
address in my research such as identity, domesticity, cultural heritage, and gender role
dynamics.

ADA
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We could call your aesthetic «grotesque». What
are your sources of inspiration?

Initially, | turned my attention to the analysis of
Slavic mythology, in particular | was attracted,
and still am, to those female characters who,
during the course of history, undergo some form
of transformation or whose role is distinguished
by its complexity and duality. Later, | began to
broaden my perspective by focusing on legends
and mythologies from other communities in whi-
ch the same archetypes are repeated. Through
my practice, | wish to reach the primal and un-
processed elements within, my own psyche and
also in that of the viewer. This intention has led
me to develop an aesthetic that is attractive, bri-
ghtly coloured, and familiar material, and at the
same time its underlying content disturbing and
uncomfortable.

Why did you become interested in analytical
psychology and why only in female archetypes?
In 2007, while completing my BFA in Art, | began
working in education and studying the theories

Baba Yaga, 2018, axminster yarn & artificial hai, 80 x 90 x 170 cm, Photo by Matt Ashford, Courtesy of the artist and ADA, Rome

regulate group dynamics while developing a strong interest in the field of psychothe-
rapy. Naturally, these experiences in the world of therapy penetrated and influenced my
work, which after all is about people and their stories. Being a woman, | easily identify
with people of my gender, | feel an immediate access to their world. In other words, |
feel a sense of empathy toward their stories, which | try to share through the use of ar-

chetypes.

Many of your works, in addition to being free
standing objects, are wearable costumes. When
did you start accompanying movement to the
sculptures?

It was a natural development that followed the
tufted mask. At that time, | was focused on ce-
remonial garments and their social function wi-
thin communities. | began to imagine the do-
mestic environment as a place of private ritual
where the mask is the costume that an indivi-
dual wears to suppress it. | began to wonder
what happens to the person once he or she
enters the costume, that is, wears the mask.
And so, the first activations began. The perfor-
mative element became an integral part of the
work, present from the conception of the work,
rather than a secondary addition to its comple-
tion. To study the movement of the sculptures
and their presence within the space, | under-
took a long collaboration with Luigi Ambrosio,
who has a great ability to inspire vulnerability
and strength in each character. When the per-
formance concludes, the costume is placed on
a custom-made wooden stand that mimics the
liveliness of the piece as it is activated.

Alkonost, 2019, tufted yarn, hand embroidery, 80 x 130 x 60 cm, Photo by Matt Ashford, Courtesy of the artist and ADA, Rome

ADA
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Spidora, 2022, Installation view at Edel Assanti, London, Size Varies , Photo by Andy Keate, Courtesy of the artist and Edel Assanti, London

Let’s talk about Seven Wives (2020). What is the story and message of this piece?
Seven Wives is based on the tale of the bloodthirsty Bluebeard [by Charles Perrault],
who killed his wives [one after another then throwing the bodies into the dungeon of his
castle]. One particular illustration in the fairy tale shows the room where the remains
are kept: the women’s heads have been severed from the lifeless bodies and hung from
a rope. In Seven Wives | recreated the seven capitonnées heads of the wives, each
referring to one of the seven Jungian archetypes of women. The heads are hung with
S (hooks often used for meat) from a hemp rope. During the performance, three masks
were activated, and the performers created personal rituals inspired by movements as-
sociated with hysteria. With this project, | wanted to reconnect the heads to their bodies,
the rational to the experiential.

Your earliest works are masks that have since developed into life-size forms, such as
Baba Yaga (2019). What prompted this evolution?

| started developing fuller pieces when | was able to make more complex and ambitious
forms. Speaking in terms of content, there was a gradual shift away from the face and
identity toward the body and the memories it holds. That said, | still enjoy making masks,
and | think it is fertile ground.

Sometimes in your performances, some characters meet like Baba Yaga and Alkonost
(2019). Where did the idea of putting these two mythological figures in dialogue come
from?

In previous performances, | had experimented with staging different wearable sculptu-
res to see how their meeting could enhance certain characteristics and aspects of their
characters. With Baba Yaga and Alkonost, | wanted to bring out the relationship betwe-
en mother and daughter: Baba Yaga [generally identified as a witch or enchantress
who can grant fortune and at the same time perform despicable actions] is the mother
with an intimidating and protective character, while Alkonost [known as the naive young
woman betrayed just before her wedding] is the daughter who is searching for her own
voice. While initially, during the performance, the mother plays a predominant role over
the daughter, gradually her power fades until it dissolves, leaving the daughter to emer-
ge as she becomes more self-aware and confident.

ADA

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



ADA

| would like to ask you about one of your latest works Spidora (2022). How did the idea
for this sculpture come about?

>As an integral part of working with performers, | inquire and try to trace their expe-
riences as they inhabit the sculptures. In particular, | am interested in the tension that
is created during the performance between the dancer and the wearable piece. And
it was this connection that led me to the image of Spidora [a monsteroues creature,
with the head of a woman and the body of a spider, born from the optical experiments
of English magician Henry Roltair]. For me, Spidora is a woman whose body has been
restricted and enhanced by a wearable device, whose transformation has confined her
body, thus making her a victim. Looking at this character a duality emerges between
the intimidating and fearful aspect of Spidora, as an association to the fearsome black
widow spider capable of devouring the male, and her vulnerable nature represented by
her confinement within the wearable piece. | wanted to expand her world and give space
to this complexity.

Spidora was recently exhibited in London in an
installation that included two other works, Sack
of Body Parts and Working Frame. How do the-
se three sculptures connect?

The exhibition space was Spidora’s lair, whe-
re she meticulously worked on creating other
body parts that were then destined to take on
more complex forms, like those of Spidora her-
self. All of the works [that make up the instal-
lation] have the potential to become «other»:
Working Frame preserves fragments of tufted
patterns from which Spidora was born, while
Sack of Body Parts, contains several patterns
such as heads, legs, hands, stitched together
into 3D shapes. These later hatched to beco-
me other Spidore. Spidora, therefore, does
not have a definite, predetermined form, but
is open and capable of developing additional
limbs and decomposing. In addition to Spido-
ra’'s story, the exhibition reflects on my studio
practice and the process of tufting, sewing and
creating wearable sculptures.

.

Anna Perach, Storia Notturna, 2020, Photo by Roberta Segata, Courtesy Centrale Fies1, Dro

The exhibition was accompanied by sound. Is sound a recurring element in your instal-
lations?

Sound is a powerful tool that can create certain environments allowing the viewer to
immerse themselves in the exhibition space. It is a component present in most of my
performances and solo exhibitions. | work with a sound producer, Jamie Hamilton, who
helps me transform images and my thoughts into sound. We often focus on the noises
and sounds that the materials in individual exhibitions can produce. For Spidora Jamie
recorded me while | was working in my studio, especially when | was working on the
frame with the gun, sewing and cutting. He also recorded the performer’s breathing as
he rehearsed the movements. This sound-making technique allows us to create an audio
idiosyncratic to the performance.
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miart 2022: le migliori opere delle gallerie in fiera a Milano

By Giulia Ronchi - 1 aprile 2022

miart 2022, Anna Perach, Ada, ph Irene Fanizza

DISEGNI, PITTURE, INSTALLAZIONI: LA FIERA MILANESE HA APERTO AL PUBBLICO
CON UNA SELEZIONE DI GALLERIE ITALIANE E INTERNAZIONALI, AFFERMATE ED
EMERGENTI, FINO Al PROGETTI CURATI. ECCO 10 OPERE TRA QUELLE CHE CI HAN-
NO COLPITO MAGGIORMENTE.

Visitabile fino a domenica 3 aprile, I'edizione 2022 di miart apre i battenti con una
selezione di gallerie italiane e internazionali, emergenti e established. Sebbene carat-
terizzata da una forte presenza di pittura — spiccano in particolare gli artisti africani —
non mancano all’'interno della kermesse anche installazioni, sculture, disegni su carta,
video, opere in piccolo e grande formato. Dopo aver curiosato tra gli stand (e avervi
raccontato le 10 migliori gallerie della fiera) vi proponiamo qui una selezione delle 10
opere da non perdere.

5. ANNA PERACH - ADA

Artista ucraina nata in Israele, di base a Londra: Anna Perach (1985) arriva a miart gra-
zie alla giovane galleria romana ADA, nella sezione Emergent. Colorate e potenti, le sue
maschere tessili — tre modelli esposti in fiera, usate dall’artista anche durante le proprie
performance — irrompono con energia e vitalita, rileggendo il passato in chiave contem-
poranea. Realizzate con I'antica tecnica del tufting e tessute a telaio, infatti, uniscono
la tradizione folkloristica dei paesi dell’est con I’evocazione della potenza femminile piu
ancestrale.
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Anna Perach, Gasp, 2021, installation view at ADA Rome. Photo: Roberto Apa

“Gasp” is the title Anna Perach’s inaugural exhibition at the ADA gallery. The convulsive intake of exhau-
stion and shock, the onomatopoeic wheeze of those who flee, the attempt to recover one’s breath, it
introduces us to the theme of this small yet stunning show: the objectification and subjugation of the
female body through Western history.

Daphne, 2021, a life-size sculpture of an acephalous and amputated female body in tufted yarn, reinha-
bits the pose of Gian Lorenzo Bernini’s immortal nymph (1622-25), captured in marble at the moment
she was touched by Apollo. Perach’s work omits the male figure, the manifestation of an overbearing
and oppressive patriarchy. As recounted by Ovid, Daphne transfigured into a tree to evade the god’s
advances, but he nonetheless took possession of her in arboreal form, telling her, “you shall be my tree.
My lure, my locks, my quiver you shall wreathe.” Laurel branches signifying Daphne’s metamorphosis
appear in a second bust resting on the floor (Transformer, 2021), piercing this bodily fragment.

Meanwhile, a hemp rope hanging like a clothesline draws a diagonal across the room. It supports seven
decapitated heads, again made from tufted yarn, dangling from butcher’s hooks (Seven Wives, 2020).
Maiden, hunter, lover, queen, mystic, sage, and mother (inspired by Jung’s female archetypes as well
as by the hanged wives of Bluebeard in the eponymous fairy tale) look out at us; a multicolored folkloric
fantasy moderates the real violence of patriarchal domination. Music composed by Jaime Hamilton,
which mixes rhythmic and strident sounds, creates a suspended and syncopated atmosphere that in-
tensifies the visual experience. The artist’s hand-tufting process refers to the feminized labor of carpet
making while eliciting a haptic and vitalistic response to the sculptures, which almost encourage us to
touch their surfaces, perhaps to exorcize the demons within.
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Anna Perach, Gasp, 2021, installation view at ADA, Rome, photo by Roberto Apa

For her solo exhibition at ADA, Anna Perach presents an installation formed of three sculptural elemen-
ts. Conceptually this exhibition explores the narrative of the detachment of the head and body in the
female form. The sculptures more specifically investigate the brutality of the compartmentalisation of
feminine body throughout different resources and stories in Western history.

Seven Wives, 2020, consists of seven tufted heads hanging on a hemp rope by S-shaped hooks often
used for hanging meat. Each head represents the one of the seven female archetypes proposed by
psychoanalyst Carl Jung: maiden, huntress, lover, queen, mystic, sage and mother. The idea of han-
ging the heads draws its inspiration from an illustration for the folktale of Bluebeard depicting Bluebe-
ard’s hanging dead wives, symbol of the violent and irrational behaviour afflicted to the female body
throughout history.

Daphne, 2021, and Transformer, 2021, are two tufted sculptures inspired by Griselda Pollock’s reading
of Apollo and Daphne (1622-25) by Gian Lorenzo Bernini in her seminal book After-Affects/After-lma-
ge (2013). In her writing, Pollock describes her experience when looking at Daphne’s gasping, open
mouth as if feeling Daphne’s soundless and desperate agony for Apollo’s undesired touch and her sub-
sequent transformation into a tree. Perach recreates in her version the position of Daphne in Bernini’s
piece but removes the negative figure of Apollo. Daphne is a dynamic, transitioning body but also an
amputated one, lacking a head for expression and arms for touch and protection. Transformer comple-
ments Daphne, the same body is here examined only as a torso penetrated by the branches that come
from within it.

ADA
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Anna Perach, Transformer, 2021, tufted yarn, wooden frame, metal wire, 90 x 65 x 75 (h) cm

Anna Perach’s artistic practice explores the dynamic between personal and cultural myths, finding the
specific interest in how our private narratives are deeply rooted in ancient folklore and storytelling. She
creates sculptural hybrids starting from female archetypes, in order to examine ideas of identity, gender
and craft. Her main mediums are performance and wearable sculptures realised with a technique cal-
led tufting, which consists in making hand-made carpet textile. Through this medium, Perach examines
how elements associated with the domestic sphere such as textiles and carpet operate as an extension
of the self and reflect one’s heritage and gender role. In her performances the tufted, domestic carpet
serves as an external added layer of skin, which hides the physical body but exposes fragments of the
self.

Anna Perach (1985, USSR) is a Ukrainian born Israeli artist, living and working in London, UK. She
holds an MFA in fine art (distinction) from Goldsmiths, University of London (2020). Recent exhibitions
include: 2021 — Herzliya Museum of Contemporary Art, Israel, IL (upcoming); ADA, Rome, [T, Vitrine
gallery, Basel, CH; The Ryder Projects, Madrid, ES; Cookelatham gallery, London, UK. 2020 — Saatchi
Gallery, London, UK; White Cube gallery, London, UK; Larsen Warner gallery, Stockholm, SWE; Cen-
trale Fies, Trento, IT. 2019 — MOSTYN, Llandudno, Wales, UK; agb Project Space, Budapest, HU. In
2020 she was a finalist at the Birth Rites Collection Biennial Competition for New Works and The Ingram
Prize. Anna also received a grant for the production of new work from Procreate Project via the Arts
Council England.
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Anna Perach, Gasp, 2021, watercolour on cotton paper, 23 x 30,5 cm
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Anna Perach - Gasp
di Mario Gatti

Pubblicato il 15 Settembre 2021

Anna Perach, Gasp, 2021, installation view at ADA Rome. Photo: Roberto Apa

Il respiro affannoso simile a un’ultima esalazione a cui allude il termine Gasp, titolo dell’ultima mostra
di Anna Perach, & metafora della condizione di affaticamento in cui versano molte donne in una civilta
notoriamente maschilista. Tematica principale dell’esposizione, visitabile da ADA Project a Roma fino al
25 settembre 2021, € infatti la brutale compartimentazione del corpo femminile nella storia della societa
occidentale, una ripartizione corporea repressiva verso la natura e la liberta della donna; & per questo
che le tre installazioni in mostra presentano personaggi a cui & stato reciso il busto o il capo.

Linteresse dell'artista per la ritualita artigianale, il folklore e la figura femminile € evidente fin dai ma-
teriali e dalla tecnica del tufting che utilizza: oltre alla performance tutta la sua produzione & costituita
da sculture indossabili realizzate in ricamo di lana su telaio in orizzontale, stessa modalita con cui si
producono tappeti in gran parte dell’Europa orientale. In Ucraina — paese di nascita della Perach —
quest’attivita € stata a lungo tra le principali fonti di sussistenza economica. Una tecnica che si lega
alla tradizione dei luoghi d’origine dell’artista e che allude alla donna in quanto pratica prettamente
femminile. Dopo aver realizzato i tessuti a mano Perach li rende tridimensionali, li trapunta e infine li
assembla in sculture indossabili.

A livello cronologico la prima installazione in mostra &€ Seven Wings, prodotta nel 2020, preceden-
temente a Gasp, e gia utilizzata per una performance a Londra. Si tratta di sette teste in tessuto di
lana appese a una corda di canapa tramite dei ganci: il riferimento & a un’illustrazione realizzata per il
racconto di Barbablu di Charles Perrault in cui le sette mogli di Barbablu vengono uccise € i loro volti
impiccati in fila su un cordone.
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Anna Perach, Gasp, 2021, installation view at ADA Rome. Photo: Roberto Apa

Le teste mozzate esposte rappresentano anche i sette archetipi femminili proposti dallo psicoanalista
Carl Jung, ma soprattutto alludono piu apertamente al comportamento irrazionale e violento che il
corpo della donna ha subito nel corso della storia. Riferendosi alla lettura freudiana dell’isteria come
stato emotivo esclusivamente femminile, I'artista contesta I'ildea secondo cui una separazione dalle
loro membra allontanerebbe le donne stesse dalla loro natura selvaggia e isterica, ‘curandole’ dai loro
sentimenti; € da qui che deriva I'esposizione di figure monche di porzioni del corpo. Di fronte a una tale
visione delle emozioni femminili, al pari di una malattia o di un difetto fisico, Anna Perach rivendica il
diritto delle donne alla liberta d’espressione contro una storia di repressione emotiva e sessuale.

A completare la mostra ci sono Daphne e Transformer, due sculture in tessuto stavolta prive della
testa ma dotate del busto che invece e assente nelle sette sagome di Seven Wings. Diversamente
da quest’ultima, le due opere in questione sono state prodotte nel 2021 appositamente per Gasp e in
questo caso, seppur eseguite con la stessa tecnica, non sono state rese indossabili data I'impossibilita
di allestire una performance a causa della pandemia. Ispirate alla lettura fornita da Griselda Pollock
sull’Apollo e Dafne di Gian Lorenzo Bernini, le due sculture rappresentano chiaramente le due fasi della
metamorfosi in albero di Dafne durante il suo tentativo di fuga dall’'attenzione indesiderata di Apollo.

La ripresa dell’opera del Bernini si avverte dal fatto che Dapnhe ha una scala piu scultorea che umana
e una cromia piu chiara delle altre installazioni, quasi a imitazione di quella marmorea. Tuttavia, rispetto
all'interpretazione della Pollock che si sofferma sulla silenziosa agonia della ninfa, Anna Perach appor-
ta delle modifiche, senza perod eliminare I'idea drammatica di questo mito: pur ricreando la posa della
Dafne berniniana, I'artista gli rimuove le braccia e la testa, quindi I'espressione, ottenendo una figura
dinamica quanto amputata.
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Differenza ancor piu evidente rispetto all’originale € I'eliminazione di Apollo. L'altra scultura in mostra
relativa a questo mito, Transformer, non fa altro che accentuare ulteriormente questa mancanza: non
incarna il dio innamorato bensi la seconda fase della trasformazione di Dafne che stavolta € ridotta solo
a un busto trafitto dai rami che gli crescono dall’interno.

Oltre alla tecnica del tufting & proprio I'assenza di Apollo a indicare la celebrazione del genere femmi-
nile e il conseguente intento critico: la donna non confrontata all’'uomo (come invece accade spesso) &
il segno della sua auspicata indipendenza dal proprio complementare opposto.

Anna Perach, Transformer, 2021, installation view at ADA Rome. Photo: Roberto Apa

Nell’evidenziare questioni di identita e di genere attraverso miti storico-culturali e narrazioni soggettive,
il materiale e la tecnica restano fondamentali per gli intenti di Anna Perach. La brutale oppressione
corporea sembra infatti essere accentuata dal ricamo in lana trapuntato che cela questi ibridi scultorei
al pari di uno strato aggiuntivo di pelle.

Tuttavia, proprio perché si tratta di tessuti associati a una peculiare attivita femminile, questi diventano
estensioni simboliche dell’animo delle donne che consentono all’artista di far emergere frammenti della
loro interiorita da quella forzata copertura. Se amputando parti dei busti la Perach allude alla riparti-
zione corporea della donna, questo tappeto in lana contribuisce paradossalmente non a coprire, ma a
svelare un’apertura verso la liberta femminile tramite il riferimento a una precisa tradizione artigianale.

ADA
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“Making, showing, maybe hugging family and friends in the near future”

Name
Anna Perach

Profession
Fine Artist

Website
annaperach.com 2021

Artist Anna Perach, Roberta Segata courtesy Centrale
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Where are you from?
| was born in Ukraine (USSR), grew up in Israel and live in London for the past 6 years.

Your style in 3 words?
Crafting female folklore.

Your weakness? Your strength?
Sleep. Working all night.

Anna Perach, Travel between worlds, 2020, Installation view

What makes you different?
I’'m not different

When did you decide to become an artist?
My granddad suggested it when | was a toddler and it kind of stuck. It has always been there for me
in some way.

What do you find most fascinating about your work?
The silence and peace of mind | get once I'm able to focus on work. Also being constantly able to form
ideas in my mind and give them shape.

A few words about your favourite creation?
| really enjoyed my recent project, Seven Wives, which had an interesting balance between sculpture,
installation and performance — all of which are mediums that I’'m exploring.

Someone else’s work that inspired or inspires you...
Many, at the moment I’'m thinking about Bernini’s work a lot. I'm also a big fan of Frederico Campanga’s
book, Technic and Magic.
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Anna Perach, Seven Wives, performance documentation, 2020
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Who would you like to work with someday and why?
| would love Habda Rashid to curate a solo show of my work. | had really inspiring talks with her and
feel that she would push my practice forward.

A new project coming up or an idea you want to work on?

Many, at the moment I'm thinking about Bernini’s work a lot. I'm also a big fan of Frederico Campanga’s
| have a solo show at Herzliya Museum of Contemporary Art, Israel and a solo show with ADA project
in Rome coming up in spring which I'm hugely excited about.

Finish the sentence ,More important than my career is...“
My son.

When the going gets tough...
| go to the studio.

Anna Perach, Seven Wives, 2020, installation view at Goldsmiths University, London

Put on your future vision glasses: What direction is our generation moving in, what will our world look
like in 50 years?
A desert land with a combination ancient/futuristic civilisations.

What would you do if you could change the World?
| would strongly recommend some form of counselling to most people.

If the universe is everything and it’s expanding, what is it expanding into?
I’m not sure, my only association is a black hole sucking everything into a void with rainbow colours.

Tell us about your future plans...
Making, showing, maybe hugging family and friends in the near future.
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Your city’s favourite spots?
The Barbican

Last but not least: what is your favourite Song?
Tender by Blur

One last statement please: ,Wood or stone, gold or art?"
Wood & art

Your #...?
#annaperach

Anna Perach, Seven Wives (detail), 2020
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Anna Perach, Seven Wives, Performance, Photographer: Matt Ashford Studio. Commissioned by Procreate Project
with the supportof the Arts Council England

SANDY DI YU in conversation with ANNA PERACH
SDY Could you briefly describe your practice?

AP | think the easiest way to describe it would be to start off with technique. In the past three years or
so, I've been working with a technique called tufting, which is a way of making carpets. With this, | make
three-dimensional sculptures which can be performed in. | start off by making an image or sketch of the
sculpture | want to create, a wearable sculpture.
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| create my own designs into it using different tufting guns. | have an electric gun and a completely ma-
nual one, and | can work with different heights and different textures. For example, for one of my works
in progress, | would have four separately tufted parts. Then, | would sew everything together and put
the lining in it, and if it's going to be an installation | would plan out the installation, or perhaps it would
be planned out before. If it is a performance, | would start working with the performers, or perhaps a
bit earlier. For performances, the rehearsal process would be the more urgent thing In terms of content,
there are three main pillars of my work. The first is femininity, or the exploration of the different aspects
of femininity. It is more about femininity as a concept or the different associations that are related to
it, not so much biological femininity. Anyone who experiences themselves in relation to femininity can
hopefully identify with my work in some way. The second pillar is craft, which is something | am really
interested in. This includes the place that craft has in contemporary art, as well as the harmonies that
arise from the combination of the place that women have in culture and the place that craft has in cul-
ture. The third is folklore. | think | tend to work with archetypes and very primal representations of the
female body, mythical women, or monstrous women, taken from different folklore stories.| started off
with Slavic folklore and | have since expanded to other folklore. | reuse those stories in order to retell
my own stories and take them to the now, to explore current narratives, or how those stories are still
mirrored in today’s societies.

SDY How did you get into art, and how did you develop your art to what it is now?

AP | was born in Ukraine when it was the Soviet Union. When | was seven, we moved to Israel so | grew
up there. | did my BA in art at Bezalel which is the art academy in Israel. | graduated from my BFA at
twenty-three, so | was relatively young. And then | kept on practising art but in less than a professional
way. | spent some time on self-exploration, of who | am as a person. | also did a diploma in art therapy
and counselling, which is something | still work with.

Anna Perach, Alkonost, Performance, Mimosa House, London, United Kingdom, 2019
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AP | worked as a counsellor for a bit and kept doing art on the side. | had a studio at home but it was
on “small fire”, as we say in Hebrew. And then my partner and | relocated to the UK and | felt that all my
anchors in life were dissolved, so | had to reconsider who | am and what to do with myself. Art felt the
most natural to me, and the only anchor | could reach to was art. | started working with painting again
and then | became pregnant. When | got pregnant, everything got crazier for me, because it is like a
whole identity crisis. | almost started to study counselling, as a full-on psychotherapist. | think when
things really change, like during pregnancy, you feel braver in a sense, you have less to lose perhaps?
So | thought, okay, it is either now or never. That is when | applied to both Slade (School of Fine Art in
London) and Goldsmiths (University of London). | got into both, which was amazing because | didn’t
think | would get accepted anywhere. When my child was nine months, | started my MFA at Goldsmiths

SDY s that why you did your Masters part-time?

AP Yes, | did a part-time programme because of my child, just to be more available, and also because
| work on the side, for financial reasons.
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Anna Perach, Alkonost and Pretty Lady (Kim), Performance, Elephant and West, 2020

ADA

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



ADA

Anna Perach, Alkonost, Performance, Mimosa House, London, United Kingdom, 2019
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Anna Perach, Baba Yaga, Performance, Mimosa House, London, United Kingdom, 2019
SDY Did becoming a mother affect your approach to your subject matters and your practice?

AP Yes, | think it definitely did. As | said, there is something about that state of your body transforming,
and for me, it came at a time when my whole life was transforming. It was so powerful that | got really
close to primal themes. Something about going through this process was a shaping experience.
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In that sense, definitely, | think it pushed me deeper in terms of research and in terms of what | wanted
to do with the arts. In terms of the more practical things, it put a fire under my bum. You don’t have
much free time as a parent, especially if you have younger children. You are always rushing, you are
always busy, whereas perhaps before you would have a bit more time to explore and think or be a bit
depressed. Which sometimes | miss, having that space. | didn't have the space to think so much, | just
had to use the time | had to actually work and actually be focused. So | think for me, it was a real driving
force. | also felt very responsible once | had my kid, where there was suddenly a huge responsibility
on my shoulders. If you choose to do something, it has to be justified. It wasn't like | was going to work
for a bank and saying: “Oh, I'm earning money for the family”. If | chose to do art, then | have to really
make the best of it. Otherwise, | would just feel extremely guilty.

SDY Did becoming a mother affect your approach to your subject matters and your practice?

Anna Perach, Play, Performance, Arcade project, London, United Kingdom, 2018

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



ADA

SDY Tufting is something that perhaps people wouldn't associate with sculpture, in the same way that
many crafts associated with domesticity aren’t. Could you describe its significance to your practice and
how you started using it in your work?

AP | come from a background of sculpture and installation. That is what | did in my BA. | did a bit
of painting and drawing, but it is not what | would consider my medium. It was more for the sake of
enjoyment and sometimes | wouldn’t enjoy it, but you know, as an artist you quite often experiment with
those mediums. | considered myself more interested in sculpture and installation. Before coming to
Goldsmiths, what | started doing was exploring the domestic space with the artefacts you might find
in these spaces, and how they can reveal cultural heritage as well as something about the person who
lives there, their fantasies and dreams, how the domestic space is almost an extension of the self. As a
part of that, | started working with materials associated with domestic space. That is how | found myself
working with craft as well. | did a bit of embroidery for a while and then when | came to Goldsmiths and
found out about this tufting technique, which is not very common. The second | saw the material, | really
fell in love with it.

Anna Perach, Uyut (coziness), Tufted yarn, 67 x 131 cm, 2017
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Initially, | was drawn to working with carpet as a part of researching the domestic environment because
the household | grew up in had plenty of carpets. At first, | was working with ready-made carpets. That
created an issue because the carpets | would buy would be cheap, so you had to think about their
production and who might be abused in that production and all this gets brought into your practice. If
I made my own, | felt that | would have much more control over the imagery and what | wanted to talk
about. Not that production and labour aren’t important, obviously, they are, but it was not the focal point
for me. | started with two-dimensional carpets, wall-based works. | was also interested in masks and
masquerades and their relation to identity. | thought, how about | just try to do a mask? It started as a
sort of an experiment. Before doing that, | remember being in a period of not being sure what | wanted
to do. When | made the mask, | was really excited, and so | just kept doing that. And then they grew into
bigger environments. Later, the performance aspect came into the work, so it expanded into another
field | could research. It opened so many doors for me. The first mask | made is called Shadow and it
is currently in Lisbon

Anna Perach, The ritual of the domestic, Performance, Roman Road Gallery, London, United Kingdom, 2018
SDY Why specifically “wearable”? What is the relation of your artworks to the body of the wearer?

AP Yes, | think it definitely did. As | said, there is something about that state of your body transforming,
and for me, it came at a time when my whole life was transforming. It was so powerful that | got really
close to primal themes. Something about going through this process was a shaping experience. What
| was partly interested in, in my research of the domestic, was to expose the underlying tensions and
anxieties you might have in the domestic environment. So | came up with the idea of this monstrous
mask that would be made with this technique and with soft materials, and | liked that tension. I’'m not
sure if the first mask was exceptionally scary, but that was the intention. | started off with two-dimensio-
nal masks, quite big ones, and then | thought, why not a three-dimensional one? So when it became this
3D mask, it became a wearable object. That’'s how the whole “wearable” aspect started.
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Most of my childhood, | watched my mom getting dressed and putting makeup on, her performance of
going out from the domestic space where she can be “free”, or less glamorous, to her transformation
into this diva. My mum is really into her makeup and her clothing. It is almost like Ru Paul; she really puts
in the effort. | think it is all layers of how you can reveal something or hide something, which is what you
do with a mask but also what you do with clothing. All those elements became the wearable sculptures.
And then | started exploring performance. | rarely performed myself.

So far, | performed twice. Once | performed in Goldsmiths just to understand better what | was doing
and to have that experience. | performed recently in ltaly because the performer freaked out and had
a panic attack, so | didn't really have a choice. But mostly, | don’t perform because I'm not physically
trained. A performer doesn’t have to be a dancer, but I'm not connected to my body in the way that |
would hope a performer that | work with would be. | do try the works on myself just to understand how
they feel and what someone experiences in them.

Initially, when | started working with performance, | found it quite challenging because | think more in
3D, and it took me a while to adjust to thinking in movement. | saw these images in my mind but had
no idea how to translate them into something performers could actually understand. Especially when
you’re working with young performers, they’re really looking for those instructions and directions. What
| often do now is discuss with them the idea of what | want the specific character to create, what is the
dynamic within the performance. Another thing that really helped me was working with a movement
director. It has been an amazing collaboration with Luigi Ambrosio.

With him, I'll have an idea, we would discuss the idea, and we would think about what would be ap-
propriate to represent this idea in movement. He has his own background with movement and dance,
and he can bring those associations in. And then we rehearse. | never used to rehearse when we first
started off. Now, it's not so much choreographed in terms of strict sequential movement. There is quite
a lot of freedom for the performer to embody the character, but there are guidelines, and there is an
understanding of what that character, or them as that character should achieve. An in-between perfor-
mer and character

SDY In another interview, you were talking about reactions to some of your works, and you described
some kids who freaked out, which is both fantastic and funny. Could you tell us more about this?

AP This was a performance at a shopping centre that had a gallery space in it. It was Whyteleafe
Shopping Centre, which was the first shopping centre in London, but it no longer exists. We were there
in its final days before it was due to be demoli20 shed. In that performance, the characters were
walking around in the space. It was earlier days for me in terms of performance. Visitors could experien-
ce wearing the garments as well. This was part of the idea of the show. It was called “Play”, and there
was an interactive aspect to it. A lot of people came with their kids to the show, and it was interesting to
see how the younger children experienced it. There was something really natural about their reactions.
They were kind of scared in the beginning, and then they felt more comfortable after a while, to touch
and get close. And then there was this sort of violence, this craziness where they were running around
with it.

SDY Very Lord of the Flies.

AP Yes! It is definitely that. There was some sort of a release, where it felt like they were without boun-
daries. We had to stop them at some point because they were just going off. It's dangerous for the work
and for them, potentially. | like that the work brings this sort of energy.

SDY There’s an aspect of feminist reclamation in your works. Specifically in Seven Wives, a project
commissioned by Procreate Project, by giving Bluebeard’s wives back their bodies they are able to
perform their anguish, turning a cautionary tale for hysterical women into a stage. But the women are
still caught on the rope, reclamation without emancipation. Could you speak about reclamation in rela-
tion to this work?
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Anna Perach, Seven Wives, Performance,, 2020. Photographer: Matt Ashford Studio. Commissioned by Procrea-
te Project with the support of the Arts Council England

Anna Perach, Seven Wives, Performance installation, 2020. Photographer: Matt Ashford Studio. Commissioned
by Procreate Project with the support of the Arts Council England
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AP | think if there were emancipation, that would be an easy solution. | think there is a lot of violence
within that sort of hanging and a lot of anguish. The S hooks that they’re hung with are reminiscent of
hanging meat. That's what the hooks are made for. To acquire them, | visited all these butchers. | don’t
eat meat, so it was quite funny for me as a vegetarian, going in there, not interested in buying any of
the meat products, asking them about the S hooks and where | could buy those and where they get
them from.

SDY The kind of question that a serial killer might ask.

AP Yes, it was quite strange because | don't look particularly intimidating or like a serial Killer, especially
to the typically large men who work at the butcher shops | visited. So | first tried out these smaller ones,
but the ones | ended up using are bigger. But back to the question about emancipation, | don't think
there is a release. | think there is more emphasis on the disconnect and the violence of that discon-
nect. Going a bit further, taking that story but to an experience that | know a lot of women have, myself
included, it's how you learn different ways to disconnect yourself from your body. So there’s your mind
or your head as the place that holds the mind, and your body as an object, and how there are almost
two different experiences. This piece is really influenced by ideas of hysteria as well and how Freud
defined hysteria in the early stage. It is a condition where the body is communicating in one way what
the mind or the mouth cannot communicate, what can’t be verbally processed. One cannot hold this
tension so the body sort of just goes off. What Freud found out was that through talking therapy, once

the prison that the mind experiences is released, the symptoms of the body stops.

SDY In this performance, there are three figures that have their bodies back, but their bodies are barely
distinguishable, wearing the same dress. What's the significance of this?their bodies back, but their
bodies are barely distinguishable, wearing the same dress. What's the significance of this?

AP | was thinking about how, throughout history, the female body is on the side of the uncontrollable.
There are all these fears, really ancient 25 fears about female genitals, castration fears, or menstruation,
the whole body... there is an immense sexuality that needs to be caged and placed into the domestic
space. So all those things are sort of carried with the body. My reading of the story, of Bluebeard cutting
off the heads of his wives, was more cutting off the bodies. It becomes a gesture of cutting off all that
is uncontrollable, leaving just the mind, which is more associated with rational thinking, less related to
nature, less related to cycles and all the unknown and the transformative. For me, that gesture of putting
the body back to the head was coming from that thought. You were speaking about how the characters
are not fully released, fully free. For me, the emancipation comes only when the body is given back
to the head. You bring what was cut off, as a woman, to the body. In terms of the dresses, they were
sewn as traditional Slavic sarafans, which is a type of dress that peasants wear. They also look like
nightgowns.

SDY They look really comfy

AP Yes, | always wonder whether | should wear them now, as they are also quite pretty. But then | won-
der, do | want to wear them with their associations? Maybe not... so they are just kept in storage in my
cupboard. In any case, it's sort of a wink to the Slavic heritage. Additionally, there is a famous perfor-
mance we evoked, with my movement director when we were working on this piece. The director, Bro-
nislava Nijinska, was an avant-garde theatre performance director. She made this really amazing piece
about a peasant woman who was married to this man, and how she experiences that almost as a rape.
Some of the movements were inspired by these movements, referencing this piece. For me, it gave the
piece another layer. The other reference to the movements were hysterical movements. When you look
at women who were diagnosed with hysteria, they had typical movements with their hands up, just a
number of movements, which we incorporated into the work as well. It was the early 20th century, so it
was documented in images. Interestingly enough, after that, when | looked at some images of witches
from the middle ages, they have similar gestures. The drawings show similar hand movements. But it
could just be me making that connection, | am not sure. Although it does make sense.

ADA
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Anna Perach, The Red House Lord, Tufted yarn, artificial hair, wooden frame, 115 x 140 cm, 2020

Anna Perach, Pafti (Belt buckles), Tufted yarn, artificial hair, 51 x 68 cm, 2018
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SDY What are your influences beyond the literary and mythical?

AP There is a contemporary philosopher who is around my age, based in London, named Federico
Campagna. He wrote this book that | read for my MA thesis called Magic and Technic. In this book, he
really describes something that | didn’t know how to put to words. He talks about world-making and
what | find interesting is how he describes the last however many years that were influenced by this
idea of scientific thinking, even before capitalism and the industrial revolution. He calls it the world of
the technic, and that this world is now getting to an end. Generally speaking, we all feel in some ways
that something is not working, that there is this feeling of the end of the world. And then he talks about
a new world, perhaps the world of the future, which is the world of magic, which has much more fluidity,
which can be this and this, and it doesn’t have to be this or this. And it is much less rational, in a sense.
He talks about the previous world-making, for example about ancient mythologies. | think that's what
| want to create within my practice. | want to create something that takes on this fluidity, which is very
much related to the idea of the feminine body. It's what | imagine is this world, this future world where
he perception is much more fluid and much more inspired by all those things that are connected to the
body. In reference to Seven Wives, it’s all those things that are cut off for the sake of rationality. Going
back to this new “magical world”, if we are to go with this metaphor, | think it is against how we experien-
ce technology now, and | think that is why | enjoy the craft aspect of art so much: it's a world where you
can experience things physically. It's a world that is much more based on experience than the mind, or
the rational experience. And that’s what | look for when | view art.

SDY How do you decide on the design of your work?

AP | create sketches. | didn’t use to do a lot of sketching, but when you work with people you have to
explain to them what you want. | started off with Slavic folklore because | was really mindful of cultural
appropriation, not wanting to use somebody’s heritage or cultural imagery without understanding really
what | am doing. But the more | researched, and the more | saw these archetypes... going back to
psychoanalysis, you have Jung who speaks about recurring images and themes that occur across all
cultures, all folklores. With this, | felt a little more secure about using different imagery and taking inspi-
ration from that. Then | create the sketch of a character | imagine in my mind. | work with watercolours
often. Interesting enough, people respond really well to them as independent work. | really enjoy doing
them, but | was a bit surprised that they hold value for others. When | actually do the work, | try not to
overthink it. | am constantly overthinking things, so when | do this, | try to just play around with it and
trust that those things are processed enough and that I've been doing this long enough to make sense.
| try not to be too regimented.

SDY What do you have planned for the upcoming year for your art?

AP | have the solo show at the Herzliya Museum of Contemporary Art in Israel and another solo show at
ADA Project in Rome. | also have a two-person show in London with Anousha Payne, who is an amazing
artist. There are lots of things in the works.
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84: On_Collaborative Art Practices, Counseling and Feeling Pressure to
Make Every Moment Count with Anna Perach

JANUARY 18, 2021 BY KAYLAN BUTEYN
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Artist - Anna Perach

It was my pleasure to interview the multi-media artist (and new Crit Group Crew mentor) Anna Perach,
a Ukrainian born Israeli artist living and working in London, UK. Using hand-sewn tufted carpets, Anna
painstakingly creates garments that are then used in performance pieces inspired by Slavic folklore
and her own community practices as a counselor at Place2Be, a children’s mental health charity. In her
collaborative performances, she aims to connect shared archetypes of domesticity with folklore and
female identity.

Having both experienced our MFA programs through the lens of being pregnant and caring for new-
borns, we talk about the preciousness of time and the pressures of making every moment count in the
studio and at home.
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Taking her son to art museums is a large part of his education, just as it was for her as a child. Anna
reflects on her own childhood growing up in the Soviet Union (before it was the Ukraine), moving to
Israel at the age of seven, and then moving to the UK in adulthood as her partner was pursuing his PhD.
We also discuss how she pursued an art therapy degree and how helping others process and feel their
own stories continues to inspire her own work.

Anna’s outlook on her art practice is so refreshing. Her orchestration of her whole process shows us
that we can think bigger than what we can make with our own hands. By connecting her whole life story
into her art practice, she reveals that no life paths are wasted — even when they seem to divert off of the
typical art career trajectory.

See more of Anna’s work on her website — https://www.annaperach.com

Find her on Instagram @anna_perach

The Artist/Mother podcast is created and hosted by Kaylan Buteyn. You can see more of Kaylan’s work
on her website or connect with her on Instagram @kaylanbuteyn

Anna Perach, Seven Wives, Performance, 2020, at Goldsmiths University, London
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Anna Perach, Seven Wives, Performance commissioned by Procreate Project
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Anna Perach, Mother of Egg, 2019 tufted yarn, beading and wooden frame, 90 x 150 x 110 cm
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Anna Perach, Frida, 2020, tufted yarn and wooden frame, 130 x 150 x 190 cm
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M.A.M.A. Issue n.40: Anna Perach and Jane Yolen
3 February 2020

Procreate Project, the Museum of Motherhood and the Mom Egg Review are pleased to announce
the 40th edition of this scholarly discourse intersects with the artistic to explore the wonder and the
challenges of motherhood. Using words and art to connect new pathways between the academic, the
para-academic, the digital, and the real, as well as the everyday: wherever you live, work, and play, the
Art of Motherhood is made manifest.

Feb 2020: Art by Anna Perach Words by Jane Yolen
Art by Anna Perach: Wearable Sculptures

MAMA,

Anna Perach

Anna’s practice is informed by the dynamic between personal and cultural myths. She explores how our
private narratives are deeply rooted in ancient storytelling and folklore and conversely how folklore has
the ability to tell us intimate, confidential stories about ourselves. In her work She synthesises female
mythic characters and retell their stories while placing them in the current climate. By doing so Anna
creates an experience of eeriness, evoking a sense of both familiarity and distress.

Anna’s main medium of work is wearable sculpture and performance. She works in a technique called
tufting, making hand-made carpet textile which she transforms into wearable sculptures. The sculpture
functions as both a garment that is performed in as well as an independent sculpture. Through this
choice of medium Anna is interested in exploring how elements associated with the domestic sphere
operate as an extension of the self and reflect on one’s heritage and gender role. Her performances
reverse this dynamic and exhibit the private domestic carpet as an external masquerade both exposing
and hiding fragments of the self.
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A Creative Conversation: Stéphanie Ruth & Anna Perach

3 August 2020

Drawing on personal experience and folkloric
myths, Anna Perach uses a traditional craft tech-
nique called tufting to create wearable sculptures
that come to life during performance in front of a
live audience. Anna’s work serves as a mystical
antidote to a hyper-rational technocratic reality that
has failed humanity systematically since years.
Stéphanie Ruth spoke to Anna to find out why her
practice is more relevant than ever. In this interview,
she reflects on the future of her practice and the
development of craft and design in a Covid-19 wor-
Id...

Stephanie Ruth: Hi Anna, thanks for taking the time
to talk to me today. | would like to first of all find
out how you’re doing? The lockdown has just been
lifted in London. How have you fared these past
four months?

Anna Perach: Hi Stephanie, it's all good. | mean, it
has been quite stressful but | don't think that has to
do directly with the lockdown. What was stressful
was not having a nursery and lots of studio visits
cancelled, shows postponed, including the Gold-
smiths degree show. In the beginning, | thought to
Anna Perach, Birth Mark, tufted yarn & metal wire, 80 x 120 myself that it could be nice to have S.Ome time .—|tS
cm. 2018 all been too much recently—but, being a full-time
mom without the support of a nursery and with

SR: Did you have the opportunity to work?

AP: Yes, | was going to the studio. | was lucky enough to have the studio open. | participated in the
artists’ supports pledge with the gloves and continued with my projects but on a low key. There were
also a few projects for my MFA at Goldsmiths that | needed to finalize.

SR: At the moment, our lives are becoming more digitalized, as we see the world through our screens.
On the flip side of that it seems as if we are craving more tactility. What do you think?

AP: Yes, | definitely feel it in the contemporary art sphere. There is a lot of work produced with clay,
ceramics and textile. As well as more work that has to do with folkloric narratives. | guess that the more
we feel that the processes of enlightenment, scientific and technological progress are failing us on the
level of emotional needs, the more we become drawn to wanting to experience with our senses and to
imagine things we've been told not to trust, as they are difficult to explain and perhaps can’t be proven
beyond the experiential. On a more practical level, | wonder how artists, myself included, can manage
to produce work that address one’s senses when the current circumstances are dictating distance — if
the spectator can’t have access to the physical work? I'm talking specifically about the lockdown now.
Things have been getting a bit easier recently and it seems like shows are gradually reopening but there
remains an anxiety that follows me about this situation that is here to stay; that we could be in and out
of lockdown continually.

SR: You expressed interest in experimenting with domestic objects and collaborating with me on design
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pieces. Could this be a new means by which to reach an audience? I'd love to hear more about your
ideas for working in a domestic setting.

AP: My work started from the domestic. | had started thinking about how domestic spaces are personal
environments and how unconsciously we put ourselves in them. The things we have at home are sym-
bolic. When | saw that you’re venturing into this new project with interior design, | thought it would be
great to work together and think about how | can incorporate my work back in a domestic environment
and think of it as an installation. | could curate the domestic setting and each object in it, consciously
thinking about what kind of symbols are placed. In Israeli culture, it is common to have icons protecting
against the evil eye. How do we modernize these symbols? We tend to think that this is something our
grandmas do. Or, associate them with less progressive or cultured people. Though now they are ap-
pearing more frequently everywhere. How do we take existential fears that we have about getting hurt
by different aspects in our life and incorporate them into modern design. | don’t know what the end
result would look like but that’s the initial attraction for me—thinking about how to curate an environment
together, or if you create an environment with a client, how could | adapt to that space? Perhaps there
is a design element to it as well, for instance, how do | work with the structure of the house, what could
my contribution be. That dynamic is something I'm interested in.

SR: That would be exciting! We continuously develop
new sensations through physical engagement with our
surroundings and it would be interesting to see how you
challenge this in a private space. For the most part, your
work is performative —the wearable sculptures are to be
experienced and interacted with and not merely beheld?

AP:  Definitely. The most interesting observation | had

when showing as part of your exhibition ‘Play’ was se-

eing how the masks fascinated the kids at the opening

and their response to them. This is how one can really =
tell the impact of the work. Adults often have intellectual
defences, they’'ve been cultured, but kids don'’t. It was
interesting to see how in the beginning the kids were “fre-

aked out” and hiding behind their parents. Gradually, they

became more engaged and playful. Which followed by a

sort of aggression and attempts to what seemed as trying

to destroy the masks. | remember a scene where one of

the kids was running ahead followed by a bunch of kids

all trying to catch the masked performer. It got a bit much

and the performer needed help because they were trying _
to climb all over her. | found that response fascinating. | :r?givsgéaecnh% rg”ﬁ???;ﬁgég% Sﬁftfﬂdaﬁg’hfzfg%?ﬁ
want the work to draw you in. | want you to getinvolved in = gjo

it regardless if it's three-dimensional or wall-based. | want

to create that sort of eeriness as well.

SR: Your wearable sculptures definitely provoke a reaction. The audience is transformed from voyeur
to participant.

AP: That’s exactly what | want. As an art lover and participant in culture, in art, | feel sometimes that
art and exhibitions act like a puzzle that one has to solve intellectually. You're made to think: does this
reference this or that? I'm not putting that down as it can lead to interesting conversations but for me
there is something lacking. | would like to get to that sensual element. I'm fine with my work not being
for everyone. | think some people find it quite aggressive. | think about it as a form of transformatio-
nal space where you can participate in this experience with the performers, with the sculptures and
afterwards, you can leave.

SR: I'd like to ask about your childhood. Did your upbringing influence the way you think about art
today?

AP: | like to give space to feelings. Our emotions have a place, our experiences have a place, which is
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Anna Perach, Storia Notturna, Day-long performance. Photograph: Roberta Segata courtesy of Centrale Fies

slightly against what | experienced from my father, who is a scientist and taught me that everything has
to have a bottom line, everything must be constructed. Anything slightly more amorphic is hard for him
to accept. | was writing about why folklore is needed now and found myself getting really angry with all
these people shutting you down.

SR: What make you angry?

AP: | was writing about the appearance of folkloric storytelling in contemporary art. The more | was
researching, the more | found that the same patriarchal regime is responsible for the dismissal of wi-
tcheraft, magic, women rights and other elements that didn't fit with linear progress . Those kinds of thin-
gs have been moved to the outskirts and considered dangerous. | feel that our world at the moment is
very much about what can be capitalized on and less about how we experience and sense. So, | found
myself getting angry and feeling restricted. When | think about it, | realize that perhaps my upbringing
is partly responsible for these feelings.

SR: I find your re-telling of female folkloric narratives inherently feminist. Why do you think it is important
to tell these narratives today? Do you think they resonate with contemporary culture?

AP: | think that is their role. There are two questions here. In terms of the feminist aspect, it is about that
type of thinking, based on intuition and experiential knowledge that has been associated historically
mostly with women. It has been pushed aside and labelled as unscientific, not proven and dangerous.
For me, it is an attempt to bring those things back. | feel that it definitely resonates with what we’ve
been speaking about regarding the pandemic. We're experiencing the feeling of the end of the world,
that things are shifting, changing the way they’ve remained since the Industrial Revolution. This way of
life is not working anymore. It’s all collapsing. So, in the sense, I'm trying to bring back the experiential
aspect as something that could be an alternative. | read this book called Technic and Magic by Italian
philosopher Federico Campagna.

SR: | don’t know him. Who is he?

AP: He's contemporary writer, who speaks about the universe of the technic, which is what we spoke
about in terms of the restriction of everything being measured in terms of production. This affects our

ADA

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



ADA

thinking. It is almost as if everything we do, we try see if we can restrict it into a measured form.
Everything becomes economy in a sense, like a factory. This has taken hold of our ability to imagine.
Campagna writes that this period in Western culture is ending now and suggests that the next thing will
be the world of magic. He writes about how experiential moments and ancient narratives could inspire
a new start. | feel very close to those ideas and was grateful to read something that helps me better
understand what I’'m thinking as well.

SR: His ideas sounds like they resonate completely with your work.

AP: They resonate with contemporary culture. Even pop culture; you have the popular TV series, Game
of Thrones, which is very much about past universes and magical powers or the other TV series, Ame-
rican Gods, about the old Gods fighting with the new Gods of technology. Or the super heroes in the
Marvel movies who defend the world? On a subconscious level, it is already all around us. In terms
of my practice, the technical labour is a big part of what the work is about. The works are produced
ma-nually and each piece is different so they are not something that can be reproduced or fit in to a
tight category.

SR: Do you consider yourself a textile artist?
AP: No, | use textile and this technique in my practice as | feel it’s relevant to what | do and want to

achieve. My intention is to give form to some of the ideas we spoken about and less about the explo-
ration of the possibilities of textile.

Anna Perach, Travel between worlds, Installation view, 2020

SR: Your work is about stories and the experience of the performance. The wearable sculptures are
the vehicle through which you tell stories. If you think of a craft practitioner, their act is primarily to en-
gage with material, its flow, tradition and essence. While the artist takes the medium and challenges or
reinterprets it.

AP: | enjoy the medium as well but the focus is not on how can | push this medium forward, it's about
how do | work with the content I'm interested in within this medium.
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SR: How did you get started with
tufting? What did you before?

AP: Before Goldsmiths, | was
doing lots of embroideries. | was
interested in how you can use the
medium of embroidery, which has
this association with the domestic.
| wanted to see how | could work
with this domestic and craft-like te-
chnique to produce something re-
levant to my life. | like bad taste and
kitsch and enjoyed playing around
with those connotations. Then at
Goldsmiths, they offered a work-
shop called ‘Constructed Textiles’.
| saw the tufting and was immedia-
tely eager to try it. The first work
was extremely difficult physically to
make. | thought that | may never do
it again, but | came back and fell in
love with it. | like the craft aspect of
it. | enjoy the physical part of wor-
king hard. | feel like I'm doing so-
mething.

SR: Do you have an idea of the
story that you'd like the sculptures
to tell when you begin working?

AP: For the most part, | base it on a
certain story and have a visual idea.
In order to construct something,
you have to create a pattern and
in order to create a pattern | have MUY
to know what | want to do. Some- Anna Perach, Mother of Egg (detail), tufted yarn, beading and wooden frame,
body has to wear it so | have to 90 x 150 cm, 2019. Photograph: Matt Ashford Studio

think about how it will breathe and

move. | prepare a sketch based on

a rough idea. The process entails collaborating with various people. Someone helps me construct the
patterns. A choreographer helps with the movement and a music producer with the sound. More and
more people are getting involved, which is amazing. I'm so appreciative that people take part in my
vision. | can'’t bring to the table the same knowledge and abilities as somebody who has worked with
dance and movement.

SR: I have found that collaborating with different people is a catalyst for telling new stories and opening
up to new possibilities.

AP: Yeah, exactly. The more | do it, the more confidence | gain to let go and become adventurous with
how | present the works. | was doing rehearsals for an upcoming performance recently and saw one
of the sculptures lying on the floor there with its folds and it looked beautiful. But, | felt a bit frightened
to show it like that. As an outsider looking at it, it may be interesting because there is something alive
about it. | am developing more courage now to be like, okay, I'll do the work that needs to be done,
follow it and try not to push it into some sort of preconceived form. | have that tendency as well as that’s
how | grew up. | can be very organized, very constructed but also have this fight in me, like fuck that,
I’m going to see how it goes.

SR: | noticed that you changed the way you present your sculptures. They stand on special wooden
legs now that look ergonomic and bird-like, almost in a state of movement, instead of the more traditio-
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nal-looking plinths. What made you change this?

AP: | didn’t have a better solution than those plinths we used two years ago at Play. | realised since
then that | would like to create a sense of tension with the sculpture, uncertainty about whether it will
suddenly move, whether it is alive. During the performances, | started paying attention to postures that
I liked and seemed effective. | thought to imitate those positions with the wooden sculptures standing in
a way to give them that potential kind of liveliness. This is something | will progress with because | think
it's not the final form. It will continue developing. What I'm doing now is to think about what they actually
do during the performance. What's happening, what's the dynamic between them? For the next project,
I’'m planning a performance with the objects in the get-go and have the whole picture in mind. | know
what will happen in terms of the sculptural elements and with the performance.

SR: You sound like a director creating a mise-en-scene.

AP: It's exciting because | was thinking about becoming a theatre producer or designer at one point. |
studied theatre for a year a long time ago and it was not really what | wanted to do but | love the Ballets
Russes and early 20th century avant-garde theatre and dance. I'm very inspired by those.

SR: Have you looked at Oskar Schlemmer’s Triadic Ballet? Schlemmer conceived of everything in his
ballets, from the costume to how it affected the dancer's movement to the set design. He conceived it all
as a total work of art, a Gesamtkunstwerk. His motives with the Triadic Ballet were to realize an absolute
art form that would lead man towards a higher awareness that united his soul, mind and spirit — the new
man, as he called it.

AP: Yeah, | love it. I'm so inspired by that. | think the discussion about the post human is relevant. It
is the same thing over and over again. | want to be part of that tradition as well and gradually start to
incorporate those elements. | like thinking about how to create an environment thinking about the light,
the movement, how it all moves together with the garment. I’'m starting to step aside from solely creating
sculptures into thinking about environments and movement as central part of it. In my fantasy, in 20
years | will have this huge team of people and we’re all going to do these amazing productions.

SR: / can't wait to see.

About the artist

Ukrainian-born, Israeli artist, Anna Perach lives and works in London. In 2008, Anna received her Ba-
chelor of Fine Art from Bezalel, Academy of Art and Design, Jerusalem. While practicing art Anna de-
veloped an interest in the field of creative work with people challenged by mental health difficulties.
This led to a Diploma in Art therapy and counselling. In 2014 Anna relocated to the UK where she
continued her artistic development taking part in a Master in Fine Art program at Goldsmiths, University
of London. She graduated in July 2020.

Anna has exhibited in various spaces in the UK, Europe and Israel. In 2018, Anna participated in Play,
an exhibition curated by Stéphanie Ruth (@studio__sr) with the aim to engage both adults and
children in the experience and spirit of play. The result was an immersive exhibition playground. In
2019 Anna took part in several group shows including Apparatus at Packham 24 photo fair London
and Textus ex Machina in a project space in Budapest. That same year she was also one of the
finalists of the Mother Art Prize, Mostyn open 21 and Ashurst Emerging Artist Prize.
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Step into the outlandish world of wearable carpet sculptures, where Sla-
vic mythical characters come alive

Created from intricate tufted carpets, Anna Perach’s sculptures embody female myths and legends. But
her work truly begins when performers step inside those artworks — and begin the work of delving into
the stories and the stereotypes they represent.

16 July 2020

Performers wearing Perach’s Alkonost (2019) and Baba Yaga (2018)

There are many reasons for visiting an art exhibition, but among the most common is the desire to
escape: to shun reality and be transported someplace else. Stepping through an imaginary threshold
between the “real space” and the “art space” can almost feel ritualistic. Mundane objects reveal their
hidden meanings, while canvases provide windows into both ourselves and different worlds. Our inte-
ractions become quiet, and temporality thickens around us — we spend hours standing or sitting in one
place, contemplating, or sharing our experience with others.

Ukrainian-born Israeli artist Anna Perach also seeks to create these intimate ritualistic spaces, conjured
from the power of art. By creating wearable sculptures from hand-crafted carpets, Perach re-imagines
Slavic mythology and its archetypal female characters. By staging their stories through her own con-
temporary rituals, her practice explores relevant issues around current politics and identity.

Perach first began exploring her Slavic heritage as it was projected onto her by others as an immigrant
in Israel. She later earned her diploma in Arts Therapy and Counselling before pursuing her MFA at
London’s Goldsmith’s university, where she discovered the traditional method of carpet tufting to give
shape to her intricate sculptures.

Now she blends the two. Visually, Perach’s work is steeped in rich symbolism and colour, drawing on the
language of folklore and the historic tradition of embroidery to engage with ideas of nostalgia, heritage
and belonging. They intertwine with her own memories of growing up in Ukraine, and are interlaced with
her experiences as woman, artist, mother, and daughter.

The sculptures themselves are inspired by specific gendered archetypes, such as the evil hag or the
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naive maiden which appear a wealth of global myths and legends. Even the creation of each artwork,
and the intricate method of carpet tufting itself, is described by the artist as an intimate and ritualistic
process which is tightly linked to gender: “/ love the labour-intensiveness of carpet tufting and con-
sciously emphasise its decorative, spectacular potential. | want to foreground these traditionally female
crafts that were historically regarded as secondary and less valuable within Fine Art. Working with fini-
shed carpets made me feel restricted in terms of their given imagery and the production methods by
which they were made, which is what brought me to the decision of producing my own.”

A performer wearing Perach’s Baba Yaga (2018) A performer wearing Perach’s Alkonost (2019)

Once made, Perach’s pieces can be displayed as free-standing sculptures. But it's by allowing others
to wear these sculptures that Perach truly creates another world. By wearing the artworks, performers
can use them to create their own rituals, bestowing a new-found agency upon the female archetypes
that the costumes represent.

In her wearable sculpture Baba Yaga (2019), Perach explores the story of the witch Baba Yaga, who,
according to folklore, is an outcast living by herself in the forest. She is labelled as a dangerous and
ugly “hag” by the rest of society. But an alternative, critical reading of this tale is one of Baba Yaga
being shunned by society by refusing to conform to social norms and other people’s desires. Perach
highlights the character’s profound connection to nature as another quality that has been historically
associated with witchcraft and thus demonised.

“To me, Baba Yaga is the symbol of a matriarch. There is something threatening about her; she is
powerful and self-sustained,” says Perach. The weighty, large headpiece symbolises Baba Yaga’'s ma-
triarchal status and wisdom, while also giving her an ominous appearance. The thick cloak or robe has
a dark, earthy colour palette of blacks, greys, browns and maroons and is embroidered with imagery
alluding to nature and witchcraft.

Perach is fascinated by archetypal women with the ability to “give or take life”. In Baba Yaga's case,
she has the power to bless visitors with good fortune, but she can also kill them. For her sculpture
Alkonost (2019), another wearable piece, this power is borne out of a different story. In Russian
mythology, Alkonost is a hybrid female creature of the underworld, with a woman’s head and a bird’s
body. She initially appears as a naive maiden, conforming to society’s wishes until she is betrayed by
her husband-to-be.
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Alkonost is “reborn”, transforming into a
seducer and destroyer of men and claiming
her own autonomy and power. The exposed
white breasts and graceful headpiece of Pe-
rach’s design present Alkonost as a dual cre-
ature, embodying both purity and sexuality.

In one performance at Mimosa House in

London, the two characters were brought to-

gether in an exploration of themes such as

female rivalry, co-dependence and mutual

empowerment. It featured two performers

wearing Perach’s sculptures and followed

through various independent and shared

interactions between the characters Baba

Yaga and Alkonost, representing different

roles and developmental stages embodied

by women towards each other and external

social structures. Surrounded by the audien-

ce, each of the two figures followed a unique

interpretive choreography of ritualistic move-

ments varying between contemporary dan-

ce and physical improvisation. Baba Yaga

moves rather slowly but dominantly through

the space, her appearance and languid mo-

vements evoking an eerie effect, interrupted

with occasional huffing and puffing sounds

= that enhance her intimidating presence. In

: : = { contrast, Alkonost is impulsive and jumpy,

Anna Perach, Pretty Lady Kim, 2020 charged with youthful and impatient energy.

Thick white strands of artificial hair flow from

the sculpture’s sleeves, making them ruffle

and dance through the erratic movement of the arms, evoking a coquettish bird. According to the Sla-

vic myth, Alkonost seduces her victims with her irresistible singing voice, which is echoed through her
contemporary reincarnation’s eruptions into abstract vocals.

Earlier in her practice, Perach was drawn to making masks as tools to reveal and conceal parts of one’s
identity, but gradually her focus shifted onto full-body sculptures, structures where performers could full
immerse themselves into the mythological characters. “I’'m interested in the merging of the character
and the performer. | often ask the individuals wearing the sculptures to wholly embody the character,
along with its restrictions” says Perach.

As such, her artwork unfolds through shared gestures of storytelling between Perach herself, her sculp-
tures, the fictional character on which they’re based, the performers embodying those sculptures, and
the audience. Taking place within the context of the museum or gallery, these colourful, compelling
characters move, jump, dance and interact with each other, their environment, and the audience, in a
way that creates an intriguingly uncanny experience, and a “third ground” between magic and reality,
where individual experiences conjoin and are elevated into the collective. By presenting the narratives
of these mythological archetypes within a jointly-created transgressive realm, Perach opens up a dialo-
gue around prescient issues around gender politics, ecology and cultural heritage in a poetic, symbolic
language.

Perach is now also starting to move away from established fairy tales to explore these issues on her own
terms. Pretty Lady (Kim) is a recent example of a hybrid between an existing archetype and Perach’s
own imagination. This independent sculpture is inspired by both historical fertility sculptures and by the
contemporary beauty ideal embodied by the celebrity Kim Kardashian. Both inform the curvaceous,
sensual shape of the sculpture and its significantly large pelvic area and buttocks, a cross-temporal
reflection on the fetishisation of the female form. “I'm growing more confident in creating my own stories
with the characters instead of strictly sticking to existing tales” Perach explains, emphasising the signi-
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ficance of the performances and the characters fusing intimate and universal experience.

Whether based on modern problems or mythical creatures, stepping inside these all-encompassing
sculptures allows performers — and the audience who watch them —to enter a hallowed “third ground”,
a symbolic space with an alternative language. Characters like Baba Yaga and Alkonost aren’t simply
human or animal, past, present, real or fictional. Their stories and identities can manifest themselves in
different ways depending on who is inside them and who is watching them, fusing their own stories on
the joint axis of individual and collective histories, cultures, and locations. They carve out a temporary
therapeutic space from the fabric of reality. Within this shared “third” space between fiction and reality,
participants can process the complexities of personal and collective experience by cultivating rituals of

creativity, empathy, curiosity, and care.

Reflecting on this therapeutic dimension, Perach talks
about her own experience working as a therapist: “/
often see how children act out their emotions, thoughts
and ideas through playing games, allowing them to
process and live through their feelings in a safe con-
text. My role as a therapist is often to mirror back their
subconscious behaviours to them and facilitate the
process of reconciliation. Stories and archetypes and
myths can similarly act as a mirror to help us process
trauma and think of alternatives. Art can provide the fra-
mework through which such narratives are presented
to us.”

Anna Perach, Pretty Lady Kim (detail), 2020
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“Myths, whether national or personal, can be almost addictive; we as col-
lectives and individuals often find ourselves in need of them as a reference
point for constructing ourselves and our own stories”.

Interview by Sonja Teszler

Anna Perach, Alkonost and Baba Yaga, performance at Mimosa House, London, 2019

Could you tell us a bit about yourself and your background? Where did you study?

| was born in Ukraine in the later period of the Soviet regime. When | was seven my family and | moved
to Israel due to continuous political instability. | grew up in aperipheral city in the south of the country
and moved to Jerusalem for my BFA (FA) at Bezalel Academy of Arts and Design. After graduation |
developed an interest in the field of creative work with people challenged by mental health difficulties.
This led me to earn a Diploma in Art therapy and Counselling. In 2014, | relocated to the UK where | con-
tinued my artistic development in the Masters in Fine Art program at Goldsmiths, University of London.

Are you looking at any national mythologies, folklore or iconographies in particular? What do these mean
to you personally?

My practice was always very inspired by Slavic folkloric ornaments and traditions that | was exposed
to as a young child. | am often intrigued by the way early unconscious impressions create a longing to
re-discover and understand them. Living in Israel where there are a lot of ex-Soviet immigrants | was
often identified as “Russian”, which seemed to be a sort of a cultural signifier. Looking into Slavic folklo-
re enabled me to access and take ownership of the cultural ideas that | felt were projected onto me by
others. As my practice progressed | became interested in the Jungian notion of archetypes and the
repetition of symbolic characters across different cultural mythologies. This enabled me to gain a sense
of freedom to incorporate other iconographies while remaining respectful to their origins.
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The characters in your works, such as Baba Yaga or Alkonost, areantagonistic, even demonic women,
you could almost say the original femme fatales. Their sexuality and femininity are central to determining
their narrative - they’re either seductive and thus deadly, or a de-sexed,unattractive and evil old hag, or
an innocent, victimized virgin. How are you re-telling the stories of these figures and what role does the
performance element in your practice play in their newly embodied agency?

I’'m fascinated by the archetype of women as force that can give and take life. This dichotomy is so-
mething most of my characters carry. In the case of Alkonost, she isa young women that was about to
be married and have a family, which is her accepted social role, but then was betrayed by her runaway
husband-to-be. After committing suicide due to failing her social role she returns as a temptress whose
duces men to have her revenge. She and her sexuality are liberated from social expectations by her
death.

Baba Yaga is the opposite in the sense that she lives onthe outskirts of the forest and does not comply
with social norms. She is feared byothers due to her choice to live in seclusion and is portrayed as an
ugly hag, whichcould imply she is unwilling to present herself as appealing to the desires of others.She
also lives in nature and has control over the elements. When other characters approach her, depending
on their honesty and kindness she could present them with fortune (which is really a way of giving them
life) or she could extinguish them.To me she is a depiction of a matriarch. She is self-sustained and
powerful. | find this split between the representation of a women as an angelic giver of life or ademonic
and uncontrolled force of nature to be imbedded in social and culturalnorms.

Through the creation of my characters | give form and claim agency overthis narrative as well as sug-
gest its historic legacy. The performative aspect of the practice grew in an organic way from the work.
| began with the idea of a mask which is often used in folkloric rituals and wasinterested in its ability
to both hide and reveal aspects of identity. When the performers where the masks | often ask them to
embody the character and adhereto its restrictions. I'm interested in the combination of the individual
performing and the character. Myths, whether national or personal, can be almost addictive; we as
collectives and individuals often find ourselves in need of them as a reference point for constructing
ourselves and our own stories.

You make unique carpets through a method called “tufting”- could you talk about what drew you to your
medium and its relationship to your subject matter?

Carpets carry a lot of interesting connotations - domesticity, intimacy, labour, beauty (they’re ornamental
objects) but also a sense of worldliness and commerce; perhaps even the concrete myth of Odys-
seus’swife Penelope making and unmaking her eternally unfinished carpet...| really enjoy the image
of Penelope weaving and un-weaving the shroud for Odysseus’s father and find it interesting as a me-
taphor to the constant retelling of the same story while looking deeper into it with each time. | find that
this image could apply to my own practice, restaging my story as a woman, artist, immigrant, mother
and many other less clearly articulated identities. My starting point working with craft techniques was
thinking about the domestic environment and how it performs as an extension of the self. This led to
experiments with hand embroidery, textile and ceramics.

While working with readymade carpets | felt restricted by their imagery as well as concerned by being
part of the potentially exploitative industry and decided to take ownership and produce my own car-
pets. | discovered tufting at Goldsmiths and was excited by the idea that through this medium | don't
only reconstruct an existing tradition but actually continuing it through new thinking. The more | practi-
ced | felt that the technique and material carry without words some of the key themes I'm interested in
within my practice including the domestic environment as a carrier of culture and identity, female craft
and its place in the artistic hierarchy, and retelling of a folkloric narrative.
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Photo from “Seven Wives” performance commissioned by ProCreate Project

Anna Perach, The Drunken Bride, 2019, tufted yarn & metal frame, 43 x 200 cm
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You could interpret this relationship as “co-dependent” - we sustain each other, there is an attachment
there. Does this notion of co-dependence inform your work in any way, or what do you think about it? Do
we make our myths, or do they make us and what’s the role of Art in this dynamic?

I like this question. | think it's a bit like the egg and the chicken. | think myths and good stories are often
very personal but also echo the experiences of others. They help us think of ourselves and understand
the forces that act within us. Working as a therapist with children | often see how they play out their thou-
ghts and feelings through games. By doing so they are processing and reliving them in a safe setting.
The therapist’s role is to offer mirroring that verbalises the unconscious activities. Similarly, archetypes
and myths can offer us a mirror to our conditions in life and help process and think of alternatives. Art
in that sense is the form through which these narratives are brought to us.

Anna Perach, Alkonost, tufted yarn and hand embroidery, 80 x 130 cm, 2019

In what ways does your work’s performative language engage with rituals of the every day and of con-
temporary culture? Do you think we are “making” any kind of mythology today and if so, what kind and
what are some examples of the kinds of characters it’s creating?
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| feel that in our current point in western history rituals and myths are becoming more necessary. Tra-
ditionally rituals revolved around major human transitions such as coming of age or getting married.
Another role associated with rituals is the connection between people and nature. Abstracting these
ideas makes me think about the human desire to experience and process how we change and engage
with others. The second part would how we understand and respect what is beyond us. With the ecolo-
gy being on the verge of collapsing and more people confessing their difficult feeling of social isolation
| feel that the mentioned themes are more relevant than ever. Through my performances, | try to invoke
these ideas placing the performers in familiar atmospheres such as domestic spaces or a gallery.

-~
VvV %

Anna Perach, Mother of Egg, performance at I'etrangere, London, 2019
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Tell us a bit about how you spend your day / studio routine? What is your studio like?

I’'m based Deptford, Lewisham and share my studio with one more person. My studio is a bit like my
house in the sense that it's always a work in progress, | quite often move things around, reduce or add
more things to try to achieve the ultimate balance of space capacity and coziness. | normally go there
three times a week for about eight hours.

Before shows it becomes more intense and | try to be there as much as | can. | usually begin by putting
some music or podcast on before working. Work would be stretching fabric on the net, drawing a part
of a pattern, creating a design and beginning tufting. It could also be hand-sewing pieces together,
making sketches for upcoming projects, or contacting professionals for potential collaborations. | feel
most satisfied when | finish a big piece of tufting or having sewn all the pieces of the new piece together.

Is there anything new and exciting in the pipeline you would like to tell us about?

Well, if we were having this conversation a few weeks ago | would be happy to speak about a few exci-
ting upcoming projects but for the moment everything is delayed and canceled so | prefer be careful
and not jinx any potential progress in the future.

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



INTERVIEW WITH ANNA PERACH

Anna Perach, Baba Yaga, Birth Mark and Shadow, 2018, Performance documentation at Play, The Arcade Project

Anna Perach (b. 1985) is a London-based multimedia artist whose work explores issues of ritual, femi-
ninity, and identity through performance and display. Perach’s ornate wearable sculptures are used in
both choreographed performances and displayed independently. Fabricated by mechanical tufting,
a technigue commonly used for rugs, her soft sculptures possess a unique haptic quality that enliven
the fantastical wild figures and abstracted forms they take. The combination of expressive gestures,
patterns, and textures draws on the universal phenomenon of masquerade. Drawing from the rich visual
and narrative tradition of Slavic folklore and her upbringing in Soviet- controlled Ukraine and later Isra-
el, Perach’s work is a unique fusion between her native cultures and political ideologies. Between her
travels, she corresponded with guest juror, Michael H. Dewberry to discuss her influences, challenges,
and triumphs in her practice.

Michael: Your oeuvre consists of both plastic arts and performance art. The costumes you make are
veritable worn sculptures that are incredibly compelling outside of their performative context. Can you
tell me how you began your focus on performance art?

Anna: My background is in installation and sculpture, but | was always drawn to textiles and working
with the body. When | started making my recent body of work with tufting, my starting point was creating
masks. | enjoyed the idea of combining the heavy and domesticity related material of the carpet with the
exterior of the body. This combination led me to begin experimenting with performance. As the masks
developed, they started to cover more and more of the body until they became characters that one can
inhabit and interact. I'm always curious about the performer’s experience in the wearable sculpture and
the dynamic that forms with the characters. Sometimes the performers express a feeling of distress and
struggle and sometimes a sense of comfort. In both cases, | like the crossover between internal and
external as well as the tension between sculptural and stoic, moving and flexible.
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Michael: What is your inspiration, and how has your upbringing informed your practice?

Anna: I'm very inspired by Slavic folklore and drawn to the images that inhabited my early childhood
in the Soviet Union, Ukraine. I'm interested in how the scenes and ideas we're exposed to as children
continue to haunt and form our imagination and understanding of the world as adults. Through my
work, | hope to touch on some of those early images. I'm also inspired by old craft techniques and the
imperfections of manual labor. Finally, 'm inspired by rituals and the fantasy of influencing the world
through action.

Anna Perach, Birth mark, machine tufted mask (portrait) 80 x 120 cm, 2018

ADA | Via dei Genovesi 35 00153 Roma | www.ada-project.it | info@ada-project.it



ADA

Michael: What's the afterlife of the objects that you create for performance pieces? Many of them refer
to the body and human/beasts, can they only be experienced outside of the performative context?

Anna: | often exhibit the wearable sculptures as sculptural objects. | usually choose a certain movement
or gesture in which | felt the wearable sculpture was most animated and “alive” in the performance and
construct the stand for the sculpture to mimic that position. It's important for me that the works have a
performative aspect to them even when presented as sculpture.

Anna Perach, Alkonost, Performance, tufted yarn and hand embroidery, 80 x 130 cm, 2019
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Michael: You are working in both London and Tel Aviv; do you find that they’re received differently in
those locales? Furthermore, how does the current geopolitical climate affect the execution, planning,
and reception of your work?

Anna: My work deals with ideas of how our nature and culture construct our identity. | aim to create a pri-
mal and sensual experience. In this sense, | find my work communicates well across different cultures
and political climates. Saying that people who come from a similar background to my own often have
an immediate familiarity with the images | create, which creates a feeling of closeness.

Michael: Your technique ranges from augmentation to found obijects (i.e., ceramics) to weaving and
embroidery. You mention that your work involves “digital embroidery.” Can you explain that technique
and your technical process and how that has evolved?

Anna: Before working with tufting, | experimented with a wide range of materials to try to convey my
ideas. In the past two-three years, I've been working mostly with tufting as I'm fascinated with the possi-
bilities of the technique. | feel slightly addicted to the technical process of making a wearable sculpture
and love how each work has its unique challenges. | usually recognize a point during making when |
begin to feel anxious and overwhelmed by the work. | learned to understand this feeling as a sign of
the work progressing and evolving. | think that when | stop feeling this, it would be a sign to evolve into
working with new material. Besides the manual craft of making the wearable sculptures the performa-
tive aspect of the practice is something I'm keen to develop as well. | recently started working with a
choreographer to enhance the storytelling in the performances through the movements. The narratives
are becoming more challenging and complicated as well.

Michael: What are you working on now?

Anna: At the moment I'm planning a solo show for summer 2020. It is still mostly all in my head as
pieces and bits of narratives, ideas, and forms. | hope to create a performance that would combine
sculpture, wearable sculpture as well as live music and decoration inspired by theatre. But it's all in the
early stages!
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