
In Eleanor Wright’s presentation of new work she demonstrates that the art-object continues to 
resist categorisation or taxonomic order. Instead, she accentuates the dialogic potential of material, 
place and interaction. Her analogical practice incorporates sculpture, moving image work, artist 
publications and set design. Her work shows a great concern for the threshold between the art and 
non-art-object, and occupies a performative, liminal space between. Wright’s line of inquiry bridges 
diverse fields, from architecture, urbanism and anthropology, to art histories, design and politics.

Wright’s recent process has been influenced by her residency at the British School of Archaeology 
at Athens and recurring visits to the city throughout 2016. The residency provided the opportunity 
to engage with her interest in the built environment and explore how the body, individual and social 
groups interact with the man-made things and contested civic spaces. Wright’s practice has a 
distinctly international approach with recent research trips to Los Angeles, Baku and Tbilisi. This, 
together with an interest around the potentiality of both mobility and assembly, is further supported 
by her work as co-founder of the collaborative organisation Drop City, utilising a mobile and 
reflexive approach to making and collaboration, working between the UK and Germany. Travel 
between countries and transit through space is a key process. It creates the chance to encounter 
the patterns, material, spatial choreography and architecture that inform the expanded field of 
sculpture.

Her time living and working in Athens within the context of School of Archeology was an exploration 
of the multifaceted way in which the architecture of public space affects the way in which society 
gathers and acts collectively. Athens contains sites that embody the virtues of democracy and its 
current crisis; places of spectacle and of utility. Wright is currently producing the artist publication 
An Athens City Reader and a correspondent moving image work Rea in response to her 
experience and encounters in Athens. Focussing on the dormant Rea Shopping Centre and the 
home and furniture design of its sole habitant, structural engineer Yiannis Kontodimas, these works 
function as a collection of voices and perspectives about people and the city, of gathering spaces 
and their relationship with society and collective thinking. This foundational relationship reoccurs 
throughout Wright’s work.

On Some Motifs (paravent), 2017 is a new work shown at ARCOmadrid for the first time. The 
screen operates as both furniture and art object, with the intersection of these fields a recurrent 
theme in Wright’s work. The inferred hierarchies of material and visual language are implied but not 
affirmed, rather, parity is conferred onto both. This work also evokes notions of the public and the 
private in its presentation. As a domestic object, the screen seems emblematic of bourgeois 
modesty and bodily suggestiveness. Or more pertinent questions may be asked of society and 
architectural cultures that have come about as a result of changes in patterns of everyday life, 
unfolding through the conditions imposed on domestic life by varying amounts of occupancy: the 
screen (paravent) used here to create illusory space in the increasingly familiar single-room, studio 
urbanism, perpetually reconfiguring the body in relation to space.

By dissecting the space, be it living, working or exhibition space, the work, as with Wright’s oeuvre 
moreover, creates apertures for critical interaction but also human engagement. Our own 
physicality in proximity to art works can often prompt self-consciousness or the ire of a dutiful 
invigilator. The duality of the art/furniture object diffuses this tension and allows a partial 



reconciliation of the sacred and profane. The surface of the Maple used in the fabrication of On 
Some Motifs (paravent) has a subtle cartographic visual quality that alludes to the pan-European 
modernism informing much of Wright’s practice. 

On Some Motifs (paravent) is a direct continuation of the On Some Motifs (hanging) (2016) series 
that draws on the visual language of the built environment and allegorical costume design. The 
assembled materials used in the series of wall-hanging works include polyamide coated steel door 
handles which are a familiar component of public and private spaces in Germany and the 
EUREGIO. The interactive and invitational handles represent a key moment of contact for city and 
denizen, forming a kind of interface object. This is a perceptible concept which Wright regularly 
returns through her use of materials. The fabric used approximates the form and design of the 
costumes designed by Henri Matisse for Ballet Russes’ 1920 production of Le Chant du Rossignol 
and the 1937 production of Rouge et Noir. Also, they draw upon his designs for the chasubles worn 
by the priests of the Chapel of the Rosary of the Dominicans at Vence, part of a large-scale 
commission he undertook between 1948 and 1952. Referencing these worn garments not only 
suggests the performative nature of Wright’s work, even when in stasis, but also the significance of 
processes of transposition.

The mutable nature of meaning, material and place drives Wright’s practice and although this 
produces ‘things’ in various forms and mediums, they are deeply interconnected. The 
Gesamtkunstwerk ideal is significant conceptual anchor for understanding Wright’s work and her 
approach to production. Whilst they respond to different local contexts, situations and potentialities, 
the works complement one another to form a greater synthesis. In oscillating between antiquity and 
the contemporary, Wright draws on the richness and multiplicity of cultural forms and the ideas that 
inform them. Her research led practice creates objects, assemblages and things that function as 
complex recorders of time, place and interaction. The work never seems to overreach or overbear, 
as the abundance of reference is adroitly tempered by the assiduous selection of material.
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