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Gnaw, Museum Bench, Solid Maple, 66 x 20 x 17 in, 2014
At a first glance, Gnaw, which is made of solid maple, appears to be a standard museum bench.
With its simple lines that are reminiscent of Ikea furniture and its location at the center of
the gallery, it seems to offer the tired museum visitor a moment of respite and contemplation.
At a closer look however, the bench seems to have fallen victim to a rodent: one of its legs
has been chewed on. The bench is threatening to collapse under the potential weight of a
viewer. There is no trace of the culprit other than a circle of woodchips around the leg of
the bench. Through this subtle, humorous intervention, Gnaw questions the supposed neutrality
of the museum bench as merely a piece of functional furniture. Instead, the bench appears
staged; a construct used to regulate the flow and movement of the museum visitor as a consumer
within a showroom of advanced capitalism.

BUREAUCRACY, DEF:
An administrative or social system that relies on a set of rules and
procedures, separation of functions and a hierarchical structure in
implementing controls over an organization, government or social system.

Sandra Erbacher’s latest works examine the institutional as an abstract, formless, and bureaucratic entity. The objects incorporated in her work, whether
photographic or sculptural in form are typically found within an institutional
setting: an ordinary office plant, cream-coloured carpeting, a standard beige
box fan, or a uniform, avocado green wall-mounted telephone. The sole purpose
of the existence of these objects seems to be to organize human activity, to
maximize efficiency, maintain order and thus aid in the imposition of a
rule-based hierarchical system of rational control.
What happens though, if said objects refuse to conform to their standard mode
of operation? This is the question at the heart of Erbacher s inquiry. Her
objects are activated through material interventions and, as a result, display
a rebelliousness that could potentially pose a threat to the institutional
order: A carpet covering a gallery wall with an anarchy symbol shaved into its
fibres; a larger-than-life photograph of a small box fan filled with concrete;
and an HVAC system that emits a muffled version of Roxette’s ‘Dangerous’.
Instead of promoting an efficient work-flow, Erbacher’s objects are unruly.
They break down, become dysfunctional and fail to fulfil their purpose. Yet it
is exactly their failure that holds their potential to subvert the systems and
structures they are supposed to perpetuate from within.
/////
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Fan (Concrete Poetry), Archival Inkjet Print from 4 x 5 Negative, Edt. 3, 43 x 60 in, 2014
Fan is a meditation on the inherent entropy of an object and its potential for “rebellion”,
which is located in the object’s refusal to function properly according to the expectations
socially and culturally assigned to it. Typically, the standard cream-coloured box fan is an
object characterized by its ordinariness and functionality. Traditionally associated with the
environment of the office cubical, it carries an air of the institutional. This particular fan
however, has been rendered entirely non-functional: its interior is filled with concrete
preventing its blades from spinning. The event that occurred and the motivation behind it are
unclear. Is this the result of a practical joke or did the fan acquire an agency of its own
and is now staging a refusal to conform to expectations of its common purpose.

Appendix 7, Bic Pen on Paper, 22 x 30 in,
2014
Appendix 7 is a drawing that uses the structure of the 'Tree Diagram' as an underlying
organizing principle. A tree diagram is used
in strategic decision-making, valuation or
probability calculations. It starts at a
single node, with branches emanating to
additional nodes, which represent mutually
exclusive decisions or events. Appendix 7 is
drawn using a standard office supply
ballpoint pen. Multiple straight lines repeat
tightly across a sheet of paper to mimic a
damaged inkjet print.

Hum, Wall-Mounted Rotary Phone,
Sound Equipment, 5 ½ x 9 ½ in, 2014

Goat Rodeo, Neon
Variable Dimensions,
Edt, 3, 2015
In business jargon,
the
term
‘goat
rodeo’ refers to an
especially chaotic
situation, typically in a bureaucratic
environment.
Extracted from its
particular
corporate context, this
class of business
language often takes
on ambiguous, humorous and non-sensical
associations. Here,
‘goat rodeo’ appears
in the form of
commercial
neon
signage and greets
the surprised viewer
from a blank gallery
wall.

Tall Skinny Latte, Bronze
cast of Starbucks cup,
7 x 3 in, 2014
When frequenting museums,
galleries, libraries or
shopping malls, one is
often confronted with a
discarded
coffee
cup
sheepishly tucked away
into a corner, left on a
windowsill or staircase.
Tall Skinny Latte is a
bronze cast of a Starbucks
cup seemingly discarded by
a museum visitor. It
celebrates the everyday
through
its
material
transformation of paper
into bronze, while critically
collapsing
the
realms of art and consumption.

Hum is a response to a prompt by
artist Hannah Weinberger and forms
part of Do-it, an open-ended exhibition format based on a series of
“scores”, or written instructions by
artists, as a point of departure.
Weinberger’s instructions included a
list of onomatopoeias that had to be
incorporated into a work in some
shape or form. In Hum I read out
Weinberger’s list of words in a dull,
monotonous
voice,
potentially
belonging to a fictitious official,
much like the character of Gerd
Wiesler in the movie The Lives of the
Others, the Stasi officer who is
assigned to spy on playwright Georg
Dreyman and initially reports on the
events in Dreyman’s daily life in an
emotionless, dutiful voice. While I
begin by reading out Weinberger’s
list of words in a clear and well
pronounced manner, I continue to
layer words using an audio software
program until they turn into an
unintelligible, abstract, non-linear
soundscape. The viewer can listen to
and interact with this audio piece
upon lifting the receiver of a 1970s
wall-mounted telephone installed in
the exhibition space. Hum is part of
an on-going investigation into
language as a system through which
ideologies can be established,
perpetuated, as well as undermined.

BAU, Graphite on Paper, 22 x 30 in, 2014

The Rock Collector, Amethysts, Concrete, Steel,
Wood, Plexi, 10 x 10 x 45 in, 2014
Rock Collector is an invitation to enter the imaginary world of an accountant. A display case offers
two amethysts, perhaps the most ordinary and
common of the gemstones and minerals available.
The Rock Collector toys with the cliché of the dull
and uninspired book-keeper, who occupies his spare
time with solitary hobbies such as rock collecting. Steeped in contradiction, the work touches
upon the obsessive-compulsive character traits of
classifying and categorizing in the interest of
establishing an absolute collection that must be,
by its very nature, forever incomplete. No
ordinary rock collection though, the gemstones’
bases are cast in thick heavy concrete pillars from
which the purple crystals sprout. Thus, the work
exudes a quiet poetry that stems from the collision
of materials and their connotations of the humble,
victorious and poignant.

Business and finance acronyms are used
in the professional world to communicate
more efficiently. Drawn in graphite
pencil on paper and displayed in list
format, abbreviations, such as BAU
(Business As Usual) or ROIC (Return On
Invested Capital), appear unrecognizable at first, much like a secret code
or message. In time, some more familiar
constellations come into view, such as
MGMT or TBD, amongst others. However,
instead of aiding efficient communication and work flow, the acronyms used
here and their random juxtaposition
confound and obscure any potential
message.

Amethyst (SiO2), Archival Inkjet Print
on Cold Pressed Watercolour Paper,
Edt. 20, 8.5 x 11 in, 2014

Similarly to The Rock Collector, Amethyst plays with the imaginary life of an
accountant, who, in his/ her leisure time engages in such mundane activities as
collecting and classifying gemstones. Amethyst is a halftone inkjet print on
watercolour paper that mimics a crude, pixelated newspaper image or photocopy.

Resistance Weave (Marconi Action Back Sparkle II), 2014
Resistance Weave is a site-specific work; a beige carpet that spans the height
of the gallery walls. It at once references and ridicules the carpet-lined walls
often found in office cubicles, showrooms and even on museum walls in the 1970s
and 80s. Mimicking abrasions left by prolonged contact with an exhibition frame,
a pattern has been carved into the fibres of the carpet. At first, this pattern
seems reminiscent of Franz Kline’s abstract expressionist mark-making. As the
viewer retreats from the large-scale work however, a crude anarchy symbol comes
into view that introduces an air of subversiveness, while at the same time being
awkwardly aware of itself as an empty signifier.
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