






induding the consumer world, and by recontextualizing them

make them our own. In his 2004 work Rhythm Science, Miller
links sampling to the history of working with found materiaJs.

uSampling is anew way of doing something that's been with

us for along time: creating with found objects. This rotation
gets thick. The constraints get thin. The mix breaks free of the

old associations. New contexts form from old." The power is
there to "reprocess the world around yoU."ll

Sampling brings to the game two things: an unlimited
possibility of sources and awonderful slippage of authorship.

With recording and infinite multiples comes the question of

how to define original ownership. Where are you, where am I?
What is past, what Is now? Perhaps It all began With Edison's
first recording. When the exptrience of sound could be copied,

the past then became part of present experience.
The use of found or sampled materials in early noise

music must surely have opened up Questions about how
seemingly disparate elements in awork could coexist; how

many competing and colliding sounds from so many diverse
sources could create music. Could such an inqUiry lead us to

also look at how we might newly define the one and the many,

the separate and the collective, the self and the community?
When does asingularity in the whole operate Independently;
when in tandem with other elements? How do we define an

Individual? When Is asingle element in alar.gerfield Indepen­

dent and when is it relational? Is the very notion of il thing
indivisible Itself aconcept worth reconsideration? When is a
combination of individuals consonant and when dissonant?

The possibility exists for even the most dissonant
musical note to pile upon note until adense singularity results.

In much the same way, the disparate marks In Mehretu's

painting at times seem to organize around acenter of gravity
to seek and, Ultimately, find akind of unstable order. And yet

to use thiS musical eqUivalence would Imply atotality, akind
of resolution in her work that is untrue to its revolutionary

spirit. The more fitting description Is the mix, where individual

sources operate not only as abstract sourrds but also as cultural
references; an action where tensions between sampled parts
and coherent whole remain less reconciled. Samples are taken

from the world, but with the tacit understanding that these
represent but afraction of alimitless number of options.

It all inevitably comes together, butfor ahighly provisional

moment (see cat. nos. 4, 5, 6).

If the painting forms alayered wotld then it is surely
populated by individuals, represented by marks, with
layered identities. Each is at once singUlar and part of a

collective. They assemble and disassemble, swarm and scatter

in gatherings of indeterminate size. Swirling in acurrent
of colliding forces, we can imagine these characters as

populations grouping and regrouping, driven by constantly
shifting affiliations and by acall and response ofalliances

and antagonisms. The marks form unbreakable-unions and

fragJle allegiances. They are transitory armies and flash rioters.

In thiS surge and flow, thiS dispersal and assimilation is an
undeniable fluidity of identity, and this movement calls to
mind the very Improvisational nature of community in the

postcolonial world (see cat no. 2; fig. 6). Transnational neigh­
borhoods hover over the globe. Do we now cut arrd paste to

construct identity?

Sublime Landscape

Crucially, however, whereas his eighteenth-century prede­
cessors would have presented asImilarly sublime experience
by looking on, positioning their viewpoint outside the phe­
nomenon, {J. M. W.] Turner's ambition was to allow the picture
to register the storm from Within. The spiraling smoke,
surging waves and swirling cloud produce acentrifugal vor­
tex thot engulfs the spectator. 1~ 5A MSMitE S

Standing at some distance from the canvas we can take in

the expanse of the entire landscape with the advantage of a
bird's-eye view. As if looking from amountaintop at two

vast armies colliding on the plane below, we ale removed from
the fray as we watch in thrill and horror. And yet, from this

perspective, the lamlscape can also seem avertiginous
panorama that threatens to swallow us up. As we move closer,

we lose our vertigo, but at the same time we also relinquish

our omnipotent gaze. We are on the ground, the field so large
that our peripheraJ Vision is filled. We have fallen into the
painting's space and in doing so we participate in the work in

amore inflmate way. Hovering above alabyrinth, we see the
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54 myriad of possibilities with the advantage of witnessing the

trajectory of every path. We can see the layout of barrier

and passage in its entirety. Moving inside the network we
experience disorientation, but also perhaps the thrill of
choice and uncertainty.

Mehretu's painting operates in this way. It offers us
two kinds of landscapes. In viewing we inhabit one and then

the other. From afar the painting might be about place but
up close it is place. If the vertical portrait is associated with a
single subject, then ahorizontal expanse becomes akind of

social space that operates from both within the frame and
between viewer and work. We are overwhelmed by the scale

of the canvas; the sheer multitude and range of images; the

Impossibility of ever completely excavating the deep, multiple
layers that form its typography. But at the same time we
are mesmerized by the abundance of Image, agile gesture,

washes, and precise scorings. The painting's power resides In
these barely reconciled opposing forces of the terrible and

the sublime. The landscape of the painting is built with maps,

blueprints, schematics, and topographical charts, but also
flames, WhirlWinds, explosions, and smoke. The scene might
depict destruction, but it feels like ecstasy.
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