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While we bear constant collective witness to the resiliency of the human body,
whether through tales of wilderness survival or the spectacles of modern
athletics, when interrupted by images of the rough edge of war, we come to
understand that our human bodies are the most fragile of containers, no match
for lethal combinations of high velocities, hot metal and hard ground.

Thomas Hirschhorn's newest installation, Superficial Engagement, exposes
such cembinations in myriad photographic reproductions of scenes from
recent global conflicts, but it isinterested in another, one in which the images
of bodies pushed beyond recognition in the mast unimaginable ways are
juxtaposed with the intensely geometric drawings of one Emma Kunz, a Swiss
‘researcher’-cum-artist of the mid-twentieth century, whose unique abilities
as a healer, we learn, supposedly derived from her innate understanding of
the world's physical rhythms, to which Kunz gave material form through the
complex documentary code of her art.

Each set of images thus entangles a less visible side: the photographs
show a gruesome violence and recall the political rationales that it subtends;
the drawings reveal an objective geometric ratio and hint at the mysteries that
it may enfold. Then the images are multiplied ad infinjitum, or ad absurdum,
depending upon whether or not you buy into the ‘more is more’ aesthetic
mentality; | want it loaded’ is how Hirschhorn describes the intention of his
aggregative sculptural strategy, perhaps like a gun.

If this juxtaposition appears overly simplistic, something of an artistic
one-liner, then Hirschhorn must be given credit for understanding this at
the outset. The ‘superficial’ aspect of his engagement, he claims, is to be
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