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2EXYVE�REXYVERW�ERH�HMW½KYVIH�REXYVI 
Conceived as instances of captivation, Angelika Markul’s works place the viewer at 
the heart of a dizzying interplay of forces. Nature plays a predominant role, taking 
the form of an underlying protagonist that is forgotten by the vicissitudes of the  
present and which, prompted by exceptional circumstance, vents its fury. We witness 
the power of the elements or the ravages of a form of devastation whose consequences 
can be seen in medias res on the scale of a landscape or an ecosystem. Nature’s work 
is a way of reclaiming its mythological right to transform the world. 

What Spinoza dubbed natura naturans in the seventeenth century—the agent that 
makes Nature into its own transformative force—is not only sublimated but also  
SDUDGR[LFDOO\�PDJQL¿HG�E\�WKH�SRZHU�RI�KXPDQV�ZKR�WXUQ�DJDLQVW�LW��QDWXUD�QDWXUDQV�
EHFRPHV�GLV¿JXUHG�QDWXUH��7KH�UHVXOWLQJ�GHVRODWLRQ�WDNHV�D�PHWDSK\VLFDO�WXUQ��0DQ�
himself—and the irreversible effects his actions have on the elements—seems to be 
the plaything of a brooding, powerful force which, on the scale of a planet in a state of 
FRQVWDQW�PHWDPRUSKRVLV��UHGH¿QHV�WKH�YHU\�PHDQLQJ�RI�WKH�IXWXUH��2QO\�VHHLQJ�ZKDW�
seems accusatory in the artist’s approach would be to diminish the meaning of her 
work: Angelika Markul does not set out merely to denounce rash actions; instead she 
formulates an aesthetic hypothesis that throws forces beyond our control into sharper 
UHOLHI��7KLV�LV�UHÀHFWHG�LQ�WKH�ZD\�KHU�¿OPV�DQG�VFXOSWXUHV�UHODWH�WR�RQH�DQRWKHU��7KH�
former cannot be seen without the latter, and it is when they are seen in tandem and 
experienced sensitively by the viewer that, in the classical, Aristotelian sense, they 
reveal an art form that is an extension of the work of Nature. 
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The video installation entitled Gorge du diable (2013-2014) [Devil’s Gorge] is emble-
matic in this regard. The artist captures a natural feature, the Iguaçu Falls, and 
LQÀHFWV�LWV�PHDQLQJ�E\�UHYHUVLQJ�WKH�GLUHFWLRQ�RI�WKH�ÀRZ��WKH�HIIHFW�LV�WKH�UHVXOW�RI�D� 
minimal intervention whose consequences are nonetheless profound. Our gaze is  
literally drawn in, and we experience a return to an origin we can never quite grasp. 
This effect would be incomplete if the image, with its ability to “swallow us up”, did 
QRW� DSSHDU� DORQJVLGH� D� VFXOSWXUDO� SLHFH�ZKLFK�� EHFDXVH� LW� LV�PRWLRQOHVV�� LQWHQVL¿HV�
the petrifying effect of the video. The blackness of the forms and the chaotic way 
they are arranged recall the residue produced by the crashing waterfall; the viewer 
¿QGV�KLPVHOI� IDFLQJ�QRW�RQO\�DQ�XQQDPHDEOH� ODQGVFDSH��EXW�DOVR� WKH�GDUNHU� VLGH�RI� 
his own being. Gorge du diable takes us inside ourselves, as if we were endlessly  
swallowing all our inner shadows and deepening their impenetrable density. This  
interplay between an exterior nature that submerges us and the interiorization the artist 
PDNHV�SRVVLEOH�LV�D�WHUULI\LQJ�FRQIURQWDWLRQ��ZH�HDFK�VHH�RXU�FRVPLF�UHÀHFWLRQ�LQ�WKH�
mirror held up by the artist. 

The video installation Bambi à Tchernobyl (2013) [Bambi in Chernobyl] produces 
D�VLPLODU�VHQVH�RI�FRQIURQWDWLRQ��&RQWDPLQDWHG�QDWXUH��WKH�&KHUQRE\O�VLWH�¿OPHG�LQ�
winter by the artist) becomes the focus of a gradual but helpless reclaiming process; 
in a sense the work involves an exploration of consciousness on the ruined terrain of 
its own suppressed anxieties. Childhood memory, the nimble grace of an animal or  
WKH�RSHQLQJ�RI�D�ÀRZHU�DUH�QR�ORQJHU�VLJQV�RI�UHQHZDO�� LQVWHDG�ZH�KDYH�D�FRPSOH[�
hybridization between fear and the dying throes of a lost past. Transformations  
never cease to occur, and persistent traces of the irreversible are like so many stigmata 
assuming forms that the artist alone renders visible: the forbidden zone of Chernobyl  
becomes paradigmatic. The focus here is not the 1986 disaster itself, but the way  
it speaks to us of the bleakest chasms of industrial society, which the viewer can  
recognize in the innermost reaches of his own body and consciousness. Bambi à Tcher-
nobyl�LV�VLWXDWHG�SUHFLVHO\�ZKHUH�QDWXUD�QDWXUDQV�PHHWV�GLV¿JXUHG�QDWXUH��,W�LV�D�SODFH�
where the artist exercises her right to draw up an inventory of disasters that ineluctably 
determine the way we relate to the world.

Between anticipation and the real 

This world is not quite our own, and yet not quite another: its contours are neither  
factual nor entirely imagined. It is a world created by the artist: a scenario of an imagined  
IXWXUH� WKDW� SURGXFHV� LWV� RZQ� HIIHFWV� RI� WKH� UHDO��:KHQ� WKH� YLHZHU� ¿QGV� KLPVHOI� 
in front of the installation entitled La Chasse (2012) [The Hunt], there is nothing to 
LQGLFDWH�WKH�FDXVH�RI�WKLV�FDUQDJH�ZKHUH�KDUG�WR�LGHQWLI\�¿JXUHV�VHHP�WR�KDYH�EHHQ�WKH�
victims of both a manhunt and a mudslide. Ultimately what we see is almost a crime 
scene, and the question is: what made this possible? The same question arises in the 
series entitled Frozen (2010), where similar-looking, mutant yet strangely familiar  
DQLPDO�IRUPV�OLH�LQ�IUHH]HUV��KL�WHFK�FRI¿QV�PDGH�E\�D�FLYLOL]DWLRQ�WKDW�KDV�PDVWHUHG�
the science of cryogenic storage? Sinister larders?). What made this possible? The 
answer is evident: the artist. 

The artist has reverted to the status of a visionary demiurge producing catastrophic  
situations where we are all invited to formulate our own hypothesis. When the  
DUWLVW�SUHVHQWV�KHU�³K\SRW\SRVHV´²WR�ERUURZ�D�¿JXUH�RI�UKHWRULF²�ZKDW�VKH�LQVWLJDWHV� 
involves both a vestigial trace of something and a warning or premonition. What is to 
come is already here. Time loops overlap and the immemorial past meets the possible 
future, changing our entire perception of the present. It’s as if the artist has simulta-
neously pressed the Fast Forward and Rewind buttons of our consciousness: a feeling 
of déjà-vu takes hold, and in the oblique glow of a neon light we discover scenes that 
DUH�XQVHWWOLQJO\�VWUDQJH��7KH�DUWLVW¶V�UHFXUUHQW�XVH�RI�WKH�PRVW�DUWL¿FLDO��VWDUN��VRPH-
WLPHV�EOLQGLQJ�OLJKW� LV�HVSHFLDOO\�VLJQL¿FDQW��1HRQ�VHHPV�DQWL�QDWXUDO��DQG�\HW�ZKDW�
LW�VKLQHV�RQ�LV�D�PRGL¿FDWLRQ�RI�QDWXUH�WKDW�PXVW�DSSHDU�KLJKO\�IDPLOLDU�WR�XV��,V�LW�LQ�
D�GUHDP�RU�D�ÀHHWLQJ�PRPHQW�RI�HFVWDV\�WKDW�WKHVH�GDUN�YLVLRQV�DSSHDU��KDXQWLQJ�WKH�
VSLULW�RI�WKH�YLHZHU�OLNH�WKH�ÀDVK�RI�D�QHRQ�OLJKW�VHDULQJ�LWVHOI�LQWR�WKH�UHWLQD"�

-R½PXVEXMSR�SJ�FPEGORIWW

$QJHOLND�0DUNXO�VXFFHHGV�LQ�LQYHQWLQJ�D�ODQGVFDSH�ZKLFK��EHVLGHV�UHÀHFWLQJ�D�IDVFL-
nation with nature, seems to be a landscape of souls. The crepuscular light of the neon 
tubes reveals a form of art consumed by a kind of contemporary demonology where 
the “forces of evil” studied by the most illustrious theologians are disconnected from 
SXUHO\�UHOLJLRXV�SUHRFFXSDWLRQV��7KH�DUWLVW�UHYHDOV�D�FRQVWDQW�LQ¿OWUDWLRQ�RI�EODFNQHVV�
ZKHUH�JKRVWV�DUH�H[WUHPHO\�UHDO��ZKHUH�IRUPV�DUH�HQKDQFHG�E\�WHFKQRORJLFDO�DUWL¿FH�
WKDW�PDNHV� WKHP�DOO� WKH�PRUH�FKLOOLQJ��7KH�EHQH¿W�RI� VXFK�D�YLVLRQ� LV�QRW� VR�PXFK�
salvation as a resting place: one of the effects of Pièce du silence (2013) [Room of 
Silence] is to allow us to take a break from the chaos that surrounds us. 

What silence allows is either non-articulated, or it is a scream. Sentences are no longer 
possible: we can only gasp for breath as we are smothered. Now doubt arises: is what 
breathes still human? Is it, as in 400 milliards de planètes (2013) [400 Billion Planets], 
an unresolved ambiguity between the cosmological and the mechanical? Angelika  
Markul grasps reality at both ends: on the one hand we have cold technology, on the 
other, formless matter. Between the two, she submits the viewer to a series of ordeals 
that put our visual and mental resilience to the test. Angst becomes a stationary state, 
LQ�VXVSHQVH�EHIRUH�WKH�¿QDO�SOXQJH�LQWR�WKH�VRXO�DQG�LQWR�FRQVFLRXVQHVV�
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