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Marx, who (in “The Commodity,” Capital, 1867) had
an equation for discussing the hidden value-substance
in labor: 20 yards linen = 1 coat. The “garment” is
such a loaded object — the Industrial Revolution is
often spoken of in terms of railway tracks or steam
engines, but it was really the spinning wheel and the
loom that drove the acceleration of production.

In “Science and Worms," [ looked at fashion objects
as entangled entities, shaped by labor, production,
waste, and their roles within global supply chains. My
focus was objects whose preservation for posterity was
not a priority: cheaply produced trainers, broken kit
ten heels, or tourist-shop t-shirts. By using them, Iam,
in a sense, also archiving them — they could end up in
an institution. Does something that's explicitly con-
temporary, that references a fad, age faster than those
that aren't? There is an idea of timelessness in sculp-
ture at large, but what happens when you start placing
fashion’s imementa mori within sculpture? 'm inter-
ested in the idea that an artwork which visibly indexes
a specific fashion trend won't age very well, shortening
its lifespan by making it feel obsolete sooner.

In the show, you focus on an object going down one
of two paths: decomposition or preservation. How do
the materials you use, like supportive cushioning or
museum-grade protective covers, capture this?

I wanted to acknowledge this archiving protocol acs-
thetically: in museums like the Victoria and Albert
Muscum in London, they preserve shoes with specially
designed, bluish cardboard boxes and custom cush-
ions. For the show in LA, I used Tyvek, an acid-free,
non-woven, moisture-releasing fabric to make custom
garment bags, each of which I filled with a garment —
like a tourist jumper printed with 1 rove ¥Ew YORE
(Other, 2025) — then sliced open, both to reveal what's
inside and to leave it subject to decay. For the shoe
sculpture series “Receptacles, 1-9” (2025), I used
latex, which isn’t a preservation material, so much as
a nod to when, at music festivals, people pull plastic
covers over their shoes. In Recepiacles 1, the shoe has
totally rotted — only the latex container is left.

Do you see a connection between your work and
today’s young fashion connoisseurs? Online, I see
experts and amateurs filming themselves dissecting
archival pieces as a form of social study.

Our culture has accelerated; everything is accessible online.
It interests me that internet fashion archivists like Rian
Phin (@thatadult) or Mandy Lee (@ oldloserinbrooklyn)
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| am trying to
construct a material
understanding of
the way things
are produced, and
of the consequences
of that production.

have used this hyper-visibility to reflect on previous
collections, because as I mentioned, I am trying to
construct a material understanding of the way things
are produced, and of the consequences of that produc-
tion. It's good to sce fashion critique de-centering the
new, but so much remains unsaid in these revisitations
of the same garments, of the same collections (Alex-
ander McQueen's Highland Rape [A/W 1995-96];
Marc Jacob's work at Louis Vuitton [1997-2013], Hedi
Slimane’s Dior Homme years [2000—07]), time and
time again. In the boot piece, Receptacles (3, series)
(2025), I used a knock-off Balenciaga bag, the Con-
verse All Star logo, and ribbon-backed Uggs — specific
brands and surfaces that evidence how trends circu-
late, sediment, and return.

Why do you think nostalgia, repetition, allusion, and
recydling play such central roles in youth and fashion
culture today?

Mark Fisher’s hauntology — his diagnosis of pop cul-
ture as haunted by its unfulfilled futures — still helps
explain how the now is an endless quotation of the
past. There was so much emphasis on “The New” in
the 20th century that, today, we are left with this heap
of unmetabolized images to process for contemporary
life. Paired with a historically Western, teleological
account of progress, the weight of this past on the
younger generation is producing a dystopian — or uto-
pian — reflex of repetition.

Which aspects of your work, specifically, look to
unpick how the fashion industry obfuscates mass pro-
duction? Particularly in recourse to the skewing of
time through the production of pre-worn, -tipped, or
-damaged clothing?

I am interested in this tension between destruction
and decoration, and fashion trends that aestheticize
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Receptacles (1, series), 2025, shoe sole,
rubber, thread, 305x12x5 cm

waste and damage, historically as well as contempo-
rary. The work Sabotage in Acrylic (Series No. 3) (2025),
for instance, deals with the idea of an industrial knit-
ting machine producing a frayed sweater, making
almost instant an effect that would normally be
achieved through decades of wear. The work mocks
the totally contrived, pastoral, or “twee” notions of
darning and patching, which are costly, and also fee-
ble, counter-actions to mass production. I think it's
important to construct an aesthetic that moves beyond
the smooth, frictionless exchange of garments that
pervades our present, because I am interested in how,
in the future, we will regard signs of use or wear
beyond just the aesthetic of deconstruction.

LET Your exhihitions have previously been described as

TOC
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functioning as “trend re ports,” contextualizing visual
fads within the history of mass production. I'm think-
ing of “Eclogues (an apology for actors),” where you
followed the milkmaid archetype — her bonnet cap,
rouched sleeves, and woven sun hats — from an
18th-century, pre-industrial goddess to a voluptuous
Instagram haddie.

My work is almost the reverse, actually, because I
examine items that have already been discarded. I am
interested in the trend report beyond its consumer
function. Speculating on a collective future is an
important ritual. The works in “Eclogues” looked at
how criticism of fashion’s environmental impact can
be refigured into an aesthetic, the response to which
is often a kind of strategic “environmentalist kitsch”™
brandsrelease collections that evoke a visual narrative
of a sinpler time, often framed through a female ste-
reotype like the milkmaid. This whole exhibition was
trying to reckon with the labelling of my work as “sus-
tainable” I made these bust sculptures without

LET

| am interested
in the trend
report beyond its
consumer function.
Speculating on
a collective future
is an important
ritual.

features, which wore objects that referenced milkmaid
fashion, but were actually de- and reconstructed sec-
ond-hand garments from Depop and eBay.

‘What's your trend report for 20262 Personally, Ibdieve
the resurgence of American Apparel, both in its uni-
formity and its very un-woke associations, signals a
conservative shift.

TOC For 2026, I see people wearing military-style hussar

Portrait

jackets with gold frogging details, which are ornamen-
tal braids you'd find on members of high ranking It
feels like we've moved past the phase of dressing
“poor” and are looking toward opulence again. It's
interesting to see how mass-produced clothes now
lean on pre-industrial symbols of status to signal value.
It's not something I agree with, but it marks an inter-
esting shift away from the aesthetics of scarcity. —

TENANT OF CUL'TURE is the moniker of Hendrickje Schimmel (1990,
Arnhem, Netherlands), an artist living in Amsterdam. Recent solo
shows took place at Ehlich Steinberg, Los Angeles [2025); PEANA,
Mexico City (2024); Soft Opening, London; Museum of Contemporary
Art, Antwerp (2023); Camden Arts Centre, London (2022). Recent
group shows include “The Practice of Everyday Life," Cape Musée d'art
contemporain de Bordeaux, Bordeaux; Textile Biennial 2025 "Inter
woven Futures," Museum Rijswijk, Netherlands (2025); "Material
Worlds: Contemporary Artists and Textiles" Hayward Gallery Touring;
"Three Sides Enclosed, the Fourth Open to a Wash of the Weather"
Ensemble, New York; "Gradients of the Grotesque: A Stampede of
Croes, Buffalos and Gazelles," Last Tango, Zurich (all 2024).

LYDIA BELIZA TRAIL is a writer and art critic based in London.
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films. Unlike “The Clock’ which had a

surprisingly easy birth for a 24-hour film you can tell the time by, ‘Doors” has been
ten years in gestation. Marclay gave up twice. With clockfaces it was easy to jump
cut from one image to the next, but doors presented particular problems of
continuity. Was the hinge on the left or the right? Was the door opened by pushing

or pulling, and how fast?

Without the inexorable passage of time, he could at least run the clips in any order.
Genres switch from noir to comedy in the blink of an eye and sequences of non-
sequiturs are cleverly paced, with hectic chase scenes intercut with interludes of
ominous calm. It’s noticeable how actresses are typically filmed quietly opening
doors into domestic spaces, while actors tend to burst through doors with guns.
Close-ups of keys being turned, bolts drawn, locks picked and keyholes peered
through - accompanied by the creaking of hinges and the clicking of latches -

heighten the tension.
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Living in a Material World

TENANT OF CULTURE

1IN CONYERSATION WITH

PHILOMENA EPPS

In July, Camden Art Centre opened “Soft Acid,” the

first institutional exhibition of Tenant of Culture {the
anonym for the artistic practice of the Dutch practitioner
Hendrickje Schimmel) in the United Kingdom. The
research behind this ambitious, site-specific presentation
was informed by the historic and contemporary
processes used in textile production, and their wider
relationship to consumer waste, mass labor, and
environmental pollution. As Tenant of Culture, Schimmel
has become known for her sustained exploration of the
fashion industry, overproduction, and the intense cyclical
nature of trends, with her skilled and materials-driven
practice transforming used and discarded garments

and accessories into complex, amalgamated sculptures
and textiles. Philomena Epps met with the artist, mid-
installation, on a humid summer afternoon a few days
before the exhibition was due to open.

Raiciaal Fire (Seriag) Pirnsd, 20722 Reogreled shoes, thaend, ghue, peind, jestnorite . Photo gaphe by e ssio Boleord. & Sash A, Cowresy of the atist nd Soft Opering, London
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PHILOMENA EPPS: | wanted to initiate our
conversation by inviting you to talk about
the research you undertook in the archives
at Camden Art Centre while preparing for
the exhibition, and how that process then
led you to the British laundry industry.

TENANT of CULTURE: Camden Art Centre
started as an artist-run space in the 1960s
called Hampstead Arts Centre. Martin Clark
[Camden Art Centre’s director] told me that
there had been lots of workshops here in
those days. Workshops are such an intrinsic
part of my practice, so | wanted to find
documentation of these events. In my 2021
exhibition “et al” at Kunstverein Dresden, | ran
workshops for two weeks and then exhibited
the results for the remaining run. In the
archive, | found a flyer for an exhibition that
took place in 1967 called “The Londoners”

It was about industries that employed large
percentages of the population, and it was
there that | read about the laundry industry.
I'd never heard the phrase before, and it
initially intrigued me because it sounded so
domestic. | started doing some research.
Although it was hard to find anything at
first,| managed to find two books on the
subject: English Laundresses: A Social History,
1850—-1930 (1986) and Steam Laundries:
Gender, Technology and Work in the United
States and Great Britain, 1880—194-0 (2003).
Especially the last one elaborated on how
this industry was forgotten within the history
of the industrial revolution because of its
associations with domesticity and femininity.
| also read about the rising standards of
cleanliness, and the upwards mobility that
came from looking clean and wearing
bleached and startched whites. The middle
classes used their clothes to distinguish
themselves from the working classes, who
couldn't avoid dirty clothes because they
worked in the coal industry, for example.In
these rapidly urbanized environments, there
was also an increasing anonymity, so it was
even more important to present a certain
way for a good firstimpression. | find all
these things very engaging, particularly how
something might become a trend because of
wider material circumstances.

PE I'massuming the majority of the workers in
the laundry industry were women?

ToC Exactly. When you think of the era of
industrialization, you might associate it with
men working in steel mills, but the laundries
almost entirely employed women, although
they were still run and managed by men. It
was married women, too, which was unusual.
The workwas so powerfully gendered and
associated with domesticity that it didn't
unsettle the gender standards.

PE |was reading an article [on sézifing-women.
org] that explained how despite many women
being employed during that period, their
income was not accurately recorded within
the sources that historians have relied on.

If theirwages were seen as “secondary
earnings” to men's wages, they wouldn't have
included it on the census, and it therefore
didn'tappear in statistics.

ToC That's really interesting. | also couldn’t

PE

Living in a Material World
find any personal accounts from
laundresses. There has been a similar
lack of information regarding the
industrial history of fashion. Fashion has
been more commonly associated with
the beauty industry, rather than heavy
industrial activity. It was important for

me to make links with contemporary
industry. The processes used in the
laundries informed modern-day mass
production. The same machines are used
in factories today. This contradiction
interested me, particularly how the
machines that cleaned items are now
used to make them look artificially dirty
or faded, something like acid-wash
denim. | also looked at the treatments and
finishing processes used on sportswear
and activewear, such as waterproofing

or sweat-proofing. Before these items
even hit the shops, their materiality has
been deconstructed and broken down.
The title of the exhibition, “Soft Acid,”
references the chemical agents used

to soften garments and to make them
comfortable to wear. | liked the name, as
you don't commonly think about bleach or
acid in this way. | also wanted to consider
the dyeing practices that are used before
something even becomes a garment.
These finishes and materials require
significant amounts of water to make.

I've previously looked at post-consumer
waste, but | became engaged with water
wastage and pre-consumer waste. A
garment is only 5% of the raw materials
used to make it. 95% is invisible waste,
largely consisting of water. That water,
which is being used to feed crops, will
then be contaminated and lined with
chemicals and microfibers.

In addition to vast levels of waste, fast
fashion has been directly contributing to
water pollution and carbon emissions.

ToC These effects are also invisible. | wasn't

aware of how much water it actually
takes to make these garments. The UK
and Europe have very neatly tightened
their water laws rearding water pollution
and rely almost entirely on production
elsewhere, but water doesn’t care about
boundaries; it flows all over the world.
When | went to a garment factory to
have the large-scale denim pieces Soft
Acid (Series) (2022) dyed, | discovered
that they were one of the last remaining
factories in London that does it. The
legislation is so strict that these factories
can't afford to do it anymore. They're
being forced to off-shore it, which
happens continuously in the fashion
industry. The Residual Hue (2022) shoe
sculptures were dyed with waste ink
collected from fabric printers by Aliki van
der Kruijs for her project Afterseason,
but for these denim pieces, | wanted to
choose colors that were not associated
with the natural world or anything
organic. The yellow dye is my favorite, it
looks so toxic.

56
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PE It looks hazardous, almost dangerous.
ToC As it should bel It is dangerous! | wanted

to walk the line between looking abject,
grotesque, and unfriendly, but still
somehow sexy.

often riff on fashion merchandising, such

as using glass-and-steel display pedestals
that evoke high-fashion shop design, and
have previously made mannequin busts out
of plaster. What is your relationship to these
specific environments?

PE It's seductive. How did you construct these ToCl like to sometimes appropriate the

textile works?

ToCI bought all this acid-wash denim off eBay and

PE

from charity shops, and sourced all these pre-
bleached and pre-washed items, and started
deconstructing them. | always like to let the
garment itself guide me. As soon as | started
sewing them together, you geta map of the
stains and washes that have been used. Some
are lasered on. You can have an abstract

idea of how something is constructed, but
once you start handling the material, it always
changes. You start to understand more about
the supply chain and the intention behind

its design. This material knowledge is really
important to me — that's when it really starts
to live. These items become an archive of their
own processes. The seams reveal whether it
was stitched together before or after being
dyed. Items which were fabricated more
cheaply can be easily dismantled.

In addition to being stitched to one another,
the different sportswear materials in the
Dry Fii (Series) (2022) also appear tied and
bundled together?

ToC My own selection process has the potential

PE

to create waste, so | make sure to use the
whole piece where | can and not cut it

into fragments. It is an intimate and multi-
sensory process. | use bungees and elastics,
and sew toggles on the back so they can

be tightened and tied up. It would be over
ten meters long otherwise, like a sort of sea
monster. The bunching also refers back to
laundry practices, like the action of wringing
outor hanging a garment.

The adjustable aesthetic feels more
practical, somehow multipurpose. Italso
means the patchworked sculpture is
three-dimensional and not flat. The work
commands a strong sense of corporeality,
which triggers associations with its original
purpose as a garment.

ToClt is really important to me that you can

PE

still somehow see how you might style

it. Dry Fit (Series) Gireen has a hole in the
middle, so it becomes almost wearable.
Another segment has a sleeve hanging

out. l want you to encounter the textiles in
the exhibition space and perhaps think,

“I have some jeans that might match that
quite nicely.” | don'twant to completely
leave the realm of fashion. My methods are
rooted in artistic practice, but | see myself
as a fashion practitioner rather than an
artist. | always mimic and stay close to the
assembly methods that the garment initially
had, despite sometimes exaggerating them.
Here, | used sportswear techniques, and on
the other pieces, | used denim stitches. It
keeps you in the same atmosphere.

I'mintrigued by your relationship towards
the gallery space as a quasi-boutique. You

PE

luxury feel of a shop, particularly the
persuasiveness of those which use
stainless steel and transparent materials.
The installation at Camden Art Centre is
comprised of a bespoke hanging system
based on the system of pipes used in

dye factories. | was interested in how the
aesthetic of that industry is being emulated
by high-end fashion display mechanisms,
such as the Balenciaga flagship store. Itis
strange that this aesthetic is being used

in shops without actually addressing the
means of production. | don't usually use a
living body or a full-body mannequin. | don't
want to render features or take it too close
to the human body. The continued absence
of the body is crucial, otherwise it relates
too closely to identity or styling.

| read an interview you gave in which

you mentioned that you aren't interested
in blaming these issues regarding
consumption solely on the individual, and
prefer to comment on wider systemic
issues regarding globalized supply chains,
capitalism, and overproduction. Perhaps
thatis also related to the lack of bodies in
your practice?

ToC That's really true, | want to stay away

PE

from blaming individual consumers.
Consumerism should be referred to as
“producer-ism.” It is not the fault of the
consumer; it is the fault of the producing
entities. They produce so much surplus,
and they create elaborate strategies so that
you consume that surplus. It is a personal
enquiry for me. It all comes from a love of
clothes, not a hatred of fashion. When |
was in fashion school, | found it so hard to
geta conversation going that wasn't just
about fashion as image. | wanted to talk
about how something was produced, start
to finish, but found that information was
totally inaccessible. Fashion was always
discussed as something ephemeral,
fleeting. It was never talked aboutina
concrete and material sense.

Through this enquiry, you're stating that
you're also part of this system and part
of this culture, which brings me to your
chosen moniker: Tenant of Culture.

ToCl liked the associations between being

a tenant and being a consumer, being a
participant who is subjected to these more
powerful structures. The phrase Tenant

of Culture is also based on an allegory
that the French historian and theorist
Michel de Certeau used to talk about the
hierarchies that exist between producers
and consumers. He specifically used the
term to address the kind of tactics that
consumers use to defy the strategies of
producers, such as misusing, personalizing,
and reinterpreting mass-produced goods.
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By altaring and recycling garmeantain iy
work, | want to unsettle the notion that
consumariam is apassiva practice. In the
workshops that [ hava run, the anargy
oframaking is somuch fun | don't giva
instructions asids from showing soms
tachniques. Paople have a naturalintimacy
with clothas bacausait's a daily practica,
and tharais plaasura in agsamkling an outfit,
Although, | have somatimes noticed that
paopla find itreally hard to cut up anitam that
has alabel onit.

Bacause thay attributa valua to that labal?

ToC And a sansa of loyalty.

PE

Brand loyaltyl

ToC It's clavarly creatad. It's important to

PE

realize how we arg baing manipulatad
as consumars, such as through the
accelaration of plannad obsolescanca.

Canvyou axpand on these strategias of
plannad obsalascanca?

ToC In tzchnology, it is mors evidently szan

PE

through battary lifa. Butwith garmants,

you hava both matarial and peychological
obgolezcenca. [fyou stitch something with
rubbizh thraad, itwill fall apart mors quickly,
avanifitiz a great quality fabric. Than, it will
ka cheaper to raplaca itrathar than rastora
it. Whan the garments ara cheap to buy, vou
also might not think it is worth rastoring.

In addition, if you maksa somathing

lockwary currant, than itwill bacoma
obzolata quicker, tharsky shaortaning that
raplacemant cycla. Thergis so much
monay invastad to manipulats paopla into
making thase purchazes, butitisn'treal
damand: it iz artificially craatad demand.

What doyou thinkwill halt this frenzy?

ToC Lagislation. Wa naad laws. This i3 down to

PE

lagislation anyway: the shiftsin trade policies,
stratagically plannad aconomic glokalz ation,

rural "chara" jackst, which had ironically basn
vary popularwith urban, desk-basad workears.

ToCltwas inraspons e to a politically fraught

PE

timea. Thiz pastoral tendancy, to rafar back
to a simplar, apolitical ime, is as old as tha
Graaks YWith that rustic milkmaid trand, |
saw it everywherg, from all aspacts of the
markat, low to high and. | was alsosaducad
by ity L was wearing it which made me morg
intarastad. | want tolook into someathing
once |'ve fallan forit | don'twant to critiqus
from tha outside. | am the most switched
anwhan | amintriguad by somathing's
ambiguity or contradictions. These tfrands
rarmind you that you are part of a much
larger subconscious. Bvary garment has a
history that is vary alaborate. Thara iz not
that much innovation in clathing styles; we
waar largaly the sama idea of garments that
wa have sinca the industrial revol ution.

Itz mora paychoanalytic, that approach.
‘fou're reflecting on and gquestioning your
i consumar bahavior What dayou think
the currant, or evan future, trends are?

ToC|'m always bahind the trands. I'm not in the

PE

kuginass of trandspotting or foracasting,
daspite finding it fagcinating. Sourcing
matarials iz 70% of my practice. [t can ba
quite unpredictakle. | source my materials
framm tha sacondary markat, sol'm

looking backwards, People have already
movad on from thasa itams but they ara
still in circulation. | g2 tham as notyet
dacomposad images from tha past that zill
naad procassing.

| lika your subvarsive usa of tha phrasa
"secondary markat" whichis at odds

with tha way that tarm is convantionally
undarstood in tha art world. You'ra talking
about discardad and rajectad scraps,
wharaaz in the art markat, sacondary sales
often agsert and reinforce an artwork's
valuz and raputation.

and tha dizmantiing of uniong, toname a faw,  ToCl know that!'m misusing the term. [t aso

We can't find tha answer by looking dasply
within oursalvas and buying organic baskets!
Froduction wise, anything goas now. [f you
cant doithare, you can doit somewhers glza.
It's just a race tothe bottom, Food lagisiation
iz vary strict, you hawve to daclara on tha labal
whearaitwas packed, whare itwas grown, but
thiz i3 not mandatory in the fashion industry.
Govarnmants ara acting like entreprangurs,
rathar than protacting paopla from production
practicas that are causing harm

Constant trand cyclas are a kay part of

this surplug of created demand. Earliar,

yoll mantionad how trands alzo relats to
widar circumstancesin society. In your
"Ecloguas "works from 2019, vou considarad
the pravalent rustic assthatic and the
romanticized nostalgia for the pastoral
idyllin contemporary fashion, such as

the proliferation of peagant blouses and
milkimaid-styla drasses, in addition to tha
widar "cottagecora” agrcultural trend. Than,in
yolr 2020 sxhibition "Georgics how to atyle
achora coat)" at Galeria Fong Welters, you
lockad at tha rise ofworkweaar, such as the

PE

maans somathing diff erant in aconomic
theony | couldn't find a bettarword for
it.¥intage maans somathing alse, asit
gimilarly signifies a sense of valuz. Thaszs
clothes are very racently made — some
ara lazs than i months old. Thare ara
stacks ofitams in charity shops that still
hava tha original tags on tham. How ara
consumers being persuadad by producers
to buy somathing and gat rid of it again 2o
quickly?

I his 2szay "Tanant of Culture, Ragpickar
of Faghion Higtony," Jeppe Ugalvig draws
a comparia on batwasn your practics and
the historical figura of tha ragpicker, who
zalvagad refuse and othar discardad
objacts for the purposa of racycling and
rausing tham

ToC The ragpickars collactad glazs that could

ke malted down and reused as raw
ratarial, orwould skin dead cats and
dogs and maka them into furs. Similarly,
in thaworkshops | run, you are constantly
avguating materiaity, seeing what a
certain fibar or tatile pieca can do, and
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The Interview
by Ross Simonini

Tenant of Culture

“Fashion acknowledges its own instability
and employs that as a system”

Tenant of Culture is the moniker of Hendrickje
Schimmel, a Dutch artist working in the space
between sculpture and couture. Her objects
are assembled with the flying tempo of fashion
production, but these garments are clearly not
factory made. The hand is visible inside every
cut, stitch and rip. The work has been gripped
and jammed into itself.

Schimmel’s objects range from near-
functional clothing to collaged tapestries of
ragged fabric. The garments are provocations,

pointing towards radical futures, obscure
historical movements and the strobing micro-
trends of the current moment. The footwear
is abstract; the hats are speculative and the tops
dystopian. It's all patched together from
upeyeled scraps, and when I imagine the culture
that might grow up around these outfits, Tam
impressed by its vision and concerned forits
quality of life.

Until 2016, Schimmel studied fashion
and art in undergrad and graduate school,

March 2022

tespectively. Now she occasionally works with
public workshops, as a nod to the mechanics
of clothing production, but behaves like
asolitary artist, working in the studio and
showing in galleries. She is, by her own decla-
ration, not a designer.

In outr conversation, conducted over video,
Schimmel was kind and ebullient. She responded
to each question with earnestness, energised by
her own practice and by the flitting vicissitudes
of culture.
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Wtten by MAXWILD

Fashionis a transnational language we all speak, even

if wa refuse to practise it By simply wearing clothes

and steppinginto the publiceye, astatement is made

visible. Garments arg ingrained in the routine ofevery-
day lifs, ubiquitous objects that tell stories of identity,
affiliation and status. Loaded with implication, gar-
ments can adhere to a certain time in history, even a

cartainevent, manifesting itself as a pillar of pop cul-
ture and history, What has shifted is how we perceive

clothes as partof a globalised industry, incorporating

wratched production sites in Third World countries,
massive fast-fashion stores and eventually, an un-
fathomable amount of excess, either having theirlast

dance atthrift stores, fleamarkets and charity shops,
or being incinerated out of sight from the (seemingly)

conscious consumer, The glaring truth is; The fashion

industry has yet to come up with a coherentsolution

forits wasta, Tha sectorstill makes up 10% of human-
ity'semissions andis the second bigge st polluter after
the il industry - butwe allknow thatalready, The mills

grind slowly while advocating for a sustainable solution

on a public matterof this size. But the se trenchesfilled

with waste exist, nonetheless, Within these masses

of tashion scraps, the artistHendnckje Schimmael, work-
ing under the moniker Tenant of Culture (ToC), has

found her very source for an artistic practice.

Having a background in womenswear
design and textiles, Schimmel’s fondness forgarments
asher primary material is deeply rooted. Whilke strolling
through the streets of central London and observing
the window displays in constant flux, she developed
agaze for the historical and socio-economic aspectof
clothing, Itiswhen garmentsentar the second market,
when another trend has washed a surplus of garments
ashore and into the vintage stores, that Schimmel
takes a closer look. Rather than following the pieces
through the industrial structures of production, for
example, wearing them, she chooses to revert the pro-
cass: She picks the garment apart, thereby learning
through its contours and seams how it was produced;
butwhiledoing so, she lays bare the socio-economic
pastwhich is attached to the garment The decon-
struction of the garments serves two purposes. For
one, thay are being stripped from their original pur-
pose, becoming only a mere gesture of whatitonce
was, Through her engagement with the garment,
Schimmel strips away its meaning as a nostalgic,
fetish-like object from the past, Secondly, Schimmel
decodes the material from its original use and re-
boots it as a source material,

Her artistical approach brings to mind
the French term bricoiage. The termwas introduced by
the Frenchethnologist Claude Lévi-Strauss and stands
for a practice inwhich the subject solves tasks with
the resources athand, rather than acquiring new mate-
rials designed for that specificendeavour. By using
this approach of assemblage, Schimmel skilfully cre-

atesan areaof tension, where the fieldsoffashion, con-
sumerism and artengage. Her objects are all a testa-
ment to this; In the sculptures from the Sample Sale
series, the original substances remain recognisable,
Leaving theiconic shape of classic sneakers as itis,
ToC evokesa sense of familiarity for the spectator, And
yet, they are deconstructed, their individual parts
held toge ther{orseparated, for that matter}), byclay, ce-
ment, resin and plaster. Itis this constant negotiation
of the familiar with the slightly-off thatkeeps one ex-
amination pending, and therefore, engagedwith ques-
tions of matenality and fabrication, The Deadstock
and the Eclogues series show Schimmel’s eye for
quintassential silhousttes and har understanding of
fashion history. At firstglance appearing like perfect:
ly wearable, patched-together garments, the pieces
could denve from the Maison Margiela archive s, where
Martin Margiela once paved the way forrecycling and
repurposing clothes and branding them as high fash-
ion, He made visible what had previously remained
hidden in fashion - its constructional character. Still,
the discourse remained within the fashion sphere,
What Schimmel does is to depicther objects in an art
context, thus ingeniously taking cut the dizzyingly
rapid pace of the fashion apparatus, allowing the
spectator moreroom for engagement and reflection,
disclosing the historical and cultural narratives that
are sewninto every garment. ‘| find itso tricky to say
that everyoneis individually responsible for making
good purchases because you open a whole different
socio-economic chapter. Noteveryone canmake that
decision atall. The accassibility to garments hasbesn
democratised, whichis a good thing, at the eXpense
of theenvironment, but theenvironmen tal discussion
is inextricably linked and cannot be detached from
equality,’ Schimmel said in a conversation with the
fashion newsletter Denjer,

The language Schimmel transports
through her ceuvre as ToC also brings tomind the pro-
lific work of the renowned German artist Isa Genzken
and her similarapproach ofcollaging everydayobjects
asinsignia of the consumer world, Both gesture to-
wards acriique of the capitalist boom, but their bodies
ofwork functionwithout anydidac tic aid. The glooming
problem, or solution, of the consumerera, is systemic.
However, wecan't refrainourselves from it in away, we
are all accomplices. Tenant of Ciliture connects to the
artist’s search for a contemporary sculpture and is
anexprassion of her permanent self-questioning both
as a creator and consumer. The self-awareness of
Schimmel is also manifested through the prudent
decision ofworking through the alias ToC. Michel de
Certeau, a cultural historian and philosopher, uses
the term tenantin his book The Practice of Everyday
I ife. Itrefers torenting from a pre-existing, archive-like
structure. Here, ownership is to a certain degree, a
secondary aspectof culture, In the contextof Schim-
mel’s work, this parable works especially well: She
workswith second-hand material. By interlacing the
pastin herwork, Schimmelis documenting its presence.
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Puzzlecut Boot Oxblood, 2021 VII
Recycled shoes, handbags, padding,

shoelast, glue, thread

173%x39x 28 cm

Courtesythe artist and Sophie Tappeiner

Photography Kunst-dokumentation.com

Flash s/s (Series), 2020 VII
Recycled trainers, string, plaster, paint

Dimensions variable

Right shoe 19.5 ¥ 32X 13¢cm

Leftshoe 18.5 x 32 13cm

Courtesythe artist and Soft Opening, London

Photography Theo Christelis

Untitled (Autumn Cloth), 2021 VII
Recycled garments, piping, thread, eyelets, rope

147 %74 cm

Courtesythe artist and Sophie Tappeiner

Photography Kunst-dokumentation.com

(allimages)

Deadstock, 2021

Recycled handbags, scrap leather, thread,
styrofoam, steel, cement

185 X 80 x 23 cm

Courtesythe artist and Soft Opening, London
Photography: Theo Christelis

VIII

Eclogues (Series), 2019 IX
Recycled overcoat, cotton canvas, textile glue,

thread, buttons

Dimensions variable

Courtesythe artist and Soft Opening

London Photography Theo Christelis

Eclogues (Series), 2019 X
Recycled straw hats, thread, jute

72X50%x15cm

Courtesythe artist and Soft Opening, London

Photography Theo Christelis

(from left toright up to down)
Eclogues (Series), 2020

Recycled garments and accessories, jute,
coin, thread, fibreglass, steel

140 x50 % 30 cm

Courtesythe artist and Soft Opening, London
Photography Theo Christelis

Eclogues (Series), 2019

Recycled garments and accessories, thread, human hair,
hair accessories, plaster, epoxy clay, paint, varnish

170 x40 x 27 cm

Courtesy the artist and Soft Opening, London
Photography Theo Christelis

Untitled, 2020

Fibreglass, recycled garments, thread, steel
170 % 40 % 27 cm

Courtesy the artist and Soft Opening, London
Photography Theo Christelis

Eclogues (Series), 2019

Recycled garments, curtains and accessories, resin clay,
eyelets, cord, elastics, felt, stoppers, paint,

varnish, handmade wig by Franziska Presche

168 x40 %27 cm

ist and Soft Cpening, London

Photography Theo Christelis

Sample Sale (Series), 2019

Recycled shoes, socks, tiles, grout,

plaster, wood, glue

42%43.5%10cm

Courtesythe artist and Soft Opening, London
Photography Theo Christelis

Curated by Jeppe Ugelvig

20 August - 17 October, 2021

Huset for Kunst & Design, Holstebro, Denmark
Images courtesy ofthe artists

and Huset for Kunst & Design, Copenhagen
Photography David Stjernholm

Untitled, 2019

Recycled shoes, resin, clay, paint, thread, wheat
38x30x8cm

Courtesythe artist and Soft Opening, London
Photography Theo Christelis
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Tenant of Culture talks
about her work

With every season comes a new version of the familiar sneaker;
low-top and nostalgic plimsols, chequered slip-ons, bulky,
pumped-up hiking boot fusions, to name a few. Product descrip-
tions span every aspiration; Urban-Friendly Trail Runner, Gore-Tex
Everything, Dad Shoes are Forever.
I remember my grandmother telling me that her grandfather

wore sneakers to outwardly emphasize that he was a socialist,
the cheap sneaker being a signifier of rebellion against the formal
attire affiliated with the upper classes. The sneaker in recent
history is associated with the urban poor, having its rubberized
origins in early 19th Century recreational attire presumably
for the more well-heeled. Today of course they are made in their
millions for every niche of society. A quick Google search located
a bulky, diamond-encrusted pair by Gucci, yours for £1,075.00.

This contrast in both symbolic and material value is intrinsic to
the fashion industry’s oxymoronic nature and the ideological frame-
works that unfold in its methods of production and distribution.
Surely a reckoning is due post-pandemic about fashion’s scandalous
contribution to global emissions and use of cheap overseas labour.

Influenced by Michel de Certau’s The Practice of Everyday

Life (1974) I aim to take a dialectical position with my practice
by examining industrially produced garments and shoes not only
as commodities through which a productivist economy articulates
itself, but also as social relations that arise from the process
of their manufacturing and utilisation.

By dissecting and reassembling second-hand apparel I look
to gain insight into various industrial production processes.
Through analytical deconstruction I encounter imperfections
invisible on the surface of the product. Sewing directions written
by hand in the lining, serial numbers, wonky stitches, glue stains
and labels that reveal the origin of the material.

Iincorporate these fragments into sculptural assemblages
that exaggerate the recognisable details and shapes of the shoe.
Using traditional sewing techniques such as patchwork and
appliqué, I recycle elements of various sneakers and combine
them with materials with contrasting properties.

Existing somewhere between sculpture and product my res-
titched assemblages are reanimated with a pathos they deserve,
somehow no less elegant but far away from their fashionable origins.

Tenant of Culture is the name of Hendrickje Schimmel’s
artistic practice. A new publication on Tenant of Culture
will be published in October by Soft-Opening, London.
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In the artist’s latest show at London’s Nicoletti Contemporary, Eclogues (an
apology for actors) (2019), the subject position in question is that of the
milkmaid. For centuries, the milkmaid’s slender bodice and leg-of-mutton
sleeves have served as signifiers of female voluptuousness and fertility,
recognizable throughout art history in the genre paintings of Lucas van
Leyden, Johannes Vermeer, Jean-Frangois Millet, and Gustave Courbet. In
recent years, the culture industry has developed a renewed interest in mass-
market attire reminiscent of the milkmaid, in part aided by the promaotion of a
glamourized peasantry aesthetic through the trendsetting social media
accounts of Kylie Jenner and Rowan Blanchard. In Eclogues (an apology for
actors), Tenant of Culture adorns mannequin busts in inexpensive milkmaid-
esque garb culled from fast-fashion retail clothing stores. These
anthropomorphic assemblages of recycled garments, wigs, frayed
swatches, and epoxy clay are accompanied by cement watering cans onto
which leather handbag panels and shoulder straps have been fastened.
Woven damask labels protruding from several of the items indicate factory
production locations in China, Poland, Madagascair, Ireland, and England.
The bare wire columns upholding the mannequins give the installation the
seductive, fresh off-the-runway sheen of an in-store display.

Wide-brimmed hats, bonnet caps, denim corsets, gingham dresses—the
image of the milkmaid allows Tenant of Culture to absorb and aggravate the
contemporary cultural form, diagramming its political fissures in fabric.
Rather than referring to this reemergent figure as symptomatic of an
apolitical collective desire for a return to pastoralism, Tenant of Culture’s
milkmaid—an ad-hoc, faceless purveyor of transient cultural modes—
reconsiders this gendered archetype as a subject position more accurately
characterized by a historical and contemporary class subjection. The
material-technical and the social-economic aspects of the production
process are constitutive of, as well as inscribed in, the milkmaid ideal; the
historical social form of the milkmaid’s emergence is rendered inextricable
from the physical value-form that the present commodities assume.

The exhibition thus outlines the ways in which historical subordination of the
peasantry and contemporary subordination of the factory laborer have
generated this purely stylistic fodder for bourgeois cultural intervention.
Reification—a term used in Marxism to describe “the transformation of
social labor into a property of the products of labor”"—installs itself in
ideological superstructures buttressed by the boho-chic cyclical
merchandising of Topshop and Boohoo.!

For Tenant of Culture, exhibitions function as “trend reports.” Clothing is
indeed an apt site for staging such interrogations, as the history of clothing
closely matches that of the modern commaodity: from the Industrial
Revolution’s mechanized cotton mills and bleach drying all the way up to
fast-fashion’s short shelf lives and shop-fitting. But the Eclogues title refers
also to Virgil's pastoral poems, to scenes of an Arcadian golden age
consistently allegorized following periods of relative economic progress. By
internalizing the latent ideological residue intrinsic in these collective
moments, Tenant of Culture is able to lay them bare: uncovering the
manifold reactionary fantasies that serve to legitimate new forms of social
domination.

[1] Isaak lllich Rubin, Essays on Marx’s Theory of Value (1928; repr., Montreal: Black Rose
Books, 1973), 121.
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Other notions of hybridisation come in terms of identity. Syrian-born, Paris-based painter, Miryam
Haddad’s works are made up of fragments of memories of her hometown complete with new visions
from her imagination. “My imagination is built on real images, architecture, and everyday life, but |
don't work from a photo so | don't want it to be realistic,” she explains. “What happens on the
painting is a translation of what | have in mind and my imagination, these little fragments of memory
and real life and what comes together.” Swedish-based Lap-See Lam pays homage to her Chinese
ancestry by presenting a film featuring 3D scans of Chinese restaurants and voiceovers from the
Chinese diaspora. Titled Mother’s Tongue, Lam comments on the “cultural reality of immigration and

how it affects the construction of identity and otherness over time".

While the show itself doesn’t explicitly reference Brexit, a map of Europe — borderless and with
country names omitted - is presented on the ground floor, which Delamarre calls “a statement in
itself”. Brexit instead looms as a metaphorical storm cloud and threatens to dampen the energy and
connectivity of the European art community. Despite this, Delamarre is determined to shine a light and
light on its unity. “There are a lot of questions on the state of Europe right now,” he says. “Of course,
there are pretty dark things happening, but there's also an incredible dynamic from the young
generation. So the show is about looking at this vitality and bringing the artists together in order to
celebrate Europe and its many relationships. It's about the idea of a very wide Europe - the one that

most of us want.” In this sense, it's a reminder of a unity that we might soon be missing.

Metamorphosis. Art in Europe Now runs at Paris’ Fondation Cartier pour |'art contemporain until 16
June 2019
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