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soft - a real

Perhaps these images are ¢

n approach to the work of Gerhard Richter wi
offers an archival model that is apparent in so much of Pound’s work. For several years Pound

g with the daily papers taking cuttings and compiling files and scrapbooks filled

has been workin

with an avalanche of images. It is as if is collecting towards a logic of documents. He has files

vided into numerous, and unlikely, categories. There are fi images of: people

holding cameras, people holding photographs, people with outstretched arms, people in the air,

people reading, before and after images, big and small comparis , model worlds, microcosms,
for

ffled through a scrapbook that was on top of a pile of other scrapbooks. It was filled with

ale, outlines of land for and so on. In his studio |

ors of houses

s afloat, inte

o

images cut from the newspapers. For a whi E* | couldn’t tell what they had in common. | couldn’t

find any pattern, then | realized flicking and flipping through the pages that in each image

someone was holding something. Pound o tes somewhere between the natural historian finding

on

successions and resemblances and ltalo Calvino’s Mr Palomar. It is as if he is ar

frying to explain the world has been reduced to collecting it

“But it was on his newspapers that he gazed with special tenderness and respect. It was a collection

that seemed
He had
ether without

that he had been making for years. Whenever he read at a café an arlicle in a pap

to him to express his own views in a satisfactory manner, he bought and kept the pape
f vd all dates,

s got together an enormous bundle, papers of all sorts
any kind of order.” 1’ Assommolr, Emile Zola

al model world (podium], 2004

Collection is consumption lived. To collect images on this scale is to be consumed by them.
Meaning is to be found in the accumulation of details. The hundreds of photographs that make up
Soft ~ a real model world are in a sense also cuttings from these daily newspapers. They are
fragments, from the daily flood of photographs, little documents, pieces of evidence blown out of

all proportion. The world is posed as a puzzle. The viewers, like the collector, feel if only we could

get all of the pieces together we would have the complete picture, an exact copy of the world, -

like Borges’ famous fictional map, itself lifted from Sudrez Miranda, that covered the entire land it

represented. The newspapers and the soft photographs are themselves also a fictional ‘Flatland’.

It was Swift who observed that we draw fleas lar qe r and elephants smalier. Like the photographer
. He blows up pieces of these

in Antonioni’s film ‘Blow up’ Pound finds the devils in the deta

tiny documents in a system that produces new and gtat”t?iﬂg images.

is an art of shared information, of memory and remembrance. These images are touching

and telling. They accumulate and hover like memories. These documents writ large as
photographs take on suburban realities and worldly intrusions. A material reality lurks within
their depths; a reality however, which can only be reconstructed as a palimpsest. This stream

of data is at once

himmering and opalescent.
Softly, softly. Be aware, don’t be alarmed.

Anthony Tromp 2004







