Should I Stay
or
Should I Go?
A line taken from a famous song by The
Clash, the title of this exhibition, Should I
Stay or Should I Go?, epitomises the very
dilemma – be it personal, professional, or
otherwise – that one is faced with several
times in life. In the current socio-political
landscape, this question evokes a great
variety of issues that individuals, groups,
corporations, and even nations, must
consider and address. Should I Stay or
Should I Go? poses questions of inclusion
and exclusion, migration and memory, and
more profoundly of home and belonging:
belonging in a political, or even more
importantly, in an emotional sense;
belonging to a family unit, a community, a
national or ethnic identity, a geographical
space or place in nature, or simply sharing
a common destiny. The exhibition brings
together fifteen artists from diverse
backgrounds, somewhat spontaneously
selected, who propose a wide range of
individualistic approaches. Should I Stay
or Should I Go? examines a complicated
and complex issue and can hence only
suggest a series of tangential viewpoints,
in the hopeful attempt to reveal some of
its themes and undercurrents.
As part of a continuum of British artists
who have looked to Europe, James Scott
Brooks’ (b. 1974, UK) new works from
his Birthplace series relate to key British
artists, who themselves felt connected to
European Abstraction. Brooks processes
key data surrounding these artists and
translates them into geometric works
on paper that utilise specific shapes
and placements from maps. Yet Brooks’
primary aim is to explore creative
originality and cultural identity as an
ongoing process, as a continuing response
to external stimuli arising from the
multitude of sometimes opposing forces.
Also Henrik Eiben’s (b. 1975, Japan) wall
mounted sculptures and installations
evolve around a reduced vocabulary
and are full of deceptions and willful
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contradictions. Resisting categorisation,
Eiben encourages the viewer to question
the process of fabrication and origination.
His work Triptych: Big Elie is a set of three
wood reliefs which at first glance appear
to be identical. On closer inspection,
subtle differences emerge, both formally
and through the careful modification of
materials. Eiben’s pieces softly manipulate
our perception until the viewer starts to
question the true nature of a work, or even
truth itself.

News media, and first and foremost
print-media, has experienced a surprising
renaissance during the debates about the
future of Europe in recent years, even
if one can question their contribution
towards an understanding of a hugely
complicated issue. Mike Meiré (b. 1964,
Germany) abstracts the information
published in newspapers and instead
reveals the structure, the architecture
of the conveyed information. Stripped
to a bare minimum, what remains
is the information matrix that defines
each publisher’s distinct identity;
monochrome templates that are filled
with alternating themes.
The practice of over painting is also found
in Sophie Bouvier Ausländer’s (b. 1970,
Switzerland) ouevre, often through the
obliteration of terrain and borders. Small
and large-scale waxed maps are covered
with paint and then partly excavated by
scratching and scribbling into the surface
with gestural movements or grids,
exposing hints of the underlying countries,
oceans, cities and borders. In the case of
the recent Radar series, it is often parallel
lines that imitate the flight movements
above the vanished earth. In a wider
context, Bouvier Ausländer’s covered
maps connect to questions of territoriality
and environmental issues.
Jill Baroff’s (b. 1954, USA) Tide Drawings
look at different cities around the world
from a concretely environmental angle.
Developed to engage with the movements
of water around her home city of New
York, Baroff later created related works
about other places she visited or was
intrigued by. Although the drawings
develop from scientific data processing,
they resemble circular landscapes that
result in rather poetic and meditative
drawings linking it to Baroff’s general
oeuvre, which unites conceptual coherence
with sensitivity towards materials.
Also Susan Stockwell (b. 1962, UK)
combines conceptual content with a
thoughtful touch for material. Made from
knitted green wool, Jerusalem-Br-Exit
originally hung stretched out in her studio
with dressmaking pins. Disassembling
the piece, Stockwell realized that the
deflated appearance of the map gave it
a new relevance. The use of wool links
the meaning to the colonial trade of the
British Empire and its darker undertones.
The green colour cites England’s green
pastures as a reference to William Blake’s
poem Jerusalem, considered to be a sort
of alternative national anthem for England.
Eric Cruikshank (b. 1975, UK) takes
landscape as an initial starting point.
Using a colour palette tied to the Scottish
scenery, Cruikshank’s paintings are not
literal presentations but landscapes
of memory that focus on the emotive
qualities of a place. Simultaneously,
Cruikshank investigates the process of
painting itself through a laborious process
of multiple layering where the individual
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brushstrokes are hardly visible. Yet the
works themselves are anything but plainly
monochrome. Instead they speak
of seamless transition, of changing
attitudes and perceptions, and ultimately
of soul searching and the quest for a
spiritual home.
Johannes von Stumm’s (b. 1959,
Germany) sculptures combine iron,
granite, glass and sometimes wood
condensed to a microcosmic essence
of the natural world around us. The
playful intertwining of the different
textures and materials, as well as the
varying reflections and absorptions of
light on their surfaces symbolise a finely
balanced and fragile unity. The results are
abstract pieces that facilitate a fascinating
equilibrium between the strong and the
fragile, the solid and the liquid, the dark
and the transparent. A balance that the
artist feels is currently becoming undone.
Varvara Shavrova’s (b. 1968, Russia)
Blankets Project is an ongoing series
of wearable cape-like objects imprinted
with personal memories. Featuring
images from Shavrova’s family albums,
the blankets represent the desire to
reconnect with something warm,
familiar and personal when experiencing
disconnection, loneliness and uprooting.
The artist encourages visitors to wear the

“Cruikshank’s
paintings are not
literal presentations
but landscapes of
memory that focus
on the emotive qualities
of a place”
blankets in the hope that the feelings of
loss experienced by millions of migrants
and refugees, coupled with a desire
for comfort, can be shared, transmitted
and readdressed.
David Connearn’s (b. 1952, UK)
work Calais Flags emerged from his
confrontation with the conditions of
child refugees living in the Calais camp
during the most recent migration crisis.
However, as the artist states, the work is
not ‘about’ the refugee camp, but rather
the responsibility of art. Connearn uses
his idiosyncratic technique of parallel
horizontal lines drawn freehand from
top to bottom of each sheet of paper.
Inspired by the primary colours of the
flags in the Calais refugee camp, the
work triggered Connearn to start using
colour for the first time in his artistic
life. Colour, its connection to flags, and
the subsequent obliteration of colour,
have adopted an allegorical reading,
pointing towards a multi-layered society
and its varying shades, changes and
exterminations.
Also American artist Danica Phelps’
(b. 1971, USA) Gratitude Project was
partly triggered by stories of refugees
forced to flee their home country. Phelps
decided to make 41 drawings of mundane
things in her life that she is grateful for.
These drawings were then auctioned
off on Facebook, to raise funds for an
organization or charity of Phelps’ choice.
Later Phelps would pair a copy of these
drawings with one about the activity of
each respective organization. Known
for her conceptual drawings and charts
documenting her life through money spent

and earned, the Gratitude Project modified
Phelps’ conceptual apparoach to a more
socially involved one.
Using words as her forceful tool of
expression, Stefana McClure (b. 1959,
Northern Ireland) adapts a poetic yet
severe vocabulary to process her
childhood experience in Northen Ireland as
well as the more recent adverse reactions
around the Brexit debates. In Protest
Stones (Brexit), actual protest stones
picked up from the conflict-ridden streets
were wrapped with newspaper articles
on the Brexit/border issue that McClure
particularly disliked, and then thrown
repeatedly against her studio wall. The
violence exuded and the scars they carry
for McClure signify the tragic decay of
civil society.
Michael Landy (b. 1963, UK) comments
on societal changes, political ideologies
and social imbalances. His Breaking News
drawings consist of hundreds of red and
white illustrations on torn paper, ranging
enormously in scale. Pinned directly to the
wall in intuitive, expansive constellations,
they scramble together art-historical
material and contemporary media as well
as assortments of signs and symbols
steeped in references. Dislocated from
their original context these commonplace
icons and catchphrases surprise the
viewer, prompting attention and reflection
on often uncomfortable issues.
While Landy’s slogans feel like loose
comments on a complex political situation,
Frank Gerritz’ (b. 1964, Germany)
Tränenpalast (palace of tears) is an
illustration of the artist’s, and of human
exhaustion. Placing layer upon layer of
paint stick onto anodized aluminium or
MDF panels, the artist pushes his physical
boundaries to an extreme as it is literally
impossible to get the surface perfectly
even. Once accomplished, the work
emanates a metallic sheen inviting
the viewers to reflect on themselves
and their very own limitations.
Finally, Michał Iwanowski’s (b. 1977,
Poland) project is the most literal
expression for the search of notions of
home and belonging. In 2008, the Polish
artist came across a small graffiti in his
neighbourhood in Cardiff reading Go home
Polish, which made him ponder on issues
of belonging. After the Brexit referendum
and a wave of nationalism sweeping
across Europe, the slogan took on an
even darker tone. In April 2018, he set off
on foot for a 1900 km journey between
his two homes in Wales and Poland.
The venture took 105 days to complete,
during which his anger about Brexit
eventually evaporated to give way to new
thoughts and encounters underpinned by
impressions of the changing landscape.
And ultimately to a much more general
meditation on the transience of terrain,
time and destiny.
Iwanowski’s experience links back to a
general political climate in the UK that
is not an isolated phenomenon, yet
closely related to global developments
and paradoxically thriving on the rejection
of globalisation. It exposes a shift from
integration and diversification, from
transgressing borders towards withdrawal
and isolation. It is an experience that is
profoundly different for every human. A
once powerful sense of togetherness falls
apart under the strains of individualism
and consumerism in the digital age. In the
end, and often rather regrettably, it comes
down to a fateful choice: Should I Stay or
Should I Go?
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