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In the practice of Saskia Noor van Imhoff systems are of main es-
sence. With her exhibitions and individual works she reflects on 
rules and regulations that make for our conditions of living. This en-
tails reflections on man-made structures: the ways we are educat-
ed and disciplined through knowledge systems, (in)formalities of 
culture and, manmade structures that systematically classify and 
differentiate. These are the artificial categories created for distinc-
tive purpose that order our environment and allocate value. This 

includes differentation between here 
and there, then and now, human and 
nature, commodity and waste, objects 
and materials or, plant and animal spe-
cies. Her practice is concerned with 
the fundamental architecture of our 
existence. In an art context this would 
include the modes of selection, cu-
rating and preservation regarding art 
works and collections: the considera-
tions that make for the political forces 
that ascribe value and produce appre-
ciation and (re)presentation of art.

Recently, Van Imhoff has shifted her 
focus from the frameworks of the 
white cube towards an outdoor space 
just outside of Amsterdam that she is 
currently using as an open air studio. It 
concerns a small strip of land that prior 
to her arrival was subject to a sense of 
neglect, as little energy was invested 
in any type of upkeep and the plot was 
mainly used as a dumping ground for 
all types of left over materials. These 

circumstances provided Van Imhoff with the possibility to further 
expand on her interest in traces and remnants. Since, she has been 
digging and planting, sanitising the soil and creating a space that 
is fit for cultivation. During this process she discovered vestiges 
of former use. And throughout she has been documenting and 
archiving her findings, activities and own additions. Four Floating 
patches, secondary shoots centers this process of restoring and 
reshaping at the long-neglected and contaminated tract.

For this first translation towards an exhibition, Van Imhoff has used 
her examinations of the growth of plant life and the evidence of 
past activity embedded in the soil. The ground tells a story of hu-
man and non-human interactions. The artist interpreted this narra-
tive and complemented it with archival materials; amongst which 
maps and historical documents. She has used these patches of 
information to construct her understanding of the terrain and con-
tribute to a layered, visual conception of the plot of land. At the 
same time she questions the way we have constructed different 
types of perceptions to visually repesent a given situation. These 
ways of mapping and carthography – including their digital ren-
derings – shape our perspectives and knowledge concerning our 
surroundings. In the same way, Van Imhoff utilizes display methods 
that are normally used as ways to (re)presentat objects that are 
considered valuable. Within this explicitly designed environment, 
the artist poses the suggestions of new discoveries. She creates 
a tension with meticulously presenting discarded everyday objects 
as if they were the most valuable excavated artefacts. A gesture 
through which she brings underlying power structures of valorisa-
tion, selection and conservation to both the literal and symbolic 
surface.
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An important focal point of Four Floating patches, secondary shoots 
is the ways objects carry an entire history within themselves. As 
they have withstood the test of time and represent their origin, evo-
lution and current state – simultaneously. Their trajectory through 
time, its traces, their former use and whereabouts are present in 
this one appearance through marks, substance and composure. 
Precisely this contemporary presence is relevant to the artist. The 
objects that she presents are fragments and representations of all 
their prior states and forms, including symbolic and projected mean-
ings, compressed into a single physical chunk of matter in the pres-
ent. In the collection of essays Arts of Living on a Damaged Planet 
(eds. Anna Tsing, Heather Swanson, Elaine Gan and Nils Bubandt) 
it is stated that ‘every landscape is haunted by past ways of life’, 
‘forgetting in itself remakes landscapes, as we privilege some as-
semblages over others. Yet ghosts remind us. Ghosts point to our 
forgetting, showing us how living landscapes are imbued with ear-
lier tracks and traces’. In the same way objects contain ghost im-
ages: imprints that linger within the material structure of an object, 
which are not necessarily derivable by the human eye, as they might 
also have repercussions beyond the surface. In earlier works, Van 
Imhoff for example used X-Ray methods to trace these formations 
and make them visible through photographic means. In general she 
shows the physical layering of material and objects; of which some, 
even though discarded, seem to be still in flux, alive and growing – 
continuously adding to what existed before.

In this relation, Karen Barad speaks about cuting up the coordinates 
of space, time and matter which all together become the concept 
of spacetimemattering. She speaks about “co-existing multiplicities 
of entangled relations of past-present-future-here-there that consti-
tute the wordly phenomena we too often mistake as things existing 
here-now”. Barad makes us aware that we 
all inhabit the same space, a shared envi-
ronment in which nothing is independent, 
autonomous or purely itself as “the world 
is made of entanglements of ‘social’ and 
‘natural’ agencies, where the distinction be-
tween the two emerges out of specific in-
tra-actions”. And describes intra-activity as 

“an inexhaustible dynamism that configures 
and reconfigures relations of space-time-
matter”. Arising from these concepts Barad 
introduces quantum hauntology: “to think 
with and through dis/continuity, to render 
time and space out of joint, to entangle the 
here and now, the then and there”.

It is exactly this type of interrelationship 
that Saskia Noor van Imhoff points at. She 
adresses this spacetime – that is often 
called history – by connecting it to exchange, 
traces and remnants on a larger scale. She 
refers to methods of plant propagation to 
produce work. In this context of art, botany 
and propagation, Van Imhoff posits graft-
ing as her main metaphor for the progress 
of culture. She sees the manipulation of the landscape as a kind of 
grafting, deepening the relationship between people and place, a 
relationship through which the concept of nature is born. As one 
moves through the gallery space, each artwork creates a new fo-
cal point to include representations of the land and its flora, found 
objects extracted from the environment, and replicas of organic ma-
terial. Here, these discrete concentrations of information take on 
character as hybrid forms, viable prosthesis and grafted indications 
of value. Hence, the exhibition questions our expectations and con-
siderations relating to nature and a cultivated plot of land in a white 
cube presentation.S
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