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Kate Gilmore “Built to Burst,” Braverman 
Gallery, Tel Aviv

“Built to Burst,” Kate Gilmore’s 
solo exhibition at solo exhibition at 
the Braverman Gallery in Tel Aviv, 
was actually made in the gallery − 
a large-scale installation that was 
constructed as part of a documented 
performance piece. This marks the 
second time that an exhibition of this 
nature has been held at Braverman. 
Two years ago the gallery mounted 
Uri Nir’s “Tropic of Pulse,” an ex-
tended version of which is presently 
on display at the Helena Rubinstein 
Pavilion in Tel Aviv.

Experiments in presenting in-
stallations constructed as part of or 
which come alive in performances 
began in the second half of the 20th 
century. Gilmore made a one-time 
performance that was not open to the 
public, but there are many shows in 
which the piece is performed a num-
ber of times. Conceptually these rec-
reations represent an effort to hold 
onto time, to freeze what is inher-
ently transient.

The issue of transience versus 
repetition has generated a lively de-
bate in recent years, especially with 
the opening of Marina Abramowic’s 
retrospective and performance rec-
reation last spring, “The Artist Is 
Present” at the MOMA in New York.

Born in 1975, Gilmore is an Amer-
ican artist who engages with the 
question of time, and whose work 
converses with art made between 
the 1950s and ’80s, specifically the 
transition from abstract expression-
ism to minimalist and post-minimal-
ist art. Her work is saturated with  
references to the modern history 
of art and the documentary photo-
graphs and videos stand on their 

own, indicating the search for a 
proper balance between action and 
its mummification as it were.

Another debate, more symbolic 
in nature, concerns the time for cre-
ation and time for destruction, cycles 
of life and death. Gilmore performs 
most of her pieces but in some in-
stances, like the work she showed at 
the Whitney Biennale last year, her 
piece was performed by other art-
ists.

On the entrance level of the gal-
lery is a metal construction made 
of five platforms  (designed by Sholi 
Strauss ). The structure expands from 
bottom to top, recalling construc-
tions like “Monument to the Third In-
ternational” by Vladimir Tatlin from 
1920, a tower that was never erected 
but whose design secured the artist’s 
place in the history of art, and the 
“Bottle Rack” readymade by Marcel 
Duchamp from 1914.

The gradually expanding con-
struction, getting wider as it grows 
taller, reinforces the inversion that 
Gilmore explores from a painterly 
standpoint in her references to action 
painting. The first thing that Gilm-
ore’s video brings to mind is Hans 
Namuth’s 1950 film that documented 
Jackson Pollock at work, one of the 
most influential art movies ever 
made. Gilmore is filmed breaking 
rows of white clay pots. Filled with 
paint, these pots create a whirlwind 
of white and orange, resembling a 
huge abstract painting adorned with 
shards of pottery, and consequently 
recalling Julian Schnabel’s series of 
“plate paintings,” large-scale paint-
ings set on broken ceramic plates.

As in many of her other works, 
Gilmore performs this piece wear-
ing “feminine” clothing, including 
a dress and high heels. When she 

breaks the pots in what initially ap-
pears like a state of rage  (but which 
later takes the form of an obsessive 
act ) Gilmore creates a more aesthet-
ic version of artist Paul McCarthy’s 
films. While the latter addresses art 
as a substitute for violence, Gilmore 
explores this along with other feel-
ings.

Obsession also figures prominent-
ly in the piece shown on the lower 
level of the gallery, “Blood from 
a Stone” from 2009. In this video 
Gilmore picks up what appear to be 
very heavy cubes and places them 
on shelves. On one of their sides is 
fresh white paint which drips on the 
gray wall and on the artist’s clothes 
 (another reference to Pollock ). The 
manual labor, heavy breathing and 
beads of sweat stand in contrast 
to Gilmore’s white skirt and heels, 
whose clicking is integral to the 
soundtrack of the piece. The cubes 
entrench the idea of the white cube, 
considered an ideal platform for the 
display of art until around the 1970s, 
when it was repeatedly challenged.

In both pieces Gilmore performs 
challenging, physically exhaustive 
work, but she does not test the limits 
of endurance like other performance 
artists, including Abramowic, Vitto 
Acconci or Bruce Nauman. In this 
respect it seems like Gilmore bridg-
es art that tests the limits of endur-
ance with the biting ridicule of popu-
lar culture found in the early films of 
artist Martha Rosler. While Rosler, 
who also critiqued female stereo-
types, portrayed a deranged cooking 
show host, parodying the 1950s role 
model for American women, Gilm-
ore uses female figures to parody 
the celebration of machismo in early 
art films.

ABSTRACT: From the video installation by Kate Gilmore.
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