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史研究，现任泰康空间文献档案总监。
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galions lâchaient des bordées et le capitaine donnait 
des ordres depuis la passerelle. Mais Kubrick a surtout 
montré que l’espace ne ressemblait à aucun milieu connu 
ou imaginé ; toutes les règles habituelles y étaient sus-
pendues. L’espace est profondément étranger et veut 
notre peau. Et là-bas, personne ne vous entend crier.

À partir de la fin des années 1960, le cinéma de science-
fiction raconte la désorientation, la décadence, la folie 
et la mort dans le milieu désolé, sans pitié et acca-
blant qu’est l’espace intersidéral. Dans Silent Running 
(1972), de Douglas Trumbull, le botaniste incarné par 

Bruce Dern finit par avoir des pulsions meurtrières à 
force de lutter pour sauver les plantes préservées par 
l’équipage du vaisseau Valley Forge après la dévasta-
tion de la Terre. Ce sombre message aurait aussi pu 
être entendu par Stephen Hawking : peut-on imagi-
ner se réfugier un jour sur une autre planète si nous 
n’avons pas cultivé notre jardin terrestre ?

Solaris, d’Andrei Tarkovski, également sorti en 1972, 
est une adaptation du roman de science-fiction publié 
en 1961 par l’auteur polonais Stanislas Lem. Son récit des 
crises psychologiques vécues par l’équipage réduit d’une 
station spatiale était d’autant plus plausible en raison 
du rythme lent du film, caractéristique du cinéaste : 
le vol spatial, nous révèle-t-il, est surtout d’un ennui 
mortel. Moon, film paru en 2009 et réalisé par Duncan 
Jones (fils de Bowie), reprend cette thématique de l’iso-
lement : Sam Rockwell succombe aux hallucinations et 
à la paranoïa sur un site minier lunaire, poussé à la folie 
par un supercalculateur appelé Gerty qui nous évoque 
HAL 9 000. Ce milieu hostile et le stress provoqué par 
une séparation totale de la famille et de tout lien social 
pousse à nous interroger sur la faisabilité d’un habitat 
extraterrestre à long terme.

Le cinéma aujourd’hui ne présente plus l’espace 
comme une utopie. C’est désormais une vaste étendue 
de colonies pénitentiaires et d’avant-postes abandonnés, 

Photographie

Réalité virtuelle

Entre 1969 et 1972, 12 astronautes de la Nasa ont foulé 
le sol lunaire. “Ils sont les plus grands explorateurs  
du siècle dernier”, s’enthousiasme Michael Najjar  
qui leur rend hommage dans son triptyque lunar 
explorers, 2019 (ci-contre), inspiré par les milliers  
de clichés que les hommes des missions Apollo  
ont pris avec leurs appareils photo Hasselblad.  
Né en 1966, le photographe allemand se passionne  
de longue date pour l’aérospatiale. Il rêve d’être  
le premier artiste à embarquer pour l’espace, à bord 
de la navette SpaceShipTwo de Virgin Galactic.  
Il s’entraîne à cette fin depuis 2011, des centres russes 
jusqu’aux grands spectroscopes installés au Chili – 
une aventure qu’il met en scène dans son projet outer 
space, dont il a déjà tiré un livre (É. Distanz, 2014).

et prédit que l’agence spatiale serait “ravie” du résul-
tat. Son message sur l’exploration spatiale est connu 
pour son caractère énigmatique, mais le film a contri-
bué à façonner les perceptions en raison de son réa-
lisme. D’un coup, il a réinventé les normes techniques 
de base pour la réalisation de films de science-fiction.

Le destin solitaire de Major Tom est préfiguré dans 
la mort de l’astronaute fictif Frank Poole (joué par 
Gary Lockwood), après que le supercalculateur rebelle 
HAL 9000 a pris le contrôle de l’une des capsules et s’en 
sert pour le percuter alors qu’il est hors du vaisseau. On 
voit simplement Frank Poole disparaître dans le néant, 
piégé dans sa combinaison – une fin d’un isolement indi-
cible. La scène où David Bowman (Keir Dullea), dernier 
survivant de l’équipage, fait exploser le sas de sa capsule 
pour réintégrer le vaisseau est tout aussi marquante. Les 
alarmes et les lumières clignotantes se font de plus en 
plus pressantes, jusqu’à ce qu’on voie un plan extérieur 
du vaisseau et une explosion, qui a lieu dans le plus grand 
silence grâce au vide insonorisé de l’espace.

C’est un coup de théâtre classique chez Kubrick, mais 
il réussit d’autant mieux à souligner l’étrangeté de l’es-
pace. Les bruits et les étincelles de l’USS Enterprise 
quand il éliminait des vaisseaux Klingon [dans la saga 
Star Trek, lancée en 1966 et créée par Gene Roddenberry] 
faisaient penser à une sorte de bataille navale : des 

La grande évasion
Écrivaine, chanteuse, réalisatrice ou encore 
plasticienne, Laurie Anderson est une artiste 
avant-gardiste qui semble avoir toujours côtoyé 
d’autres sphères. Née en 1947 dans l’Illinois, elle s’est 
fait connaître du petit monde de l’art expérimental 
new-yorkais dans les années 1970, avant de devenir 
l’auteure inattendue du tube O Superman (1982),  
dans lequel elle évoque les nouvelles technologies.  
Cette réflexion sur les avancées technologiques, 
 fil conducteur de son œuvre, est d’ailleurs ce qui  
l’a amenée en 2003 à devenir la première artiste  
en résidence de la Nasa. Elle est alors missionnée  
par l’agence spatiale américaine pour créer une 
œuvre originale à partir de ses observations célestes. 
“Rien d’étonnant donc”, selon le Guardian, si son 
dernier projet, en collaboration avec l’artiste 
taïwanais Hsin-Chien Huang, est centré sur la Lune. 
Après être passé par Hong Kong et avoir été présenté 
à la Quinzaine des réalisateurs du Festival de Cannes, 
To the Moon est à découvrir à Manchester jusqu’au 
21 juillet. Cette expérience immersive de réalité 
virtuelle offre au visiteur “une évasion hors du réel”  
en lui permettant durant quinze minutes d’explorer  
le satellite terrestre, relève le quotidien britannique.  
Ci-dessous, dans la scène “Stone Rose”  
de l’installation, une rose minérale géante, inspirée 
par Le Petit Prince, dérive dans l’univers.

STANLEY KUBRICK  
NOUS A MONTRÉ QUE L’ESPACE  
VOULAIT NOTRE PEAU.
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A
u début des années 1950, le programme 
spatial russe exigeait de ses apprentis 
cosmonautes des compétences bien 
singulières, s’amuse le site Internet 
Atlas Obscura. Il fallait être “facile 
à vivre, télégénique, et ne mesurer 

guère plus de 33 centimètres de hauteur”. Aboyer 
n’était pas un handicap. Ce sont des chiens 
qui étaient recherchés.

À l’époque, ni les Américains ni les Russes n’avaient 
la certitude que des humains pourraient supporter 
un vol hors de l’atmosphère terrestre. D’autres créa-
tures ont donc fait office de cobayes. “Des mouches, 
des singes, des souris, des chiens et un chimpanzé sont 
allés dans l’espace avant que des hommes n’osent s’y 
aventurer”, raconte Atlas Obscura. Beaucoup d’entre 
eux ne devaient jamais revenir sur Terre, mais les 
implications géopolitiques de la course à l’espace 
ont relégué au second plan toute considération 
éthique. L’attention mondiale était telle que 
certains de ces pionniers sont devenus en 
leur temps de “véritables superstars”, pour-
suit le site américain. Et “aucune étoile n’a 
sans doute autant brillé que celles de Laïka, 
Belka et Strelka, trois chiens envoyés dans 
l’espace par l’Union soviétique”.

Ces héros à quatre pattes ont fait 
l’objet de multiples produits déri-
vés, commercialisés à des fins de 
propagande. Ils sont aujourd’hui 
au cœur de Space Dogs : The 
Story of the Celebrated Canine 
Cosmonauts (“Les Chiens de 
l’espace : l’histoire des célèbres 
cosmonautes canins”), sorti 
en juin au Royaume-Uni et 
pour l’instant inédit en fran-
çais. L’ouvrage combine des 
textes du journaliste scienti-
fique Richard Hollingham et des 
clichés qu’a pris Martin Parr de 
sa collection de babioles à l’ef-
figie de Laïka et consorts. Cela 
fait deux décennies que le pho-
tographe britannique traque de 
telles pièces sur eBay et sur les 
marchés aux puces de Moscou.

Mais revenons aux années 1950. 
Des chercheurs soviétiques, munis 
de saucisses en guise d’appâts, 
parcourent les rues de Moscou 
en quête de potentiels cosmo-
nautes canins. Les éléments 
les plus prometteurs sont 
rassemblés dans une maison 
de banlieue où ils subissent 

des examens médicaux et toutes sortes de simula-
tions pour les préparer aux bruits, aux vibrations 
et à la pression du décollage.

Les premiers à s’élancer pour un vol suborbital 
sont Tsygan et Dezik, en juillet 1951. Ils reviennent 
sains et saufs, en parachute, sur le sol terrestre. 
D’autres congénères leur succèdent. En novembre 
1957, la chienne Laïka est le premier être vivant 
à être mis en orbite autour de la Terre. “Bien que 
le public ne le sache pas à l’époque, son périple devait 
être à sens unique. Les Soviétiques n’avaient alors pas 
la technologie nécessaire pour sortir un engin spa-
tial de son orbite et le ramener sur Terre”, rappelle 
Atlas Obscura. Laïka est morte au bout de quelques 
heures, vraisemblablement d’hyperthermie, mais 
son expédition a prouvé qu’un être vivant pou-
vait survivre en impesanteur. Et cet “exploit” fait 
d’elle “le premier cosmonaute à conquérir l’affection 
du public”, écrit le site spécialisé. “Son museau 

étroit, entouré d’étoiles dorées, de fusées, de pla-
nètes et autres croissants de lune, s’affiche sur 

des timbres, des cartes postales, des assiettes 
de porcelaine, des horloges, des montres, des 

cigarettes et des boîtes d’allumettes, pour 
ne citer que ces objets-là.” Comme l’écrit 
Richard Hollingham, Laïka est sou-

vent représentée comme Lénine, la 
tête légèrement relevée, le regard 
braqué vers l’horizon.

En 1960, un autre duo, Belka et 
Strelka, est envoyé dix-huit fois 
en orbite autour de la Terre et 
ramené dix-huit fois au sol, sans 
encombre. La production d’ob-
jets dérivés atteint de nouveaux 

sommets. Les deux chiennes 
apparaissent entre autres sur 
“une carafe en forme de fusée, 

leurs petites têtes sortant par 
des hublots, les oreilles au vent, 

comme s’il s’agissait des fenêtres 
d’une voiture” (ci-contre). Mais 
cette frénésie va être de courte 
durée. En 1961, Iouri Gagarine 

est envoyé dans l’espace, et 
les cobayes canins perdent de 
leur intérêt. Sans être pour 

autant effacés des mémoires 
soviétiques. Comme le souligne 
Atlas Obscura, “un monument en 
l’honneur de Laïka a été érigé à Moscou 
en 2008, et la dépouille empaillée de 
Belka est encore aujourd’hui visible 
dans la capitale russe, exposée au 
musée mémorial de l’Astronautique”.

—Courrier international

La truffe des héros
 
Avant d’envoyer le premier homme dans l’espace, l’Union soviétique  
a utilisé des chiens comme cobayes. Plusieurs d’entre eux sont devenus  
des héros, célébrés au travers de multiples objets dérivés.

où les humains tentent désespérément de survivre, eux-
mêmes devenus violents ou apathiques en raison des 
conditions d’une dureté insupportable. Cela étant, le 
space opera n’est pas mort. Au contraire, l’univers de 
Star Trek est plus dynamique que jamais, mais nous 
savons maintenant que c’est un monde imaginaire. 
George Lucas a confié qu’avec La Guerre des étoiles, 
en 1977, il voulait offrir un conte de fées à une généra-
tion qui n’avait plus aucun rêve. Comme l’a expliqué 
un libraire au critique littéraire Hugh Kenner, après 
Apollo, “la réalité n’a pas réussi à suivre. Quand l’aven-
ture interplanétaire prend la forme d’un homme vêtu 
d’une grosse combinaison blanche qui trébuche sur un 
rocher… les métropoles cristallines sur Vénus ne semblent 
plus trop plausibles.”

B
rièvement à la fin des années 1960, les vols 
spatiaux habités nous ont interloqués en raison 
de l’ambition et de la puissance brute de cette 
technologie. Qui n’a pas été émerveillé par les 
images de fusées qui se décrochent de leur base 
et filent vers les étoiles ? En regardant Apollo 11 

s’élancer, même Norman Mailer, plutôt sceptique, 
s’est exclamé à plusieurs reprises : “C’est incroyable !” 
Mais après que l’homme a marché sur la Lune, il a bien 
fallu que nos conceptions de l’espace évoluent. L’idée 
de sauver l’humanité en s’aventurant dans les confins 
interplanétaires a perdu son attrait et nous impatiente 
désormais. “Je pense que beaucoup de gens sont encouragés 
à croire que nous pouvons exploiter cette planète puis la 
jeter comme un Kleenex, a déclaré Kurt Vonnegut, car 
nous trouverons ensuite d’autres merveilleuses planètes 
qui sont verdoyantes, humides et riches… Mais ce n’est pas 
vrai. Nous sommes coincés sur cette Terre même si nous 
dépensons des mille et des cents pour nous en échapper.”

C. P. Snow, écrivain et chimiste anglais, l’avait aussi 
compris. À la période des missions Apollo, il a fait un 
constat : “Le problème, c’est que le Système solaire est 
un endroit affreusement décevant. Les scientifiques le 
savent depuis longtemps et nous en avons maintenant la 
pleine et entière certitude, malheureusement. Il ne sert à 
rien de promettre des horizons illimités quand les hori-
zons en question seront sinistrement limités.” En réa-
lité, C. P. Snow fait preuve de mauvaise foi, car →46
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Michael Najjar is a photographer, 
adventurer and future astronaut. 
In his photo and video works Najjar 
displays an interdisciplinary mindset, 
fusing the fields of science, art, and 
technology into visions and utopias 
of future social structures emerging 
under the impact of cutting-edge 
technologies. Since 2011 he has 
been working on his ‘outer space’ 
series which deals with the latest 
developments in space exploration 
and the way they will shape our 
future life on Earth, in Earth’s near 
orbit and on other planets.

A
s an artist I strive to unearth and make 
visible things that normally remain 
hidden to most people. I put specially 
selected themes in the cultural focus of 

public perception. Through my works I raise 
questions to which there might well be no 
answers. For over 20 years now I have been 
engaged with the technical image media of 
photography and video. New technological 
developments and their inăuence on our future 
form are the focus of my work. 

Unlike scientists and engineers, my work 
as an artist is not concerned with developing 
functional obMects or evolving fit-for-purpose 
solutions to specific problems. What , attempt 
to do is to create visions and utopias which 
challenge and extend both our rational thought 
processes and our imaginations. 

What is important for me is to constantly 
view the things of this world from a different 
perspective. A work of art can trigger both aesthetic 
and cognitive modes of perception which can 

Michael Najjar
Artist, Berlin, Germany 

A matter of perspective

 starbot HR4DSE (2017) - one of the great visions 
of our time is to make humankind a bi-planetary 
species. A key requirement to make this happen is 
the development of robotic technology for pre-
deployment of assets on another planet, 
maintaining and repairing facilities as well as 
creating capability that allows robotic helpers to 
co-work with human astronauts. NASA and the 
Edinburgh Centre of Robotics are collaborating on 
an ambitious futuristic project to build an 
autonomous humanoid robot for future deep space 
exploration on Mars. The robot, shown in ‘starbot 
HR4DSE’, is equipped with a range of sensors that 
are used to sense the world in depth, colour and 
force. The work also raises a critical human 
concern: how much autonomy should we grant the 
robots that will share our daily lives in the future?

All images in this article are from the series ‘outer 
space’  © Michael Najjar   www.michaelnajjar.com
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lead to an interrogation of traditional modes of 
thinking. Each relevant work of art should hold both 
aesthetic and conceptual elements. And it is from 
such symbiosis that works are born that make the 
invisible visible, the unthinkable thinkable and the 
unimaginable suddenly real and tangible. 

Accelerating velocity 
What principally fascinates me are the inăuences 
of new technologies on the ordering of our society. 
7he pace of present-day technological development 
is undergoing a tremendous acceleration whose real 
effects most people are unaware of since there is no 
time to reăect on the impact these new technologies 
are having. In the 21st century, technologically 
speaking, we are passengers on a supersonic ăight 
who fail to notice the moment the sound barrier is 
broken because we are sitting inside the machine 
itself. We have no overview, no meta-perspective. 

,n ���� when , first began my Úouter spaceÛ series, 
I realised that in the near future we would be 
seeing the start of a period of enormous advances 
in the space industry. And in the meantime, the 
privatisation of the space sector and its associated 
technological leaps and bounds have indeed led to 
an era of Ú1ew 6paceÛ. 7he dominion of space has 
suddenly opened wide to a plethora of new players 

who in turn are opening up whole new fields for 
its utilisation. 

The future will see a massive expansion of the 
human presence in space and the technological 
artefacts humankind has fabricated. Even so, and 
despite all developments, outer space still remains 
a hostile, deeply alien environment and as such is 
the supreme realm for the roaming imagination 
and a Úgreen screenÛ for humankindÛs innate drive 
to utopian thought. 

 serious anomaly (2015)  - on 31 October 2014, Virgin Galactic’s suborbital 
spaceplane SpaceShipTwo crashed during a test flight in the Mojave Desert, 
California, killing co-pilot Michael Alsbury and seriously injuring pilot Peter 
Siebold. The artwork ‘serious anomaly’ is a depiction of the experience of 
failure which is a fundamental part of human existence. The composition is a 
reinterpretation of German artist Caspar David Friedrich’s iconic 1824 painting 
Das Eismeer – Die gescheiterte Hoffnung (The Sea of Ice - The Wreck of 
Hope). ‘serious anomaly” is a digital composition based on photographs taken 
by photo reporters at the scene of the crash which have been precisely 
assembled to mirror the composition of Friedrich’s painting. The work 
questions the relationship between man and machine, and the pushing back of 
frontiers through technological innovation.

What is important for me is to constantly view the 
things of this world from a different perspective
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Hands-on approach
This is also the reason why outer space so 
fascinates me as an artist. ,tÛs a utopian blank 
whose sheer inaccessibility constantly eludes 
any attempt to ascribe it a final meaning or 
definition. When , began my Úouter spaceÛ 
series, I soon came up against a fundamental 
problem. Most people on this planet have some 
kind of fascination with outer space yet hardly 
any of them has ever actually entered this vast 
proMection space - this vast screening room of 
the imagination. 

From the very beginning, all of my art work 
has involved a very pronounced physical 

engagement on my part. And so, it was vital for 
me to draw on my own physical experience in 
the Úouter spaceÛ series as well. ,n other words, , 
too had to go into outer space to be able to use 
the fund of my own existential experience for 
the creation of new works of art. This was the 
reason why I became one of Virgin Galactic´s 
Pioneer Astronauts in 2012 with the aim of 
being one of the first artists in space. *ruelling 
training programmes in 5ussiaÛs 6tar City, with 
1A67A5 in the 8nited 6tates and at the *erman 
Aerospace Center are some of the keynote 
experiences which underscore the strong 
performative aspect of my art. 

Between simulation and reality
Another fundamental aspect of my work is 
the fraught relationship between reality and 
simulation. Even though my main work is in the 
medium of photography, my interest is never 
in the representation of reality and always in 
the reality of the image. Accordingly, I make 
constructions of reality which often unsettle or 
bemuse viewers and force them to question their 
own habitual ingrained ways of seeing. 

 europa (2016)  - Jupiter’s moon Europa is one of the most likely places to 
find life outside the Earth. NASA’s Jet Propulsion Laboratory has for the first 
time offered solid scientific evidence showing that there is a 100 km-deep 
saltwater ocean under its ice shell. It is now supposed that Europa holds more 
than twice the amount of water of Earth. The work ‘europa’ visualises the 
surface of the Jupiter moon. The visual composition – very much inspired by 
Caspar David Friedrich – fuses landscape portraits photographed in a glacier 
region of Iceland with images of the Europa’s surface taken by the Galileo 
space probe. The work also conveys humankind’s irrepressible urge to 
discover new worlds and learn more about the origins of human life.

Without 
simulation 
on the Earth, 
there would be 
no real human 
activity in 
space 
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 sands of mars (2014) - the red planet is unique in that it has the resources required to support a population of sufficient size to create a new 
local branch of human civilisation. Colonisation requires the establishment of permanent bases that have the potential for self-expansion, and 
inflatable habitats are one possible option for surface architecture on Mars. Geodesic spheres as invented by Buckminster Fuller in the 1950s 
may well be a perfect architectural concept for Mars habitats. The artwork ‘sands of mars’, photographed in Chile’s Atacama Desert, merges 
the image of a remote and endless Mars-like landscape with three geodesic cupolas, and focusses on the relationship between inside and 
outside space. In the early days of Mars colonisation, we will have an entire new planet to live on, but very little space to live in.

space debris I (2012) visualises the 
population of defunct objects now in various 
orbits around the Earth, from spent rocket 
stages and dead satellites to nuclear 
reactors. Some 600,000 objects ranging 
from 1 to 10 cm in diameter and 21,000 
objects larger than 10 cm are orbiting Earth 
at speeds of approximately 28,000 kph. 
These pose a serious threat to satellites, 
space stations, and operational space 
flights. The increasing amount of space 
debris poses a serious environmental 
pollution problem which needs to be 
urgently addressed.
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My works are hybrid photography which 
interlock and fuse real with simulated and fictive 
elements. Thus, time and space are deconstructed 
and given a new dimension of density. The images 
constantly oscillate on a narrow edge between 
what we think we recognise as reality and what we 
believe we identify as simulation. And interestingly 
enough, this dialectic between simulation and 
reality is also at the root of every kind of space 
research. Without simulation on the Earth, there 
would be no real human activity in space. 

Artists in space
Until now, the vast majority of travellers in space 
have been part of a small and highly exclusive 
group of professional astronauts – pilots, members 
of the armed forces, scientists, engineers. All 
astronauts who have ever been into space bring 
back reports of fundamental and life-changing 
experiences, yet they often have difficulty in 
communicating them. 

On the one hand because the Club of Astronauts 
has just 570 members and this small number 
cannot really share their experiences with the rest 
of the seven billion people on the planet and on 
the other, because there is no toolbox of creative 
instruments capable of communicating the 
aesthetic and emotional impact of such extreme 
experiences. In other words, it is now high time 
for more people – and above all for more artists! – 
to venture into space. 

My aim is to transform the meanings of 
space research into a form of expression which 
is sensual, aesthetic and at the same time 
intellectual. This should give people not merely a 
technical but also an emotional point of entry to 
outer space, a realm that even today most people 
still consider as a completely inaccessible and 
abstract entity. 

Yet critically, our activities in space are 
indissolubly bound up with our activities and 
our lives on Earth. Thus, it is essential for us to 
put the spotlight not just on the technological 
implications, but also on the cultural relevance of 
our present and future space research. 

Unlike scientists and engineers, 
my work as an artist is not 
concerned with developing 
functional objects or evolving 
fit-for-purpose solutions to 
specific problems

One essential hallmark of Najjar’s work is the way it is deeply informed by 
an experiential hands-on approach; the experience of ‘living through’ 
situations which provide the recurring themes of his art is vital to the artist.

spaceport (2012) shows the first private space hub on the planet, Spaceport 
America, located in the New Mexican desert. The futuristic building, designed 
by architect Lord Norman Foster, will be the hub for Virgin Galactic and other 
private space companies. Using local materials, Spaceport America is both 
sustainable and sensitive to its surroundings. The building’s sinuous shape 
seeks to embody the drama and mystery of spaceflight itself. The artwork is a 
fusion of day- and night-time scenery, whose digital re-composition reinforces 
Foster’s lead idea of reducing the visibility of the building by merging its 
architectural structure with the natural environment.

Despite all developments, outer space still remains 
a hostile, deeply alien environment and as such is 
the supreme realm for the roaming imagination



12.1.2019, U
K

N
EW

 SC
IEN

TIST



#104 2018/19, GermanyEUROPEAN PHOTOGRAPHY



31.12.2018, www.monopol-magazin.deMONOPOL





November 2018, South KoreaMAGAZIN O



November 2018, USAARTFORUM

NOVEMBER 2018   257

must constantly diminish, while that played by those who cannot be 
called actors, but rather, in a new meaning of the term, ‘livers,’ will 
increase.” For Debord, these viveurs engaged the capacity to revolu-
tionize life, while Lima’s stated goal was to draw attention to it—that 
is, to the body’s movement, to concentration and fatigue, as well as 
the physiology of flesh, its temperature, sweat, and smell. That said, 
Alfaiataria inevitably engaged questions of labor. The Pinacoteca 
building’s original function served to enhance the link to tailoring: It 
used to house the São Paulo School of Arts and Crafts. And it is located 
near the Bom Retiro neighborhood, home to a robust tailoring tradi-
tion still evident in streets filled with textile shops and clothing stores, 
many owned for generations by immigrants to the city. By using living 
beings, workers, as both the subject and object of her exhibition, Lima 
asked visitors to observe and think about labor, its value, the materials 
out of which objects are made, and the forces that give objects form—
both within and beyond the frame of art.

—Kaira M. Cabañas

MEXICO CITY

 “Murales temporales”
GALERÍA KAREN HUBER

What? An all-male show about mural painting? Really? I wondered if 
“Murales temporales” (Temporary Murals) was a deliberate effort to 
keep with the gentlemen-only tradition of twentieth-century Mexican 
muralism. But even so, I couldn’t think of a decent reason for a team of 
three curators (Andrea Bustillos, Karen Huber, and Alejandro Romero) 
to put together a show about a whole genre of painting that leaves women 
artists out. In any case, the show was pretty indulgent, taking muralism 
and its long history in Mexico and relocating it within a gallery space 
to question ideas of permanence, ownership, compromises made for 
patrons, and the visibility of private versus public spaces. These are all 
valid questions, but they are also easily answerable: When murals are no 
longer permanent and can be displayed in a gallery—where they are likely 
to be seen only by art-world denizens, and, if they are not ephemeral but 
are portable and sellable, are likely thereafter to be shut off from public 
view in a collector’s home—they are no different from any other contem-
porary art that is more committed to the market than to an ideology.

While an exhibition on murals might seem to imply, at minimum, 
that the works on view are paintings on walls, this show also included 
sculptures that related to the wall only by resting against or hanging on 
it. One of them was the artist duo Tezontle’s Skewer (all works cited, 

2018), a group of stalactite-shaped slices of foam dipped in concrete 
and painted black, suspended from what looked like a brass curtain 
rod. More ambitious was Luis Hampshire’s Demoler los días (Demolish 
the Days), a vertical piece made of painted wood, mirrors, and paper 
cutouts that cast a shadow of the word demoler on the wall. At the 
bottom of this totem pole–like structure was a tiny sculpture of a man, 
naked except for his sneakers and some bandages, struggling to hold 
the structure aloft while staring at himself in a mirror. 

Perhaps due to my Mexican-art indoctrination, I enjoyed this one. 
I prefer my muralism with some conflict—as, for instance, in David 
Alfaro Siqueiros’s extremely melodramatic depiction of a fiery, bloody, 
capitalist apocalypse in Portrait of the Bourgeoisie, 1939–40, in the 
office headquarters of the Mexican Electrical Workers Union nearby. 
One artist who succeeded in bringing that kind of drama to this show 
was Marcos Castro. His three-part work El levantamiento de la 
Coatlicue (The Rise of the Coatlicue), made with pink, orange, and 
yellow chalk and acrylics over a black background, was based on the 
story of the discovery of a now famous statue of the Aztec Mother of 
the Gods in Mexico City in the late eighteenth century. The Spanish 
rulers found this object monstrous, but the indigenous population 
began to worship it, lighting candles and offering it flowers. Only by 
reburying the statue could the Spaniards make them stop. In the first 
section of Castro’s mural, two figures with their faces covered toss 
Molotov cocktails amid a ravenous forest fire. The second section 
portrays an exploding volcano, while the third climactically shows 
Coatlicue emerging from smoke and flames like a vengeful Godzilla. 
What the conflict is about and who or what the projectiles are directed 
at are unclear. Perhaps at nature? Or at the politically instrumentalized 
narratives of a pre-Hispanic past? The result is nevertheless entertain-
ing, as most narrative murals tend to be. 

On the pretext of reformulating muralism, “Murales temporales” 
included pieces that might just as well be called paintings, sculptures, 
or installations. Aren’t there more pressing, less formal questions to ask 
of muralism than what happens to it in a gallery context, especially in 
a time of political unrest and the co-opting of public art by corporate 
and state interests? An urgent question would be: Have you heard of 
any women artists? 

—Gaby Cepeda

SHANGHAI 

“The Legacy of  
Architectonic Futurism” 
BANK

Architecture exhibitions can feel like slapdash microcosms of urban 
sprawl, touting utopian optimism and making claims for innovative 
design’s miraculous capacity for transforming the ways in which we 
think about space and live our daily lives. Luckily, “The Legacy of 
Architectonic Futurism” was something else: a superb tribute to the 
visionary architect, educator, and artist Lebbeus Woods (1940–2012). 

Woods had a politically and socially charged agenda, along with a 
somewhat pessimistic worldview. His architecture was based on crisis 
and conflict. “Architecture is war,” he once said. “War is architecture. 
I am at war with my time, with history, with all authority that resides in 
fixed and frightened forms.” Woods’s practice was theoretical. He was 
a paper architect rather than a builder, realizing just a few actual proj-
ects during his lifetime, the most well known of which is the Light 
Pavilion in Chengdu, China. Commissioned by the architect Steven 
Holl for Holl’s Sliced Porosity Block, a massive multiuse commercial 

Marcos Castro,  
El levantamiento de la 

Coatlicue (The Rise  
of the Coatlicue) 

(detail), 2018, acrylic 
and chalk on wall, 

dimensions variable. 
From “Murales 

temporales.”

complex, and completed in 2012, Woods’s pavilion is nestled within 
the facade of the complex, challenging the tower-and-podium structure 
typical of shopping centers, megamalls, and public plazas, and at once 
suggesting stability and weightlessness. Architectural critic Anthony 
Morey has  called it “a space understanding how to become a space. A 
space that is unsure as to which direction it shall cast a shadow.” With 
sloping panes of glass and dramatic labyrinths of suspended steel stair-
cases, the Light Pavilion invites visitors through a tangled network of 
pathways with glowing multicolored columns leading to balconies 
overlooking the city. Its sole purpose is to give visitors a dynamic 
sensory experience within Holl’s structure.

This tribute exhibition brought together eleven artists and architects 
from around the world. Li Hu and Huang Wenjing of OPEN Architec-
ture, a Beijing-based firm, presented models for their Chapel of Sound, 
an open-air amphitheater located north of the capital, near the Great 
Wall, composed of various acoustically intimate spaces; the massive 
edifice will be made from concrete, but will appear to be carved from 
monumental slabs of layered sedimentary rock. OPEN’s proposal for 
the Dune Art Museum—to be programmed and operated by the Ullens 
Center for Contemporary Art in Beijing—is a refreshing departure from 
the staid and conventional museum design. Also sited in northern China, 
along the sandy, windblown coast of Bohai Bay, the structure would 
begin to disappear or erode upon its completion, melding with its harsh 
environmental conditions to become a kind of buried or hidden structure. 

SHARJAH

Michael Najjar, 
Netropolis | Shanghai 
2017, 2017, archival 

pigment print on 
aluminum Dibond, 

707⁄7⁄7 8⁄8⁄  × 1181⁄1⁄1 8⁄8⁄ ". 
From “The Legacy of 

Architectonic Futurism.”

 



Among the other standout works in “The Legacy of Architectonic 
Futurism” were Belgian artist Lore Vanelslande’s mandala-like ink-
and-gouache drawings, whose delicate, concentric geometric precision 
reminds us of the power of sacred forms both past and present. The 
quasi-surreal and dark fairy-tale paintings by Berlin-based painter Maik 
Wolf were also an astute choice for this show. Wolf’s Eisenhaus Mental 
Seat of Grace 1, 2016, depicted a cobbled-together cabin in a desert-like 
setting. Its skewed, inverted, and aggressively pitched rooftops jut from 
multiple directions. Berlin-based Michael Najjar’s photograph f.a.s.t, 
2017, was an elevated view of the world’s largest filled-in, single-dish 
radio telescope. Tucked into Pingtang Valley, in the mountainous region 
of Guizhou Province in southwest China, it measures more than sixteen 
hundred feet in diameter, like a massive concave geodesic dome. Besides 
studying gravitational waves, black holes, or other interstellar phenom-
ena, its primary objective is to detect communication from alien life-
forms. Woods would have loved this, I imagine, as he was commissioned 
to develop architectural set designs for sci-fi films such as Alien 3 (1992) 
and 12 Monkeys (1995), though these were never realized.

SHARJAH

 

The spirit presiding over this exhibition was, of course, Woods 
himself, represented by many excellent drawings dating from the early 
1980s to the mid-’90s, including the series of storyboard-like render-1980s to the mid-’90s, including the series of storyboard-like render-1980s to the mid-’90s, including the series of storyboard-like render
ings for “Hudson Yards,” 1987. This was Woods’s dystopian response 
to Donald Trump and his multibillion-dollar redevelopment plan for 
the former industrial rail yards along Manhattan’s west side, a project 
that would further displace the city’s homeless. Woods called Trump’s 
project “a megalith of capitalism.”

—Arthur Solway

SHARJAH
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THE LEGACY OF 
ARCHITECTONIC 
FUTURISM 
Bank, Shanghai, China

Bringing together a selection of pencil and 
pen-and-ink drawings by the experimental 
American architect Lebbeus Woods with 
projects by ten contemporary artists and 
architects, ‘The Legacy of Architectonic 
Futurism’ speculates on how architec-
tural experimentation can help us rethink 
the urban environment.

With only one permanent project  
realized during his lifetime – the Light Pa-
vilion in Chengdu, China, completed the 
year of his death, in 2012, Woods is best 
known as a radical architectural theorist. 
In a more pejorative register, he could be 
considered a ‘paper architect’ – not unlike 
the Italian Futurist Antonio Sant’Elia and 
the 1960s British collective Archigram, 
whose works he frequently cited. Starting 
out in the o!ce of the late Eero Saarinen 
in the 1960s, it was not until the 1970s 
that Woods devoted himself to his experi-
mental studies. In 1988, he co-founded 
the Research Institute for Experimental 
Architecture and applied its pedagogical 
methods over many decades as a teacher 
at Cooper Union (between 1987–96  
and 2001–12).

Woods’s drawings are astonishingly 
complex and singular renderings of 
alternative worlds. The black and white 
pencil drawing series, ‘Region M’ (1984), 
shows a dystopian cityscape of towering 
structures connected by globular parts 
and tubes, inhabited by men dressed in 
steampunk fashion. While Woods’s  
ruminations on cybernetics and urban 
plans seem opaque in these sci-"  
fantasies, other works in the show more 
explicitly re#ect his commitment to  
architecture’s conceptual dimensions. 
The ‘Solohouse’ (1988) series, realized  
in drawings as well as an installation, 

MYALL CREEK AND 
BEYOND
New England Regional 
Art Museum, Armidale, 
Australia

There is no way of knowing exactly how 
many Aboriginal Australians died in the 
Frontier Wars, which began after the 
British invasion of 1788 and continued 
until the last Aboriginal massacre in 1928. 
Conservative reports suggest 20,000 
people, although recent academic studies 
claim fatalities may have been at least 
three times that amount – comparable to 
the number of Australians killed in World 
War I. Despite the signi"cance of these 
con#icts, there are few public Indigenous 
memorials in Australia – a country that 
generally prefers its histories to be either 
forgotten or rewritten. ‘Myall Creek and 
Beyond’, at the New England Regional 
Art Museum in the rural town of Armidale, 
New South Wales, sets about correct-
ing this historical erasure. Works by 13 

relate to what Woods described as an  
‘atom’ of architecture: a single-person 
dwelling, ‘the fundamental space of  
human habitation’, which could be built 
up to form ‘molecules’ and ‘compound  
substances’, such as cities. While not 
included in the current show, later 
iterations of the Solohouse mutated to 
respond to the cultural, political and ge-
ographical conditions of di$erent places, 
including Sarajevo, Havana and Berlin, 
as part of Woods’s long-term investigation 
into concepts of war, reconstruction  
and rehabilitation. 

Some 30 moderately scaled sketches 
by Woods are hung throughout the  
gallery space, juxtaposed with more 

Aboriginal artists prompt re#ection on 
the 1838 Myall Creek Massacre, when 28 
Wirrayaraay people were killed by white 
settlers 600 kilometres north of Sydney. 
After an initial trial in which all were found 
not guilty, seven of the 11 perpetrators 
were eventually brought to justice and 
hanged, making the incident signi"cant 
as the "rst of only a few occasions when 
colonialists were prosecuted for such 
abhorrent crimes.

Belatedly commemorated with a 
plaque in 2000, there is more information 
available about the Myall Creek Massacre 
than the countless other comparable  
con#icts of this period. For this reason, 
paradoxically, it has come to represent 
those colonial battles still shrouded in 
darkness. Suggesting as much, Judy 
Watson’s series of charcoal drawings 
on watercolour paper, ‘myall creek 1–28’ 
(2018), look like Rorschach tests made 
from spilt blood, responding directly to  
the massacre yet conjuring broader un-
spoken traumas. Created during her resi-
dency at the Myall Creek Memorial Site, 
Watson’s liquescent abstract sketches 
are modest cenotaphs for each of the 28 
victims and signal the Waanyi artist’s 
perhaps unsuccessful attempt to fathom 
events so brutal and tenebrous.  

In her catalogue essay, curator 
Bianca Beetson states that Myall Creek 
‘changed the way in which the massacre 
of Aboriginal people was spoken about’. 
After the 1838 trial, the killing of Indig-
enous Australians was no longer so openly 
discussed and methods became more 
discrete, taking the form of, say, mass 
poisonings or the burning of dead bodies 
to get rid of the evidence of these atroci-
ties. Fiona Foley, who has previously made 
work about the euphemistic language 
of ‘dispersal’ and ‘disposal’ in Australian 
colonial history, focused her response on 
the destruction of evidence, exhibiting as 
part of her installation Scarred (2018), a 
long, rectangular container full of ash, like 
a sinister postminimalist object. This is 
positioned alongside a line of 28 leather 
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Lebbeus Woods, 
Solohouse, 1989–91, 
colour pencil on board, 
89 × 59 cm
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recent works by artists and architects 
working in China and beyond. The spatial 
arrangement builds dialogue between 
Woods’s vision and other postwar 
architectural movements, especially 
Japanese metabolism. In Aujik’s Spatial 
Bodies (2016), the artist uses 3D meshes 
to extend buildings in footage shot with 
a DJI drone in Osaka. The result is a 
spectacular video in which existing struc-
tures fuse to create an urban landscape 
of biomorphic forms. Aujik’s emphasis 
on interconnectivity and organicism is 
echoed by Micheal Najjar’s Netropolis: 
Shanghai (2017). One of a series of 
portraits of global cities, the work merges 
several aerial photographs of Shanghai 
to create an abstract landscape where 
the dense layers of information and data 
#ow are rendered visible. The pairing of 
Woods’s sketches with these later works 
highlights how his architecture of #uid 
and dynamic forms anticipated today’s 
digital visions of the future of the city.

Despite President Xi Jinping’s call, 
in 2014, for an end to the ‘weird archi-
tecture’ being built in hundreds of cities 
across China, the country remains one 
of the world’s foremost testing grounds 
for advanced thinking in architectural 
design. Among the countless projects 
under construction, museums have been 
jokingly described by some as the Louis 
Vuitton bags of architecture – and every 
city wants one. The exhibition includes a 
competition proposal for the forthcoming 
Pudong Art Museum by Shanghai-based 
Neri&Hu Design and Research O!ce, 
as well as the design plan for Dune Art 
Museum by OPEN architecture. (OPEN 
is also responsible for designing the 
much-anticipated Tank Shanghai, an ‘art 
park’ in and above a group of decommis-
sioned oil tanks alongside the Huangpu 
River.) Currently under construction on 
the beach of Qinghuangdao, Dune Art 
Museum is a series of interconnected 
concrete caves, lit by skylights and 
tubular apertures, which will be buried in 
sand and shrubs to restore the dunes to 
their original state once completed. While 
the structure is stunning, I can’t help but 
wonder what it will end up housing and 
whether, as with many similar projects,  
it will be resting forlornly as another 
abandoned architectural experiment 
within a few short years. After all, most 
architects, especially in China’s top-
down system, are primarily concerned 
with getting things built rather than with 
what happens to their structures in the 
long term. In this light, Woods’s oeuvre, 
which urges a rethinking of the recipro-
cal nature between architectural forms 
and the social, cultural and economic 
infrastructures supporting them, seems 
a timely and generous lesson. 

Alvin Li

boots of varying sizes (for the slain men, 
women and children) against the gallery 
wall, above which hang calico prisoner 
hoods and a white feather, found by the 
artist on location and then framed. Here, 
Foley’s didactic symbolism contrasts with 
her more ‘silent’ materials, which she 
imbues with redemptive signi"cance.

Foley has been described by the 
Bundjalung curator Djon Mundine as an 
‘uno!cial historian’ of uno!cial Aboriginal 
history and the same could be said of Julie 
Gough, whose simple but e$ective video 
works play on a loop in an adjacent space. 
Gough’s matriarchal Aboriginal family line 
comes from north-eastern Tasmania, a 
state where almost the entire Indigenous 
population was killed in what became 
known as the Black War (1828–32). 
Hunting Ground (Haunted), Van Diemen’s 
Land (2016–17) focuses on the peaceful 
Tasmanian landscape before zooming in 
on a single piece of paper, revealed to be  
an historical document detailing Aboriginal 
murders, presumably in the locations of  
the preceding scenes.

On-site residencies were undertaken 
by "ve of the participating artists and a 
symposium was held at the exhibition’s 
launch. This, together with the inclu-
sion of a traditional possum skin cloak 
collaboratively made by local Indigenous 
communities (The Myall Creek Gathering 
Cloak, 2018), contributed to the sense  
of the show as a process rather than a  
single event, with Beetson sensitively 
treating the past as sacred and its 
memory as a pathway to healing. The 
Nigerian-born artist and art historian 
Olu Oguibe uses the term ‘custodial 
aesthetics’ to describe such curatorial 
and artistic attempts to keep vulnerable 
histories alive where there are de"ciencies 
in o!cial national records. ‘Myall Creek 
and Beyond’ makes clear the necessity of 
contemporary art to continue to dredge 
up unreckoned pasts, quietly "ghting the 
amnesia of contemporary times. 

Wes Hill 
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De eerste professionele fotograaf in de ruimte, dat is wat 
Michael Najjar wil worden. Zijn conceptuele werk op het 
snijvlak van wetenschap, kunst en technologie, waarmee 

hij zijn visie op de toekomst geeft. Hij reconstrueert  
tijd en ruimte en creëert nieuwe werkelijkheden.  

Wellicht niet heel ver van ons verwijderd.
Door Jorrit Dijkstra

NAAR DE MAAN 
EN TERUG

Michael Najjar
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nier kan ik kunst, wetenschap en technologie 
laten samensmelten en aantrekkelijk maken 
om naar te kijken”, legt Najjar uit. “Door do-
cumentairefotografie te mengen met fictieve 
scenario’s en visionaire beelden bestaat de 
Outer Space-serie uit unieke kunstwerken, 
waar wellicht zelfs nog wat van geleerd kan 
worden.”

IJsland 
Najjar, aangetrokken tot het onbekende en 
gemotiveerd om het onzichtbare te onder-
zoeken, heeft echter geen hoger doel voor 
ogen met zijn werk. Volgens Najjar moeten 
het denken aan het behoud van onze planeet 
uitbreiden naar het denken aan ons heelal. 
Vandaar dat hij voor zijn nieuwste serie ‘Ter-
raforming’ - letterlijk het scheppen van een 
leefbaar hemellichaam door het aanpassen 
van de atmosfeer, temperatuur, oppervlakte of 
topografie - is afgereisd naar IJsland en daar 
gedurende drie weken het landschap heeft 
vastgelegd. “Eén daarvan heb ik gecombi-
neerd met beelden van Europa, afkomstig 
van de Galileo-satelliet, om zo de fictieve 
maan Europea, die om Jupiter heen draait, te 
visualiseren. Voor een ander heb ik beelden 
van Mars, geschoten door NASA’s Curiosity 
Mars Rover en de HiRES-satelliet met mijn 
landschapsfoto’s samengevoegd om mijn visie 
op een toekomstige planeet, leefbare planeet 
te tonen.”

De maan 
Hoewel impliciet, vormt het oeuvre van Najjar 
een visuele dialoog die de paradox van het 
menselijke bestaan blootlegt. Van een kriti-
sche blik op de maatschappij, transformeerde 
hij zijn fotografie tot een medium dat onze te-
kortkomingen duidelijk maakt, maar daar ook 
een oplossing voor biedt. Zijn ruimtefotografie 
geeft zijn toekomstvisie op abstracte wijze 
weer, terwijl zijn buitenaardse landschaps-
foto’s juist een concrete voorstelling van leven 
op een Aarde-Mars combinatie laten zien. 
Hopelijk gaat hij binnenkort daadwerkelijk zelf 
de ruimte in om het vervolg van zijn Magnum 
Opus vast te kunnen leggen. Maar wat 
daarna? “Naar de maan”, stelt Najjar zonder 
twijfel. 

V olgens Michael Najjar (1966) leven 
we in een tijd waarin technologische 
vooruitgang onze manier van leven 

bepaalt en de samenleving transformeert. 
“Deze transformatie probeer ik met mijn 
fotografie een diepere betekenis te geven en 
verder te ontwikkelen”, zegt hij. Wat begon met 
de stap van analoog naar digitaal heeft Najjar 
doorgetrokken naar compositie en bewerking, 
wat ieder beeld van de Duitse fotograaf tot een 
complexe toekomstvisie maakt van een gesi-
muleerde realiteit. De eerste serie waarin hij 
aandacht besteedde aan dit onderwerp, schoot 
hij tussen 2003 en 2006: ‘Necropolis’. Vanaf de 
top van de hoogste gebouwen en met behulp 
van een digitale fusie van panorama’s laat hij 
de vergezichten samensmelten. Dat vormt een 
reflectie op de manier waarop ‘megasteden’ 
over de hele wereld naar elkaar toe groeien 
door het samenkomen van informatie. Dit 
was in een tijd vóór sociale netwerken, maar 
Najjar had toen al door dat deze constante 
verbondenheid met de rest van de wereld in de 
toekomst geen utopie meer zou zijn.

Financiële crisis 
Najjar raakte tijdens zijn kunststudie in Berlijn 
al geïnteresseerd in conceptuele en interdisci-
plinaire kunstvormen. Daar begon hij zijn fo-
tografie te combineren met video en ontstond 
zijn interesse in beeldbewerking. Bovendien 
kwam hij begin jaren negentig in aanraking 
met het werk van mediafilosofen als Vilém 
Flusser, Paul Virilio en Jean Baudrillard, die 
met name zijn latere werk zouden beïn-
vloeden. “Mijn kritische blik op de manier 
waarop technologie de hedendaagse manier 
van leven bepaalt is destijds gevormd”, licht 
Najjar toe. “Met mijn fotografische werk wil ik 
hier de aandacht op vestigen, zowel in mijn 
onderwerpkeuze als de uitvoering.” Een aantal 
jaar na ‘Necropolis’ begon hij daarom aan de 
serie ‘High Altitude’, waarvoor hij tussen 2008 
en 2010 verschillende bergen in de Andes 
beklom. Echter niet voor de adembenemende 
natuurplaatjes, maar als een visuele repre-
sentatie van de financiële crisis. Hij beklom 
de bijna zevenduizend meter hoge Aconca-
gua - de hoogste berg ter wereld buiten de 
Himalaya - en de foto’s die hij tijdens de drie 
weken durende tocht schoot van andere berg-
toppen met hun ‘zigzag-figuren’ deden hem 
erg denken aan de pieken en dalen van de 
beursgang. Deze vermengde hij met virtuele 
data van verschillende koersen; de natuur als 
weerspiegeling van een gemaakte realiteit.

Virgin Galactic 
“Bovenop de berg kwam ik op het idee om 

hoger te willen, de de ruimte in”, meldt Najjar 
droog. “Omdat ik in de meeste van mijn pro-
jecten mezelf er letterlijk en figuurlijk bij be-
trek, besloot ik dat ik zelf de ruimte in moest 
om het onderwerp zo goed mogelijk vast te 
kunnen leggen.” Uiteraard is dit gemakke-
lijker gezegd dan gedaan; de ruimte is geen 
locatie waar je een retourtje naar boekt bij het 
reisbureau. Tot het ruimtevaartprogramma 
van de Britse ondernemer Richard Branson 
- Virgin Galactic - om te hoek kwam kijken. 
Daar is Najjar momenteel ‘pionier astronaut’ 
voor. Zodra hij zijn trainingen heeft afgerond 
zal hij aan boord van de SpaceShipTwo (waar-
van de eerste versie in 2014 neerstortte en de 
opvolger, die momenteel in testfase zit) de 
eerste ‘kunstenaar in de ruimte’ worden. Deze 
voorbereidingen in Rusland, Duitsland en de 
Verenigde Staten, waarvoor Najjar de grenzen 
van zijn lichaam opzoekt door middel van 
stratosferische vluchten, centrifuges met 7G-
krachten en onderwaterwandelingen in een 
ruimtepak, vormen de basis van zijn fotografi-
sche serie ‘Outer Space’. “Onder die omstan-
digheden is het best lastig een camera vast te 
houden, laat staan een goede foto te maken”, 
bekent Najjar. “Maar ik onderga de laatste 
ontwikkelingen in de ruimtevaart zelf, zodat 
ik ze vervolgens op de meest realistische en 
begrijpelijke manier kan vertalen naar beeld. 
De toekomstige ruimtereis is als de kers op 
de taart; al dit voorbereidende werk is om de 
fysieke en mentale aspecten vast te leggen en 
mijn publiek dit mee te laten beleven.”

Samensmelten 
Door te kijken naar de toekomst van de 
ruimtevaart wil Najjar tegelijkertijd een blik 
werpen op de toekomst van onze planeet en 
die van ons sterrenstelsel. Door middel van 
complexe digitale processen, waarbij Najjar 
computermodellen, foto’s van satellieten en 
wetenschappelijke data samenvoegt tot een 
beeld, probeert hij tevens de implicaties op 
de mensheid weer te geven. Zo heeft hij een 
beeld gecreëerd van ‘ruimteafval’ dat om de 
Aarde heen zweeft zonder dit daadwerkelijk 
vast te leggen en op andere beelden mengt 
hij foto’s gemaakt vanaf onze planeet met die 
vanuit de ruimte. “Alleen de foto’s waar ik zelf 
op sta zijn een weergave van een gebeurtenis, 
gemaakt in samenwerking van mijn collega 
Thomas Rusch”, legt Najjar uit. “Alle anderen 
zijn een collectie van beeld, informatie en 
visie.” Hij reisde ervoor langs verschillende 
ruimtevaartcentra, laboratoria en telesco-
pen, waar hij onderzoekers, ingenieurs en 
astronauten ontmoette om zo de ingewikkelde 
materie beter te leren begrijpen. “Op die ma-

‘IK WIL AANDACHT VESTIGEN 
OP HOE TECHNOLOGIE 
DE HEDENDAAGSE MANIER 
VAN LEVEN BEPAALT.’

VORIGE PAGINA: 

gravitational stress at 
the edge of space

Alle foto’s komen uit  
de serie ‘outer space’,  
132 x 202 cm,  
Courtesy the artist and 
ARTITLEDcontemporary,
© Michael Najjar

space launcher

serious anomaly
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gravity turn planetary overview
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liquid gravity
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orbital
ascent

orbital debris_2020

kinetic drift 
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europa

OEUVREPORTFOL IO

Michael Najjar

.PHOTO   |   NR.2   |   2018

OEUVREPORTFOL IO

Michael Najjar
10 11



.PHOTO   |   NR.2   |   2018

OEUVREPORTFOL IO

Michael Najjar
13OEUVREPORTFOL IO

Michael Najjar
12

.PHOTO   |   NR.2   |   2018

OEUVREPORTFOL IO

Michael Najjar
13OEUVREPORTFOL IO

Michael Najjar
12



#251 2017, G
erm

any
K

U
N

STFO
RU

M
 IN

TERN
A

TIO
N

A
L





21.10.2017, www.https://fd.nlHET FINANCIEELE DAGBLAD



July 2017, ItalyL’ESPRESSO







June 2017, GermanyPHOTONEWS





11.6.2017, GermanyDER TAGESSPIEGEL

���
�
� ��
��� ������
��
� � �.�%��%�5.��.
�. ���� $ 3
�5# �% ��#$� �.
)# %"/ 6&.%*+
2 �&3&� �.�%�� #$

��> /��)B !+0!=�  != E/ ,! !0 �=!+> +/
�!.B=�E/ >�)H!�!0 H+..: �= -�E$B !+0!
��)=-�=B! $F=  �> �.. E0 �!=!+B!B >+�)
G2=8+�)�!.��,,�= )�B >!+0�+�-!B �.>�>*
B=20�EB .�0'>B +0  != ��>�)!8 �+! ��=B!*
K!+B F�!=�=F�-B != /+B +//!= 0!E!0 $2B2*
'=�$+>�)!0 E0 $+./+>�)!0 �=�!+B!0�  +!
>!+0! ��>!>>+20 '!=� !KE 5.�0!B�=+>�)
E/-=!+>!0� �!= �!=.+0!= �F0>B.!= +>B !0'
/+B  !/ �)!/�  !> �IB=�B!==!>B=+>�)!0
G!=�E0 !08
�+>  �> �0B!=0!)/!0 �+='+0 ��.��B+�

 +! !=>B!0 K+G+.!0 ��>>�'+!=! +0 >!+0
��E/>�)+$$ �5��! �)+5 �H2 >!BK!0 H+= �
B=�+0+!=B��,,�= )�=B8 �E/�!+>5+!. ��)H!*
=!.2>+'-!+B +0 !+0!/ =E>>+>�)!0 ��E0'>*
H�>>!=B�0-� �E>  !/  +! �2B2'=�$+!0 >!+*
0!= �!-�00B!0 �!=+! ;�+9E+ '=�G+BJ<
6DL4C7 >B�//!08 �2�) H!+( != 0+�)B�
H�00 != !0 .+�) G20 2�!0 �E$  +! �= !
�.+�-!0 -�008 !0B�. ��!= >�)!+0B  !=
�F0>B.!= .�0'>B  2=B '!H!>!0 KE >!+0 #
!+0 �+0 =E�-�  !0 /�0 �-BE!.. +0  != �.*
$=! *�)=)�= B*�B+$BE0' '!H+00!0 -�008
;220 +0+0'<� !+0 >�)H�=K*H!+(!>

�=2($2=/�B G20 DL4?� +>B !+0 'EB!> �!+*
>5+!. $F= ,!0!�!=H+==E0'�  +!��,,�= �!+/
�!B=��)B!= )+0B!=.�>>B8 �> K!+'B !+0! =!+K*
G2..! � 0+> �E> �B�E�� ��0 E0 �!.>!08
�/  E0-.!0 �+=/�/!0B !=)!�B >+�)  +!
�= ! H+! >20>B  != 20 8 ��)�EB /�0
�.>2 0E0 /+B  !/ �F0>B.!= �E> E0!0 .+*
�)!= �3)! �E$  !0 �.�E!0 �!+/�B5.�0!*
B!0: � != '�E-!.B ��,,�=  +!>!0�00 �E$
 !/20 �.2( G2=:
�+! )J�=+ !0 �2B2'=�$+!0  !> �F0>B*

.!=> >+0 �20>B=E-B! !+0!= !�!0>2 E0+G!=*
>!..!0 H+! 5!=>30.+�)!0 �B25+!8 ��,,�=
��EB >+! �E> ��0 >�)�$B!0�  +! 0+�)B E0�!*
 +0'B KE/�=!+$!00�)� ��!=  2�) !==!+�)*
��= >+0 8 �F>B!0� �.!B>�)!= E0  �>
!!= /+>�)!0 >+�) /+B ,F0'>B!0 �E$0�)*
/!0 G20  != �!>�)�$$!0)!+B  +G!=>!= �.�*
0!B!08�+! )+!>+'!��BE= >B!..B  !/�F0>B*
.!= +)= $.F>>+'!> �.�E�  �> B=2�-!0! �=�E0
 != �= ! E0 -=+>B�..+0!>�!+( KE= �!=$F*
'E0'8 �E>  !/ '�.�-B+>�)!0 ��E/ -2/*
/!0 �)0.+�) !+0 =E�->G2..!��!=$.��)!0�
 +!��,,�=/+B!+0�0 != G!=-0F5$B E0 2$B*
/�.> 02�)E/>J0B)!B+>�)! �B=E-BE=!0 !=*
H!+B!=B8 �!+0! �E>>B!..E0' ;�.�0!B�=J
��)2!>< G!=K+�)B!B �..!= +0'> $�>B G3..+'
�E$ >2.�)! -F0>B.+�)!0 �.!/!0B!8 �+0K+'
;��0 > 2$ �=>< 6DL4&7 K!+'B  =!+ )!..!�
H��!0�=B+'! �E55!.0� H+! >+! >+�) �2=*
>�)!= KE= -F0$B+'!0 �!>+! !.E0' G20 �.�*
0!B!0 G2=>B!..!08
��,,�=> �! E-B+20 �E$  +! ��BE= )�0'B

0+�)B KE.!BKB /+B  != 	0>B+BEB+20 KE>�/*
/!0� +0  != != 0E0 >!+0! �=�!+B!0 K!+'B8
�+>.�0' �!>�)=�0-B! >+�)  +! �B+$BE0' +0
+)=!0 �E>>B!..E0'!0 �E$ �!=B=!B!=  !> 0�*

BE=�.+>B+>�)!0 �!)!0> # '�0K +/ �+00 G20
�.$=! �)=)�= B�  != +0  != �=� +B+20 !+*
0!= >��).+�)!0 2 !=0! $2B2'=�$+!=B!8
�E$  !0 KH!+B!0 �.+�- B=�'!0 >!+0! �E$*
0�)/!0 G2/ ��BB�  !>>!0 �2=/!0>5+!.
!= +0  !0  =!+(+'!= 
�)=!0 �E$ .�0'!0 �5�*
K+!='�0'!0 $!>B)+!.B�  !0 �$$!-B  != �!=*
$=!/ E0' �!=!+B> +0 >+�)� 	0  != ��)>+�)B
G!=>�)H+//!0 �..! �!.�B+20!0�  +! $!+*
0!0 �!..!0.+0+!0 +/ ��0 -300B!0 �E�)
 +! )2)!0 �F0!0 !+0!= �F>B! >!+08 � !=
 +! '.!+�)$3=/+'!��!=$.��)! !+0!> �.�0!*
B!0�  !0 !> 02�) KE !0B !�-!0 '+.B8

�2 '!>!)!0 H�=  != 41"& G!=>B2=�!0!
�)=)�= B >!+0!= �!+B H!+B G2=�E>8 ��,,�=�

�)='�0' 41@@� BEB !> +)/ 0��) E0 )�.B
>!+0! �+>+20 !+0!= �J5!==!�.+B�B �+. )�$B
$!>B # H!00 �E�) /+B  !0  +'+B�.!0 +B*
B!.0 !=�!'!0H�=B8�0 0�BF=.+�)G!=�+0*
 !B >+�) >!+0 �.+�- +0  !0 !IB=�B!==!>B=+*
>�)!0��E/�E�)/+B  !0 ��0B�>+!0 ,!0!=
�2=>�)!=�  +! !+0!0 �E>H!' �E>  !=
��E/* E0 �!>>2E=�!0-=+>!  !> D48 
�)=*
)E0 !=B> >E�)!08
�0$�0'  !> 
�)=!> H�0 !.B! != �E$ �)=*

)�= B> �5E=!0 �+> 0��) 	>.�0 � H2)+0  !=
��BB*�2B2'=�$ 41C" �E$  != �E�)! 0��)
 != ;�=.�0 >�)�$B< !+0! KH!+/20�B+'! �I*
5! +B+20 E0B!=02//!0 )�BB!8 ��,,�= 5=2*
 EK+!=B! >!+0!=>!+B> !+0�+ !2/+B >5!-B�*
-E.�=!0 2/!0B!0� +0  !0!0  +! ��BE=
KE/ ��>B=�-B!0 �+. G2-��E.�= H+= 8
��)B+' E0 /!0>�)!0.!!=8 �E= !+0/�.�
+0  +! /20E/!0B�.! �2B2'=�$+! ;�E=25�<
6DL4%7� /20B+!=B != !+0! -.!+0! �+'E=�  +!
�0 !0��0 !=!= G20��>5�=��G+ �=+! *
=+�)> ;�+>/!!=< �E>  !/ 418 
�)=)E0 !=B
 !0-!0 .�>>B8 �2/�0B+>�) +>B  �> 0+�)B�
!)!= !+0 �+0H!+>� �+! 0!E! �+>K!+B )�B
.�0'>B �!'200!08 � �
�������	 �	���	�

� �#�.�����.��.�3��3 �35%�� �5�5/3/3.+ 0��
� / '�+1+� � ��& ''�'� ��.

�2//!= �E$  != �2.�)2>!8 �300B! �E�)
 !=�+B!. !+0!>�!$�*
E'!0 $+./> >!+0� �!*
>�)=!+�B ��!= +0 !BH�  +! .+�+ +03>*52.+B+*
>�)! �B25+! +0 
E.+�0 �� ./�+!=> ��.20*
-2//E0+>B!0-2/3 +! ;�!.�>B-=+B+- !+0!>
�F='!=.+�)!0 �E0 !><8 �� ./�+!= >5+!.B
>+�) '!H+>>!=/�(!0 >!.�>B� 0+�)B  != !+0*
K+'! >!.�>B=!$.!I+G! �+0- +0 >!+0!/
����*��>�).E>>$+./8 
E.+�0 +>B !+0 .+0-!=�
G20.E$B+'!0	 !�.!0'!)!//B!=�+./!/�*
�)!=�  != '!=� ! �E$  +! 0��)>B!0 �3= !=*
'!. != H�=B!B�  !>>!0 ��==+!=! 0��) >!+*
0!/.!BKB!0�!=>E�)��!=-�E//!)=G2/
�.!�- -2//B8 �!= �=E0 � ;	0 �!EB>�)*
.�0 )�B /�0 0+�)B >2 �2�- �E$ �>B)!*
B+>�)*52.+B+>�)!>� =� +-�.!> �!E'<� !=-.�=B
!= +/ �!>5=��)/+B !+0!= �=+B+-!=+0 >!+0!
�+BE�B+208 �!= ���)�!�=�!+B!= +/ 
2��!0*
B!= K!+'B  !002�) -!+0 �+0>!)!0 E0 
>�)+�-B +)0 �.> �=0B!)!.$!= �E$ !+0!0  +!*
>!= �=�0 !0�E='!= �5$!.)3$!�  +! +0  !0
�2//!=/20�B!0 �=+'� !0 G20 2>B!E=2*
5�+>�)!0��0 !=�=�!+B!=0 �!>�)�$B+'!08
�..!> �0>�)�EE0'>/�B!=+�. $F= !+0!0

�+./ F�!=  +! �E>�!EBE0'>G!=)�.B0+>>!
 !>��5+B�.>�!=-.�=B!=!0B>�)E. +'!0 ��*
/+..! 6�!=�') ��/5�!..7� !+0!= -�0� +*
>�)!0��).*�!=.+0!=+0� +0 +!!= >+�)�!+/
�!>E�) +0  != �!/�. !'�.!=+! G!=-0�..B
)�B8 �+! >�).+!(B >+�) -E=K!=)�0 >!+0!=
;�!�)!=�)!=!+>!< �0�  � 
E.+�0 +)= !+0!
�2..! +0 >!+0!/ 0��)>B!0 �+./ G!=>5=2*
�)!0 )�B8 �2�) /+B -3=5!=.+�)!= �=�!+B
)�B !>  != >�).�$$! �+5>B!= +0 >!+0!0

2 !*�0!�-!=00+�)B >2� �E�) +!�=2-.�*
/�B+20!0  !> �.�>>!0-�/5$!> >+0 �!+
+)/ !)!= B)!2=!B+>�)!> �!+H!=- �.>�!.B*
�0>�)�EE0'8�0 +!�=2.!B�=+!=�E$ !=�5*
$!.$�=/� +!0��)��)+�)B!0 ! +0 +)=!=�0*
B!=-E0$B .+B!=�=+>�)! �+=-!. ��)�.B!0� $+0*
 !B 
E.+�0 -!+0!0 �0>�).E>>8 �= +>B '�0K
�E$ ��/+..! $2-E>>+!=B�  +! >!+0! E0'!*
>�)+�-B!0 �G�0�!0 �)0E0'>.2> 2 != G+!.*
.!+�)B �E�) �!HE>>B +'02=+!=B8
��>� �)!0 H+= $F= +)0 '!0�E>2 KE=

��>!>>+20H+! +!�!G2.EB+20� +!+/�+! *
=+'.2)0>!-B2= >B!B> KE/ �=!+$!0 0�) !=*
>�)!+0B8 �!= F�!==�*
>�)!0 ! �2  !=
�.�0B�'!0�!>+BK!*
=+0�  +! KE -!=0+'!0
2B+G�B+20>�0>5=�*
�)!0 +/ �� G2=*
$�)=B� !=3$$0!B E=*
5.3BK.+�) 0!E! �!=*
>5!-B+G!0 !=�!.�>B*
2='�0+>�B+20� �+!
3'.+�)-!+B !+0!>
�/>BE=K!>�  !=  +!
�=�!+B!= +0  !0 �!*
>+BK  != �=2 E-B+20>/+BB!. �=+0'!0
-300B!� 0+//B �!>B�.B �0� G!=>�)+! !0!
2 !..!  != �2..!-B+G+!=E0' H!= !0  +>*
-EB+!=B #  2�)  != =!G2.EB+20�=! 	/5E.>
G!=5E$$B >�)0!.. �0'!>+�)B> =!�.52.+B+*
>�)!=�=H�'E0'!08��>+> !/2-=�B+! )�.B8
�+! >2K+�. !/2-=�B+>�)! �5B+20 !+0!>

�B=!+->�=+0'! +!�!=)�.B0+>>! 2�)�..!0*
$�..> +0> ��0-!0� !=-.�=B 
E.+�0 ��/+..!�
 �> -�5+B�.+>B+>�)! �J>B!/ /F>>! $F= !+*

0!0�!E�0$�0'�0>+�)>!.�>BKE'=E0 !'!*
)!08 �> '+�B �..!= +0'> �E�) !+'!00FBK+'!
�=F0 !� H�=E/ !=  !0 �!�.2*�.F'!.  !=
�5$!./�00!=E0 *$=�E!0E0B!=>BFBKB8�.>
�=�0>$!=.!+>BE0'>!/5$�0'!= )�B 
E.+�0
�/ �=�!+B>5.�BK KE -E>�)!0� >20>B  =2)B
!+0!�F=KE0'  != �2K+�.�!KF'!8
;�!.�>B-=+B+- !+0!> �F='!=.+�)!0 �E0*

 !>< H!+ !B >+�) +0 '!=� !KE /�>2�)+>B+*
>�)!=�!+>! �/�+.!//� >!+0!> �=2B�'2*
0+>B!0� �.> �=2$+B!E= !+0!> >B��B.+�)!0�3=*
 !=>J>B!/> �/�/>BE=K  != �!=)�.B0+>>!
KE �=�!+B!08 �+! 	=20+! '!)B �/ �+'E=!0*
5!=>20�.� '!>5+!.B G20�)!�B!==!�-!0E0 
��+!0�0+�)B G!=.2=!08��!0$�..> �E>�!=.+0
)�B !>�20' 6�JE0'*��!-�+!7 E0 ��0�)2
6�!0+�/+0 �2=B)+7 �E$  +! �5$!.5.�0B�'!
G!=>�).�'!0� !0!0!+0>�0$B!=�2//E0+>*
/E> 2)0! �2//E0+>B!0 # 2)0!)+0  �>
�=E0 F�!. # G2=>�)H!�B8 �!= '!2='+>�)!
�F0! �E=�� 6�E=�� �BG!.+�>G+.+7 /+B
�>�)+0'+>*�)�0*��=B K+!)B !+0! >B=�//!
�+!=�=�)+! 0��) �2.>�)!H+>B+>�)!/ �2=*
�+. G2=� !=�I*���.!= +0 !=�$.F�-!=-2*
.200!!=+00!=B>+�)/+B'!/+>�)B!0�!$F)*
.!0 �0  �> =!�.>2K+�.+>B+>�)! �!=>5=!�)!0
H+0B!=$!>B!=�G2�� 2>8
+B!+0!=+>�)E0'�E>�'+B5=25*�)!�*

B!=� �+./!>>�J E0 �E=.!>-!= �2/3 +! +0*
-.E>+G!  2>+!=B!= �.�5>B+�-*�+0.�>>E0'!0
# �� ./�+!= >5+!.B H+! !+0  !=�0'+!=B!=
�+!==!�+�)�= �  != >+�) +0 !+0!/�+./�E>
�2 �= > /�2+>B+>�)!= �)�>! G!=+==B )�B #
�=�!+B!B >+�) ;�!.�>B-=+B+-< �0 !+0!/ '�0*
K!0 �)!>!0-�B�.2' KE/ =+�)B+'!0 �!�!0
+/ $�.>�)!0 ��8 
! ! !+0K!.0! �)!>! H+= 

)F�>�)-� =+!=B+0�!H!'B!0���.!�E>�E>*
'!>B!..B8 ���!+ !=H!+>B >+�) �� ./�+!= �.>
�B+.+>B !=52.+B+>�)!0�+./B)!2=+!��+!�5*
$!.��E/! .!E�)B!0 +0 >�BB!0 ��=�!0�  +!
�200!0E0B!='�0'! '.F)!0 5+BB2=!>- H+!
+0 !+0!/ >2H,!B+>�)!0 �2.�)2>!*E>+��.
+0 >�)30>B!= �2G�2.2=8 ;��=E/ /��)!0
H+= �E0>B<� �!>�)H3=B 
E.+�0 >!+0!0 =� +*
-�.!0 �00E+� ; �/+B  +! 3'.+�)-!+B �.>
�2=/F�!=.!�B8<
+B  +>-E=>+G!/�E/2= )�B >+�) >�)20

�� ./�+!=> ����*�BE +!0-2..!'! �I
�+0K+0;	�)H+../+�)0+�)B-F0>B.+�)�E$=!*
'!0<  !/ �E.BE=�!B=+!� KE'!H�0 B8 �+!
�0>�BK! >+0 G!='.!+�)��= E0  2�)
'=E0 G!=>�)+! !08 �2 �+0K �E$ )2�)G!=*
 +�)B!B! �!+>! !+0! �=�)�2.2'+! )+>B2=+*
>�)!= �2=/!0  !> 52.+B+>�)!0 �+./!/�*
�)!0> �!B=!+�B� +>B ;�!.�>B-=+B+-< +0 >!+0!=
�+B�BHEB $=!+!=� /��0 !=0 !=8 �!= �/*
>BE=K +>B +0  +!>!= 0�+G!0 �+�)B +//!=)+0
02�) !0-��=8
�20' E0 ��0�)2 �=!�)!0 /+B !+0!/

�=�0K*G20*�>>+>+*�)�=�-B!= 0��) 	B�.+!0
�E$�  2�)  != )�B  !0 �!>�0'  != �3'!.
$�.>�) '! !EB!B8�0 
E.+�0 .�0 !B/+B >!+*
0!/ �+./�  !/ /�0 )+!= �!+/ �0B>B!)!0
KE>+!)B� �E$  !/ �!>B+G�. +0 �!0! +'� H2
!= +/ �E�.+-E/>'!>5=��) !0 'F.B+' G2=
 !0 �+ !=>5=F�)!0 -�5+BE.+!=B� �= G!=*
H�0 !.B>+�)+0 !0B+B!.'!�!0 !0�+!=�!+*
0!=8 �+! ��=��!. !0B.�=GB >+�) >2KE>�'!0
�.>�!>B+�=+E/8�!=�!'+>>!E=+>B!+0�E0 
 !=�!=)�.B0+>>!8 �

� �% /���/ ��.# %�. 	 %&/8

�������

�������

�-6��2� ��- ��7&#52 &%
��.�##.����2.52&) �% �5� ��$ �)��#�&�� 	5# �% ���#$� �- .) �#2  % .� %�- � ."5-. 7�% 
&$'� �

+��#�.2"- 2 " � %�. �6-��-# ���% �5%��., � %�% � #$$����- $ 2  ���# .2 .���- � .. &%

���
� �	
�
��������
�
 ���
�
�
	����
�
�
��
�
����������

�
 ��	
 ��� �
��
� ����
�� ��!!�./ �5��
%��$� ,�%3�.(#�%�3�.7 
�%�/��(�- /3�$$3
6&% 48'�+ 2 �&3&� � ����# ��!!�.

�� ����	�� ����
	

� �"�2 95$ �&%�
�6.2�%� �#�2.���- ���-�� � � �&2&�5..2�##5%�
+�#�%�2�-8 ���&�., 7&% � ����# �!!�-  % ��-# %

4� ��� ������������1 �* 43 (�: 0 ������ ((* 	�� 4:(/
�����

��%(�����(����'!0)0"'*�0'*� ��*0
...#(���%% �����#��&%�� 

��%(�����'
��'��'���%�����'
�'���%���'�$�(�%'��/+


��-���$'($�����'
�+%%����$'�%��%��+('
���'�&+����+����+��&� ���&,+
1 &30�����+��,+���+������,��+
�������0'�%+�&+0��&3�/�,+1 &+
�����+�/&��+'����+�&�'���+/��+
���+����+����',���,�+�&/��,%
�+%��/������('��('��$'

���$���'�����$ $��%�
�,�/�'�,$',�$�+$���
%����((�����'	+���(�(
���3�&��� ''��'����,
�������,+�+��/,'������
.4!)�+4�(�+��+!.��+$�
��,��,+	/��+,�
�$��%' $�'���%����'���0'�'
"(�--+�*��,�&#
��',����&%+!4�4�
�&��'+����%+�2	,%+33��%+-��4+�+
�&'���%

��
�����	
������

�

���
	�����������������
�� �������������������������

�������	�������"�� ��!��	�������������$����	��

��� ��������"����#��������������#����������
�������	��
!!!������������������#����������������������

���������������������������
���������������������	�����������


�
����
��	���

�%	&��������"���
!���
����
!�����
����"'�
�!(#(! !��!�$!�#!�(

&&&�������
�����	


���
����
�
�	�����	��������
� �"��&'%���+
�+�	
�	+��% �"+���"����"�#%�
�� ��+�	�+�+
�+�+���+)))��(&��"���
�#��%+�����+��+�����+��%
�+�#&'�" #&�+��%�$ �'*�+�(�+��!+�#�+

����	���������

�
���
�
����
����
��
��
�������
�������������������������������������	����

�������
�	����������������

�!������'
�"#���#����'$��''
�$"&$�'�$"'��""�%��''
�$����� �&�'��##��! "#'��!'
���!'������ �� !#�'%�!"#����
��!�'�!��������'�'���!�'
��!"#����!�
�!��#��'�$�'��"''
��"��#�'� ��'�$��!'��&$��'

�!��"' ���'	�� �' ���'������'� ���!�$""#�##$���'�������!$��'�!��'� ��$���

�����"""��������#&��&�%����#��$�
�����
 #&�����%���&,����"""

�)�#%�#&%���#%��%�($����%��$������+���
���	������	��	��	�����


������#�&$&#���%�%�%���#��&&��'#�
�!�$&�����'�'$�	&#"%�%�%	�� ���#�
***"���#�����������'���&'#"��

�����	�
��	�	��	����	


������
	���	���	���

���	�����
����	��	��
�������	������������������
	���	�

��.�����#���*##&��&��"�'��&,�"&�"#�������&�/&��"&
�+"&���&����'��#�*#��
�&�"��'��&��&��"

���!�&�/(/ &)�/&)���$�&��-�&�/(/ &)�/&)���%%
������#'���	'���##������!��

�������

��%(�����(����'!0)0"'*�0'*� ��*0
...#(���%% �����#��&%�� 

��%(�����'
��'��'���%�����'
�'���%���'�$�(�%'��/+


��-���$'($�����'
�+%%����$'�%��%��+('
���'�&+����+����+��&� ���&,+
1 &30�����+��,+���+������,��+
�������0'�%+�&+0��&3�/�,+1 &+
�����+�/&��+'����+�&�'���+/��+
���+����+����',���,�+�&/��,%
�+%��/������('��('��$'

���$���'�����$ $��%�
�,�/�'�,$',�$�+$���
%����((�����'	+���(�(
���3�&��� ''��'����,
�������,+�+��/,'������
.4!)�+4�(�+��+!.��+$�
��,��,+	/��+,��,��,+	/��+,��,��,+	/�� �
�$��%' $�'���%����'���0'�'
"(�--+�*��,�&#
��',����&%+!4�4���',����&%+!4�4���',����&
�&��'+����%+�2	,%+33��%+-��4+�+
�&-��4+�+
�&-��4+�+
 '���%

��
�����	���	��
������������



#4 2017, GermanyZITTY



#9 2017, G
erm

any
TIP



#4 2017, G
erm

any
FO

TO



12.4.2017, www.archithese.chARCHITHESE



28.04.2017, http://info.arte.tv/de/michael-najjar-ein-kuenstler-im-weltraum ARTE TV



April 2017, www.art-magazin.deART MAGAZIN



#100 2016, GermanyEUROPEAN PHOTOGRAPHY



#4 2016, Sw
itzerland

A
RC

H
ITH

ESE

DEZ–FEB 4.2016 CHF 28.– | EUR 24.– 

Sc
ie

nc
e-

Fi
ct

io
n 

4.
20

16

Bigger than life
Architektur- und Stadtvisionen 
im Science-Fiction-Manga

Fiktion statt Dokumentation !
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Architekturen für den roten Planeten
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Faszination Raumfahrt
Michael Najjars Fotoprojekt outer space

Bizarre Welten fremder Planeten, Raumstationen, Teleskope, Raketen, Weltraumbahnhöfe – der Foto-
künstler Michael Najjar verarbeitet sein grosses Faible für die Raumfahrt in faszinierenden Fotomontagen. 
archithese zeigt mit europa, orbital spy, serious anomaly und void space beispielhaft vier faszinierende 
Arbeiten aus der Serie outer space.  

Autor: Elias Baumgarten

Schon von Kindesbeinen an begeisterte sich Michael 
 Najjar für die Raumfahrt. Inzwischen ist der Fotokünstler 
 seinem Traum vom Astronautendasein tatsächlich ganz nahe-
gekommen – er hat sich als Pionier-Astronaut für einen 
 suborbitalen Flug mit dem SpaceshipTwo von Virgin Galactic 
registrieren lassen. Doch der Plan musste aufgeschoben wer-
den, nachdem das private Raumfahrtprogramm des Briten 
Richard Branson im Oktober 2014 mit dem Absturz der VSS 
Enterprise einen Rückschlag hinnehmen musste. Najjar hatte 
für seinen Flug bereits ein hartes Training in Deutschland, 
Russland und den Vereinigten Staaten absolviert. An seinem 
Traum vom Weltraumaufenthalt als eine künstlerische Per-
formance hält er weiterhin fest.

Schon 2011 begann er mit der Arbeit an der Werkgruppe 
outer space. Die ästhetischen Fotomontagen, die teils auf 
 Material und Informationen der NASA basieren, transportie-

ren seine Faszination für den Weltraum. Najjar ist es ein An-
liegen, die ö!entliche Wahrnehmung der Raumfahrt und  
ihrer enormen technischen Möglichkeiten zu verändern: «Wir 
er leben gerade einen Paradigmenwechsel », erklärte er im 
 Gespräch – und fügt an: « Während die Gelder für staatliche 
Raumfahrtprogramme zusammengestrichen werden, tauchen 
immer mehr begeisterte Privatunternehmer als neue Player 
und Pioniere auf .» Mit Blick auf eine mögliche Marslandung 
ist er sich sicher, dass wir an der Schwelle zur biplanetaren 
Gesellschaft stehen. Dieser Entwicklung möchte er durch äs-
thetisierte, erhabene Bildwelten Vorschub leisten. Zugleich 
sollen seine  Fotomontagen die grosse gesellschaftliche Rele-
vanz dieser Entwicklung dokumentieren. ▪

Fotos : Michael Najjar



europa
Der eisige Jupitermond Europa ist einer der spannends-

ten Orte in unserem Sonnensystem, denn unter seinem dicken 
Eispanzer be!ndet sich höchstwahrscheinlich ein 100 Kilo-
meter tiefer Ozean, und die dünne Atmosphäre des Himmels-
körpers besteht aus Sauersto". « Europa scheint augenblick- 
lich der Ort, an dem Leben am ehesten möglich ist », erklärt   
Michael Najjar begeistert. Doch der Mond hat auch eine raue, 
lebensfeindliche Seite: Wasser schiesst immer wieder gewalti-
gen Geysiren gleich durch die Eishülle an die Ober#äche, wo 
es bei Temperaturen von bis zu – 153 Grad Celsius augenblick-
lich zu imposanten Formationen gefriert. Ähnliche Gebilde 
gibt es auch auf der Erde: Auf Island hat Najjar hat sie aus!ndig 
gemacht, für seine Montage fotogra!ert und mit Bildern der 
Ober#äche des Jupiter-Trabanten – aufgenommen von der 
 Sonde Galileo – kombiniert.
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orbital spy
collagiert ein Foto der Erde, aufgenommen von der inter-

nationalen Raumstation ISS, mit der digitalen Visualisierung 
eines von der dem US-Verteidigungsministerium unterstell- 
ten Defense Advanced Research Projects Agency (  DARPA ) ge-
planten Teleskops. Najjar recherchierte und trug alle ver-
fügbaren Informationen zusammen, welche für die digitale 
Modellierung notwendig waren. Das Teleskop soll mit seinen 
neuartigen Linsen aus Polymerfolie einmal 40 Prozent der  Erd - 
ober!äche aus 36 000 Kilometern Entfernung permanent über- 
wachen.



serious anomaly
31. Oktober 2014 – Bei einem Test!ug über der Mojave- 

Wüste stürzte ein Raumgleiter von Virgin Galactic ab. Dieser 
hätte regelmässig zivile Weltraumreisende in den Kosmos be-
fördern sollen – und auch der Künstler steht nach wie vor, wie 
bereits erwähnt, auf der Passagierliste. Najjar montierte für 
das Bild hunderte Fotogra"en des Raumschi#wracks zusam-
men, inspiriert von Caspar David Friedrichs Gemälde Das Eis-
meer, und verarbeitete so fotogra"sch den Absturz, der zwar 
ein Rückschlag, aber doch Bestandteil eines Entwicklungspro-
zesses ist.
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void space 
zeigt die leere Montagehalle einer Ariane 5 Rakete in 

Französisch-Guayana wenige Tage nach deren Fertigstellung. 
Die 80 000 Kubikmeter Raum umschliessende Struktur er-
laubt das gleichzeitige Arbeiten am Stahlleib der Rakete in 
horizontaler und vertikaler Richtung. Najjar war beeindruckt 
davon, welch enorme Komplexität nötig ist, um einen geome-
trisch eigentlich simplen zylindrischen Körper zu fertigen. 
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