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summary
Ellen Harvey (°1967) lives and works in New York. Her work includes video art, installations and paintings. She exhibited throughout the world, from Warsaw to Berlin, Los Angeles to Prague etc. Between
1999 and 2001 she brightened up the streets of New York with her ‘NY Beautification Project’: she applied
40 small tondos and oval landscape scenes between graffitis and tags on places and carriers in the city,
such as containers, garage doors, walls, ... for her Groeninge project she responds to the specific characteristics of the space, namely the public archives with its iron mobille hanging racks.

More information
The Unloved
There are stories we love and stories that we don’t. The unloved are always the most interesting. Ellen
Harvey
Ellen Harvey’s new commission for the Groeningemuseum, ‘The Unloved’, juxtaposes Bruges’ fraught
connection to the sea with an alternative view of the Museum’s collection to create a beautiful and unsettling installation that immerses viewers in an endlessly mirroring series of conflicting and complementary narratives.
Harvey’s installation spans an enfilade of five rooms in which she has replaced the temporary walls that
usually conceal the Museum’s art depot with 2.7 m high by 5.2 m wide mirrors pierced with salon-style
openings through which the paintings in storage can be viewed. The paintings, which are not generally
exhibited, were organized thematically by Harvey, starting with views of Bruges in the first room, views
of the canals linking Bruges to the sea in the next two rooms, views of the old harbor of Bruges in the
fourth room and seascapes in the last room.
The installation also includes four large new paintings by Harvey, based on contemporary satellite
images of Bruges and its connection to its ocean port of Zeebrugge, which was constructed in 1907 to
reconnect Bruges to the ocean, replacing the old Zwin channel, whose silting up from the 15th Century
onward precipitated a radical decline in Bruges’ fortunes. The paintings are identical in size to the
mirrors opposite which they are hung and their progression mimics that of the exhibitions of the depot
paintings, progressing from Bruges to its port. Only the last room with the installation of sea paintings is
otherwise empty.
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The paintings provide a sharp contrast to the picturesque images of Bruges from the collection, showing
a view of Bruges far removed from the medieval charms for which it is known. The contrast in scale
between the old trading city and its vast industrial container port is striking : the connection between the
two sets of canals appears symbolic as much as functional. All waterways in the paintings of the satellite
view paintings are inlaid with mirrors so that as viewers walk through the installation, they see themselves and the paintings endlessly multiplied, much as the installation itself offers a multiplicity of views
both of the Museum’s collection and of Bruges itself, both challenging and validating Bruges’ status as a
work of art in of itself.

Ellen Harvey
Ellen Harvey was born in the United Kingdom in 1967 and lives and works in Brooklyn, New York. She
was a participant in the Whitney Independent Study Program and the PS1 National Studio Program. She
has exhibited extensively in the U.S. and internationally and was included in the 2008 Whitney Biennial.
Recent solo exhibitions include ‘What is Missing?’ at Meessen de Clercq, Brussels, ‘The Alien’s Guide
to the Ruins of Washington DC’ at the Corcoran Gallery of Art, Washington DC, ‘The Nudist Museum’
at the Bass Museum, Miami Beach, FL, ‘Ruins are More Beautiful’ at the Center for Contemporary Art,
Warsaw, Poland, ‘Mirror’ at the Pennsylvania Academy of Art and ‘A Whitney for the Whitney at Philip
Morris’ at the Whitney Museum at Altria. She has completed numerous commissions, including ‘Arcadia’
for the opening exhibition of the Turner Contemporary, Margate, UK and permanent installations for
New York Percent For Art, New York Arts in Transit, the Chicago Transit Authority and for the Federal Art
in Architecture program, among others. Her most recent public project, ‘Repeat’, commissioned by the
Municipality of Avelgem in collaboration with the Vlaams Bouwmeester Team Bossuit, Belgium opened
this summer. Books include: ‘The New York Beautification Project’, and ‘Ellen Harvey: Mirror’. A new
monograph, ‘Ellen Harvey: The Museum of Failure’, will be published by Gregory Miller & Co. in Spring
2015. A catalog, ‘Ellen Harvey: The Unloved’, is being published by the Groeningemuseum in connection
with this exhibition.

Project:

Ellen Harvey / The Unloved

Location:

Groeningemuseum, Dijver 12, B-8000 Bruges

Period:

October 2, 2014 – February 1, 2015
open daily from 9.30 am to 5 pm, closed on Monday, 25/12 and 1/1

Tickets:

€ 8 (incl. permanent collection)
€ 6 (>65 y. and 12-25 y.)
Free: -12 years & primary and secondary school students (accompanied by teacher)
Free with Brugge City Card, Museumpas & membership card Vrienden Musea Brugge

Info:

www.museabrugge.be
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Practical information

images
> Images to promote this exhibition can be downloaded via the following link: http://www.flickr.com/
photos/museabrugge/sets/.
> all images: © Etienne Frossard

More info | Interviews
Appointments can be made through sarah.bauwens@brugge.be of T +32 50 44 87 08.
request
We collect every possible review of our museums and events. Therefore we would like to ask you to send
a copy of any article you publish, or a CD of the relevant broadcast, to Sarah Mayer, head of Press &
Communications, Musea Brugge, Dijver 12, B-8000 Bruges. You can also send the files digitally (stating ftp
or url) to sarah.bauwens@brugge.be.
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We thank you for your cooperation and interest.

ANNEX

Excerpt from interview between Nav Haq and Ellen
Harvey, 2014:
For ‘The Unloved’, the five rooms that the Groeningemuseum gave me to use largely determined the
form of the piece. The rooms were arranged in an enfilade. Each room had a temporary wall on one
side behind which there was a storage space with hanging metal panels holding unexhibited artworks. I
suspect that the expectation was that I would leave all as it was and make an exhibition using the existing
wall space. However, because the temporary walls were hung from the ceiling on the same track system
as the storage racks, it was possible to see around them. Like all peep shows, these glimpses into the
messy collection of the unexhibited were terribly seductive. I’ve always been fascinated by what is not
shown as much as by what is shown in museums. I feel a tremendous sympathy for the artworks that
don’t quite make it — the anti-canon, the almost-rans, the sort of paintings you find being sold on the
street. So I knew immediately that I wanted to open up the storage space and give it its occupants their
moment in the sun.
It took some time to figure out how to open up the depot. I knew all along that I wanted to keep some
of the desire-arousing frustration of not being able to see into the space properly. I also knew that I
wanted to use the existing hanging system so that the whole piece would effectively be a part of the same
system. Since an enfilade is such a theatrical experience — you move from one room to the next through
the central connecting doors — I immediately thought of the experience as being like a movie, except
that here it is the viewer who moves instead of the image. And as the visitors at the Groeningemuseum
are almost all tourists visiting Bruges as well as the museum, I thought that the most interesting subject
would be Bruges itself — in particular, a view of Bruges that is not the one that most visitors come to
see.
What draws tourists to Bruges is the fossilized carapace of an international mercantile juggernaut
that collapsed after Bruges’ access to the sea, the Zwin, starting started silting up in the late fifteenth
century. What few tourists realize, though, is that Bruges is still a port city and has been ever since the
construction of the port of Zeebrugge (or Sea Bruges) in 1907. This connection to the sea is almost invisible from inside the city, even though the port is actually part of the city of Bruges and quite economically
important.
Once I decided to use Bruges’ connection to the ocean as the organizing principle, everything fell into
place. I wanted viewers to start in Bruges, in the first room, progress through the canal system in the
next two rooms, arrive at the port in the fourth room and reach the ocean in the final room. The exhibitions of paintings from the Groeningemuseum’s depot, hung behind pierced mirrors, follow this schema.
Not surprisingly, the Groeningemuseum has a large collection of paintings of views of Bruges and its
environs, many of which have hitherto led relatively undisturbed lives in storage. What is interesting is
that many of these less-regarded paintings tend to conform quite strongly to contemporary expectations
of how Bruges looks or should look. They essentially form a sort of visual dictionary of received ideas of
Bruges. My only regret was that we couldn’t fit them all in.
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Opposite the exhibitions of the depot paintings, I wanted to show a contemporary version of the same
progression and so chose to make paintings based on a satellite view of Bruges’ connection to the ocean.
These four paintings are identical in size to the hanging storage panels opposite. There is no painting
in the room that contains the depot painting of the sea; that room is otherwise empty. I chose to paint
(rather than print) the satellite view both to create a dialogue with the depot paintings being exhibited
opposite and also to make a piece that very clearly exposes painting’s limitations as documentation: it’s
just not physically possible to paint everything at that level of detail and scale. Even a somewhat inaccurate version is pretty grueling to paint. There’s a certain pathos also in trying to use painting as a technology of representation today. My view is necessarily a fiction, just as much as the most idealizing
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painting in the Groeninge collection. The canal system in the paintings was inlaid with mirrors both to
make it more “watery” but also so that it would in turn mirror and be mirrored by the pierced mirrored
panels in front of the depot paintings. The openings in the mirrored panels visually insert the depot
paintings into a mirror, transforming them into unreliable picturesque moments within the view. They
provide viewers with the familiar images of Bruges they have come to see — transforming the mirror into
an experience that contains not only my painted version of contemporary reality and the viewer’s reflection but that also both fulfills and resists the viewer’s desires. Viewers walk through two opposing visual
stories, both noncanonical, unloved in different ways, only to have them endlessly interact.
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