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Michael Dean

Born in 1977, Newcastle Upon Tyne, UK
Now lives and works in London, UK

A sculptor as much as a writer as much as a typographer

Michael Dean starts his work with writing - which then abstracted into human-scale
sculptures, using industrial and daily materials such as concrete, steel, cement,
reinforcement. Dean explores the three-dimensional possibilities of language by ‘'spelling
out” his words through the alphabet of concrete barricades, corrugated shutters drilled
with peepholes, the contagion of stickers, dyed books, casts of his and his families’ fists
and fingers. Dean’s practice is not about presenting recognisable or readable words,
but rather about the visible presence and an intimate perspective of himself on his own

dealings with text and form, a disclosure of the personal.

Dean’s works have been internationally presented at: Teaxths and Angeruage, Portikus,
Frankfurt, DE (2017); Tender Tender, Skulptur Projekte Miinster 2017, Minster, DE (2017);
Sic Glyphs, South London Gallery, London, UK (2016); Lost True Leaves, Nasher Sculpture
Center, Dallas, US (2016); Turner Prize 2016, Tate Britain, London, UK (2016); Qualities
of Violence, De Appel arts centre, Amsterdam, NL (2015); Mirrorcity, curated by Stephanie
Rosenthal, Hayward Gallery, London, UK (2014); A Thousand Doors, curated by lwona
Blazwick, Whitechapel Gallery, London, UK (2014); Government, Henry Moore Institute,
Leeds, UK (2012]; Acts of Grass, Serpentine Gallery Pavilion, London, UK (2011];
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It's this word ‘sculpture’ that keeps coming back, and | don’t know if it's just a useful
hashtag these days, to place things. But my relationship, | mean I've got no idea how |
ended up being called a sculptor, let alone making these things. It just started off as an
impulse that | wanted to write. How do | get my writing into other people’s hands and have
it function appropriately in a way? This sense of when you've had an experience and the
politics involved in that. There was something that failed when | tried to write and share
that in a conventional writing form, maybe because it fell into some type of hermeneutic
pursuit in relation to literature and all these things. But when | turned that writing, that
sense of when you turn writing into an object and you have people standing in front of
something that is irrefutably there, there's a sense that as soon as people can touch that,
that my presence as an author kind of evaporates, and it becomes more about placing the
people in front of the work as opposed to the work in front of the people somehow. So,
| guess the word sculpture, or nothing is sculpture, but in terms of a kind of sharing, it
seems to be trying to strike something in equality between you and the viewer, and nothing

does that better than a mass, hulking, object that can’t be denied.

-- Michael Dean



Sic Glyphs

"sic" S4% "sick" KE1EE - NBENZFRIRFAERAIEAEFIRM , "glyphs" FF - BESIERIRIR

sic - everything sick to Dean’s children, glyphs - what Dean works with
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For his South London Gallery exhibition, Dean immediately challenges visitors to think for
themselves, barring the main entrance with a cluster of immovable sculptures which offer
tantalising views onto a new shore of a text, thereby beckoning a search for an alternative way
in. The ensuing journey is rewarded by a different encounter with the works, in an intimate
experience that centres viewers as protagonists in what the artist describes as a “typographical

texty field or a fXXXing forest of physically abstracted versions of my writing”.

In disarming contrast to the emphatically brilliant expanse of whiteness against which they

are set, Dean’s forms in concrete, naked steel reinforcement (rebar) and other do-it-yourself
materials invoke the physical reality of contemporary urban surfaces. Twisted and contorted,
propped up or tied down, these apparently abstract ‘glyphs” are never completely without
figurative potential, occupying an indeterminate territory all of their own. Holes drilled

through some of the works seem to invite a particular perspective, but could be eyes as much as
spy-holes, sinister as much as hilarious, and there is no way of knowing if the casts of the artist's
and his sons’ clenched fists which punctuate the show denote aggression or defence, celebration
or defiance. Just as his play on the word ‘shore’ on shutter stickers throughout the show is
seemingly unending, Dean’s work is shot through with ambiguity, endlessly oscillate between
different ideas, taking viewers in whatever direction they choose but never giving them total free

reign or allowing an absolute conclusion.
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Installation view



Installation view
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The work (United Kingdom poverty line for two adults and two children: twenty thousand
four hundred and thirty six pounds sterling as published on 1st September 2016) consists of
£20,436 in pennies. This is the amount of money the government states is the minimum that
two adults and two children need to survive for a year in the UK. When installing the work,
Dean removed one coin, meaning that now the money you see before you is one penny less
than the poverty line.
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Turner Prize
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The Turner Prize, named after the English painter J. M. W. Turner, is an annual prize
presented to an artist working primarily in Britain or an artist born in Britain working
anywhere. Each year, four artists are shortlisted for their outstanding exhibitions or
presentations. Awarding the prize is organised by the Tate gallery and staged at Tate
Britain. Since its beginnings in 1984 it has become one of the best known visual arts prizes
in the world. Artists who have been nominated or awarded include: Gillian Wearing OBE,

Damien Hurst, Wolfgang Tillmans, Isaac Julien and so on.

* Dean was nominated for his solo exhibitions Sic Glyphs at South London Gallery, London

and Qualities of Violence at de Appel arts centre, Amsterdam
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Tender Tender at Sculpture Project 2017
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Details

Dean installs a transparent plastic sheet covering the atrium of the museum like a canopy.
The sculptures inside the sheet remind people of street lamps, public rubbish bins, refused
paper. Audiences are encouraged to touch and step on the sculptures as well as pick up
Dean’s pages of text he scattered around. Dean also designs the peepholes on the plastic
sheet (the height of the holes is determined by that of Dean as well that of his wife and
children), which offers another way to view the sculptures inside. By peering through the
holes, visitors are assigned roles in the performance-both watching and being watched.
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FEEANERH, BRABETESSMEBITERT L

sculptures fastened with street lamps with bicycle locks
linking the city's external space with internal architectural space
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ffff unfinished notes, 2017

Paperback publication



Shorey, 2016
Concrete, steel and paperback publication 190 x 125 x 112 cm



f (working title) 2016
Concrete, steel, book page (alls shores)
182.8 x b4.6 x 68.6 cm



ffff 2016
Concrete, metal
4 parts: 107 x 35 cm; 170 x 45 cm; 175 x 45 cm; 152 x 40 cm



Fucked f with orange tongues on f (working title] 2016
Concrete and steel
176.5x 66 x 135.9 cm



4sho (Working Title) 2016
Concrete, reinforced
200 x122x 112 cm



Fuck sake fuck sake (working title) 2016
Concrete and steel
Overall: 183 x 196 x 36 cm



Now (Working Title) 2015
Concrete, ink saturated book
190 x 45 x 50 cm



4 SHO (Working Title) 2016
Concrete, chain link fence, earth/soil, acrylic paint, weeds, paperback publications
and cope page 177 x 70 x 80 cm



Analogue series cabbage, hnnnhhnnn-hnnnhnnnnh 2014
Concrete, book
26 x20x 23 cm



Home (working title) 2012 - 2016
Concrete
255 x 255 x 4 cm
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