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The spontaneous malfunctions encountered when modeling with drafting 
software can be a frequent source of chagrin for designers. Not so for Indiana-
based Christopher Stuart, who turns these involuntary technical snafus into 
sculptural furniture pieces. For Constructs and Glitches, his first ever solo show 
(held at New York gallery The Future Perfect earlier this year), Stuart presented 
a six-piece collection made from first-rate finished metals such as aluminum, 

brass, polished bronze, blackened steel, and mirror-polished stainless steel. Inspired by Soviet Constructivism, 
he set out to “disarrange” classic furniture types, but as the software (Rhino) made the simple geometric forms 
roll and change direction, Stuart sometimes pulled his hand from the design process to let the glitches create their 
own system. In a nod to Sol LeWitt, who he counts among his references, Stuart edited and created variables and 
restraints, and then pushed them to show what the options looked like within this newly created system. Rather than 
furniture, Stuart defines the resulting objects as “sculpture at furniture scale.” “Our social norm and acceptance of 
what sculpture is has been reduced to standardized sizes: public-art size or pedestal size,” he explains. “Hence it’s 
the particular scale of each object that gives it its function.” Visitors to the exhibition might also have interpreted 
the five abstract pieces, presented like jewels 
in a casket, as a very elaborate bench, two 
coffee tables, a console, and a desk (with price 
tags ranging from 18,000 to 53,000 dollars). 
The opulence of the Constructs and Glitches 
exhibition stands in contrast to Stuart’s own 
humble background. A former welder, he first leapt to prominence while completing a BFA at the Herron School of 
Art and Design in Indianapolis, thanks to the publication of DIY Furniture: A Step-by-Step Guide (Laurence King, 
2011). Providing instructions for copying works by high-profile furniture designers with low budget hardware-store 
materials like PVC or plywood, the book was followed by a second volume in 2014. That same year Stuart returned 
to working with metal, and since then the 41-year-old, who sees his work somewhere in the tradition of Scott Burton 
or Donald Judd, has dedicated himself to further blurring the boundaries between art and design, and challenging 
the traditional concept of what furniture should be. Not an obvious conceit when your practice is based in the small 
town of Carmel, Indiana. “Most people around here aren’t aware of my work,” Stuart admits. “But I like being here. 

It keeps my overhead low, and I get to test my ideas out in New 
York City.”

BUG

— NATALIA TORIJA

CHASER

Christopher Stuart’s brass sculpture-

cum-furniture Chamfer Table 1 was 

displayed as part of his first solo show at 

the New York gallery The Future Perfect.
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“What is this? What am I getting myself 
into?”, thought artist Jimmy Robert on 
his way to the Dominican Republic for 
a residency financed by the Davidoff 
Art Initiative, the cultural wing of the 
Swiss-owned tobacco giant, whose 
sought-after cigars are produced ex-
clusively in the small Caribbean nation. 
But when Robert arrived in Altos de 
Chavón, which would be his home for 
the next few months, his uncertainties 
gave way. Perched on a bluff overlooking a quiet river, the small stone 
settlement purports to be a 16th-century Mediterranean village, but has 
somewhat newer origins. Planned by Italian set designer Roberto Coppa 
(who worked with Fellini and Visconti) in the 1970s as part of the larger 
gated community of Casa de Campo, Altos de Chavón was built for the 

billionaire chairman of American conglomerate Gulf+Western, Charles Bluhdorn. When, dur-
ing the village’s construction, Bluhdorn found himself overstocked with stone after blasting 
for a nearby bridge, he decided to crown his community of invented relics with a tourist-fa-
vorite — a Roman amphitheater, which was inaugurated in 1982 with The Concert of the Hemi-

spheres by none other than Frank Sinatra. “When I saw this 
space,” Robert asserts, “I knew I had to do something there.” 
Born in the French Caribbean island of Guadeloupe, raised in 
Paris, educated in London, and currently living in Bucharest, 
Robert challenges notions of assigned identities in his oeuvre, which often resists easy interpretation and is not confined to 
a single medium, combining works on paper with sculpture and dance. His proposal to the Davidoff Art Initiative was to orga-
nize, in collaboration with students from Altos de Chavón’s renowned School of Design and from Berlin’s Universität der Kün-
ste, a performance “to think about what it means to bring one’s body somewhere else, and what it confronts, not just in terms 
of material, but also in terms of context. How do you still manage to work if language is not the currency?” The solution was 
Transeúnte — Spanish for “passerby” or “temporary resident” — as the students decided to title it. A mass of bodies slowly 
affixes itself to various surfaces and passageways, spilling from the stage into the stands and flowing out into the interstices. 
“I see performance as a kind of activism, in terms of how actions can speak louder than words. You embody a certain idea, 
and you materialize it through bodies,” Robert explains. While his Berlin students were used to such methods, their more 
classically-trained Dominican counterparts had yet to confront such a bold disregard for narrative and genre. “They would 
ask: ‘But what is the subject? What is the theme?’”, Robert remembers. “And my answer was that the theme was us being in 
that space, on that stage.” A few weeks after the residency ended, Robert crowd-funded a trip for the Dominican students to 
perform in Berlin, where they recreated from memory their motions through the amphitheater in the galleries and stairways of 
the Universität der Künste. Transcribing the architecture of Altos de Chavón into the movements of their bodies, the students 
exchanged a sense of place wherein the distinction between the political and the private, the collective and the personal, and 
the physical and the cultural, started to blur. “After coming to Berlin,” concludes Robert, “the students started to see that 

there isn’t just one 
context for artistic 
engagement.”

BODY
LANGUAGE

— MAXWELL DONNEWALD

Artist Jimmy Robert leads a group of 

students from the Altos de Chavón 

School of Design and the Universität der 

Künste Berlin at the amphitheater of the 

Dominican resort Altos de Chavón.
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