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Sabine Breitwieser

\ Series Editor’s Note

Specifically, an identification [of the contemporary carporation] with the Arts will do the
following: a. Improve the image of your company by making your public more aware of

what you are doing in the community. b. Assist in developing a more fully rounded personality
for your corporation by adding a Cultural dimension. c. Provide a bold, unigue and exiting
element in the presentation of your products and services. d. Promote greater public
acceptance of your corporation and its products and services by making yourself more
attractive and visible in the marketplace.

Seth Siegelaub, 1967°

Conceptual practices are often discussed in reference to the aspect of a »dematerializations
of the art-object, and of a democratization of the art world that, it is hoped, will accompany it.
Or this notion, introduced into the discussions on Conceptual art in the late 1960s by Lucy
Lippard, is referenced in order to develop, from its critical scrutiny, alternative proposals as to
what is in fact to be understood by it. Whether the means of Conceptual art are capable of
»[affecting] the world any differently than, or even as much as, its less ephemeral counterparts«
was disputed early on.? From a later vantage point, Benjamin Buchloh questioned such goals in
general, stating that »Conceptual Art was distinguished, from its inception, by its acute and
critical sense of discursive and institutional limitations, its self-imposed restrictions, its lack of
totalizing vision, its critical devotion to the factual conditions of artistic production and recep-
tion without aspiring to overcome the mere facticity of these conditions ...«

Even considering that ¢ritics as well as artists have varying ideas about what the notion
of »Conceptual art« comprises, it has become an accepted term for those positions that »under-
stand the visual arts not merély as a synonym for physicai objects but as a field of negotiation
of the changed cultural significances of image, language, and representation.« For many this

-

t Quoted in Alexander Alberre, Canceptual Art and the Politics of Publicity (Boston, MA/London: MIT Press, 2003}, 14.
2 Lucy Lippard, »Postface« in Six Years: The Dematerialization of the Art Object {New York: Prasger, 1973), 264,
3 Benjamin K, D, Buchich, »From the Agsthetic of Administration 10 Institutional Critique,« in L'art conceptuel:

Une perspective, ed. Claude Gintz, exh, cat, (Paris: Musée d'Art Maoderne de fa Vile de Paris, 1989), 53,



field has become the »basis for a practice focused on actions and processes along the lines that
conjoin the arts, the everyday, and politics. «*

in view of these considerations, collecting Conceptual art becomes a difficult endeavor;
not becanse, as the notion of dematerialization might suggest, there are no objects on the art
market, but because there is the danger that the critical impetus that is—despite the skepticism
expressed by critics—inherent to many of these works gets lost in the process of their »institu-
tionalization.« As is evident from the passage above, quoted from a brochure for potential
buyers, Seth Siegelaub, the great advertising strategist of early North Americar Conceprual art,
highlighted the compatibility of critical art with the marketing goals of private corporations
already in 1967, Almost 40 years later, Siegelaub’s statement is of interest insofar as it paints
in garish colors the situation in which both private institutions of art, such as the Generali
Foundation, and the artists continue to find themselves.

Funded by an insurance corporation, the Generali Foundation has built a collection of
works that transcend the conventional boundaries of art. A farge group of these works can be
subsumed under the term »Conceptualism,« and a significant part of these in turn engages the
mstitutional conditions of art or the economic realities of our sociery. Contrary to the opinion
represented by Siegelaub, however, these works cannot simply be used for purposes of advertis-
ing by the organization that funds them. The reasons, of course, lie primarily in the works
themseives, which resist such direct instrumentalization by virtue of their content and especially
of their aesthetic structure; but also in the fact that exhibitions of »great« artists that move
within conventional generic limits have been, and sull are, much more suited to purposes of
prestige advertising than the positions of Conceptualism, which are often seen as »cumbersome, «
shermetic,« or »too intellectual, « if audiences are familiar with them at all.

Qf course, the current guestions surrounding the coliection and exhibition of worles of art
whose nearly intangible »tactics« are directed against both »the fetishization of art and its sys-
rems of production and distribution in late capitalist society «® are incumbenit also upon the
socially and politically committed and institution-critical artists who cooperate with the Generali
Foundation.® A paradox situation arises in which the artists know that »the institution« acknow-
ledges the dilermma they are in, and permits, even explicitly calls for, a critical reflection upon
their involvement with and work for that institution. This brings us back 1o the point of depar-
tute of the present consideration, and to the question, frequently raised, to what degree a sub-
stantial critique of the economic, political, and social status guo is even possible under these
conditions. The answer can be a positive one when the cultural field in which the Generali
Foundation operates is understood as a system of individual actors that continue to sound out
the margins of free play, of the spaces of action available to them. These processes of negotiation
occur on widely different planes, between artists and the institution, but also between the

4 Sabelh Buchmann, »Conceptual Arts, in: DuMonts Begriffstexikon zur zeitgendssischen Kunst, ed. Hubertus Butin
{Cologne: Dubont, 2002), 49.

5 Mari Carmen Ramirez, «Tactics for Thriving on Adversity: Conceptuatism in Latin America, 1960-1980,«
in Vivéncias/Life Experience, ed. Sabine Breitwisser (Vienna: General Foundation), 63.

& See for example Andrea Fraser's 4 project in two phases (1984-1985) and Andrea Fraser, Meport (Menna:
EA-Generall Foundation, 1995).




PREFACE il

Generali Foundation and igs benefactor or—ag in the present case~—between the editors of this
volume, whose background is in the academy, and the art institution. Furthermore, one may
argue—following, in fact, Seth Siegelaub’s first point—thart the creation of a public for critical
positions by means of exhibitions or publications carries positive value in itself.

The themaric foci of the Generali Foundation Collection Series, in which the volume at
hand is the first, correspond to the Foundation’s general artistic orientation, as it is evident in
the collection and-—ar least as importantly—in the exhibition and publication program.

They include conceprual and performative aspects of ast, crossovers to architecture and design,
and artistic approaches that analyze and critically intervogate social parameters and the role of
the media. This new publication series, for which we have created a special design, will be
deveioped in close cooperation with scholars in art history and art criticism with the aim of
academic investigation and broadly conceived contextualization of these topics. [t explores
those discourses that have been crucial for the formation of art practices central to the Generali
Foundation Collection. Furthermeore, it makes visible their social, historical, and theoretical
contexts, and the relevant shifts and disruptions within them. Newly commissicned texts on
individual thematic fields permit seeing aspects that have in the past gone underrepresented,
and are brought together with important previously published essays, The anthology does not
intend to engage directly with individual positicns represented in the collection—that is to say,
in the present case, with all works that fall into the category of »art after Conceptual art.«

I would thus like to use this opportunity to thank all of the artists who have been cooperating
with the Generali Foundation for vears, and whose trust allows us to make the critical potential
inherent in these artistic positions accessible to an interested public.

I would especially like te thank Alexander Alberro and Sabeth Buchmann for sharing their
profound knowledge with us and for shaping this well-founded compilation. Further, I want to
express my gratitude to the authors of the individual essays. Their highly informative contribu-
tions are an enormous enrichment, and I am especially delighted about the continuity of cooper-
ation with several of the authors. Like all our publications, this present one was produced by a
small, dedicated and competent team of the Generali Foundation; it has been a pleasure work-
ing with them. From the outset, Gudrun Ratzinger has overseen this project with me in its sub-
stance; Julia Heine has once more proven an accompiished publication manager.






Alexander Alberro

tntroduction
The Way Out is the Way In

At the end of Hentik Olesen’s »Pre Post: Speaking Backwards« that closes this volunze, the
artist states a paradox. He declares that »The way out {of Conceptual art] is the way in.« Like
all of the other texts in this book, Olesen’s forcefully affirms that art after Conceptual art con-
tinues to thrive, steadily changing and moving in new directions both methodologically and the-
matically. Indeed, the title of the anthology, an obvious riff on Joseph Kosuth’s polemical 1969
treatise »Art After Philosophy,« i meant to suggest not only art praceices and histories that fol-
iow the time of Coneeptual art, but also those like Jarostaw Kozlowskis {the subject of Luiza
Nader’s essay), Christopher D’Arcangelo’s (taken up by Thomas Crow and Helmur Draxler in
this volume}, and Maria Eichhorn’s (see Elizabeth Ferrell’s contribution) that are {or were in the
case of the late I’ Arcangelo) in search of that consequential movement. Importantly, the pur-
suit of Conceptualism by art practices that follow it turns the established wisdom of what con-
stituted this artistic tendency on its head: questions of theoretically rigorous and critical art
versus performative and technological, let alone expressive and design-based formalist practices,
for example, give way to Conceptual art because concepts are revealed as the base below the
formal base. Interestingly, such perspectives do not dissolve the specificity of artworks into mere
examples for a study of culture (and especially of visual culture, as Crow emphasizes in his
essay). Rather, conceptual artworks and those that derive from them provide an understanding
(gained only through close attention to the specificity of those works) of the manner by which
cultare becommnes stratified, and hence offer privileged access to the potential and actuality of
ambitious contemporary are. Olesen’s text is thus one of several in Arz After Conceptual Art
that seek to provide counter histories to those currently in circulation.

The essays in this volume contribute to a new evaluation of Conceptual art and its legacies.
We dispute claims, made as early as Rosalind Krauss’s »Sense and Senstbility« (1973) and con-
tinaing in various forms in the present, that this art movement was merely a period style that
has had its day. Instead, we suggest that, although in highly reconfigured forms, it thrives today
more than ever before. Clearly, there is a danger of disproportion. Set against the fundamental
problems addressed in the carrent debates abeut relationalicy and the claims that azt induces
new behaviors and new forms of social relationships, the legacies of a 1960s art movement
could appear insignificant. Understood in this way, an investigation of art after Conceptual art



would trivialize the substantive problems of contemporary are. But the texts anthologized in the
following pages pose questions in refation to Congeprual art in a different mannes: what can
the tegacies of Conceptual art, as art practices and aesthetic and cuitural problems, reveal about
contemporary art’s unprecedented open-ended position? It is not the emergence of new art
movements, per se, we contend, that makes art after Conceptual art consequential. It is, rather,
the powerful ways in which much of that art negotiates between, and reveals the interdepend-
ence of art and the broader cultural and institutional context that we believe is most important,
Conceptualism was pivoral in breaking art from the constraints of self-containment. That
reframing of art was not due 1o representations of sociat structures, contradictions, or identities.
Rather, it was the result of a greater aesthetic open-endedness that allowed art to intersect with
an expanded range of social life. Indeed, the legacies of Conceptual art often counter the brazen
abandonment of public sphere discourse in established politics by staging social and political
issues within the context of art. Postconceptual manifestations of what has come to be cailed
institutional critique have linked the specific places and practices devoted to the exhibition and
distribution of art and the framing of the social and political community. It is as though the nar-
rowing of the public sphere and the fack of political invention in recent decades have given the

profects of critically minded artists working with the legacies of Conceptualism a new urgency
and new possibilities. Flow far they might be able to contribute to the reconstruction of a politi-
cal space instead of working as mere substituzes is an issue taken up by a number of authors in
this volume,

When assembling this collection we were particularly interested in contributions by schol-
ars, critics, and artists from different backgrounds and cultures. Four of the following essays are
reprints of articles that have had an important impact on the field. Yet, the bulk of the volume
comprises newly written texts representing novel theories and perspectives. Not surprisingly,
there are significant incongruities among European-based writers’ approaches to »Conceptual
art,« and those discrepancies only increase when the approaches are compared to those by North

and/or South American scholars. The anthology also makes strikingly clear that there are many
histories and legacies of Conceptualism. This movement has had an enormous impact on art of
the past forty years. As Isabelle Graw provocatively argues in her contribution to the volume,

even practices as seemingly at odds with Conceptual art as neo-expressionist painting have
negotiated the legacy of the former. It is therefore necessary to recognize from the outset the
timits of this compilation, which, within the framework of presenting an analysis of act after
Conceptual art, is necessarily incomplete. The reader will find here neither a detailed descriptive
genealogy of all of the strands of Coneeptualism, nor an exhaustive analysis of the work of artists
whe have mediated aspects of the movement. The critical position that Conceptual art holds in
the field of conteraporary art is indisputable; it is now time to investigate its most important

legacies and how they have mediated and transformed the central premises thar initially gave
Conceptualism definttion.
The reader will undoubtedly be struck by particular constellations, of theories, approaches,

and artists, developed by the contributors to this book. Thus, for example, certain figures and
artworks that may not have played a significant role in earlier histories of Conceptual art are
row brought to the fore by a new generation of scholars and critics. Rather than artists such
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as Sol LeWitt, Art & Language, or Joseph Kosuth, considerable attention is now paid to the sig-
nificance of Lygia Clark, Piero Manzoni, Mierle Laderman Ukeles, Mary Kelly, and others in the
formation of Concepraalism. Furthermore, it is remarkable how often the authors discuss the
same works by particular artists. For instance, Martha Rosler’s The Bowery in two inadeguate
descriptive systems (1974-75) appears at a key critical juncture in both Benjamin Buchloh’ and
Thomas Crow’s essays, with the former situating the photo-text within the aesthetic practices of
allegory, montage, and appropriation, and the latter as an example of Conceptualism’s dogged
pursuit of »truth-telling. « Helen Molesworth, in her text, also reflects on Rosler’s production,

in this case locating the subject matter of the artist’s videotapes within the context of feminist
exposés of the invisibility of domestic labor in patriarchal societies. A considerable number of
the essays also take up the work of Michael Asher, especially the artist’s The Museum as Site:
Sixteen Projects (1981), which is foregrounded by both Buchloh and Gregor Stemmrich. Dan
Graham’s importance to art after Conceptualism is alse plainly evident, as his early works for
magazine pages (Hosnes for America, 1966), his later forays into television (Project for a Local
Cable TV, 1971} and film (Cinema, 1981}, as well as his critical writing {» Art as Design,
Design as Art,« 1986), are considered by several authaors,

In addition to these well-established names, all of whom are either first or second generation
conceptual artists, the third section of this collection centers on newcomers, younger artists who
work in the legacy of Conceptaalism: Marthias Poledna, Dorit Margreiter, Simon Leung, Maria
Fichhorn, Henrik Olesen, and Little Warsaw (Bdlint Havas and Andrds Galik). Interestingtly,
these artists are based in Berlin and Los Angeles, and Little Warsaw works from Budapest, which
signals a notable shift away from the previous predominance of the cultural centers of New
York, Paris, and London on the Conceptual art movement. Qur geal in compiling these essays
is to demonstrate the vitality of art after Conceptual art and to highlight new, carrensly active
directions and strategies. We also hope thar the contributions to the volume will illuminate
dimensions of Conceptualism that had previously been occluded or under-acknowledged.

Along with exploring the vicissitudes of art after Conceptual art, the common denominator
of the diverse array of writings featured in this collection is that they locate and track artistic
practices that engage in a form of institutional critique. As the following texts reveal, critique
in the work of Conceptual art comes to mean different things. For some it indicates sustained
criticism from a specific viewpoint, with the critical consideration also functioning as an expla-
nation of what is being criticized. For others it signifies an investigation of an entity’s internal
contradictions exposed by that entities own terms. For yet others it implies a procedure of
analysis whereby the given conditions of art are shown to be not natural facts but socially and
historically constituted, and thus changeable, realities. However, none of the authors treat the
legacy of Conceptual art and the critique of institutions as mutually exclasive. On the contrary,
their interdependence is nothing short of a central theme of this book, Whether institutions are
talen to be concrete entities (such as the Generali Foundation, which Sabeth Buchmann reveals
10 be the focus of Poledna’s 1998 The making of project), or more abstract buz equally material
things {such as »unpaid and underpaid labor,« which Molesworth reveals to be the focus of
Judy Chicago’s, Mary Kelly’s, Martha Rosler’s, and Mierle Ukeles’s work of the 1970s), the
critique of institutions drives much of the art that is locared as »after« Conceptual art.



Part 1. After Conceptual Art

The first essay in the volume, Benjamin Buchloh’s » Allegorical Procedures: Appropriation
and Montage in Contemporary Art,« traces a history of Conceptual-art as it emerges from mod-
ernist avant-garde practices. In particular, the author examines how the literary trope of allegory
is translated into an aesshettc practice of approprlamon and montage wlth:n the conceptuai and

“-";postconceptual contexts, Slgmfxcant for Buchloh in the early history of this reception are two
artworks: Robert Rauschenberg’s Evased de Kooning Drawing (1953} and Jasper Johns® Flag
(1954), both examples of objects that function allegorically in the tradition of Marcel Duchamp.

Buchloh, however, views Pop art’s fusion of the spheres of high art and mass culture as a form
» of »liberal reconciliation« and, »compromise« rather than dialectical critique. He insists that

Ilegorlcal practice that adopts the historical avant- garde legacy of »mythifying in turn« was
not actualized until the late 1960s with the conceptualist work of Michael Asher, Marcel
Broodthaers, Daniel Buren, Hans Haacke, Lawrence Weiner, and others. These artists, he main-

tains, produced work that interrogated »the framework that determines the reading conventions
of artistic signs« and expanded those invéstigations to »a critigue of the institutional conventions
of exhibition and display.«

Buchloh’s essay is also concerned with the practice of postconceptual artists whose work
emerged in direct opposition to the reconciliation of social contradictions by neo-expressionist
painters in the 1970s. If the paintings of the neo-expressionists recentered art and artists, -

Buchloh shows how the work of postconceptualists, such as Dara Birnbaum, Barbara Kruger,

the viewer by steategically moblhzmg practices of appropriation and montage to focus on

»mass cultural discourses that condition and control the experience of everyday tife.« The

“gthor cxp[ores. the various ways in which the allegorical investigations of these artists continue
the groundwork laid by their recent (1960s) and distant (1920s and 1930s) predecessors to,
for instance, negate »the mythical singularity of the work of art and its indisputable status as
a commodity « {Levine), change the admmlstrat&ve sobriety of Concegtual art with a »social
udlmensmn« {Rosler), and render transparer}t the manner in which »television conventions and

their technological implementation« function as »the ultimate representational system in which
B id_eology constitutes its subjects« (Birnbaum). Buchloh pessimistically concludes with the obser-
vation that the critical achievements of the new generation of conceptual artists will undoubtedly
only be temporary, for inevitably institutional »acculturation will find new ways to accommaodate
their production.« And in part it is the pussuit of new strategies of cultural resistance and cri-
tique that might escape such assimilation that many of the texts included in this volume take up.
The anthology’s second essay, Thomas Crow’s »Unwritten Histories of Conceptual Art,«
begins with the observation that although »consciousness of precedent has [today] become very

neasly the condition and definition of major artistic ambition,« many art historians continue o
display little interest in cortemporary artistic practice, Crow is careful to emphasize that art his-
tory’s blindness to new art is not an unfamiliar story. But he notes that recent calls by posemod-
ernist scholars for the idea of & history of art to be set aside in favor of a »forward-looking
*history of images’« capable of attending to »the entire range of visual culture« uncangily echo
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" high modernism’s »fetish of visuality.« Crow suggests that if postmodernist art historians would
pay more attention to contemporary aesthetic practices, they might be better prepared to recog-
nize that Conceptualism, in its challenge of modernist assumprions, transgressed beyond what

. could be contained withia the category of the image. Furthermore, Crow is concerned that the

pessimistic assertions of the failure of Conceptual art made by the movement’s most formidable :

historians only serve to buttress »the apparent triumph of visuality, « For the mobilization of the :
critical dimension of Conceptualisin to take place, he insists, it and its legacies must be shown

to be »living and available,« accessible to lay audiences, and capable of referencing the world

beyond the esoteric realm of the fine arts. According to Crow, the work of the Los Angeles-based

;{f_tij_st Christopher Willidms answers these concerns, powerfully revealing not only connections
»berween global consumption and global repression,« but also the utter bankruptey of visuai
representations produced by the proliferation of mass culture.

Crow goes on to discuss in detail Williams’s Bouguet {1991), which the artist dedicated to
two conceptual artists, Bas Jan Ader and Christopher D’Arcdﬁéeio, whose work has remained
relatively obscure due to the effectiveness of their pursuit of self-effacement. Bouguet directty
references Ader’s video Primary Time (1974}, where the Dutch artist clad in brack top and
pants arranges flowers in a vase to successively arrive at red, yellow, and blue bouquets. Crow
¢xplains how the installation of Williams’s piece, which the artist specified should be either hung
on 2 remporary section of wall, or leaned against an existing wall, refates to the subversiveness
of D’Arcangelo’s art practice. For Crow, the complex investigations that Williams’s postconcep-
tual Bouguet prompts function to commemorate and pay tribute to the fierce reticence of the
work of conceptual artists such as Ader and D’Arcangelo, who even historians of the movement
had all but forgotten by the 1990s.

If Buchloh’s essay sketches a linear history of Conceptual art and Crow’s seeks to expand
the field by summoning figures whose work has been occluded in that history and might, with
the adyvent of visual studies, be altogether forgotten, Molesworth sets out to revise the history of
ambitious art of the 1970s. As signaled by her sitle, »House Work and Art Work, « Molesworth’s
focus is on labos, generally, and more specifically on a theory of immaterial fabor as it relates to
the art of Judy Chicago, Mary Kelty, Mierle Laderman Ukeles, and Martha Rosler. Whereas
Buchioh’s essay downplayed the importance of feminist and gender theory when discussing the
work of ferale artists of the 1970s, Molesworth considers this interpretative framework crucial.
Nonetheless, she argues that »the bitter binary opposition between ... feminist work based in
‘theory,” poststructuralism, or social constructionism, and work derived from the principles of
‘essentialism,’« has functioned to blunt the complexity of this art and to stifle its interpreration,
By contrast, Molesworth maintains that the conjunction »and« rather than the binary »eitherfor«
is more productive in analyzing the work of these artists, and she sets out to investigate hereto-
fore unacknowledged »moments of contestation and difference« as well as »moments of affinity
and shared concerns« discernable in these artworks. As a point of enury, she turns to the writ-
ings of feminist philosopher Moira Gatens that theorize the process by which unacknowledged
labor is naturalized in both the public and private spheres, »The problematic of public and
private spheres,« Molesworth writes, is present in the art of both Chicago and Kelly, »but the
essentialism/theory debate has occluded its importance, disallowing the debate to be framed in



terms of a political economy as well as a bodily or psychic ore.« This leads her to consider the
art of Chicago and Kelly within an expanded interpretive field, including art by Ukeles and
Rosler that is explicitly concerned with intersogating »how ‘ideologically appropriate subjects™
are created, in part, through the naturalizing of unpaid and underpaid domestic [and mainte-
nance] labor « By undoing the essentnhst/poststructur’tl;st binary that has hitherto hand]capped

[ interpretations of the work of these artists, Molesworth is able to view this body of work
through an entirely different tens, one that can adequazely address the manner in which it
engages with the most »advanced« artistic practices of the day and opens channels to »questions
of value and institutionality that critique the conditions of everyday life, as well as art.« But
-msofar as these artists’ investigations of art’s own meaning, value, and institutionality-—based,
as these explorations were, on an understanding of the refations between private acts and public
institations, and on the reciprocity and mutual dependence of the categories of prlvate and pub-
fic—differ markedly from the work of artists such as Asher, Broodthaers Haacke, and Buren,
they significantly expand the established notion of institutional critique that is one of the most
important developments of the conceptualist legacy.

The final essay in this section, Ricardo Basbaum’s »Within the Organic Line and After,«
represents a radical theoretical and paradigmatic break from the first three. Basbaum’s point
of departure is neither the European avant-garde nor the North American tradition. Rather, his
study addresses the important work of Brazilian artist Lygia Clark. Basbaum coatemplates the
., ramifications of Clark’s development of the »organic line,« which he sees as functioning o .
establish »a continuity between artwork and real world, between art and life.« For Clark, .
Basbaum explains, the mgamc line is the means by which the AWOROINOYS, a{twork intersects .,
__with real al space (and vice versa), and points to new ways out of the cul-de- -sac Gf high’ modermsm
The framework remains very ruch within the orbit of modernism, though now a véry different
model of modernism than the one that bad become orthodox in the Northern hemisphere in the | ) .
1950s and 1260s. Clark’s line is located betweeﬂ the spaces of arc and life, rather than wholly

e

crossing the threshold into art or life, or, even more dramatxcally, into the mythical space of

metaphysical depth that Basbaum claims Clark’s contemperary, Yves Klein, developed at around
the same time. Yet the author notes that, although Clark and Klein (as well as, among others,
Robert Rauschenberg, Jasper Johns, and Piero Manzoni) set out from different vantage points -
and azrived at disparate conclusions, they confronted similar prob ems concerniig »emptmess,

borders, and lines.« Basbaum sees Manzoni’s work, in particular, with its dual striving for an
»absolute beyond infinite purity« and a »preoccupation with the body in ail its proper imma-
nent limits, « ag grappling with many of the same issues that concerned Clark, Manzoni’s con-
ceptual operation, Basbaum maintains, »renews the comprehension of the sarface, taken as a
‘vehicle,” and the line as membrane « to highlight the permeable condition of the subject” ™
Basbaum notes that C ncepiialdrt is usuall y considered to be a movement in which artists
strategically decided to emphasize the discursi

the v;sual ‘omponeni of their practices in
" the process of dematerlallzmg art. But he objec_ts to this bis ary of wssbl’é“é‘nd enunciativemat-
~ters; and turns to Michel Foucauit’s »théorie des énoncés« developed ir in Ceci n'est pas une pzpe

{1968) to formulate a relationship berween discourse and visuality that is free of hierarchy, ¢

What he finds most productive about Foucault’s theory is the manaer in which it posits an
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»in-between space« between words and images, discursive and visible dimensions, while not
reducing either into the other’s terms. This leads Basbaum to argue that conceptual artists were ‘
not so much in pursuit of the dematerialization of the art cbject as of the »borderline «—«the
hotspot where processes become productive«—between images and words, art and life, That

hotspot, he argues, was what Clark’s organic line introduced, as it progressively gained thickness

and involved more and more spaces, issues, elements, and concepts. The organic line becomes a
»niembrane,« an active and autonomous structure, functioning as the region of contact between
neighboring territories of various kinds. Thus, Basbaum offers a fresh new interpretation of
Conceptual art that urges the reader to reconsider this art movement’s relationship to modern

art as a whole, and to the dynamic connection between’ »dlscour?e« and »vzsuahty« that has
concerned modernism for guite some time. i S

Part i1, Dismantling Binaries

The second section of the volume comprises ésséys thas further problematize and expand
conventional understandings of Conceptual art. Luiza Nader’s »Language, Reality, Irony: The
Art Books of Jarostaw Koztowski, « places the booloworks produced by the Polish artist in the
1970s firmly within the legacy of Conceptualism. Although much has been written cn North
American and Western European Conceptual art, relatively little attention has thus far been

focused on parallel practices in Central and Eastern Europe. Nader’s essay provides an important ;_
correction to this Western bias by demonstrating the highly sophisticated concepatly-based
work in Peland, and the importance of that work within its national context. More specificallyy’

she shows how Kozlowski mobilized Conceptualism to oppose official state power that sought
control over ali forms of what Andrzej Turowski has termed »ideosis,« or »individual choice.«
Freedom of choice within the state-sanctioned art world consisted of the options of realism and
ahstraction in painting and other traditional artistic media. By opting instead to produce philo-
sophically based bookworks, Kozlowski was able not only to escape the stifling binary of realist
versus abstract art, but also 1o direct the beholder/recipient toward modes of aestheric experi-
ence that were alien to the fine arts in postwar Poland. Nader suggests that the novel modes

of production, exhibition, and reception spearheaded by Koziowski’s conceptualist bookwarks
supplied these objects with metaphors of resistance against the governing regime.

Isabeile Graw, in »Conceptuzal Expression,« provocatively argues for a re-examination of
both Conceptual art and nec-expressionism. These two practices have traditionally been viewed
by critics and historians as completely antithetical. Whereas Concepenal art is lauded as a con-
scientious aesthetic practice that avers the decadence of the art market, neo-expressionism is
often disparagingly dismissed as a pure market phenomenon that advances spurious myths of
subjectivity rendered in form. Graw, however, rejects this binary and sets out to demonstrate
that »expression can be conceptualized in seemingly expressive painterly gestures withour per-
mitting conclusions as to any authentic emotional state, just as works resulting from thorough
conceptual planning can exhibit a sort of ‘residual expression.’« Conceptual art and neo-expres-
sionism, she maintains, are neither as pure and anadulterated as has hitherto been claimed nor
irreconcilable opponents.
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Graw then boldly dismantles the traditional front between conceptual and expressive picto-
rial practices by recalling that conceprual painting has existed at least since Andy Warhols Do
It Yourself paintings of the early 1960s. The legacy of this practice, according to Graw, includes
not only the paintings of Jorg Immendorf, David Salle, and Martin Kippenberger, but even those
of Julian Schnabel, who gave central importance to the frames of his compositions and thereby
cast doubt upen the status and value of painting. » Could not the potential of certain painterly
approaches,« Graw asks, »lie precisely in the fact that they accepted the market as an objective
institutional power and defined their relationship to it, instead of falling into rthe naive belief that
one could elude it?« Yet, Graw differentiates between neo-expressionist painters who produced
gestures that wholeheartedly conformed to the market, and those, like Kippenberger, Albert
Oehlen, and Jutta Koether, who she contends reflected greatly on the market, attempting to
hamper its grasp by elevating an »ostentatious lack of complexity« to a principle. But it is the
manner in which the best of the neo-expressionist artists problematized the self and subjectivity
as a whole that Graw wants to reconsider. Unlike couceptual artists, who adopted predetermined
schemas in order to ensure that subjectivity and personal expression would play virtually no
role in artistic production, artists such as Kippenberger mobilized exaggerated signs for expres-
sivity and immediacy with full knowledge of their status as signs. As such, expression in their
work no longer refers to something originary or authentic, but instead, is exhibited as the effect
of a specific procedure that creates »the impression of immediacy in order to demonstrate the
fact thar it is mediate.« From Graw’s perspective, rather than attest to authentic emotions, the
effect of neo-expressionismy’s conceptualization of immediacy is to address »the radical insub-
stantiality of being.«

In »Heterotopias of the Cinematographic: Institutional Critique and Cinema in the Art of
Michael Asher and Dan Graham,« Gregor Stemmuich brings together art and cinema using the
lynchpin of institutional critique. He observes that recently there has been an explosion of art-
works and exhibitions that consider cinema and locates this cinematic tarn within the fegacy of
Conceptual art. According to Sternmrich, »references to cinema in art have become ubiquitous«
since the 1970s and 1980s, when artists such as Cindy Sherman and Jeff Wall took up Conceptu-
alism’s photojournalistic dimension and directed it toward visual worlds that Conceptualism
had initially excluded. The author then turns to the practice of institutional critique, which he
argues was initially developed to break open the institutional framework of the gallery and the
museum structurally, under its own functional conditions in order to explore the hidden under-
pinnings of »the experience of art.« One of the consequences of this practice, which Stemmrich
maintains »could only be achieved effectively if the broader cultural context was, at the same
tire, included in the analysis,« was a foray by artists into the field of mass media: first print
media (in the 1960s) and television {(in the 1970s), and then cinema (in the 1980s).

Stemmrich’s investigation leads to a series of projects Dan Graham and Michael Asher pro-
duced in the 1970s and early 1980s in dialogue with one another. He explores the manner in
which both of these artists critically investigated the artistic potential of cable television in the
1970s, and then turned in the 19803 to cinema as the institution within which to perform their
critiques. Stemmrich contrasts the art practices of Asher and Graham, showing that whereas the
former remained focused on art institutions in order to expose connections to a broader cultural,
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social, and historical context, the latter developed proposals that from their inception transcend-
ed the realm of art, Interestingly, the author focuses on the same Asher piece, The Museum as
Site {1981}, discussed by Buchloh in this volume, but arrives at very different conclusions. For
Stemmurich, the most important aspect of this project by Asher is the dialogue it establishes with
cinerna, revealing »the way in which art and cinema participate in each other as institutions. «
Stemmrich then turns to Grabam’s Cinemna (1981), which he argues is »designed 1o translate

a péychological structure that locates in an metapsychological film theory unconscious ‘private’
sphere into the architecture of cinema itself,« and connects it to Michel Foucault’s concept of
»heterotopias«: places that are at once autonomous and heteronymous, isolated and intercon-
nected. According to Stemmrich, both Graham and Asher, each in his own way, examine the
systems of opening and closing that are normal to institutions such as the museam and the cine-
ma in order to exceed these institutions following their own premises. This leads him to con-
clude thar Graham’s and Asher’s interventions, insofar as they transfer different heterotopias
that normally seem incompatible into an immediate and inseparable context, open up the space
between art and cinema, inside and outside, for critical awareness. Indeed, in the end, it is once
again the employment of an »and«-—the same conjunction effectively mobilized by Molesworth
to dismantle the binary opposition between ferninist art based in poststructuratism and work
derived from the principles of essentialism~--that Stemmrich posits as the most fraitful hermeneu-
tical tool with which to grasp the eritical function of the projects by Asher and Graham that are
the central focus of his study. For the author, these projects are effective inasmuch as chey are
the experience of that and. It grounds the work of the artists to the extent that it connects that
work to the broader cultural and institutional context. According to Stemmrich, matters would
be much easier if we could merely say that the esotericism of Asher’s and Graham’s work with
television and cirema must be subtracted from any form of insticutionalization, or that the
alleged effectiveness of their practice disguises its dependence on the institution of art. But
Stermmirich clarifies that this is not at all the case: Asher’s and Graham'’s works reveal the same
knot binding together institutional critique and the institution of art, avant-garde art and instru-
mentalizing culture,

The final essay in this section, Helmut Draxler’s »Lesting Loos(e): Institutional Critique and
Design, « also seeks to do away with an oft-encountered binary, in this case of art versus design,
that hierarchically structures culture. Similar to the manner in which Graw problematizes the
familiar opposition between conception and expression, Draxler proposes that the divide between
the categories of art and design is neither as lazge nor as impermeable as critics and scholars
have hitherto presumed. Moreover, according to the author, the myth that there is an inviolable
schism between the two practices is inherently conservative and highly limiting. He takes jssue
with critics and scholars who, caught up in the old modernist oppositions, fail to recognize that
artists have long sought to explore the space between art and design-—an endeavor that has only
ncreased since the advent of Conceprual art in the 1960s.

Draxler’s starting point is the hypothesis advanced by Hal Foster in Design and Crime
{2002} that design practices have increasingly infiltrated and contaminated everyday life. Draxler
takes issue with this assumption, countering that it is fundamentally reactionary, apd »an
expression of  totalizing approach.« In response, he calls for a mode of thinking that does not
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maintain a rigid division between att and design, and instead, contemplates where the commen
ground might lie, what these two categories might learn from one another, and how the historical
division between them came about in the first place. Draxler points cut that the caregorical divi-
sion between art and design articulated by Foster and others today, in fact, only goes back as far
as the 1950s. By contrast, a number of progressive movements in the early twentieth century,
including Bauhaus design, Soviet Productivism and elements of Surrealism, insisted on perme-
able bordesrs between art and design. According to Draxler, what finally undermined design’s
pelitical function was the embrace of the discipline by the new post-Fordist service economies.
Draxler insists that the influence of design on Conceptual art is much greater than has been
conventionally maintained. Conceptual artists’ rejection of formalism, he argues, led them to”
seek out areas forbidden by modernism, such as design, in their search for new tactics and forms
of presentation. Thus, he sees poins of reference to design in conceptualist works as diverse as
On Kawara’s postcards, John Knight’s journal pieces, Daniel Burens stripes, Hans Haacke’s
data sheets and charts, Michael Asher’s sculptural interventions, and Marcel Broodthaers’s use
of typography. Indeed, Draxler maintains that it is not possible to fully grasp the operation of
institutional critique, once again presented as one of the strongest legacies of Conceptual ast,
without understanding its connection o design. The various facets of a working relationship
within and with the institution of art that design provided artists in the 1960s and 1970s, have
subsequently been reinterpreted productively by these who, for example, make works that con-
sist entirely of invitations and announcements (e.g., ’Arcangelo), or design small gifts for the
visitors to an exhibition (e.g., Lawler), or consider exhibition and catalogue designs as original
artistic contributions (e.g., Knight}. These and other similar gestures, especially when they main-
tain a tension between the institutional logic and the artistic intervention, allow the ambitious
work of art to be seen not as an autonomous whole, but rather, as the interface where discours-
es and practices, institutional and design initiatives, meet. There is nothing within the hybrid of
conceptual design that necessarily leads to a post-Fordist economic logic, Draxler maintains in
a manner that resonates strongly with Graw’s argument for the dismantling of the rigid binary
between conception and expression. Such interfaces between disciplines and media, he con-
cludes, should be seen as spaces within which »freedoms« can be found and critique practiced.

Part {H. Post-, Neo-, and New Genre Conceptual Art

The anthology’s third section is comprised of sexts that explore the legacy of Conceprual
art in the present. Edit Andras’s » Transgressing Boundaries in New Genre Conceptual Art,«
complements the essays of Basbaum and Nader in presenting a view of Conceptual art that
geopolitically extends beyond the Western European and North American contexe. Andrds
argues that many strategies developed by conceptual artists in the West to resist the increasing
commadification of art were irrelevant to artists working under socialist conditions. Also absent
from Eastern European Conceptual art was the critique of modernism engaged in by its Western
counterpart. Similar to Nader, who explains that modernism provided Polish conceptual aptists
an alternative to state-sanctioned culture, Andrds cbserves that Hungarian conceptual arsists of
the countercultural underground also remained deeply embedded in modernism, and as such,




RTRORUCTION 23

did not expand their critical scope to encompass questions of identity, representation, and insti-
tuﬁonal critique as did their counterparts in the West, Rather, the focus of Hungarian {as with
most Eastern Bloc) conceptual artists was on a critique of the official culture of the socialist
regime. The state, for its part, did not consider these artists to be a serious threar and therefore
put up a fagade of openness and liberality with respect to their cultural gestures.

Rut, as Andras shows, with the collapse of the Soviet satellite system in 1989, everything
chénged in Hungary. First, there was a rush to canonize the former oppositional artists, primarily
figures working in a conceptualist vein during the previous cultural administration. These artists
in turn became the new art establishment. At the same time, the dramatic growth of the art mar-
ket commodifiéd even the most immaterial works of the now-glorified conceptualist generation.
And with the euphoria prompred by entry into the European Union and the eagerness to bury
the history of the preceding generation, the limited scope of conceptual practice in Hungary dur-
ing the socialist era and the implications of its failure to expand beyond the modernist mindset
were not deemed worthy of investigation.

This, then, is the context in which neo-Conceptualism, what Andrds calls »new genre
Conceptual art,« in Hongary has operated in the past decade-and-a-half. The author focuses in
particular on two recent controversial projects by the Budapest-based artist duo, Little Warsaw,
and the related local reactions. By taking up critical legacies of Conceptualism that even opposi-
tional artists in the Eastern European context during the Socialist era had kept clear of, Little
Warsaw at once exposed the limits of the work and practice of conceptual artists working in
Hungary in the 1970s and 1980s, and revealed the hypocrisy of these now state-sanctioned
artists, who have also become the darlings of the new local art market. Thus, Andrds shows how
Little Warsaw makes 2 practice of digging up the wounds and scars of the past thar have never
properly healed in order to pose questions that many in Hungary and eastern Earope would
rather forget. These include net only, who has the right to excavate the past, to break apart
and examine the structures of interdependency that existed in the socialist era, but also, who
is entitled to agsess and reconptextualize practices and ideas of the past into the present?

Sabeth Buchmana’s »Under the Sign of Labor« examines the exhibition, The making of,
organized by the artist Mathias Poledna and held at the Generali Foundation in Vienna in 1998.
Buchmann proposes that the manner in which this exhibitien configures issues of labor within
the context of art provides a new way to underszand the relationship between the 1960s notion
of artistic dematerialization and transformations in the structure of labor in society. In particular,
she posits Maurizio Lazzarato’s concept of »immaterial labor,« defined as the activity that pro-
duces the informational and cultural content of the commodity, capable of reveating the manner
i which the fogic of dematerialization corresponded to the reconfiguration of labor relations
in the industrial core of society toward a new service economy. As such, Buchmann’s argument
dovetails neatly with Molesworth’s presented earlier in this volume, for both adopt a theory
of immaterial labor as 2 point of departure in order to overcome aporias in conventional
accounts of Conceptual art.

Poledna’s exhibition, which teok the form of a collaborative proiect with several other
artists (including Simon Leung, Nils Norman, and Dorit Margreiter), actively questioned the
fegitimating role of the art institution, in general, and that of the Generali Foundation, in partic-
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ulaz, Buchmann explores the various ways in which The making of revises »technigues of site
specificity, identiry, instirutional critique, post-production, and cultural studies research,« and
argues that the exhibition as 2 whole underscored the labor {»at the intersection with the mate-
rial conditions of public labor«) of theoretical and methodological reflection on art. From her
point of view, although the exhibition’s direct reference to previous projects by Michae! Asher
and Daniel Bueen positioned it in the legacy of first generation Conceptual are, the ability of vhe
younger artists to develop the cricical and dynamic dimension of Conceptualism in new ways
attests to the movement’s continued relevance in the present.

Elizabeth Ferrell’s essay, »The Lack of Interest in Maria Eichhorn's Work, « also addresses
the manner in which contemporary conceptual practices interrogate economic issues. Ferrell
focuses on several recent projects by the Berlin-based artist Maria Eichhorn that short-circait
and in fact reveal the speculative nature of art. She traces the ways in which Eichhorn’s working
methods mediate early Conceptual art, and the importance in particular of the »Artist’s Reserved
Rights Transfer and Sale Agreement,« drafted by the Conceptual art impresario Seth Siegelaub
together with the lawyer Robert Projansky in the early 1970s. Ferrell takes issue with art histo-
rians, who maintain that conceptual artists capitulated to the forces of capitalism, as much as
she does with critics, who see the future of Conceprual art in relational and project based work,
and convincingly argues that Eichhorn’s engagement with the structures that govern the materia
conditions of art provides an alternarive to these madels.

The volume ends with a conceptual work by Henrik Olesen, »Pre Post: Speaking Back-
wards,« designed specifically for this publication. In 2 manner that recalls Walter Benjamin’s
reading of Paul Kiee's Angelus Novus, Olesen reflects on what he deems to be the catastrophic
past of Conceptualism’s history that is being propelled backwards into an uncertain future.
Olesen’s text »posts« a series of informational pieces, some referencing historical facts, such as,
the mid-nineteenth century erection of public urinals in London, others theoretical observations
by philosophers, such as, Gilles Deleuze and Felix Guattari, and yet others, artworks and art
historical derails. These posts create a montage that culminates in an alternarive history of
Coneeptualism. [n particular, the artist draws attention to the troubling persistence of critics
and scholars of Conceptual art in framing the movement from a heterosexual perspective. This
has meant not only the marginalization of the impact of artists such as John Cage on the move--
ment, but also the necessary blindness to the »conceptual and eritical cultural production« of
figures such as Jack Smith who explicitly thematized homosexual imagery. As Olesen cbserves,
»The relentless chronological non-existence of homosexual sites and images in the canonized
history of visual culture suggests that no adequate language existed to either repress or promote
a homosexual imagery outside its own culturally ghettoized site.« By cross-cutting between his-
tory presented through facts and documents and aesthetic practices that locate a gay sensibility,
Olesen’s piece produces new ways of reading texts. Like the filmic Kuleshov effect (in which the
shot sequence directly preceding and proceeding an image helps to determine the latter’s mean-
ing), by placing, for example, a post regarding the use of public urinals for homosexual activity
directly after Vito Acconci’s Untitled (Project for Pier 1) of 1971, Olesen successfuily » QUECTS ¥
Acconci’s work and in so doing presents the possibility for other such radical revisions of
Conceptual art.
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. _ But it is not merely through a structure of montage and appropriation—let alone allegory
that Olesen finds a »way out« of the aporias of Conceptualism, That »way oute as a »way i«

" is also performed on the level of dissemination. By placing »Pre Post: Speaking Backwards« in

a printed matter veaue rather than a public exhibition, Olesen mobilizes and revitalizes an earl
strategy of Conceptualism. But now Olesen’s work penetrates the site where history is -
and validated—i.c., an academic coltection of essays targeted to an international azdje:“ttefn
readers interested in contemporary art. In so doing, he ensures that his work and its rewce .
of Conceprualistm will not be ghettoized in the »blind spots« and »non-sites« of homose:li?l

cult
The way out of Conceptual art js for him the best way into an adequate understanding of the

movement and its legacies—a methodology that the editors of this volume wholeheartedly

ural production, and will, instead, make these sites publicly visible and critically available

embrace.



Michael Asher, contribution to The Museum as Site,
Los Angeles County Mugeum (1881}, 1 of 3 elements
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Benjamin H. D. Buchloh

| Allegorical Procedures:
Appropriation and Montage in Contemporary Art

é

From the very moment of its inception, it seems that the inventors of the strategy of mon-
tage' were aware of its inherently allegorical nature: to speak in public with hidden meaning,
in response to the prohibition of public speech. George Grosz, for one, reminisces as follows:

In 1816, when Johnny Heartfield and | invented photomontage... we had no idea of the
immense possibilities or of the thorny but successful career that awaited the new invention.
On a piece of cardboard, we pasted a mishmash of advertisements for hernia belis, student
songbooks, and dogfood, labels from Schnaps and wine botties and photographs from picture
papers, cut up at will, in such a way as to say in pictures, what would have been banned by
the censors if we had said it in words.?

In a highly condensed form, Grosz charts the terrain of montage as well as its allegorical
methods of confiscation, superimposition, and fragmentation. He outines its materials as much

as he points to the dialectic of montage aesthetics: ranging from a meditative conzemplation

of reification to a powerful propaganda tool for mass agitation. Historically, this dialectic is

= T embodied most eminently
; tion between the collage work of Kurt Schwitters and the montage work of John Heartfield.
The inventors of the collage/montage techniques understood just as clearly that they performed

the oppositional practices of two German Dada artists, the opposi-

_operations on the pictorial or poetical signifying practice that ranged from the most subtle and

minute interference in linguistic and representational functions to the most explicitly and power-

1 The introduction of this assay largely follows an argument that has been developed in Ansgar Hillach's attempt to define

a notion of montagse In the avant-garde of the 19208 and its refationship 1o Walter Benjamin's concept of allegory. See:
Ansgar Hillach, »Allegorie, Bildraum, Momtage,« in Theorle der Avantgards {Frankfurt: Edition Suhrkamp, 1978), 105-42.
For a more specific analysis of the complexities and historical changes of Benjamin's allegory-model. | would refer 1o
Harald Steinhagen, »Zu Walter Benjamin's Begrift der Allegorie,« in Form und Funktionen der Alfegorie (Btuttgarl: Metzler,
1979}, 668 ff. and Jirgen Nasher, Waiter Benjamin’s Allegorie-Begriff ais Modell {Frankfurt: Klett-Cotta, 1975). For a '
more vecent English account of Benjamin's theory of aflegory, see Bainard Cowan, »Walter Benjamin's Theory of Allegory,«
in Mew German Critique, no. 26 {1982): 108-22. Cowan’s claim that Benjarnin's theory of affegory »...has gone virtually
without thorough explication,« however, indicates, as does his text, that he is not at a)f familiar with the German litevature

- an the subject.

Gaorge Grosz, guoted in Hans Richter, Dada: Kunst und Antikunst (Cologne: DuMont, 1863}, English translation

in Dawn Ades. Photomentage {Londen: Phaidon, 1976), 10.

)
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fully programmatic propaganda activities, This becomes apparent in Raoul Hausmann’s recol-
tections of 1931, when he ponders the development from phonetic Dada poems to the political
polemics of the Berlin Dada group:

In the conflict of opinions, pecple often argue that photomontage is only possible in two ways:
ane haing the political, the other being the commercial . ... The dadaists, after having »invent-
ed« the static, the simultaneous and the purely phonetic poem, now applied the same princip’ies
with consequence to pictorial representation. In the medium of photography, they were the
first to create out of structural elements from often very heterogenecus materials or locales

a new unity that tore a visually and cognitively new mirror image from the period of chaos

in war and revolution; and they knew that their method had an inherent propagandistic power
which contemporary life was not courageous enough to absorb and to develop.®

The dialectical potential of the montage technique to which Hausmann refers found its his-
torical fulfillment in the fundamental contradiction of the consequences spawned by the collage/
moentage model. On the one hand, we witness its increasing psychologxml mterlozlzatlon angd
aestheticization in the work of Max Ernst and of Surrealism at large (and its subsequem
still continuing exploitation in advertising and product propaganda}. On the other hand, we
encounter the historically simultaneous development of politically revolutionary montage and
agitprop practices in the work of El Lissttzky, Aleksandr Rodchenko, and Heartfield (and the
logical conclusion of an almost compiete disappearance of montage’s public social function
from history, except for some isolated pursuits in contemporary individual practices thar we
will focus on in the following}.

Parallel to the emergence of montage practices in literature, film, and the visual arts, we
witness the development of a theory of montage in the writings of numerous authors since the
fate 1920s: Sergei Eisenstein, Lev Kuleshov, and Sergei Tretiakov in the Soviet Union; Bertolt
Brecht, Heartfield, and Walter Benjamin in Weimar Germany, and Louis Aragon in France. Tt is
in particular the theory of montage as it was developed in the later writings of Walter Benjamin,
in clase association with his theories on zllegorical procedures in modernist art, that is of sigaif-
icance if one wants to develop a mare adequate reading of certain aspects of montage models in
the present, their bistorical predecessors, and the meaning of the transformations of these models
in contemporary art. e

In his analysis of the historical conditions that generated allegorical practices in European
Barogue Hterature, Benjamin su‘ggcsts that the ng;d immanence of the Barogue—its worldly ori-
entation—leads to the loss of ar anrimpatory, utopzan sense of historical time, and thereby gen-
erates a static, almost spatially conceivablé ¢ experience of time. The desire to act and produce and
the idea of a public political practice recede behind a generally dominant attitude of melancholic
contemplation. Similar to the general perception of the world’s perishable nature during the
: Barogue, the world of material objects is perceived as becoming invalid in the emerging trans-
formation of objects inte commodities, a rransformation that occurred with the general intro-

3 Raout Hausmann, ~Fotomoniage,« in A-~Z, no. 18 {May 1931}, Reprinted in Aacoul Hausmeann, exh. cat.
{Harnover: Kestnergesellschall, 1981). 51 {L {Own translation},
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Juctior of the capitalist mode of production. This devaluation of objects, their split into use

value and exchange value and the fact that they would ultimately function exclusively as pro-

77 ducers of exchange value, would—still according to Benjamin—profoundly affect the collective
*experience of objects under the conditions of modernity.

_ But it is in particular in his later wrizings, especially in the »fragments« on Baudelaire, that
Benjamin developed a theory of allegory and montage based on the structure of the commodity
fetish as it had been defined by Karl Marx. Planning to write a chapter entitled »The Commaedity
a5 Poetical Object,« in the Baudelaire study, one of the preparatory fragments contains in nrce
an almost programmatic description of coliage/montage aesthetics: »The devaluation of objects
in allegory is su'}passed in the world of objects itself by the commodity. The emblems return as
commodities. «*

Language and image, taken into the service of the commodity by advertising, were allego-
rized by the montage rechniques of juxtaposing and fragmenting depleted signifiers.® The allegori-
cal mind sides with the obiect and protests against its devaluation to the status of a commodity
by devaluating it for the second time in allegorical practice. By splintering signifier and signified,
the allegorist subjeces the sign to the same division of functions that the object has undergone in
its transformation into a commodity. It is this repetition of the original act of depletion and the
new zteribution of meaning that redeems the object.

The allegorist perceives the essential site of the procedure in the scriptural element of writ-
ing, where language is incorporated into a spatial configuration. Thus, dadaist poets deplete
words, syllables, and sounds of all traditional semantic funcrions and references until they

become purely visual, opaque and concrete shelis and skeletons. The purely phonetic dimension
of language signals their dialectical complement in the Dada and Cubo-Futurist sound poems,

where psychosomatic expression is freed from the spatial shells and skeletons of language and
the usages of imposed and instrumensalized forms of communicative meaning,

The procedure of montage is therefore one in which all allegorical principles are executed
simultaneously: appropriation and depletion of meaning, fragmentation and dizalecrical juxtapo-

sition of fragments, and the systematic separation of signifier and signified. In the sense of
Walter Benjamin’s definition of the allegorical, one could say that the allegorical mind arbitrari-
ly selects from the vast and disordered material that 2 person’s knowledge has to offer. It tries

4 Walter Benjamin, »Zentratpark,« in Gesammeilte Schriften, vol. i, 2, {Frankfurt: Suhrkamp, 1974}, 657-00. (Own transiation).
§ The spatiaization of img and the adoption of a contemplative stance towards the world that Benjamin discussed in 1935
as the experiantial conditions of allegory in the European Baroque were discussed in 1928 by Georg Lukacs as
the essential features of the coliective condition of reification:
»Ngither objectively nor in his reation to his work does man appear as the authentic master of the process; on the con-
trary, he is a mechanical part incorporated into a mechanical system. He finds il already pre-existing and self-suificient,
it functions independently of him and he has to conform 1o #s laws wnether he likes it or not, As labour i progressively
rationalized and machanized, his lack of will is reinforced by the way in wich his activity becomes less and less aclive
and more and more cohtamplative. The contemplative stance adopled towards a process mechanically conforming to
fixed laws and enacled independently of man’s consciousness and impervious 1o huran intervention, Le., a perfectly
closed systern, must likewise transform the basic categories of man's immediate attitude to the world; it reduces space
and time to a common denominator and degrades time o a dimension of space.«
See: Georg Lukacs, »Reification and the Consciousness of the Proletariat,« in Mistory and Class Gonsciousness
{Cambridge, MA/London: MIT Press, 1971), 89. .
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ta match one piece with another to figure out whether the pieces can be combined: This mean-
ing with that image, or that image with this meaning. The result is never predictable since there
is no organic mediation between the two.®

Benjamin’s theory of montage ultimately outlines a historical critique of perception. The
beginring of the modernist avant-garde emerged at a historical turning point where, under, the
impact of the rising participation of the masses in collective production, all traditional models
of perception that had served in the character formation of the bourgeois subject now had to be
rejected in favor of models that acknowledged explicitly those social facts of a newly emerging
historical situation where, as Benjamin would phrase it in his seminal essay »The Work of Art in
the Age of Mechanical Reproduction« (1934), the »sense of ... equality of things’ has increased
to such 2 degree that it extracts it even from a unique object by means of reproduction. «”

These perceptual changes denied any qualification of subject or object as singular and
unigue, dismantling by implication the hierarchical social order as much as the system of the
bourgeois character structure. Technigues and strategies of montage, dismantling hierarchies
and emphasizing tactility, established a new physiology of perception, anticipating and initiating
transformations of the individual psyche as well as those of the larger social erganization.

The transformation of the commodity into an emblem—a phencmenon that Benjamin had
observed primarily in the poetry of Baudelaire—had come fuli circle in Duchamp’s ready-mades.
Here, the willful declaration of the unaltered object as meaningful, and the act of its appropria-
tion, had aliegorized the very act of creation by bracketing it with the anonymous procedures of
mass production. It seems that the traditional separation of the pictorial or sculptural constract
into procedures and materials of construction, as much as the division berween a pictorial/sculp-
tural signifier and a signified no longer occur in Duchamyp’s ready-mades. Rather, alt three coa-
fesce in the allegorical gesture of appropriating a preexisting object, thus negating any individual
conception and production of the pictorial/sculptural sign altogether.

Duchamp’s proposal for an inverted ready-made, his infamous Rembrandt as lroning Board
(1919} suggested the transformation of an actual cultural icon into an object of use value. It
would find less of a following since it went beyond the culturally accepted limits of iconoclasm.
Yet, the desire for communicative use value has not resurfaced in art since the 1930s—most
likely because it has been generally submerged by the emphasis on pictorial exchange value
inn the period after World War 1.

Ar the same time, this emphasis on the manufactured signifier and its mute existence, made
apparent those hidden factors that determine the work and the conditions under which it is per-
ceived. These fatent structures of a discursive system range from presentational devices and the
institutional framework to the conventions of meaning-assignment within art itself. [t seems that
what Yve-Alain Bois observed in regard to Robert Ryman’s paintings, is only half the truth in

& The famous anecdote in which Kurt Schwitters described the origin of the term »Merz« a8 a resull of his encounter with
an atvertisement for the «Kommerzbanks containg egually in nuce il the essantial featuras of the ailegorical procedure:
fragmentation and depletion of conventional meaning are foliowed by acts of williut meaning-assignment, which generate
the poetical experience of primary linguistic processes.

7 Walter Benjamin, »The Work of Art in the Age of Mechanical Reproduction,« in Muminations {New York: Schocken, 1978},
223,
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Duchamp’s work: »..the narrative of process establishes a primary meaning, an ultimate origi-
‘nating referent that cuts off the interpretive chain, «®

The mechanically reproduced image of the once unique auratic work functions as the ideo-
logical complement to the manufactured commeodity that the ready-made frames in its allegori-
cal schema. Duchamp’s L.H.Q.C.Q. {1912 could be recalled as one of the first jnstantiations
of a dadaists” allegorical montage, driven by the principle of appropriation. In his citation of a
mas@reprodneed icon of cultural history, Leonardo’s Mona Lisa, Duchamp subjected the printed
image, first of afl, to the essentially allegorical procedure of confiscation. Subsequently, he
inscribed the image with a textual insertion that could only come alive in its phonetic perform-
ance. ’

As is well known, beginning in the late 1950s and throughout the development of Pop art,
commodity images/objects were juxtaposed with mechanically reproduced high-cultural icons
in the work of Robert Rauschenberg, Andy Warhol, and Roy Lichtenstein. More importantly,
as an example of an allegorical operation in the tradition of Duchamp’s L.H.0.0.Q., howeves,
one would have to recognize the amazing complexity of an early work within that emerging

reception of Dada practices in the carly 1950s.
In 1953 Rauvschenberg obtajned a drawing from Willem de Kooning after having informed
him of his intention to erase the drawing, and to make it the subject of a work of his own. Once
Rauschenberg had executed the erasure as carefully as possible, a process that lefr vestiges of
pencit and the impeine of the drawn lines visible as clues of an earlier drawing that had been
based on similitude, the erasure was framed in a gold frame and an engraved metal labe! attached
to the frame identified it as 2 work by Robert Rauschenberg em:ztled Emsed de Koomrzg
Drawing, dating it 1953.° T
At the climax of the abstract expressionist idiom, this work may have been perceived as a
sublimated patricidal assault by the new generation’s seemingly most advanced artist. By now it
appears to us, however, rather to have been one of the first examples of allegorization in post-
war New York school art. fis proceéu;es of appr{)prlat@n its c‘lepletion of the COi’lflSC'ltEd image,
thc superimposition or doubling of a visual text by a second text, a

iy perceptual attention to an act of reading, from the central substantlvé structure of the »worke
Lhe dcvxce of the fmme afl make it eminently within the demands of the aliegory in the defi-
“nition that we have quggested Where perceptual data are withheld or removed from the tradi-
tional surface of display, the gesture of erasure shifts the focus of attention to the appropriated

historical construct on the one hand, and t6 the devices of frammg ‘and presentation on the other"*.

Furthermore, Rauschenberg’s appropriation confronts two opposite paradigms of clrawmg
almost programmatically: that of de Kooning’s traditional denotative lines, and that of the pure-
! Iy indexical functions of the erasure. And yet, all the dispersed elements of this work seem to
have become materially and semiotically congruent: the tradirional drawing procedure as deno-

8 Yyg-Alain Bols, »Ryman's Tact,« in October 19 (Winter 1981): 94,

9 ‘Morg recantly, Calvin Tomking has argued thal the iabal, identifving the work as & project by Robaert Rauschenberg,
was atiually designed and produced by Jasper Johns. See Calvin Tomking, »Everything in Sight: Robert Rauschenberg's
New Life,« in The New Yorker (23 May 2008); 76.
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’ratlve gesture is displaced by drawing as erasure. And the proposition: that 2 constructed sign
/ now might have to critique the traditional substantive or organic models of figurative represen-
" tation sublates and sublimates the pronunciation of a merely parricidal motivation,

A second, equally conspicuous example of an emerging allegorical aesthetic within that
moment would be Jasper Johns’s Flag (1955). This painting not only indicated the beginhing of
the Duchamp reception in Americar art, and thus the beginning of Pop art, but more precisely, it
introduced a picmrial method o New York school painting that had been previousiy unknown:

detexmmed rhe p'unters decision- :mi{mg process in advance “of the e*(ecutum ‘of the pamtmg

~ Thas, the rigid iconic/symbolic structure of the flag functions like a templatc or a matrx,
bracketing first of all the two apparently exclusive discourses of high art and mass culture. Yet
this semblance of a fusion of the oppositional spheres paradoxicaily reveals the irreconcilable
gap berween them all the more. One could argue that to the very degree that the work emerging
from the reception of the ready-made aesthetic in American Pop art addresses mass culture and
mechanically reproduced imagery as abstract universal conditions, this work fails to clarify its
historically specific framing conditions: those of its proper reification as art within the institu-
tional framework of the museum, those of the ideclogy of modernism, and those of the distriby-
tion form of painting as a commadity.

Therefore, we encounter only well-balanced and well-tempered modes of appropriation at
that moment in American painting. And the successful synthesis of relative radicality and rela-
tive conventionality, would demarcate the positions of American Pop art from the mid 1950s
’ \ onwards, in general. Its program would always remain one of llberal reconcdlaz',__ n',\almmg at
the mastery of the conflict between mdzwdual artistic practice and collective mass cultural pro-
ductlon betw the mass—produced imagery ¢ of lew cultur\é and the i iconl of Inchwduat that

each painting within the sphere of high culture mythlml[y embodies.

Here lies one of the explanations of the social success of Pop art, and the secret behind its

present rediscovery and glamorous institutionalization. If read against the historical moment,
which was dominated by abstract expressionist aestheties and ideology, Rauschenberg’s Erased
de Kooning Drawing and Johns’s first Flag might have appeared at first to be scandalous repre-
sentations that denied the validity of traditional concepts of individual expression and author-
ship, Compared to the radical epistemology and seemingly inexhaustible shock of Duchamp’s
three-dimensional, unaltered ready-made, however, they are delicate constructs of compromise,
refining gestural definition and juxtaposing individualized painterly crafesmanship with seem-
ingly anonymous mechanicity.
It could easily turn out to be one of the great ironies of history that an clement of truth was
~contained in Clement Greenberg’s conservative formalism afeer all, He refrained from acknowl-
edging the impact of Duchamp’s work—and of the work of the Pop artists, for that matter—
.,because it lacked as he perceived it, the specific se fwxeferennailry thac could emplrlcally and

e perccpnoﬁ “af thé pa;ntcr[y ‘object. For all of its obvmus faﬂures, Greenberg s emplrscn crmca]
 pésition at least did not succumb to the delusion of a. premature ;

_conuhanon berween h1gh
-art and mass Lulture as it was implicit in the work of Duchamp’s followers.

i

i)
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It would take the work of two more generations for other practices to emerge in the mid
19603 that would reflece simulraneously on both legacies in their recent emanation as pop and
~* minimalist strategies. C‘oncepruélésm would finaily integrate Greenberg’s self-referential formalist

- analysis of the plctorml/sculptural construction with the historical ramifications of Duchqmp S
ready smiade and its consequences.
“fu the work of artists such as Michael Asher, Marcel Broodthaers, Daniel Buren, Dan
Graham, Hans Haacke, and Lawrence Weiner, we encounter both an examination of the frame-
work that determines the reading conventions of arristic signs, as well as an analysis of the
structuring principles of the sign itself. A work such as Graham’s 1966 Homtes for America
was conceived as an article for an art magazine, and it becomes now fully readable as an early
example of allegorical deconstruction in Conceptual art. In this work, the institutional frame-
work, as much as the distribution form, the economic materiality of the support system, as
.much as the physical site of the worl’s ultimate existence, are foregrounded as the very para-
' 'mereis that determine the fumtlon and readmg of the work from its very inception. :
" Since his Homes for America focused on what was then the primary form of dlSti’lbuUOn for
aesthetic information, the printed magazine page and the photo reproduction, Graham would
refer to that form——not surprisingly—as a sort of »disposable ready-made.« On the one hand,
the work inscribed itself within the historical context of minimalist sculprure’s self-reflexiviey, . |
Yer simultaneously it denied the validity of such self-reflexivity by introducing a public and pop-

ular »subject matter« (in this case, serialized, standardized, suburban prefabricated architecture).
The linguistic and semiotic interests of these early conceptual artists led to a renewed read-

ing and rediscovery of Stéphane Mallarmé, in particular, his investigations of the spatialization\\ S
of the linear, temporal dimension of reading and writing. Independently of each other, both \

Graham and Broodthaers, for example, had become aware of the historical consequences of
Mallarmé’s work. In his essay »Information,« written and partially published in 1967, Graham
discussed Mallarmé’s 1866 project for Le Livre.” The symbolist poet had conceived a book

whose multidimensional geometry implied a complete restructuring of reading and writing,
one that was fundamentally different from the reading conventions as they had been known
since the invention of the printed letter.

Two years later, in 1969, Broodthaers published his version of an »hommage« to Mallarmé,
citing his Un coup de dés jamais wabolira le hasard,* which exercised literally all the principles
of allegorical appropriation and montage as Benjamin hid developed them. Broodthaers’s own
Coup de dés confiscated the presentational details, format, design, and typography of the cover
of Mallarmé&’s Coup de dés as it had been published posthumously by Editions Gallimard in
Paris in 1914. Mallarmé’s name on the cover, however, was now replaced in a semblance of bold
parricidal displacement by that of Marcel Broodthaers’s own.

10 Dan Graham, »Homes for America,« in Arts Magazine (December/January, 1366-67).

11 Dan Greham, »The Book as Objsct,« in Arts Magazine {May 1987}, reprinted first in an extended verston in Dan Graham,
End Moments, self published, New York, 1989, Reprinted in Dan Grabam, Rock My Religion, ed. Brian Wallis (Cambridge,
MA/London: MIT Press, 1993}, 26-30.

12 Marcel Broodthaers, Un coup de dés jamais n'abolira le hasard (Antwerp: Wide White Space Galtery, Cologne: Michae!
Werner Callery, 1269}

e
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Daniel Buren, Les formes: peinture
(1977}, installation view dnd detail

In a manner reminiscent of Rauschenberg’s erasure of de Kooning’s drawing, Broodthaers
operated on the scriptural configarations of Mallarmé’s poem: the actual text of the poem was
reduced from its spatial and graphic extensions, and was newly condensed and conventionalized
as a continuous text. Its textual and graphic avant-gardism seemingly downgraded and disartic-
ulated, Broodthaers’s Coup relocated the poem to the site of the original’s preface, a text that
was now dropped from the bool altogether.

While the text’s semantic and lexical information were depleted, the visual and spatial
dimensions of the poem’s original configuration were maintained on the page, as it were, in the
shadowy opaque black bars (sous rature) that followed the former texcual display down to the
minutest detail. Mallarmé’s typographical modifications of his lexical structures {the position,
placement, size, weight, and direction of the poem’s spatialized scripture) disappeared, or rather,
were sublated, within the pure graphic/linear demarcations of the erasures.

Since Broodthaers’s book was printed on semi-transparent tracing paper, the pages could be
»read« not only in the traditional linear, horizontal left to right reading pattern that is ordered
on a vertical plane: the translucency of the pages also invited reading along an axis of lateral,
superimposed planes as well as an inversion of the recto/verso reading order. Thus, Broodthaers’s
allegorical procedures deconstructed the prison house of modernism, alternating between a
focus on the institutions of artistic practice and on the discursive structure determining mod-
ernism’s objects,® :

In a rather different manner, yet central to our study of the phenomenon of allegorical
appropriation, one should see how Daniel Buren émployed this strategy in 1972 in order to
transfer the viewer’s attention froin ;xhibited_‘ob’iécts to the underlying frameworks that deter-

12 Beginning with his foundation of a fictitious museurn in Brussels in 1968 where the icons of modernism were presented
as posteard images, the project culminated with his large-scale instaliation The Bagle from the Qligocene until Today
(The Museum of Fagles), presented in Disseldort in 1972, whare 266 arlifacts representing the irsage of the sagle were
once again submilted to the process of abstraction from history in the construction of a secondary mythical fiction,
See Marcel Broodthaers, Der Adler vam Oligozén bis Meute (The Eagle from the Cligocene untit Today), exh. cat.,
vols. | and |t {Disseldorf: Kunsthalle Disseldorf, 1972).
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mine the conditions of their presentation and their perception. In a work entitled Exhibition of
an Exbibition, his installation for Documenta 5 in Kassel in 1972, Buren inserted his work into
cach of the previously determined sections of the exhibition (painting, sculprure, advertising,
propaganda posters, art brut, etc.).*

His interventions consisted of the attachment of identical wall elements {white stripes 8.7 cm
wide printed on white paper} that served ta demarcate the framing and dispiay devices of the
seefningly neutral institution’s gallery space and its architectural conventions, Covered in each
exhibition segment by another type of work or object (paintings, posters, or sculpture when
the paper elements covered a base), it was only in one exhibition segment (the section on Post-
Minimal and Conccptual art, curated by Konrad Fischer and entitled Light and Idea), that
Buren’s element was actually presented as an avtonomous, self-sufficient structure in the manner
of an abstract painting.

The most spectacular collision occurred when by apparent coincidence johns’s Flag was
placed on one of the demarcated wall areas. This »chance encounter« not only revealed the his-
rorical distance between the two works, and more importantly, the specificity with which Buren
had overcome the randomness of Johns’s attempt to fuse high art and mass culture, bug it also
pointed farther back to the problematic implications of Duchamp’s aesthetic of the ready-made,

Jas discussed briefly above. Buren’s critique of Duchamp was directed first of all at the anarchist
;’: willfulness of Duchamp’s decision to ignore the institutional and discursive framing devices that
| made the conceprion of the ready-made possible at all. Second, his eritique was directed against
i the purely 1comc mediation between avant-garde and mass culture that Duchamp, and after him
johns and the American pop artists, had engaged in.

By contrast, Buren’s analytic approach to the governing institutional and discursive condi-
tions of presentation, mediation, and reception of a work of art in the present historical situation,
was infinitely more specific. It recognized the actually existing frames within which spectatorial
desire and reading competence are currently contained, and that make a merely iconic and pop-
ulist mediation between mass culture, commodity object, and avant-garde art, ultimately point-
iess and abstract.

One of the firse works of that post-minimalist generation to actually incorporate the com-
modity structure directly into the conception of the work and into the elements of its presenta-
tion, was Hans Haacke’s contribution to the summer festival L'art vivant américain at the
Maeght Foundation, St. Paul de Vence, France, in 1970. Haacke complied with the organizer’s
request to contribute to a »non-profit avant-garde festival« by linking his conzribution to the
concealed promotion of saleable objects at the foundation. Haacke’s »performance« consisted
of a tape-recorded litany of prices and descriptions of prints for sale in the bookstore of the
Maeght Gallery foundation. The recording was interrupted only by news agency teletype reports,
read over the phone from the office of the newspaper Nice-Matin, and it seems that only the fear
of audience protest deterred the organizers from banning Haacke’s work.

The historical record of attempts by museum authorities and exhibition organizers to censor
Maacke’s strategies in order to reintroduce the repressed elements of culsure into the official

w4 Daniel Buren, »Expaosition d'une exposition « in Documenta 5, exh. cat. (Munich: Bertelsrann, 1972). See also
Daniel Buren, Rebondissements/Reboundings (Brussels: Daled-Gevaert, 1977).
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faces and functions of cultural institutions, attests to the truly allegorical qualities of Haacke’s
work. In a number of projects Haacke has chosen to write art bistory as commodity history.
This is most prominent, for example, in the chronology and genealogy of the succession of own-
ers of the Asparagus Still Life by Edouward Manet {(a work by Haacke banned from an exhibition
in Cologne in 1974}, and in a similar work delineating the provenance of Seurat’s Les Poseuses.'
More recently, Haacke has investigated the economic practices and maneuvers of Peter Ludwig,
the major cultural »benefactor« and collector, uncovering the actual benefits and privileges that
the apparently selfless generosity of the patron implies, for example, in his work Der Pralinen-
meister (The Master Chocolate Maker, 1981).%

In an American context, two works from the late 1870s must also be mentioned as prefig-
uring contemporary allegorical strategies of appropriation: Louise Lawler’s untitled 1978 instal-
lation at Artists Space in New York,"” which-—among several other elements—incorporated a
painting from 1824 by Henry Stullmann representing a racehorse (loaned by the New York
Racing Association), and Michael Asher’s contribution to the 73 American Exhibition at the
Art Tostitute of Chicago in 1979, which appropriated a bronze replica of Jean-Antoine Houdon’s
life-size marble sculpture of George Washington. Due £o their enigmatic procedures, these works
have received little or no critical attention,™ yet they both anticipared and prefigured the newly
developing strategies of the crucial practices of the 1980s under consideration in this essay.

Lawler’s installation made those supplemental elements, generally considered marginal, vet
necessary for the production of 2 work and its exhibition, the central subject of her mstallation.
Thus the actual objects of Lawler’s contribuzion to the exhibition consisted first of all of the
appropriated painting of a racehorse, appearing displaced and decontextualized. It functioned as
the mere allegorical sheil of painting at the moment of painting’s reactionary reemergence in the
culture at large. Furthermore, two stage lights illuminated the arrangement and spectacularized
the innocuous racehorse painting. One of the lights confronted the viewer’s eyes directly from
above the painting (interfering thus with perception of the painting itself, almost inhibitiag it),
and the other was directed outward, through the exhibition space, projecting its light oiit of the
window and casting 2 large shadow of the window frame onto the streer. It thereby connected
the isolated exhibition space with its urban setting and broughr the presence of the jnstitation
and exhibition to the attention of the immediate neighborhood. Lawler’s catalogue contribution

&

The work traced the transter of Manet's Asparagus Stilf Life from its origingi French owners, through various German
Jewish familles and its forced sale under the Nazi ragime. o #is eventual ~donations by Hermann Josef Abs, the former
chief financial officer of the Mazi regime, to the Wallraf Richarlz Museum on the occasion of its 1500 Anniversary in 1972,
6 The works referred o are documented in the following publications: Edward Fry, Hans Haacke {Cologne: DuMont, 19724
Hans Haacke, Framing and Being Framed (Halifax: Press of the Nova Scotia College of Art and Design. New York: New
York University Press, 1978} Hans Haacke, Der Pratingnimeister {Cologne: Paul Maenz Gallery, 1981), English edition
{Toronto: Art Matropole, 1982).

See the exhibition catalogue, -~ — ——, Lovise Lawler, Adrian Piper, Cindy Sherman {New York: Artists Space, 1878).
The blank space in the catalogue title signals artist Chiristopher o’ Arcangelo’s intentionally anonymous participation.

1 For a notable exception of a discussion of Michae! Asher's installation, see Anne Rorimer, »Michae! Asher; Recant Wark,«
in Artforum (April 1980}, and my own essay =Michas! Asher and the Canclusion of Modernist Scuipturea (1879), published
in The Centennial Lectures at the Art institute of Chicago, ed. Susan Rossen (Chicago: The Art Institute of Chicago,
1983}, Republished in revised and expanded form in Banjamin Buchioh, Nag-Avanlgarde and Culture Industry
{Cambridge, MA/London: MIT Press, 2000).
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Louise Lawler, untitled installation at
Artists Space, New York {1978}, exterior
instaltation view

for the exhibition, by contrast, consisted solely in the graphic design for a new logo for the insti-
rution, Artists Space in New York, that exhibited her work, Lastly, a poster with that logo as its
sole information was distributed outside of the exhibition to disseminate knowledge abour Arrists
Space and increase its visibility in the manaer of a newly emerging product or corporation.

It was with the work of this group of artists that questions of site specificity were program-
matically expanded to include the analysis of the discursive framing devices and a critique of the
institutional conventions of exhibition and display {their material and economic support systems,
as much as the physical, socio-political, and linguistic components of those elements that previ-
ous reflections on site specificity had considered exclusively in spatial, or at best, in architectural
terms). Ultimatcly, as a result of this expanded concept of site specificity, new questions, specifi-

caily concerning the mode of address, and the actually existing audience expectations towards
» cantemporary culture, became integral for the production of these artists.

Anyone taking seriously the implications of this project of a situational aesthetics as it was
developed in the late 1960s, would have to recognize its ramifications for the cognitive and per-
ceptual conditions of future art production. Furthermore, one would have to realize from now on
~-350 it seemed at least—that any return to an unconditional autonomy of art would be extremely
problematical if not cutright impossible.

Of course this did not imply & doxa either. Lawrence Weiner’s reduction of aesthetic pracrice
to its linguistic definitton, Buren’s and Asher’s analysis of the historical piace and function of
aesthetic constructs within fnstitutions, or Haacke’s and Broodthaers’s operations revealing the

mazerial conditions of those institutions as ;deologxml frameworks, would articulate positions

that could be log;caily continued and that would have to be developed further.

Yet it is important to understand that the dialectical response to these positions would not
be, as some seem to have thought, 2 return to some obscure historical conventions of figurative
and neo-expressionist painting and sculpture, or, more importantly, to the commeodity camouflage
that they provide. Rather, what the new generation of artists emerging in the mid- to late 1970s
confronted, was not only the precision-with which the conceptual generation of the 1960s and
early 1970s had analyzed the place and functéoﬁ“@f aesthetic p:ra__gti_ééiwithin the discourses and



38

institutions of modernism: the new generation would now re-orient its attention and address the
ideological discourses outside of the modernist framewark, focusing on those mass cultural dis-
courses that candition and control the experience of everyday life. And it was this “constellation
of conceptualist precision and critical mass cultural analysis that brought abour the paradigmatic
shift in the work of artists such as Dara Birnbaum, Jenny Holzer, Barbara Kruger, Louise Lawler,
Sherrie Levine, Martha Rosler, and Cindy Sherman.
In their projects, the languages of television, advertising, and photography, and the ideology
_ of everyday life, were subjected to a formal and linguistic analysis that essentially followed
_ Roland Barthes’s model of a secondary mythification in his classic essays Mythologies (1357)
which, according to Barthes, attempts to deconstruct the mythical constructions of ideology.
Barthes’s strategy of secondary mythification pubhcly repeats the semiotic and linguistic devalu-
ation of primary language by myth. Therefore, it could be considered as both a historical sequel
and a structural analogue to Benjamin’s theorization of allegorical procedures that were defined
~ ~as argued above—by the reiterated devaluation of the object once it had become the commod-
“ ified object. .
. It seems justifiable, therefore, to transfer the notion of montage and allegory from the con-
text of the avant-garde practices of the first half of the century, into a reading of recent and con-
temporary work, and to extend the ramifications of an aesthetics of allegorical montage into the
present, modified and mediated through a method of critical mythology.
The political spéctrum Wltb\n which these artists operate—inasmuch as it can be read in

“the work itself and inasminich as it can be isolated at all from the current climate of cynical pes-
simism—encompasses a variety of positions. They range from the apparently outright denial
.. of preduction and dialectical construction in the work of Levine, to the positicn of cultural

activism in Rosler’s work. By contrast, Holzet’s anarcho-situationist position trusts the strategy
of an unmediated street activity in which anonymous posters confront language and its daily
ideclogical performances with acts of a seemingly self-generated linguistic détournement.
Birnbaum’s videotapes and video installations deploy a similar set of situationist strategies of

détournement with regard to the language conventions operative within the spectacularized
framework of corporate media production,

The risk of Levine’s position of a programmatic aesthetic passivity is that it might ultimate-
ly function in secret alliance with the static conditions of social life in general. These had been
previously reflected in Warhol’s passive affiemarive practices that were ultimately only con-
cerned with the work’s finite commodity structure, considering the innovation of artistic prod-

st design as the sole accessible space of social variance.
By contrast, Rosler s activist position rups the mk of 1gn0r1ng the structural Spt:lelClti&S of

temporary art institutions (the gallery, the museum, the fashmn cxrcmt). In isolating itself from
this system completely, Rosler’s work risks a failure of communication afready on the firse level
of a mere reception of current art practices. This is all the more problematic when the work’s
larger claims are, in fact, to engage the spectators in types of communicative action that would
«. lead towards radical political awareness and «change. The dilemma underlying Holzer’s work is
“that it Lgﬂorcs the medzatmg framewoxk of the institutions within which language as zde{)logy
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is historically placed, for the sake of her direct actions upon this particular condition of language.
Asa cohsec;uenéé, the work has to claim an apparent independence from these institutions (i.e.,
| “the museum and the gallery space} and it can pretend to a false immediacy and radicality (i.c.,
“direct action on language in the street), which inevitably leads towards an increasing number of
compromises with the very framework that th_e_ work’s false radic_‘_a_lity claims to have dismissed.
Finally, the risk for Birnbaum’s work is that it could be integrated so succéssfully ifito ihe ad-
vanced technologies and linguistic perfection of governing television ideology that its origina
impulse of critical deconstruction could disappear in a perfect blending of a technocratic aestheti-
cization of art practices, and the media’ perpetual need to rejuvenate its looks and products by
grafting itself anto the aesthetics of the avant-garde.

- The nability of current art history and criticism to recognize the necessity and relevance of ]
this new generation of artists working within the parameters of allegorical appropriation results |
partially from art history’s almost total failure to develop an adequate reading of Dada and pro-

ductivist theory and practices, parricularly of the activities of »factography« and documentary
work and the range of agitprop production that emerged from it—for example, in the work of
Ossip Brik, Vladimir Mayakovsky, Liubov Popova, and Sergei Tretiakov, as much as the stil}
essentiatly ignored key figure of montage practice, John Heartfield. Once these activities are
admitted to the framework of legitimization that art history provides, their consequences for
contemporary practice will become more readable. e

At the very moment when even the analysis of the institutional framework could be safely
absorbed and integrated into the codex of exhibition topics since the supremacy of the museum
had been widely reaffirmed by a general return to traditional production procedures, Michael
Asher abandoned the liberally delegated option te adorn the institution’s repregﬁlve solerance
by expanding the focus of the field of critical deconstruction. An untitled installation, consisting
of a number of spatially dispersed elements, was his contribution to the exhibition The Museum
as Site: Sixteen Projects in 1981 at the Los Angeles County Museum of Art. Asher’s wark inte-
grated three fragments from heterogeneous discourses: the first element was 2 wooden sign with
the inscription »Dogs Must Be Kept On Leash Ord. 10309.«

Asher replaced the sign that had been previously lifted by vandals from the park surrounding
the museam, and he had the park authorities produce a sign that matched the rustic, handerafred
look of the original. The second element was a poster, displaying a color reproduction and a
black-and-white still photograph showing the same scene from the movie The Kentuckian (1955).

This poster was placed on a brass placard in the main entrance court where the museum

normally announces its special events and lectures. Along with those two images (which showed
Burt Lancaster as » The Kentuckian« stepping out of a forest with a child, a woman, and a dog,
facing two men with rifles), 2 map of the museum’s park indicated the location of the replaced
wooden sign, and identified it as one element of Asher’s contribution to the exhibition. In a third
clement, the viewer was furthermore informed that the museum’s permanent collection housed
a painting by Thomas Hart Benton entitled The Kentuckian (1955) which had been commis-
sioned on the occasion of the filin’s original release. The painting, depicting Lancaster and a

little boy, a dog, and a blossoming plant on the top of a mountain, was originally in Lancaster’s
coflection, and had been later donated by the actor to the museum.
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Inside the museum, the visitor could in fact find Bentont's painting in its usual piace in the
permanent collection, without any additional information referring to Asher’s temporary appro-
priation. Asher provided fewer clues or instructions here than in his previous works, enticing
the viewers to assemble and synthesize the vations elements of his installation. The work’s utterly
ephemeral existence and the dispersion of ies elements made it likely that parts (or all) of the
installation remained unrecognized by those viewers who had recently become, once again, re-
adjusted to traditional works of pzinting and sculpture with highly condensed and centralized
visual regulations.

Placed within the context of Asher’s project, Benton’s stridently anti-modernist painting
signaled all the more the artist’s overtly sexist, racist, and chauvinist positions dating from the
McCarthy era. But Asher’s project also contemplated the absurd historical situation of an easel
painting that had been commissioned by a movie corporation from a reactionary master of ve-
presentational painting, that had served as a promotional gadget for the release of a film, and
that had been donated subsequently by the movie star to the collection of the museum.

The constellation of elements in Asher’s allegorical construction also provided 2 discomfort-
ing historical example of the political implications of a breakdown of modernist thinking, and
a concomitant return to traditional models of representation. Asher’s work seemed to perceive
ieself as operating from within a historically comparable situation. It responded to the cultural
symptoms of a newly asserted cultural and political autherizarianism by confronting its viewers
with a work that demanded an allegorical analysis of a disseminated and decentered structure.

The reinstallation of the dog sign in the park of the museum-——as an act bordering on traves-
ty in response to the exhibition’s topic The Museum as Site—evidently denied the historical
interest of an academicized notion of site-specificity. It allegorlzcs 51mu§raneousiy~——as a texrual
and iconic reference—the hidden dimension of authoritarianism in represenrat:ona[ painting.
Furthermore, the reference to the movie and its star (who-—as the donor of the painting—func-
tions as a new type of patron of the museum) confronts the museum’s ever increasing entangle-
ment with the entertainment industry. Asher’s brilliant diagrostics specifically pointed to the
then imminent and henceforth rapid transformation of the institutions of high culture into mere
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Michael Asher, contribution to The
Museumn as Site, Los Angeles County
Museum {1981), 2 of 3 elements

: .:'agjpéndices of the culture industry (which has since become an uncontested rule). And while

- the work’s analytical specificity focused, first of all, on the local cultural contradictions in Los
* Angeles, the installation transcended the limits of that context, developing a model that critically
reflected the universal conditions of artistic production.

Ultimately it is in the materiality and status of objects in Asher’s installation, their placement
" as much as their interrelationship, that the work’s complex references become fully evident.

Tach element continues to exist within its own context to the same degree that it enters the
super-imposition of discourses that now constitute Asher’s »work.« By repositioning Benton's
painting within its historical context (i.e., its place and function, its patron and original purpose),
it also acquired a sudden, exemplary significance for contemporary painting and its conceits.

Whereas the technically reproduced images, the poster and still photograph that were placed
in the museum’s showcase doubled their representational status by assuming temporarily and
peripheraily the status of art objects, clarifying the unique, auratic object’s dependence on techni-
cal reproduction. The only element manufactured specifically for the purposes of this installation
was paradoxically the most quotidian, the most functional of all objects, the wooden sign in the
park.

In Asher’s appropriations, the discursive fragments are, however, never transformed into a
finite status as art objects. Their given historical status and functions (e.g., as ideological discur-
sive elements) are always maintained. The ephemerality of these elements (e.g., lobby card, park
sign), as much as their dispersed presentation, operate in tandem with an apparent Jack of pro-
ductive artistic presence and authorial identicy. And to the extent that the reading and viewing
of this work suggest the absence of a unified, authorial subject, the work opposes the condition
of becoming merely an aesthetic fetish and resists the commodification of cultural practice.

Thus, while the refusal of production in Asher’s work primarily decenters reading, it also
attempts to generate an awareness of the various layers of ideological overdetermination within
the production and reception of cultural practice in the present. Unlike Levine’s negation of
production, however, which suggests a position of self-effacing complacency or melancholic
contemplation, Asher’s allegories manifest the hidden network of relations and discourses, the
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institutionally mediated interests and powers that constitute the framing devices of contemporary
cuiture. Nevertheless, it has to be said, that within the distributional system of the gallery frame-
work itself, Levines work functions—for the time being, at least—as one of the strongest nega-
tions of the mythical singufarity of the work of art and its indisputable status as a commodity.
Her worle’s melancholic strategies not only threaten the current reaffirmation of an expressive
creativity, but also myth’s implicit 1ff1rmat10n of pmvate property and corpnmte enterprzse as
the economic parameters of culture. '

At the very historical moment when a reactionary middle class struggles to expand its privi-
leges, buttressing an oligarchic hegemony searching for cultural legitimation, and when hundreds
of minor talents in painting obediently provide gestures of free expression, Levine's work sub-
verts this spectacle of mythical individuality, While continuing practices defined by Duchamp
and updated by Warhol, her allegorical appropriations prove that Baudelaire’s sexist diagnosis
was wrong when he argued that the poetical was necessarily alien to female nature since melan-
choly was outside the female emotional experience. With Levine and Lawler enter the female
dandy, whaese disdain has been sharpened by the experience of phallocratic oppression in the
so-cailed art world, and whose sense of resistance to domination is therefore more alert than

”

that of their male colleagues pracricing painting in the present.

In the current historical situation, male artists inevitably adopt the psychosexual standards
of obsolete role models and provide products for the market, but they fail to change aesthetic
practice as much as they fail to challenge the conventions of subject construction. By contrast,
artists like Asher, Lawler, and Levine, radically redefine artistic practice by transcending tradi-
tional character formation and social role play. And to the very extent that they criticize the
commodity form of culture and the current practices of instant institutionalization, they fail to
enter cultural reception altogether since they do not fulfill the public’s expectations, and do not
abide by the rules of culturally acceptable deviation. As one author stated lucidly, »to exemplify
an attitude within which the bourgeois world can first and foremost find its identity, that of the
enchanted consumer.... By doing so, the ideclogicai condition of the posthistoire which late cap-
italism claims for itself, would equally be reaffirmed by art practice.«®

The contemporary allegories use methods of appropriation and montage without aestheticiz-
/ing them in alnewiy auratic disguise of the commodity, We might even find strategies and proce-
dures of quotation and appropriation in contemporary painting (for example in the work of
David Salle or juhan Schnabel), but painting inevitably proposes a reconciliation with the very
social contradictions that contemporary culture should precisely articulate. With few exceptions,
the ultimate subject of painting is always a newly centralized author, whereas in contemporary
montage procedures the ultimate subject is—following Barthes’s brilliant prognosis —-always the
’ reader,’vmwer '

After all, it is in the critical analysis of the actual procedures and materials of production
and reception that a work’s historical legitimacy will become evident. In expanding the spacing
of its elements,® in isolating the discursive fragments of its appropriation, and by redirecting the
viewing/reading to the frame, the new montage work decenters authorial subjectivity as much

19 Annegret dlrgens-Kirchhoff, Techaik und Tendenz der Montage (Gisssen: Anabag Verlag, 1978), 191.
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“ as it confronts the viewing/reading subject with acts of its proper dispersal. Yet the viewing/read-
\mg subject remains always within a dialectical relation to the text, since it is simultaneously

constituted and negated in these acts of quotation. Precisely to the degree that the various sources
and authors of quoted »texts« are lefr intact and fully identifiable in a truly contemporary mon-
tage, the viewersireaders encounter a decentered text that completes itself in the acts of their
reading/viewing and through the comparisen of the original and subsequent layers of meaning
that the appropriated text/image has acquired.

It is important to recognize in what Way and to what extent the notion of fragmentation in
allegorical procedures differs from the phallocratic tendency in painting, which associates frag-
mentation with broken saucers, burnt wood, and crumpled straw. Levine confiscates historical
objects, canceling their innate authenticity, their historical function, and their meaning—in true
allegorical fashion. In her seemingly random selection of imagery from the history of modernism,
representations are | iterélly torn from the hermetic totality of the ideological discourses within

~which they now operate. Just as Ben]amm had identified devalorization as one of the fundamen-
“tal principles of allegory, Levine devalues the objects of appropriation by negating the aestheti-

cized commodity status of photogr'zphs (for example, those by Walker Evans, Edward Weston,

" Eliot Porter) in her willful, seemingly random acts of. re-photographing and re- ‘presentation,

emphatically restating their actual status as multiplied, rechnically reproduced imagery.

Levine’s apparently radical denial of authorship—Iike Warhol’s before her—might fail to
recognize the socially acceptable, if not ideclogically desirable, features it implies: to publicly
affirm the final dismantling of the subject, and to sustain a detached and passive complacency
in the face of the static conditions of a totally reified existence. And these faint historical spaces,

“apened between orlgmal and reproduction, eas1ly seduce the viewer into a faralistic acceptance,

since they do not enact a dimension of crmcal negativity that would zmply an activist model of”

practu_e, but mere}y an ffi mative and melancholic contemplanon

“évine’s position and that of Martha Rosler differ precisely in their attn’udes regarding social

context and the historic authemmlty of their objects of appropriation. Levine's work embodies
the ambwalence of the artist (and intellectual) Who lacks or disavows class identity and political

perspective, inevitably exerting a certain fascination over those contemporary critics who are
equally ambivalent toward their affiliations with the powers and privileges that the middle class
provides., This attitude is evidenced in the following statement by Levine:

instead of taking photographs of trees or nudes, 1 take photographs of photographs. | choose
pictures that manifest the desire that nature and culture provide us with a sense of order and
meaning. | appropriate these images fo express my own simultanecus longing for the passion
of engagement and the sublimity of alcofness. | hope that in my photographs of photographs
an uneasy peace will be made between my attraction to the ideals these pictures exemplify

and my desire to have no ideals or fetters whatsoever. It is my aspiration that my photograghs, °
which contain their own contradiction, would represent the best of both worlds.

2

=3

Rosaling Krauss introduced the linguistic concept of »spacing« into the discussion of collage/montage aesthetics in
the period from 1910 through the 1820s. See, for example, her essay »The Photographic Conditions of Surraalism,»
in Cctaber 19 (Winter 1981},



A4

In spite of his devotion to allegorical theory and its concrete implementasion as he discerned
it in the work of Baudelaire and the surrealist montage work of the 1920s, Benjamin was aware
of the inherent danger of melancholic complacency and of the violence of passive denial that the
allegorical subiect imposes upon itself as weli as upon the objects of its choice. The contempia-
tive stance of the melancholic subject, the »comfortable view of the past,« as he argued, must be
exchanged for the political view of the present.?? This theoretical position was developed further
it »The Author as Producer,«® a text in which all reflection upon allegorical procedures has been
abandoned and in which Benjamin comes closest to the development of a factographic, produc-
tivist position, as it had already been outlined for example in the late 1920s in the writings of
Ossip Brik and Sergei Tretiakov.

. Now, according to Benjamin, the new author must first of all address the modernist frame-
* work of isolated producers and try to change the artist’s position from that of a caterer of aes-
thetic goods to that of an active force in the transformation of the existing cultural apparatus
“itself. This d[ffelenttatm(g in Benjamin’s positions could help us to elucidate in the present a
comparison between LeVme allegoucal workl and ‘Résler's activist communicative work, specif-
icaily her approach mward photographic conventions and the histories that they embody. Such
a comparative reading is specifically suggested by Rosler’s The Bowery in two inadequate
" descriptive systems {1974-75 ) and her crmcal eesay »In, around, and afterthoughts (on docu-
mentacy photographyh.«® e -

“Both Works address- photoglaphlc comventions as language practices, analyze their historical |
and ideological functions, and consider the warying affiliations with the social and political con-
ditions at large, rather than assuming a stance of aesthetic neutrality that the program of photo-/

graphic modernism had prescribed. The Bowery in two inadequate descriptive systemsisa
photo-text work whose photographic component consists of black-and-white images of Bowery
store fronts, reciting and restaging the conventions of street photography and social documentary,
paraphrasing photographs from Berenice Abbott to Walker Evans. The complementary language
component of the work consists of type-written word lists, in a design that mockingly embraces
the highly serious. administrative sobriety of the looks of Conceptual art. Language, however,
returns hére with the vengeande of its represeed somatic and secial dimension, since it lists a vast
sz_:ray of linguistic variations on the subject of drunkenness. At the same time, Rosler’s seemingly
crude attempts to mimic the style of the great urban »documentarians« is of course as thoroughiy

- disappointing to the eye cultivazed in photographic modernity as Levine’s photographs are to
the collector’s hand. it is not surprising then that in an interview on the work, Rosler describes
The Bowery in-an explicitly allegorical terminology:

In The Bowery the photographs are empty and the words are full of imagery and incident....
A lot of photographers made pictures of Bowery bums, That upset me because | thought it was
a false endeavor, that it involved a pretense that such photos were about the people when they

"~

Sherrle Levine, unpublished, undated stalement, ca. 1980,

22 Walter Benjamin, Angelus Novus (Frankfurt: Sunrkamp, 1966), 204,

23 Walter Benjamin, »The Author as Producer,« in The Essential Frankfurt Schoo! Reader. ed. Andraw Arato and Eike
Gebhard! (New York, Urizen Books, 1978}, 254689,

24 Martha Rosler, Threg Works, ed. Benjamin Buchioh (Halifax: Press of the Nova Scotie College of Art and Design, 1981},
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were really about the sensibility of the photographers and the viewers. It's an illiclt exchange
petween the photographer and the viewer. They provide the raw materials for a confirmation

of class and privilege. ... | wanted to make a point about the inadequacy of that kind of docu-
mentary by contrasting it with verbal images. ... | didn't want to use words to underline the
truth value of the photographs, but rather words that undarmined it. | felt that just as the images
are expected to be postic but aren't even »originat«—they follow a tradition of street-photogra-

phy and have more to do with commerce than with anything else, since they're shop-fronts—
the words would be a kind of unexpscted poetry. Their ironic humor would cut against and be

cut against by the deadpan photographs.®

In the same interview, not surprisingly, Rosler introduces the question of a contemporary col-
lage practice and its historical functions into the discussion of her work. Her definitions coincide

with an outline of contemporary montage as | have tried 1o develop it in the course of this essay:

| think it's even more valid to talk about contradiction than about coilage, because much of the
collaging consists of contradiction, putting things together that den’t go together, but that are
connectad in some way.... Many of the contradictions | want to talk about in my work are not

simple riddies of existence but things that arise from the system we live under which makes im-
possible and conflicting demands on us. | like to point to situations in which we can see the
myths of ideclogy contradicted by our actual experience.?®

Rosler insists on a model of artistic practice as critical intervention, clarifying in acts of
allegorical repetition, the historical meaning and the inadequacy of contemporary documentary
production when reiterating photographic conventions. Thus, her essay »In, around, and after-
thoughts {on documentary photography),« analyzes the historical and political implications of
contemporary (documentary) photography. Confronting the material reality of the »subjects,«

i.e., the present day living conditions of the famous »victims« of photography, Rosler trans-
forms the current interest of certain photographers who have turned back to the history of their
own discipline by re-photographing »in the manner of the masters.«

If Levine's abstract and radical denial of production and authorship would place her cultural -
model ultimately on the side of the existing power structure, Rosler’s steategy, by contrast, con .

Stricts a photogr'\phlc and artistic. practice outside of modernism’s claims for neutrality and

autonomy. it posmons her parad(}xxcal[y, within a culzum? tradxtlon of pol;ncal commitment

governing discursive conventions and institations. -~
The work of Dara Birnbaum inhabits a third position that is equally distant from Levine’s
and from Rosler’s work. While it embodies all the concerns that had originated in Pop art, and
had been subsequently developed in Minimal and Post-Minimal art of the late 1940s and early
1970s, it does not merely employ rediscovered Pop art strategies, as is fashionable in the context
of 1980s painting. Thus, Birnbaum szates, for example, that she wants »to define the language

25 Martha Rosler, interview by Martha Gever, in Afterimage (Qctober 1881} 15
2% tbid,




_-defined the language of painting and sculpture in relation to the institution of the museum...«¥

_.obiject, or audience and architecture in an explicit and active interchange.
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of video-art in relation to the institution of television in the way that Buren and Asher had .

Birnbaum’s work operates programmatically W.i.t%gih-‘-b\f)th frames: looking at the conditions
of high culture—its isolation and privileged position, its cotamodity status and fetish exis-
tence—while simuitaneously adopting the perspective of mass culture in its most advanced form:
the television industry. This strategy to integrate both perspectives in a dialectical exchange has

the potential to affect the Janguages-of both art and televiston, though-the work has not
assumed a comfortable position in either institution,
In a traditional gallery situation, the work’s references (both implicit and explicit) to the

past decade of sculptural thinking become instantly readable. Birnbaum’s video work emerges
out of that historical moment in sculpture, when artists such as Bruce Nauman and Dan
Graham began to use video to radicalize a phenomenclogical understanding of viewer-object
relationships, as they had been introduced in the context of minimalist sculpture. The analytical

_video instillations and performances of the post-minimalist artists not only focused increasingly
T onthe phenomenology of the viewing process, but involved author and audience, audience and

With the growing theatricalization of video and Performance art in the mid-1970s and its
increasing tendency towards narcissistic aestheticization, video activities of politically conscious

artists would increasingly address television. At that time, video tapes such as Richard Serra’s
Television Delivers People (1973) emerged. Rather than addressing the language of television
itself, previously produced videotapes simply channeled artistic performance material on video-
tape through television.

Nam June Paik’s pioneering video/television work of the mid ro late 1960s argued in the
context of Fluxus that the visual culture of the future would be contained within television as
the primary social practice of visual meaning production, just as visual culture in the nineteenth
cenrury had been profoundly affected by the invention of photography. Birnbaum logically refers

2r Dara Sirnbaum, interview with the author, unpublished.
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Martha Rosler, The Bowery in {wo
inadeguate descriptive systems
(1974-75}, detail and installation
view

to Paik as one of her prime influences. Equally important for the development of her work was
her collaboration with Dan Graham on a major project entitled »Local Television News Program
Analysis for Public Access Cable TV.«®

It is crucial to understand to what extent Birnbaum’s work is anchored in the structures
that determine collective perceptual experience, considering that it appropriates segments from
broadeast television and focuses first and foremost on the meaning of the techniques and televi-
sion’s specific language conventions and genres. The ideological functions and effects of the
genres becorme transparent in the formal analysis of the conventions and the allegorical juxtapo-
sitions of the genre quotations. Due to its revelatory deconstructive procedures, the work does
not participate in the proliferation of artist-produced, innovative media-strategies, which only
aesthetically update television ideology. Birnbaum’s videotapes appropriate television footage
ranging from sitcoms and soap operas such as Laverne and Shirley and General Haspital 1o live
broadcast materizl such as Olympic Speedskating and commescials for the Wang Corporation.
The artist’s works are ideaily destined for television broadcast, where they could most effectively
clarify their functions in situ and operate in the manner of a typical détomrnement. But the
work’s contradictory status of being situated primarily within art world production and distri-
bution position it—for the time being—solely within the framework of an avant-garde discourse
within the sphere of high art. Were her works to be actually shown at some peint on commer-
cial television, their essentially aestheric strategies might become all the more apparent, and
their critical potenzial might decrease. The striving for a process of acceptance by the medja~—
necessary as it is for Birnbaum—is therefore also her work’s most vulnerable aspect. This
becomes most evident in a work such as Birnbaum's Remy/Grand Central: Trains and Boats
and Planes (1980) where a corporation’s »support« for young artists results in 2 commissioned
simufacrum of an advertisement that at best could be perceived as a paroedy and at worst could
be misperceived as merely a more sophisticated form of advertisement. It is not surprising then
that the work’s potential for affirming a final, toralicarian synthesis of the culture industry and

2 Dan Graham, Video—Architecture — Television, ed, Benjamin Buchioh (Halifax: Prass of the Nova Scotia College
of Art and Deasign, 1078}
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of aesthetic production, would occur i nuce in Birnbaum’s own production of new footage that
mimics advertising conventions rather than addressing itself with her typical critical acuity to
found footage and its genres, which is the rule in almost all of Birnbaum’s other tapes.

Technology/Transformation: Wonder Woman (1978-79) unveils Wonder Woman, a
favorite emblem of American pubescent fantasies, which has grown historically from a comic-
book figure to a nationally broadcast television series. This advance to a status of national cult

* provides an image of crisis, which, fike the resurrection of Superman in film, feeds on a collective
desire for icons that represent monolithic powers: heroes, parents, and the nation state. The
seemingly inexhaustible special effects that corporate television and film producers draw upon
when state power most urgently needs to be mystified, appear to be the prime focus of this tape.
Birnbaum’s video work on the iconography of Wonder Woman rans parallel to the manner in
which Lichtenstein’s paintings had placed themselves within and against the graphic techniques
of comic-book reproduction in the 1960s.

At the same time, Birnbaum’s deployment of filmic loops recalls Bruce Conner’s strategy
of repeating found film segmenss, as much as it reminds us of Warhol’s strategies of serializing
commodity imagery. The quotational loeps in Birnbaun’s work break the temporal continuity
of the television narrative and spiit it into self-reflexive elements. As a result of the precision
with which Birnbaum employs these allegorical procedures, we discover with unprecedented
clarity to what degree the theater of professional facial expressions, performed by television
actors in close-ups on the screen, has become the site of domination ieself,

& This-becomes particularly evident in the ingenious juxtaposition of segments from a live
broadecase of women speec{skat:ng at the Olympics and a segment from the »real-life« soap
opera General Hospital in her tape POP-POP-VIDEQ: General HospitallOlympic Women
Speed Skating (1980). Here the artist juxtaposes a series of reverse-angle shots in which a female
doctor confesses to her paternal male colleague her faifure in handling a communication break-
down with a tightly counterpointed spectacle of Olympic vigor and velocity. The splendor of
this neo-futuristic imagery that celebrates the subjection of the female body ro athletic instrumen-
talization only fails to become a new Leni Riefenstahl series on color TV because of the constant
intercetting with the spectacle of neurotic collapse in the features of the female doctor.

~The tape 1979, which extracts segments from the game show Hollywaood Squares, confirms
Walter Benjamin’s enlgmatic ohservation that neurosis has become the psychological equivalent
of the commodity. Birnbaum’s selection of details and the formal procedures to which she sub-
mits her quotations, reveal the extent to which even the facial expressions of hyperactive televi-
sion performers implement ideology. The serial repetition altows for sudden insight into the
extent to which the actors’ faces, themselves, have become the site of the total instrumentaliza-
tion of the individual, down to the very last feature of a spectacle of the physiognomic. Thus,
the patterns of behavior on the screen already exemplify what television ultimately aims to
achieve within the viewer: pure exércises in mimetic submission.
o In contrast 1o other video.artists of her generation, Birnbaum does not use her competence
inthe analysls of tefevision techniques to develop new video gadgetry employed for the sake of
»pure pleasure« or »formal play,« whose purpose is always to aestheticize ideclogy. In ali
instances we find that the »visua! pleasure« of Birnbaum’s tapes is balanced by cognitive shock.
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Dara Birnbaum, Technrology/Transfarmation
{1979), video still
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her work Wonder Woman, where the citation of special effects manifestly serves
"o reveal their patriarchal violence, offering sexualized images of power and technological
mirages as a diversion from the reality of social and political life; here the cognitive shock origi-
nates partially in the recognition that these sexist representations of a female figure correspond
t0 an actual historical situation in which radical political practice seems to have been restricted
to ferninist practice alone.

Por example,'_

This dnlecncal approaciﬂ becomes all the more transparent in the juxtaposition of sound aad
xmagery ‘that occurs i the s6¢ond part of the tape. While in the first part, staccato serializations
and freeze-frame images of a spinning, running, fighting Wonder Woman are accompanied by
an original soundtrack that is subjected to the same formal procedures as the images, the second
part of the tape consists merely of the lyrics {in white letters on & blue background) of a disco
song, by chance also called »Wonder Woman. «*

These graphic, scriptural representations of pure phonetics, of female sighs, and of lyrics that
we are normally supposed to hear, but not to read, inverts the split of the phonetic and graphic
elements of language that we saw eartier in Duchamp’s pun. Here, in the scriptural allegorization
of the disco song, we become aware that even the most minute and discrete phonetic elements of
such popular music {sighs, moans, etc.) are as soaked in sexist and reactionary political ideology
as the larger syntactic and semantic structures of the lyrics, or the physiognomic performances
of the actors. The dimension of sound plays a very important role in Birnbaum’s tapes in gener-
al—it does not merely serve as a phonetic illustration to which sound in film and television have
been usually reduced. Thus, the restoration of sound to a separate discursive element, running
as an equivalent paralle! to the visual text, makes the viewer aware of the hidder functioas that
sound fulfitls in industrially produced television.

1n one of Birnbaum’s recent works, PM Magazine (1982), a four-channel video and sound
installation,® the function of sound is extrapolated even further. At the same time, the presenta-

2 Birnbaum nappened to coma across this relatively obscure disco song while she was editing the television footage.

30 Variations of the work have been nstalied at the Hudson River Mussum, at the Art Institute of Chicage's 74% American
Exbibition, and at Documenta 7 1n Kassel,
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tionzl devices of the video work are deliberately positioned in a dialogue with painting and
sculpture, which make the work emphatically self-conscious of the museum framework within
which it is constitated.® In this complex installation, the framework of the museum is bracketed
on the one hand with the design language of commercial display and advanced media technology,
and the historic dimensien of avant-garde agitprop montage, on the other. In the video element
of the installation, the PM Magazine teailer, state-of-the-art animation techniques are juxtaposed
with recycled icons of the 1950s American dream of leisure time and consumption. In the same
way that the visual material is processed in four three-minute loops, the soundtrack of the trailer
—or the key motifs of it—are run through four channels. Onee again it is the auditory dimension
that generates the work’s effects of decentralization. The elements of the installation could only
become congruent as »text« within the individual experience of an active viewer. As a result of
Birnbaum’s self-reflexive structuring of the material, the television conventions and their techno-
logical implementation become transparent as the ultimate representational system in which
ideclogy constitutes its subjects.

While it is essentiai for the work of Birnbaum and Rosler that it operates simultaneously
inside and outside the framework of institutionalized art distribution, Levine’s work functions
exclusively within this framework. Only as a commaodity can the work fulfill ali its functions,
and yet, paradoxically, for the time being it cannot be sold. Its ultimate eriumph is to repeat and
anticipate in a single gesture the abstraction and alienation from historical conrext to which work
is subjected in the process of commodification and acculturation. In this respect, Levine’s and
Birnbaum’s works reveal a historical affinity to the position of Warhol, the first American dandy
to systematically deny individual creation and productivity in favor of a blatant reaffirmation of
the conditions of culraral reification. Warhol’s once subversive trajectory ended in the institutions
of fame and fashion, as surely as de Sade had ended in the Bastille. The fate of his wozk, which
had once subverted painting by precisely the same allegorical techniques of confiscating imagery,
bracketing high-art and mass-cultural discourses, individual production and mechanical repro-
duction, was to produce the most singularized and rarefied icons of Pop art.

As we have seen, all the artists discussed here appropriate and quote the images and materi-
als that they use for their allegorical investigations, in the very manner that the radical conceptual
artists of the late 1960s had questioned why artistic practice should be relegated to the status of
a spectacularized commodity of individuation. If they have been successful in their critiques, it
will be only a temporary success—until accultaration will find new ways to accommodate their

3 Two panels on opposing walls—one frarming one monitor, and one three monitors — featured large black-and-white
phatostat images that had been extracted from the telavision foolage streenad in the instaliation’s videotapa. A wall
surface was painted bright blue for the three-monitor panel and brigh! red for the one-monitor panel. The panels pos-
sessed the qualities of the kind of enlarged photographic imagery that might be encountersd in trade-show displays.
yet al the same time they were slightly reminiscent of the grand-scale exhibition panels in the later productivist work
of El Lissitzky, such a3 his installation for the Soviet Pavilion of the international Pressa Exhibition in Cologne in 1928
with Sergei Senkin. or the international Hygiene Exhibition in Dresden in 1930, in which photomontage technrigues were
expanded onto the levet of agitprop architecture. Birnbaum's panels have lost their »agils dimension for the sake of the
mussum »prop.« As such, they enter a dialecticsl relationship with the current return to large-scate ligurative muiti-panel
painting that vses quotation merely as an end to legitimize historicism.




production. For ultimatety, it is the visual representation rather than the textual acticulation of a
construct that imbues it with material reality: the basis of both the commodity form and institu-
rional acculturation, Unlike the artists we considered here, Roland Barthes, when deconstructing
the reigning contemporary myths of design, of objects of consumption, and of advertising in his
Mythologies (1957} did not have to consider the problems of ownership and copyright. In cer-
tain respects his approach can still be considered as the originary model for the critique of ideol-
ogy as it has been developed in the work of the artists analyzed here. But the visual object/image
sransformed into artistic practice has become—and remains—the essential ideological correlate
of private property.
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Thomas Crow

Unwritien Histories of Conceptual Art

Historical objectification ought to be sped up while there is still a collective experience
and memory which can assist in the clarity of an analysis while, simultaneously, opening
up a space to ask fundamental questions regarding history-making.

Michael Asher, 1989°

Almaost every work of serious contemporary art recapituiates, on some explicit or implicit
fevel, the historical sequence of objects to which it belongs. Consciousness of precedent has
become very nearly the condition and definition of major artistic ambition. For that reason
artists have become avid, if unpredicrable, consumers of art history, Yet the organized discipline
of the history of art remains largely blind to the products of this interest and entirely sheltered
from the lessons that might accrue from them. .

That art historians of a traditional cast should display little interest in new art, however
historically informed, is of course a familiar story: within living memory, all art produced since
1600 was merged into the single category of »post-Renaissance.« But recent changes in art his-
tory have not greatly altered the situation, despite the growing prominence in the discipline of
theorists pursuing a postmaodern vision of cufture. Their particular postmodernism has not grown
from within visual art itself, bur derives instead from the contentions within literary theory, most
of all the drive to relax the distinctions between a canon of great authors and the universe of
other texts once excluded from the teaching and learning of literature. Influential voices, im-
pressed by that example, have Jately recommended that the idea of a history of art be set aside,
to be replaced by a forward-looking »history of images,« which wilt attend to the entire range
of visual culture. One benefit of such a change, the argument goes, will be that »the cultural
work of history of art will more closely resemble that of other fields than has been the case in
the past,« and that transformation temptingly »offers the prospect of an interdisciplinary dia-
logue ... more concerned with the relevance of contemnporary values for academic study than
with the myth of the pursuit of knowledge for its own sake.«?

1 From text by Michael Asher in L'art conceptuel: Une perspective, ed. Ciaude Gintz, exh. cat, {Paris: Musés d'Art
Moderne de ja Ville de Paris, 1989}, 112,
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This is a fair definition of what postmodernism has come to mean in academic life. But as
a blueprint for the emancipation of art history, it contains a large and unexamined paradox: it
accepts without question the view that art is 1o be defined by its essentially visual nature, by
its working exclusively through the optical faculties. As it happens, this was the most cherished
assumption of high modernism in the 1950s and 1960s, which constructed its canon around
the notion of opticality: as art progressively refined itself, the value of 2 work more and more
lay in the coherence of the fiction offered to the eye alone. The term visual culture, of course,
represents a vast vertical integration of study, extending fror the esoteric products of fine-art
traditions to handbills and horror videos, but it perpetuates the horizontal narrowness entailed
in modernism’s fetish of visuality. Its corollary in an expanded history of images (rather than
art) likewise perpetuates the modernist obsession with the abstrace state of illusion, with virtual
effects at the expense of literal facts® .

What is plainty missing in this project is some greater acknowledgment of the challenges
to modernist assumptions that changed the landscape of artistic practice from the fater 1950s "
onwatds. The postmodern art historian of the 1990s cites for support »consequences of the the-
oretical and methodological developments that have affected other disciplines in the humani-
ties.«* But the revival of Duchampian tactics in the hands of artists like Jasper Johns, Robert
Morris, and Donald Judd long ago erased any effective elite/vernacular distinctions in the mate-
rials of art, while at the same time opening contexts and hidden instrumental uses of art o crizi-
cal scrutiny. The great theoretical advantage of this activity, as opposed 1o doctrines imported..
from other disciplines, was its being made from existing art and as such requiring no awkward
and impgecise transiation in order te bear upon the concerns of art history, Nor could these
practical artistic ventures be contained within the category of the image, a fact which a succeed-
ing generation of overtly conceprual artists then tock as fundamental. The »withdrawal of visu-
ality « or »suppression of the beholder,« which were the operative strategies of Conceptualism,
decisively set aside the assumed primacy of visual illusion as central to the making and under-
standing of a work of art.®

Daring the early 1970s, the transitory, hazardous, and at times illegal performances staged
by Chris Burden remained, apart from 2 select group of collaborators, unavailable to spectator-
ship.® The photographic documentation by which such events were subsequently publicized serves
1o mark the inadequacy of recorded image to actual phenomenon. Conceptual work of a materi-
ally substantial and permanent character was no more amenable 1o the category of visual culture.
Works like the {ndex of the Art & Language group dared the spectator te overcome a positively
forbidding lack of cutward enticement in order to discover a discursive and philosophical content
recorded in the most prosaic form possible.

2 Editors’ introduction in Visual Cufture: Images and Intgrpretations, ed. Norman Bryson, Michas! Ana Holly, and Keith
Maxey (Hanover, Ni4: Univ. Press of New England, 1994}, xvii.

3 The classic polemic advancing this position is Michael Fried, »Art and Qbjecthood,« in Minimal Arl, ed. Gregory Battcock
(New York: Dutlon, 1968}, 116-47,

4 Bryson et al, Visual Culture, xvii.

5 These two formulae are the coinages of Benjarnin M. D. Buchloh and Charies Harrison respactively.

6 The most notorious instance Is Shoot {1971}, to which could be added TV Hijack {1872), 747, fcarus, and
Trans-Fixed (1973); see Anne Ayres, and Paul Schimmel, eds.. Chris Burden: a twenty-year survey {Newport Beach,
CA: Newport Harbor Art Museurn, 1988), 53-54, 58-80, 66,
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Even in discrete objects in traditional formats there is something of a tradition——stretching
from Elaine Sturtevant to Sherrie Levine—whereby the visual appeal of painting or photography
is acknowledged but expelled by ractics of replication.” Perhaps as revealing as any theoretical
exegesis is a bantering remark made in a recorded conversation between two collectors, both
perceptive enough to have supported Sturtevant:

I am sure that you have often noticed that visitors to your apartment—like the visitors to our
loft-shrug off the Warhol or the Stella before you teli them that it is Sturtevant. Watch how
their eyes roll! Their hair stands on end! Their palms collect sweat! Over and over they fall

to fighting, arguing, debating. !f this isn’t the shock of the new, then the term is meaningiess.
Art is involved with so much more than visual appearance, as television has very little to do
with the eve, or radio with the ear.®

His interlocuror replies, with equal accuracy and equal heat, that Sturtevant suffered abuse
and ostracism during the 1960s and 1970s for having so acutely defined the limitations of any
history of art wedded ro the image. Those now defining themselves as historians of images rather
than art have so far shown little capacity to grasp the practice of artists on this level, certainly
none that adds anything to thar already achieved by the practitioners themselves. Instead, they
reproduce the exclusions traditional to their discipline, validating the past centrality of painting
and its derivatives, which are most easily likened to the image world of the modern media and
te unschooled forms of picturing.

But Concepraalism, which long anticipated recent theory on the level of practice, can be
encompassed only within an unapologetic history of art. Its arrival in the later rwentieth century
recovered key tenets of the early academies, which, for better or worse, established fine art as a
learned, self-conscious activity in Western culture, One of those tenets was a mistrust of optical
experience as providing an adequate basis for art: the more a painting relied on purely visual
sensation, the lower its cognitive value was assumed to be. The meaning of 2 work of art was
mapped along a number of cognitive axes, its affinities and differences with other images being
just one of these—and not necessarily the strongest. Art was a public, philosophical school;
manipulative imagery serving superstitious belief and private gratification could be had from
a thousand other sources.

-It was only in the later ninereenth century that the avant-garde successfully challenged a
decayed academicism by turning that hierarchy on its head: the sensual immediacy of color and
textured surfaces, freed from subordination to an imposed intellectual program, was henceforth
to elicit the greater acuity of atrention and complexity of experience in the viewer. The develop-
ment of Conceptual ast a century later was intended 1o mark the limited historical life of that
strategy, but postmodern theory has had the effect of strengthening conventional attachments
to painting and sculpture. The art market quite obviously functions more comfortably with

7 Bee the discussion in Crow, »The Return of Hank Herron: Stmulated Abstraction and the Service Economy of Art,e
in Modern Art in the Cormmon Culture, 88-84.

8 Dougias Davis in Eugene W. Schwartz and Davis, »A Double-Take on Elaine Sturtevant,« File, December 1986, n.p.
Davis also refates the ramarkable story of Duchamp's reaction, in the year before his geath, to Sturtevant's restaging
of his performanse Relache.
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discrete, luxury objects to sell; and the secondhand, quotation-ridden character of much of the
neotraditionalist art of the 1980s has been well served by theorists (Jean Baudrillard being a
leading example) who have advanced the idea of an undifferentiated continuum of visual culture.

The aspirations of Conceptualism have been fusther diminished by a certain loss of heart
on the part of its best advocates, who are united in thinking (amid their many differences) that
the episode is essentially concluded. Benjamin H. D. Buchloh has voiced this general conclusion
when writing that Marcel Broodthaers »anticipated that the enlightenment-triumph of Con-
ceptual Art, its transformation of audiences and distribution, its abolition of object status and
commodity form, at best would otly be short-lived and would scon give way to the return of
the ghost-like re-apparitions of {prematurely?) displaced painterly and sculptural paradigms of
the past.«®

Charles Harrison, editor of the journal Art-Language, laid down the requirement for any
Conceptual art aspiring to critical interest that it conceive a changed sense of the public along-
side its transformation of practice, But on precisely these grounds, he finds the group’s own
achievement to be limited: »Realistically, Art & Language could identify no actual alternative
public which was not composed of the participants in its own projects and deliberations.«™

In Jeff Wall’s view, that isolated imprisonment was the cause of the pervasive melancholy
of early Conceptualism: both »the deadness of language characterizing the work of Lawrence
Weiner or On Kawara« and the »mausoleum look« embodied in the gray texts, anonymous
binders, card files, and steel cabinets of Joseph Kosuth and Art & Language. »Social subjects, «
he observes, »are presented as enigmatic hieroglyphs and given the authority of the crypt,«
pervasive opacity being an outward betrayal of art’s rueful, powerless mortification in the face
of the overwhelming political and economic machinery that separates information from truth.™
The ultimate weakness of this entire phase of art for him lies in its consequent failure to gener-
ate any subject matter free from irony. For both Harrison and Wall, their pessimistic verdicts
on the achievements of Conceptual art have led them to embrace monumental pictorialism as
the most productive way forward, a move that sustains the idea of an encompassing visual
culture as the ultimate ground for discussion.

These three names represent the most formidable historians of Conceptual art, and their
strictures must be treated with ali possible seriousness. If the history of Conceptual ast is to main-
tain a critical value in refation to the appasent triumph of visuality, it must meet the conditions
implied in their judgment on its fate: 1} it must be living and available rather than concluded;
2} it must presuppose, at least in its imaginative reach, renewed contact with lay audiences; and
33 it must document a capacity for significant refesence to the workd beyond the most proximate
institations of artistic display and consumption.

Christopher Williams is by no means the only artist whose body of work offers significant
individual pieces that answer these conditions. Among the many important aspects of his work
is a careful attention to the precise, contingent history of Conceptual art practices, which puts

o Benjamin H, D. Buchloh, »From the Aesthelic of Administration 1o institutional Gritique,« in Ginte, L'art conceptuel, 53.

10 Charles Harrison, »Art Object and Artwork,« in Gintz, L'art conceptuel, 63.

1 See Jeff Wall, Dan Graham'’s Kammerspiel (Toronto: Art Metropole, 1991), 18, William Waood offered helpiul comments
on this and other peints in this essay.
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his enterprise on an equal footing with the written histories of the phenomenon. SOURCE:
The Photographic Archive, Jobn E Kennedy Library ..., for example, marked an overt return
to the mimicry of bureaucratic information and classification that characterized Conceptualism
in its easly years, the reflex chat Buchioh has termed »the aesthetic of administration.« ™ With
that 1981 piece, in advance of Wall calling explicit attention to Conceptualism’s »authority of
the crypt,« Williams undertook his own remapping of material stored in an institution that is
both a funerary monument and an index of official secrecy and power.

The analysis of the imaginary regime of power takes place through mechanical sorting,

a simple identification of flaws or noise in a system. [ts instant evocation of similar devices
deployed by first-generation conceptualists amounts to a claim to satisfy the first condition, the
continuity of Conceptual art in the present. An inescapable point of comparison exists in Andy
Warhol's immediate response to the first Kennedy assassination, his manipulation of a limited,
rudimentary repertoire of images. The simple diagnostic device that Witliams applied to the sys-
tem of the presidential archive yielded a series that is likewise comprehensible within popular
nartative and for that reason potentially available to a much wider audience.

His Angola to Vietnam™ of 1989 incorporates the lay spectator even more firmaly within
an analysis of information and power, while simultaneously addressing the enormous inherent
difficulty of figuring politicai reality into serious art. On the surface, this seems a surprising
result, in that the method of the piece adheres so closely to the procedures of early Conceptu-
alism. Like the Kennedy archive intervention, however, it disputes Wall’s assertion that Con-
ceptual art could undertake no subject matter in good faith. This is to say, Williams demonstrates
that even if Conceptual art rarely found its subject matter, it possessed the keys to new modes
of figuration, to a truth-telling warrant pressed in opposition to the incorrigible abstraction that
had overtaken painting and sculpture in traditional materials.

The strict symmetry in Angola to Vietnam™ between photograph and written caption had
its precedent in one signal instance of such strong descriptive meaning from the 1970s—Martha
Rosler’s The Bowery in two inadequate descriptive systems.” Though not primarily identified
as a Conceprualist, Rosler added a milestone to the practice with this single piece. The Bowery
juxtaposed a series of strictly depopulated photographs of derelict storefronts with a running list
of American slang expressions for drunks and drunkenness, from familiar to arcane, from whimsi-
cal to despairingly bleak. The anti-expressive intensity in the combination of text and photograph
defies both ordinary pathos and critical paraphrase. And that rigorous formal regulation and
documentary exactness is in turn undergirded by the fundamental precedent of Hans Haacke’s
Shapolsky et al. Manhattan Real Estate Holdings, a Real-Time Social Sysiem, as of May 1,
1971, which framed the economic system underlying urban decay and homelessness. ™ There,
the artist operated entirely within the established systemic and serial logic that governed the
advanced art of the moment. But by introducing only one allewable shift in the marter disposed

12 Buchloh, »From the Aesthetic of Administration 1o Institutional Gritique,« in Gintz, L'art conceptuel.

13 Published in Martha Rosler, Three Works (Halifax: Press of the Nova Scotia College of Art and Design), 1881,

14 Hans Haacke: Unfinished Business, exn, cat. {New York: New Museum of Comernporary Art, 1986), 92-87; he also
produced a paraliel plece Sof Goldman and Alex Ditorenzo Manhattan Real Eslate Holdings, a Raal-Time Social Syslem,
as of May 1, 1877, ilustrated on 88-91.
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in the system—in this case the interlocking, clandestine ownership network of a fabulously
lucrative networlk of slum properties—he generated an cconomic X-ray of both the geography
and class system of New York City. Shapolsky et al. generated a mode of description likewise
beyond paraphrase, which then turned around on the art world with notoriously explosive con-
sequences, when the director and board of the Guggenheim Museum banned its exhibition.’

In addition to the strongly referential mapping established in these examples, Williams also
shares Haacke’s recognition of audience composition, as manifested in the polls and visitor pro-
files that the lateer elicited in various installations from 1969 to 1973.% Angola to Vietnam*
takes that preoccupation. one step further in its choices of primary material, thereby forcing the
gallery-bound viewer imaginatively to enter 2 directly analogous, but distinctly different space
of confrontation berween exhibits and spectators. Williams enlisted in absentiz the alternative
public attracted by the Harvard glass flowers in order to undo the mordant assumption of failed
communication commorn in orthodox Conceptualism. In that space, the artist is in no position .
to make judgments about competence, as he or she shares the incompetence of many of the visi-
tors—and is likely to be inferior to the expertise of the truly impressive amateurs of horticulture
{just as audiences in public museums and galleries are more various and more alert to difficult
work than many art professionals assume). Despite the pessimistic conclusions of Art & Lan-
guage, among others, the pretensions of ostentatious art lovers need never have been confused
with the potential state of any and all audiences,

Lingering aura may have become an embarrassment when attached to fine-art objects but it
exists in any form of relic, which is necessarily a repository of memory, and a relic may be turned
to critical use without violating its ather functions. Early Conceprual art had taken the work of
arg, conventionally understood as a synthesis of warmly subjective visual expression, and mapped
it onte coldly utilitarian cazegories of information. Williams proceeded in a symmetricaily oppo-
site direction: he began with actual, abstract taxonomies {one scientific, one ethical and political)
and presented them through their existing visual tokens, strictly adhering to the requirements of
administrative rationality. But through these very means he arrived ar the subjective depth, the
inseparability of feeling and form, once plausibly promised by traditional artistic means, while
investing the work with a moral intelligence that is thoroughly contemporary,

At the end of the twenty-seven captioned photographs of Angola to Vietnam*, Williams
placed a single image entitied Brasil, which was no more than a tear sheet cover from the French
edition of the fashion Magazine Elle (hence the speliing) fearuring the smiling faces of a multi-
ethnic group of models, each wearing a hat labeled with a different country of origin. This was
a further palimpsest, a ghastly map of the world drawn by multinational image production.
Without any declamatory moralizing, he put his finger on the connection between global con-
sumption and global repression, a recognition that gains much of its force by the disparity star-
tlingly opened up berween fine print and pure ready-made.

At the level of comparative practices in art, Brasil deftly calied the bluff of certain image
appropriators, the so-czlled Simulationists, who had enjoyed their brief success in the later

18 For a recent account of the incident, see Rosalyn Deutsche, »Property Vaives: Hans Haacke, Real Sstate,
and the Museum « i ibld., 20-37,
16 See ibid., ¥8-79, 82-87, $8~106,
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1980s by itlustrating academic enthusiasm for the idea of an image-saturated, postmodern cul-
cure. The bluff is calied because the political incisiveness of Williams’s appropriation depends on
the complete non-identity, the severing of continuity, between Brasil and the universe of images
to which it materiafly belongs down to the last molecule: the framed sheet is not advertising-
image-plus-ironic-frame; it is a marker for the urter bankruptcy of administered imagery, an
uncompromising cancellation of the visual rendered in paradoxically visible form.¥

This device also proved to be the key to a further, more recondite return to the history
of Conceptual art. The Brazil/Brasil repetition singled out the only country found in both the
Amnesty International list and the Elle cover. In Bouguet (1991), Williams redoubled his dis-
placed cross-references, pushing the list of countries ready-made in the magazine photograph
back through a botanical map of the world to generate the names of eight varieties of flower
available as live specimens. Los Angeles floral designer Robert C. Smich was then enlisted to
arrange the cut blossoms across a damask-covered tabletop. At the center of the wark is a photo-
graph in color of the Smith arrangement.

The published version of the piece also features a plain, monochrome frontispiece showing
the art-historical archives maintained by the Getty Center for the History of Art and the Human-
ities in a warchouse in the Marina del Rey district of Los Angeles.” For Walt, Conceptual art
figures the crypt that art becomes when rendered into information; Williams records a ready-
made stand-in for that characteristically deadened and hermetic mode of presentation. As in
his earlier pieces, however, he instantly shifts the resonance of institutional morbidity to one
of actual human loss, dedicating the installation 1o two Conceptual artists who took their own
lives: Bas jan Ader and Christopber I’ Arcangelo.

The deliberately solipsistic means used by Williams to generate the botanical varieties of
Bouguet reproduce the hermeticism so often adopted by Conceptual art as simultaneous provo-
cation of and protection from inappropriate forms of attention. At the same time, the declared
referents and the vernacular subject of the photagraph force the committed viewer to confront
a large gap in the collective memory. Existing accounts of Conceptual art are notably selective;
their emphasis on the lessons of a closed episode limits analysis 1o a high level of abstraction;
individual works enter these histories only if they exemplify a general characteristic, speak to
general conditions, and look forward to that end with particular vividness or strength. The task
of recovering the living potential of Conceptualism, however, requires awareness of the fullest
possible range of precedents. Ader and D’Arcangelo both closed their careers pursuing different
but equally extreme forms of seif-effacement, and to that extent they stand for a lose continent of
forgotten activity. Bouguet is an example of a work of art that demands further work not only
from the professional historian of art, but also from the histerian inside every serious viewer.

17 For an opposite, lluminating §f inslegantly titled} reflection on the link between multiculturalist sentirment and the
demands of international markating, see David Riefl, »Multiculturalism’s Silent Partner: It's the newly giobalized consumer
economy, stupid.« i Harper's Magazine, COLXOCVHE {August 1993} 62-72; BrasH makes more or less the same points
instantaneously.

18 See Christopher Williams, Bouquet, for Bas Jan Ader and Christopher o Arcangelo {Cologne: Galerie Max Hetzier, 1991),
Louise Lawler, Allen Ruppersberg, and Catherine Gudis offered advice and information that greatly alded my research
for this section of the essay.
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Had Ader not been lost at sea in 1975, during an attempt to complete his three-part per-
formance In Search of the Miraculous, his subsequent recognition might have been substantial.
The second element of this work, completed in 1973, embodies much of that promise. Subtitled
One Night in Los Angeles, it documents a dusk-to-dawn journey, undertaken by the artist on
foot, from an inland valley in southern California to the sea. The evocations of the place and jts
mythology are manifold: the freeways (along which walking is forbidden), the nocturnal crime
scenes of Hollywood film noir: the Pacific as the stopping point of westward migration. Ader’s
slight, indistinct presence is doubled in another register by a contrastingly emphatic and rhyth-
mically sharp voice, rendered in white script in a line linking the rows of images. Each photo-
graph is secured in the sequence by a phrase from the Coasters’ hit of 19537, Searchin’ {written
by Jerry Lieber and Mike Stoller, fts narrator elsewhere invokes the pulp detectives Sam Spade
and Bulldog Drummond in his pursuit of 2 lover). Even viewers who have never heard the song
wilt pick up its rollicking beat; the script gives the piece movement and flair, mocks incipient self-
importance, and through its good humor manages to elicit a poignancy from the hackneyed
theme of the quest.

Knowledge of what came after can make that poignancy almost unbearable. The third ele-
ment of In Search of the Miraculous represented a literal going on from the last photograph in
Qwne Night in Los Angeles, though he transferred his point of departure from the West Coast
to the East, looking back toward his European origins. In 1974, he conceived the idea of com-
pleting the work with a solo voyage in a small sailboat from Cape Cod to Cornwall in Britain
(a wildly ambitious leap beyond Chris Burden’s B.C. Mexico of 1973). During the spring of the
following year, his notion became a firm project, undertaken with every apparent expectation
of success: he had arranged for a show documenting the project to take place in Amsterdam,
and plans were in place to exploit success in the sixty-day crossing with farther exhibitions of
material generated by his feat.”®

But all these signs of calculated sensationalism in the service of career are belied by the
fragility of his thirteen-foot craft and by the fact that, despite having some experience on boats,
his seamanship seems to have been entirely untested at the requisite fevel. The voyage calls to
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Christopher Williams, Bouquet, for Bas Jan
Ader and Christopher ) Arcangelo {1991),
detall and instaliation view

mind less Burden’s Robinson-Crusoe foray in the Sea of Cortez and more the suicidal venture
across the Gulf of Mexico by the unstable Dada provocateur Arthur Craven. Deliberately or not,
Ader’s adventure amounted to reckless self-endangerment and was the nearest thing to suicide.

Though Putch-born, Ader had received most of his art training in southern California and
joined the first wave of West-Coast Conceptualism at the end of the 1960s (Williams’s caralogue
iflustrates the posteard piece I'm Too Sad To Tell You from 1970.% Almost entirely overshad-
owed since by the sustained careers of Burden and Bruce Nauman, his work was at that stage
operating in similar territory, including the translation of elementary verbal constructions into
performance——notably a photograph and film series on falling, as from the roof of his California
bungalow or into an Amsterdam canal from a bicycle. With similar simplicity, Williams’s hori-
zontal bundle of flowers mirrors both the falling performances and the terrible, unseen moment
when Ader must have been pitched from his boat {(which was found haif-submerged six months
later off the coast of Ireland}. The position and framing of the bouquet further eche Williams’s
memorials to political martyrdom in Angola to Vietnam*.

At the same time, Bouguet leavens that funereal cast by evoking the humor of Ader’s work,
notably evident in an untitled photo-montage and the video Primary Time of 1974, where he

19 See Paul Andriesse, Bas Jan Ader (Amsterdam: Openbaar Kunstbezit, 1988), B2-83, 88-00. { am gratefut to Patrick
Patnter for providing me with this document}, 82: »Cn July 8, 1975 he sails Irom Cape Cod with Faimouth, England
as his destinalion, He estimates that the trip will last sixty days. In arder to record the voyage, he takes along a camera
and tape recorder. Ader's gallery Art & Project publishes a bullelin, designed by him, in July 1975 which gives publicity
lo this vovage In Search of the Miraculous. The bulletin consists of a large photograph of Ader in his boat at sea and the
sheat music for the song »Life on the Ccean Wave.« Ocean Wave is also the name of the boat. Agreements have been
made with the Groninger Museum te make an @xhibition which woulth constitute the third parl of the triptychs.
On Burden's piece, see his own description i Ayres, Schimmel, Chris Burden, 62:
»Newspace. Newport Beach, California, May 25~Jung 10, 1978, | was dropped off in San Felipe, Mexico, on the Sea of
Cortez. In a small canvas kayak | paddiad southward 10 a remote beach, carrying some water with me. | survived there
for 11 days; the average dally temperature was 120 degrees. On June 7, | paddied back to San Felipe and was driven 1o
Los Angeles. The plece bad been announced by Newspace, and during my stay in Mexico a notice In the gallery informed
visitors of my absence. On June 10 at Newspace, | showed a short mavie of my departure and read a diary | had kepte.
20 Andriesse, Ader, 86-87.
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awkwardly arranged and disarranged 2 bunch of flowers in a vase. Removing and replacing
individual stems, using a reserve supply strewn on a tabletop out of camera range, his actions
gradually shift the arrangement toward one of its three primary colors, When a single color is
achieved, the slow, apparently aimless procedure begins again, passing slowly through hetero-
geneity towards another monochrome. Making their belated appearance in Bouguet are stand-ins
for the flowers that once lay on the invisible table as Ader carried out his wry homage to, and
mockery of, Mondrian, Rietveld, and the floral clichés about his native country.

The eclipse of Ader’s disorganized but burgeoning career overtook him in a fit of romantic,
even mystical self-dramatization; I’ Arcangelo’s abscurity as an individual creator was willed by
him from the start, In one important group exhibition at Artists Space in 1978—which helped
to launch his co-participants toward wide acclaim—his contribution consisted in the removal
of his same from the instaliztion, catalogue, and publicity. No intervention could have caused
greater difficulties for the critic and historian, in that any precise citation of D’Arcangelo’s piece
would destroy the grounds of its existence; indeed, it is probably impossible to cite the contribu-
tions of the other three artists in light of his participation without doing the same (silence will be
maintained here).

The bulk of D’Arcangelo’s work, ended by his unexpected suicide in 1979, comprised nomi-
nating utilitarian carpentry (generally alterations to New York loft spaces) as works of art, which
he defined by his input of labor and materials rather than by any phencmenal aspect they might
possess, In the installation of Bouguet, Williams hung the framed floral photograph on a tem-
porary section of wall, standing out in the space of the gailery. This stud and sheetrock con-
struction faithfully adheres to the materials specified in Thirty Days Work, an exhibirion space
that I’Arcangelo had execused with Peter Nadin and Nick Lawson at 84 West Broadway, New
York, in preparation for a 1979 show which included Nadin, Dan Graham, Louise Lawler, and
Lawrence Weiner. Williams, in his positive extrusion of what was once deliberately anonymous
background matcer, puts certain cbvious metaphors to werk: the burial of I Arcangelo’s work
as part of its premise makes Willlams’s wall into a tomb of the unknown artist; it recalls the
romance of the »art-worker« period of the 1970s; it extracts from lost history an grtistic defla-
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Bas Jan Ader, Untitied (flowerwark, 1974},
8 of 21 coler photograghs

Christopher D'Arcangelo, performance
{c. 1976}, Musée du Louvre, Paris

tien of Minimalism’s pretentious phenomenology which can stand with Graham’s seminal Homes
for America of 1966.% As Homes assumed a disguise that made it difficult to detect against its
art-magazine background, D’Arcangelo’s collaborative work often owed the most substantial
part of its existence to the postcard announcing the exhibition, which was otherwise more or less
inaccessible to actual viewing.

The public manifestation of Bouguet coexists with ancther mode of presentation: private
owuners of the work {which exists as a multiple edition) may or may not have the same wall buile,
but in its absence the framed photograph must be leaned against rather than hung on an existing
wall, That offering-like position at floor fevel in turn recalls a second aspect of D"Arcangelo’s
practice, this one in the realm of performance, when he would enter museums, surreptiticusly
fower paintings to the floor and leave them leaning against a wall. A ritualistic mouif of falling,
sacrifice, and commemoration continually recurs in the life of Borguet, encoded in this instance
in a plain instruction concerning its position in a room.

The complex investigations invited by the piece {(no more than sketched here) transform
Conceprual art from something cold and impersonal into a drama of lives driven onto treacher-
ous emotionat shoals. This move carries some risk in a postmodern inteflectual cultare imbued
with suspicion of all reference, especially to themes of self-sacrifice in biographies of artists,

But Williams makes plain that an artitude of complacent superiority to the real pain and loss
that artistic commitment can entail is part and parcel of a regime of art-historical ignorance.
And in these two cases, the impact of Bougwet, its power to compel curiosity, has in fact begun
to dispel some of that indifference.®

But Williams risks, it must be said, a potentially high aesthetic and ethical cost for that
accomplishment. This is less the case with the photograph as a tribute to Ader, buttressed as

21 Wall, as it happens, admit$ this last work as the unigue pisce of Conceptual art 1o have managed non-ironic subject
matter (Kernmerspial, 28), this being the hidden coincidence belween minimailst princigles and the production logic

of postwar housing under conditions of military-spending Infiation, On both logical and historical grounds, however,

there cannot possibly be just & single exception.

z2 See Jameas Roberts, »Bas Jan Ader: the artist who fell from grace wilh the sea,« in Frieze {Summaer 1994); 32-35,
and a thoughtful, well-informed piece by Gaollier Schor!, »This Side of Paradise,« in thid,. 35-37.
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it is by its participation in the system of Augola to Vietnam*, and congruent as it is with its
subject’s public flamboyance in life (though the very success of the piece runs the danger of
encouraging others to make Ader into a retrospectively romanticized cult figure, leaving the
same deeper amnesia 1o be dislodged all over again). Calling attention to D*Arcangelo’s private
despair is more of an intrusion, most of all because the enterprise of historical narrative can
only violate the fierce reticence of the artist’s work. The wall, when installed in a 1990s gallery,
may well appear as an alien architecture belonging to another time and another set of ethical
priorities. But in quoting Thirty Days Work as a demarcated object-—the phenomenal antithesis
of what it once stood for—Bouguet takes upon itself the fallen condition of the merely visual.
In an important way, the piece has to make this sacrifice of an imaginary state of integrity: that
gesture in itself constitutes a tribure to the severity of it predecessor, and its risk of compromise
has proven to be the condition of anything at all being said about its subject. The solidity of the
wall marks a temporal boundary, dividing the time during which D’ Arcangelo’s intentions were
respected by silence from a future that cannot afford that respect, lest it fose all memeory of why
those intentiens mattered.
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Helen Moiesworth

House Work and Art Work

Laughter in the face of serious categories is indispensable for faminism.
Judith Butler, Gender Trouble, 1990

The much-noted eclecticism of 1990s art practice appears to have been countered only by a
steady fascination with and revival of art from the 1970s. This interest, shared by artists, critics,
historians, and curators, generated numerous exhibitions and publications dedicated to the femi-
nist work of the period.’ That such interest in 1970s feminist practice is long overdue perhaps
goes without saying, although for mary it has emerged as either a mysteriously forgotten moment
or the return of the repressed. In both guises many of these stagings have continued, unfortu-
nately, to consolidate a logic of »us« and »them, « a structure of bitter binary opposition, an
intellectual disjuncrare between feminist work based in »theory,« poststructuralism, or social
constructionism, and work derived from the so-called principles of »essentialism. «2 Far from an
attempt to set the record straight, or to ascertain definitively what did or did not happen, this
essay is motivated by a need to rearticulate the current reception’s account of the relations

This essay has benefited from many imterlocutors. An audience at UCLA asked particuiarly probing questions, espacially
Michaet Asher, who encouraged me 1o examing the work of Martha Rosler. Amelia Jones generously shared her thoughts
and expertise on The Dinner Party. Moyra Davey, Rosalyn Deutsche, Christina Kiaer, Janet Kraynak, Miwon Kwon, Sowon
Kwon, Frazer Ward, and Faith Wilding ali helped as critical readers. An eardier version of this essay was published in
Rawriting Conceptual Art, ed. Michael Newman and Jon Bird (London: Reaktion Books, 1999},

in the past few years, numerous exhibitions have taken place, to name but a faw: Mary Kelly's Post Partum Document
was reassembled in its entirety by the Generall Foundation in Vienna, Austria (25 September-20 December 1998} Martha
Roster is the subject of & traveling retrospective arganized by tkon Gatlery in Birmingham, UK, Mierle Laderman Uikeles's
Maintenance Art Series was shewn in its entirety at the Ronald Feldman Gatlery, New York; Judy Chicage's The Dinner
Parly was$ the centerpiece of an exhibit curated by Amealia Jones at the Armand Hammer Museum, Los Angeles {24
Aprit-18 August 1998); Division of Labor: Women and Work was held at The Bronx Mussum {1998} and the Bad Girls
exhibilion took place at the New Musaum, New York (14 January-27 February and 5 March-10 April 1984). So, 100, books
and journals have proliferated: October dedicated an entire issue 1o the question of feminism, replate with & questionnairg
and a roundtable {October 71 [Winter, 1995]): Laura Cottingham produced Not £or Sale (1998}, a video essay designed
for teaching feminist arl, Feminism and Contemporary Art. The Revolutionary Power of Women's Laughter by Jo Anna
Isaak appeared In 1998 {London: Routledge): Mira Schor's award-winning Wet: On Painting, Feminism, and Art Cullure
{Burham/London: Duke University Press, 1997) alse appeared recently; and The Power of Feminist Art brought together
in one volume 2 commanding overview of American Teminist art of the 19708 (New York: Harry N. Abrams, 1994).
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Judy Chicage,
The Dinner Party
(1979}, installation
view and delail

between these two bodies of work. More precisely, it seeks to reconsider four artists at work in
the 1970s-—]Judy Chicago, Mary Kelly, Mierle Laderman Ukeles, and Martha Rosler—artists
whose works have been caught in an interpretive blind spot created by the cusrent reception’s
perpetuation of the antagonism between feminist art of the 1970s and 1980s.9

Despite the breadth and complexity of the issues-the diversity of practices within each,
somewhat loosely defined, »camp«—a certain reduction has taken place in the current reception
of 1970s feminist work, an intellecrual fault line broadly described in generational tezms. And
as the disiunctare between feminist practices from the 1970s and 1980s is repeatedty historicized
as 4 permanent rupture, we currently receive these strained relations in the form of a caricature.
‘This situation is perhaps most problematic and prevalent in the classroom, where the debate is
often hypostarized into an art-historical compare-and-contrast, iconically represented by two
seemingly antithetical art works: Judy Chicago’s The Dinner Party and Mary Kelly’s Post
Partum Document—works taken to be exemplary of an essentialist approach in Chicage’s case,
and a theory-based feminist practice in Kelly’s case. Although both works were completed in
1979, they have been rendered crudely oppositional and hierarchized, and are often asked to
bear the weight of a generational split—irom the 1970s to the 1980s--as well as presenting,
equally self-evidently, the »progression« in feminist art from essentialism to theory. The lan-
guage of progress is used across the board; listen as Lisa Tickner argues that the »adolescent
vitality of 1970s feminism matured successfully into a body of rigorous 1980s art and criticism.«®

2 Under the umprella of »essentialism,« | am referring 10 artists and critics such as Norma Broude, Mary D. Garrard, Judy
Chicago. Harmony Hammans, Suzanne Lacy. Lucy Lippard, Ana Mendieta, Faith Ringgold, Miriam Schapiro, Mira Schor,
Faith Wilding, the artists involved in Womanhoyse, and the Feminist Art Program. And with regard 1o postslructuralism,
I'm thinking here of the work of Victor Burgin, Mary Kelly, Siivia Kolbowski, Barbara Kruger, Kate Linker, Laura Mulvey,
Griseida Poliock. Cindy Sherman, and Lisa Tickner,

3 For a more elaborated account of this debate, see my ~Gleaning Up in the 16708 The Work of Judy Ghicago,

Mary Kelly angd Mierle Laderman Ukeies,« in Newmnan, Bird, Rewriting Congeptual Art.

Given that the works were made in the same period, clearly this is not the case, However, thay were made in differen

geographicat locations within which extremely different types of feminis! discussion were taking place. See Mary Kelly's

remarks 1o this effect in »A Conversation on Recsnt Feminist Art Practices,« in October 71 (Winler 1995} 46-69.

s
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Mary Kelly, Post Partum
Document 1. Prototype
(1874), 1 of 10 slemnents,
and Post Partum
Document VI (1977-78),
1 of 18 elements

Similarly, Griselda Pollock demarcates a shift from a politics of »liberation« to a »structural
mode of analysis.«® And Faith Wilding, a member of Womanhouse, described some 1970s artistic
experiments, pagticularly cunt imagery, as »crude ... precursors for a new vocabulary for repre-
senting female sexuality and the body in art.«”

The ltogic of progress has done much to codify this classic pairing of post-1960s art into a
stale binarism: all contrast, no comparison. Yet perhaps we can loosen the starched opposition
of essentialism »versus« theory, by acknowledging that the model of compare-and-contrast need
not only produce dismissive hierarchies, or generational or oppositional binarisms. It is a model
equally well designed to elaborate on moments of affinity and shared concerns (not yet acknowl-
edged), as well as moments of contestation and difference (which have been insisted on more
foreefully).

Despite various challenges to this generational/progressive frame, it has stiffly endured. The
tenacity of the division occludes a more pedestrian question: Why is this particular art-historical
debate so problematic? For instance, why don’t we simply say »Both sides have strong and weak
points,« and pluralistically be done with it? As unproductive as this debate has been, merely to
paper over significant acsthetic, ideclogical, and philosophical differences would be to run the
risk of consolidating the category heading »feminist art.« As a codified »movement« {however
internally fractured), feminist art is stripped of its transformative power? Rendered separate and
distinet, and hence easier to marginalize, it is unable to challenge and modify cur definitions of
other artistic categories, the result of which has been to prohibit articulations of the connective
tissue between these works and the putatively »dominant« conversations simultaneously being

s Lisa Tickner, October 71 (Winter 1995): 44,

Grigelda Poliock, ~Painting, Feminism, History,« in Destabilizing Theory. ed. Michele Barrett and Anne Philiips
{Stanford, CA: Stanford University Press, 1992}, 154,

Faith Wilding, »The Feminist Programs at Fresno and Gal Arts, 1070758, in The Power of Feminist Art, ed. Norma
Broude and Mary 0. Garrard (New York: Harry N. Abrams, 1984), 35.

Mary Kelly has frequently argued against the category feminist art.« Arguing against the notion of a cohesive »styles
of feminist arl, she proposes instead the notion of art «informed by feminism.« See the exchange between Kelly and
Silvia Kolbowski in »A Conversation on Recent Ferminist Art Practices« in October 71 {Winter 169%) 49-89,

@
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held in the art world.® One way, perhaps, to reread the theory/essentialism split is to see artists
during the 1980s—in the Pictures group, for instance--as consciously working with ideas such
as the theory of representation precisely as a way to avoid the problems of the marginalization
of »feminism.«' S0, too, we could see that it was clearly imporzant for feminists to be able to
disagree, and even fight with, previous generations of feminists, as a way both to open the field
of inquiry and to profiferate its influence. Currently, however, the continual rehearsing of the
theory/essentialism debate, only to choose sides at the end, has disaliowed other interpretive
formations to arise. For instance, the division may serve to maintain, rather than expand, the
rather limited range of feminist theory that operates in the art world. There currently exist criti-
cal feminist discourses other than Anglo-American empiricism and continental theory; and the
chasm between them has been navigated, most notably, by political philesophers. In other words,
we need not be bound only to the interpretive models that have traditionally accompanied each
body of work, but we can also look to the tools and interpretive possibilities offered by the fem-
inist critique of political philosophy. '

In Feminism and Philosophy, Moira Gatens has staged the feminist debate in tecms of those
who privilege a model of equality and those who think in terms of difference.’” These terms are
analogous to the essentialism/theory split and Gatens astutely problematizes both positions.
First, she sets out to dismantle the idea of equality. She argues that the problem with the model
of »equality in the public sphere« is that »... the public sphere is dependent upon and developed
around a male subject who acts in the public sphere bur is maintained in the private sphere,
traditionally by women. This is to say that liberal society assumes that its citizens continue to
be what they were historically, namely male heads of households who have at their disposal the
services of an uapaid domestic worker/mother/wife. «*

These services have become so naturalized that »clearly, part of the privilege accorded to
metmbers of a political body is that their needs, desires, and powers are converted inzo rights
and virtues. «™ [n other words, Gatens suggests that the poiitical realm within which women
struggle for equality, such as democracy, must be disarticulated, not presumed a priori to be a
sneutrai« system, except for its inability to grant women equality. The system is founded on
inequality; hence »equality in this context can involve only the abstract opportunity to become
men,«* Democracy’s dependence upon inequality has been naturalized as the public and private
spheres have been used to shore up distinctions and inequities between men and women, partic-
ularly in that the private sphere has been »intricate[ly] and extensive[ly] cross-reference[d] ...

@©

This is the effect of Laura Cotlingham's video essay, designed for pedagogical purposes, Not For Sale. This tape's
structure is based on that of the art history survey: it Ccasts a wide net, includes a barrage of artiats without explanation
or justification for their inclusion (save their gender), The effect of which is that we are left with an alternative =¢anon.=
The separatist quality of the tape means that the practice of many artists is radically de-contextualized and the wark
of nearly all the artisls is ghettoized. For more on this tape see my »Not For Sale,« in Frieze 41 (Summer 1898).

1w My thanks 1o Janet Kraynak for a disgussion of this point.

Moira Gatens, Femintsm and Philosophy: Perspectives on Difference and Equality (Bloominglon: Indiana

University Press, 19891}

Moira Gatens, »Powers, Bodies and Difference,« In Destabiizing Theory, 124,

Gatens, Feminism and Phitosaphy, 138.

ibid,, 124-25.
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with the body, passions, and nature.<* This critique of equality (as found in much Anglo-Ameri-
can feminise theory) reveals the very notion of equality and its symbolic represenzation in the
public sphere to be historically dependent on the unacknowledged (and unequal} labor of the
private sphere.'®

Gatens is also suspicious of the discursive move from equality to difference. Noting that
ferninist writing and art practice—after freeing itself from the tyranny of narure—took up
explorations of female sexuality, she cautions that such a move runs the risk of reducing
waomen’s subjectivity 1o their sexuality. While Gatens is sympathetic to critical feminist explo-
rations of psychoanalytic models of subjectivity fundamentally rooted in sexuality, she counters
the ahistorical logic of psychoanalysis by submitting it to a Foucauldian analysis that conceives
of the body as »an effect of sociaily znd historically specific practices.«' She argues that »hodies
are turned into individuals of various kinds« by »discourses and practices [which| create ideo-
logically appropriate subjects« and »practices [which] construct certain kinds of bodies with
particular kinds of power and capacity. «*¥ Furthermore, »to insist on sexual difference as the
fundamental and eternally immutable difference would be to take for granted the intricate and
pervasive ways in which patriarchal culture has made that difference its insignia. «* She is wary,
then, of feminists who place sexuality (as the extension of or outcome of sexual difference) at
center stage, theoretically or aesthetically. One effect of Gatens’s critique is to register the extent
to which both groups of feminist work explored issues of sexuality to the exclusion of other
attributes of subjectivity and alse 1o the exclusion of political philosophy’s critique of the role
of the private sphere in the democracy-capitalism covenant,

As Gatens problematizes the equaliry/difference dichotomy through a feminist analysis of
political philosophy, so, too, a similar operation can be performed on the iconic pairing of the
Post Partum Document and The Dinner Party, by considering them in conjunction with Mierle
Laderman Ukeles’s Maintenance Art Performances (1973~74) and Martha Rosler’s videos
Semiotics of the Kitchen {1975) and Dowmination and the Everyday (1978)—works produced
around the same time and under similar cultural pressures. Ukeles’s and Rosler’s work is explicit-
ly concerned with how »ideologicaily appropriate subjects« are created, in part, throngh the
naturalizing of unpaid and underpaid domestic labor. By placing the PPD and The Dinner
Pariy within this expanded interpretive field, Jabor, particnlarly domestic or maintenance tabor,
emerges as a thematic shared by these four artists (as well as many others of the pericd). The
intreduction of the problem of such labor leads, in turn, to a consideration of the relations
between public and private, which emerges as a defining issue in the discussion of 1970s art
and the legacy of feminism’s intervention in it. The problematic of public and private spheres is,

&

fbigl., 12223,

For an elaboration of this argument see Carole Pateman’s The Sexual Gontract {Stanford, CA: Stanford University

Press, 1988}, This critique elaborates on the probiem of »equality« within liberal thought that is based in part an the
inability of capitalism to function withou! the unpaid taber of maintenance. This subsequently permits a critique of democ-
racy's historical dependence upon slavery. Here, the implications of political theory are indispensabie for thinking through
the perennial blind spot of both Angio-American and continental feminism, the problem of racial and ethnic difference,

17 Gatens, »Powars, Bodies and Difference,« 131.

18 Ibid,, 128,

19 fbid,, 135,

&
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of course, present in both The Dinner Party and Post Partum Document, but the essentialism/
theory debate has occluded its importance, disallowing the debate to be framed in terms of a
political economy as well as a bodily or psychic one®

In her 1969 Maintenance Art Manifesto Ukeles divided human labor into two categories:
development and maintenance. She writes: »Development: pure individual creation; the new;
change; progress; advance; excitement; flight or fleeing. Maintenance: Keep the dust off the

pure individual creation; preserve the new; sustain the change; protect progress; defend and
prolong the advance; renew the excitement; repeat the flight. «* Ukeles’s manifesto insists that
ideals of madernity (progress, change, individual creation} are dependent on the denigrated and
boring labor of maintenance (activities that make things possible—cooking, cleaning, shopping,
child rearing, and so forth). Incisively, Ukeles does not refer to maintenance as domestic labor, or
housewaork, for it is evident that such labor is not confined solely to the spaces of domesticity.
Included in this manifesto was a proposal that Ukeles live in the museum and perform her main-
tenance activities; while the gallery might look »empty,« she explained that her labor would
indeed be the »work.«* Her offer went unaccepted.

in 1973, however, the Wadsworth Athenacumn agreed to the Maintenance Art Performances.
In Hartford Wash: Washing Tracks, Maintenance Inside, Ukeles scrubbed and mopped the
floor of the museum for four hours. In Hartford Wash: Washing Tracks, Maintenance Ouiside,
she cleaned the exterior plaza and steps of the museum. She referved to these activities as »floor
paintings.« In Transfer: The Maintenance of the Art Object, she designated her cleaning of a
protective display case as an art work—a »dust painting.« Normally this vitrine was cleaned by
the janitor; however, once Ukeles’s cleaning of the case was designated as »art,« the responsibility
of the cleaning and maintenance of this case became the job of the conservator. The fourth per-
formance, The Keeping of the Keys, consisted of Ukeles taking the museum guards® keys and
locking and unlocking galleries and offices, which when locked were subsequently deemed to
be works of »maintenance art.« In each performance, Ukeles’s role as »artist« allowed her to
reconfigure the value bestowed upon these otherwise unobtrusive maintenance operations, and
to explore the ramifications of making maintenance labor visible in public. Martha Rosler’s

20 Additionally, the essentialism/thecry debate may also have restricted feminist discourse 1o notions of the subject that

reside {rhetorically) outside of the dominant strusture of capitalism, hence further marginalizing the political potential

of feminism, and art that operales within s concerns.

For a reprint of Ukeles’s »Maintenance Art Manifesto« in its entirety, see »Artist Project: Miere Laderman Uketes

Maintenance Art Activity (1873} with responses from Miwon Kwon and Helen Molesworth,« in Socuments 10 (Fall 1987},

22 H s Ukeles's insistence on the structural aspect of everyday maimtenance labor, as opposed to a fetishized notion of
the =everyday,« that distinguishes her performances from reserd practices that merely represent or stage the averyday,
such as Rirkeit Tiravaniia's recent exhibition in which he placed a facsimile of his apartment in the gallery and aflowed
visitors to use the space as they saw fit. For instance, part of the »Maintenance Art Manifesto« included an exhibition
proposal called »Care,« in which Ukelas proposed to do the following: »live in the mussum as | customarily do at home
with my husband and my baby, for the duration of the exhibition, (Right? or i you don't want me around at night | would
come in every day) and do ail these things as public Art activities: | will sweep and wax the fioors, dust sverything, wash
the walls (ie., floor paintings, dust works, soap scuipture, wall paintings’). cook, invite people to eal, make agglomera-
tions and dispositions of all functional refuse. The exhibition area might look ‘empty’ of art, but ® will be maintained in
full public view. MY WORKING Wikl BE THE WORK.« Needless 10 say no one ever accepted this proposal. For an
account of Tiravaniia's practice, see Janet Kraynak's »Rirknt Tiravanija's Liabilty,« in Documents 13 (Fall 1998},

2
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Mierle Laderman Ukeles,
Hartford Wash: Washing
Tracks, Maintenance Cutside
and Maintenance Inside
{1973), Wadsworth
Atheneum, Hartford, CT

videos Semiotics of the Kitchen and Domination and the Everyday also critically engaged

the problem of housewifery. In the relatively new medium of video, Semiotics of the Kitchen
humorously skewered both the mass-media image of the smiling, middle-class, white housewife
and theories of semiotics, suggesting that neither was able to provide an adequate account of
the role of wife/mother/maintenance provider. Informed by Marxist and feminist critique,
Domination and the Everyday considers the everyday household labors of women in tandem
with global politics. Like the Maintenance Art Performances, Domination suggests that the
domestic chores of cooking and child rearing are not exclusively private, but, instead, that such
labors are intimately connected to public events, and furthermore that unpaid and underpaid
nraintenance labor needs to be thought of as equivalent to other forms of oppression.

What happens if the Maintenance Art Performances and Rosler’s early video work are
insinuated into The Dinner Party and Post Partum Document binarism, creating a four-way
compare-and-contrast? Might such an expanded field allow us to see previously unacknowledged
aspects of each of the works? For instance, as well as seeing the stark contrast between Chicago's
cunt-based central core imagery and Kelly’s pointed refusal to represent the female body, we
might also see that all four artists deal in varying degrees with putatively »privates aspects of
women’s lives and experience: motherhood, cleaning, cooking, and entertaining, Similarly, as
opposed to the intractable contrast between the lush tactile quality of The Dinner Party and
the diagrammatic aspect of the Post Partum Document, we might see the importance of text in
each of the works. The women’s names that cover the foor and place settings mean that reading
is also integral to viewing The Dinner Party. Rosler’s Domination and the Everyday contains
a running text at the bottom of the screen and Ukeless works contain charts, posted announce-
ments, and the »Maintenance Art« verification stamp. Each artist participated in the assault on
the privileged role of vision in aesthetics, as did s6 many of their 1970s contemporaries. When
the binarism is undone we can see that these works were directly engaged with the most
»advanced« artistic practices of the day—Minimalism, Performance, and Conceptual art—and
that they were also in the process of forming the practice of institutional critique.® This is, again,
to insist on the linkages between art informed by feminism and most of the advanced or critical
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artistic practices of the 1960s and *70s that took as part of their inquiry the institutions within
which art is encountered, The artists who worked in this manner—whose work’s content was -
bound up with domesticity or maintenance and its structural relation to the public sphere—~have
been by and large neglected by the historians and archivists of Minimalism, Conceptual art, and
institutional ¢critique.® Their omission was caused not by active suppression but rather a funda-
mental misrecognition of the terms and strategies they employed. The overtly domestic/mainte-
nance content of such works was read as being equivalent to their meaning. Therefore, little or
no attention was paid to these works’ engagement with the Duchampian legacy of art’s investiga-
tion of its own meaning, value, and institutionality. What has not been fully appreciated are the
ways in which this usually »degraded« content actually permits an engagement with questions
of value and insticutionality that eritique the conditions of everyday life as well as art. Hence,
when we compare The Dinner Party, Semiotics of the Kitchen and Domination and the Every-
day, and the Post Partum Document with Ukeles’s explicit feminist address of the museum, we
are able to reframe them in such a manner as to see that they were each bound up with a cri-
tique of the institutional conditions of art. Among the four artists this critique-manifested itself
in varying degrees and was shaped by different concerns. There is no denying that Chicago’s
waork may seem to us now the most problematic of the four, in that her work supports a rotion
of genius and »artist« in keeping with the ideal model of bourgeoais subjectivity offered by the
Western art museum, Yet, despite the differences between the works (or because of them), the
feminist critique of the institutions of art should no longer be misrecognized, for its understand-
ing of the relations between »private« acts and public institutions will reframe the work of con-
temporaneous figures in the field. Such a comparison will ultimately expand our rotion of
institutional critique, precisely because the feminist critique differs so markedly from the para-
digmatic works of figures such as Marcel Broodthaers, Daniel Buren, or Hans Haacke. For,

as we will see, it insisted on the reciprocity and mutual dependence of the categorics of private
and public.

Ukeles’s performances, by establishing domestic (read private, natural} labor as »mainge-
nance,« help to articulate the structural conditions of the refations between the public and pri-
vate sphere, It is the »hidden« and unrecognized nature of this labor that permits the myth that
the public sphere functions as a self-contained and independent site, a site devoid of interest {in
clagsic Habermasian terms). However, by staging such labors in the museum, a traditional insti-
tution: of the bourgeois public sphere, Ukeles’s work establishes maintenance labor as a subject
for pubtic discussion. For, as Rosalyn Deutsche has argued, »what is recognized in public space

23 CGriselda Pollock has argued that the radical reconceptualization of the function of artistic aclivity —Hs procedures,
personnel, and institutionai sites—is tha major legacy of ferninist interventions in culture since the lale sixties.« See
Griselda Poliock, »Painting, Ferminism, History,« 155,

for instance, no wormnen artists are discussed in Benjamin kL 0, Buchloh's »Conceptuat At 1962-1968: From the
Aesthetic of Administration 1o the Critique of Institutions,« Qctober 58 (Winter 1890}, aithough Hilla Becher and Hanne
Darboven are mentioned in passing. More racently, Ann Goldstein and Anne Rorimer, Reconsidering the Object of Art
19651975 (Cambridge, MA/London: MIT Press, 1995} included only eight women out of a total of Fity-six artists.
Mare recently, however, this seems to have changsed. For sxample, Peter Wollen included numerous women arlists

in the North American section of the Global Conceptualism exhibition.
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is the legitimacy of debate abour what is legitimate and what s illegitimate.«® It is the very
publicness of art, art’s traditional reliance on a public sphere for its legibility and vatue, that
makes art such a rich terrain for feminist critique, Hence Ukeles’s performance of maintenance
activities, in full view of the museum and its visitors, opens public space to the pressures of
what it traditionally excludes, or renders invisible. The work of Chicago, Kelly, and Rosler does
this, too, each at the level of explicit content (although Kelly and Rosler de considerably more
work at the level of form, as well). But when Ukeles renames domestic fabor »maintenance, «
she uses ideas and processes usually deemed »private« to open instirutions and ideas usually
deemed »public. « This gesture is in obvious sympathy with the 1970s feminist stogan »the per-
sonal is political,« but, more incisively, it supports political philosopher Carole Pateman’s con-
rention that »the public sphere is always assumed to throw light onto the private sphere, rather
than vice versa. On the contrary, an understanding of modern patriarchy requires that the
employment contract is [lluminated by the structure of domestic relations.«* In other words,
one legacy of feminist criticism is to establish that it is the private sphere that can help us to
rearticulate the public sphere, as opposed to the other way around. Ukeles’s exposure of this
problematic animates the content of Iabor in both The Dinner Pariy and the Post Partum
Document, pulling these works away from their more familiar interpretations.

To position this work as negotiating the terrain of public and private is to establish its links
to, as opposed to its separation from, other postwar art practices. Chicago’s early sculptural
activity—in works like Pasadena Lifesavers (1969-70)—took the form of repetitive modular
units fabricated from industrial materials, objects clearty in dialogue with Minimalism and iss
West Coast variant, »finish fetish.«?” Chicago’s repetitive formal structure, her use of the triangu-
far shaped table, her fetishism of surface and texrure, suggests that The Dinner Party continued
her dialogue with Minimalism. However, by the mid-1970s, Chicago had imported explicit con-
tent into these otherwise generic structures. Specifically sexed bodies are offered as opposed to
the nonspecific or universal body posited by Minimalism’s understanding of phenomenology,
and the »private« nature of genitalia, especially the vagina, is rendered spectacularly public.
Likewise, historically under-recognized forms of domestic and decorative craft replace the lure
{and perhaps just barely veiled decorative aspects) of industrial production. Minimalism also
asked for a consideration of the logic of repetition; consider Donald Judd’s oft-quoted »one thing
after another.« Reading The Dinner Party through a hermeneutics of maintenance suggests that
the {ogic of repetition is not exclusively bound to industrial production but exists as well—
although with vastly different effects-in the perpetual labors of cooking, eating, and cleaning
up: the women’s work that is never done; work that is conspicuously absent in The Dinner
Party, effaced as it was by its Minimalist counterparts.®® And if Minimalism asked its viewers
to distinguish what in the room was not sculpture, what in the room constituted institetional

25 Rosalyn Deutsche, Evictions: Art and Spatial Politics {Cembridge, MA/ALondon; MIT Press, 19986}, 273

26 Pateman. The Sexual Contract, 144,

27 For an account of Chicago's early work and The Dinner Party's tetishism of surface see Laura Meyer, »From Finish
Fetishisrn ta Feminism: Judy Chicago's Dinner Party in California Art History,« in Sexual Politics. Judy Chicago's Dinner
Party in Feminist Art Mistory, ed. Amelia Jones (Los Angeles: UCLA and Arrnand Hammer Museum, Los Angeles:
University of California Press, 1898)
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space, then The Dinner Party potentiaily asked viewers to articulate what in the room existed
in the realm of the private and what belonged in the realm of the public.®

By tweaking and pinching Minimalism’s suppression of the particularity of gendered bod:es,
The Dinner Party suggested that the (impossible) idea of a generic body helped to enable the
historical bourgeois public sphere as a site of {fictional) disinterest, a site bound by the terms
of patriarchy. Kellys Post Partum Document similarly critiqued the terms of Conceptual art.
Kelly’s early work, dene in Britain during the 1970s, was collaborative in nature and focused
largely on the struggle for women’s equality in the workplace. Two works stand out: the co-
curated exhibition Women and Work {1975} and the collaboratively made film Nightcleaners
{1875, which documented the organizing of a women’s cleaning union but refused the tradi-
tional methods of agitprop or documentary, opting for Brechtian strategies of distanciation.®
Womten and Work depicted two years of research into the sexual division of labor in 2 metal-
box factory. By conceiving of the exhibition as the art work itself, Women and Work ques-
tioned both the autonomy of the art object and the fiction of the disinterested gallery space.
The show’s refusal of visuality, its negation of the art object as a commodity, and its challenge
to the traditional role of the gallery within the distribution system all partook of Conceptual
art’s assault on art.

It would be Post Partum Document, however, that would launch a more thorough critique
of Conceptual art. Following on Minimalism’s investigation of the public quality of art, much
Conceptual art sought to replace a spatial and visual experience with a linguistic one, or what
has been called »the work as analytic proposition. «* This meant that the art object could be
radically de-skilled, potentially democratizing art’s production. However, Frazer Ward has argued
that while Conceptual art »soughs to demystify aesthetic experience and mastery (‘Anybody
can do that’}, [it] maintained the abstraction of content crucial to high Modernist art,« hence,
»if Modernist painting was just about painting, Conceptual art was just about art.«® Just as
Chicago exposed Minimalism’s abstract viewer, similarly the explicit content of the Post
Partum Docnment complicated Conceptual art’s hermeticism.®

28 The Dirmer Party. it should be noted, is aiways exhibited accompanied by documentary photographs of the massive
groups and dollectives of women wha worked on the project. in this regard, the labor of making The Dinner Farly is
abways registered, but in a peripheral, supporting role. The Dinner Party effaces the marks of ladbor within its boundaries,
and in so doing presents itself fike a traditional museum-oriented arl object: the result of creative genius as opposed
1o manual labor {a distinction that parpetuates the power relations betwaen the arlist and those who work in his or
ner atglier), and, furthermore, the result of arfistic labor only, not the maintenance fabor that supports such labor.

23 For an account of Minimalism that argues that the sculptures pressured the terms of what is and is not scuipture,
see Rosalind Krauss, -Soulpiure in the Expanded Fleld,« in The Originality and the Avant-Garde and Other Modernist
Myths {Cambridgs, MA/London: MIT Press, 1985).

a The exhibition Women and Work was curated by Margaret Marrison, Kay Hunt, and Mary Kelly; Nightcleaners was

made by the Berwick Street Film Collsctive: Mark Kardin, Kelly, James Scolt, and Humphry Trevelyn. For the bast account

of Kelly's early practice, sse: Social Process/Collaborative Action: Mary Kelly 1970-75, ad. Judith Matsai, exh. cat.,

ancouver: Charles H. Scott Gallery, Emily Carr Institute of Art and Design, 1997},

Buchloh, »Conceptual Art 1862-1989,« 107,

Frazer Ward, »Some Heiations betwean Conceptual and Performance Art.« in Art Journal 86, no. 4 {Winter 1927).

33 In thig light, Xelly's PP can be seen as a direct attack against the Conceptual art of someone ke Joseph Kasuth,
for instance, but not, say, the work of Hans Haacke. However, Kelly's work also does serve to problematize the dorinant
reception of Conceptuat art as defined by male artists. For more on the historical context of the Post RPartum Document,
sae Juli Carson, =(RelViewing Mary Kelly's Post Partum Document,« in Documents 13 (Fall 1888).
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The Document’s numerous graphs and charts, in their standardized frames (a repetition
that thymes with Chicago’s), represent the labor of child care, labor normally abscured in
Western capitalist culture. One effect of the category of the mother as essential and biclogical is
to naturalize this labor, placing it outside of social conditiens, (It is telling that the PPD emerges
around the time of the idea of the »working mother,« as if mothering weren't already a form of
work.) Kelly’s refusal to image the mother impedes the paturalization of the labor of motherhood
{in Gatens’s words, »cross referenced with the private«). By submitting this labor to the public
and social fanguages of work and science, the Document countermands Conceptaal art’s main-
tenance of abstract relations berween public and private realms, revealing its continuation of a
modernist paradigm of art for art’s sake. (Indeed, if one of the primary responses to modernist
painting is »My kid could do that« or » What is that crap on the walls?« then Kelly’s inclusion
of her son’s soiled diapers could be seen as a joke at the expense of both Conceptual art and
modernist painting.} Kelly’s inclusion of maintenance labor also functions as an address 1o the
institution of the museum. She has said of the work, » As an installation within a traditional
gallery space, the work subscribes to certain modes of presentation; the framing, for example,
parodies a familiar type of museum display in so far as it allows my archaeclogy of the everyday
to slip unannounced into the great hall and ask impertinent questions of its keepers.«* This
»archaeology of the everyday« permitted Kelly to represent two forms of labor—artistic and
domestic—Dboth of which debunk the myths of nonwaork that surround both forms of re-produc-
tion {artist as genius, mother as natural). PPD stages the relations between artistic and human
creation as analogous, and by doing so interrogates the boundaries between public and private
reaims of experience. And if one premise of Conceptual art is that »anyone can do it,« then
Kelly’s work suggests that the same is true of the labor of mothering, for to de-naturalize such
labor is to make it non-gender-specific.

While Chicago and Kelly were extensively engaged with the public discursive fields of
Minimalism and Conceptual art, Ukeles’s explicit address of the museum makes her work an
carly instance of institutional critique.® By taking the normally hidden fabor of the private sphere
and submitting it to public scrutiny in the institutions of art, Maintenance Art explored the fic-
tional quality of the distinction between public and private. The performances demonstrated that
the work of maintenance is neither exclusively public nor private; it is the realm of human activ-
ities that serves to bind the two. Ukeles’s use of performance—her insistence that her »private«
body perform »private« activities in public space—seems to suggest that maintenance is a key
component of subjectivity, Yet it is one that often goes unrecognized, and instead is naturalized
through repetition into the status of »habit,« as opposed to being constitutive of identity, So one
effect of Ukeles’s performances is to show how institutions such as the museum unconsciously
help to maintain »the category of artistic individuality that emblematizes bourgeois subjectivity«
through its suppression of its dependence on the labors that keep the white cube clean.®

3 Mary Kebly, Post Partum Documert (Longon: Foutledge & Kegan Paut, 1988), xvi.

3 1 do net want 1o place these artists so firmly within specific categories that their work is seen 10 be either only
an instance of that »styles of work, nor do | want 1o suggest that these »styles- are in any way internally coherent.
Rather, | want to emphasize the ways in which these works are in conscious and explicit dialogue with the

predominant movarents of critical art of their period,
36 Frazer Ward, »The Haunted Museurn: institulional Critioue and Publicity,« in October 73 {Summer 1998): 83.
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However, when the bonding berween public and private realms is exposed, or when an
identity delineated by maintenance, as opposed to artistic expression, is foregrounded, the
»proper« functioning of the public institution is compromised. Ukeles’s performances dramatize
that when maintenance is put front and center, made visible, given equal value with art objects,
the museum chokes and sputters. For instance, The Keeping of the Keys wreaked havoc on the
museum’s normal workday. The piece so infuriated the curators, who felt that their office and
floor should be exempr, that when Ukeles announced that their office was to become a piece of
»maintenance ast,« all but one curator ran out of the office, fleeing both the artist and their own
wortk. The work stoppage that resulted from the systematic privileging of maintenance work
over other forms of work is a vivid instance of Carole Pateman’s argument that it is absolutely
structural to patriarchy and capitalism that the labor of mainterance remain invisible. When
made visible, the maintenance work that makes other work possible arrests and stymies the
very labor it is designed to maintain,

This work stoppage was not isolated. In Transfer: The Maintenance of the Art Qbject,
Uleles selected a female mummy housed in a glass case from the museum’s collection. Traditi-
onally, it was the janitor’s job to keep this case clean. In a ceremony staged for the camera, the
janitor relinquished his rag and cleaning fluid to Ukeles, who then cleaned the case as a »Main-
tenance Artist,« as opposed to a maintenance person, making what, she calied a »dust painting. «
After the mummy case was cleaned she stamped both it and the cleaning rag with a rubber
stamp certifying their new identities as »Maintenance Arr Works.« The stamped rag and the
cleaning fluid were then offered t0 the museum conservator, in the same ceremonial manner;
for the cleaned case, now a work of »Maintenance Art,« could only be cleaned (or maintained)
by the conservator.

The photographs of Transfer are accompanied by a hand-drawn diagram that resembles a
low-tech flow chart and details the ramifications of the transfer, mapping how one job {cleaning)
had been made the province of three different professionals (janitor, artist, conservator). The
goofiness of the chart is a send-up of the clinical »aestheric of administration« put fogth by many
conceptual areists and practitioners of institutional critique, although here the diagram mimes
managerial concerns with the division of fabor, as well.¥ This performance highlights the division
of labor that supports the aura of the artist’s signature, an aura the museam is dependent on for
its legitimacy {(and which it in turn legitimates), but in Transfer, anyone can use the maintenance
art stamp, compromising the value of the artist’s signature as a guarantor of art. More impor-
tantly, though, by insisting that everyone clean the mummy case, the performance intimates that
anyone can perform maintenance. Once again the public exposure of maintenance gums up the
waork of the museum, complicating the smooth, seamless, efficient functioning of the instirution.

Ukeles’s Maintenance Art performances combine slapstick humor and serious critique. This
aesthetic mixture (Karl Marx meets the Marx Brothers) is also found in the works of Martha
Rosler. Roster is perhaps best known for her two influential conceptual pieces The Bowery in
two inadequate descriptive systems {1974-75) and Vital Statistics of a Citizen, Simply
OQbtained (1977), both of which exposed the limits of representation and imported charged

3 The phrase »aesthetic of administration« is taken frerm Benjamin H. D. Buchloh's definiive »Conceptual Art 1962-1868.«
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potitical content into the field of Conceptual art. Her early collages and video works are less
famifiar. Many of these works focused on various aspects of cooking: the disparity between
starvation and gourmet meals; the cultural value placed on cooking, and the complicated hierar-
chies of who cooks and who serves what food. Several works transpose the language of cooking
and the language of art, forming a composite that alludes to the similarity between the termsg
wartwork« and »housework, « In ail of these early works—be they videos, film scripts, or post-
card pieces—Rosler frames the conviviality of food as a bodily necessity and pleasure that binds
all human beings. Yet lest such commenality give rise to humanise myths {as is the case with
Chicago’s work) she also casts the production of food as a form of maintenance labor, and hence
subject to the inequities of race, class, and gendex, that cannot be merely swept away under the
guise of things »private« or »domestic.« Similar to Ukeles's performances in both their rejection
of traditional artistic media and their focus on various aspects of maintenance labor, video works
such as Semiotics of the Kitchen and Domination and the Everyday turn a critical eye toward
the relations between public and private that shape our daily lives.

Both videos employ various strategies of diszanciation, yer, as in Ukeles’s performances,
such strategies are combined with a sometimes caustic, sometimes slapstick sense of humor.
In Semiotics of the Kitchen, Rosler stands in a kitchen and names various cooking utensils in
atphabeticat order and then mimes their uses {(»bowl,« she declares, and stirs an imaginary sub-
stance). Rosler »performs« the role of cook as if the stage directions were written by Bertolt
Brecht; straight-laced and purged of emotion, she discourages any identification on the part of
the viewer. (However, in the background we can sce a large book whose binding reads » MOTH-
ER,« suggesting a possible root cause for the character’s bizarre behavior.) The tape also lacks a
plot, offering a list instead of a story, further blocking »nrormative« identification. A broadly
drawn spoof on television cooking shows, the tape further discourages identification in that there
is nothing to cook, no recipe to complete, we are not asked to follow along with her activities.
Yet Rosler’s deadpan delivery is held in humorous relation to her slapstick-like performance of
nonexistent activities (recalling Charlie Chaplin’s Gold Rush, Rosler ladies an imaginary liquid
and then tosses it over her shoulder; instead of »slicing« or »cutting« with the knife, she aggres-
sively stabs at the air), The exaggerated sense of physical labor means that her everyday kitchen
gestures border on the calisthenic. The work’s humor and deliberate foiling of the maintenance
labor of cooking (if the kitchen had any actual food in it the ser would have resembled the after-
math of a food fight] recalls Ukeles's stapstick aesthetic, Indeed, to think of the two works in
tandem is to heighten the way in which the works are designed in part to provoke an extremely
ambivalent response on the part of the viewer. Should we giggle or shudder at the trapped quality
of Rosler’s stightly maniacal home cook? Do we laugh knowingly at Ukeles’s »floor paintings, «
with their explicit evocation of the grand painterly gestures of Jackson Pollock, ar do we feel a
tinge of shame at the public display of a woman who cleans up after us? Responses are rendered
ambivalent, in part because both Rosler and Ukeles have combined an aesthetic of identification
{traditionally associated with second-wave feminism} with one of distanciation (usually affiliated
with poststructuralist feminism); and they have done so, in large measure, by showing us the
fault line between things considered private and things consicered public,
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Rosler deals with this problematic even more rigorously in Domination and the Everyday.
Selé-deseribed as an »artist-mother’s *This is Your Life,’«* the tape begins with an image of
Chiean dictator Augusto Pinochet. The image track quickly becomes layered, as a steady stream
of disparate pictures——family snapshots, mass-media advertising, photographs of political leaders
and artists—Fills the screen, Scrolling along the bottom of the screen is a dense theoretical text
analyzing the problem of class domination and the relation between those who make culture and
those with political power, arguing that »the controlling class also controls culture.« Deploying l
2 classic strategy of filmic distanciation, the sound and image track are separate. Accompanying
this already dense visual field is a simifarly doubled soundtrack, as we heas, simultaneously, the
real-time conversation between Rosler and her young son as she readies him for bed, and a radio
interview with the famous art dealer Irving Blum.

Here the everyday labor of mothering, of feeding, bedtime stories, and cleaning, is laid down
next to humanist art discourse, Marxist analysis, and the cruel facts of political domination;
their pelyvalence renders them, if not entizely equivalent, at least impossible to hierarchize. As
one track among many, it is hard to privilege the everyday labor of Resler’s mothering, as hard
as it is to keep any one of the tracks in focus above the others, as each interrupts, overlaps, syn-
chronizes, and seems incommensurate with the others. To this end, Domination and the Every-
day does something slightly different from the Maintenance Art performances. Rosler does not
isolate the labor in order to show it, nor does she engage the literal public spaces of the museum.
Rather, by placing maintenance labor as one competing factor among many, one ingredient
among many that blend together to form the everyday, she shows it to be as structuring of our
lives as other, seemingly invisible structures—political domination, for instance. For Rosley, the
question is how to make the connection between the brutal regime of Pinochet and the ideology
of first world bedtime stories; how to understand the relays between Irving Blum’s blather about
the genius of Jasper Johns and the laconic address of mother te child, as she slowly persuades
the boy o get ready for bed. What do all these things have to do with one another? The tape
insinuates that they are related in our inability not only to recognize them (they are too layered;
they compete too steadily for our individuated attention}, but further, to draw any meaningtul
connections berween them. A sentence scrolls by: »We understand that we have no control over
big events; we do not understand HOW and WHY the ‘small” events that make up our own
lives are controlled as well.«

Domingtion and the Everyday proposes that the public sphere is more than simply the
space of the traditional institutions of the bourgeois public sphere (e.g., the museum). Instead,
Rosler’s work images a public sphere reorganized by, and shot through with, the effects of tele-
vision (hence her use of video). Eschewing both the traditional venues and mediums of »art,«
she turned instead to mediums not sanctioned by the art establishment {video, postcards, and
performance works), mediums that presented difficulty in terms of distribution—showing distri-
bution to be as important an element in the art process as consumption or production.®® While
Chicago, Kelly, and Ukeles are explicit in their address of more traditionally defined public

38 The tape is calied this in the descriplive list of Rasler's works found in Martha Rosfer: Positions in the Life World,
ed. Catherine de Zegher, exh. cal. (Birmingham: kon Gallery, Vienna: Generali Foundation, 1968},
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Martha Rosler, Domination and the Everyday
{1978), video still

space, Rosler’s work is an early instanciation of the changing parameters of such space, the very
despatialization of public space. However, while notions of what constitutes the public may shift
the society of the spectacle hardly operates without the structural role of maintenance labor.
And Rosler’s works make clear that we not only have to value that labor as such, but that one
way we might be able to do that is to articulate the relations among and between different forms
of dailiness: the everyday for her being an ineluctable mixture of politics, culture, and mainte-
nance activities. (This is one way Rosler refuses a fetishization of the everyday as a retreat from
polizics.) To perform this articulation is to be willing to tear away at the layers and veils of ide-
ology that not only separate people from one another but also render various aspects of daily
tife radicaily disjointed. And it is here that the function of maintenance as an activity that forms
a bond between public and private realms becomes so important. Rosler’s work refutes the either
unknowing or unwilling acquiescence of people to systems of domination, be they ideological,
cultural, or political. Yet such refusals do not operate strictly in the negative, as Domination
and the Eyeryday ends on a decidedly utopian note:

1

It is in the marketplace alone that we are replaceabls, because interchangeable, and unti! we
take control we will always be owned by the culture that imagines us to be replaceable. The
truth, of course, is that NG ONE can be replaced ... but there wili always be more of us, more
and more of us, wilEing to struggle to take control of our lives, our culture, our world .. which
to be fully human, we must do and we wiil.*

My work is a sketch, a line of thinking, a possibility.
Martha Roster

39 This is perhaps why Vital Stalistics and The Bowery are her most well-known works, in that each could be disseminated
more easily In the form of photography, and hence traveled better through the distribution network of art magazines,
cte. (For instance, Vital Statistics is usually represented as a photograph, while the video is not often showr.)

40 Rosler, in de Zegher, Martha Rosier: Pasitions in the Life World, 31.

41 Berjamin H. D. Buchioh, »A Conversation with Martha Rosler.« in de Zegher, Martha Rosler: Positions in the Life World, 31,
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I have been arguing that the aspect that binds these works together is their concern with the
problems of labor and pelitical economy and their address to the public institutions of art! By
importing explicitly domestic or private content {Chicago and Kelly) or by substituting the
notion of domestic labor with maintenance labor {Ukeles}, or by insisting on the equivalence
between maintenance lakor and other forms of domination (Rosler), all four artiss explore the
interpenetration between public and private institutions. This is netable, for in each instance
the various institutions of art have wanted precisely to suppress the public address of the works. '
This is why, for instance, The Diuner Party is accused of being too kitschy, for Chicago has
smuggled the decorative and the domestic into the modernist museum.* So, too, the familiar
disparagement of the PPD, that it »should be a book,« is a desire to deny its place in the public
space of the museum, to suppress the non-naturalness of motherhood as a legitimare public dis-
cussion. Rosler’s work has received the east »proper« art world attention {she was only recently
the subject of a European-initiated museum retrospective). Her explicit desire to envision an art
practice that addressed a more diffuse notion of the public sphere and a more expansive notion
of art has meant that many of her early videe works on food and cooking and her postcard
pieces that deal with domestic labor remain difficult to see. Finally, and perhaps most selling
of all, the Wadsworth Athenaeum kept no records of Ukeles’s Maintenance Art Performances,
recatling Miwon Kwon’s observation that when the work of maintenance is welt accomplished
it goes unseen.”

Another aspect that binds these works is that each participates in what Fredric Jameson calls
the »laboratory situation« of art.# All four works submit various »givens« about the way the
world works to a type of laboratory experimentation. For instance, the body and pexception are
questioned by Minimalism; the status of the art object is queried by Conceptual arg; the medium
of video places a strain on both art institutions {in terms of distribution} and the viewer {in terms
of expectation); and the regimes of power embedded in the museum are articulated by institution-
al critique. Yet I would contend that these artists add yet another layer to these »laboratory
experiments,« for embodied in each work is a proposition about how the world might be differ-
ently organized, Woven into the fabric of each work is the utopian question, » What if the world
worked fike this?« Chicago offers us the old parlor game of the ideal dinner party, and suggests
that the museum could be a site for conviviality, social exchange, and the pleasures of the flesh.
Kelly’s work intimates the desize for a culture that would bestow equal value on the work of
mothering and the labor of the artist; so, too, the work’s very existence points toward a different
model of the »working mother. « Rosler images a polyvalent and dialectical world where the
demnands of work and pleasure, and the seeming separation berween culture and domination,

42 For more on the charge of kitsch launched against The Dinner Party, see Amelia Jones's »The ‘Sexual Politics of

The Dinner Party: A Critical Comext,« in Sexual Politics: Judy Chicago's Dinner Party in Feminist Art History.
43 Conversation with the artist, summer 1997, See Miwon Kwan, »in Appreciation of Invisible Work: Mierle Laderman
Ukealas and the Maintenance of the White Cube,« in Documants 10 (Fall 1997}
Fradric Jamason, ~Periodizing the 1860s,« in The Sixlties Without Apology (Minneapolis: University of Minnesota Press,
1984), 79. Additionally, Martha Roster has said of her own work: »Everything | have ever done ['ve thought of ‘ag if:
Evary singie thing | have offered to the public has been offered as a suggestion of a work ... which is that my work is
a skelch, a ine of thinking, a possibility, In »A Conversation with Martha Rosler,« in de Zegher, Martha Rosler: Positfons
in the Life World, 31.
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are heid in a constant tensile relation to one another. Ukeles’s work, again, may be the most
explicit in its utopian dimension, its literalness a demand beyond requal time equal pay« or
the »personal is political,« for hers is a world where maintenance labor is equal in value to
artistic labor—a proposition that would require 2 radically different organization of the public
and private spheres,

Feminism has long operated with the power (and limitations) of utopian thought, It is
telling, then, that these artists have dovetailed the »what if« potential of both art and feminism.
Yet they have not collapsed the distinction between art and life; rather, they have used art as a
form of legitimated public discourse, a conduit through which to enter ideas into public discus-
sion. So while all of the works expose the porosity between public and private spheres, none
calls for the dismantling of these formations. Fictional as the division might be, the myth of a
private sphere is too dear to relinquish, and rhe public sphere as a site of discourse and debate
is too important a fiction for democracy to disavow. Instead, these pieces have articulated some-
thing similar to the utopian thought of feminists like Moira Gatens, and, more recently, Druciila
Cornell. As Gatens argues, »To effect the total insertion of women into capitalist society would
involve the acknowledgment of the ‘blind spot’ of traditional socio-political theorizing: that the
reproduction of the species, sexual relations and domestic work are performed under socially
constructed conditions, not natural ones, and that these tasks are socially and economically nec-
essary.«* She suggests a new model of the body politic, one that would be able to account for
the heterogeneity of its subjects and their asymmetrical relations to reproduction, sexuality, and
subjectivity.

Such utopian language is vague, and for some time now such vagueness has produced frus-
teation or dismissal. However, this is 2 utopian language without the problematic proscriptive
nature of previous utopian thought. Similarly, it is not a theoretical language that ends with a
description of a system or an ideology. Instead, it offers speculation. At the end of Femtinism
and Philosophby, Gatens calls for representations, both symbolic and factual, of future concep-
tions of sociopolitical and ethical life. And in At the Heart of Freedom, Drucilla Cornell writes,
»There is a necessary aesthetic dimension to a feminist practice of freedom. Feminism is invari-
ably a symbolic project.«* It is within the tradition of art as a laboratory experiment that
Chicago, Kelly, Rosler, and Ukeles engage in speculative feminist uzopian thought, each artempt-
ing to rearticulate the terms of public and private in ways that mighr fashion new possibilities
for both spheres and the labor they entail. But this is not a call for a utopian field in which all
parties agree on the terms of the discourse, decidedly not. While all four artists are bound by
their interest in labor, their address to questions of public and private, and their pointed cempli-
cations of the (now) standard narratives of postwar advanced art practice, they clearly differ in

4 For morg on the importance of privacy, see Drucilla Cornell, At the Heart of Freecarm: Feminism, Sex, and Equality
{Pringeton, NJ: Princeton University Press, 1998). Cornell despatializes privacy by insisting on the idea of an imaginary
domain. The imaginary domain is a site {both imagined and astualized), where persons are free o aricuiate Lheir desires
with the historical pretections of the idea of »privacy.« By despatiatizing privacy she is able to unhinge it from notions of
private property, notions which have been legally disadvantageous for women {with reqard to domestic violence, for
ingtanca),

a6 Gatens, Ferninism and Philosophy, 129.

47 Cornell, At the Meart of Fresdom, 24.
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contentious and important ways. While this essay has valorized a2 moment of obscured affinity,

this is not to say that such affinities should be privileged as such. Difference is crucial for utopi-
an thought, in that utopia (like democracy} has the potential to offer discourses marked precise-
ly by disagreement and contestation. For some time feminism has labored under equally false
ideals of harmony or superiority. What seems increasingly necessary in our putatively »postfemi-
nist« age is a feminism vibrant enough to encourage dissension and conflict without closing off .
considerations of poin:s of contact, moments of unexpected convergence. Thatr 1970s art work
informed by feminism is currently a site of intellectual energy is perhaps due 1o the problems of
labor that shape cur current public sphere: from the »end« of the weifare mother to home offic-
ing; from the new threats to privacy made possible by the ever-expanding role of the Internet in

the lives of people in developed nations to the multinational corporate reorganization of public
space. These issues seem to run through the fabric of our daily lives with astounding thorough-
ness. if the politics of the 1970s were marked by various battles for equality, and the politics of
the 1980s were shaped by struggles over the politics of representation under the Reagan/
Thatcher era, where the spectacle reigned supreme, then the core of contemporary politics may
be shaped largely by the reciprocity and contested relations between the public and private
spheres and the forms of labor that support them.







Lyqia Clark, Planos em superficie
modutada n°t {1957}



&7

Ricardo Basbaum

Within the Organic Line and After

When the Brazilian artist Lygia Clark invented the organic line in 1954, she had no way of
suspecting this gesture would prove to be decisive for the development of contemporary art and
thought. After all, several of the trends of the post World War Il period through to the 1960s
were intent on finding an escape from the linearity of dialectics. The organic line is a line that
has not been drafted or carved by anyone, but results from the contact of two different surfaces
(planes, things, objects, bodies, or even coacepts): it announces 5 way of thinking beyond the
logic of true or false, without awaiting a synthesis of previous counterparts to evolve—it points
to a way of thinking »without contradiction, without dialectics, ... thought that accepts diver-
genc'e; affirmative thought whose instrument is disjunction; thought of the multiple. ... We must
think problematically rather than question and answer dialectically. «* The organic line does not
have the touch of human hands, thus revealing 2 process of creation through another mind-body
articulation—everyone familiar with Lygia Clark’s work from the 1960s and 1970s understands
the radical meaping of such a gesture—the creation of the organic line should not be underesti-
mated. If we follow her writings in which she reveals how she argived ar this discovery, it’s inter-
esting to see the artist’s incredible lucidity—highly aware of medern arc’s developments—
appropriating small events around her {a Duchampian gesture, although not assumed as such,
in which she escaped the object in favor of the »event« quite early on} to establish a continuity
between the artwork and the real wozld, between art and life.

Lygia Clark liked to exemplify the organic line as the one we can see »between the window
and the window-frame or between tiles on the floor «®she states that it first appeared when she
was observing the line that formed where a collage touched the passepartout paper, in the frame.
This was in 1954—«I set aside this research for two years because 1 did not know how to deal
with this space set free «®—and then in 1956, when she found the relation between this line and

T Miche! Foucault, »Theatrum philosoficum,« (1976} in Language, Counter-Mernory, Fractice: Selected Essays and
nterviews {Oxford; Blackwell, 1977}, 185-86.

2 Guy Brett, »Lygia Clark, lhe borderiine between art and life,« in Third Text, no. 1 tAutumn 1987): 67.

3 Lygia Clark, »Lygia Clark @ 0 espago concreto expressional,« in Lygia Clark, exh. ¢at. {Barcelona: Fundacié Antoni Tapies,
Paris: Réunion des Musées Nationaux, Marseille: MAC, Galeries Contemporaines des Musées de Marseille, Porto:
Fundacdo de Serralves, Brussels: Société des Expositions du Palais des Beaux-Arts, 1998}, 83. Originally published
in Jormal do Brasil, 2 July 1959, {Own translation)
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the adjoining lines encountered in doors, floors, and windows, she created the designation
»organic line«: »it was real, existed in itself, crganizing the space. It was a Hine-space.« Clark
was particularly aware of how these lines acted »to modulate all of a surface,« and stated that
her major plastic problem was then »simply the valuation or devaluation of this line, «* A short
while later, in 1958, the art critic Ferreira Gullar had already observed that »little by lictle, the
organic line ... becomes the structural determinant of the picture,«® Because »it is a timit berween
bits of space, ... it is space,« Guilar goes o, the artist began making it manifest outside of the
painting’s surface; as an »external line ... between the painting and the outside space.« Lygia
Clark had managed in just a few short years to transform an apparently formal problem within
the picture’s protected surface into a matter that questions the very nature of the artwork in
relation to real space: with Clark, contemporary art is necessarily an investigation of the art
field’s borders in terms of its relationship to the continuity of mind-body, in which the senses—
all, not only the visual~contribute to producing a way of thinking that is altimately the produc-
tion of a body: the production of life-forms.

In order to make Lygia Clark’s first steps more precise, in terms of actual artworks, it is
important to note that her process of »discovering« the organic line,? playing with it within the
paintings’ surface, and then shifting it progressively to the borderline between art object and
real space, can be traced in terms of a very clear set of works—such development is described
clearly by Ferreira Gullar in his famous article, quoted above: more than a sort of classic piece
of art criticism in terms of the Brazilian historiography, Gullar’s text is also exemplary in the way
it depicts Clark’s investigation as entirely linear step-by-step research-—the contemporary reader
is granted a reading that affords the »pleasure« of having closely foliowed the artist in her
achievement; and is left with at least one question: was Lygia Clark’s investigative method really
50 linear? Art, viewed from an »after-modernism-perspective, « is a matter of moving in several
directions simuitaneously and confrenting several impasses—in fact, closer 1o a non-linear and
chaotic process. But Gullar describes a transparent and direct accomplishmens: {1} breaking the
frame; {2) using the organic line to modulate the surface; (3} getting from the plane to the space,
having the organic line as the border in between »real« and »fictional« space.” Interesting is to
perceive, some decades later, how both—the artist and the writer—were immersed in the mod-
ernist creda, in the sense of having linear project development as the »snorm« or standard mode
of progress. Yet art should not be naturalized as a project-oriented task, nor should Clark and
Gullar’s testimonies of their procedures be taken as the objective description of a process, which
we can easily comprehend as much more complex than merely following a straight line from
dark to light. Nevertheless, their testimonies demonstrate the crucial role that both artist and

&

Lygia Clark, »Conferéneia pronunciada na escola Nacional de Arquitetura em Baio Morizonte em 1858, in Lygia Clark,
1998, 72. Originally published in Didrio de Minasg, 27 January 1957, ([Own transiation}

Ferreira Gullar, »Lygia Clark — uma experiéncia radical « in Etapas da arte contempordnea: do cublsmo a arte
necconcreta (Rio ge Jangire: Editora Revan, 1988}, 278, Originaily published in 1858, (Qwn translation)

The artist always referred to this gesture as »discovery,« rather than »invention« or »creation,«

7 Two other important writings from Ferrelra Guliar, where he discusses the passage from neoplasticisrs 1o neoconcrete
art--from Mondrian's »fictional« space to the neocangrate non-obiect instailed inte the »reaby world, are the »Neoooncrele
manifestos {1258} and the »Theory of the Non-object« {1960). They are reprinted in Gullar, »Etapas da arte.« 283-88 and
289301, An E£nglish version of the »Necconcrete manifestos was published in Cotober 69 (Summer 1994y g1-85.
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WITHIN THE ORGANIC LINE AND AFTER 29

writer played in guestioning art’s conditions in their time and in promoting solutions that offered
aew ways to move out of the crisis of modernism in the 1950s.

Three series of works mark the achievement of the organic line and its further development
ingo pieces that unfold into the real space: the Quebra da moldura {Break of the Frame) series,
from £954, depicts the progressive integration of the painting with its frame-—twa of the indi-
vidual paintings are titled Descoberta da linha orgdnica (The discovery of the organic line).
Like in the other examples from this series, we see a sort of central core where a certain event
takes place (through geometric forms or color surfaces)—it is important to say that the event is
not restriczed to the center, buz slides to areas alongside the paintings’ borders, Their specificity
resides precisely in the fact that the paintings’ dynamics, in its entirety, takes part in the work’s
surface as a whole, making it a painting that is becoming an object as well, There is a borderline
inside, which operates as an internal limit that does not prevent things from crossing but modu-
lates the internal space. In the two series that follow, Superficies moduladas (Modulated sur-
faces; 1955-36) and Planos em superficies moduladas (Planes in modulated surfaces; 1956~38},
the surfaces become more solid and concrete, as the canvas is abandoned in favor of woodcuts
that are mounted over wood: the cut pieces—initially colored and then reduced to black and
white—are displayed side by side, separated by organic lines (or space lines), which take more
and more of a struceuzal role in the works. For Ferreira Gullar, it is the painting Planos em
superficie modulada n°1 (1957) that indicates the leap forward: the two juxtaposed wood
plates leave between them »a half centimeter separation that consticutes 2 line of void, of empty
space, which cuts the surface in an irregulas, diagonal mode«-—the organic ine—but »the differ-
ence is that now the line is left chere, created there, to irrigate the painting’s surface with real
space.«®

Kiein x Clark

In the 1950s, Yves Klein was another artist contributing with work around the notion of
the void, the emptiness. It is very well known thar he developed a quite consistent and coherent
body of work in just a few years, which departed from monochrome paintings to reach the blue
as »pure color,« as well as the immaterial as a realm and concrete dimension. Both Klein and
Clark are among those artists who successfully dealt with the heritage of classical modernism, in
the sense that they managed to confront the crises following the post-war/post-avant-garde peri-
od, and discover a productive way out of a few of its dead ends. Their work functions as a true
gateway opening to large passages throughout the following two decades, providing references
that disperse to almost all of the subsequentiy emerging trends and movements—Conceptual art,
performance, Happenings, earth-works, bodyart, experimentalism, etc; the names Jasper Johns,
Robert Rauschenberg, and Piero Manzoni can be mentioned in this context. Truly remarkable
is that they inkabit a sort of surning point from where multiple lines of flight epen up, not only
pointing to a future yet to come, but more precisely, announcing art’s present state as an

8 Ferreira Gullar, »A trajetoria de Lygia Clark,« in Lygia Clark, 1898, 82,
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Lygia Clark, Descoberta da iinha
orgénica (1954}

expanded territory of investigation, invention, and resistance.® They most certainly experience
another use of history, in which »the dilated present reveals a change from the—modern-habi-
tus of organizing multiple representations of the same phenomena as evolution and history to
the—post-modern—habitus of treating them as variations available simultaneonsly,«*

However, although Klein and Clark reveal certain parallel preoccupations with the presence,
operation, and meaning of the empty space—-and in relation to their respective art and cultural
contexts play the role of »filtering« (establishing breaks, threading links, producing lines of
flight) certain avant-garde practices in order to keep investigation updated, pointing to open up
possibilities—they also demonstrate positions that emphatically differ one from the other.
Confronted directly, their strategies unfold in opposite sorts of ways——the mystical and transcen-
dent Yves Klein and the organic and immanent Lygia Clark. Around the same time—the 19505—
Klein was alse experimenting with the plane and the surface, but in terms of the monochrome,
since for him it was a matter of obtaining maximum intensity: »it is through color that I have
flittle by lictle become acquainted with the Immaterial. «** But his self-declared engagement with
monochromatism led him to reject juxtaposition and the line-—the same operation that was pro-
ductive for Clark, Klein strongly rejected: »I precisely and categoricaily refuse to create on one
surface even the interplay of two colors. ... two colors juxtaposed on one canvas prevent [the
observer] from entering into the sensitivity, the dominance, the purpose of the picture. ... one
can no longer plunge into the sensibility of pure color, relieved from all outside contamination. «
This rejection of internal borders or limits indicates that for him there was no possibility for
lines and divisions (that is, the recognition of difference} to somehow become productive within
his art systern; his »leap into the void« not only points to the absence of any ground whatsoever

s Some of the issues pointed cul hore are resurned in my essay »Qualio caracteristicas da arte nas Sociedades de
Gontroles {Four Characteristics of Art In the Cantrol Society} from 1882, Publishad in Ricardo Basbaur, Além da
pureza visual {(Porto Alegre: Editora Zouk, 20086},

1 Hans-Ulrich Gumbracht, »Cascatas de modernidade,« in Modernizagdo dos Sentidos (380 Paulo: Editora 34, 1998),
22-23.

1t Yves Klein, ~Sorbonne Lecturé .« in Art in Thaory 1900-1880: An Anthology of Changing Idaas, ed. Charles Harrison
and Paul Wood (Oxford: Blackwst, 1992}, 803-805. The subseguent quotes from Kiein are extracted from this text,
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{otherwise his body would be facing too literally a »borderfine shock«), it also dismisses the
existence of any line: »I felt more and more that the lines and all their consequences, the con-
tours, the forms, the perspectives, the compositions, became exactly like the bars on the window
of a prison.« Here, the line has no function of mediating the encounter of two different contact-
ing entities exactly because there is no perspective of such meeting, as far as the aim is to move
to a space where »in the realm of the biue air more than anywhere else one feels that the world
is accessible to the most unlimited reverie. It is then that a reverie assumes true depth«—for »blue
has no dimensions, it is beyond dimensions. «

Immediately obvious is that both artists relied on the current image of the »window« as a
metaphor for art’s condition. Assuming that the modern era’s start is marked by the Renaissance’s
perspective devices, which permitted a break with Plato’s mimesis and the initiation of develop-
ment and progress in terms of artificial means,” the »windowe« is the classic referential image for
Western art, present from Leonardo Da Vinci to Marcel Duchamp: how to deal with the passages
from art to life {and vice-versa) that indicate the autonomy of the art object and its connectedness
with the real? Although during the development of perspective, painting was compared to a
»window« opened to the outside, for Clark {who had her production departing from construc-
tivist tradition), the »window« was the source of the organic line—not a matter of looking
through, but of being aware of the limits between the frame and the architecture/world; but
Yves Klein kept his eyes attached to the window’s surface, anxious to enter its stifl metaphysical
depth, perceived as some sort of protection from the impurity of the world. However, what is
interesting to extract from the Clark-Klein confrontation—betiween versus beyond—is how
both faced a similar problem at the same time but got different responses and pointed to diverse
practices.

Art & life, silence, membranes

Somehow, Jasper Johns, Roberr Rauschenberg, and Piero Manzoni also touch on a similar
problem having to do with »emptiness, borders and lines«—to remain with dematerialization
(in all its different inflections}, which proved decisive for Conceptualism and Conceptual art,
and was accepted as one of its braads. Both Johns and Rauvschenberg were taken into John
Cage’s philosophy, performed, via Zen, ia the border between are and life: two of his written
pieces make this point absolutely clear.™ The two texts, it is important to mention, were con-
ceived according to Cage’s composizional methods, which accept the presence of empty spaces
among the blocks of writing (these become silences in the moment of the reading performance).
For »Jasper Johns: Stories and Ideas,« he writes, »[ decided for the plan to make use ... of my
Cartridge Music,« which (s composed of »a series of materials with usage instructions«—

iz The phitosopher Gerd Bornhelm indicates how, since Renaissance, the concep! of =imilation« (from Plato’s mimasis)
is replaced by the concept of »copy.« The iatter is concelved of as artificial imitation, as it is produced by the means
of a ool developed by human ingenuity, which progressively replaces God as source of knowledge, See Gerd Bornhelm,
Paginas de Filosofis da Arte (Rio de Janeiro: Uapd, 1838), 117-30.

33 See John Cage. »On Robert Rauschenberg, artisl, and his work,« {1861) in Silence {Hanover, NH: Wesleyan Universily
Press, 1973), 98-108, and »Jasper Johns! stories and ideas,« in A Year from Monday: New Lectures and Writings
{Hanover, NH: Wesleyan University Press, 1867), 73-84. The subsequent quates are extracted from both sources.
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Piero Manzoni, Cdnsumpfion of dynamic
art by the art devouring public (1960}

through various operations; Cage arrives first at the structure and content of the text, and only
then starts the proper writing. » The empty spaces are consequence of the same method. In the
ora} presentation ... the spaces correspond to silence.« For the readet/listener, the pieces on: Johns
and Rauschenberg invest in a mix of Cage’s comments, quotes from the artists, and several daily
episodes from moments when they meet, talk, work, or just perform life in its intensity {common,
vivid unimportant instants): »There is Rauschenberg, between him and what he picks up to use,
the quality of encounter. ... But now we must have gotten the message. It couldn’t have been’
more explicit. Do you understand this idea? Painting relates to both art and life. Neither can
be made. (I try to act in that gap between the two.) The nothingness in between is where for
no reason at all every practical thing that one actually takes the time to do so stirs up the dregs-
that they’re no longer sitting as we thought on the bottom.« Here it is necessary to recall 4
Rauschenberg’s decisive erasure gesture made in1953, as a moment that indicates a change in
the perception of history (space-time), showing that linear progress was no longer operative,
and that the productive act should be interventionist—opening spaces between existing things,
»additive subtraction,« according to Cage, who writes: »The relationship between the object
and the evenr, can the two be separated? Is one a dezail of the other? What is meeting? Air?«
The Manzoni situation can be interpreted as 2 conflict involving, on the one hand, a taste
for the absolute beyond infinite purity (similar to Klein’s) and, on the other, a finite preoccupa-
tion with the body in all its proper immanent limits—clearly, not an easy dissention to adminis-
trate. His basic statement began with a reaction opposing the saturation of the painting’s surface
{like Rauschenberg}, ¢laiming its liberation: » A surface with limitless possibilities has been
recduced to a sort of receptacle. ... Why not empty the receptacle, liberate this surface? Why
not try to make the limitless sense of total space, of a pure and absolute light, appear instead?«*
and, in search of purity, he also pointed to a difficulty (again, like Klein) to administrate con-
flicting pairs of chjects or events {continuous or not): »two mawched colors, or two tones of the

14 Flero Manzoni, ~Free Dimension,« in Harrison, Wood, Art in Theory, 709-11. All the subsaquent guotes come form
this source as well as from Piero Manzoni, »Some realizations... Some experimentations... Some projects... .« 1962,
hitp:/fhome.sprynet.com/~mindweb/page14.htm.
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same color are already an alien element in the concept of & single, timitless, totally dynamic sur-
face«—for Manzoni, if »infinity is strictly monochromatic,« it is »colorless.« Also the lines need
to escape formal practice through the absoluteness »beyond all pictorial phenomena,« and in
Manzoni’s system »it can only be drawn, however long, to the infinite, beyond all problems of
composition or of dimensions,« as »there are no dimensions on total space.« But what is of par-
ticular importance for Piere Manzoni, pointing to a significant shift suirable for his proposal as
compared ro the mystical Yves Klein, is the emphasis on »total freedom« as the result of » pure
matter ... transformed into pure energy «-this shift is so important that subsecuently »the entire
artistic problematic is surpassed«: this leads Manzoni to tocate his practice in the region of
becoming {»the transformarion must be total«), which indicates that his project is not completely
subsumed under a rranscendental and perennial goal. As he states, »a colorless surface ... simply
4g°. ... the total being ... is pure becoming.« Because he considers existence to be a value in and
of itself, Manzoni can easily move from the Achromaes to the other series of works that deal
direetly with the limits of the body and its fluids—the formal problem is sclved when »the sur-
face only retains its value as a vehicle« and he can then open the perspective of directly involving
the concrete, biological, mechanical, impersonal, and nen-subjective body (»there is nothing to
explain: just be, and live«}. The Bodies of Air is a key-piece for the artist’s leap, as it comprises
»the membrane and the base« (in Manzoni’s words), as a receptacle »that one can let down or
fill at leisure«: the piece is his first to deal with the problem of designing some container object
10 involve organic fluids {breath, shit, blood}, which shouldn’t be seen as a »form« versus
»formlesss confrontation, but a much more intriguing problem of re-conceprualization of formal
vocabulary, by means of experimenting with new uses for the issues of »line« and »surface«
{Manzoni remiads us: »all intervention destined to give them [the pneumatic sculptures] a form,
even formiessness, is illegitimate and illogical«). His conceptual operation resews comprehension
of ¢he surface a5 »vehicle« and the line ag »membrane«-—both were used and experienced in a
variety of modes in the few years of the artist’s intense existence (he died in 1963 at the age of
twenty-nine): the proposition The consumption of dynamic ari by the art devouring people
(1960) invests in distributing the artwork through the spectator’s body through a viral contami-
nasion-like strategy-—Manzoni imprinted his thumb into a number of hard-boiled eggs and

»the public was able to make contact with these works by swallowing the entire exhibition in
70 minutes;« the Living sculptures (1961} had the body’s skin as a dynamic surface, which,

as an zctive membrane, would be touched by his signature providing its sransformation into

an are piece, a bio-sculpture ready {perhaps) to produce a modification of the environment in
the recognition of the subject’s permeable condition in terms of inside/outside exchange. This
operation continued with the Magic Base (1961) series, where a wooden plinth would mediate
the rransformation of ordinary bedies into living sculptures—with the most ambitious piece
being the Socle du Monde (1962), where the whole planet was meant to be displayed at the
base, conceived as a platform for transformation. it is remarkable to see how Piero Manzoni
creates a shift from a preoccupation with the absoluteness of pure space to the gesture of work-
ing on structures for mediation—~membranes, vehicles—that locate his artistic program within
the issue of thinking abour the space between things: How to open thae space? How is this
space produced? What kind of operation is it possible to develop there?
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Dematerialization and discourse

In gaining access to the empty space through this matrix, the operative possibilities of
»dematerialization« are foregrounded; not as an alternative to escape from the art object, leaving
it behind, but as a set of tools that point to the need to consider the cantact zones or interfaces
(internal or external) as one of the constitutive layers of any artwork, not necessarily more or
less important than its other traces bur fundamental for its functioning, eperation, and existence.
Note that in the situations indicated above, the lines of contact or empty spaces had 1o be
extracted or built berween given structures or events, by means of complex operations, simulta-
neously plastic and discursive. Historicatly, Conceptual art has usually been considered a moment
in contemporary art when artists decided to strategically emphasize the discursive component of
their practices, making it preeminent in exhibitions and related areas {text, magazine, newspaper,
outdoors, public spaces, etc)—dematerialization was generally adopted {even if not all artists
accepted the term) as a consequence of the decision to escape aestheticism and formalism, of not
wanting to play with art only visually. Terry Atkinson, for instance, one of the main protagonists
of the period, commented on »theory-ebjects« and a »technigue of content-isolation,« and also
on relating to objects by »reading-looking« at them:™ for him and his group it was fundamental
to preduce an inversion of the established order—not the visual, but the discursive layer as
»first-order information«--to develop a discussion engaged in the art fields word architecture
characteristic. Such a diagnosis, however, reveals a presupposition that a hierarchical structure
in fact exists, one which would envelop the discursive dimension of art as secondary or alien to
the art work and practice: therefore, many voices from the period promptly echoed the observa-
tion (and demand from the time) that artists were thus »working with what, in the visual art
context, is traditionaltly recognized as the medinm of the art-critic and art-historian, < that
»conceptual artists take over the role of the eritic in terms of framing their own propositions,
ideas, and concepts,«' and that »this art both annexes the functions of the critic, and makes
the middleman cnnecessary. «'®

Now, forty years later, it is very clear that the conceptual artists were fighting against the
role of visual-formal-artist imposed on them by a specific (rich, powerful, and dominant} art
system (comprising mainly the U.S./European axis)}—where »z new kind of patrenage« emerged,
one that purchased art »at record rates,« due to the fact that the »circumstances were favorable,
as the 1960s were boom years in economic terms and the future promised endless growth. «**

Pt

s Tarry Atkinson, »Concerning the article denominated "The dematerialization of art,'« in Conceplual Art: A Critical
Anthology, ed. Alexander Alberro and Biake Stimson {Cambridge, MA/London: MIT Press, 1999), 52-85.

Atkingon, »Concerning the article,« 5455,

Ursula Meyer, »introduction,« In Contepltual Art (New York: Dytton, 1972), viii,

Joseph Kosuth, »introductory Note to Ar{-Language by the American Editor.« in Art After Philosaphy and After:

Coffecte Writings, 1966-7980 (Cambridge, MA/London: MIT Press, 1991}, 39.

Alexander Alberro, »The contradictions of conceptual art,« in Gonceptual Art and the Politics of Publicity {Cambridge.,
MA/London: MIT Press, 2003), 1-24. Atthough the author warns that his description has »a New York bias,« it is possible
16 take It as a valid account for the big change from modernism to comemporary art, whan New York ook the place of
Paris as the world's art capital—dramatic changes affect the status and the image of the artist, the ast critic, the gallerist,
as well as all the olher roles characteristic of the art circuit.
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In this new scenario, characterized as the beginning of a new and very aggressive relation-
ship of capital and culture intrinsic to the »society of control« described by Gilles Deleuze,?
»the entrepreneucial, innovative and often historically naive dealer replaced the highly specialized
art critic as the central conduit between artists and their audience. ... the critic ... was no longer
the primary arbiter of artistic success«:® then, as Joseph Kosuth correctly insists, facing this new
dynamic and its effects, artists should not forget their »responsibility ... to defend {the meaning
of the work] against the theoretical encroachment of others«®—the marker will generally jgnore
what is not directly marketable and will stick to what is most profitable from labor, eliminating
subtleties of any kind. In such terms, the conceptual artists assumed a decisive gestare by taking
writing as a primary tool for their practices—the strategy proved efficient: a new production
emerged, questioning the limits of the art object and practice; artists negotiazed their presence
in the art circait from a more active behavior that intersected the roles of artist, writer, and
curator; art production spread to a whole variety of media, chosen according to the needs of
each particular proposition; artists’ statements became part of the daily art management, making
its presence concrete, as first or second order information. This observation {clearly an over-sim-
plified survey of Conceptual art’s influence on the present) is meant to point out some strategic
aspects in recent art that involved the presence of the discursive field as an invisible, dematerial-
ized layer.

Théorie des énonceés

Nevertheiess, since modernism, discourse constitutes art practice as one of its principal
operators. It can be said that »modezn art is founded precisely from the possibility of objects
that intend to be pure and completely visible, encountesing a field of discourse that finds its
proper location via these objects crossing of it.« Morcover, »to be more precise: at the moment
when the modern art making process was founded, there is the presence of a particular assem-
blage of image and language, the visible and the enunciable«; both modes of »meaning produc-
tion configured themselves as autonomous entities, with their own structure, materiality, and
fields of action constituted by differentiated strategies and practices—and it would be the partic-
ular mode of production of such assemblages, the aserition and friction born from the contact
between both fields, that makes it possible to affirm the existence of a particular territory for
the plastic/visual arts, Modern art, then, will be identified as a hybrid territory, where objects
and meanings interweave.«® Thus, Conceptual art—in its proper project of playing with words
and images—can be taken as just a particular moment of a broader and constitutive conceptual

d
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Gilles Deleuze, ~Postscript on the Societies of Control,« In Cotober 89 (Winter 1992): 3-7.

Alberra, »The contradictions of conceptual art,« 8, Later, in the 1990s, the curator had the function of the most poweriut
role in terms of the standard commercial art world, For one interesting oritique on the hypertrophy of the curator's role,
see Olu Oguibe, »The Curatorial Burden « paper delivered at SITAG-International Syrposium on Contemporary Arl
Theory, Mexice Gity, 2002,

Kogsuth, »History for« in Art After Philosophy and After, 240

22 Short extracts from my essay -Migraclo das palavras para a imageme {Migration of the words to image), published

in Gdvea, issue 13 (19886): 373-85, Reprinted in Basbaum, Além da puresa visual,
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condition of modern art, given that the condition of the art territory is one of articulation of the
visible and enunciated matters since the break with the principles of representation carried by
modern times. There should be a conceptualism condition in act, of which Conceptual art is just
a particular and important case. It is important to know that we are not speaking in Joseph
Kosuth’s terms, nor guoting from his famous » Art After Philosophy« article:* when we empha-
size a conceptual condition: of modern and contemporary art, we are not entering the terrain of
analytical philosophy, but taking as reference the »théorie des énoncés« (theory of enouncement)
proposed by Michel Foucault throughout his work, The major writings where he develops
propositions along these lines were produced during the 1960s and 1970s,% for example, »This
is not a Pipe« {1968) explores Magritte’s seminal painting/statement as the actual departure
point for the banishing of a hierarchy in a relationship between »enouncements« and »visibiki-
ries« {which legitimizes the representation regime}—for Foucault, Magritte demonstrates that
representation is no longer productive, and therefore words and images are subsequently hetero-
geneous practices that cannot be reduced to each other’s terms (Deleuze indicates that for
Foucault knowledge is »bi-form, « traversed by »the discursive practices of statements, or the
non-discursive practices of visibility«?®). In this new regime, »it is in vain that we say what we
see; what we see never resides in what we say. And it is in vain that we attempt to show, by the
use of images, metaphors, or similes, what we are saying; the space where they achieve their
splendour is not that deployed by our eyes but that defined by the sequential elements or syn-
tax«¥—here, words and images have nothing in common, are indeed different matters, withous
any region or territory where they could share a more stable and regular relationship. Looking
at Michel Foucault’s théorie des énoncés, three basic aspects of the relationship between dis-

* course and images can be emphasized: enouncement and visibility are in »reciprocal presupposi-
tion«; consist of »heterogeneous forms« that have nothing in common; and are in permanent
state of »heterogeneity of the two forms« and can therefore only operate in 2 situation of
»mutual presupposition between the two, a mutual grappling and capture-

What is most remarkable about Foucanit’s theory is that, when it establishes the absolute
otherness of the matters that constitute the discursive and visible dimensions, it brings forth the
in-between space—contact zone, interface~—as the principal site (or non-site) where productive
events are generated, created, triggered. In fact, this model takes both images and words at the
same level, indicating that if meaning {of any kind} is to be produced, it will be the result of
a conflictive and disjunctive operation of (never peaceful) contact of these two matters®—the
borderline is no longer what sets things apart in a sterile and anesthetized environthens, but
the hotspot where processes become productive.

*
%

®

Reprinted in Kosuth, =introductory Note 1¢ Art-Language - 13-32,

See from Michel Foucault, The Order of Things: An Archgeology of the Human Sciences (first published in French,
1968), Archaevlogy of Knowledge {first published in French, 1869), The Discourse in Language (first published in
French, 1871), This is not a pipe {first published in French, 1873).

26 Gifles Deleuze, Foucault, trans. Sean Hand (Minneapoiis: University of Minnascta Press, 1988}, 81,

27 Michel Foucauit, guotad by Deleuze, ibid., 86.

28 Michel Foucault, This is not a pipe, quoled by Deleuze, ibid, 66, 678,

20 Of courge, Foucault's modet does not propose any neutral or ideal situation, but indicates thal at any moment these
two layers are involved in a dynamic that is warth revealing, through his archeclogical approach.
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Gilles Deleuze, Foucault’s Diagram {1988)

Seen through Foucault’s théorie des énoncés, Conceptual art’s efforts to justify its shifting
of »dematerialized« written pieces as exhibits in exhibizion spaces seem somehow unnecessary-—
although we have a sense of heroism in those gestures-—for the shift from visual to verbaf and
vice-versa can be assumed as part of the investigation. The development of Conceptual ast and
Michel Foucault’s investigations are, in fact, contemporaneous, and if we take their works as
parallel and complementary research-—aiming at the production of new forms of thinking
{Foucault’s theories are quite strongly influenced by topological models that emphasize structural-
ism and offer other possibilities for conceiving thought in space®)—one productive gesture today
would be to build the terrain for the confrontation of both bodies of work. There is a certain
philosophical naiveté in Conceptual art regarding this framework structure, as it is constructed
primarily in terms of Anglo-American analytical philosophy and linguistic theory— perhaps, if
it had escaped its self-referential modernist impulse during the 1970s, it would have been able to
encounter other philesophical practices capable of reversing its direction (in a certain sense, the
»post-conceptual generation « assumed such 4 meeting™).

Organic line, again

This essay has not adopted a historical pesspective, its premises unfold in the contemporary
time-space of the present, which indicates equal access to events that although chronologically
disparate, when linked, establish certain productive connections: it’s more inzeresting to develop
some »plastic force from the present ... and transform the past« than to be blocked by the

0 See Jeanne Granon-Lafont, La Topologie Ordinaire de Jacques Lacan (Paris: Point Hors Ligne, 1885).

3 Alexander Alberro identifies three groups of post-conceptual artists: Mike Bidlo, John Knignt, Louise Lawler, Sherria
tavine, Allan McOoltum, and Richard Prince {identifiedt by »exploration of structures and »critique of authenticity«),
Vigtor Burgin, Jenny Holzer, Barbara Kruger, and Mary Kelly {addressing the »construction of the subject through various
averdetermining formss}, and Fred Lonidier, Martha Rosler, Allan Sekula, and Phil Stelnmetz (who share the implication
that »self-deterrnination and communication ... is still & historical option and artistic possibility«). Algxander Alberro,
»Reconsidering conceplual art, 1966-1977,« in Alberro, Stimson, Conceptual Art: A Critical Anthology, xxviii-xxx,
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»hypestrophy of historical meaning.«¥ Lygia Clarl’s organic line has been introduced to indicate
the importance of its discovery in the mid-1950s, pointing ourt that her investigation had already
produced certain possibilities for exploring empry or invisible space, which proved fundamental
for Conceptual art’s development—her contemporaries, Kiein, Manzoni, Johns, and Ravschenberg
have already been recognized as decisively influential, but Clark’s contribution must also be
considered in this matrix. By encountering the complex achievements of Foucault, who considers
both discursive and non-discursive practices and processes, and extracts from them the disjunc-
tive operation® of confronting the heterogeneous matters of visuality and enouncemen, the
organic line finds the correct resonance to become an accurate political tool. Nonetheless, it is
necessary to clarify that the operation of disjunctive confrontation is not simply processed through
the given dimensions of word and image—on the contrary, it has to be produced through con-
crete engagement. Therefore, the organic line is not just a given, as part of the world, but must
be produced and activated by an intervention, a gesture that opens things and produces a new
flow of problems, situations, and events.

Because her work was directly invested in the body, Clark’s investigation has attracted great
interest as a fundamental reference. In an age of globalization and biopotitics, »*life’ and ‘living
being’ are at the heart of new political bastles and new economic strategies «<*—developing
resistance now involves »the production and reproduction of life itself, « that is, the creation of
new forms of »intelligence, affect, cooperation and desire.«® Indeed, Lygia Clark’s final devel-
opment—ifrom 1968 untit her death in 1988, she spent rime in Paris and Rio de Janeiro-led
her to more radical propositions, located at the borderline between art and therapy, notably the
Estruturacio do Self (Swructuring of the Self), started in 1976.% This activity, which Suely Rolnik
locates in a »new territory, which does not consider the borderlines of art, and of clinic«¥ (but
certainly is produced from the contact zone between them)-—reveals perceptive, sensorial, and
political layers indicating how the artist also worked out several recent issues in contemporary
art: likewise, a kind of organic conceptualism is present, investing in regions of discourse and
visibility, and employing practices of appropriation. Relnik points out how Clark involves the
participant through Relational Objects »in two regimes of sensorial exercise—to connect with

<

i

32 Peler Paul Pefbart, »Defeuze, um pensader intempestive,« in Nietzsche e Deleure — intensidzde & paixdo,
ed. Dandel Ling, Syivio de Sousa, Gadelha Costa, and Alexandre Veras (Rio de Janeirg: Relume Dumard, 1999), 85.
33 In the Anti-Cecipus {1972), Deleuze and Cualtari call the energy of digjunction »divine«. ~The sole
thing that is ¢iving is the nature of an energy of disfunctions.« Gilles Deluere and Felix Guattarl, Anti-Oedipus!
Capitalism and Schizophrenia {Minnsapolis: University of Minnesota Press, 1888}, 138,
34 Maurizio Lazzaralo, »From biopower to biopelitics,« accessed at httpi//www.generation-online.org/c/icbiopelitics. b,
Originally published in Pfi— The Warwick Journal of Philosophy: Foucaull: Madness/Sexvality/Biopolitics, vol. 13 2002k
T00-11,
Peter Pal Pelbart, »império & biopoténcia,« in Vida Capital—ensaios de biogpoiftica (S50 Paulo: Buminuras, 2003), 83.
See notes 2 and 3 for references, and also the catalogue Lygia Clark, de 'oeuvre & Névénement: Nous sommes fe
moule, A vous de donner fe souffle, ed. Suely Rolnik and Corinne Diserens (Nantes: Musée de Beaux-Arts de Nantes,
2008).
Suely Rolnik, »0'une cure pour temps dénwds de poésie« in Rolnik, Diserens, Lygia Clark, 13-28, The lollowing
quotes are from the same source.
3s Notion developed by Suely Rolnik in a number of har writings {(»corpo vibratit,« in the original}, 1o refer to a permeable
and membranous botly that =absorhs the forces that alizcl i, making them iInlo elements of its texture, the marks
of sensations that will compose s mamory.« Reinik, ibid., 16.
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the world as diagram of forces or as cartography of forms,« establishing a »paradox between
micro- and macro-sensoriality «: the »micro-perception« leads to the »resonant body,«® and
the »macro-perception« to »abjectification of things, separating them from the body«—what
is important is to »establish a free micro and macrosensorial communication flux berween the
bodies,« that will originate the »becomings of the self and of the world.« For Rolnik, the impos-
tance of bringing Lygia Clark’s experiences back to the art field is decisive to »reactivate, today,
art’s political potential«—mhere, the activation would succeed through a concrete and dynamic
relationship of the dematerialized layers and the body in its limits,

it is interesting to think of the organic line as a construction progressively gaining »thick-
ness,« as it involves more and more spaces, issues, elements, and concepts, becoming a »mem-
brane«—an active and autonomous structure functioning as the region of contact between
neighboring territories of various kinds. Therefore, in order to operate effectively in the connec-
tion between art and life and all its mediations and contact zones with art and politics, systems
and circuits, artists—and writers—should make the borders active, playing and experimenting
with ali of the passageways between them.



/ihis 1a & square./

Jaroslaw Koztowsk, Propositions (1973)
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Luiza Nader

Language, Reality, lrony:
The Art Books of Jarostaw Koztowski

1n its reflections on Conceptual art practices, art history has neglected the issue of the sub-
ject, and the ensuing questions of desize, absence, and doubt, by treating Conceptual art as a
strict, anti-emotional critique of visuality and aesthetics. The question of subjectivity points to
an emerging peripheral field in the study of Conceptualism, which is usually assoclazed with
analytical procedures and conscious intellectual operations.® Apart from well-known notions
such as »dematerialization of the object« (Lippard), »critique of the institution« {Buchloh),
»uncompromising stance« (Ludwitiski}, and their derivatives, the Conceptualism dictionary
created by art historians and critics has not allowed any other entries. This is surprising since
the attituce, criticism, and disposition towards objects are inevitably regulated by the subject’s
condition, which, in Conceptual art-~more than in any other area—expresses itself through lan-
guage. It is through language that subjects most clearly reveal their meta-stable position and
doubt; they are fragmented and dispersed. The conceptual vocabulary is, therefore, incomplete,
half-open, full of marginal notes and cross outs. It resembles Richard Rorty’s final vocabulary,?
whereby in Conceptual art, philosophy serves as the »vanishing mediator. «®

The figure of »liberal ironist,« as described by Rorty, meets three basic conditions: she treats
her final vocabulary as contingent (because the ironist has been influenced by other vocabularies
as well}; she is constantly dubious about her own vocabulary; she does not choose between
vocabularies within a neutral meta-vocabulary, but in »playing the new off against the old.«
She is a nominalist and historicist, and she is aware of the contingency net only of the language

1 Briony For, »Hanne Darbover: Seralily and the Time of Solitude « in Conceptual Ar: Theory, Myth and Practice,

ed. Michael Corris (Cambridge/New York: Cambridge Univ, Press, 2004), 223-33.

Final Vocabulary is a set of words we use 1o motivate our lives: actions, beliefs, doubts, and hopes. »It is ‘final’ in the

sense that if doubt is cast on the worth of these words, thelr uge has no noncircular argumeniative recoyrse. Those

words are as far as one can go with words; beyond them there is only helpless passivity or a resort 1o force,« See

Richard Rorly, Contingency, frony and Sofidarity {Cambridge/Mew York: Cambridge Univ. Press, 1989), 73.

2 Osborne takes the vanishing medialor metaphor from Max Waber. The vanishing mediator according to Osborme
{after Jameson) is a catalytic link that enables the exchange of energy between two discrete exprassions, serving as
a sort of overall structure within which changes take place and can be removed when no longer needed. Peter Osborne,
»Conceptual Art and/as Philosophy,.« in Rewniting Conceptual Arl, ed. Michael Newman and Jon Bird {London:
Reaktion Books, 1989, 64-85.
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she uses but also of her consciousness. At the same time, she has a feeling of constant uprocted-
ness. The ironist »spends her time worrying about the possibility that she has been initiated into
the wrong tribe, taught to play the wrong language game. She worries that the process of socjal-
ization, which turned her into a human being by giving her a language, may have given her the
wrong language, and so turned her into the wrong kind of human being,. «*

Jarostaw Koztowski is not a philosopher, nor does he believe in philosophy in its post-
Kantian form. He is a liberal ironist. Yet he needs philosophy and he uses it as a kind of symbolic
weapon, a sharp rool. Similar to Wittgenstein, Kozlowski seems to believe that philosophy »is
a battle against the bewitchment of our mind by the means of our language. «® The question of
fanguage can be perceived as central to the artis’s work, particularly to his art books written and
created from the early 1970s. This question, together with the relationship between Conceptu-
alism and philosophy, lies at the heart of all reflections on Conceptual art, Kozlowski—the
liberal ironist—treats language as an autonomous base from which one does not lock for the
rruth, bur instead, for freedom. His reflections on language, on its relation to the world, and
on the condition of the subject imprisoned within the language and language games, force us
to regard Conceptualism from a subjective perspective, with doubt and distance. By incorporat-
ing terms such as absurdity, paradox, solipsism, symmetry, and chance, parration, freedom, and
absence into his final vocabulary, the artist deconstructs these notions, including the notion of
Conceptual art.

Koztowski’s books were created in the library: But it wasn’t the PWSSP (State College of
Visual Ares) Library where Koztowski was relegated to become chief librarian after the militia’s
intervention at the first NET exhibition.’ but a library meant as a thesaurus of readings, an
intellectual map of conscious and unconscious references, the figure of a specific kind of knowl-
edge and discourse. His books refer critically to other artists’ propositions and, primarily, rede-
fine the artistic field by opening it and incorporating it into a wider philosophic discourse.
Having re-evaluzated the modernist caregories {ethos of skills, notion of autonomy of the work
of art, homogeneity of the medium), they burst the traditional notion of the artist and of cre-
ation by placing artistic practice within the discussion of the possibilities and impossibilities
of metaphysics rather than within aesthetic discourse.

An important component in Kozfowski’s final vocabulary is the concept of play or games,
played out on the pages of his books, whose rules are not only uncovered, but alse, in a sense,
co-established and redefined by the reader and his or her own collection of books, Language
games, games of conventions, meanings, or lack of meanings not only affect how fast or slow
the book is read, but also become their sole rhetoric. The notion of the game does not leave
hope for a reality beyond itself that could be re-entered, nor does it serve as a referential base.
It is the game itself that is treated as reality. The kind of game initiated by Kozlowski engages
presence and non-presence, triggers a wandering sequence of meanings and inquiries into lan-
guage, erudirion, and distrust. It is an aimless game though something is always at stake: things

4 Rorty, Contingency, lrony and Solidarity, 74-75,

s See Ludwig Wittgenstein, Philosophical Investigations (Oxiord: Basi Blackwall, 1887}, par. 109,

¢ See Jarostaw Kozlowski and Jan Kasprzycki, »Altermnalywna rzeczywistosd, Akurnulatory 2, in Adteon, no. 3, 2000 39.
7 Edited by Jarostaw Kozlowski (Poznan, 1972).
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are won and lost. What Koziowski bids is the subject’s own self—the self on the verge of insanity,
fightillg to recapture the lost bond between language and the world.

In Deka-log,” Kozlowski makes specific use of the numbers from one to ten. Every subsequent
page depicts a multiplication of signs according to their numerical value; a single one being fol-
lowed by two twos and three threes, etc. The abstract/symbolic value of numbers is hereby con-
fronted with concrete graphic depiction. The multiplication of signs, analogous to their numeric
value, creates the following paradox: only a one (1) has its corresponding value. In the subse-
quent example of the two twos, which are represented by the corresponding number of signs,
they add together to become four in abstract value, and so on. The artist is playing with the
abstract numerical value and its visual representation, with the idea and its materialization,
and eventually with signifiant and signifié.

Jarostaw Kozlowski describes A, B,® one of his first art books, as 2 simple game with rela-
tivism. The first page displays the two title letters situated symmetrically against a vertical line
between them. On the subsequent pages, the picture is turned 180 degrees counter-clockwise;
the reader observes a constant shift in the angle of the whole picture within the page frame so
that the dividing line becomes longer towards the diagonal position, and the ietters almost dis-
appear in the extreme position when the picture reaches ninety degrees. Then, at larger angles,
the letters again come into the frame and the image appears »as if on the opposite side of the
mirror.« The operation is repeated in 2 manmer simifar to musical imitation »in contrario motuu
above ninety degrees, the letters are slowly rotated upside down until the angle reaches 180
degrees with the initial image turned upside down and the title page reversed.

The book thereby has no specified direction of reading/viewing: both directions are equally
relevant. The forward-backward relation has no application in this case. The reader is, instead,
an observer of a clock reflected in a mirroz® However, there is no clear indication as to which
past is original and which the reflection. The reader’s impression of the original ar the reverse
depends purely on his or her choice of reading direction. The reader is the point of reference for
the bock, in other words: the two ways of reading/viewing the book are of equal value depending
on the reader’s consciousness. A, B is therefore a theorem on relativism. It does not, however,
relate 1o an abstract, disconnected situation. The repetition of the front page, seen as a kind of
»retrograde imitation,« suggests that it is not just a quotation or a meta-statement, but rather,
an operation in reality: in his book, the author is using first degree language. It is up o the reader
to gradually distinguish the rules of the game and find the meaning. As the artist seems to sug-
gest, it is not just the rules that are relativized but also the reader’s knowledge and beliefs cease
to have any universal character; they become dependent on our individual identity constantly
revised by ever evolving history and cultuce.

8 Jaroslaw Koziowski Edition, 1871, in tha case of A, 8, Grammar, and Language, the feilowing Institutions have been
given as publishers: ZPAP (Union of Polish Arlists and Designers) in Poznah, Galeria Akumuiatory, Gateria Foksal PSP,
Appearing under an official inslitution label was a defiberate measwre to mislead censorship. In fact, the true editor
of all the books was Kazlowski himself, A, 8 was dist#ibuted within NET {an informal society}. During the inauguration
axhibition of NET in the author's private apartment, militia and S8 (secrel service) agents intervened and two thirds of
the issue was confiscated and never returned.

¢ Here. | refer to Kozlowski's work from the 1880s. See Plotr Piotrowski, »Meblowanie pokoju. () sztuce Jarostawa
Koziowskiego,« in Jaroslaw Kozlowski, Przestrzenie czasu (Poznai Muzeum Narogowe w Poznaniu 1987), 10.
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Jarostaw Koziowski, A, 8 (1871)

Deceitful symmetry, duality, and mirror reality also determine the parameters of Propos-
itions.* This book focuses on the issue of meta-linguistic statements and the reality referred to
as the process of increasing and decreasing these statements. The point of departure is a black
quadrangle, an equilateral figure named »square«: /This is a square/. As the form of writing
seems to imply, it is not a set linguistic utterance, but instead, an idea, assumption, or even
presumption. The next sentence is formulated in first degree langnage: The square is black,
followed by an example of meta-language: The proposition » The square is black« is true.
Subsequent pages develop the number of meta levels up to a fourfold-meta-linguistic option:
»The proposition /1 ascertain: ‘It is true that the proposition » The square is black« is true’//
is true.« In the case of meta-linguistic utterances, especially in those of spectacular multiplication,
language ceases to refer to an external reality, becoming a reality of its own, in which the cate-
gories of true and false have no rveferences. At this point, it almost goes unnoticed just one page
later, that instead of further multiplying the alterations, Koztowski introduces a slight correction:
true is replaced by false: The proposition /f I ascertain: ‘It is trie that the proposition » The
square is black« is true’/l is false. The meta-lnguistic statement remains true because this
»slight« change of meaning, at that level, does not affect the rules of language. A gradual process
of reduction is then applied, with the word frue being replaced by false in the following meta-
statements, in accordance with the meaning of the sentence as stated previously. The last two
sentences read: The proposition » The square is black« is false (meta-language) and The square
is not black (lafiguage) as the final staternent, The paradox is revealed only in the last state-
ment, which, as mentioned above, is not purely linguistic, but instead, a sphere of a priori pre-
sumptions; when /This is not a square/ is placed under the biack rectangular figure it clearty
defies basic language conventions and common sense. Significantly, the black square appears
only with the extreme statements and is omitted when a sentence is marked as langnage or
meta-language.

10 Edited by Internationai Artist’s Go-operation, Cenlral Office, Kiaus Groh, Roter Steinweg 2a, 2001 Friedrichsfehn, 1973.
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Jarostaw Koztowski,
Propositicns (1873}
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If we presume that the black square represents reality, we could also say Koziowski ascer-
tains—as did Wittgenstein in his Philosophical Investigations, and Rorty, inspired by
Wittgenstein’s thought, in constructing his »liberal utopia« that truth, which is formulated in
language, does not exist in an external reality. In other words, where the sentences do not exist,
there is no truth, sentences are elements of human languages, and human languages are human
creations. Truth, which like sentences cannot function outside of the human mind, is thereby
something that is not found, but constructed.” Kozlowski seems to present a stance similar to
Rorty: an external world exists, but it does not speak even so abstract an entity as a geometrical
figure is a construct of the human mind. In keeping with Rorty, language is not »a third thing
intervening between self and reality.«'* We may then suppose thar Koztowski, like Austin, claims
that true and false are not relations but estimations relating to the critique of an urterance.
Mounting meta-statements refer to the black square, which is, however, not only an abstract
geometrical figure, but also a specific figure from arc history, a symbol of suprematist utopia:
the black square on white canvas by Malevich. Koztowski does not strive to reach the truth
or dissolve in the absolute. He is not interested in the doxa, but rathes, in tracing paradoxes,
antinomies, and ambivalences.

In Exercise of Aesthetics,” the aesthetic deliberations are reduced to the most elementary

fevel: color is what remains of aesthetics, whereas the desiccated language of logic is applied

to address the probiem. The book is therefore a catalogue of prepared aesthetic value—color.
Successive pages bear crayon drawn »samples« of colors: white, yellow, orange, red, brown,
light green, dark green, blue, navy, and black. These are marked with a letter and a correspon-
ding number from K1 to K10 accordingly. The samples are accompanied by the sentence: NEI-
THER beautiful NOR ugly in four languages: Polish, English, German, and French, On the
final pages, using basic logical applications of preference, equality, negation, and conjunction,

the author infers:

11 Reorty Contingency, lrony and Sofidarity, 3.
12 i, 14,
13 Edited by Galeria Foksal PSP, 1876,




108

- A state which is neither beautiful nor ugly is indifferent »in itsalf«
(PP ~ p) & ~ (~pPp)
Two states, none of which is preferred to the other, are indifferent »petween
themselves«: ~ (pPA) & ~ (GPp)

- Unconditionatl indifference, which satisfies these two conditions (1) and (2), may be
defined by the notion of (value-} equality E. That the state p is value-equal to the state g
shall mean that under no circumstances is the state p & ~ q preferred to the state
~ p & g or vice versa.

- If a state and its contradictory state are valug-equal, this state (and its contradictory)
has zero-value.

- A sampte E-tautoiogy:
{pE ~ p) & (4E ~ q) > {pEq}

By substizuting p and q variables with K, K,, K,... Ko, Koztowski draws the logical conclu_-
sion that all colors are equal both »in themselves« and are indifferent »in relation to each other.«
in the face of logic, they are all equal, which means they have a zero value, It is therefore tmpos-
sible to judge whether one is »beautiful« or »ugly« because aesthetic norms prove irrelevant.

An aesthetic judgment of even such a basic quality as color (we could also use form rather than
color) appears impossible.

The juxtaposition of aesthetics with inadequate unemotionat logical operations proves that
the system of aesthetic evaluation is useless. Qur preferences seem to be a matter of contingency
and not acknowledged facts. Belief in the existence of beauty or an absolute, which is related to
aesthetics, together with belief in the idea of rationality and taste can be treated solely as a matter
of individual preferences. It is worth noting, however, that it is the artist himself who proclaims
the aesthetic equality of colors. In the same way as the choice of the language of logics, which
will be off-putting for a majority of readers, the choice of the neutral state, which is ironical,
appears just as arbitrary as aesthetic preferences. In the world of contingency, both aesthetics
and the language of description are solely a matter of individual tastes and strategies, the rules
of the games we play.

A drawing and an accompanying text »In the Sitting Room« from a popular handbook by
E.F. Candlin, Present English for Foreign Students, became the basis for artstic operations in
Lesson.™ An imaginary, model situation depicted in the text and drawing was »made real« by
Kozlowski: the drawing was replaced by an arranged photograph (in the photo, Koztowski’s
parents are Mrs. and Mr. Brown) and the originally contiruous text was split into columns. The
artist had typed the text, though not entirely, as it was cut at the end of the page. One could say
that its length was determined, at least to some extent, by accident. On each page, the subsequent
sentence from a column is confronted with the photograph and subjected to a very specific
analysis. First, the sentence is fragmented into 2 complete set of letters used. Second, the letrers
are arranged continuously in the order in which they appear in the sentence. Further, the letcers

14 1972, adited by Beau Geste Press, 1975,
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are organized into sounds, as in the process of learning to read. Then these sequences are formed
into words, i.e., linguistic expressions with a specified meaning. Quotation marks, which distin-
guish particular words, suggest that these words are treated here as separate elements with no
common context. The next step is to bind the words into a sentence, but, once again, quotation
marks separating particular sentences make them meta-urterances. Only in the consecutive step,
where the sentence begins with a capital letter and ends with a period, with no quotation mark
timirations, does it become an utterance of first degree language, natural language. Going still
further, by using standardized phonetic symbols, the sentence is »transcribed« into seund and
speech. Finally, by setting ellipses, usually used to mark omitted text or blanks, the sentence is
represented as a thought,

The exercises enclosed at the end of the book refer to the main problems that Lesson inves-
tigates: the interrelations between text, speech (sound), thought, photography, drawing, and,
last but not least, reality. Flow is text related to photography? What is the relationship berween
speech and text? Between thought and photography? Text and reality? and, finally, how is an
artistic expression (Lesson in this case} related to reality? Varicous modes of representation are
thereby confronted ranging from thought, speech, and text to different means of visual expres-
sion. The language of Candlin’s textbook is natural, but, at the same time, extracted to serve not
so much communication, but the purpose of learning and exercising English words, pronouns,
and conjugation. Koziowski ironically appropriates the obsessive language of textbook descrip-
tion and exposes it to his own exercises. This artistic realization stems from the sampled language
but also from an imaginary situation (text) and its visual representation (drawing). They become
a pattern for the real intimate situation, which is then captured in the photograph depicting
Koziowski’s parents in their apartment. The artist will enact a similar critique of the mimesis
category several vears later in Still Life with Wind and Guitar.® The representation both visual
(drawing) and linguistic (text}, becomes, in a way, a matrix for the real situation, which is then
re-represented (photography, language, and thought).

It seems obvious that Kozlowski asks and reshapes the questicn that is present in
Witegenstein's Tractatus Logico-Philosophicus: how is thought related to the world? The issue
of fanguage, however, is closely bound with this question because as Boguslaw Wolniewice
chserves, in his searly« philosophy Wittgenstein identified »thinking with any reasonable use
of symbols—-language’~resulting in questioning the relationship between thoughts and the
world, as rransformed into the question of the relation of langnage and the reality it conveys.«™®
Wittgenstein, however, had his own specific way of understanding thought and language far
from linguistics or psychology. As Wolniewicz points out, Wittgenstein considered thought a
carrier of logical value, as something 1o be judged true or false. He conceived of language as
everything shat imitates the »logical world order« and that carries intentionality. Therefore,
he saw the distinction between language and thought as fluent—thought was almost considered

15 Ses Piotrowski, »Mebiowanie pokoju,« 10.

16 Bogustaw Wolniewicz, Rreczy 1 fakty, Wsitep Jo plenwszel flozolil Wittgensteina (Warsaw: PWN, 1968), 22. [ refer to
this punication not only bacause of the originalily of the thesis proposed, but because it was oneg of the publications
sconcerning Wittgensteln that Kozlowski read at the end of the 1980s. He pointed that owl during one of our con-
versations. Script in the passession of the author,
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a form of language. Another major question in Tractatus..., analogous to questioning the
nature of thought, is that of a statement’s meaning.”

In his allusions to Wittgenstein, Koziowski, however, stays away from those questions
posed by the author of Tractatus.... First, he undermines the identification of language and
thought: thought is not represented through language, but instead, by the graphic sign referring
10 pre- or extra-linguistic reality. Second, and more importantly, Kozlowski questions the trans-
parency of language with respect to the world, as assumed by Wittgenstein, and the correfation
thar occurs berween language and reality. For Koztowski, language is not a phenomenon spread
out above the world homogenously, but instead, it is one possible form of representation, which
may also, simifar to photography or drawing, contain fauit. If he considers language a reflection,
then it is cast by a distorting mirror In this sense, one counld say that Kozlowski considers lan-
guage, photography, and drawing as equivalents. He does not claim, however, that any of these
means provides us with direct access to experience. It is possible to state, however, that he takes
a stance against Wittgenstein’s assertions (from the period of Tractatus?), and those of Austin
stating that there is no better zccess to phenomena in their metaphysical dimension than through
language.'® Koztowski calls into question the unmediated access to experience, the very notion
of such an access, sheer experience, and, finally, metaphysics in general, In his Tractatus...,
Wittgenstein related the meaning of linguistic expressions with experience and climinated, as
useless, all utterances that cannot be verified empirically. Koziowski reversed the sitzation by
relating experience to linguistic expression. Rather than the language being »applied« to the fact,
the fact was verified within the linguistic sphere. In the reality Koudowski created, an endless
play of mirror reflections takes place, and ro question of the basis, truth, or means of perception
is ever raised. Representation depiets a reality that is only an imitation, a repetition of yet
another representation. Priority is void of meaning here.

A description on the initial page of Language™ resembles a set of game rules:

17 See ibid,, 23-25.
18 Bogdan Chwedonczuk, -Walep. Myst Johna Langshawa Austina,« in Mdwienis i poznawania. Rozprawy | wyklady
filozoficene Warsawa: PWN, 1993}, xdvii.
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the Latin alphabet isthe basisof language

language consists of words which are assembied by combining all the letters

of the alphabet

the number of letters in a single word is limited by the number of letters in the alphabet
within a single word a specific letter may appear only once

The artist uses the alphabet as a finite set of elements and subjects it to combinatory trans-
formations. The letters are successively combined into sets of 2, 3, and 4, and their permutations
run through the book’s forty-four pages. The very last word/set, which closes the book, is »idea.«
As his artistic method, Koztowski applies the theory of combinations, also used in the theory of
probability. It can be assumed that Kozlowski views particular resulting sets, which only in some
cases form meaningful words, primarily as elements, things, or objects, having a correspending
sound. The compositions of letters on a given page are just as likely to appear as a set of signs
that »dismiss signifié.« Koztowski calls into doubt the function of ideas in artistic realization and
the dematerialization of the object—the dichotomy of concept and object—much emphasized by
conceptual artists. An idea exists as an object, a word on a page, or a text. Dematerialization of
the object understeod in this way is impossible. In the game created by Koztowski, the signifier
is always present, whereas, the signified may, at times, be missing; in other words, the plan of
what is to be expressed may not have any meaning at all. The artist said in a conversation with
Jerzy Ludwisiski in 1993:

From today’s perspective | would not put a clear division between the object and the idea.
Pview it rather as a continuous »change of places,« incessant fransloeation. Objects can

be good carriers for ideas, just as ideas can be objectified. Every shift of this kind produces
temporary chaos and confusion, which is one of the most interesting moments of demystifica-
tion of objects or ideas. A certain gap, which allows us o see what is usually concealed,
inaccessibie, or disguised, appears and brings new meanings to objects and ideas.
Otherwise, a chair would always remain a chair and never bscome anything else but

being a chair as a chalr. And yet it sometimes happens to be the Eiffel Tower.®

This kind of thinking, however, which eliminates the opposition between concept and object,
and searches for what is hidden (this hidden element may net be the truth, but non-presence),
can be sensed in the artist’s earlier works. [ the case of Kozlowski’s books, the object became
a perfect carrier for ideas, while the idea irself in Language among others expressed as word,
gesture, sound, or visual sign was reified. Even when the sign disappears, the whiteness of the
page remains. In other instances, the idea becomes an unattainable dimension of reality, as far
away as the things and phenomena hidden behind the membrane of language.

Kolor (Color)}?' is a record of a conversation zbout the color of a bogk’s hardcover. The
conversation took place among three characters identified by the seemingly abstract letters:

18 Edited by Jarostaw Koztowski, Peznah, 1872,

2 »Jarostaw Kozlowski - Jerzy Ludwingki, Rezmowa,« in Rzecky | preestreenie/ Things and spaces {(£.6d2: Muzeum
Sztuki, 1904}, 67,

2i Edited by DESA, Galeria Pawilon, Krakdw, 1878,
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1, J, K. At the end of the book we find cut that the participants in the discussion were Kinga
Koztowska (K], Jarostaw Kozlowski {J}, and Iwona Malinska {I), and that it was taped on

4 January 1978, A starting point for the »investigations« presented in the book was an ordinary,
private situation. The conversation is open to readers holding the book in their hands; its color
is the subject of the (actual) discussion.

Subject, style, and the specific pace of the conversation lead to the problems elaborated upon
in Wittgenstein’s so-called »fate« philosophy in Philosopbical Investigations, in which the word
is treated as a means of communication and not as a catrier of truth. Formalized languages no
longer have precedence in the description of the world. Moreover, the very notion of the possi-
biliry of linguistic transparency in relation to reality is dismissed. Language is aseribed countless
functicns and forms, which Wittgenstein calls »language-games«: »Here, the rerm ‘langnage-
game’ is meant to bring into prominence the fact that the speaking of language is part of an
activity, or of a form of life« as Wittgenstein wiote.® His late philosophy rejects metaphysics and
becomes, as Wolniewicz writes, »a therapeutic philosophy«: it strives not so much te disentangle
philosophical issues, as to find cures for them ®

Wittgenstein’s famous deliberations on colors are, among other things, 2 critique of a so-
called mentalistic, associational theory, according to which the meanings of words correspond
when they evoke an identical »inner image« in the mind. Being an instrumentalist, Wittgenstein,
as Wolniewicz puts it, claimed that: »two words have the same meaning ... when they are used
in the same way,« whereas, »the linguistic consent is formed by consistence of definitions and
also consistence of judgment. «

Clearly referring to Wittgenstein’s considerations, in Kolor, Kozlowski initiates his »investi-
gations« 4 rebours: beginning with the phenomenon (color) rather than its denomination or
application.® The interlocutors do not find any agreement in either the definitions or evaluation.
K is the representative of the associational theory, whereas [ ¢laims: »the cover is what I perceive
at a certain moment,« i.e., it is black in darkness, it gains color in light, I reveals the extreme
form of subjective idealism. Undermining both K’s and I's convictions, [ acts as 2 moderator,
and points to the fact thar all participants are only playing language-games. According to him,
truth lies beyond the reach of the game or, in other words, the game is the only reality, which is
contained in the contingency of the language one uses. Kozlowski proves that everybody pos-
sesses an individual table of colors, uses different names to describe them, and has his or her
own ways of using them. »Ir is almost as if we detached the color-impression from the object,

2z Wittgenstein, Philosophical lnvestigations, par. 23.

25 Bogusiaw Wolnigwicz, »Wstgp,« in Ludwig Wittgenstein. Dociskania flozoficzng (Warsaw! PWN, 1872), xv.

24 ibiel., xxt-xxiii.

2 See Wiltgenstein, Phifosophical investigations. Sse especially par. 273 and 274: »What am | to say about the word
»rede?—1hat it means something »confronting us alle and that everyone should really have another word, besides this
one, to mean his own sensation of red? Or is it iike this: the word »rect« means something known 1o everyone; and in
adiciition, for each person, it means soemething known only ta him? (Or perhaps rather; it refers to something known only
to him.} Of course, saying thal the word ‘red’ ‘refers lo', instead of ‘means’, something private dogs not help us in the
least to grasp its lunction; but it is the more psychologically apt expression for & particular experience in doing philosophy.
Itis as if when | uttered the word | cast a sidelong glance at the private sensation, as it were, in prder to say 1o myselk
tknow alf right what | mean by it.«
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like 2 membrane. {This ought to arouse our suspicions}« notes Wittgenstein.® In this case, should
we not consider that che language we use 1o denominate color is yet another membrane separat-
ing us from the surrounding reality—Koztowski seems to ask.

The point of Koztowski’s realization is not limited to the tlar color or to the problem of
ianguage-games alone. Meaning originates in the cenversation itself; in its pace, in the accelera-
tions and relaxations, in the very act of conversation that takes place among the participants
and, finally, i the process of reading the book, which includes the reader in the discussion.

The meaning is constituted in the contribution to the language-game Kozlowski has initiated.
Conversation and commaunication assures the sanity of participants—including the reader~and
»understanding others gives hope for understanding themselves.«%

The concept of the subject, as it is developed in Koloz, is basically solipsistic. According to
this concept, the objects of the external world are part of consciousness and of direct, individual
experience. When pointing at a cotor and naming their impressions, the interlocurors are » point-
ing at themselves« reaching not with a hand but with their »attention.«® The possibility of the
exchange of words between the interlocutors guarantees that the subject, created by Kozlowski,
though confined in its sofipsism, is not driven insane: »the self,« although exceedingly subjective,
does not make communication impossible.

In Grammar,® the subject’s world is locked in a game of combinations with being. This
book is & catalogue of the verb to be, whick was conjugated in English through all the tenses
every day from 4 January until 2 March 1973. The list was organized into four sections with
subsequent lines added daily:

I. The simple present tense, the simple past tense, the simple future tense
(What was, it was
what will be i will be}

L. The present continuaus tense, the past continuous tense, the future continuous
(what was being, i was baing
what will be being, it will be being)

H. The present perfect tense, the past perfect tense, the future perfect tense
{what had been, it had been
what will have been, it will have been)
The present perfect continuous tense, the past perfect continuous tense,
the future prefect continuous tense
{what had been being, it had been being
what will have baen heing, it will have been being)

Az the end of the book, there are exercises in which the author recommends practicing the
combinations of conjugation in sixty different variants. These compositions are the result of
applying combinatory procedures as earlier in Langnage. The obsessive, even compulsive, Hsting

26 See ibid., par 278,

27 Wolniewicz, »Watep,« xxiv, Wittgenstein, Philosophical investigations, par. 504,
28 Ses Wittgenstein, Fhilosophical Investigations, par: 275.

25 Edited by Jarostaw Koziowski, Poznah, 1973,
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in Grammar can be seen as the author’s »intimate diary«® on the one hand, and an »exercise

in being,« affecting both the reader and the author, on the other. »Being« is permuted through a
complete list of tenses, but it is also repeated ditigently for a number of days and, finally, it is
rransformed in the exercise section. Though emotionally blank, this repetitiveness serves as a
kind of therapy. The author’s everyday rreatment of »being,« and of himself, gains an existential
quality in the act of writing, The primary rule is repetition. The vanishing meaning is graduaily
concealed in the repetitive act of writing. Maltiplication, composition, and arrangement become
the message.

As Briony Fer writes in her article on Hanne Darboven, »...to repeat s to evacuate the
meaning something once might have had.«® Referring to Mel Bochrer’s famous text »Serial
Art, Systems, Solipsisme«, Fer notes that Bochner does not associate serialism with the formal
arrangement of space, but with solipsism understood as a specific kind of surplus—the excess
of the self. A subject that has lost its bond with the outside world and with meaning, one that
functions solely self referentiaily, is solipsistic. In repetitiveness and accumulation, the sign is
separated from its reference. Repeatability becomes 2 »place« for detachment from the self, as
Fer writes.* A similar situation can be found in Grammar, where in the amassment of tenses,
conjugations, and permutations, being is fragmented and becomes only a shadow of its meaning.
Despite the passage of time, being is in a position where, as in Beckett’s play, the time always
remains the usual.® Being, always referred to in the third person, indicases a sphere of what has
been detached from the »self,« which left it scattered and intelligible. But the »self« is present
in the text’s structure as a compulsive manner of recording, repeating, rewriting, as the language
contained not in the sign but in the action or habit. Yet, does the multiplicazion of the verb mean
the sign’s restoration or does it mean its regression? Further, does repetition imply a question of
presence or, quite contrarily, of absence?

Absence, as a central issue of both philosophy and art, was undertaken in »REALITY. «¥
As the author explained in »Prolegomena to ‘REALITY «* the book is based on Kant’s The
Critigue of Pure Reason, being a »precise reproduction of the third subsection of ‘Transcen-
dental Doctrine of The Faculty of Judgement or, Analytic of Principles’ from ‘The System of
Principles.” The full title of this subsection is: ‘Of the Ground of the Division of all Objects
into Phenomena and Noumena.'« Contrary o the author’s statement, the rezder will not find an
exact copy of Kant’s work here. One will not encounter, as in Borges’s story, the author writing
a contemporary Don Quixote, »REALITY « is a re-creation of a specific group of symbols used
in Kant’s text. Words aside, the reader finds all the punctuation marks in their original arrange-

ment,

3
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Koztowski's statement from a conversation with the author. Script in possession of the author,

31 Fer, »Hanne Darboven.« 223,

a2 Ipid,, 223-33,

32 Thig citation was used by Koztowski in the text »Collages« from 1968 published in the periodical Odrg
as a conversation betwesn the artist and critic at Galerla pod Moné Lisa. See Kozlowsk, -Collages,«
in Odra, no. 11 (1988): 63-72.

24 Firs! edited by Jarostaw Kozlowski, Poznan, 1872,

35 Jarostaw Koziowskil, »Prolagomena do 'REALITY) "« in Zeszyly Artystycznre, no. © {19861 88-73,
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' Jarostaw Koziowski, »REALITY« {1972)
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Clues expressed in his »Prolegomena to ‘REALITY « suggest possible interpretations
in which the essential question is that of the language as reality rather than of the language in
relation to reality. Surprisingly, the question posed in this manner refers to writing and not to
language, to the trace of non-presence and not to reality.

Assuming, after Wittgenstein, that »language being a symbolic construct imitates the logical
form of reality,« Koztowski continues: »as a certain clichd, which has a logical and syntactic
structure superimposed on and constantly confronted with reality, language is a symbolic that
is to say, meaningful construct, and a projection of reality that cannot be and is not a reality in
itself. The same applies to expressions of language—names.« However, there are elements which
neither describe nor imitate reality:

what escapes confrontation with the extra-linguistic reality ... is, in writing, punctuation: dot,
comma, colon, semicelon, dash, brackets, quotation marks, guestion mark, interjection, dots.
Described as punctuation marks, these signs denote nothing other than themselves. They

de not have any extensions in the extra-linguistic reality; they do not serve as models of any
slement in that reality. They do not have any designates but are not empty; they seem simply
indifferent to the extra-linguistic reality. In this sense, ., ! ;- () / /= » ? | ... are the only real
subjects of Koziowski’'s »REALITY.«

In his »Prolegomena,« Koztowski refers in a deceitful manner to Kant’s Critigue. ..,
Wittgenstein’s Tractatus..., Carap’s Meaning and Necessity, Russell’s An [nguiry into
Meaning and Truth, and, finally, to Grodzifiski’s Jezvk, metajezyk, rzeczywistodé (Language,
Meta-language, Reality) and grants priority to what is written and not what is spoken. Kant’s
language is literally deconstructed; what is left of it, is only that which, at the same time, is lin-
guistic and indicates the linguistic teap, that which is something and, at the same time, nothing—
the punctuation marks. Puncruation marks in » REALITY, « diligently copied from Kant’s
Critigue...—the work which re-addresses the issues of being and presence—look like a misprint,
or a priater’s sifly joke. The marks left by Koztowski together with the primary whiteness of the
page create a reality in the texts margins, and indicate a certain break or gap. They hint at yet
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another mistake, or rather, at a »provocative result of orthographic fault«: a caregory referring
to the difference in writing that takes revenge on speech: Jacques Derrida’s différance. »In con-
stituting itself, in dividing itself dynamically, ... is what might be called spacing, the becoming-
space of time or the becoming-time of space (temporization).«* In »REALITY, « the page is
being temporized—in reading between the signs only time remains. As in his other realizations,
Koztowski incorporates time to function as an arduous day by day author’s effort, and as the
reader’s concentrated activity, in which reading is equalized to visual perception. Through signs,
rime is both spatialized and visualized, and a page serves as the clock’s face. Punctuation marks
are both linguistic and non-linguistic ¢elements. They provide a door to an essentially extra-lin-
guistic experience: a door to non-presence. Non-presence rejects language in its denominational
shape and its functions, such as naming or reference. In other words, it dismisses the appointing
power of language.® The marks Kozlowski leaves are bundled traces: they do not refer back to
any meaning or truth, but rather, they point to a gap or an abyss. Disregarded by the meta-
physics of presence, the script becomes the only reality where, as Rorty would like to see it, the
postulates of truth and reality are not beought forth, but instead, those of metaphor and auto-
creation.®® As Krzysztof Matuszewski observes, any script not seeking the Truth is profane and
it can only serve to satisfy an erudite’s ambitions. In depriving Kant of speech, Kozlowski reveals
the erudite’s doubts concerning the possibility and impossibility of metaphysics at the core of
The Critique of Practical Reason. How are metaphysics and all of Western philosophy possible,
if its vocabulary remains helpless in the face of non-presence? How can metaphysics be impossi-
ble, if its categories are applied to the natural world? And how is non-presence possible if pres-
ence {truth, values) constitute our desires? The artist leaves puncruation marks—a certain script
below which »there is the unknown, the source of constantly stimulated desire, which is accom-
panied by philosophical omissions {concerning the relation between desire and the unknown]
of a clearly traumatic character. «® Koztowsk’s signs do not allude to the phrases that had once
stood between them. Instead, they indicate that the presence restored in Kant’s work may have
always been an illusion.

Koztowslki’s art books do not build into any closed systemy; they turn more »from theory
to narration. «*° Koztowski suspends the problem of eruth, regarded both as aletheia and as ade-
guatio, between Tractatus Logico-Philosophicus and Philosophical [nvestigations; between
the treating of language as a metaphysical subject and accepting its contingency. The spectacular
choice of readings may refer to the gap between Wittgenstein’s carly and late philosophy; a gap
that embraces, on the one hand, philosophers associared with the Lvov-Warsaw circle, such as
Kazimierz Twardowski, Kazimierz Ajdukiewicz, Alfred Tarski, and Jan Lukasiewicz (all of
whom frequently provide a point of reference for Kozlowski}, and Alfred J. Ayer, John L. Austin,
Jacques Derrida, and Richard Rorty, on the other; a gap which finally gives an order to define

% Jacques Derriga, »Différance,« in Margins of Philosophy (Chicage: Univ, of Chicago Prass, 1882), 13

37 See Krzyszto! Matuszewskl, »Erudyta w dwiscte profanum.« In Derridiana (Krakéw: Inter esse, 1984), 2332,
3 Rorly, Contingancy, irony and Solidarity, 490.

39 Matuszewskl, »Erudyta w Swiesie profanum,« 241, 248,

40 See Rorty, Contingency, frony and Salidarity, 2.

4 lbid., 27.
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the truth as 2 »mobile army of metaphors.«*! In an attempt to escape the labyrinth of language
games, Kozlowslki abandons philosophy and turns to artistic narration, to the visuality of the
word and »beneath the scriprure.« The pace and the logic of the pages’ layout in his art books
become the perfect means for the artist to reflect on the extra-linguistic sphere where the aesthetic
experience proves helpless. Koztowski’s books strike us with their modesty and intriguing layout.
Their rawness suggests a resignation, on the part of the author, from aesthetic pleasure but not
from visual experience. Koztowski’s books are both to be read and watched; reading and watch-
ing become equally relevant methods of approach. The choice of book as medium is a negation
of the traditional artistic discourse and of general rules of exposition and distribution of an art
work. The book is an object that excludes the avant-garde category of originality (they are always
printed in at least one hundred copies). What is more, it combines the visual with the texzual, and
the process of reading demands from the viewer/reader a certain type of intimacy. Koztowski’s
books are an encounter and they demand returns—they refer to other readings and other dis-
courses; they are both intriguing and alluring though, at the same time, repelling, They are driven
by & dialectic of incessant covering and uncovering of the rules and of a shimmering meaning.
In the hands of Koziowski, the book reveals the visual aspect of the text and it hecomes a
perfect vehicle for addressing questions of language—an issue crucial to both philosophy and
art of the twentieth century. In contrast to other conceptual artists such as Sol LeWitt, Joseph
Kosuth, or Wiodzimierz Borowski, Koztowski does not use language as a remedy For an objecti-
fication of the art world. Quite to the contrary, he exposes and uses the materiality of language
and stresses its processuality. Consequently, in Kozlowski’s books, time has the same importance
as drawing or text. The organizing principle for the narration and the pace of reading is con-
tained not in the text itself, but primarily in the fogic of the page; the text is always composed
with reference to the page's inner structure, the whiteness of the page is just as meaningful as
the sign. Visuality, objectivity, and processuality,” the graphic sign, language understood as a
set of elements on a page, color, book, time of writing, time of reading—all of these enable the
artist to move aleng the margins of meaning and introduce the extra-linguistic dimension into
the text. Kozlowski questions the innocence and transparency of language, just as he questions
the innocence of any kind of representation. He reveals the preconceptions contained in the very
structure of representation (its metaphysical nature) and proves, in opposition te Wittgenstein,
Austin, and the conceptual orthodoxy-~that language is not a privileged space for communica-
tion with the world. Koziowski would surely agree with Rorty’s idea that languages are made
and not found. For this reason, language is not considered a space for investigating truth, but
rather, a space for reflection on freedom, meant as admitting one’s contingency and respecting
final vocabularies of others. In his interpretation of Nietzsche and referring to Wittgenstein’s
famous stateraent, Rorty notes that in order »to create one’s mind, one needs to create an own
language, not allow our mind to be limited by the vocabulary other human beings have created

4 »Processuality« and a spacific spatiality of Kozlowski's books is acknowledged through the fact that some of them
were also presented as performances (Lesson. Akumutatory 2, March 19768} or writlen out in the exhibition space
{Cwiczenie z Estelyki/Exprcise of Aesthetics, Galeria Foksal PSP, 1978),

a3 Rorty, Contingency, lrony and Solidarily, 51.
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earlier. «* The subject present in Koztowski’s books is an ironic ene, in a parallel sense to Rorty’s
definition: a subject indicting language, disbelieving any extra-temporal order, using every avail-
able language incessantly attempts to describe his or her self, the world and every being anew.
Slightly reinterpreting Bloom’s figure of the »strong poet,« Rorty observes that Wittgenstein and
Heidegger both seem to have concluded their work on an attempt to find respectful conditions
under which it was possible to surrender philosophy to poetry. Koztowski incorporates philoso-
phy into his considerations precisely because it is in a redefined creative space that he sees a
changce to disclose intuitions philosophy failed to address.

Having engaged philosophy into artistic creation, Koziowski reformulated the existentiat
rules applyving to the cultural fields of artistic and philosophical discourse. The artist did not
easily succumb to political activism, nor did he become a philosopher or {imore of) an outsider.
Transferring basic philosophical issues into the reaim of visual arts, he escaped aesthetics and
raised questions of an epistemelogical and entological character, as well as a criticism of reality.
Peter Osborne observes that in the case of Western-European and ULS. artists, philosophy was
often used in the field of artistic production as a means of usurping power by the ascending
generation of artists, as an instrument suitable for relating to the artwork’s crisis of ontology,
and finally, as a way of gaining social control over the reception of their works.*

Philosophy, especially positivistic and linguistic sorts, granted some authority to a »newly
recognized« Conceptual art. In a few instances (such as Art & Language), philosophy was
regarded as not only a way of redefining the artistic field, but, much more than that, as a way
of bringing hope for social and political transformation. [n Poland of the 1970s, the combination
of philosophic and artistic discourses acquired separate meanings decided on by the political
context and the space where Polish art existed after 19435, This space—described by Andrzej
Turowski as a space of »ideosis,« where political power took over control of individual choices,®
exerted a stifling pressure on Polish postwar culture and defined artistic attitudes and values.
Koziowski managed to escape these ideosis-generated artistic paradigms by using philosophy as
his strategy. First, Koztowski did not have a particular artistic tradition as a point of direct ref-
erence, but instead, a philesophical context, which was free from the rule of »ideosis« dominant
in the artistic field. Second, choosing language as a medium, the artist not only negated painting
and other traditional artistic media but liberated his realizations from the haunting dichotomy
in Polish art of realism and abstraction. Language as an artistic medium was not seen as either
abstract or reatistic. The artist simply suspended any and all categorization.

By exposing his art to philosophical discourse, Kozlowski, while not necessarily taking con-
trol over the reception of his works, instead directed the recipient to a field of reference previ-

44 Qsborneg, »Conceptual Art and/as Philosophy,« 48-81.

15 See Andrzel Turowski, »Krzysziof Wodiczko and Polish Art of the 1970s,« In Primary Documents: A Sourcebook for
Eastern and Central European Art Since the 19503, ed. Laura Hoptman and Tomas Pospiszyl (Cambridgs, MA/London:
MIT Press), 184,
ibig., 155-56.

As Andrzel Turowski writes, in the early 1970s, just like in the post-Stalinist period, the arlwork was almost totally
deprived of its sociat and artistic identity, whereas the artist’s role in society was no longer questioned. thid., 158.

t yse the distinclion batwsen the subject and the rself« after Michel Foucaull. See also Michat Pawel Markowski's
paper aLiteratura, prawda, podmiotowosé« presented al the Polish-French symposium Swiaty Foucaulta (Foucault’s
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ously alien 2o the »fine arts.« Having done that, he re-formulated not only the conditions of cre-
ation but also of reception, He deconstructed the notional structure within which art in Poland
was created, exhibited, and received. Kozlowski’s books, like the artistic publications of other
conceptual artists in Poland, managed to avoid institusional supervision by breaking out of tradi-
tional systems of distribution. These works could be perceived as neither literature nor fine arts.
Andrze] Turowski® observes that from the second half of the 1950s, the official cultural policy
was all about stimulating, limiting, or appropriating existing or emerging means of representa-
tion. Policy was laden with the sanctioned ideology, nonetheless; no defined artistic forms were
imposed. In his philosophical critique of the notion of representation, using language games,
contingency, and absence, Koztowski indicted any form of representation, leaving nothing to
appropriate. Philosophy, applied by Kozlowski, granted the artistic work some of its authority
and enabled it to regain social and artistic identity"-—the conceptual artistic fact became an
evaluative statement, a statement on transcendental notions, and on both the reality of art and
the external world. This explains how Koztowski’s conceptual works, of which his books are
the finest and most interesting examples, were not so much self-referential in the formalistic
sense, but rather, auto-reflective, and provided a critical examination of both inner and outer
conditions of artistic practice.

Taking Wittgenstein’s or Twardowski’s thought as z starting point for his artistic practice,
Kozlowski always concentrated on contemporaneity and on applying even the most intricate
deliberations to private and intimate situations {even if they were deeply hidden or coded). The
subjecte—understood as the authorial »self«—is never eliminated from the work, though it does
not have much in common with the figure of the author. Its function is primarily to reveal, in
the plurality of languages, opinions, preferences, incidents, and historical conditions, the funda-
mengal guestions relating to freedom. And so, speaking on behalf of itself, the »self« evolves from
a silent being to a discursive one and replaces the subject.® Philosophically engaged Conceptu-
alism became for Jarostaw Koztowski the only possible form of social action and involvement.
It was a territory of equal aesthetic and ethical choices, of permanent negotiation of meanings,
and of recurring attempts to describe reality. Last, but not least, for him, Conceptualism became
the language of the subject explaining true discourses.

Transtated from the Polish by Mikolaj Palosz.
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Isabelle Graw

Conceptual Expression

On Conceptual Gestures in Allegedly Expressive Painting,
Traces of Expression in Proto-Concepiual Works,

and the Significance of Artistic Procedures

ideas with emotions?

To seek 2 universally vatid definition of »Conceptual art« is futile, just as the attempt to
unambiguously determine so-called »neo-expressive« or »wild« painting will ultimately remain
unsuccessful. The fuzziness of the notion was in a way constitutive for Conceptual art, igniting
numérous congroversies and rivalries over dates and founding acts.” While numerous artists
claimed to have decisively initiated Conceptual art, others—art historians as well as artists—
disputed their right to this history in order to establish alternative historiographies. Embattled
as »Conceptual art« may be, it is, in the end, an art-historical categorization with positive con-
notations, endowed with the aura of being not only progressive but also critical of the market.
Following the logic of modernism, the conceptual approach was claimed to be superior, casting
doubt, it is claimed to this day, on the traditional status of the artwork as commedity.? Accord-
ingly, a great number of art-historical studies were devoted to Conceptual art, especially in the
1990s. The opposite is true for what is called neo-expressionism, Here, too, one encounters ges-
tures of superiority, pathos, and demonstrations of excessive confidence; but by the early 1980s,
they had ceased to give rise to belief in the possibility of a progressive position. So far, only one
inguiry into this phenomenon, unfortunately in a very descriptive style, has been presented; the
mere contrast of this paucity of publications with the wealth of literature on »Conceptual arte
speaks volumes.® Is a dissertation on the subject of »neo-expressionism« destined to be a bad
career move for an art historian? It would seem so. The reason why this subject is unattractive
has to do with the pejorative aspect of the label »neo-expressionism,« for this term, coined in
the carly 1980s, is invariably used in a deprecating sense. It was intended to disparage painting
that appeared to be »figurative,« »expressive,« or »gestural,« which at the time had been
parzicularly promoted by European traders and curators in close association with their U.S,

1 See Sabath Buchmann, »Conceptual Art,« In Duonts Segriffsiexikon zur zeitgendssischen Kunst, ed. Hubertus
Butin {Cologne: DumMont, 2002).

2 See Tony Godirey, »What is Gonceptual Art,« in Conceplual Art (London: Phaidon Pregs, 1998), 4-16.

3 See Nina Ehresmann, Paint Misbehavin': Necexpressionismus und die Rezeption und Produktion figurativer,
expressiver Malerel in Neve York zwischen 1977 und 1989 (Frankfurt: Lang, 2008},
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colleagues, and had initially seen rapid market success.* Yet despite the negative connotations

of the term, some advocates of such painting also employed it, in order to wax enthusiastic about
a »neo-expressionist movement,« which they saw dawning in a wide spectrum of phenomena,
ranging from the Cologne » Miilheimer Freiheit« across the Italian » Transavantguardia« (Chia,
Clemente) and the late works of Frank Stella to paintings by Biistner, Schnabel, or Fetting.®

So, while conceptual practices gained status, becoming a favorite area of research among critics
and historians with a socio- and market-critical perspective, advocates of »neo-expressionisme«
were frequently the same players who had helped to achieve the style’s acceptance on the art
market.® That is not to say, however, that the symbolic capital accumulated over the course of
years by Conceptual art had not at some point been transformed into cultural and economic cap-
ital. At least since the Paris exhibition L'art conceptuel: Une perspective (1989/1990), a second
phase of the European reception was initiazed and sustained by a resurgent interest in conceptual
and institurion-critical approaches, which also included younger artists. With it, however, came
a discussion that has continued to this day about the connection between a number of produc-
tion-aesthetic premises associated with Concepeual art (strategic planning, the imperative of
communication, self-management), and a post-Fordist regime’s profile of demands. The spectrum
of such considerations ranged from lan Burn’s early diagnosis of the 1960s” »official styles’«
imitation of the » American Corporate Way of Life,«” to Benjamin Buchloh’s succinct formulation
of an »administrative aesthetic« that smoothly adapts to, even mimetically reproduces, the logic
of the administrated world: raising the question of whether such an »administrative aesthetic«
also mirrored the expansion of the service sector in post-Fordist society.? The only problem with
arguments of this kind is their tendency to totalize; what was once art stake in these practices is
now of much less importance than the fact that general social developmenss, or neoliberal virtues,
can indeed be discerned in some of these practices’ production-aesthetic premises. At this point

[ would suggest a different argument in order to recognize as one of their achievements that they
have made visible and palpable the development of artistic competences that continue to be in
demand today. »Conceptual art« of the 1960s cannot be made responsible for today’s tendency
to demand of artists that they manage themselves, operate strategically, network incessantly, or

pander to the »carporate logic« of institutions by offering consulting or animation services or
various suggestions for improving architecture or interactivity. But if this image of the artist,

owing 4s it were to an overly simplifying reception of Conceptual art, is by now predominant,
and if, moreover, there can be no doubt that this image of the artist correlates with the »entre-

-

Sae a by now canohical text by Benlamin Buchich, who lakes the term rneaexpressionisme to denote mostly the
variant of such painting originating in Germany, which he condemns as reactionary, Benjamin M. 1. Buchioh, »Figures
of Authority, Ciphers of Regression,« in Art After Modernism. Rethinking Representation, ed. Brian Wallis (New York:
The New Mussum of Contemporary Art, 1884), 107-37.

See Robert Rosenbium, »Gedanken zu den Quellen des Zeitgeistes,« in Zeidgeist, exh, cat, (Berlin: Frofich und Kaufmann,
1982, 11-14, hers 11,

See Christos M. Joachimides, »A New Spirt in Painting,« in A New Spirit in Painting, exh. cal. {London: Boyal Academy
of Arts, 1981}, 14-16.

See lan Burn, »The Sixties: Crisis and Aftermath {or the Memobrs of an Ex-Conceptual Artisth « in Conteptual Arl:

A Criticat Anthology, ed. Alexander Alberro ang Blake Stimson (Cambridge, MA/London: MIT Press, 1999}, 320-408,
See Benjamin H. D. Buchioh, »From the Aesthetic of Adminislration to institutional Critique,« in L'art conceptuel.

Une perspective, exn. cal. (Pads: Musde ¢"Art Moderne de ta Ville de Paris, 1989), 41-53.
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preneurial self« demanded by the labor market, wouldn’t it make sense to adopt different pro-
duction-aesthetic premises and hence favor a kind of painting that conceptualizes expression?
This question will be the focus of the following inguiry. Tt requires, however, a lirtle detour. At
first it will be necessary to trace, render plausible, and dissolve the classical frontline berween
supposedly conceptual and expressive practices at specific historical junctures, Rather than
polarizing them in the usual manner, I will seek to demonstrate that expression can be concepiu-
alized also in seemingly expressive painterly gestures without permitting conclusions as to any
authentic emotional state, just as works resulting from thorough concepteal planning can ex-
hibit a sort of »residual expression.« This is not to imply, however, an abrogation at once of

all differences between »expression« and »conception.« They continue to exist, and have their
foundation not least in the economic dimension and at the level of procedure. Both »expres-
sion« and »conception« represent specific notions regarding artistic procedures, which in turn
are conjoined to processes of value-formation and relations to the market. Yet these relations to
market conditions may, upen closer scrutiny, turn out to be different from what is teaditionally
claimed. Based on such a »refined« understanding of conceptual and expressive practices, I will
consistently argue for different canonizations and art-historical categorizations. This revision of
the canon, however, meets its limits in the fact that it, too, is beholden to a belief in the signifi-
cance of artistic procedures, and thus operates on the implicit assumption that artistic proce-
dures do have a significance that transcends them. But can one make that assumption today?
Can an artist who avails him- or herself of artistic procedures of the 1960s or 1980s, even if
refined and adapted to a changed situation, still count on an inherent power to disrupt the
sociopolitical status quo? The significance and expressive force of artistic procedures will them-
setves be at stake at the end of this inquiry. It is possible that artistic forms of critical intervea-
tion—an intervention, however, which I believe must always reflect also upon its own
involvement in the present situation—are found on an entirely different plane today.

Frontlines

Conceptual and expressive-painterly practices are traditionally—most recently, during the
early 1980s—irreconcilable opponents. It cannot be stressed often enough how much each side
felt to be on the defensive, and regarded the other side as threatening. Just as the advocates of
a »New Spirit in Painting« construed a radical break with the allegedly so »un-sensual« practices
of the 1970s, whose putative predominance had at that time finally come to an end, its oppo-
nents projected the phantasm of an omnipresent »neo-expressive« painting, which, though glut-
ting the market from all sides, was otherwise »regressive« or »obsolete«—at the time, synonyms
for »not worth talking abont.« The historical vicissitudes of the notion of the obsolete led in the
1990s to 2 sort of rehzbilitation: The journal Qctober devoted an entire issue to it (October 100
[June 2002]: »A Speciai Issue on Obsolescence«), and by then thought quite highly of artistic
procedures that turned toward the abject and the rejected, that is, the seemingly obsofete, In the
early 1980s, however, the »camps« were still facing each other irreconcifably: the one side, in a
finalizing way, decreed the end of painting?, a closing of the books, which in some ways is also
conservative, while the other side conjured up with great pathos 2 comeback of painting, as
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though the latter were an insuppressible anthropological constanz. Instead of distinguishing

different pictorial practices, painting was called upon as a given institution endowed with an
»essence.« The notion that there is a painting »as such« is the epitome of what Bourdieu has
aptly described as »illusio.« [n reality, there are only the different ways of employing ir, and

these different pictorial practices can be distingnished—and their relative merits assessed.

Both sides thus displayed a tendency to make totalizing claims, manifesting a strong undes-
lying desire for expressive torce. In a foreshortening perspective, entire decades were stripped of
any ambivalence and rendered as devoted to »one« artistic style, whose predeminance one was
now determined to break. In such overstated represencations, ignored was that sore conceptual
artists were advocates of pictorial practice, and that some allegedly »neo-expressive« painters
used conceptual and institution-critical approaches. Thus, for instance, a painter such as Julian
Sehnabel, reputed to be a prototypically neo-expressive painter, could be understood as a con-
ceptual artist, especially since he always thematized and over-dramatized framing by delivering
his paintings with their massive frames. The frame was declared 2 part of his pictorial concept,
and seemed so overdone and kitschy that it conjured up, and at the same time cast doubt upon,
the status and value of painting. A penchant for simple systems and platitudinous commonplaces
can also be read in the reduction of his formal vocabulary, and one could go so far as to call a
painting like L'heroine (19892) a linguistic proposition, since it literally feeds off the weight of this
word, written in white paint on black ground. The place of visual information has been raken
by a linguistic proposition, which, while maineairing the pictorial format, now merely has an
instrumentzal relation to its medium: painting functions for it as a carrier, not unlike a sheet of
paper. In turn, one might find signs of »expressive paintings« also in the works of a prototypical
conceptual artist such as Adrian Piper, for instance, when (as in Catalysis, 1970), wearing a
T-shirt printed »Wet Paint,« she stylizes herself as a painting walking down the street, the paint
still wet. Any bodily movement is thus transmuted into a painterly gesture, provoking reactions
from passersby. This work engages, so to speak, in sexpressology« by calting upon bystanders’
racially motivated fears of contact, translating them into the code of painting, and thus rendering
them visible.

Now, the traditional front between conceptual and expressive-painterly practices has in
my view to do also with their divergent econeric potentials. For they present widely different
prospects regarding the maximization of profits. Even the works of the most legendary concep-
tual artists, such as Dan Graham or Lawrence Weiner, failed to generate increases in prices com-
parable to the speculation gains that were to be expected, for instance, upon buying a painting
by Julian Schnabel in the early 1980s. This de-facto gulf is explained by the traditionally high
credit oil painting has among investors. There is simply a greater readiness to spend more mon-
ey on this format, for it has historically proven to be the ideal carrier of massive appreciation.

It would be mistaken, however, to explain the comparably lower prices fetched even by the most
weli-known works of »Conceptual art« with the notion that the latter were by design incongru-
ous to the commadity form, or even critical of the macket. It has been shown in the meantime

9 See Douglas Crimp, ~The Bnd of Painting,« in On the Museum's Ruins {Cambridge, MA/London: MIT Press, 1993}, 84-106.
At the end of this polemic against the »resurraction of painting,« he sirply decrees that painting has come to an end.
10 See Alexander Aiberro, Conceptual Art and the Politics of Publicity (Cambridge, MA/London: MIT Press, 2003).
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that this notion is a mysh. In his study of the »publicity politics« of »Conceptual art,« Alexander
Alberzo has given exemplary demonstration that this artistic style did not at all, as is often
claimed, intend to abolish the status of the art object as commodity.™ Quite to the contrary:
according to him, the central agents of Conceptual art, particularly Seth Siegelaub, deployed
ingenicusly devised marketing and advertising strategies. Yet if one has to assume, following
Alberro, that »Conceptual art’s« mastery of the clever sales pitch is commensurate with, let’s say,
painter Julian Schnabel’s perfect pandering and his bare-chested self-staging, to the art world’s
desire for the violent bravado of a »celebrity painter«: does a softening of programmatic differ-
ences necessarily follow? In my view, that would be a fittle hasty, and moreover, neglectful of
what was at stake in the respective formations.

In the early 1980s, there certainly were reasons why painting was regarded as hopelessly
contaminated——especially when it gave the impression of being figurative, expressive, or gestural.
It had not been envisioned as a2 medium of »Conceptual art« even in the 19605, as it was con-
sidered incapable of challenging the myth of »high art,« and it was admitted in the early 1980s
only as an exception, even within the paradigm of »appropriation art«: Jack Goldstein or Troy
Brauntuch were susceptible to integration within the » Pictures« artists’ group pushed by critic
Douglas Crimp only because their paintings were based on templates from various media and
displayed no brushwork legible as »vigorous« or »expressive.«' The skepticism toward pictorial
practices among leading 1.5.-American art theorists was so pronounced that artist Thomas
Lawson, in his legendary »Last Exit Painting, « felt compelled to distance himself from the
»pseudo-expressionists« (among whom he counted Schuabel, Fetting, Clemente, and others)
before launching 2 sort of vindication of his own painting as well as that of his friend David
Salle, which, he claimed, was »critically subversive. «'* Today, »Last Exit Painting« reads like
an insistent plea addressed to the theorists around the journal Cetober, imploring them, as it
were, to finally take cognizance of this style of painting based on originals from popular culture,
and to induct it into the canon of critical appropriation, as it alone was capable, according 1o
Lawson, of attacking the center of the market, and critically undermining its power, To my
knowledge, there has been no such critical acceptance to this day—quite to the contrary, the
distinction was now made between »good« and »bad« appropriation, with the reservation that
the act of appropriation alone did not guarantee that a worl was »critical,« a distinction that
rendered any art-critical appreciation of Salle impossible and excluded him from the canon.™
One can recognize that this polarization extends to the present from a remark made by Michael
Asher, one of »institutional critique’s« founding figures. He recently indicated that something
like »conceprual painting« was to his mind entirely inconceivable—a contradictio in adiecto,
as it were, His unqualified expression of this conviction in a film by Stefan Rémer {Conceptual
Paradise, 2005) is the more striking given that, in his personal vicinity, in Los Angeles, he couid
very well have encountered examples of conceptual painting. One need only think of the diligence
with which Ed Ruscha premeditated and planned the paintings of his Stains series (1969)—
paintings made approximately at the same time as his famous concepinal photograph series

11 See Douglas Crimp, «Pictures,« in Wallls, Art After Modernism, 17587,
12 Seep Thomas Lawson, »Last Exit: Painting,« in Wallis, Art After Modernism, 153-64.
12 See Douglas Crimp, »Appropriating Appropriation,« in On the Museurn Ruins, 126-37.
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(Thirty-four Parking Lots, 1967 and Nine Swimming Pocls, 1968). Or of Baldessari solemnly
hurning the paintings he had made so far in the Cremation Project (1970)—an act which at the
same time created a lasting monument to painting. His famous series The commissioned paint-
ings of 1967-70 is an example of conceptual painting that submits to an external experimental
set-up. It is based on photographs Baldessari made of friends pointing at semething. According
to Baldessari, that is the quintessential conceprual gesture of pointing something cut. In facr,
however, the customary reproach against Conceptual art, that it is »instructional,« »cerebral, «
or »didactic,« is taken up here and canceled immediately by Baldessari’s transposing this gesture
into the register of painting. A hebby painter was commissioned with the photorealistic exeeu-
tion, which at first glance seems 1o avoid personal expression but, upon consideration, shifts it
to the plane of conception. For conceiving something, which is to say, planning or drafting it,
always also means having to select: to decide in favor of one or another idea, one or another
photograph. Even selection thus expresses a personal predilection. A few vears later, an aprist
such as Martin Kippenberger, who was ar first mistakenly categorized as a »young savage,«
employed a similar procedure of defegating pictorial competence. The Licher Maler male mir
series (1981) was commissioned from a poster designer, who realized, again with photographic
realism, the seemingly banal motifs—a street scene outside the Diisseldorf artist and musician
hangout »Ratinger Hof,« a still life with a package of pasta, a grotesque little dog, rounded off
with Kippenberger staging himself with much pathes on a dilapidated sofa. Manifest here, among
other things, is a system of personal preferences—ranging from bars to pasta. That such a thing
as »conceptaal« painting—that is to say, a simple pictorial transposition of a concept thar is as
»simple-minded« as possible—has existed for a long time, at least since Warhol’s principle
»painting by numbers, « is thus a fact of history that would seem inevitable.

The most prominent example would be the Art 8 Language group, whose artists turned
against the radically finguistic consensus among their colieagues already in the late 1970s and
put painting back on the agenda—a painting, however, that would implement certain plans as
a point of program, and could in fact consist in the mere announcement of such plans: » We shall
make a painting in 1995 and call it hostage,« one painting read. Paintings such as Portrait of
Lenin by V. Charangovitch (1970) in the style of Jackson Pollock {1980) also virtually forced
the union of what one would assume were irreconcilable opposites, such as Socialist Realism
and Abstract Expressionism. It would seem as though the experimental set-up had indicated that
such a plan, as shaliow as it is absurd, was to be implemented by all means in painting.

One conld give this screw another tura and offer evidence that a conceprual trait is inscribed
even in the famous »asparagus paintiag,« Spargelfeld—dithyrambisch (1966), by Markus
Liipertz, denounced to this day as a »Malerfiizst« (»prince of painters«), by virtue of its seriat
and systernatic character.’ Again, there is 2 phenomenon of interference berween his monumental
painting Wesrwall (1968) and the performance by the same name, during which Liipertz
assumed various poses next to rock formations, interacting with them, and huddling against
them in a mimetic maaner reminiscent of VALIE EXPORTs bady figurations. His early works

14 Sew lsabella Graw, »Ein Bild von einern Mann, Fir einen friineren Markus Liperis,« in Texte zur Kunst, no, 51
(September 2003): 74-83.
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Martin Kippenberger, painting from the
Lieker Maler male mir series {1581)

would thus have to be read also against the backdrop of his performative fluxus activities—after
all, Liipertz participated in a legendary junkyard happening by Wolf Vostell in 1965. And there
is indeed a kind of familial likeness berween the »instructions« of fluxus performances and the
plans typical of »Conceptual art.« Such unexpected genealogies can be taken even further in the
case of Jérg Immendorff’s early ceuvre, which, to my mind, has yet to be accepted into the canon
of institutional critique.” One need only think of his participatory actions with middle school
students, who were asked to evaluate his artistic performance, or of his suggestion for an alcer-
native Lidl Academy, including a charter and room plans. One can find here efements of an
»administrative aesthetic« as well as conceptual procedures and »teamwork. «

Market analysis

»Neo-expressionisme« was first and foremost 2 polemic term, intended to fend off and com-
bat the works branded with it. As with any label, no allowance was made for differences between
the pictorial practices subsumed, or rather, lumped together under the term »neo-expressionisme«
as though the procedures of artists as different as Lipertz, Clemente, Kippenberger, Baselitz,
Dahn, Immendorff, $alle, Schnabel, Dokoupil, Fetting, or Bitttner were basically ope and the
same thing: neo-expressive painting, and hence painting that was, per se, not to be taken seri-
ously. As is often the case, the origin of this designation is undocumented-yet it seems peculiar
to me in that it connotes also the success on the market of the artists associated with it. For the
word »neo-expressionism« was pronounced always in a tone that left no doubt regarding one’s
desire that this phenomenon, a product of the market and the media, soon come to an end.™

16 See Isabelie Graw, »Jenseits der Institutionskritik. Bin Vortrag im Los Angeles County Museum of Art,« in Texte zur Kunst,
no. 59 {September 2005} 41-53, here 48,

16 In the »Postscrpte to his »Figures of Authority, Ciphers of Regression,« Buchloh gives the almost desperate diagnosis that
his worst fears had come to pass: This painting had indesd vanquished »museums and ... the art rarketplaces in an
unparaticled fashion, had »Jaggressively asserted] its reactionary political affilations and its defense of & notich of culture
that is right-wing, sexist and elitist,« and bad served as the »willfully ignorant« smoke screen for the conservatism and
aggressive policies of the Peagan administration.
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Markus Liipertz, Spargelfeld—dithyrambisch (1968)

The manner in which the term »neo-expressionism« was used thus already inciuded the animus
against a formation that at a certain point in time indeed dominated the market.

From roday’s perspective, however, the sizuation appears somewhat different: Could not
the potential of Certain painterly approaches of the early 1980s lie precisely in the fact that they
accepted the market as an objective institutional power and defined their relationship zo i,
instead of falling ntc the naive betief that one could elude it? That is indeed the case with artists
such as Martin Kippenberger, who even made an outright exhibition of the market’s arbitrary
value-assignments with his Preisbilder series, which plays on the double meaning of »prize« and
»price.« Yet here, too, differeatiation is in order: now between those painters, such as represen-
tatives of the so-called Transavaniguardia {Sandro Chia or Francesco Clemente), who in their
naive belief in painting and implementation of univocal narrative, produced gestures that tend
to conform to the market; and those who, such as Kippenberger, behaved on the one hand in a
manner conforming to the market by networking indefatigably, but on the other, irritated this
market with inflationary production, silly antics, and a behavior felt to be impertinent, which
at first earned him institutional rejection. I curn, 2 high degree of reflection upon the market
is to be found also among conceptual artists. For instance, lan Burn wrote an illuminating text
in 1975 that takes av astonishingly disillusioned look at the market.” In spite of the recession
incipiens at the time, he diagnoses a definitional power of the market heightened to the point
where it determines what will be regarded as having aesthetic value. The present-day tendency

“for economic criteria to replace aesthetic ones could already be anticipated thirty years ago.
According to Buen, the grasp of the market went so far as to seize the sphere of production.
For Burn, works of art are commodities from the beginning—that is 1o say, conforming to the
commodity-form already on the plane of conception. In other words, the market cannot be kept
out of the design phase of a proto-conceptual work. The notion that conceptual practices were
and continue to be highly conscious of the laws of the market is supported also by the practice

17 See lan Burn, »The Art Market: Atfiuence and Degradation,« i Alberro, Stimson, Conceptual Art: 4 Critical Anthology,
320-33.
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of »certificates,« now highly popular again, for instance among young post-conceptual arrists
such as Jan Timme or David Lieske. Traditionally, certificates represent an attempt at self-
empowernient, at gaining control over distribution and decentralizing it, bypassing the galleries,
By employing certificates or the famed »contracts,« artists intend to have a say about the cir-
cumstances of the future existence of their works. By now, however, the certificate has been
transformed into a sort of fetish that is perfectly compatible with the gallery system, especially
since it delivers proof of originality or authenticiry as desired by the collector even in instances
where the work does not rake the form of a singular ebject, exists only as an instruction, or
exists in multiple editions. Tt is nowadays seen as the tribute that an artist invested in »concep-
tion« is willing to pay ro market demands, The high degree of reflection upon the market, past
and present, among conceptual artists, is conversely matched by painters within the formats of
»wild« or »neo-expressive« painting who hampered the market’s grasp; whether elevating the
ostentatious lack of complexity to a principle, like Ochlen, Kippenberger, and Biittner in their
early painting; or, like the artist Jutta Koether, took the principle of »Bad Painting« literally,
painting images that went beyond the approved »Bad Painting,« that were dismissed as simply
bad painting and ignored by the market for years. Still, stereotypes—such as the notion that
»nIE0-Expressionisme« 1s a pure market phenomenon while Conceptual art stands outside the mar-
ket—have persisted to this day. As is well known, stereotypes are tenacious. Yet there is another
deployment of both artistic styles, located on the level of procedure. There is good reason, after
all, for two fundamental figures to be advocated, distinguished even simply by their titles:
»expression« on the one hand, »conception« on the other. These production-aesthetic ideas are
closely associated with fundamental notions of procedure as well as notions of subjectivity and
art that could not be more different. They are, to put it starkly, worlds apart.

What expression expresses

While »expression« is a central category of idealist aesthetics, reactivated at first by German
Romanticism and later by Expressionism and »neo-expressionism,« and always remains tied to
the subject, the importance of this subject was to be curbed in »Conceptual art.« Ideas, concepts,
or systems were to easure that, ideally, the subject would play virtually no role. The artistic sub-
ject thus submitted to an external specification, and it was held that subjectivity would, in this
way, cease to play any role in artistic production.” While Conceptual art hence pretended to
have left behind the paradigm of expression, »wild« or »neo-expressive« painting put expression
back on the agenda. The curators of the propagandistic Zeitgeist exhibition went so far as to
elevate »expressive force« to the status of a criterion: the more vehemently and immediately the
artist’s passions forced their way into the painting, the greater, they thought, the artistic accom-
plishment, as though the significance of a work of art depended on the emotional input. In fact, -
the Zeirgeist program regressed even behind Adorno’s dictum that »valid art« had to move
berween »unassuaged and inconsolable expressivity« and the »expressionlessness of construc-

18 See Sof LeWitt, »Paragraphs on Conceptual Art (1967), in Open Systems. Rethinking Art ¢.1870, ed. Donna De Sahvo,
exh. cat. {London: Tate Modern, 2008}, 180-81.
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tion.«*® This momentum of construction, which can be found even in the seemingly most
impetuous paintings of K. H. Hadicke, which are, after all, based on a systematic compositional
principle, was simply suppressed. Instead, a Romantic expressive pathos was reactivated that
was characteristic most recently of the second half of the eighteenth century, when it had been
held that art is destined to express emotions. The idea of this expression harbored by the advo-
cates of »neo-expressionism« remained tied to a subject, whose constitutive substantiality was

presupposed, as was the notion that its emotions and passions are immediately transposed into
and articulated in images. That painting is a complex and highly mediate language with its own

laws, not a one-to-one translation of an emotional state, was assiduously overlooked, Ignored
was especially the fact that this postulate of a unified subject »immediately « expressing its emo-
tions, its state of mind, had proven to be highly questionable also in the process of postmodern
and poststructuralist critiques of the subject. Texts or images can thus no longer be understood
as revelations of subjective expression, burt rather, stand for the opening of 2 space in which the
subject effects its own disappearanice. At most, it leaves traces, traces that should, however, not
be confused with authentic testimony as to its essential mental-emotional state. Yet regressive
views fell back to this short-circuited notion and Buchloh was rightly shocked that brushwork or ~
impasto effects were again felt to be »painterly« or »expressive,« when one should have known
since Ryman and Richter, at the latest, that pictorial signs are not transparent. He was funda-
mentally right, and yet there were artists, in fact within the formation that Buchloh attacked,
who mobilized these signs for expressivity with full knowledge of their status as signs. Then,
expression no longer intends to refer to something originary or authentic, but instead, is exhibit-
ed as the effect of a specific procedure. Thus, early paintings by Kippenberger frequently contain
»worms of paint,« squeezed directly from the tube, which form unsightly blobs on the canvas.
They must be read as exaggerated signs for an immediacy that does not pose as zuthentic utter-
ance or ex-pression., They thus stand less for the impulsive gestures of an artist than for his or her
interest in a pictorial vocabulary that creates the impression of »immediacy« in order to demon-
strate the fact that it is mediate. The problem, however, was that neither the advocates of neo-
expression nor irs gpponents were capable of registering such conceptualizations of expression;
they were either too busy to put an end to the »paltry, cerebral, abstract styles« {Rosenblum) of
the 1970s, or allergic to any signs of »expression« or »figuration,« which were immediately
accused of being reactionary, Indeed, the advocates of the Zeitgeist show could hardly conceal
their satisfaction that, according to them, the time of avant-garde experiments was finaily over
for good. This mentality of an »end for good,« this condemnation of all conceptual achieve-
ments, is reminiscent of the cyclically recurrent lenging for a »zero hour,« which can again be
heard of late. Especially young painters desire that unhampered »expression« or »regression, «
and ignorance of all post-conceptual insight be permissible again. There is always a conservative
tilt to such anti-intellectual impulses, and they must be taken with a grain of salt.

Alehough major representatives of »Conceptual art« had in turn taken punches at » Abstract
Expressionism, « they owed as much to this oppenent, who was constitutive of their own posi-

19 Theodor W. Adorno, Agsthetic Theory, ed. Gretel Adorne and Rolf Tiedemann {Minneapolis: Univ, of Minnesola Press,
13868), 43,
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tion. For instance, their preference for intuitive procedures or irsational systems presents an
unintended affinity to the production-aesthetic premises of Abstract Expressionism.

Sol LeWitt’s famous »Paragraphs on Conceprual Art« (1967) already evince the endeavor
to discard »expression« as though it were an irritating insect at last to be got rid of, The
»Conceptual art,« whose side he took right ar the beginning of the text, addresses, according
to LeWitz, the mind rather than the senses, and is hence, as he emphasized soon after during
an interview, more »complex« than Abstract Expressionism.?® Thas insinuating that the latter
is sub-complex 2nd rather dim-witted made distancing oneself the more effective. For Abstract
Expressionism was to stand for the sort of arr that remained characrerized by »rational deci-
stons,« whezeas Conceptual art, as LeWitt understood it, based its endeavor on the irrational
and the insanity of systems. This text must be read, and taken seriously as a manifesto for differ-
ent notions of art and the subject; it is, of course, #ot to be confused with a description of the
true method of » Conceptual art,« let z2lone of Abstract Expressionism. For Polloclk’s procedure,
the attempt to systematically bring forth »immediacy« through a specific experimental set-up
{»dripping«} is, in fact, not so alien to LeWitt’s production-aesthetic systematics. Yet the prob-
lem for LeWitt iay in the fact that this painting aimed at what he called the »emotional kick,«
whereas his other artwork was intended to be »emotionally dry.« Stifl, upon closer look at
LeWitt’s modular systems, such »emotional dryness« is not evident. A spectator standing before
such an object (for instance, Modular Structure {floor], 1966} can very well experience rapture
over a structure as systematic as it is irrational, that is to say, experience a sort of aesthetic kick.
Series and systems do not preclude emotionality, as LeWitt would today be the first one to con-
cede, especially since his pictorial wall works operate with the expressive values of color.
Expression is being staged in these wall works, But in the »Paragraphs,« he still saw the funda-
mental choice of a system, which then made decisions, as guaranteeing avoidance of subjectivity
and personal expression. Still, such systems are, equally, results of a personal selection, which
may display personal preference, or resonate with existential necessities, such as, »obligation to
report.« Therefore, artists can even stand in libidinous relations to their systerns. An example
would be Hanne Darboven’s early cross-sum calculations and writing systems. Her method of
integrating to-do lists and excerpts from her reading into her diagrammatic drawings can also
be interpreted as a means of coming to terms with the repressive-inclusive milieus of »school«
and »family.«* Some of her diagrammatic works and notebooks seem like reports, manifesting
the compulsion to justify to her parents that her actions are meaningful. Expression becomes
here the effect of a systematic procedure, just as subjectivity becomes discernible in LeWitt as
the effect of an industrial procedure. LeWitt’s obsessive variations on the cube are expressive
also of his personal enthusiasm for this form—an enthusiasm in turn supported by a consensus.
After all, the cube was past of the preferred formal vocabulary of the 1960s, due to a number
of its implications {anti-hierarchical, serial, industrially standardized). The cube was in a sense

20 See Patricia Norvall, Recording Conceptual Art. Early Interviews with Barry, Huebler, Kallenbach, LeWill, Morris,
Oppenheim, Siegelaut, Smithson, Weiner, ed. Alexander Alberro and Patricia Norvell {Berkeley/Los Angeles, CA:
Univ. of California Press, 2001}, interview with Sof LeWitt, 12 June 1266, 114-23,

21 See isabelle Graw, »Am richtigen Orl, zur richtigen Zell, Hanne Darboven,« in Die bessere Hélfte. Kanslierinnen
das 20. und 21. Jahrhunderts (Cologne: DuMont, 2003), 115-23.



130

representative of an industrial procedure that could create subjectivity without reference to an
authentic mental-emational state. What was expressed in it did not have its causal origin in the
artistic subject, in fact, it was disengaged from the subject. Varying Adorno, one could say that,
according to this understanding of expression, it is not the artist but the circumstances that are
expressed. The problem with this argament is only that the particular is now expected 1o vouch
automatically, as it were, for the universal. This reversal of the subjective fraction in the work of
art into objectivity (»The share of subjectivity in the artwork is itself a piece of objectivity«) had
already seemed a little magical in Adorno’s Aesthetic Theory, but his exhorration not to confuse
expression with an image of the subject still seems interesting.” In fact, the subjective, mental-
emotional states appear less often than the external constraints, and are negotiated in works of
art in specific ways,—whether they are said to be »expressive« or »conceptual. «

Conceplualized gestures, residual expression, and expressology

So far, art history has failed to consider the possibility that the expressive »scrawlings« of
Julian Schnabel might in truth be a form of conceprualization of expression. Instead, Schnabel
stands 2s the epitome of the »neo-expressive« artist, and his early market success and pathos-
laden seif-exhibition in the lifestyle press made him the more suspicious. Yet even simple biogra-
phical details should raise doubts: in the 1970s Schnabel passed through the Whitney Indepen-
dent Studies Program, where training was strictly oriented on the conceptual, in institution-
critique terms. That would argue at least for a cereain familiarity with conceptual strategies.
The latter then also appear in his oeuvre, for instance, in a drawing containing a sentence that
Lawrence Weiner might have written: »what to do with a corner« (1978). The essence of this
work is a plan, a concept whose execution seems secondary. On occasion, he also painted maps
over with shapeless brown spots, as though forcing signs of gesture upon the conceptual artists®
»mapping.« In turn, many representatives of »Conceptual art« passed through an abstract-
expressionist education, which explains their vehement disavowal of the expressive paradigm
as well as their fascination with the production of expression. One could say of some works
that they present a sort of »typology of expression,« or engage in »expressology. « Thus, just as
Schnabel conceptualizes expression, even the seemingly most inexpressive works cannot render
»Conceptual art« devoid of expression. Let us take one of Douglas Huebler's Variation Pieces
{(Variable Piece #34, 1970), for which he ostensibly photographed forty people at the very
moment of telling them that they had a prety face. The interest for him was thus in the facial
expression, that js to say, in the question of what effects a compliment would have on the
latter; a sort of phenemenology of expression under the conditions of a celebrity culture
characterized by a generalization of the standards of the Culture Industry in which vacuous
compliments are liberally dispensed. Baldessari also conducted a similar form of expressology
in The Back of All Trucks Passed While Driving From Los Angeles to Santa Barbara,
California, Sunday 20 January, 1963, which is about the physiognomies of trucks photographed
from behind. These trucks appear here like different types that are members of one genus, each

22 Bee Adorno, Aesthetic Theory. 41.
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Julian Schnabel, Drawing for »What to
O with g Corner in Madrid« (1278)

type having a typical »facial expression.« Only, expression here must in no way be read as an
indication of the most individual or personal. What becomes discernible in it is razher the out-
ward appearance that conveys something—comparable to the painterly gesture that stages
exxpression and thus atrests less to vigorous mood swings or authentic emotions than to the radi-
cal insubstantiality of being. This »residual expression« may very well ceincide with a system;
thus in the serial »raster drawings« by Jutta Koether (10. Dezember 20006, Mai 2002, 2002),
which combine a strict, experimental set-up in the manner of Hanne Darboven (every day one
sheet is filled with boxes drawn with crayons) with signs of expressivity {more or less vigorous
strokes, greater or lesser indentation of the paper). In other words, what is present is a conceptu-
al series in which the individual’s day-to-day mood swings are also rendered justice. The primal
scene of all these procedures that conceptualize expression is, to my mind, to be found in »écrit-
ure automatique,« which according to Breton required certain provisions for the stream of the
unconscious o be produced systematically. Fundamentally, irrationality was here, too, due to a
system, as it was later in » Conceptual art,« or in Kippenberger's approach to painting, always
acceding to it from the outside by implementing conceprual projects thar sounded absurd. Asked
haw he came by his motifs, he noted, for instance, that the motif of the »epg sunny side upe had
not yet received fair treatment in the history of art. He had wanted to take care of the matter.®

Keep to yourself

Adorno’s phrase of the »valeurs of expression, « an allergic defensive reaction against that
which was for him a »form of expression,« hints at the fact that expression has a value, and
pays off.?* A gallery owner recently tokl me an anecdote that is illuminating in this contexe: the
more signs for a »face« or allusive traces of facial expression can be recognized in an otherwise

23 See Martin Kippenberger and Daniel Baumann in conversation: »Completing Picasso,« in Martin Kippenbarger,
ed. Dons Krystol and Jessica Morgan, exh, cat. {London: Tate Modern, 2006}, £9-65, hers 63.
24 See Adorno, Aesthetic Theory, 32, whers »Ausdrucksvaleurs« is rendered as »nuUanced expression.«



abstract painting, the better it sells. This means that there is something comforting and reassuring
to residua of expression, that they instill confidence. Is that the case irrespective of whether they
suggest authenticity or exhibit the fact that they are staged? Are the sales opportunities of an
expression that seems to refer to the mental-emotional state of the artistic subject greater than
those of an expression that is an effect explicitly owed to an external, experimental set-up,
appearing only as »residual expression«? These dividing lines arc at times blurry. Especially

on the plain of reception it can happen that even the »residual expression« is (posthumously,

as in the case of Kippenberger) romanticized into evidence of the inspired artist’s genius and his
or her authentic mental-emotional state. And a putatively »regressive« gesture that, upon closes
scrutiny, turas out to be »prearranged regression,« can be considered authentically regressive,
and hence regarded with undeserved skepticism, as in the case of Jurta Koether’s project. From
the perspective of production aesthetics, it seems therefore virtually impossible to gain control
over the expressive paradigm. It is certain, in any case, that the present image of the artist is
characterized more by conceprual ideals——that is to say, that conceptual norms are currently
doing well on the market, and pay off. It is, as it were, part of the job profile of artists that

they first have a project, a plan, a concept to show, which is then implemented as though unpre-
dictable and chance events played no role. It is expected, moreover, that artists trade in informa-
tion, that communication supplant production, or that they practice teamwork, Those artists
who conceptualize »expression« equally find themselves exposed to this set of requirements:

it is demanded of them that they be ready to provide elucidation about the conception of their
work, and network and self-promote. Yet even if certain characteristic aspects of »Conceptual
art« nowadays coincide with the neoliberal set of requirements, that to my mind does not at all
mean that the insights of Conceptual art and institutional critique ought to be jettisoned—quite
to the contrary, there is no alternative to them. Precisely because it is tempting to repress these
lessons, their internalization should be insisted upon; the more so since the painter invested in
»expression« equally mobilizes a resource that is in demand uoder the neoliberal regime~a
resource in which his or her life, which is at work, as it were, within expression, is disposed of,
Whether they remain beholden to the conceptual mode or the expressive paradigm-—in both




COMCEPTUAL EXPRESSION 133

Dougias Huebler, Variable Piece #34
(1970), detail

i

cases, artists make available precigely the emotional and cogritive capabilities that capitalism
demands in its current, spectacular phase. Capitalism wants afl of us, body and soul—our entire
lives. For this reason alone, it is insufficient to specialize exclusively in artistic procedures like
»conception« or »expression,« as though that meant being on the safe side. For procedure alone
cannot guarantee »resistance« or »critical stance,« hopelessly involved as it is in current require-
ment profiles. In my opinion, possible ways of escaping present-day interpellations are located
on a different plane. The decisive point is how artists act in general-—and not only on the plane
of their artistic procedure—that is, whether they readily make all their cognitive and emotional
capabilities available, as is demanded of them with the bio-political turn, or selectively refuse
these interpellations, without, of course, ever being able to step fully outside them. Artistic
procedure may be imbued with »life,« but in the end, what counts is how a life is lived,

Translated from the German by Gerric Jackson.
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Gregor Siemmrich

Heterotopias of the Cinematographic
Institutional Critigue and Cinema in the Art
of Michael Asher and Dan Graham

There is no self-evident historical or conceptual connection between the art practice which
had its beginnings in the late 1960s and is now known as »institutional critique« and cinema
as an institution nor is there one that can be seen as included from the outset in the concept of
institutional critique. The connection became evident relatively late, in the early 1980s. To no
small extent, this can be attributed to the concept of institutional critique and a set of problems
associated with ir. Nevertheless, institutional critique represents a critical ambition and a preoc-
cupation that must be taken into consideration in any effort to illuminate the relationships that
have evolved between art and cinema.

Recalling several aspects of art’s development in the second half of the twentieth century
may make this clearer. The atmosphere of departure, mercurial anarchism, and simultaneous
radical theoretical ambition (which could manifest both formally and politically} with which
artists and independent filmmakers had made films from the 1950s to the early 1970s were no
fonger noticeable in the early 1980s. Instead, the art scene was flooded by a wave of so-called
Neue Wilde (new wild or neo-Fauve) painting, cited as the expression of a »hunger for pictures. «
This slogan not only implied a rejection of the entire development of so-called Minimalist and
Conceptaal art {including so-called institutional critique); it also carried the furtively uncanny
connotation that moving pictures were not the sort of pictures that could satisfy this »hunger
for pictures.« Paintings were courted as marketable objects, which due to their traditional tech-
aique and expressive painterly gesture could be considered an authentic externalization of a cre-
ative individual, Every film image seemed to pale in comparison to this claim, which was often
exalted, even when presented as mere pastiche.

At the same time, however, there was subliminal competition with the visual power of cine-
matic images and an unacknowledged need to borrow from them. For example, Markus Liipertz
was not ashamed to declare that the symbeolically dense configurations at the center of his paint-
ings were oriented on the archetypical logos from film studios—Warner, Columbia, Twentieth
Century Fox, and so on—in the title sequences of Hollywood films.! This same strategy of
address appears in different forms in various media, but is nevertheless still palpable as the

1 Bee Siegited Gohr, »Deutsche Motive,« it Markus Lipertz: Deutsche fdotive, ed. idem [Stuttgart: Cantz, 1993)
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dominant factor. There was an underlying suggestion that the art world is somehow like the
movies, In fact, 2 whole series of star artists of the 1980s (Rabers Longo, Julian Schnabel, Cindy
Sherman) felt prompted to make feature films, prefering the classic production site Hollywood
above all. »Hollywood« could be seen 2s an extension of the art scene, nourishing the idea that
an artist is able 1o reach a mass audience by choosing the right strategy of address. At the same
time, Hollywood presented a challenge, because its visual world had an ambivalent refationship
with the visual world of painting, a situation thar left a variety of options open,

And while Neo-expressionism seemed to dominate the art market, photographs were bought
and sold there at prices previously reserved for paintings and sculptures; in turn, photagraphy
began to adopt the formats of painting, advertising, and the projected film image. Unlike paine-
ing and sculpture, photography had an affinity with Conceptualism, since Conceptual art had
adopted photojournalism as a model. Artists such as Cindy Sherman and Jeff Wall utilized this
legacy of Conceptualism to take a stance with regard to visual worlds that Concepinalism had
excluded-—in particular, the visual world of the cinema.

References to cinema in art have meanwhile become ubiquitous. A series of international
exhibitions in the 1990s—some as historical retrospectives, others as cross sections of contem-
porary production——focus on this theme: from the large-scale exhibitions Hall of Mirrors: Art
and Film since 1945 in Los Angeles in 1996, and Spellbound in London in 1998, to a series of
smaller exhibitions, such as, Cindma Cinéma in Eindhoven and Moving [mages in Leipzig. The
majority of works shown were clearly based on a conceptual claim, although not one thar would
be associated with the concept of institutional critique. The artists did not work in and with the
cinema as an institution in order to lay bare its functional conditions, but instead, seized its
visual world as a pretext: which means that although the experiences of art and cinema over-
lapped, it was not necessarily in terms of the instirutional struccure, instead, this overlap was
merely »visual.«

The concept of institutional critique and cinema

The concept of institutional critique was at the center of art critical discourse in the late
1960s and in the 1970s. It was characterized by two positions: first, a coming to terms with
Peter Biizger’s Theory of the Avant-Garde, which {following from Waiter Benjamin) viewed the
critique of institutions as an essential concern of the historical avant-gardes of the 1920s.2 The
other was marked by the sort of artistic approaches that had critically questioned art’s instito-
tional framework since the late 1960s. In fact, these two points of departure at the base of the
concept were irreconcilable, since Biirger did not incorporate into his historical analysis—and
may, in fact, not have been aware of—the artistic efforts to which arr critics applied his theory
of the avant-garde (artists, such as, Michael Asher, Daniel Buren, IDan Graham, Hans Haacke,
and Lawrence Weiner, among others). Instead, he labeled all postwar artistic developments
mmeo-avant-garde,« with clearly pejorative intent. The term was meant to evoke the impression

z Peter Birger, Theorie der Avantgarde (Frankfurt: Suhrkamp, 1974); transt. Michae! Shaw,
Theory of the Avant-Garde {Minneapolis, MN: Univ. of Minnasota Press, 1984),
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that their approach te the achievemenzs—and, above all, to the failures—of the historical avant-
garde was not entirely honest, and was also historically obsolete,

The American reception of Bilrger’s theory of the avant-garde associared jr—even unwit-
tingly—with Clement Greenberg’s theory of modernism, and specifically in a way in which each
theory emphasized the neuralgic points of the other achieving a connection on a higher reflective
level. Greenberg had provided a fundamental distinction besween two concepts of critique: criti-
cism in the spirit of the Enlightenment was a critique from outside; and by contrast, Kant was
the first »modernist,« because he was the first to subject critique’s own means and procedures to
a critique to demarcate its genuine area of competence, Greenberg considered this general princi-
ple of critique binding for modern art, but with the proviso that it only applied ro the individual
arts: each individual art in modernism had to lay bare, with its own means, the »essence of the
medium«——that which was unigue to it and to no other art.?

Greenberg could never have accepted Biirger’s theory of the avant-garde, because it was
based on the general principle of critique in the spirit of the Ealightenment—as a destructive
critigue »from the outside.« In the American reception of Biirger’s theory, however the »critigue
of institutions« was recoined as » institutional critique.« Thus, it could no fonger be understood
as a »critique from the outside,« but only as a »critique from the inside« that ensured its own
institutionzl basis and no longer referred to individual arts, but to the institutional status of art
and the system of particular art institutions {rauseum, gallery, art journal, art market, and so on),

As a result, the suspicion remained that the art known as institutional critique ultimately
remained captive to Greenberg’s definition of modernism.* This suspicion was nourished by the
circumstance that, again and again, merely the art institutions were subjected ro institutional
critique. Moreover, it became evident that these art institutions sought to employ institutional
critique for their own legitimation. The artistic and critical confrontation with the general frame-
work was presented as though borne by the institutions, as something desired and displayed,
and thereby tended 1o become a form of confirmation.

The conceps of institutionzl critique thus seemed to stand for art that could be understood
using Freudian terms, that is, art that mamtained a quasi-Oedipal refationship to its own institu-
tions. But this would not held for very long. Historians, whose primary concern was with demar-
cating a politicaily critical standpoint, soon preferred to speak again of a »critique of institu-
tions,« whereby artistic positions that had thus far been geopolitically marginal—for example,

3 Clement Gregenberg, »Modernist Painting,« in The Coflected Egsays and Criticism, ed, John O'Brian, vol. 4,
Madernisin with a Vengeance, 1857-1868 (Chicago/l.ondon: Univ. of Chicago Press: 1893), 85-93, esp. 89,
Regarding this issue, in an interview Jefl Wall remarked: »On this level one could also argue with Greenberg that the
art institution establishes its own legitimacy by concentrating on its own essence, But its essence is discursiveness:
its own reflection on the forms of its relationship to other institutions and to itsel. i would therelore be completely
legitirnate to say that in s examination of other institutions, art examines Hself as an institulion.« Wall combines this
argument with a critique of Buren's position: »1 belisve that Buren's position has Hs #mits. One of s most essential
fimitations Is the idea that the art institution is so much more significant than Lhe compiex of institytions that makes
up the social world.« See T ), Clark. Claude Gintz, Serge Guiibaut, and Anne Wagner, »Feprasentation, Mifitrauen
und kritische Transparanz: Eine Diskussion mit Jeff Walls {1988}, in Jeff Wall: Szenarien Im Bildraum der Wirkiichkeit;
Esgays und Interviews, ed. Gregor Stemmrich (Dresden: Verlag der Kunst, 1897}, 225. [This interview has only been
published in excarpts in English: these passages are my translations of quotations from the full interview as published
in German—Trans.]
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Latin American artists—were given more serious consideration. In contrase, art critics and theo-
rists who tried to »go with the times« soon felt obliged to qualify the question of institutions’
rales. In this way, so-called »Kontext-Kunsi« (Context art} of the early 1990s in Germany,®
inherited a discussion centered on terms like institutional critique and site specificity, yet no
longer remained committed to this discourse. The value of Context art’s message comprised
primarily its being, or seeming to be, at odds with the demands of the 1980s booming art
market, which was dependent on the »autonomous work« as a marketable product.

The question raised by Context art was not one of categorically distinguishing itself from
institutional critique, but instead, how to transcend it and open to forms of practices and fields
with which it had not previously been associated. Yet the term Context art refers more to a con-
steflation of effores than to a distinct thrust. Posed with a certain urgency at the historical inter-
section of institutional critique, which at least began as such a thrust, with a situation that could
now onfy be understood as a constellation, was the question of possible forms for an artistic
treatment of mass media and their supporting institutions: mass media could be understood as
institutions that pen¢trate and determine the general awareness—unconsciously—to such an
extent that they represent a kind of hypercontext preforming experiential dispositions.

Institutional critique began with the question of how the institutional framework of the
gallery and the museum, the art marlet and the art journals preformed the experience of art, and
it wanted ro structurally break open these preconfigurations within the context of their functional
conditions. That could only be achieved effectively if the broader cultural context was, at the
same time, inciuded in the analysis. As a result, a consequence of institutional critique’s approach
was an advance into the field of mass media. This was most easily achieved in print media and
was indeed one of Conceprual art’s strategies from the ousset; most difficult were television and
cinema, that is, if the demand of working in and with supporting institutions was adhered to.

The development of cable television initially brought hopes of television use that was not
primarily commercial and the idea that users would actively participate in desigaing programs
and a new form of medial public space. Dan Graham's Project for a Local Cable TV {1971)
should be read in that context. Based on reciprocally reoriented subjective cameras, the project
was only realized as an experiment, and was never shown on television. As part of the group
exhibition Vig Los Angeles at the Portland Center for Visual Arts in Oregon in 1976, Michael
Asher, partly in response to Graham’s 1975 work Yesterday/Today, had the opportunity to real-
ize an artistic work (namely, The Occurrence of Rolling the Television Program the Tenth of
January 1976) on commercial television.® That same year, Graham responded with Production/
Reception (piece for two cable TV channels). This project also remained unrezlized, however,
in it, Graham presented his ideas on art’s critical use of cable television, and simultaneously
pointed to a fundamental—although vaguely formulated—commonality with Asher’s approach:

5 Peter Weibel, ed., Kontext Kunst: Kunst der Q0er Jahre {Cologne: DuMont, 1994},

8 See Michasl Asher's description, written in collaboration with Benjamin . D, Buchioh, in Michae! Asher, Writings,
18731983, an Works, 1965-1879, ed. Benjamin H. D. Buchloh {Haiifax: Press of the Nova Scotia Coliege of Art
and Design, 1983), 112-17.

7 Dan Graham, Video, Architecture, Television: Writings on Video and Video Works, 1870-1378, ed. Benjamin
H. D. Buchloh (Halifax: Press of the Nava S¢otia Coflege of Art and Design 1979), 85,
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Michael Asher, contribution to
Via Los Angeles, Portland Genter
for Visual Arts, Oregen (1981}

»Both works involve a sense of the architectural properties of television.«” Asher’s work com-
prised filming the events in the master contral room of a television station for thirty minutes
and then broadeasting the images on that station, interrupted only by the usual commercials.

The work was part of an art exhibition and was indicated as an artwork in the press, in tele-
vision magazines, and even on television. By contrast, Graham, aimed to show situations typical
for both production and reception—in principle, freed from the context of art—and thereby
integrate different tetevision channels. Two years later he received the opportunity to do so in
another piece conceived and performed together with Dara Birnbaum-—Local Television News
Prograin Analysis for Public Access Cable Telewision (1978-79). In this project, the main
interest was not—as it had been in Graham’s 1971 project—to shift controversial standpoints
in a public debate by means of employing a subjective camera, video feedback, and splitting the
sound and image into a highly unconventional perspective, emphasizing the mediation of what
was shown, but instead, to analyze the sheer conventionality and media sleckness of television
news broadcasts, and make them transparent for viewers. In a similar spirit, as early as 1976,
Michael Asher indicated in notes on his work that if he were to do another piece for television,
he would record all the activities in the control room during a news show and broadcast them.
His artistic interest focused on precisely those aspects of television that possess subliminal politi-
cal and ideological meaning in their typified form. Crucial to this artistic approach was that
absolutely no historicity was implied: the day’s events reported on television, news production,
its reception at home, and the critical perspective the artists proposed were all connected to an
awareness of simultaneity or to a direct remporal link. At the same time, this simuttaneity could
be experienced as a latitude for action and behavior so that all the more critical attention was
drawn to conventions, typical behavior schemas, and fixed expectations. However, this artistic
strategy with reference to television had no immediate continuation after 1979,

Thus, it is all the more interesting that in the early 1980s both artists turned toward another
cultural institution—the cinema—and in their art demonstrated that cinema could not feasibly
be abstracted from its historicity as 2 medium and from its institutionalized form. The critical
analysis of television could be read as remaining within the framework of the basic cancepts of
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presence and place—within an extension of these concepts (which had undergone diverse trans-
formations and extensions since Minimal art) that was appropriate to the medium and the insti-
ruticn. By contrast, the critical analysis of cinema brought with it a necessity to open up a
historical perspective; the implicit or explicit reference to something that oaly emerges in the
present because it concerns the past.

Cinema in the art of Michael Asher and Dan Graham

There is nothing shared by the works in which Asher and Graham come to terms with
cinema that make them seem directly comparable. Nevertheless, they are related discourses,
as is clear from their common pre-history—that is, the efforts of both artists to come to terms
with television. They place cinema as an instisution, rather than film as a medium, at the center
of a set of questions concerning art’s position in a cultural context. Because both works were
produced independently of each other within the same year (1981), neither can be seen as a
response to the other; instead, together they shed light on a certain historical moment in which
the demands and methods of institutional critique were applied to cinema. Asher kept to the
institutional context of the art museum, but in it he found connections to a broader sociceco-
nomic and historical context, which he then exposed through interventions, Graham, by con-
tras, sought opportunities to work outside the enclave of the museum by examining the
sccioeconomic and historical context, but at the same time, commented on the art context.

Asher’'s contribution to the exhibition Art in Los Angefes: The Museum as Site:
Sixteen Projects, Los Angeles County Museum of Arts {1981)

For the exhibition Art in Los Angeles: The Museum: as Site; Sixteen Projects at the Los
Angeles County Musenm of Art in 1981, Asher produced a work, that in keeping with his artistic
approach, refated 1o the premises and general conditions of the exhibition. Yet this was connect-
ed to a particular challenge, since the subtitle of the exhibition, The Musenn as Site, represented
a historical upheaval in reception of the artistic practice known as institutional critique. The late
1960s saw the emergence of artists such as Daniel Buren and Michae! Asher whe questioned the
inszitutional circumstances of art, the ideological motives concealed within these circumstances,
and the way in which those motives determined the meaning of the works exhibited. In the
1980s, however, institutions began to turn their artistic interventions into a kind of official insti-
rutional practice: exhibitions were conceived as playing fields for artistic interventions, The
exhibition The Museum as Site represented this historical upheaval. At the same time, it revealed
a new approach to the concept of site specificity. In the late 1960s and the 1970s, »site specific«
referred to works of Land art or Earth art, interventions in urban or suburban spaces, such as
those of Gordon Matta-Clark, and particular interventions in institutional contexts, for example,
those of Asher and Buren. This term did not stand for the harmoniocus integration of the artwork
and its surroundings but, quite the opposite, for eritical interventionism. A subtitle like The
Musewm as Site, by contrast, points to a concept of fencing in, of using site specificizy in art
as a way for the museum to present itself.® Asher accepted the challenge by creating a work that
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Michael Asher, contribution to
The Museun as Site, Los Angeles
County Museum (1981), detail

was, in fact, only a self-depiction of the museum, but one that, by operating under that premise,
cast a critical light on forms of self-depiction.

His work consisted of three parts: a poster, a painting in the museum’s collection, and the
reconstruction of a sign in the museum’s park. The poster was placed behind glass on a post in
front of the museum’s entrance where the museum normally announced its events. The poster
had a full-size color reproduction of an advertisement for the film The Kentuckian of 1954 with
Burt Lancaster alongside the same scene in a black-and-white production photograph. It also
had = site map of the museum. The poster is described as part of Asher’s contribution to the
exhibition The Museum as Site and has textual, visual, and graphic indications of the work’s
other elements: the painting The Kentuckian by Thomas Hart Benton in the museum’s gallery
and the reconstruction of the sign in the muscum’s park. Thus, it reveals a twofold embedment:
on the one hand, between the film The Kentuckian and Benton’s eponymous painting; on the
other, between the reconstruction of the sign in the museum’s park and the poster, which is
found on a post in an outdoor space.

Lancaster commissioned the painting from Benton and later donated it to the museum;
it served as advertising for the film, though not in the usual commercial sense of giant painted
posters, but rather, because as a traditional painting, it could claim to be art in a way that
scemed to rub off on the film itself. The fim's claim to be art is also evident in the fact that
Lancaster was both director and stax, as is clear from the title of both photographs. Evidently,
this personal union was not only intended to guarantee total control over the product, but also
to mark this product as an actist’s work. Benton’s painting was a kind of stamp with the word

& Thus, the curator, Stephanie Barron, wrote in the exhibition catalogue: »the experience of encountering a scattering of
unusuai and sometimes jarring, sometimes playful works of art, or of viewing instaliations that employ non-art materials
or unexpectad motifs in nontradiional art spacess; in Art in Los Angefes: The Museum as Site: Sixtesn Profects, exh.
cal. {Los Angeies: Los Angeles Gounty Museumn of Art, 1981}, 6. See also Benjamin M. D. Buchich, »Allegoricat Procedures:
Appropriation and Montage in Contemporary Art,« in this volume. In this context it should be noted that a work proposed
oy Jonn Knight, who was originally supposed to take parl in the exhibition, was rejected by the exhibition committes.
See the documentation thereof in Docurmenta 7, exh. cat. (Kassel Museurn Fridericianum; Kasseh Diederichs
1982),1:284-85.
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art that Lancaster applied to the film. He used the conventional status of the painting as an art-
work to swap the roles usually attributed to painting and film: the traditional painting as com-
mercial product asserted the film’s claim to be »genuine art.«

By taking a painting in the museam’s collection conceived as both art 2nd advertising, and
placing it at the eatrance to the museum—thus relating it to common film advertising and pro-
duction—Asher declared the museum a cinema. Hence, the roles of painting and film (photogea-
phy} were swapped: the »film« Asher’s poster refers to is Thomas Hart Berton’s painting.

The immediate discursive context of Asher’s work was defined by the revival of easel paini-
ing at the end of the 1970s, in connection with a reevaluation of photography and the appeal of
Hollywood emerging in the art world. Asher was not simply content reacting to this situation;
instead he proposed a historical perspective for understanding is. This becomes clearer in exam-
ining Benton’s and Lancaster’s relationships to the film industry.

Benton was fascinated by Hollywood and, in the late 1930s, commissioned by Life maga-
zine, he captured its whole system of production in countless sketches and drawings and sum-
marized them in a painting. This was the studio system of the 1930s and 1940s that produced
films as though on an assembly line. Benton’s depictions, however, emphasize the workers® total
control over the product; he depicted the film industry in the way he once presented steelworks.
Ultimately, however, Life magazine rejected Benton’s »Hollywood,« because Benton’s »produc-
erism« conflicted with the »consumerism« that had developed along a broad front, and which
Life magazine promoted through its journalism.®

After the war Lancaster appropriated Benton’s producerism. He was the first Hollywood
actor to grasp that time had run out for the studio system and by 1948 had already founded his
own production company.’® He sought to define his own role within the system. By claiming
autonomy, he distinguished himself from the studio system and established his relationship to the
sphere of art. Nevertheless, his goal was not to redeem his claim to art through avant-garde
experiments. Indeed, in their forms and themes, his films professed their allegiance to traditional
—sexist, nationalist, chauvinist—clichés, This was something he shared with Benton, whose
painting offered a mannered, cartoon version of such clichés.

In the early 1980s, Benton experienced a revival in the United States, something no one had
foreseen, but it was evidently connected to changes in the artistic climate as a whole. The wave
of neo-expressionist painging that flooded the art market at the end of the 1970s was associated
with a radical upsurge in the value atributed to regionalist and nationalist tendencies in art—
that is, with a critical turn away from the claim to internationality and universality made by
Minimalism and Conceptualism. At the same time, the postmodernism diseussion led to 2 radical
upsurge in the value attributed to eclectic practices that were seen as a critical turn away from
modernism’s strive for originality. Benton clearly fit this image. In Paris during the 1920s, he had
experimented with all the stylistic forms of modernism, only to turn to Mannerism as his stylistic
model and to profess regionalist themes.

s See Erika Doss, Benton, Pollock, and the Politics of Modernism: From Regionalism 1o Abstract Exprassionism
{Chicago/London: Univ. of Chicago Press, 1981), esp. ¢hap. 3, »Thomas Hart Benton in Hollywood: Regionalist
Art and Corporate Patronags,« 147-228. )

ie Tony Thomas, Burl Lancaster (New Yoric Pyramig Pubications 1975).
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Thomas Hart Benton, Dubbing in Sound
{1937)

After the war, his primary claim to fame was having been Jackson Pollock’s teacher, How-
ever much Abstract Expressionism tried to distance itself eritically from Benton’s regionalist
painting, it cannot be denied that the leading advocates had inizially looked to him for direction.
This is true of Barnett Newman as well, who, in 1938, appealed to Benton for support in his
bartle against the academics. In a New York Times article, he referred 1o Benton as »father of
the mural arr revival in this country,« describing a painting by Benton that is easily identifiable
as The Kentuckian: »He had made the trip [east from Kansas City] through the hidden byways
of the South, accompanied by his favorite pupil, Fitz, and his dog, Peter. «** Abstract Expressio-
nism and its universality claim ultimately pushed Benton’s regionalist painting into the shadows.
Yet from the early 1980s onward—in the context of Serge Guilbaut’s historical research—it
was attacked precisely for this claim to universality: its indeterminate content was said 1o be a
renunciation of clearly fixed content, which had only served to foster an ideslogical appropria-
tion by various forms of institutional and media-based dissemination. In this context, Benton’s
position seemed acceptable and quite topical.

Asher’s work begins with this background—the question of institutionzal and mass media-
based forms of dissemination—and allegorically adopts various pretexts that point to an over-
riding authoritarian discourse. The reinstallation of the sign makes this obvious, The crude, rustic
design reminiscent of the Wild West, which has nothing to do with the written message, was
obviously intended to contribute to a kind of Disneyland effect in the park’s overall design—
which also means, to contemplating cinematic experience. In the original design of the park,
these signs stood at ali the park’s entrances. The numbers of the ordinances prominently placed
on the signs are so large—they number in the ten thousands—that they evoke an impression of
an anonymous superior power. These forms of mise-en-sceéne render directives, even those such
as, »Dogs must be kept on a leash,« an anonymous threat.

1 sBarnett Newman! Interview with Thomas Har! Bentone (1038}, in Barnet! Newman, Selected Writings and Interviews,
ed. John O'Neill (New York: Knopf 18803, 14-17.

12 Serge Guitbaut, »The New Advenlures of the Avant-Garde in America: Greenberg, Pollock, or from Trotakyism
10 the New Liberaism of the 'Vital Center, '« in October 15 {Winter 1880} 61-78.
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The idea that the museum as an institution mirrors the structures of the bourgeois family
was nothing new: the maternal functions of caring for, rearing, and looking after »children« and
the paternal functions of representing, regulating, and protecting the family. It is surely no coin-
cidence that Asher chose a photograph advertising a film that makes these structures—and the
associated dramaturgy—evident as clichés. It shows 2 family (a husband, a wife, and a boy with
a dog on a leash) at the edge of a forest. Positioned in front of them are two men with rifies who
clearly support the policy that »Dogs must be kept on a Jeash«—in the metaphorical sense as
well. It is readily transparent that the whole scenario is Lancaster’s self-dramatization. Yet the
the question is also where Asher positions himself in this scenario.®

Dan Graham's Cinema (1981)

As he explained on one occasion, in his art he sought »the final incomprehensibility of that
which the work shares with the institation.«** For his work, Asher calls upon the institution’s
full authority in order to draw attention to a set of problems inherent in this authority. His work
is not a critique from outside with 2 claim to enlightenment; instead, it only exists because it
was accepted by the institution, and yet does not represent a purist, modernist critique from the
inside, which has the authority to demarcate only the institution’s genuine area of competence.
His work sublates both actirudes roward critique on a higher level. The »incomprehensibility of
that which the work shares with the institution,« thus also comprehends the way in which art
and cinema pasticipate in each other as institrutions,

Institutions have a dual character: they are concrete forms—buildings, equipment, modes
of representation, regulations, patterns of behavios, social hierarchies, and so on—and at the
same time, there is an abstract, overriding reason for existence, such as, »the care, rearing, and
preservation of art.« Institational critique refers to the space between an institution’s abstract
reason for existence and the concrete manner of its existence in order to reopen that space for
critical awareness. In doing so, its goal is not to make concrete proposals for design conceivable
or comprehensible separate from the proposal’s status as an artwork. The work refers to itself as
art in an institutionally relevant sense, and in the process, utilizes and cririques existing institu-
tions. The resulting possibilizies and forms of participating in the institution are overdetermined,
or have an aspect of »incomprehensibility.«

Whereas Asher kept to the context of art institutions, in order to expose references to a
broader cuitural, historical, and institutional context, Graham developed proposals that tran-
scend the context of art, with a view toward a broader cultural context: when realized, their
understanding and functionality are not dependent on the art context, though they are proposed
and presented as models in the art context.

Thus, Graham’s guiding principles all but contradicted Asher’s. Asher never declared a mere
idea, 2 proposal, or 2 model to be a work of art. Only when the proposal has been accepted and

18 It should be noted in this context thal in a laler work Asher again used lilm advertising and production photographs;
on this, see Michael Asher, exnh, cat. [Brussels: Palais des Beaux-Arts de Braxalies, 1985), documenting Asher's
exhibition from 18 September to 10 November 1882,

14 Quotad in Birgit Pelzer, »Entropie,« in Michag! Asher, exh. cat. (Bern: Kunsthalle Bern, 1992}, 72.
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. Dan Graham, Cinema (1981),
modef, exterior view

realized by the institution does the work exist. It is part of the institution. Graham, by contrast,
developed artworks as models, conceived simaultaneously as thought models and concrete models
of experience, while leaving open the question of realization. Another aspect is that the model is
not tied to one single site for izs realization; instead, Graham refers to cuftural standards and
stereotypes, which he takes up as material, form, or situation, translating them into hybrid
structures and psychologically undermining them.

This becomes rather abvious in his Cirema-model from 1981. The cinema is part of a mod-
ern office building, which has a mirror-glass facade and is focated at an intersection. The screen
is not a normal screen bur a semitransparent, slightly curved projection screen of mirror glass,
which is adapted to the building at the intersection, Like the projection screen, the side walls of
the cinema are at the same heighe as the shop windows and, like the rest of the building’s facade,
are made of two-way mirror glass. Because this glass has the property that the side with more
light at a given moment becomes a mirror, while the other side becomes transparent glass, there
are changing conditions for experiencing Graham’s Cinema. Two audiences—one inside the cin-
ema and one on the street—relate to one another through the cinema’s architectural structure in
such a way that an evenly matched reciprocity of gazes can never occur.

Before and after screenings, when the interior of the cinema is illuminated, passersby on the
street can observe the audience in the cinema without being seen by them. The audience in the
cinema sees only itself on the side walls and on the projection sereen. Because the rows of seats
are situated in 2 quarter circle, they form an arena in the reflection: an imaginary self-contained
form dominartes.

During film screenings, the situation is reversed: under normal conditions, there is more
light on the streer than in the movie theater, so that passersby on the street see themselves and
their surroundings mirrored on the cinema’s side walls. The cinema audience, on the other hand,
can look through the side walls and watch the cityscape and the passersby on the street, How-
ever, the situation with the projection screen is different. During brightly it film sequences, the
passersby on the street can look through and see the audience in the cinema.*
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Grakam's Cinema alludes to the modern corporate ¢ity, whose facades comprise two-way
mirror glass since the late 1960s, which has typically been employed to actually permit only one
viewing direction: out of the company building. By contrast, Graham’s response is to employ
rwo-way mirror glass to open up changing perspectives and cross them. The result is a form
of intersubjective intimacy—even if only as a private notion.

On the psychological level, Graham’s Cinema can be understood as a succession and dis-
positive of voyeuristic, narcissistic, and exhibitionist dispositions of experience. Yet at all times,
both audiences are aware of the other, even if they cannot see it, and this knowledge ruptures the
imaginary identification »from the inside«the identification with the film’s characters, with
the camera, and also the ideatification with one’s own mirror image. The viewers are never sure
of their own position since at the same time they imagiae it perceived by another position.

Graham related his Cinerna to the metapsychological film theory that, in a strange historical
parallel, was evolving simultaneous to the growing acceptance of mirror-glass facades. Christian
Metz, in reference to Lacan’s analysis of the mirror stage, metaphoricaily describes the movie
screen as a mircor that simultaneously reveals itself as transparent glass. He thereby attempts
to describe a psychological structure pertaining to traditional cinema. However, because Graham
literally puts into practice this metaphorical talk of a mirror, which is simultaneously transparent,
an entirely different situatior arises that Metz was not able to consider in his theory. Therefore,
it can be said that Graham’s Cinema is desigaed to translate a psychological structure that
metapsychological film theory locates in an unconscious »private« sphere into the architecsure
of the cinema itself. The result is a socialized and historicized experience of the unconscious
»private« sphere. All psychological and social refationships resonate in the architecture.

One arrives at a similar conclugion by relating Graham’s Cinema to Deleuze’s theory of the
cinema, even though the latter was published later. In the concepts of the »crystal image« and the
»time image,« Deleuze attempted to grasp modern cipema’s structures that lead to coalescences
of the real and imaginary, of the actual and the virtual, of the present and the past. Whereas
Deleuze treats these coalescences as an integral determining aspect of modern cinematic language,
Graham treats them as an integral determining aspect of his architecture and the herewith con-
ditioned relationship of two andiences to one another and to film.'® Thus, present and past,
imaginary and real, actual and virtual are not primarily aspects that establish an inseparable
connection in a cinematic ficzion, instead, they are aspects of a historical self-image.

Graham’s Cinema is inscribed in a historical perspective that Graham outlines, in part, in his
»Theater, Cinema, Power« essay, which begins with the origins of Western theater and leads to
the »stagecraft and statecraft« of former actor Ronald Reagan.?” Graham’s theme is the insepa-

15 See Graham's description in Dan Graham! Bulldings and Signg (Chicago: The Renatssance Society at the Unbversity
of Chicago, Oxford: Museum of Modarn Art Oxford, 1981}, 46-50.

% I my essay ~Dan Grabams ‘Cinemna’ und die Filmtheorie,« in Texte zur Kunst 6, no. 21 (March 1998): 81-98, | explored
in greater detall the thematic conneclions petween Graham's cinema architecture and film heory's evolution. An English
transiation by Brian Currid as »Dan Graham's ‘Cinema’ and Film Theory« is available at
http/Awww.medienkunsinetz de/themes/art_and _cinematography/graham/1,

17 In Dan Graham, Rock My Religion: Writings and Art Projects, 1965-7890, ed. Brian Wallis (Cambridge, MA/London:
MIT Pregs, 1993}, 170-88. Graham refers to Kurt W. Forster, -Stagecralt and Statecralt: The Archilectural Integration
ol Public Life and Theatrical Spectacie in Scamozzi's Theater at Sabbioneta,« in Oppositions 8 (Summer 1977 63-87.
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rable connection between political and economic power and a culture of the specracie, which has
the power to falsify historical memory. Graham poiated to this power by drawing connections
to the architectural history of theaters and cinemas, only to invert it at the same time. The best
example is Jan Duiker’s 1934 Handelsblad Cineac in Amsterdam, Duiker’s conception is in the
tradition of Baubaus and Brechtian theater. He sought to demystify the cinemaric experience by
allowing passersby to see into the technical processes {analogous to Benton’s producerism). From
the street, one can see into the projection room.

Thar would, however, not touch at ail upon the imaginary identifications of the filmgoers or
the way in which power is exerted to condition these imaginary identitications. Because Graham’s
Cinema does not expose technical functional conditions, but rather, psychological ones, that is,
these of the projection screen, which is penetrated by another audience’s gaze, rather than the
projection booth, an irresolvable tension in the situation arises. Consequently, psychological
functional conditions were shifted~—under their own premises—into another multiple critical
perspective, resulting in a space in which historical memory could be reoriented and structured
differently.

Graham'’s Cinema argument can be better understood—if indirectly—through rerurning to
Graham’s fitm performances from 1968 to 1973, in particular to his film Body Press, in which
two naked performers in a mirrored cylinder stand back to back, each pressing the back of one
of the two cameras against his or her body, moving it in a double helix around his body. The
cameras are then reversed, and the process is repeated. The films were projected on opposite
sides of the gallery space.

Whereas Graham was concerned with the psychological perception conditions in Cinerma,
his early film performances were concerned with physiological perception conditions. The
methodology of his approach to media and perception conditions is, however, comparable,

It is based on an indispensable two-sidedness, structured to ensure that it contravenes itself
self-reflexively.

Graham was inspired to work with film by the films of Bruce Nauman and Richard Serra,
Both, however, worked with a static camera and with no direct relationship between the camera
and the performer’s body. In Nauman’s work, the film image is a kind of window: the gaze at
the performer is directed outward. In Serra’s work, the film image is a frame, constituting its
own visual reality: the gaze at the performer is directed inward; the camera’s recordings corre-
spond to the performer’s possible self-perception.'®

This opposition can be related to a 1950s film theory controversy betwesn André Bazin and
Jean Mitry. The centrifugal conception of the film image as window {Bazin) and its centripetal
determination as frame {Mitry). Because Graham equated the performer with the cameraman,
and because he worked with two cameras and two performers, he was able to link both referen-
tial attitudes in a dynamic orientation process; likewise, he can also merge different channels of
perception—the visual and the tactile. The whele situation is constructed so that the »inside«

13 See Benjamin H. 0. Bucnich, »Process Sculpture and Film in Richard Serra's Work (1878« in Neo-Avantgarde and
Culture Industry: Essays on Europgan and Amercican Art from 1858 to 1678 (Cambridge, MA/London: MIT Press, 2000},
405--28.
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becomes visible outside, and the »outside« guides the reciprocal internal orientation process,
so that a network of reflexive relationships becomes intelligible to the film’s spectators.™

The same can also be said of Graham’s Cinemg. Whereas in terms of presentation, the film
performances referred to the art galiery’s architecture; in Cinema it relates to the cinema’s archi-
recture. That is to say, because Graham abandons the realm of art in the narrower sense, and
confronts the medium of film at the level where this media has cultural, socioeconomic, political,
and institutional meaning, he is in a position to provide his methodological approach with psy-
chalogical power, Nevertheless, the art gallery is still the site where Graham’s Cirema model is
seen and discussed. In other words, Graham’s early film performances and his Cinema model
employ the two institutions—the art gallery and the cinema—as countersites, reflecring on the
conditions of experiencing the one under the conditions of the other.

Heterotopias of the cinematographic

Foucault coined the word heterotopia to define a category of sites i which the imagination
can unfold and which are neither utopias nor atopias, but instead, distinct from ordinary places
in another way—as countersites. In doing so, however, Foucault merely distinguished hetero-
topias from ordinary places; he did not address the relationship between various heterotopias.
This relationship is precisely the operational basis for both Graham’s Cinema and Asher’s work.
That becomes clear if we imagine the piaces that Foucault singles out as heterotopias: not only
the cinerma and the museum, but also the mirror, the garden, and the theater,

Foucault defined a heterotopia as an outside place, which makes it possible to connect other
sites that would otherwise be incompatible. »Heterotopias,« he explained, »always presuppose
a system of opening and closing that both isolates them and makes them penetrable,«* and
additionally, a system of rites and rules. He did not, howeves, examine specific forms of practice,
which behave differently toward the tites and rules of the heterotopic space, but instead, he
presumed that isolation and interpenesration define the heterotopia as such and, thus, do not
change, exceed, or transfer it to other contexts. And that is precisely what Graham and Asher
do, each in his own way. In relation to the museun: and the cinema, they use the »systems of
opening and closing« {that are normal for these institutions) in order to transgress it in accor-
dance with its own premises. Their interventions produce heterotopias of a second-order of
refiection, for they transfer different heterotopias, which normally seem incompatible, into
an immediate and inseparable context. In doing so, they address the institution’s structural
connections along with its history and relationship to the outside—in the spatial sense and
in overarching political, cultural, and socioeconomic senses.

15 On this, see the detalled analysis of Graharn's garly films by Eric de Bruyn, «The Fimic Topology of Dan Graham,«
in Dan Graham: Warks, 1865-2000 {Disseldorf: Richter, 2001). 328-86.

20 Miche] Foucault, »Of Other Spaces,« trans. Jay Miskowiee, in Digeritics 16 (Spring 1988), 22-27, esp. 28,

2t Gifles Deleuze, »Three Questions about Six fois deux,« trans, Rachel Bowlby, in Jean-Luc Godard: Son + Image.
19741991, ed. Raymaond Bellowr and Mary Lea Bandy (New York: The Mussum of Modern Art, 1992}, 35-41,
esp. 41, the interview originally appeared in Cahiers du cinéma, no. 271 {(November 1976).
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Dan Graham, Body Press {1970-72}, film stills

Yet, this kind of relational structure is not a totality, and it does not consist of individual
fines, It is appropriate here to cite what Deleuze said with reference to Godard:

I think it is Godard’s force of living and thinking, and of showing the AND in a very new way,
and making it cperate actively. The AND is neither the one nor the other, it is always hetween
the two, it is the boundary, there is always a boundary, a vanishing trace or flow, only we don't
see it, because it is scarcely visible. And yet it is along this vanishing trace or flow that things

happen, becomings are made, revolutions are sketched out.®!

The AND marks both a boundary and a breach in that boundary, drawing both sides into
»a nonparallel development, a trace or flow where we no longer know who is pursuing whom
or for what purpose.« It stands for a connection of openings and closings, which does not run
within the boundaries of a system, but breaks through its boundaries. Thus, it evokes a whole
that represents itself not as a self-conrained unity, but as an irreducible multitude.

Translated from the German by Steven Lindberg.
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Helmut Draxler

Letting Loos(e)
Institutional Critique and Design

Critique of categories

Within the tradition of critical thinking,” the consensus is that eriticism is only worthy of
the name if it moves beyond its specific objects of investigation and addresses the categories that
are used to order and classify them. Kant, however, kept these two areas distinet from one
another: the categories constitute the object realm of experience, and the concepts used on the
level of reflection provide the methodological tools. These taols are not derived from the actual
experience itself bug, rather, from the reason for the experience. it is possible to ask to what
extent this division continues to influence our thought systems today—shaped by growing insti-
tutional specialization and an ever-increasing concentration within highly specific intellectual and
practical milieus. Even when the »order of things«? is placed at the center of our theoretical
curiosity, everyday academia still speaks a different language and the reproduction of categories
probably establishes its fundamental, functional rationality. It appears to be increasingly difficult
to understand this process of specialization historicaily and to really grasp its significance. To
weigh up the alternatives that are both opened up and closed down by specialization remains one
of the most important theoretical and political challenges, in particular because criticism within
the academic and insticutional categories is often seen to be of great value, aithough it does not
actually address the categories themselves. In art history and art criticism it is above all the con-
stitutive function of the category of art thar—in opposition to other concepts and fields such as
culture and design—tends to determine the unchallenged horizons of thinking. This not oaly
affects notions of authorship, the work, reception, and mutual relations between practical and
theoretical approaches, as well as the specific psychological dynamics thar play a role, but often
also the critical attitude that develops toward 2 certain notion of art, culture as a whole, or
design. As long as criticism moves within the tracks laid down by specialization, it will do mare
than reproduce the logic of specialization. The challenge would be to operate professionally,

1 For example, Theodor W, Adormne, »Cultural Criticism and Society,« inPrisms (Cambridgs, MA/London: MIT Press, 1967h
Judith Butler, »Was ist Kritik? Ein Essay (ber Foutaults Tugend,« in Deutsche Zeitschritt fir Philosophiz 50, no, 2 (2002}
249686,

2 Michel Foucault, The Crder of Things {London: Tavistock, 1970},



working both within the categories, i.e., in a specialized and differentiated manner, at the same
time as eritically addressing the relations and historical dynamism between the categories and
venturing into other categories as non-specialists,

Maore »running-rooms against crime

En his 2002 essay »Dresign and Crime,« Hal Foster reviews the cultural-critical hypothesis
of the increasing aestheticization of everyday life. From art nouveau aspirations to a synthesis
of the arts to the Bauhaus legacy of the »political economy of the sign« (as bemoaned by Jean
Baudrillard}, to books designed by Bruce Mau that transformed an »inzeliectual medium« into
a design construct, lifestyle rules the world: from Martha Stewart to Microsoft, from designer
drugs to designer babies. In the guise of design, neoliberal capitalism takes its revenge on post-
modernism. Viennese modernism is then conjuréd up as a countermeasure, with Adolf Loos and
Karl Kraus rigorously defending functional decisions and opposing superficial decoration. Foster
even adopts Loos’s emphatic equation of ornament and crime, and, citing Kraus, demands more
cultural »running room«—such as might be found in the ability to distinguish an urn from a
chamber pot.

That Loos’s own »designs,« and in particular his spectacular interiors, are ultimately no
less »totalitarian« than art nouveau may well seem to bear no weight within this generousty
sketched overview of our modern world. 1t is, however, certainly significant that a great many
artists who would clearly see themselves as within the critical modernist and avant-garde tradi-
tion, and especially such artists who are seen as engaged in institutional critique today, have
a quite different relationship to design. Many of them work professionally or artistically as
designers of catalogues and exhibitions, and they also use layouts and displays of information,
reconstruct the historical relations of exchange between art and design, and reflect the strategic
implications of design as en element of pop culture for the sacial positioning of their own art-
work. To put it bluntly, a reference to design might be seen today as a constitutive factor for
artistic practice. Whereas since the 1260s artists have continuously sought to explore the space
between art and design,® theory has remained caught up in the old modernist oppositions that
come with a purely negative concept of design. Not even the most decisive rhetoric will be able
to conceal the weaknesses of this approach.

To see the world as contaminated by design is, in itself, the expression of a totalizing ap-
proach, in that it desires to see the world as a single entity. Here, capitalism appears as the agent
of the whole, and aestheticization as its most powerful weapon. A look at the peripheries in this
world, which have long been arriving at the centers, will suffice to challenge this theory of toral
aestheticization. But not only that: the structure of the argument itself reproduces the old gnostic
woridview of the total depravity of earthly existence, which in turn can be overcome only by

3 fven in the case of Marce! Duchamp it would be possidle to argue that he worked as a designer after giving up painting.
His designs for posters and book covers, and exhibition and wingow displays are a crucial part of his work. On the signi-
ficance of the »art mineur- form of window display art, which Apaliinaire used in reference to Duchamp, see Herbert
Molderings, Kunst als Experiment: Marce! Duchamps »3 Kunststapl-Normaimafie- (Munich: Deutacher Kunstveriag, 2008).
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means of some true inner fire. It is precisely at this juncture that the »running rooms« Foster
calls fer are Jost. ‘

»Design and Crime« raises 2 number of theoretical, historical, and, ultimately, art-critical
issues, especially when it comes to understanding important areas of contemporary art.* To draw
so uncritically on Ado#f Loos is not only problematic due to the gender-political implications of
his rhetoric, but also because this rhesoric, just like that of Louis Sullivan, is deeply bound up
with evolutionary and biologistic notions of pure functionality. The social Darwinist implication
of the arguments of functional aesthetics have generally been too little researched, precisely
because critical tradition waited far too long to actually address the historical—and dated—
preconditions and implications of its own rhetoric. The fiipside of criticism, that often bizarre
ideological space in whose name it is carried out, can no longer be ignored—if criticism is to
be worthy of the name. Peter Biirger's emphatic concept of »life praxis« (Lebenspraxis} that he
sees as the aim of the avant-garde would be a further example of an approach in which the
remmoval of the distinction between art and life and an ensuing loss of the »running rooms« that
are sitnated between these categories appear as the goal of critical practice.

Another interesting contribution made by Foster is the historical genealogy that he draws up
on the basis of T. J. Clark’s »bad dream of modernism,« and according to which all the various
utopian dreams of modernism sooner or later end up as a kind of spare parts depot for late cap-
italist accumulation. It cannot be denied that the historical avant-gardes from Constructivism to
Surrealism provided a set of visual methods that feed into advertising, fashion, and video clips to
this day, but it seems doubtful that these »facts« can really be understood as the ongoing decline
of artistic integrity working hand in hand with institutional and commercial success. Perhaps
integrity and the ability to resist have always been 2 little overestimated, in line with the idealized
images artists have of themselves. And perhaps the original dreams, too, were problematic
enough, whether these were dreams of closed communities or of a new humankind, or of totally
spontaneous and indirect processes of design. The idea that goals like these could be promoted
by means of abstract graphic works was probably just as simplistic. By contrast, in any case, it
would be fair to say that the relationship between visua} language and utopian thinking rested far
more on difference than has usually been assumed. And it is this difference that ultimately pre-
vents us from seeing modernism as a one-dimensional history of the decline of true faith. Instead,
we can recognize a multilayered image of the interrelationships of arristic and ideological,
aesthetic and political issues that are being continuaily renegotiated and are forced to reflect
on their own historicity. And wouldn’t an art history of design be just the place to look at these
differences and interrelationships as cultural »running rooms«?

4 It also raises art-historical issues, since one of Loos's goals when he made his apodictic claim wag to put an end to

a complex debate that had been condusted by Goltfried Semper, Alois Riegl, and Wilhelr Worringer on the rote of

ne ornament. Their concern was the supremacy of technology/technique or form/design, and of abstraction or realism,
and this debate ultimately contributed to the establishment of art history as an academic discipline. On the debate on
the orpament in modernism, see Maria Océn Fernandez, Ornament und Modearne: Theoriebildung und Qrnamentdoebatie
i deutschen Architekturdiskurs 1850-1830 (Berlin: Reimer, 2004).

In Loos's text »Ornarnent und Veroreshen« {1908}, the ornament has obvious femining ¢onnotations, and the proximity
10 Otie Weiniger's Sex and Character {1803} is conspiGuous,
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A trifogy on colonialization
(1978}, book cover
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This would mean not thinking of the division between art and design in terms of a rigid
oppositional dualism, but as a bipolar set of relations,® in which various options are expressed
as to what can be seen as art within bourgeoeis societies, and which also define a certain cultural
»running reoms« within which it is possible to negotiate, and whers it is possible to distinguish
berween autonomy and function, self-realization and commissioned work, production and criti-
cism. The distinction should not be made categorically within the continuum of art and design
with its various political and aesthetic implications. Instead of creating rigid divisions, it would
make more sense to introduce subtle distinctions as to what art and design are each able to
achieve, where the differences and the common ground might lie, what they might learn from
one another, and how the historical division between them came about in the first piace.

Reforms of design

It is notable that the categorical division of art and design thar today causes such confusion
really only became standard in the 1950s. Surprisingly, it was rather the designers who were
explicitly in favor of this, and the Ulm School of Design is a good example: the school tolerated
no artists within the strictly scientific and functional canon. This actually implies the triumph
of a substantial concept of art from which all notions of craftsmanship have been removed.

By contrast, in the design as Gestaltung (formation) theory of the Bauhaus or the Construction
theory of Soviet Productivism, the borders between architecture, art, and design were clearly
permeable. Whereas the concept of design with its origins in Renaissance art theory (»disegno«)
still points to a unity of the arts based on the art of drawing and thereby indicates a process

of design, sketching, or the finding of form, Gestaltung, inspired by the Bauhaus foundation
course, is more reminiscent of sculptural approaches that nonetheless seemed to be readily
transferable from a playful approach to form to the actual management of social relations.

8 For a crtique of rigid dualistic concepts from the psychoanalyticat viewpoint, see Wollang Trauth, Zentrale psychische
Organisations- und Reguiationsprinzipien und das psychoanalytische Versténdnis von Abwehe und Regulalion (Munich:
Paychoanalylischer Vertag, 1997). 64-131.
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Fareed Armaly, BREA-KD-QWN (1993},
page of exhibition catalogue

The points of transition between these conceptual traditions are, however, highly fluid. For both,
Gestaltung and design, a general orientation on industrialization and the impetus of social
reform are decisive,” linked with a more or less explicit refesence to the history of utilitarian
aesthetics, set against art’s claim to autonomy and its »revolutionary« political rhetoric. For
the latter, the aspect of design as formation, or Gestalten, increasingly lost its value even before
Duchamp, as early as the Romantic period. Perhaps art and design ¢ould be understood as
complementary areas in which different needs or even »regimes of the aesthetic«® within the
bourgeois world are expressed,

Design’s wish to reform society could not be implemented without an inner divide between
the idealistic aim and social, rechnological, and market realities. In addition, with the simultane-
ous advent of the post-Fordist economy, postmodern culture, and new technologies from the
1970s, conceptions of design have increasingly lost their social goals. Today, the pressure to
conform to afleged economic necessities is high. It is precisely design’s success as an exemplary
discipline in service economies that has undermined its inherent political function. Even criticism
of brands, corporate identities, and necliberal seif-designs is now assuming brand-like status, in
the form of »no logo« or radicalized theory designs, And, conversely, criticism frequently crops
up as guerrilia marketing in the designs of the big brands themselves. In the process, the concept
of design itself has to a large extent lost its own constitutive tension—that of finding a compro-
mise between commission and authorship, or of maintaining critica! practice within an expanding
digital visual culture.

Without therefore ignoring the contradictions within the discipline, it must be possible to
point out the potential that lies somewhere between strict methodology and practical competen-
cies in everyday culture. The question remains, whether »cultural running rooms« for design can
be found between media, pop culture, and the world of globally operating business, and to what
extent the interdisciplinary model of design and its historical, socially reforming aims can still
form a starting point for both critical and artistic interest.

+ To be understoad in the sense of opposition moverments,
3 As in Jacques Ranciare, Die Auftelliung des Sinnfichen: Die Politik der Kunst und ihie Paradoxien {Berli b-books, 2008).
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Interdisciplinarity instead of transgression

The starting point for a »design history of institutional critique« must surely be Dan
Graham’s pioneering essay of 1986 » Art as Design, Design as Art.« This work’s significance for
s0 maay young artists lay in the fact that it placed the histery of Pop are, the architecture of
Robert Venturi, and Conceprual art between On Kawara and John Knight within the context of
the art and design debate, without really making these terms of reference explicit. Graham took
the title from Sterling Mcllhany's book Art as Design: Design as Art. A Contemporary Guide,
which came out in New York in 1970 and stopped at a mere list of points of contact after Pop
arz. By contrast, Graham’s essay highlights an interdisciplinary space of mutual references, a
space that is, at least implicitly, clearly distinct from the logic of transgression that avant-garde
art pursues. Interdisciplinarity is now significant both in terms of the methodological self-deter-
mination of design and also in terms of the understanding of institutional critique as a practice
that interlinks and confronts various artistic realms and forms of cultural articelation.

One thing that Graham does not look at, however, is the history of design as social reform,
which resurfaced in the 1960s and 1970s in the name of »visual communication« as a critical
tool in addressing contemporary visual culture. In this respect, its relationship to or influence on
the history of Conceptual art has received (oo scant artention. Not only the sbvious points of
reference such as On Kawara’s postcards or John Knight’s Journal Piece, which Graharm does
discuss, but also Daniel Buren’s stripes, Hans Haacke’s data sheets and charts, and even Michael
Asher’s purist interventions can be read with this history in mind-—leaving aside concrete POELLY,
and the whole of modernism a la Mallarmé, with its »typographic« significance for the work of
an artist like Marce! Broodthaers. Precisely the antiformalist impulse of Conceptual art has led
it to search out the art-extraneous sources for its own tactics and forms of presentation,

It seems to me, therefore, that it is not possible to grasp the formal question of institutional
critique without reference to the history of design, It is by no means a matter of purely ideal
intervention, but a set of methods that range from didactic ordering of information to specific
visual communication strategics to questions of identity in relation to one’s own work—is it a
»service« for the project’s commissioning institution, for example. Here we can already see that
this view of design is not reduced to formal issues but also that models of authorship, the status
of criticism that a design of artwork can claim, and even the definition of the institutional in
general, can be of interest for institutional critique.

Nowadays, design as art is tainted with the reputation of being mere craft. Oaly formal
stringency or criticism is seen as capable of holding up against this. But even criticism has to be
formed or designed in one way or another. There can be no pure deconstruction without ar least
some elements of construction. It is a matter of the proportions of the means and the ends, the
artistic and the political intentions. Here, too, it is not principal decisions but rather proportion
and balance that are needed. Where is criticism coming from and in whose name is it spoken?

Is it speaking for itself or en behalf of someone else, and what would the difference be? How
coutd criticism as criticism be distinguished from criticism as art, and the latter as criticism of
other art from mere competition between artists? Especially a position of pure criticism, which
believes that it takes place ourside of social determination, readily leans toward the idealistic,
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and in any case remains unclear as to the conditions of its own stance. In comparisen to this, the
authorship model of design, film, and other areas of popular culture, which consists in accepting
the given conditions without surrendering to them, is not per se corrupt.® For it seems to me
that it is a prerequisite—and not the downfall—of art, design, and critical thinking to address
issues of the means of production, the financial conditions, artistic control, and crirical content
from within.

Nonetheless, it is necessary to admit that it is not only abstract images bu alse critical
artistic practices that ail too easily become mere décor, and the line between accepting given
conditions critically and surrendering to them is exceedingly thin and itself subject to historical
change. An interpretation based entirely on the logic of ornament and crime would not even be
precipitous in the case of Daniel Buren, where it seems to be so evident that a situarional sign,
which in the 1960s functioned merely as an indicator for intervention, has teansformed over the
decades more and more into an element of form and design. Buren’s stripes do bear their own
historicity and indicate in their obvious designed-ness something beyond them, utilizing their
decorative nature for the production of self-refiective situations.

All the talk of »services« that in the early 1990s amounted to an attempt to emphasize
affirmatively the role of artists within the institution, in contrast to pure criticism, also clearly
highlights the state of affairs. The various facets of a working relationship within and with the
institution have long since been reinterpreted productively, such as when invitations and an-
nouncements become the focus (Robert Barry), or an artist has his or her own name removed
from the list of participants in an exhibition (Christopher ¥ Arcangelo), small gifts are designed
far the visitors to an exhibition {Louise Lawler}, or the exhibition and catalogue design are seen
as an original artistic contribution.” The problem inherent to all of these approaches is not a
matter of design, but the seif-understanding of artistic work, whether these practices are taken
to be a new aspect of work or genre within the art business or a one-dimensional service similar
to that of the cleaning staff or the museum guards. Here it is all too easy to create idealistic,
projected identifications. What, however, makes all of these tasks so attractive is the tension
between institutional logic and the artistic intervention and not the assumption of a unique or
absolute standpoint that is deemed to be correct. Only where this tension is preserved can these
interventions ultimately make sense as »works,« and this is significant insofar as the transgres-
sion of the notion of the work, as of art in general, stili depends on whatever is to be transgressed
and therefore cannot ever arrive at some kind of realm beyond. This can at least be understood
as an opportunity to no longer see the work as an autonomous whaole, but rather, as the inter-
face where discourses, practices, and institutional and design iniziatives meet.

g Artistic sef-out |5 the thame of many films, inciuding Billy Witder's Sunset Bowevard, Antoniont's La Notte,
and Godard's Le Mépris.

10 For example, Judith Barry/Ken Saylor, or Julie Ault/Martin Beck. These projects refer back to Marcel Dushamp’s
axhibition designs of the 1940s, which have also become paradigms of »installation art.« See Lowis Kochur,
Displaying the Marvelous! Marcel Duchamp, Satvador Dall, and Surreaiist Exhibition lnstaliations (Cambridge,
MasLondon: MIT Press, 2001).
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Form as institution

‘The concept of institutional critique includes a lack of clarity as to which understanding of
the institution it refers to, whether nstizutions are taken to be concrete entities such as museums,
movie theaters, or galleries whose selection and presentation policies are 1o be questioned;
whether it is a matter of the institution of art as a whole, as Peter Biirger sees it—with the &
avant-garde countering the institution with »life praxis«; or even whether we are dealing with
every conceivable form of institution and an anarchistic politics—as when Bakunin says that he
is not in favor of a better constitution, but rather, of none at all. There is no doubr that the idea
of an institution-free space charged with some notion of true and authentic life prior to any form
of society is, in biopolitical terms, extremely problematic. Already in the early 1970s, Cornelius
Castoriadis pointed out that the notion of a society that was utterly transparent unto itself was
not a utopia but, in fact, no society at all, and that the critique of social institutions irself had
always had the effect of creating institutions.” Therefore, most of the practices that are termed
insticutional critique actually address processes that take place between the institations and the
social framework within which the institutions operate: mainly concerning relations between
inside and outside and making institutional processes visible {Daniel Buren and Michael Asher};
processes such as economic conditions and dependencies (Hans Haacke); also notions of the
public and the private and the various spatial functions that correspond to these; and processes
of identity formation and the participation of the public in the institution {Andrea Fraser, for
example, or Fareed Armaly’s Orphéde 1990). The dynamics that take effect between different
social fields, and the various logics of inclusion and exclusion pertaining to the institutions, have
increasingly become the focus of atrention,

From the design point of view, the aim of exerting direct political influence on society, which
was a key aspect from the early Arts and Crafts movement right up to the Ulm School of Design,
has also become problematic. The idea that a bit of decoration and a bit more light and more
green spaces would suffice to considerably improve society and thus avert revelution now seems
truly naive.’? And yet the question remains, as to how design should be understood today, located
somewhere between conformist logo design and fantastic visions of social change, and also
whether the reform history of design in contrast to the just-as-metaphorical revolutionary history
of art might not harbor the advantage of being able to see the concept of the institution in a dif-
ferent light—perhaps as the institutional entity in Castoriadis’s sense. Here, the institutional and
the instituting moment do not disappear as opposites; they remain in touch with one another, as
a social space that will always have to be desigred and formed, a space that is never just posited
but that has to find its way between criticism and the given. This would correspond more to an
interdisciplinary model than to a model of transgression. Criticism here does not manifest itself
as an absolute system of values, but as a productive factor that opens up more culrural »TURNIRG
rooms« than it closes dowsn.

1 Cornelius Castoriadis, The imaginary Institution of Society (Cambridge, MA/London: MIT Press, 1687}
1 See. for example, Le Corbusier, Yers une architecture Paris: Cras et Gie, 1920,
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Louise Lawler, Untitled (1882)
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Re-entry of design

A prerequisite of any critical and artistic approach to design is to acither negate the differ-
ence between art and design nor to turn it into an existential absolute. It is equally inadmissible
to understand the difference as either more fundamental or more gradual, as here we are dealing
instead with different orders, or categories, which define the broad realm of artistic and cultural
practices in different ways. As for film or advertising, it is often claimed that design is the »art of
the twentieth century.«® But this claim, rooted in anti-idealistic functional aesthetics, just eradi-
cates the difference between the systems and skirts the issue. Today we have conceptual design
fust as we have commercial art. These relations of exchange cannot be simply understood as dif-
ferent forms of interaction between different fields, but as the expression of complex mutual
interaction, whereby the objects, ateributes, and criteria of the individual fields can be inter-
changed almost at will, without in fact departing from the horizon of the categories of the field
in question. The design historian Beat Schneider has shown how unconvincing the current criteria
for differentiation actually are.’* And yet every student intuitively understands the difference
between art and desiga. This also shows how difficult it is for the concept of design to lay claim
£0 a critical approach, as it always runs the danger of reproducing the categories of jts own field.
Does this mutual influence and interdependency of the two categories ultimately also lead to a
post-Fordian economic logic, profiting from the vague distinctions between the two fields found
in contemporary trends such as »creative industries« and »visual industries«? Are the »interdis-
ciplinary« forms thar have emerged since the 1960s therefore trends in de-specialization that
arise in opposition to specialization, or does the logic of specialization depend on movements
of fusion and synthesis, which are the basis for establishing and justifying specialization? And

13 For example, Dister Weidmann, Design des 20. Jahrhunderts, cited in Beat Schneider, Design — Eine Einfibrung:

Entwurf i sozialen, kulfureflen und wirtschaftiichen Kontext {Basel: Birkhduser, 20058}, 221.

12 Schneider discusses the criteria that are used to distinguish Detween the material act of creation, the unity of draft
and completion, the difference between a unique object and a mass product, a commission and an independent work,

and als0 the Gull slatus of obiects. He compargs sommunication theory and semictic aspects. Sehneider, Design -
Eing Einflirung, 224-25.
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how could these interdisciplinary points of reference be seen as critical when they harbor a very
specific economic logic?

The sociclogist Dirk Baecker recently suggested understanding design as the interface of
communication in service 1o »opening and restricting of freedoms to act.«* This idea owes a
great deal to Niklas Luhmann’s communication theory, which posits the possibility of caiculating
the improbable. Here, art is described as the vehicle thar frees up interface design from its
uncommunicative and categorical inflexibility, which is highly improbable, and then closes down
the resulting open situation by means of a further intervention: » Art is the re-entry of design
into design,«* writes Baecker. This can also be understood as the reintroduction of the instituting
element inta the institutional. But of course this functional definition remains unsatisfactory—
seeing art merely as second-order design or metadesigi. This simply denies the differences
between these two historical forms of praxis, and also the fact that both art and design have
given rise 1o theoretical metalevels. Whether artcan at all be considered in terms of aspects of
communication theory is dubious, at least since Adorno, and this clearly shows that functional
definitions of art and design as commuaication media do not tell us anything about the value
systems pertaining to them. But the functional definitions do achieve something. Even if they are
not capable of serting out a strict system of how the categories relate to each othes, they can
demonstrate certain parallels in the ways in which art, design, media, and forms of communica-
tion work, at least in the sense that all these categories work in a way that cannot be defined and
described once and for all. The »running rooms,« as the possibility of calculating the improbabie,
define their context but not a specific categorical character. And it is the »interfaces« between
the categorics that constirute each specific character, for an interface begins ar the point of dif-
ference between two or more reaims and then goes on to move across this difference to make
a relationship between the realms visible. Interfaces and »running rooms« can therefore be seen
as the social and media forms in which difference and points of reference can be negotiated.
They by no means define the end of critique in the sense of an auto-poetic self-referentiality;
quite the opposite—the goal must be to provide them with critical concent.

Translated from the German by Greg Bond.

s Dirk Baecker, Form und Farmen der Kommunikation (Frankiurt: Suhrkamp, 2008), 9.
6 Ibith, 271,







Little Warsaw, The Body of Nefertiti (2003),
Hungarian Pavition, Biennale di Venezia




163

£dit Andras

Transgressing Boundaries
{Even Those Marked Out by the Predecessors)
in New Genre Conceptiual Art

One should realize that even the aim of re-writing or globalizing Conceptualism, consider-
ing it as a broader term than just a specific North American and/or western European art prac-
tice, when applied to eastern Europe, still focuses on the art activity of socialism well after the
political changes.! The paradoxical situation, however, is that the once progressive avant-garde
art of the 1970s, which attracted so much Western attention in the time of the cold war, has by
now lost much of its credibility in the local art scenes by becoming one of the obstacles of the
new, ambitious art of younger generations carrying on the legacy of Conceptualism.? Partly as
a consequence of the generation gap in the ex-Eastern European countries, a strong aspiration
can be traced among emerging artists and curators 1o leave behind the past and to be identified
as Buropeans without any further distinction, claiming the division of Europe to be a purely
political construction that became obsolete after the collapse of the Soviet satellite system. Never-
theless, the legacy of the socialist past still saturates the context they operate in, regardless of
their opposing desire.

Tracing the difficulties that previous generations of Conceptual art coming from behind the
Iron Curtain faced while seeking broader recognition, we can acknowledge that any art with
latent or expiicit political connotations »was not readily accepred by Conceptual art in general«®
{that is, by the North American canon of hard-core Conceptualism). The conceptually based

The author wishes 10 express her gratituds to Georg Schithammer and Hodwig Saxenhuber, editors of Springerin
(where a preliminary version of this research was published}, to Sabine Breitwieser, Director of Generalt Foundation,
and to Alexander Alperro and Sabeth Buchmann, the editors of this volume, for having faith in my activity, Special
thanks go to Balint Didszeg and Barbara Dean for their assistance in the English version of the text.

Desa Philippt, »Matter of Words: Transiations in East European Conoeptualism,« in Rewriting Conceptual Art, ed,
Michae! Newman and Jon Bird {London: Reaktion Books, 1999), 182-68. Lasz!d Beke, »Conceptualist Tendencies

in Eastern Eurcpean Art,« in Global Canceptualism: Paints of origin, 1850s-1980s, exh. cat., ed. Philomsna Martani
{New York: Queens Museurn of Art, 1809}, 41-52.

COvgr-gvaluation of the »Great Generation« of the 1960s and 1870s 1o the delriment of the production of younger
generations Is quite conwnon in the scene, which is also echoed in the following statement regarding Conceptualism:
+..a genuinely new aesthetic language was not created in the 1890s because this had been accomplished decades
betore,« Beke, »Conceptualist Tendencias,« 42,

Alexander Alberro, »A Media Art: Conoeptualism in Latin America in the 1860s.« in Newman, Bird, Rewriting
Conceplual Art, 149,
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feminist art of the same period couldn’ even get its share of local recognition within the closed,
male-dominated circle? of the so-catled »secondary publicity. «® The neo-Conceprualism of the
1990s and the turn of the millennium,® which is the focus of my attention, suffers equally from
the difficulty of reading the context of the transition from outside, which itself is too controver-
sial and hybrid in nature, and from the autheritartan power and desire for regulation by the
recent local art establishment, recruited from the ex-opposition encampment of official socialist
culeure.

My aim is not to stuff local art practices into the straitjacket of conceptualist terminology
as jt is defined by Anglo-Saxon theory, based on Anglo-American practice, but rather, to expose
the fact that the heritage of conceptual strategies is stili very vivid and pertinent in the frame of
the post-socialist condition, even if it appears and functions guite differently than in the heyday
of the movement’s pioneers. In my case-study I weuld like to analyze two recent, very complex
projects by the Budapest-based duo Little Warsaw and the related local reactions. My aim is to
explore the current possibilities for critical art practices utilizing the legacy of Conceptualism in
an ex-socialist country and the differences between western and eastern European conceptual
practices,

In order to understand the context of the neo-Conceptualism developed in the region, ene
must take into account not just today’s socio-political and cultural conditions, but also those
special circumstances within which the predecessors operated more than thirty vears ago. Since
the events and discourses of the region are not included in mainstream art histories beyond the
national one, one can refer to it as a starting point for elaborating more nuanced problems. As
mare and more pelitical secret agents became visible” and a growing number of essays based on
the research of the newly opened archives came to light, it became clear that the division between
the official and unofficial cultures in the period of socialism wasn’t such a black-and-white struc-
ture as it appeared to be in the time of the cold war. Instead of total repression by state cultural
policy and a heroic resistance on the part of the opposition, a constant negotiation for power,

a kind of tug-of-war, was going on, continuously reshaping the terrain for cultural activity.® For
the countercultural camp, getting a share of the power was at stake, while keeping its autonomy
for defining progressive art.®?

ES

For exampie, Orsolya Drozdii's activily is still underestimated in the reference books of the pedod. Compare:

Gaber Andrasi, et ai., Hungarian Art In the 20 Century (Budapest: Corvina, 1990); Orshi Drozdik: Adventure

& Appropriation 15752001, exh. cat., ed. Ddra Hegyl and Franciska Zolyom (Budapest: Ludwig Mussum
Budapest—Museum of Contemporary Art, 2002},

Hans Knoll, ed‘,' Die Zweite Offentlichkeit—Kungt in Lingarn im 20, Jahrhunder! (Dresden: Verlag der Kunst, 1998},

See Séndor Horayik, »Conceptualiam in the Hungarian Art of the Nineties,« in Mdveszettdcténeti Ertesite (Budapest),
Ll 3-4 (2002): 251-84; Brzsébet Tatai, »Neoconceptual Art in Hungary,« in Conceptual Art atf the Turn of Millervium,
ed. Jana Gerzova and Erzsébet Tatai (Budapast/Bratislava: Pragsens, 2001) Erzsévet Tatal, Neokonceptudlis mivészet
Magyarorszdgon a kilencvengs években (Mao-cenceptual Art in Hungary I the 1990s), (Budapest: Praasens, 2008},
AL

Beyond peliticians, mare and more names pop up even from the pool of internationally recognized artists, such as,
Gébor Body and istvan Szabd, movie dirgctors who cooparated with the government as secret agents for the sc-called
B3 division of the Ministry of Internat Affairs, which sollscted information about private citizens. The Office recruited
their agents by blackmailing them with the threat of making their creative work impossible.

See Serguel Alex. Qushakine, »The terrifying mimicry of samizdat,« in Public Culture 13, no. 2 {2001): 191-241;

Edit Sagvérl, A baletonbogldri kdpalnatériatok (Church exhibitions in Balatonpogias), (Rudapest, 1999},
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All informarion coming from outside was filtered through the context of the local power
dynamics. In the 1960s and 1970s, the main fault line was not drawn between different artistic
approaches and strategies following and opposing each other, as in the Western countries. In
Hungary, they got along quite well: Those whe were net included in the category of »supporteds
artists, but in that of »tolerated« or »prohibited« ones,” formed a Joose alliance against the
controlling official cultural policy. In no way did they represent a common way of thinking or
a homogeneous trend or style, but they were connected in their temporarily shared position in
the local scene of being more or less excluded from official verues and commissions, whether
they serictly opposed the palitical regime or whether the regime found their activity distarbing
or dangerous and considered their art unsuitable for their conception of progressive art.

This structure discalored the local variations of the art movements and trends of the time.
For instance, in the 1950s and eatly 1960s, all forms of abstraction were considered to be carry-
ing alien and threatening bourgeois ideology, corresponding perfectly with the aim of Western
cultural policy of supporting postwar abstraction as the perfect manifestation of the free, self-
expressing individualism of Western democracies.” While American and English Pop art was the
product of the economic boom of the postwar period and the launch of consumer capitalism,
Hungarian Pop art grew out of the context of the planned economy, where, not only were con-
sumer products in short supply, but also brands and advertisements were an unknown phenom-
enon, Elements of popular culture—cut-outs from magazines, junk materials—signified youthful
rebellion in the tightly controlled, dry, gerontocratic official culture. Hungarian artists were not
aware of the contrasting positions of Abstract Expressionism and Pop art; therefore, they used
the elements and methods of both for conveying messages about the socialist condition. ™

Concerning Conceptual art of the 1970s, the institutional critique, so inherent in the move-
ment in its Western formations, was flexible enough to be converted into the critique of the
socialist regime in its Fastern variant, and to convey a coded political message, so it obviously
became the most conscions device of the underground, countercultural force.™ »On the other
hand, the ‘immaterial’ nature of conceptualists’ works, and the ‘poorness’ of the media employed
... made communication easier and censorship more difficult.«* For Séndor Hornyik, the expla-
nation could be found in the fact that in Hungary, of the different constructions of Conceptu-
alism, the one associared with Kosuth was picked up in the proper operation of the information-
filter, which also functioned in the case of social sciences. As he argues, semiotics and Structur-
alism, for example, could be pressed through the filter, »as they were compatibie with the

a w...early works of Szentjiobi and Erdély tested the limits of political protest, and the authoritiea’ willingness (o tolerate it,

in their own ang in all Eastern European countrigs.« Beke, »Conceptualist Tendencies,« 48,

See Laszié Beke, »Oulden, verbioten, unterstiitzen—Kunst zwischen 1970 und 1975, in Knoll, Die Zweile Offantiichket,

212-34,

Eva Cackroft, »Abstract Expressionism, Weapon of the Cold War,« in Art in Modern Culture: An Anthology

of Critical Texts, ed. Francis Frascina and Jonathan Harris {London: Phaidon Press, 1992), 82-90.

12 Katalin Keseril, Variations on Pop Arl: Chapters in the History of Hungarian Art between 1950 and 1830, (Budapest:

Uj Milvészet Kiado, 1883).

13 This was reflected in the broad local usage of the term »Conceptualisme, as a term for covering any kind of progressive
art of the time. Ses Miklds Peterndk, A Ronceptudlis milvészet hatdsa Magyarorszagen« {The influence of Conceptual
art in Mungary), hitp/Awww.c3. hu/solection/kencept/indexD. himbidcsil.

14 Beke, »Conceptualist Tendencies,« 42,
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rationalism of Marxism«;* the richness of Hungarian literature on linguistics could be added to
the components in favor of adapting the »exclusive or strong« type of Conceptualism; using the
term coined by Perer Osborne.™ Contrasting its Western counterpart, however, the Hungarian
conceptual movement had nothing to do with the art market as no such thing existed. Similarly,
the coneribution to the deconstruction of modernism, by which conceptual tendencies played a
crucial role in Western countries, where they were able to expand their critical scope to include
questions of identity, representation, and institutional critique in the activities of the second and -
third generations, was absent in the genealogy of conceptual movements in Hungary. Hungar-
ians lacked this trangformation since modernism was an active agent in the opposition to an
ideology-driven official culture. Furthermore, modernism worked well for the artists and critics
as a field of projection, a kind of dreamland of freedom and equality beyond the physical con-
straints they experienced in their everyday lives behind the wall, The liberal Western art workd
also greatly supported this status quo, the fossilization of modernism: the »freedom-fighters«
being existentially threarened embaodied the lost paradise of art being socially significant. So,
while Conceptualism in Western countries played an active role in the critique of modernism,
the local castern variants were deeply embedded in it; therefore, the critique of modernism has
remained unfinished business in Hungary well after the potitical changes."”

In 1989, with the dismantling of the Berlin Wall and the fail of the Iron Curtain, the physical
division between the Eastern and Western blocs, along with the inner cultural division, disap-
peared. The local art scene was busy canonizing the former oppositional artists and the machin-
ery of restitution began. The tumultuous political changes opened up pathways for recognition of
previously ostracized artists and critics, which led to prestigious culrural and academic positions.
This long-overdue recognition served as compensation for the neglect these artists and critics
had endured during the previcus cujtural administration. With recognition came glorification:
Now these artists and art professionals tended to refer to themselves as the »Great Generation. «
They gradually took over the task of establishing and institutionalizing the new canon based
on their moral capital accumulated during the time of repression.

Archives for collecting and preserving immaterial conceptual works and documentation
of performances were established throughout the ex-Eastern bloc, including Hungary,” while
objects were commodified by the »art market fever« of the late 1990s. On one hand, the sanctu-
aries of the neo-avant-garde have the mission of keeping alive the cult of the previous period’s
cultural heroes, and guarding the myth of greatness connected to the political epposition. Today,
this attitude permeating the whole structure of art institutions has become a barrier 1o any kind

e

Hormyile, »Conceptualism in the Hungarian Art of the Nineties,« 263,

Peter Osborne, »Congeptual Art and/as Philosophy,« in Newman, Bird, Rewriting Conceplual Art, 4785,

17 See alse: »Western influence and the discursive construction of postmodernity in the cultural debates of post-Socialist
Eastern Europe: The case of Hungary and Russia,« jecture given by Anna Szemere al the 27™ mesting of »Sacial Theory,
Politics, and Arts,« Golden Gate Universily, San Francisco, CA, 2001, 18-20 October; Edit Andrds, »Who is Afraid of
a Mew Paradigm? The Old Practice of Art Criticism of the East versus the New Critical Theory of the West,« in
MongyMations, Constructing the Bordar - Constructing Fast-West, ed. Marion von Osten and Peter Spilmann
(Vienna: Edition Selene, 20038}, 86-105. Hans Beltihg, »Europe: East and West at the Watershad of Art History,«
in Art History after Modernism (Chicago: University of Chicago Prass, 2003), 84-61.

18 hitp:fwwwartpoal.hu/
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of critical analysis of the past. At the same time, this mentality preserves the paternal, patroniz-
ing, and infantilizing attitude of socialism, and also overshadows contemporary art activity.™
On the other hand, the boom of the art market was combined with the euphoris over the admis-
sion to the European Union, a cuphoria that wens hand-in-hand with amnesia, cager to bury the
recent past, the last half century. As a result of this twofold tendency, the socialist past became
taboo, or hardly accessible, a forgettable issue for art making practices. Despite the climate of
collective amnesia, the remnants of the socialist structure are everywhere and haunt us, since

the psychological process of working through the double trauma {of the repressed existence in
socialism and the decline of social significance of art within capitalism) is hardly over.

Profit-oriented predatory capitalism, builc on the ruins of socialism, and quite mixed with it,
is in full swing by now, and, as a side effect, art collecting has become bip in the nouveau-riche
circles. In the United States »[mjany in the multinational corporate world of the 1260s likewise
imagined ambiticus art not zs an enemy to be undermined or a threat to consumer culture, but
as a symbolic ally.«® On the contrary, the nouveau riche in Hungary, who were educated in
socialism, and entered the field of art collecting with no serious competitors, chose to rely on the
traditional art of the previous decades as their partners. Orly a few locked upon radical contem-
porary artists as equals, and most regarded them as losers in the economic race of transition, a
race in which the only measure of worth was financial success, Thus, the fronthine of Hungarian
entrepreneurs, inmovative and risk-taking, made their alliances with those who worked in tradi-
tional genres of painting and sculpture. The transformation of the site that in the 1970s had
hasted the most radical, underground art, the infamous Club of Young Artists, into the biggest
private art institutions’ headquarters,® symbolically embodies a hidden message. A new art
patronage, and art for comforting and pleasing untrained but wealthy audiences, took the place
of advanced and critical art.

Little Warsaw—a Hungarian artist duo; a collaboration between Bdlint Havas and Andrds
Galil?2—started in a local art scene of the late 1990s that was characterized by the features
described abave, but Little Warsaw definitely never intended to fit in. Whar they actually did was
put aside all the fundamental notions and unwritten agreements on which the scene operated:
that is, they turned them upside down. The community, particulaely the one thar felt addressed
by their actual art projects, never failed to reflect on them accordingly.

They were trained as painters by newly appointed teachers, established figures in the scene,
first and second generation conceptual artists.? For the young apprentices, Conceptualism at
that time meant secme exhausted, outdated movement, esoteric, aesthetic, and dry, which, as such,

19 Very recently a young art historian was appointed to the post of the Dirsctor of the Kunsthalle.

20 Alexander Alberro, Conceptual Art and the Politics of Publicity (Cambridge, MA/London: MIT Press, 2003), 2.

2t Sae: Mitp/Awww Kogart.hu/rain. php

2 w..the name ‘Little Warsaw' first appeared as the litle of their exhibition in the Polish Institute in 1986 It soon started
functioning as an umbrella term, a logo that marks a mental orientation and a working method.« Livia Paldi, »Little Warsaw
1998-2002 « in Little Warsaw {Budapest: Micsarnok/Kunsthalle, 2003), ¢, See also Maya and Reuben Fawkes, »Little
Warsaw: Strategies of Removal and Deconstruction,« in Umelec: Conterparary Art and Sulture, no. 3 {2005): 38-40.
Andras Galiics professor was [¥éra Maurer, a conceptual arlist of the 1970s; Balint Havas's professor was Zsigmond
Karolyi, a postconceptual artist of the 1880s. My thanks go to Little Warsaw for their extensive corespondence regarding
their activity and ideas, while they never burdened my ideas and interpretation,
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was accessible only to a closed, wained circle, isolated even within the art scene. In the 1990s,
artists came to wide prominence using idea-based Conceptualism, whether with respect to
dematerialization following the footsteps of local hardliners, or in 2 more sensual meaning,
adjusted 1o the up-to-date reconfiguration of the movement.? Thus, neo-Conceptaalism was
frequently their starting point, and not their finai goai. They were also definite about not con-
necting to the newly grounded art market through the gallery system; from the very beginning,
they articulated a critique of making and distributing tuxury consumer products. They discarded
both of these local strategies and looked for new possibilities for art making, responsive to the
changed discursive conditions.

In the turbulence of the early period of transition——they started their studies right after the
politicai changes—they faced the insignificance of art and colture as active agents in the social
sphere and the ineffectiveness of the rigid institutional structure, incapable of reflecting changes.
They felt a strong need to redefine art, to extend it into the pubtlic realm, well beyond art’s tra-
ditional borders. Their main intention was to communicate with a much wider audience than the
narrow subculture. By establishing their own institutions,? they were able to escape from the
elitist gheero.

Following their studies at the art acadeny, they clearly did not want to join the different
generational transformations of local Conceptualism, nor did they want to enlarge the growing
pack of painters. They therefore placed sculpting, a traditional genre, center stage, thus crossing
borders not just between two opposing fine art disciplines, but also between the art making
practices of the professional and the outsider. And this border-crossing was just the very begin-
ning. Contrary to their predecessors, they did not have a phobic relationship to the physical
object: instead, it signified ro them something they could hold onto in the fiood of images of
virtual reality, which strongly influenced the local scene and attracted a branch of painters who
obsessively imitated virtual images.® Little Warsaw had no aversion to classical art making
practices. For them, the real target of the thought process expanded far beyond the artistic object
ieself, it was the very nature of the context in which the art object existed with its complex social
and psychological embedment within invisible power relations. Hence, they were interested in re-
contextualizing and thereby re-evaluating classical art media (instead of imitating the digitized
world’s new image producing rechniques) providing a subtle analysis of the context, through
strategies such as mixing, changing, and dislocating ir, while constantly testing its flexibility and
limijtations. The social sphere where art operates in a broader sense was the key site for them
to examine.

[n rerms of orientation, they opposed the dominant direction of artists” migration toward the
Western market in the 1990s and the aspirations of previous generations. On par with topical
‘Western movements, in the name of universalism they were eager to discover neighboring coun-

24 Tatal, Neokonceptudls mivésgel Magyarorsidgon.

26 They created an independent studio-cum-gallery in Haj6s street. See: Paidi, »Little Warsaw 1906-2002.« In 20071,
Little Warsaw ran & public research program »The Artwork of the Weeky. They investigated through around fity examples
how different Budapest-based art practices related to the idea of the commodified autanomous art ohjgct.

28 Al the exhibition Athalids (Crosstatk), Micsarmok/Kunsthalle, Budapest, 2000 thay exhivited a monumental rupber cast
of an ornamented gate with a lying figure in 2 helmet at the block of flats buflt for army officers in 1829, aimost the
only work that was not a painting of the new style. Ses Paldh, «Littie Warsaw 1996-2002,« 34.
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tries, which had become totally out of fashion after the disintegration of the socialist camp.

They navigated further East at a time when solidarity between the ex-fellow camp residents
simply evaporated in their competition to curry favor from the West.

Since they interrogated rather than accommodated the given institutionalized art system,
considering it a network of communication between inzerrelated fields (gallery, museum, educa-
tion, art criticism, audience, etc.) that together frame and sustain art’s ideological system, it
comes as no surprise that they provoked harsh responses and stirred scandals both locally and
globally.

Their first conflict-proveking project on an international scale was The Body of Nefertiti
in the Hungarian Pavilion at the Venice Biennial in 2003, which tracked the complex discursive
exchanges among different participants in the current art establishment, exposing hidden ex-
clusionary and autheritarian purposes in the very name of »pure« and »authentic« art. Little
Warsaw intended to add a cast body to the famous Nefertiti bust,?” which had been taken to
Berlin from Egypt in the early twentieth century, and exhibit the new, completed sculpture in
the Hungarian Pavilion of Venice. The body and bust were united cautiously in Berlin for a few
sacred moments, a process that was filmed, but they were not allowed to bring the bust irself
to Venice. At the biennial, one could see the torso sculpted by Listle Warsaw bur without the
famous head, only a video-projection showing the actual animating act, the process of joining
head and torso. The cast bronze body was neither a fallible, fragile one following the classical
body standard, nor the contemporary healthy, athletic body ideal, as the purpose of the project
was not any kind of reconstruction or moedernization. The headless body in the pavilion stood
for the desire of wholeness, for re-humanizing a sacred and thus tabooed art piece.

The project was closely related to key Conceptual art strategies, despite the fact that i did
not dweill on dematerialization and reduction, or on prioritizing the idea: Little Warsaw proceeded
in exactly the opposite direction, placing at the heart of their project the point central to all
sculpting: animation, giving soul to dead matter. But, also, on the other hand, the headless bady
and, especially, the void, opened the piece to the age-old issue of admiring ruins and remmants
of the past as the physical imprints of our notion of history, as well as iconoclastic tradition and
the very current issue of demclishing statues, Micke Bal’s arguments on the nature of visuality
as being impure, {im)material, and eventful, since »[e]very act of looking fiils the hole,«® could
also be applied to this arzwork, which operates on the meaningful presence of a void. I do not
wish to get into the debate on visual culture, but, if we take it as a »performing act of seeing,
not the materiality of the object seen,«® then Little Warsaw’s activity could surely be interpreted
in terms of visual culture.

The project likewise involved a great deal of further conceptual interventions and question-
ing: crossing borders between times, ancient and current, between Art {with a capital letter)
preserved in 2 museum for eternity and contemporary are, still fighting for legitimacy, between

27 Agyptisches Museum und Papyrussamiung, Berin-Chariottenburg; See Geoffray Thorndike Martin, A Biblegraphy
of the Amarna Pericd and its Aftermath {London: Kegan Paul International, 1991} Joyce Tyidesley, Nefertiti, £gypt’s
Sun Queen {London: Viking. 1988).

28 Micke Bal, «Visual Essentialism and the Object of Visual Culture,w in Journal of Visual Culture, vol 2 {1} (2003) 18,

20 lbid,, 11,
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household name (a celebrity-kind of art piece) and unknown young artists from the margins,
between the geopolitical places of the makers (Egypt), the owners (Germany), the usets (Hungary),
and the audiences {Venice). The group raised fundamental questions abour art’s institutions at
the start of the new millennia, with regard ro national representation within the structure and
power mechanisms of global culture, opposing the established binary logic of the two. They alsa
problematized the interpretation of art—still strongly influenced by the concept of modernity
and modernism—as being structured around the concept of beauty, the aesthetic qualities of the
object, and its ownership, With all these »illegal« border crossings {such a familiar operation
along the margins!), they upset art’s governing conventions and its power-related status quo.

Relying on Mieke Bal’s argument that »Chronology itself is Eurocentric ... the imposition
of European chronologies can be seen as one of the techniques of colonization, «® what Lictle
Warsaw did was completely subvert the linear reading of traditional art history along the lines
of chronology, upsetting the hierarchy of old and new art, and smashing the strict distinction
berween classified art, as being part of the art historical canon and contemporary art, as being
excluded from the scope of academic art history, simultaneously challenging the boundaries
between art history and art criticism. The »in between time, « the time of excavation and the
provenance of the property of a well-established German museum came into play as well, posing
very sensitive questions of ownership and cultural continuity, as echoed not surprisingly in the
Egyptian and German press. (Concerning the ruling laws, lawyers could have argued either
position on the question of whether the Bust of Nefertiti should remain in Berlin or be returned
ta Egypt.3)

The virtual (Venice) and actual {Berlin) distocation of the bust artempted to discard the
assumption that museums are a special place for acquiring, preserving, and presenting art pieces

30 ibid., 16.

a1 See the two symposium papers by Stephen Urice, »The beautiful one has come —to stay« and by Kurt G. Siehr,
»The beautiful one has come-to return. The return of the bust of Neferliti from Berlin 1o Cairge at Imperiatism, Art
and Restitution: A Conference of the Whitney R. Harris Institute for Global Legal Studies, School of Law. Washington
University n St Louis, 28 March 2004, h!tp:/."Iaw.wusﬁ.edu/ig1s/Conrerencesfzoos-2004!émpe\riai‘rsmagenda.htmi‘
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in isolated sterility, or at least challenge museology with its nineteenth century notions combined
with the idea of functionalist expositions. Instead of the geometrical pedestal as a remnant of
worshipping abstraction and purity and as a trace of the illusion of the neurtrality of art and its
presentation, the voung artists provided the bust with a more human »pedeszal,« in other words,
they offered the audience a field for projection to ¢reate personal narratives, The temporary act
of dislocation was taken literally and stirred latent desires for changing the status quo of the
piece’s ownership, as the Egyptian authorities jumped on the opportanity to reclaim the bust.*

The object of appropriation was very carefully chosen by Little Warsaw. They sclected a
short but very active and rebellious period of Egyptian history, which had been forgotten for
centuries as a result of a burst of activity, erasing all traces of the period, which was rife with
fundamental changes regarding politics, religion, and even the practice of power.® Someone
from the eastern European region has a close and intimate relationship to vanishing and newly
appearing histories, as people might experience a total rewriting of their own histories even with-
in a lifespan. And the other way around, someone from the region has been through exclusion
from even the rewritten (art)history elaborared from a Western perspective,® despite current
opposing claims.® The two male artists chose to deal with a powerful woman, since they came
from a country where gender consciousness had hardly entered the art discourse.® In the main-
stream strategy of appropriation in the 1990s, ownership and authorship were subverted, but
the hierarchy of art remained intact. In Little Warsaw’s operation, problematizing authorship was
merely a side effect, as the object of their appropriation was recharged with radical, critical con-
tent indicating questions of power relations; that is, who is allewed to criticize the system and
reuse others’ objects? who is zllowed to enter the global scene with this operation, and who can
achieve recognition?

The studio of Thutmos,” where the bust came frem, stands for the profession of sculpting,
and presented a tribute to the predecessors. By appropriating a valuable find, the young artists
reversed the operation of art institutions intervening from the inside. Following the logic of
institutionalization, able to domesticate all kinds of critical practices outside of the institution
{like Dada, Russian avant-garde, Conceptualism, institutional critique, etc.}, they took an object
cut of the museum by reappropriating it, and added their own activity to the provenance of the
object. As the original funcrion of the bust is unclear, Little Warsaw offered an interpretation by
creating a hybrid statue from the torse, which subverted the segregation of different art making
practices in different times, thus turning over the linearity of classification and traditional art

32 Barnabés Benosik, ed., The Body of Nefertiti. Littie Warsaw in Venice 2003, Supplement to Lhe catalogue High-Angled
Lowlands: Current Art from Hungavy, ed. Barnabds Bencsik (Barlini Neuer Berliner Kunstverein, 2006}
3 Ses Paldl, »Little Warsaw 1996-2002 «
3 For example, Hal Foster et al., eds., Ar! since 1900. Modernism, Antimodernism, Postmadernism {London:
Thames & Hudson, 2004}
as Belting, »Europe: East and West.«
a6 in their recent project Only Artists {2006), they approprialed and exhibited a lapestry of the Hungarian woman artist
Noémi Ferenczy, which shows & woman carrying a sign with the text »Eskilszink, eskisziink, hogy rabok tovabhb
nam lesziink / We truly swear, Wae truly swear the tyrant's yoke / No more to bearls guoted from Sandor Petdfi's
=National Sang,« 1848, a poem from the 1848 revolution.
Borothes Arnold, »The workshop of the sculplure Thutmose « in Dorothea Arnold, The Roval Woman of Amarna:
Images of Beauty from Ancient Egypt (New York: Metropolitan Museum of Art, 1997).
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history. The act of unification of the bust and body served as a solidarity gesture and functioned
as a symbolical site for the re-unificazion of Berlin and also Germany, a process in which the
body, made by Eastern Europeans, served as a substitute for all the archeological finds of the
tomb of Thutmos, which arrived in East Berlin after World War [I—the bust stood for West
Berlin’s Charlottenburg, where it was guarded in the time of separation.®

The critics in the Egyptian press accused the artists of disrespect for ancient masters and
ancient art, and even of humiliating Nefertiti with an inappropriate body. While the Egyptian
authorities were against fusing different cultures as a contemporary art strategy, in their own
arguments they were not bothered by mixing different periods and cultures.® Their main accu-
sation, based on the banning of nakedness by Islam, was directed at a piece that was made long
before the Arabic invasion into the ancient empire of Egypt. They made their point in the name
of universal beauty, universal values of art, which were ruined in their eyes by Lictle Warsaw’s
intervention, but relied on the impact of the postcolonial discourse and claim for restitutions in
their particular intention for getting the treasure »back« to its »original« place. Although they
tried to conceal the power refations behind the attack against an advanced contemporary art
project, in their eyes, the crime became more serious given that it was committed by some un-
known fellows.® One would think that the anonymity of the artists, their shared, collaborative
authorship hidden behind an enigmatic name (through which they could undercut the fallacy
of authorship), might also be behind the tack of broader media coverage of the project in the
trend-setting, star-making forums.

The site of the exhibition, a national pavilion in an international venue brings the question
of nation-building into play. The exhibitions in the Hungarian National Pavilion still served as a
tool for official representation well after the political changes, and its commissars were appointed
by the autherities of the Cultural Ministry accordingly. In 1993, Joseph Kosuth, the famous
American artist, represented Hungary as a compensatory symptom of the nationalistic ambitions
of the local regime (the members of which couid hold on to the use of the name of the Hungarian
hero, and freedom fighter®). At the same time, through this choice, the exhibition took the side
of Western-type hard-core Conceptuaalism, the authority of which was debared by younger gen-
erations in the Anglo-Saxon art world.® In 1995, Gydrgy Jovdnovics, a leading member of the
Great Generation, was selected as the national representative in a gesture of restitution and as a
tribute. The curatorial position of the national pavilion could first be obrained through an open
competition in 2003. The winner, Lietle Warsaw, which consciously operated outside of the focal
institutional system, was drawn into a controversial situation by getting the »once in a lifetime
opportunity« to enter the highest sanctuary of the national art narrative.® So they had to avoid
the trap of getting caught in the binarism of national representation and/or local context

38 | wish to express my gratilude to Ernd Marosi for calling my attention o this aspect of the project.

Ses Urice and Siehr, conference papers at imperialist, Art and Restitution,

40 See. for example, Jeevan Vasagar, »Egypt angered at artists’ use of Neforliti bust,« in Guardian Unfimited (12 Juns 2003).

41 Lajos Kossuth (1802-84) was the leading figure of the 1848-49 revoiution in Hungary.

Tony Godirey, Conceplual Art (London: Phaidon, 19986).

43 As a side project of their contribution to the Venice Biennaie, Litltle Warsaw published a reader of sixteen interviews
canducted with various international artists and professionals on the very idea of national representation. Little Warsaw,
Maonitor—Arsenale vs. Giardind (Budapest: Miesarnoi/Kunsthalie, 2003},
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unavailable to outsiders as opposed to universalism with some local color and/or faceless global-
ism, with its constraint of taking on the one side or the other. They were able to avoid exclusion-
ary identifications by conquering a space in between these fixed categories, a site of resistance
of both. Through the nomadic strategy of interpenetrations of different discourses, they could
overcome the national-universal and local-global split and undermine other assumpticns rooted
in this binary thought. Despite being fateful agents of one of them, they functioned, instead, as
transcultural mediators in the communication of different communities.

The other conceptually oriented project I intend to analyze, along with its subsequent re-
sponse in Budapest, was shown in Amsterdam at the exhibition Time and Again (2004).% This
time, Little Warsaw took a Hungarian public monument made in 1963, Jézsef Somogyi's® statue
of Jdnos Szdntd Kovics, from Hédmezdvasdrhely, a southeastern Hungarian town, to the
Stedelifk Muoseum in Amsterdam. In this case, the target of their operation was the art making
practice in their recent past ousside of the museum, in the public space of socialism, which is still
part of their visual environment on the one hand, and on the other, the investigation of how this
particular context could operate in an international framework. This time the dislocation wasn’t
just virtual, the statue with its pedestal was moved to the prestigious art museum.* As it turned
out, this dislocation and artistic intervention touched a very sensitive spot in the Hungarian art
comumurity, and it raised a harsh debate.

The Széchényi Art Academy, an institute established by leading artists in the new era, pub-
lished a petition and collected signatures against Little Warsaw’s action, just like in the old days
of rebellion against the official culrural policy. Both the leaders of the culturai right wing and
representatives of the liberal left (among them Gydrgy Jovdnovics) signed the petition side by
side, something that rarely happens nowadays.#” After the fall of the Iron Curtain, it became
obvious that the seemingly homogenous countercultural bloc of socialist times was in fact very
diverse and split apart accordingly. With the presentacion of Little Warsaw’s project, however,
which reused and recontextualized an art object, these groups were suddenly reunited against
what seemed to be a common enemy. The situation is further complicated by the fact, which
actually shows the very complex nature of the post-socialist discourse, that in the once-official
newspaper of state-socialism, the same critic who accused Little Warsaw of barbarism (for
changing the original context of the statue) had beer one of the official guards of socialist
cultural policy for a good twenty years.® Thus, the ex-opponent of official socialist culture
and the ex-beneficiary found a common cause against Little Warsaw’s deconstructive project.

4 Time and Again, Episode 2 of Who if not we... 7 7 episodes on fex)changing Europe, Stedefiik Mussum C8, Amsterdam,
23 Oct, 2004-30 Jan. 2008, »Time and Again,« in Who if not we...?, ed. Maria Hlavajova and JHl Winder, exh. cat. (Amster-
dam: Stedelifk Museum, 2004), 31-53. The sketch published in the catalogue refates to their project that hadt been planned
but could not be realized. Instead, the project was changed to the analyzed project, which is not documented in the catalogue.

45 Jozsaf Somogyi (1916-83), a very influential Hungarian sculptor; 1963-94 professor at the Academy of Fine Arts,
Budapest; 1874-87 dean of the institute.

45 CQriginally they intended to exhibit the statue togsther with its pedaestal, but some problems oceourred relating to the static

capacity of the building's floors.

See Much traveled monument: Little Warsaw: instauratic, hilp:/iwww.exindex.hu/index.php?lzendi=temadli=12_en.php;

and Jozee! Méiyi, »A Szamo Kovdcs-ligy« (The case of Szantd Kovacs), i £lat 65 frodaforn, XUIX, 3, (21 January 2005} 19,

48 Cyula Rézsa, »Kis magyar falu« {Little Hungarian Vitlage), in Mépszabadsag (16 Decernber 2004},
httpi/Avwww, nob nu/cildd 344806/,
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Dismantling of Jézsef Somogyi's
statue of Janos Szanté Kovécs,
Hodmerbvasarnely

&

In 1943, the state of Socialist Realism was at stake because its definition had started to
become vague. Likewise, 1965 was the year of the original unveiling of the statue of Jdnos Szdnté
Kovics, the early-twentieth-century agrarian-proletarian leader. This very statue became a site
of struggle, where competing positions concerning state control of art versus artists’ freedom of
expression were being contested. Thus, according to the standards of the more schematic exam-
ples of the official style, it was accused of not being heroic and elevated enough and it was cele-
brated by others, especially by the art community, for pushing the envelope. The case was further
compticated by the fact that, in the years of consolidation after the 1956 revolution, the accusa-
tion wasn’t articulated by the representatives of power, but in the very name of »the people.«*
The once-explosive debate was soon forgotten; yet, in some textbooks, the statue represents a
diluted form of Socialist Realism, no longer observing the once-so-important subtleties and dis-
tmctions of the style. It was also forgotten by those guarding the myths of oppositional art, for
whom this statue had the symbolic meaning of resistance, an issue that was rendered irrelevant
within the new circumstances. The Western audience, including the professional community,
removed not only histerically but geographically from the scene, proved to hold its own stereo-
types, left-over rhetoric from the cold war.

All of these issues came into play when Little Warsaw re-unveiled the statue. This reanima-
tion, the second unveiling of the statue, once again stirred debate, now in the homeland. The
arrists were attacked by the local press because of the presentation of the statue, which steod
on its feet in the museum rather than high on a pedestal. In terms of conception, the statue was
pulled down to earth from the realm of ideology and became a fragile, vulnerable human being
contradicting the eternal life of the public monument as it was conceived. The project was also
accused of mistakes that had actually been made by the curators of the prestigious western
Europear institution, or to put it psychologically, had been caused by their unconscious slips,
very useful ones for analyzing suppressed feelings. The authorities of the museum in Amsterdam

48 See Lefepleztek egy szobrol. A milvészeat legyen mindenkis (Let Arl Belong 1o Everybody — A Statue Unvailed),
& documerdary fitm made by Boris Palotal in 1965,
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Littie Warsaw, contribution to Time and Again
(2004}, Stedelijk Museum, Amsterdam

interpreted the statue using old stercotypes and clichés about the ex-region behind the Iron
Curtain, namely, the refated museum tag idenzified the peasant leader as a communist worker
and the place where it used to be located, a small Hungarian village, thus giving the installation
dramatic overtones. Although Little Warsaw was accused of neglecting to explain the original
context, they clearly showed-—even if unintentionally—the encounter of a work from New
Europe with the dominant voice of art discourse dicrated by the old division, While the topic
that the exhibition was organized around was topical, focusing on igsues of memory and history,
the rhetoric was not updated, and remained embedded in the old, controlling structure.

According to the change of rhetoric after the long period of socialism, the main problem,
as voiced by the press at home and by the art professionals signing the petition, was the offense
against human righes, The artists were accused of not asking for permission from the artist’s
heirs, and also noted was the humiliation endured by the statue and indirectly Somogyi, the
sculptor. Actually, the statue was not destroyed and it got back to its original site fully intact,

50 the gesture was really not against the art object, either. On the contrary, the artists lifted up
the veil of ignorance covering the statue, whose story had sunk into oblivion. Littde Warsaw had
dug it up from the past, and along with it, the wounds and scars of the past, which had pever
properly healed. The issue at stake was indeed gate-keeping. Who has the right to dig up the past,
break apart the preserved ideas of socialism and the related art practice? Who had a share in its
construction? And, perhaps most importantly, who has the right to process and recontextualize
objects and ideas of the past in the present?

The traditional nationalist ideology of older forms of pubiic art, in the form of conservative
figurative monuments, flooded the public spaces of Hungarian towns and villages well after
socialist times, even into the mid-1990s, as illustrated by the installation of several statues of
Saint Stephan, the first Hungarian king. When Little Warsaw’s project pushed the limits of sculp-
ture, people found plenty to criticize, but no one protested against the return of an outdated pub-
lic art praceice, Where was the art community’s concern for the issue of sculpting at that time?
Little Warsaw entered the current debate on public art, as it is conceived locally and outside of
the local context, By this appropriation, the artists’ goal was not to question the ownership and
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stardom of the object, as the one chosen was not at all a well-known icon, but to investizate the
legacy of socialism in art making practices, and expose hidden operations whose intention is to
sustairt the status quo. Touching a taboo issue, they drew attention to the consequences of the
collective amnesia regarding the legacy of the socialist past, which the art community has failed
to confront and work through. At the same time, they provided a framework for a discourse on
public art, which has kept a low profile in the shadow of the emerging art market. Regarding
the burning issue of navigation between the local context and global recognition, they offered

a dialogue, rather than pinning down the artistic operation in one position or the other.

In contemporary art behind the menzal walls of Europe, the psychological process of work-
ing through the trauma of the socialist past indisputably began with the Albanian artist Anri
Sala’s famous video Intervista, which documented the discovery of the buried past of the artist’s
mother’s involvement in socialism. The issue was unfolded via a personal narracives therefore,
it was deeply touching, making the experience digestible even for someone unfamiliar with the
local context. In Hungary, the very idea of interpreting the socialist past in art popped up in the
work The Spirit of Freedom by Tamads St. Auby right afrer the political changes, but, later, as
the region slipped into collective amnesia, the scene became characterized by lack of any critical
comments in refation to the past. Direct political comments, whether relating to the past or to
the present, were banned by the local unwritten tradition of coded language, partly due to the
assumptions of the adapted and fossilized local modernism and partly because of the long history
of using coded language as a method of operation within censorship. The »crime« Little Warsaw
committed was to touch taboo issues and provide a warning that facing the past and raising
questions is essential for recovery and for moving on.

Further analyzing the discourses mobilized in Little Warsaw’s local reception, the conception
of modernity came to help the hidden intention of censoring new, advanced art. Those who
accused the action of being uncivilized took for granted the notion of civilization as a justified
culeural hierarchy favoring a Western perspective, as if it was not already deconstructed in critical
theories, and as if the exclusive nature of the term was not invested in Western powers with fuil
authority to subjugate different cultures as upholders of cultural standards, which is being cri-
tiqued loudly i museum discourse nowadays.

The project clearly shows how the changed sociopolitical position pushed the representatives
of the once rebellious avant-garde into a position of guarding the standards. Little Warsaw’s
effore at dusting off the past, in this case a socialist moaument, was not celebrated, but on the
contrary, policed. This time, however, the policing was not done by another country’s cultural
leadership or by the state cultural bureaucracy, but by the art community itself. One wonid sus-
pect that behind the collective attack lurks fear, namely, of the anti-establishment attitude of the
artist-duo, as seen by the bearers of the canon. One cannot help but notice the presence of terri-
rorial anxiety behind the vehement attack in defense of the sratus quo. The message conveyed
is not to dwell on the past but to feave it as it is.

5o Surzanne Lacy coined the term in 1993, See Suzanne Lacy, ed., Mapping the Terrain: New Genre Public Art
{Seattie: Bay Fress, 1885}
See Miwon Kwon, One Place after Another: Site-specific Art and Locational identity (Cambridge, MA/London:

MIT Press, 2004},
Bal, »Visual Esgentialism.«
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Little Warsaw’s activity could be interpreted in the framewark of »new genre public arg«®
a5 well, in which the site could be as diverse as an artistic genre (in their case, sculpture in the
museum or in the public space) or a discursively determined site as a field of knowledge, or a
cultural debate, or a way of communicating.® Or maybe we can label their activity as »new genre
conceptual art,« as it differs greatly from post- and neo-Conceptualism, let alone hard-core Con-
ceptualism, vet is undeniably and deeply conceptual. Quite similarly to Duchamp’s ready-made,
Fountain, Little Warsaw’s projects for opening up new discursive fields were treated in the
same way, being censored by the art community. The long-term symptoms of the traumatized
past coutd be detected in the short-sighted reaction of the locally and globally isolated art com-
munity, which, regardless of the changed conditions in a post-socialist country, did not admire
interventionist strategies for their critical capacities and also did not consider them as commu-
nicative possibilities for art, being stuck in the past, while denying the analyses of it.

Almost one hundred years after Duchamp’s explorations on the nature of the art object, and
atmost half a century after his followers’ explorations, Little Warsaw returned to the complexity
of the Duchampian questions, and, by reversing the reductionist process, reclaimed the material-
ized object without any fear of the fathers, as the notion of art was being replaced by the very
context of the object in their investigations. In their projects, this context was stretched well
beyond the art object, penetrating into different discursive fields, and into burning sociopolitical
issues transgressing even tabooed geopolitical boundaries. Their practice engaged in problema-
tizing received notions of are historical writing, as their context transgressed not just spatial,
but temporal dimensions, too. They were aware of the impossibility of working outside of the
institutions, lacking the illusions of those who earlier believed it possible to work outside of the
system; instead, they highlighted the way it operates. Their works could be seen as theoretical
works, referring to Mieke Bal's category,® not just helping us to think, but rather, making visible
all the blind spots that could not be seen from either the dominating Western perspective or from
the focal point of view. What they are making and proposing is to mediate between different
cultural communities and different notions of art, thus stimulating new discourses and new ways
of thinking abourt ar: that are capable of transforming and adapting Conceptualism’s most valu-
able legacies to today’s conditions.
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Sabeth Buchmann

Under the Sign of L.abor

From the dematerialized obiect to immaterial labor

With its iaterest in linguistics and informarion theory, Anglo-American Conceptual art as it
emerged in the mid-late 19605 marked a break with the industrially coded production acsthetics
of Pop art and Minimal art. Linked to this was the notion that the replacement of author-cen-
tered object production by linguistic or information-based propositions represented a challenge
not only to any traditional »material-object paradigm« (Art & Language} bus also to those
aspects of craft-based »production values« which are crucial to claims concerning authorship and
the »work.« Which helps te explain how and why the history of Conceptual art has been written
{misleadingly} as the history of a »dematerialization of the object.«? Without wishing to go inte
detail on critiques of the concept of dematerialization, which have been sufficiently documented,?
I would like nonetheless to take this concept as a starting point. I am interested here not in dis-
cussing the status of the object in the context of post-conceptual practice, or in relativizing
problematic issues within the discourse of dematerialization, but in the revaluation of »work«
that inheres in the concept. Lucy Lippard was not alone in seeing one of Conceptual art’s main
goals in replacing the traditional art object with distribution-oriented sign systems in order to
free artistic production from the logic of the marketplace and anchor it within a non-institution-
al, non-commercial public sphere.® Although this goal was not achieved, Conceptual art was
successful in establishing the idea that instead of being measurable only in terms of the fact of
material production, the form of art’s symbolic value should be equally open to calibration using
scales of social productivity: what traditionally was identified with art in categories of object-
based works was put forward here as an avant-garde demand for art as a form of communica-
tion that generates publicness, As the works of early Conceptual art show, this amounted to a

1 Luay R. Lippard and John Chandler, »The Demateriatization of Art,« in Art international, vol. 12, no. 2 {1968} 31-36.
See also Lucy Lippard, Six Years: The Dematerialization of the Art Object from 1968 to 1572 {New Yorle Prasger, 1873).
2 See for example Charles Harrison, »Elnleitung,~ in Art & Language: Terry Bainbridge, Michael Baldwin, Harold Hurredl,
Joseph Kosuth, ed. Paul Maenz and Gerd de Vries (Cologne: Dubont, 1972}, 11-17; and Pamela M. Lee,
»Das konzeptuele Ovjekt der Kunstgeschichte,« in Texte zur Kunst, vol. §, no. 21 (March 1996) 120-29,
3 Lippard, »Egcape Attempts,« in Reconsidering the Object of Art, ed. Ann Goldstein and Anne Rorimer, exh. cat.
flos Angeles: Museum of Gontemporary Art, 1895), 16-39.
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new notion of the public that was projected onto such various interrelated spheres as urban
space, social movements, the mass media, new technologies, libraries, etc.

We can assume, along with the philosopher Jacques Rancitre, that at the basis of such a
discourse of the public lies not only the avant-garde notion of transferxing art to life, but also
simple, classical images of the »emulating artist,« who in contrast to the »standard« worker, who
is excluded »from participation in what is common to the community,« »provides a public stage
for the ‘private’ principle of work.«* But as standard categories of material production become
obsolete with the relativization of author-fixated forms and notions of the work, then the ques-
tion arises as to the status of the artistic work that is to be exhibited in the realm of the public.
On the basis of Maurizio Lazzarato’s idea of »immaterial labor,«® which refers to service-orient-
ed activities in the realm of education, research, information, communication, and management,
a possible answer to this question might lie in linking Chandler’s and Lippard’s discourses of
dematerialization with the modes of representing labor in the neo-conceptual movements of the
1980s and 1990s.

From »the faking of« ...

If the dematerialization discourse is interpreted in the sense of superimposing »materiate
with »symbolic« production, it can be seen as corresponding to a socizl process: »the reconfigu-
ration of labor relations in the major industrial nations« that began in the early 1970s.5 In their
book The Labor of Dionysus, Toni Negri and Michael Hardt write: »The most imporiant gen-
eral phenomenon of the transformation of labor that we have witnessed in recent years is the
passage toward what we call the factory society... . All of society is now permeated through and
through with the regime of the factory, that is, with the rules of specifically capitalist relations
of production.«” The two authors conclude that »the teadizional conceptuat distinction between
productive and unproductive labor and between production and reproduction ... shouid today
be considered completely defunct.«® Negri and Harde thus broaden prevailing concepts of value
10 suich an extent that »immaterial« or self-utilizing forms of labor can be included.®

&

Jacgues Rancidre, »On Art and Worl,« in The Palitics of Aesthetics (New Yark/London: Continuurn), 5243,

See Mawizio Lazzarato, ~immateriefie Arbeit: Gesellschaftiiche Tatigkeit unter den Bedingungen des Postforgismus,«

in Toni Negri, Maurizic Lazzarate, and Pacie Virno, Umberschweifende Rroduzenten: Immaterisfie Arbeil und Subversion
(Berkin: ID Verlag, 1988), 39-52.

Michael Willenblcher, Migration — legalisierung - Ausnahmezustinds: Der Megalisierte als Homo Sacer des Postlordismus,
unpublished Magister thesis (Heidelbearg: Ruprecht-Karis-Universitst, 2008).

Antonio Negri and Michael Hardt, The Labor of Dionysus: A Critique of the State Form (Minneapolis: University

of Minngsota Press), $-10.
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Negri und Hardt, for instance, take recourse to the Marxist concep! of »generat intellect,« avcording to which knowledge
and intellectual capacilies are accumulated and mobilized in the sense of labor's self-amortization, But in the way that the
avthors take account of social and symbolic forms of value production, they differ from the Marxist theory of value, They
affiem the networks of producers that, according o their depiction, refuse control by capitat and thus have greater con-
nection to value greation and production. All the same, this colid be criticized as an idealistic option, since companies
also absorh such projects 1o promote the abolition of all wage guarantees. it has for example been pointed out a number
of times that this process, which Negri and Hardt consider a positive development, lsads to & more axtensive explcita-
tion, to naw forms of control in the lowest-wage service economy, and finally contributes to corporations penetrating
more and morg into the social realm.
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Although these discourses were not yet public in the 1980s-at leagt not in the art context—
comparable revisions of the traditional concept of labor and production can be detected, albeit in
an enzirely different theoretical realm. These incladed, zbove all, Jean Baudrillard’s proposition—
put forward as early as the 1970s—that »production« (hemologous with the industrial age) had
been replaced by »simulation« (homologons with the information age).’ Backed up by discourses
on the »immaterial« (Lyotard)," postmoderr media theory was increasingly to take on the role
of a sacial theory' and as such be able to find its way into those {neo-jconceptual forms of
thought and praxis that overlapped with the approaches of poststructuralism, deconstruction,
and cultural studies that were emerging at the time. In contrast to the focus on linguistics that
still determined the discourse on the demareriatization of the object, here semiotics enhanced by
culeural criticism came onto the scene, no longer measuring the »real« as a fact of material pro-
duction, but rather as an effect of a process of »de-realization« driven forward by media tech-
nology. Concepts often used at the time, such as »simulacrum,« »surrogate,« and »fake,«™ as
well as the founding of fictional »corporate identities,« provide a sense of how references to
ideas like »labor« and »production« have undergone a form of virtualization, and, even if only
»simulated,« a form of corporate privatization,

The fact that the playful analogy of astistic self-organization and fictional »corporate iden-
tities« was to turn jnto economic reality in the 1990s could be one of the reasons why postmod-
ernist media theory slowly went out of fashion. So-called reality had returned to the art world,
and net as a result of the crisis in the art market that took place in the interim. Pofitical and
economic discourses arouad post-Fordism, service culture, and neoliberalism, inciuding the con-
cepts they used for capital, labor, and production such as »flexibilization,« »deregulation, « and
»mobilization, « became key terms within those post-conceptual developments that took recourse
to approaches from the 1970s (such as site-specificity, identity, and institusional critique) and
thereby positioned themselves against the ongoing demand of the art market for »good crafts-
manship« and quantifiable » production values.« Parallel to this, the economic situation of those
institutions and artists dependent on public funding became more drastic, as the cultural sphere
was increasingly hit by cuts, meaning that budgets for production formats not adequate to the art
market became scarcer and new forms of »aggressive sponsoring«* found their way inte muse-
ums and art associations, Thus, any talk of »fictional corporate identities« became hopelessly
obsolete when, due to a mix of voluntary and forced self-determination, artists saw themselves
confronted with the necessity of organizing their own financial means for production, work
spaces, exhibition sites, contacts, possibilities of distribution, and publics. Hence, the discourse

10 Jean Baudrillard, Symbolic Exchange and Death (London: Sage Publications, 1993).

Consider in this context the 1985 exhibition Les Immatérigux at Centre Georges Pompidou, Paris.

Katja Dietenbach, Theorien der neuen Technologien: Zur Bedeutung der Informations- und Kemmunikationstechnologien
im Spdtkagitalismus, unpublished Maglster thesis {Munich: Ludwig-Maximillian-Urniversitat, 1892).

See Stefan Romer, Kinstlerische Strategien des Fake: Kritik von Original und Falschung (Cologne: DuMont, 2001).

See Walter Grasskamp, Kunst und Geld: Szenen einer Mischehe (Munich; Back, 1898); Hans Haacke, »Der Kampf

ums Geld: Sponsoren, Kunst, moderne Zeiten .« in Frankfurter Allgemeine Zeitung (11 October, 1998); Dierk Schrmidt,
=Sponsorenstress: Ein Bejtrag zur politischen Kampagne,« in AN Y2 9 (1999): 832-33; Hubertus Butin, »When Attiudes
Becorme Form Philip Morris Becomes Sponsor,« in The Academy and the Corporats Public, ed. Stephan Dillermuth
{Bergen: Kunsthegskolen: Cologng: Permanent Prass Veriag: 2002), 40; Alice Craischer and Andreas Siekmann,
»Sponsoring and Neoliberat Cuiture, = In ibid., 58.
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on the »mobilized relation between capital and labor«'® became increasingly obsolete with the
increasing entanglement of seif-organized, institutional, corporate, and state economies. This
was a process that became a major issue and also a subject in their work for artists who sought
to integraze into their works the changing conditions of laber and production and the discourse
on the public and the private that these conditions engendered.

... to »The making of«

In the following I wilt explore the 1998 exhibition The making of, organized by the artist
Mathias Poledna at the Generali Foundation in Vienna, in which the artist himself, together with
Simon Leung, Dorit Margreiter, and Nils Norman participated. This exhibition both explicitly -
and implicitly addressed the problems sketched above. For example, it was concerned with the
transformed modes of presenting and publishing artistic work within the tradition of Conceptu-
alism, as related to »low-capital, labor intensive indastries, «*® as a characteristic of the economics
of post-Fordism marked by mass unemployment. In The making of, this included critical revi-
sions of techniques of site specificity, identity critique, institutional critique, postproduction, and
cuitural research, and hence revisions of conceptual notions of the work that intended to histori-
cally illuminate the blind spots of modernist art discourse—its overlapping with phernomena of
everyday life, commodity and media culture, architecture, and design. The making of was
framed by an exhibition design that coniained references to Michael Asher’s 1977 solo show
in Eindhoven’s Stedelijk Van Abbemuseum, Daniel Buren’s exhibition Frost and Defrost (1979,
Otis Art Institute, Los Angeles),'” and information on the corporate design of the Generali
Foundation itself. Asher’s concept had been to dismantie fifteen glass ceiling panels from one of
the exhibition spaces of the Van Abbemuseum, and to then determine the duration of the exhibi-
tion as the time required for the installation team—working to a fixed schedule—to reinstall the
glass panels.” Poledna then cited this idea by also taking down the ceiling panels and having
them placed in the entryway of the Generali Foundation’s exhibition space. Instead of reinstalling
them, as Asher did, Poledna gave them a new function as bearers of information with passages
from a2 Generali Foundation handbook on questions of design and quotations from the buildiag’s
archizects Jabornegg & Pilffy. In this way, the works presented became legible in the context of
a highly charged contemporary debate on the autonomy of commissioned art.’ It was, of

15 See Willanblicher, Migration - Negalisierung — Ausnahmezusténde.
16 See »Substituting one Fungus for Ancther: Micolas Tobier in Conversation with Nils Norman,« in The making of, ed,
Mathias Poledna (Vienna Generali Foundation; Celogne: Buchhandiung Walther Konig, 1998}, 207.
ain this sita-specific work the ceiting panels in both gatiery rooms were removed and covered with strined paper. The
pangls were reinstafied by units of seven per day per room 1o their original place in the ceiling. At the same ime objects
teft in room B used for instaliation were put back a pigce at a time in the storage room. The evolution of the work was
documented in the catalog.« See Daniel Buren, Frost and Defrast, exh, cat (L.os Angeles: Otis Art Institute, 1879).
Quoted from hitp//percept.homa.cyberversa.com/percept/exhibitiona.htmi
1 See Michael Asher's description of his exhibition concept: =l propose that belore the exhibition opens on August 3, all the
glass celing pansis in rooms 1, 2, 3, and 4, plus all the glass pansls in one hat of the museum shall be removed, which
would leave roams 10, 8, 8, ¥, and part of rooms 5 and & open for exhibition, Starting August 3 and working 4 hours every
morning during sach day of the work waek, an exhibition crew will replace the ceiling panels.« Quotad in Michae! Asher,

=August 3-August 29, 1877 Stedeliik Van Abbemuseum Eindhoven, Netherlands,« in Writings 1877-1983 On Works 1969~
1979, ed. Benjarnin M. £, Buchich {Halifax: Press of the Nova Scotia College of Art and Design, 1983), 174-83, here: 178,
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course, imevitable that this debate would also affect the Generali Foundation itself, as it is pub-
licly seen to be a private art institution funded by an insurance company, especialiy since the
Generali Foundarion took a particular interest in the tradition of Conceptual art and its associ-
ated forms of institutional eritique. This show made reference to a paradigmatic work of institu-
tional critique and to Poledna’s own involvement as a graphic artist in the corporate design of
the Generali Foundation, references which mutually influenced each other, and the selected form
of exhibition design clearly showed that the relationship between the two can hardiy be limited
to a polarized view of critique, on the one hand, and affirmation on the other.® For it was pre-
cisely from his position of involvement that Poledna formulated a position of critical distance
that is seldom encountered in what are otherwise generalizing attacks on art as service. As
Poledna explained in the interview for the exhibition catalogue:

Intervestingly, the Generali Foundation—as far as I know-—voluntarily subscribed to the cor-
porate aesthetics of the Generali, in that the logo, typefaces, colors, etc., correspond to a great
extent to the logic of representation of the Generali Insurance Company. At the same time, the
terms that appear in this text—position, identity, form, content, style, format—are constantly
applied in art contexts. This reciprocal saturation of different rhetoric becomes particularly vir-
ulent when the language appears to indicate that the artists of the exhibition are speaking for
themselves.?

Thus, in his eyes, the differences between »*free’ and contractual artistic work are generally
less |great] than assumed. Precisely because artistic projects are congidered non-determined, one
is confronted more with implicit expectations and general assumptions, that—consciously or
noi—inscribe themselves into the respective approaches, «2

In light of the reference to Asher, Poledna’s statement can help to explain further aspects
of the exhibition design that affect the refationship between public and private work discussed
above. For what caregory does corporate identity belong o, and can focusing attention on it, as
Asher’s intervention did, allow the distinctions between »visible« and »invisible,« »standardized «
and »flexible,« »physical« and »intellectual« labor and their proper evaluation to become evi-
denz? By using the ceiling panels as an exhibition display and as bearer of information with the
aim of making architecture the object of the exhibition (allowing it to block the lines of vision
in the exhibition space}, Poledna modified Asher’s reflection of the shifring relationship berween
artistic and institutional labor economy in the sense of an overview of »architecture, corporate
design, and institutional self-portrayal.«® Using Asher’s design as  point of departure, the dis-
tinction between private labor, which is private because it is usnally invisible, and public, or
usually visible labor, was expanded by an implicit reference to the equivalence of symbolic and
corporate capital.® In this way, the exhibition also addressed the various institutional, social,
and art critical evaluations of the role of the artist and the role of the service provider,

15 See the debate on Andrea Fraser's A projec! in two phases {1994-98).

20 See Helmut Draxler's contribution in this valume.

21 »Blanks and Side Effects: Sabeth Buchmann in Conversation with Mathias Poiedng, « in Poiedna, The making of, 223-24,
22 Hoid., 220,

23 Ibid., 228,

24 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste {Carmbridge, MaA: Harvard University Press, 1996).
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The combination of historical and site-specific, topical reference to fabor’s (setf-Jrepresenta-
tion staged in The making of carried yet another discourse with it—the discourse rooted in the
avant-garde tradizion that ¢laims that making production visible amounts to turning art into
sacial productivity. According to the standard view, this takes place only when the limits of the
institution of art are transgressed and other social fields are entered. As the art and culture critic
Christian Haller writes in his catalogue contribution: »In symbolic-political production, there-
fore, working with overlapping and permeating contexts is inherent. Contexts understood as
‘institutional’ require, though, a more complex positioning than the following alternatives suggest
for the moment; direct linkage (for instance onto the exhibiting institution) or unbound ‘outer’
orientation, «%

In the light of the polarization of institutional and social fields, as addressed by Poledna and
Haélier, the exhibition design for The making of offered a starting point at the end of the 1990s
for reworking apparently stagnating institution-critical practices—including criticism of these
practices themselves—by virtue of a broadly framed discourse on the reciprocal relationship
between processes of corporatization and shifting modes of labor and production. As far as the
visibitity of non-artistic, that is, indastrial and standard »labor« in the context of the Generali
Foundation is concerned, here, too, a link can be made to what Poledna envisioned as the
»interrelations berween architecture, corporate design, and institutional self-portrayal.«® In
the interview quoted above, the artist noted that the ceiling »actually displays an cutside of
this relatively hermetic space« of the Generali Foundation: »After the dismantling of the ceiling
panels the room evokes the image of an industrial shed, or backyard industry. On the lot where
the foundation is now situated, there was originally a shed in which hats were produced. My
concern was to advance other images against the original appearance of an architecture which
osciilates between a supposedly pragmatic understanding of classical modernism and a certain
late-eighties lock. «*

That means that just a few years after the reconstruction of the building, the basic design
principle—the avoidance of »irregular contours« to creaze a »clear image«®-—surfaces in The
making of as a historically determined motif. The proposition implicit in this intervention, that
this image could already socon prove to be something worthy of revision, also resonates in Nils
Norman’s contribution, Proposal 10. Corresponding to the symbolic reconstruction of a history
of industrial preduction eradicated by the architecture of the Generali Foundation, the piece
foresaw »the radical redevelopment of the Generali Foundation, Vienna.., consisting of various
architectural, bureaucratic, environmental, and psychological interventions.«® Nils Norman’s
proposal of an alternative foundation that issued from the interest he noted in »alternative eco-
nomic forms«* as a consequence of the closure of industrial companies and the resultant mass
unemployment also addressed the possibility that the Generali Group might someday turn to

25 Christian Héller, »The Making of ... Political Contexts? Preliminary Waork on a Symbolic Political Context Understanding, «
in Poledna, The making of, 173.

Buchmann/Poledna, »Blaniks and Side Effects,« 225,

27 ibid.

2 See »Exhibition Design,« in Poledna, The making of, 8b.

28 Norman, »Proposal 10« in Poledna, The making of, 128,
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Niis Norman, Proposal 10 (1998)

marketing concepts that are socially more productive and invest its money in ecology and related
socio-technological projects—things that themselves have in the meantime become a feature of
a deregulated variant of »do-it-yourself« culture.®

The idea that 2 new understanding of work and production could have an influence on the
respective relations of visibility of »standard« private labor and »artistic« public labor is ane of
the subtexts of Dorit Margreiter’s spatial and video installation Inte Art. Analogous to the exhi-
bition design, here, too, cultural and corporate forms of capital are related to the material and
symbolic value of those fields of labor and activity in which institutional and social contexts as
well as »auronomous« and service-oriented forms of labor overlap in terms of their compatibility
with media-effective image functions. In an interview with me for the catalogue to The making
of, Margreiter explains, that »the art-place itself already presents a medial construction ... a site
of production and reproduction of the symbolic ...«¥ Here, we again see a typical argument of
media theory approaches in the 198Gs, which considers the notion of production as an effect
of technologically supported processes of »de-realization.« On the other hand, the notion of the
»social factory« is also apparent here, coined to refer 1o the de-differentiation and immaterial-
jzation of realms of production and reproduction.

Appropriating the genre of 2 mrailer for a TV soap, Inte Art simulates the self-representation
of a private art instisution according to the standards of the »creative industry.« Following the
sketch printed in the exhibition catalogue:

The series begins with a director being appointed to the institution which at the time had
been in existence for three years. At this time there was a restructuring not only of staff but also
of programmatic orientation. The newly constructed museum building is supposed to reinforce
the rele of art as an image bearer for the corporation, at the same time the new institution is
supposed to develop its own profile within the context of international art discourse.™

3 See Tobier/Norman, »Substituting one Fungus for Another,« 208,
3z See »Delinitions of a Bullding Site: Sabeth Buchmann in Conversation with Dorit Margreiter.« in Poledna, The making of, 204.
33 See Dorit Margreiter, »inlo Art,« in Poledna, The making of, 109,



Dorit Margreiter, into Art (1998},
installation view

The accompanying storyboards, which were installed in the exhibition as user-friendly rext
panels on the rear of the wall construction, inciuded fragmentary information on the life and
work of the actors. These were characterizations of funcrions within the institution and also of
»freelance« jobs as well as information on individual preferences in terms of fashion and leisure
activities, cultural habits, social activities, and sexual and family relations. In line with the prin-
ciples of the »social factory,« professional and personal worlds as depicted here oscillate, as in
the case of »Peter,« who defines himself as »someone who works in *art-related’ contexts.
Growing up in a working class family he gained early experience in political work at the grass
roots level. At the institution he works to make a living in the development team, Here he is not
recognized as an artist. In a different scene, however, he is a well-known, important figure. At
the beginning of the series, he organizes an exhibition and a panel on ‘minority politics.” He has
tried repeatedly to change the institutional exhibition program from ‘below,’ but kas had only
limited success.« The »possible topics« attributed to him are »“class,” political activism, instita-
tional recognition, alternative spaces, economic situation, etc.«* As can be deduced not only
from the figure of Peter, bur also from the other roles sketched, they not enly illustrate structur-
al characteristics, but also individual and psychological aspects. This not only distinguishes
Margreiter’s work from classical forms of institutional eritique, but could also indicate that the
category of the institution is here seen as a category of the »social factory.« Seen in this way, the
exhibition title—The making of—proves 1o be a »making of the self,« where the issue is 2 post-
Fordist intersection of institutional, cultural, and private spheres of life and work.

Even if limited to a few brief selections, the locations and staging of roles presented suffice
to make comparisons to the Generali Foundation, the location being visited while viewing The
making of. The reflection of and on the corporate design of the Generali Foundation that the
exhibition design engenders is varied in Into Arr by representing realms of labor and production
such as project development, communication, design, the making of exhibition displays, exhibi-
tion assembly, and control. As such they affect management, image design, »internal and exter-

34 ibid., 114,
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nal means of communication,«® and therefore those activities where Maurizio Lazzarato’s defi-
nition of »immaterial labor« could be applied. In Into Art, we become aware of this by way of
fragmentary scenes from daily activity, intercut with staged snapshots and documentary material
from the archive of the Generali Foundation. The intersplicing of »real« and »fictional« material
—found footage, artistic documentation, and fictioral elements of plot—serves on the one hand
to counter the fiction that institutional structures can simply be made legible by way of critical
reflection; at the same time, an implicit de-differentiation of real and fictional characters is enacred
here, with a view to making intelligible the transformed relations of che visibility and represen-
tation of private and public labor.® Employees play themselves, in both public and private
moments. Institutional stagings of roles, including an actress miming the role of the artist—
which could also be her own role~rtake on the character of a soap opera, which in turn allows
the de-differentiation of public, private, and media spheres of {re}production and labor to become
»reality.« In this way, what Margreiter intends with her definition of the art institution as a
»media construction« and » production and reproduction of the symbolic« becomes visible: that
is, (re)gauging the relationship between »autonomous art« and »service-oriented art« in the con-
text of an institutional logic that seeks to integrate artistic labor’s media-effective publicity
potential in the sense of »corporate identity.« In her function as a graphic designer, she is, as she
explained to me in the above quoted interview, »involved with the make up of the institution ...
with the image it imparts and wants to impart.«¥ That means that [nto Art not only sharpens
this image by way of focusing attention on the production and design of catalogs, poszers, and
invirations—but also sets this against the value system that still sees art as the opposite of »func-
tion. «

But in the context of the exhibition design for The making of, Into Ari reverses the opinion
of critics at the time, according to which »paid institutional critique« forced the artists into the
role of affirmative service providers. In contrast, by restaging the corporate identity, it became
clear that its key theme was emphasizing the institution’s role as a site of artistic production.
The instizution cannot do without the autonomy of the producer if it wants o »bring sense into
these [its} rules, to make them alive. «® These rules are fictionalized in Into Art in the form of
ready-made plot lines that, by way of a casual camera technique and sometimes blurry visual
aesthetic, evoke a pseudo-unprofessional image that could let [nzo Art pass as an artistically
well-versed form of carperate self-representation. Bug it is precisely this that lends the video
trailer the appearance of a »real« production, as is typical of media formats that suggest authen-
ticity. All the same, Into Art’s editing, which combines various levels and forms of representation,
makes it possible to experience the »real« as the result of visual-technolegical »de-realization, «
For instance, Margreiter’s staging of a »real« institution presents a link between site-specificity
with media-supported techniques of postproduction, allowing for reflection on the fictionalized
representation of labor and production as corporate image. While this might sound like the
practical application of the theory of the spectacle, it is given a particular twist in Into Art to

a5 »Exhibition Desigae, in Poledna, The making of, 85.

3 See on this Rancigra’s argument in favor of fiction, in ~Qn Art and Work.s
3 Buchrmann/Margreiter, »Definitions of a Building Site,« 196,

38 wExhibition Design«, in Poledna, The making of, 85
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the extent that it measures the image function of artistic labor as public tabor within the eco-
nomic morality that demands the production of social values under the conditions of publicity.
If the actors who appear are characterized by various social origins, caitural and institutional
positions, forms of private and professional life, and emotional and psychological positions,
they also allow the art institution presented to appear as a representative social structure, while
making it clear that it consists of subjects and subjectivities that cannot be depicted in a merely
structural conception of the institution. Instead, the people involved are service providers on a
freelance basis and salaried employees whose activities in the meantime hardly differ from artistic
fabor, a state of affairs that Poledna describes as the »hipness-phantasma of deregulated labor, «%
This idea can serve to name an essential aspect of Margreiter’s staging of roles, to the extent that
the presented mix of work and leisure exudes the impression of a creative, vivid dynamism. This
impression is amplified by the sound samples from television series such as Dallas, Melrose
Place, Tatort, etc., thus associating the figures represented with the consumption and temporal
structure of media formats. The layers of image, text, and sound are sampled and disassociated
from one another in an avant-garde mannex, thus counteracting the construction of simplifying,
totalized images; this is then complemented by the suggestion of flexibilized attitudes of recep-
tion, amplified by the inserted zapping noises of a remote control. The open beats and bass
mixed into the soundtrack suggest the question as to »our« relationship to corporate patterns
of identification: do we see ourselves in a relationship based on free choice (corresponding to
spaces for free expression as they are projected onto artistic autonomy), or in z relationship of
enforced choice {corresponding to the »self-determined« acceptance of economically determined
circumstances)? That we become »fictional authors« of fictional series can be interprered as a
reflection of the increasing influence of participating consumers and fans in the product design of
the culture industry—a phenomenon that shows the totalizing fanction of the cultural imperative
o be creative.®

In that i art allows this distinction to appear questionable by means of the chosen method-
ological-thematic and rechnotogical-formal structure, it marks a further characteristic of the
»social factory,« as according to Negri and Hardt, to the extent that freedom of choice presents
itself here as a version of the dominant credo of production. From the corporate executive to
the freelance graphic designer who is »really« an artist, all are subjected to this credo, even the
viewer participating by way of an imaginary zap function.

Thus Into Art can be seen to imply beth a distance to the idealistic equation of art and
autonomy and the cultural-pessimist equation of art and entertainment or service industry—
whereby the latter view is often used as a way of legitimizing the former. This distance is appar-
ent because the conflictual interest in art’s (critical) potential for publicity here does not take
place along clearly defined front lines, but rather in the midst of a general reconfiguration of
social labor relations, of which it is a constitutive element. This position was ultimately presented
by Into Art’s spatial installation itself, to the extent that it placed the represented fictional loca-
ticn and the real space that was used by the visitors, and also the museum wardens and cashier

a Buchmann/fPoledna, -Blanis and Side Effents,« 225,
0 See Marion vor Osten and Peler Spillmann, eds., Be Creative—Der kreative Imperativ {Zurich: Musaum fir Gestaltung,
2003).
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staff, in a relationship with the usually invisible administration. The notion of surveitlance that
resonates here can be seen as the extension of the decision to let the employees play their own
roles, as »real« as if the camera were always there. The control-society implications of video
technologies find their correspondence in the double-wall construction that Margreiter had
placed in the exhibition space, as a reference to Poledna’s intervention in the sense of a reflection
on the determination of artistic freedom by way of architecsural conditions. The height of the
two walls was conceived so that they could not fit into the exhibition space without dismantling
the ceiling.* As the artist explained to me in our interview: »The ways and means in which both
walls stand wizh relation to one another, lets them appear case aside and alse suggests the possi-
bility that they could, potentially, stand in a different way to each other or could be duplicat-
ed.«* The decision to insert the walls as simultaneousty site-specific, flexible, and performative
spatial elements—as wall, presentation surface, and backdrop at the same time—placed them in
a structural and metaphorical relationship to the technical apparatus installed in the space
between the two walls, which could only be seen from one side. The stills showing technical
equipment, such as a camera lens, electric cables, votume and remote controls that were included
in the video trailer suggest that the selected form of visualization was based on principles from
avant-garde or apparatus theory, But perhaps it is not merely whar has become a standard
unveiling of the process of production {if you can afford transparency, you mast be doing henest
and good work) that lies at the heart of this observation of the intersection of display and tech-
nology in the installation, buz the inherent relationship between autonomous and corporate
production, and thus the refationship between public and private labor. Here, techniques of
visualization cannot automatically be equated with a reflexive critique of the fetish, but contain
for their part mechanisms of corporate image formation. Seen in this way, Info Art's operative
dramaturgy thus works with both public and institutional as well as private and individual
modes of production and recepticn. »Corporate identity« thus appears as an externalized as
well as internalized relationship, into which the »average« media consumer is steucturally and
mentally integrated.

Margreiter’s fictional {self-)representation of a private art institution takes the goal of experi-
mental film and alternative video—to reach an extra-institurional audience—and transforms it
into the sthesis« of the reciprocal penetration of avant-garde {public), ordinary (private}, and
corporate {private-public) forms of labor and production. In contrast to Asher’s intervention—
which places generally invisible physical labor on the stage of artistic work, thereby focusing
attention on the hierarchical relationship of difference between the positions of the commission-
ing institution, the »delegating« artist, and the worker charged with carrying out the task—Into
Art deals with the erosion and partial reversal in the evaluation of visible, public, and invisible,
private labor.

Thus, in Margreiters sketch of a Generali-like institution, corporate image intermingles with
social modes of experience; such a transparent view of the realm in which one’s staff operates is
normally only entrusted to a target group considered rrustworthy., And the capacity to represent

a1 See Buchmann/Margreiter, »Daefinltions of a Bulicing Site,« 197,
4z Iid,
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oneself as a »whole person is part of the repertoire of »immaterial labor.« As shown for instance
in Harun Farocki’s film Die Schulung (1987), training for managers not only focuses on srhetoric«
and »dialectic,« but also, in the form of Brechtian role playing, it attempts to teach the partici-
pants the ability to assess themselves, for a good atmosphere can only be disseminated by those
who have both themselves and their private lives well under control. If »I« feel comfortable in
my role, there is a good chance that the person opposite me will do the same: and precisely this
can be decisive for a sales talk or successful service.

Seen in this light, Into Art can be considered a topical reenacument of those versions of his-
torical institutional cricique that have integrated Jabor both in a material as well as a performa-
tive sense into artistic work, that is, not just by »representing.« In the context of the Generali
Foundation’s collecting strategy, which takes an expanded view of sculpture and above all focuses
on formats including media such as photography, television, video, and digital technologies,
Silvia Eiblmayr describes the »performative« as the »pivotal point in the dialectic of the link
between the arzistic conception of the artwork and the way it is perceived. ... Here the ‘theatrical’
aspect typical of all of these expanded forms in the visual arts merges with linguistic dimen-
sion.«* But this also means that the »space or the location where the artwork takes place, is
exhibited, or performed is integrated into its own conception in a reflexive manner, «¥

I cerrainly do not intend to reproduce here the misleading equation of theatrical performance
and linguistic performativity, but nonetheless Margreiter’s installation seems to me to be mobi-
lizing both of these categories. This occurs on the one hand in reference to the way in which
labor is represented both as real and symbolic production, and, on the other, the way in which
the visitors are addressed as both clientele and participating acrors. Performance und performa-
tivity are not limited to their »social significance,« which is attributed primarily to »signifying
or discursive forms of practice.« Ingtead, »we use labor to focus on value-creating practices. «%
To this extent, Into Art counters those dominant economic trends according to which the semi-
otic representation of work is equated with the fact of production. Bur the latter includes in the
sense of the »factory society« not just material »hardware,« but also nonmaterial »software. «

This means that the ability of contemporary capitalism to »give subjecrivity itself a value in
its various forms as communication, engagement, desires, etc., «* compels us to redraw the tra-
ditional boundlaries between private and public categories and spheres of labor and production.
This necessity also surfaces in Simon Leung’s contribution for The making of. In Squatting
Project Wien he literally squatted in front of buildings that betong to Generali and had himself
photographed. As he explained in an interview conversation with Nicholas Tobier, published
in the exhibition catalogue, »the body works structurally in several ways: through repetition,
through the semiotics of squatting, but also pictorially—it's figure and ground.«* When Leung

43 Silvia Eiblmayr, ~Schauplatz Skulptur: Zum Wande! des Skolpturbegrifis unter dem Aspekt des Performativers,
in White Cube/Black Box, ed. Sabine Breitwieser (Vienna: Generaii Foundation, 1996}, B9,

44 Ipid., BY.

45 Mardt, Negri, Labor of Dionysus, 8,

% See Willanblcher, Migration — lilegaiisierung— -Ausnahmezustande on Paolo Virno's A Grammar of the Multitude
{hos Angeles: Serniotexi{e), 2004), and Sandro Mezzadra's »Taking Care: Migration and the Political Economy of
Affective Labor,« working paper for Center for the Study of invention and Social Process (GSISP), Goldsmiths Coliege,
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Simon Leung, Squatting Project Wian (1998},
installation view

then explains that it is decisive »what kind of photographic object you think it is,«* we can
assume that he is driving at the de-differentiation immanent in performative and conceptual
art of subject/object, reality/representation, image/copy, production/reproduction.

Reproduced using the code of architectural photography, the body here takes on a produc-
tive semiotic function within an indexical system that can be interpreted according to linguisti-
cally and visually formalized rules. In Squarting Project Wien this system can be read as positing
an equation between nonproductive real estate ownership and self-utilizing performative work,
which makes the characteristics of contemporary capitalism presented by Paolo Virno legible on
and through the body of the artist. According to Leung’s interpretation, the artist’s (invisible}
capital—communication, commitment, desire~—proves to be a literally »incorporated« mecha-
nism in the fogic of corporate value creation. But ironically, the analogy suggested by the title
of the work and the photographed pose between squatting as a bodily gesture and squatting as
taking possession of property raises the question of whether the photographs are a quasi-private
act of the reproduction of corporate self-representation or a public staging of the »unemployed«
{private) body, whose incompatibility with a corporate logic of valuation surfaces precisely in
the ¢laim to semiotic equivalence.

That artistic involvement 1o an instituzional and corporate structure as a »site of symbolic
and material production and reproduction« stands in a relationship of both compatibility and
incompatibilicy with the dominant economy of the sign can also be seen as the subtext of
Mathias Poledna’s contribution to the exhibition, Fondazione, This was a semi-documentary
video on the archive of the history of the labor mevement and socialism founded by the radical
left-wing publisher, millionaire, and Generali stockholder Giangiacome Feltrinelli, Poledna’s
playful use of the documentary film genre to portray an institution far from the art world that
can be vaguely linked to the Generali Foundation might be explained in terms of the documen-
tary film’s synthesizing function. The »connection between architecture, corporate design, and

a7 »0Or Is This Nothing: Nichotas Tobier in Conversation with Simon Leung,« in Poledna, The making of, 178,
48 Ioid,
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institutional self-representation« made in the exhibition design of The making of hecomes legible
by virtue of the kind of film moentage selected as a syntax of heterogeneous elements, where it is
not a specific institution or a specific genre, but the aesthetic and scientific method of the produc-
tion of signs that comes to the fore within a concrete thematic context. This way of proceeding
can also be verified by way of the bench designed as a »bulletin board« that was placed before
the film screen, since its double function as a piece of furniture and a bearer of information clear-
ly relates, in a manner that is charged with information aesthetics, to the historicat discourse

on the »dematerialized object, « With this reference to kinds of works that focus on presenta-
tion, reception, and distribution-—and with the addition of techniques of postproduction —

the combination of symbolicaily intercupted documentation and furniture thus presented a site-
specific relationship to media information landscapes. On an abstract level, this can be seen as

a recourse to both linguistic-semiclogical and also identity and institutional critique traditions
in Conceptualism, which »can be drawn from design, architecture, media all the way to political
resistance.«® Against this backdrop, the decision to integrate a film narrative on an archive of
the history of the labor movement and socialism into the context of an exhibition whose subtext
was the {reciprocal} refationship of autonomous art and service-oriented, corporate and com-
missioned work, represents—on the level of content--the historicization of the methods and
procedures used. The selected genres that were combined with one another—documentary, narra-
tion, and fiction—were well-suited to deconstruct the monolithic topos of artistic production,
and the sound design composed of well-known film music by Luciano Berio, Giorgio Gaslini,
and Nino Rota made it Jegible as {(medial and) cultural knowledge, albeit knowledge excluded
by art history. As a reflexive structural element, the soundtrack was associated with images of
high voltage wires; the function of these wires as recurring »title-design«® was both that of a
nagrative abstraction and a point of intersection between the assembied forms of representation.
By including media reports on Feltrinelli’s eventful life, the motif of the high voltage wires is
given a historic charge, as the viewer fearns that the millionaire lost his life in 1972 attempzing
10 blow up a power pole near Milan.

In the figure of Feltrinelli as a vibrant and emblematic figure of the New Left, various narra-
tive lines meet that condense to form a fragmentary and associative and also anecdotal reflection
on the construction of (political) history. In this way, the abstract narrative logic of Fondazione
avoided a coherent, significant recourse to the Generali Foundation as a concrete institution.
Instead, this was an attempr at an artistic epistemology that declared the archive a »workplace,«
and therefore & location where the avant-garde claims that still reside in the seif-image of insti-
tusional critigue underwent a historical revision. On the one hand, the archive founded in 1961
by Fejtrinelli can illuminate methods of the historical and academic study of industria} Jabor and
its forms of organization that can be implicitly or explicitly tinked to both the historical and the
postwar avant-gardes. This means that they can be related to the history of collective interest
groups such as the trades unions, works councils, political parties, organized and spontaneous
or »wild« strikes, erc. On a second level that is mediated here, Poledna’s contribution can also

40 Buchmann/Poledna, »Blanks and Side Bffocts, - 227,
s¢ Ibid., 228.
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highlight the significance of publications by authors from the circle of the Ttalian Autonomia
Operaia labor group in the German arr context in the 1990s, including Negri and Hardt's The
Labor of Dionysus, or Lazzarato’s treatment of »immaterial labor,« which appeared in 1998
inn Negri und Virno’s volume Umberschweifende Produzenten: Immaterielle Arbeit und Sub-
version in the same year as The making of. In this way an analogy is drawn between the topos
of media rechnology that resonates here and the historicization of proletarian or Fordist labos,
whose transformation inte a »social factory« as claimed by the above-named authors has since
become an frequently cited subject within cufturat and art discourse engaged in a critique of
capitalism.® This means that here reflections on the historicization—according to Jacques
Ranciére’s definition—of private forms of labor were presented on the stage of an institution
whose interest is ro integrate the public character of artistic labor into its own corporate identity.
But in Poledna’s design, the question of whether and to whar extent such a discourse of labor
justifies comparing the two institutions recedes behind the more fundamental question of the
methods with which »history« or cultural significance is produced, This question is tellingly
posed in Fordazione by an art critic, » played « by Matthias Dusini, who in the role of a televi-
sion reporter does an interview with the library director David Bidussa. His rask is te produce
an image of the self-understanding of the Fondazione Feltrinelli, The camera shows him talking
about the library’s function and its collection, as well as transformed methods of bibliography.
In this context, he points to the original 1835 manuscript of Charles Fourier's La fausse indus-
triey the fact that the library owns it is due to the »accumulation of sources,« as embodied in
the initial »waork ethic« of the library.®? Or we are informed about files on the »the structure

of the CUB—Confederazione Unitaria di Base—forms of representation of factory workers who
belonged to the extreme left. «® Answering the reporter’s question about how one gets hald of
such material, Bidussa explains that, in »Italy the courts throw away files after twenty-five years
if they are no longer necessary for cases. In this way the authorities who are responsible for
public security have become information agencies for pelitical extremism.«% By this point at the
fatest, we get the distinct impression that Bidussa maintains a distanced relation to the history
represented by this archive. This impression is underscored when he contradicts the supposition
that the Fondazione Feltrinelli »belongs to the left, if not the far left.«% He then peints to semi-
nars that have taken place there where »assistants and researchess« have participated »whose
political spectrum extends from the left to the extreme right—including a position which one
could call post-fascist, «%
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Mathias Poledna, Fondazione (1998),
installation view

The fact that Felerinelli, expecting a state conp on the part of the fascist Right, propagated
the militant struggle of the Left and was ultimately forced to go underground where he sought
to continue to organize his social-revolutionary struggle,” can give a sense of the Fondazione’s
changed self-understanding. Bidussa’s indifference as to the political interests of the users of the
archive is shown again when he claims that an analysis of treatments of worker organization
and representation in a sewing machine factory is formally no different than the analysis of the
catechism for first communicants.

As in Poledna’s study Scan (1996}, a two-part video on questionable methods of the histori-
cization of pop culture and punk design, using the Jamie Reid Collection at London’s Victoria
and Albert Museum as an example, the issue is methodological and ideological processes of
revaluing historical material. Similarly, Fondazione focuses on the question of the forms of cate-
gorization and the constizution of the storage media in the way they influence the status of the
archived material. In Scan, Poledna argues by way of the exampie of the God Save ibe Queen
cover that what was »originally conceived of as mass-cultural and serfally produced, suddenly
emerges as dadaist collage—an extremely biblicphile artefact«®; equally, Fondazione can
demonstrate how methods of archiving ultimately distort and destroy what they claim to preserve
and historicize. This is also true, on a structural level, of the research medium chosen by Poledna.
For example, Franco Berardi, a political fellow traveler of Toni Negri, explains in an interview
with the newspaper fungle World that the late 1970s, whea the »classical factory conflict« ap-
proached its end, was also the begianing of an era when »the costs of commaunication technolo-
gies dramatically sank: video tape, radios, offset printers, photocopiers, fater desktop publishing,
all of that eased the access to the production of signs to an extent never before known.«% In
other words, the dissociation from the material fact of production that resonates in the topos of
the dematerialized object surfaces as a phenomenon of a techno-linguistic turn that corresponds
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with the increasing importance of information and knowledge production that Lazzarato
describes with the concept of »immaterial labor«—ultimately a form of labor that, as has
been showr, can be applied to The making of.

The documenss collected by the Fondazione Felrrinelli, which according to Bidussa are
merely holdings of information with a purely academic value, are emblematic of a history of the
tabor movement and socialism that is politically no longer accessible. This is a history that has
been recoded through methods of archiving. In the 19%0s debates on the dominance of immate-
rial labor in the context of the service industry and corporate culture, there was often a clear
sense that an atrempt was being made to set aside post-Conceptualism and institutional critigue
as failures. The making of, produced in the wake of these discussions, pieces together and
advances an impressively forceful case for the need to prolong methodological and political
reflection on the functioning of cultural institutions—and, in particular, the continuation of
the type of reflection that considers not only the (material} conditions of public labor but also
of the {immaterial} signs produced in its name.

Translated from the German.
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Elizabeth Ferrell

The Lack of Interest in Maria Eichhorn’s Work

Entering Maria Eichhorn’s exhibition space at Documentall, visicors encountered a strik-
ingly stark presentation.” A row of documents lined the facing wall at eye fevel. These were not
original legal papers but enlarged transparencies of them mounted in three light boxes flash with
the wall. Back-lit and professionally-mounted, the simulacral documents radiated the aura of
institutional signage. A utilicarian bench of beech and green linoleum invited visitors to peruse
the documents.

These visitors who accepted the invitation soon realized they were inspecting the founding
papers of the Maria Eichhorn Public Limited Company, the corporation which provides the
piece’s title. Various contracts, reports, and audits marched by in chronological order, guiding
visitors through the company’s formation. As the company’s name asserts, the artist was the
central player in this formulaic script, but the pesformative body one might expect of her role
was abstracted and reduced to a mere barcode of identity—name, address, date of birth. The
documents not only expunged the artist’s persona but bracketed her creativity as weli. Under
the watchful eye of notaries, judges, and auditors, she dutifally followed the required bureau-
cratic procedures, stifling all hope of spontaneous action in this process piece.

The farther visitors progressed, the documents began to cite each other with greater frequency.
Once the company had been founded, subsequent legal procedures contributed little to its devel-
opment; they simply inscribed it in further levels of institutional legitimacy. Circularities abound-
ed until the documents no longer seemed to authenticate but simply to bolster one another in a
constellation of pointiess paperwork. Through this slow, po-faced delegitimization, visitors pos-
sibly began to suspect that the company was an elaborate hoax. Eichhorn’s self-effacing compla-
cency came to resembie the hijacker’s smooth infiltration.

Finally, visitors received proof, emblazoned in black and white, that Eichhorn’s was no
ordinary Public Limited Company. Rather than offer the company’s 50,000 one euro shares on
the public markez, Eichhorn used the founding capital to immed:ately buy back the stocks so

{would like 10 thank Professor Anne Wagner, AMlexander Alberro, and Maria Bichhorn for thelr generous
guidance and assistance with this paper.
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that the company owned itself or, in the artist’s words, »belongs to no one.«? Eickhorn accom-
plished this rautclogy by pushing the illogic of the corporation to its absurd limit. Like all joint-
stock compantes, the Public Limited Company separates ownership from use value: shareholders
purchase rights to a percentage of the company’s profit but do not receive management rights.®
Legally, the company is a sovereign entity, a juristic person. The corporation’s independent status
allows its shareholders to gain profit without risk, thus enabling the massive investment and
accumulation of capital characteristic of late capitalism. Eichhorn’s smali medification (her re-
acquisition of the stocks} drove this autonomy to a self-defeating extreme, annulling property
and stagnating speculation.

Perhaps visitors only grasped the mortifying self-sufficiency of Eichhorr’s Public Limited
Company when they encountered the cash it employed, a neat stack of 100 five-hundred euro
notes hermeticaily sealed in a glass and steel wall-safe. Lit with the same steady glow as the
decumentary sequence, the money blended seanilessly with the wall-text, asserting an uncanny
equivalence between the cash and the simulacral documents that purportedly testified to the
abstraction of these all too material bills into the stock market’s invisible circuits of exchange.
The hallucinatory disjunction between materiality and immateriality drove home the interruptive-
logic of Bichhorn’s gesture——its insistence on halting the invisible flow of capital and making it
visibie. ‘

But this gesture was even more insistent. it not only halted the flow of capital but completely
stified it in tautological isolation, Remaved from circulation, the stagnating money lost value as
inflation increased.® Visitors surely noted the safe’ resemblance to museum vitrines that simulta-
neously display and guarantine autonomous art objects. As the object in question was 50,000
euro notes, this teasing effect of visual access and tactile denial had a particufarly taunting tone
that made the absurdity of autonomous money painfully clear. The piece thus exaggerated to the
point of defeat the absurd basis of stock market finance, the fiction that money is self-generat-
ing.? Forced to attend to the cash as they would an art object, visitors may have been struck by
the peculiar nature of money as a commaodity whose physical qualities are completely subordinate
to its symbolic equivalency, whose use value derives solely from its exchange value.

Eichhors’s piece was by no means the only contribution to Documentall that addressed
economic relations.® Thomas Hirschhorn’s Bataille Monument and Cildo Meireles’s Disap-
pearing/Disappeared Element: Imminent Past exemplified the dominant approach to this theme.
With the help of local residents, Hirschhorn erected an impromptu library, television studio,
exhibition, and snack bar in the Friedrich-Wohler-Siedlung housing complex on the outskirts
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Maria Eichhorn, Marla Eickhorn
Public Limited Company {2002},
presentation at Documentall,
Kassel

of Kassel. At the snack bar, tenants sold concessions free from overhead and taxes. This artificiat
black-markes soon became a festive site for a community that would have otherwise benefited
little from »Documenta.«* Meireles took a similazly community-oriented though more conceptual
approach, selling popsicles of pure ice in the exhibition space and throughour the city. As a pleas-
urable service based on the slight-of-hand transformation of water into a commodified dessert,
the piece offered an appropriately cool meditation on consumerism.?

Even from these preliminary sketches, the bold contrast between Hirschhorn’s and Meireles’s
engagements with late capitatism and Eichhorn’s is strikingly apparent. Both of the former
artists prompt slightly perverse forms of direct exchange that promote community interactiorn.
Fichhorn’s work differs from this appreach in three significant ways. First, it borrows its form
from financial specelation rather than commodity exchange. Second, while the other works sim-
ulate economie activities aperating on the fringe of the dominant economy, Eichhorn’s work is
inscribed deep within it, wallowing in its bureaucracy. Third, the casnally subversive, at times
festive, commerce fostered by the two pieces differs dramatically from Eichhorn’s stark negation
of property and exchange.

How can we account for the stringency of Eichhorn’s piece? Is there a precedent for its
adamant refusal of ownership and speculation? How should we view its unabashed engagement
with the bureaucracy and abstractions of late capitalism, especially when most contemporary
warks seek to escape these conditions?

In what follows, | attempt to answer these questions by situating Eichhorn’s »financial
pieces« within the legacy of conceptual artists’ efforts to modify the material conditions of art
in the late 1960s.® Specifically, 1 read her works® stalwart refuszal of ownership and speculation
as enzcting the anti-capitalist fantasies nascent in dealer Seth Siegelaub’s 1971 contract » Artist’s
Reserved Rights Transfer and Sale Agreement.« As a practiczl translation of the idealism under-

7 Thomas Hirschhorn, »Bataille Monument.« in Contemporary Art: From Studio to Situation, ed. Claire Boherty (Londen:
Black Dog, 2004}, 133~47.
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girding conceptual practices, Siegelaub’s contract is often touted as a prime example of either
Conceptual ait’s failure to achieve its critically-declared revolutionary goals or, worse, its com-
plete collapse of art and capitalism. Eichhorn makes this controversy the heart of her »financial
works.« She recuperates the contract’s innate criticality by intensifying its strategies and applying
them directly to the financial forms characteristic of late capitalism. In doing so, she asserts that
the lessons of Conceptual art lie in its supposed failure: that its critical potential resss in its fitful
attempts to renegotiate the material conditions of art by divectly engaging the structures that
govern them. Her practice thus challerges critics who champion recent project works as correc-
tives to Conceptual art.

We can begin to account for the stringency of Eichhorn’s practice if we read her work
through the critical reassessment of Conceptual apr that began in the late 1980s when she was
studying at the Hochschule der Kiinste in Berlin, The second reception of Conceptual art was
highly influential to artists of Eichhorn’s generation, that cohort born in the early 1960s, who
rose 1o prominence in the subsequent decade. Of particular interest here is the new refationship
critics drew between conceprual practices and late capitalism. The art historian Benjamin
Buchloh provided the most influential articulation of this relationship in his 1989 catalogue
eniry for D'art conceptuel: Une perspective at the Musée &’ Art Moderne in Paris.

In his essay, Buchloh charted Conceptual art’s capitulation to capitalism. According to
Buchloh, Conceptualism reduced art to its »legal organization and institutional validation«
by severing its last ties to the material, visual, and aesthetic. Conceptual works and the intel-
lectual labor that produced them thus mirrored the post-industrial economy of the 1960s with
its valorization of bureaucracy, spectacle, and advertising., Conceptual art played a pivoral role
in Buchloh’s Adornian account of modernism as it eroded the last delicate barrier protecting
auzonomous artistic experience from the rationalizations of capitalism.'?

Buchloh’ grim account was a pessimistic version of critic and curator Lucy Lippard’s earlier
tale of Conceptual art’s failed radicalism. Lippard was deeply involved in the artists rights
movement of the fate 1960s, and she attributed similarly radical aspirations to the »dematerial-
ization« of the art object.” She presented non-object art as a revolutionary attempt to elude the
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13 See Lucy Lippard and John Chandler, »The Dematerialization of Art.« in Art international, vol. 12 (February 1968): 31-38;
Lucy Lippard, =557 ,000,« reprinted in Conceptual Art: A Critical Anthology, ed, Alexander Alberro and Blake Stimson
{Cambridge, MA/London: MIT Press, 1999}, 178-85; and «Escape Attempls,« in Six Years: The dematerialization of the
art object from 1966 to 1972 (Berkelay, CA: Univ. of California Press, 1973), vit-xxii. The essay »Escape Allgmpis« was
added to the 1997 reprint,
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marker and elitist mnstitutions, both of which supported »the greedy sector that owned everything
that was exploiting the world and promoting the Vietnam war.«** But in less rthan a decade,
Lippard declared that the radical potential of Conceptual art, like the politics that fostered it,
was already foreclosed. She announced this postmortem in her 1973 anthology:

Hopes that »concapiual art« would be able to avoid the general commercialization ... were

for the most part unfounded. It seemed in 1989 ... that no one, not even a public greedy for
novelty, would actually pay money, or much of it, for a Xerox sheet referring to an event past

or never directly perceived, [etc.] ... Three years later, the major conceptualists are selling work
for substantlal sums hete and in Europe. ... Clearly, whatever minar revolutions in communication
have been achieved by the process of dematerializing the object ..., art and artist in a capitalist
society remain luxuries, ™

Buchloh’s revisionist history is more insidious than Lippard’s front-line report. It is more
cynicai—offering a narrative not of botched resistance but of outright collusion. Buchioh
reassesses the movement in part to account for the conservative turn of the 1980s.% From this
fater perspective, he does not think Conceptual art’s revolutionary project failed; he simply
doubts it ever existed.’” Overtly countering the utopianism he associates with Lippard, he writes:
»It seems obvious, at least from the vantage of the early 1990s, that from its inception Con-
ceptual art was distinguished by its acute sense of discursive and iastirutional limitations, its
self-imposed restrictions, its lack of totalizing vision, its critical devotion to the factual conditions
of artistic production and reception without aspiring to overcome the facticity of these condi-
tions.«* Wryly complacent about institutions, Buchloh’s conceptual artists were driven to
dematerialize art by modernism’s auto-critique rather than radical politics,

Viewing Eichhorn’s Documenta piece in light of this critical reappraisal, its excessive engage-
ment with the bureaucratic structures of late capitalism is an almost parodic performance of
Buchloh’s »aesthetics of administration.«™ Did Eichhorn intend the piece to evoke the con-
tentious history of Conceptual art? Why would she exaggerate the most maligned aspect of it?
What does her effusive enactment of art’s merger with the economy say about earlier conceptual
practices and the revisionist history of them? Prior to creating her Public Limited Company,
Eichborn conducted a research project on arguably the most concrete manifestation of Con-
ceptual art’s collusion with capitalism, Seth Siegelaub’s » Artist’s Reserved Rights Transfer and
Sale Agreement.« Her interest in and knowledge of the material conditions of Conceptual art
indicate that there is a connection between the controversy surrcunding them and her »financial
pieces.« A closer look at her research will help clarify the nature of this connection.

2

Lippard, »Escape Atlempts,« Xiv.

15 Lippard, Six Years, 263.

Buchloh, »Concaptual Art 1968~ 1969« 1048107,

Significantly, Siegelauty accused Buchloh's account of being both depoliticizing and dehistoricizing. See his response
to Buchloh's essay »Addendum in L'art conceptuel. Une perspective (Paris: Musée d'Art Moderne de ia Ville de Paris,
1888, 257-58.

18 Buchioh, »Conceptual Art 1882-1969+«: 141,

1¢ Buchioh's term.
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Eichhorn first contacted Siegelaub ir 1996 to propose their collaboration on a book explor-
ing the social and historical implications of his » Agreement.« The former art dealer agreed, and
since then, Bichhorn has been involved in research, manuscript preparation, and other projects
sparked by the book.® Although historical in content, the project is forward-looking. Eichhorn
believes that the lessons gleaned from the controversial » Agreement« will be beneficial to con-
temporary practice. Her goal is to use »the ‘artist’s contract” as a starting point for questioning
possible ways to deal with the sale, purchase and resale of works today.«®

Siegelaub was a primary catalyst of New York’s Conceptual art scene® His representation
of leading figures such as Carl Andre, Robert Barry, Douglas Fluebler, and Lawrence Weiner
exceeded dealers’ normal invelvement. With a disconcerting mix of entreprenential zeal amd
Marxist idealism, he delighted in the challenges of presenting and promoting non-object works
in the conservative art world. The » Agreement« was one manifestation of this fraught negotia-
tion. Drafted in 1971 with lawyer Bob Projansky, the » Agreement« thwarted owners’ exclusive
control over works by guaranteeing artists a number of continued rights, including consultation
over rentals and reproductions and notification upon transfer of ownership. It also stipulazed
that artists receive fifteen percent of resale profits. Siegelaub’s celebrity and marketing savvy
ensured that the » Agreement« was widely distributed internationally.®

Siegelaub framed the cantract as a practical translation of the anti-capitalist idealism he
associated with the artists’ rights movement and conceptual practices. When he wrote the con-
tract, the Art Worker’s Coalition (AWC) was the focal point for artists’ rights activism.® Its roster
included Lippard, Siegelaub, and many of the conceptual artists the latter represented. The
» Agreement« addressed two major issues of the AWC, extending artists’ power over their works
and curbing art speculation. In the article accompanying the contract’s publication in Studio
International, Siegelavb carefully frames it as a response to these concerns: »The Agreement has
been designed to remedy some generally acknowledged inequities in the art world, particularly
artists’ fack of control over the use of their work and participation in irs economies after they
no longer own it.«*

20 Eiohhorn consicers her research on the contract integral 1o her artistic practice. One example of this imbrication was

the exhibition she produced at the Salzburger Kunstverein in 1988 titled, »'The Artist’s Reserved Rights Transfer and

Sale Agreement’ by Bob Projansky and Seth Siegelaub.« The show consisted of materials for the book including artists’
interviews, Siegelaub’s archive, and a publication with the same title as the exhibition. Over and above that, the exhibition
gave & current overview of the Resale Royalty Right in European and international copyright laws, and a videotape of the
lecture Siegetaub gresented at the beginning of the exhibition. Besides the lecture, very little mediating expianation
accompanied the documaents, which were displayed on leng utilitarian 1ables. The presentation anticipatad the
perfunciory aesthetic of Eichhorn’s Documenta plece.

Maria Eichhorn, »Talk: Maria Eichhorn,« in Let’s Tatk About Art #0002 {Kitakyushwy, Center for Contemnporary Art, 2002), 8.
For more on this controversial figure see Alexander Alberro, Conceptual Art and the Palitics of Publicity (Cambridge,
MALondon: MIT Press, 2003).

Copies and guidelines for use were distributed at Dovumenta § and published in Studio International, vol, 151

(Aphi 1971): 142-44,

The coslition formed in 1968 from the controveray that erupted wher the Greek sculplor Vassilakis Takis physically
rermoved his scuipture from The Museum of Modern Art's exnibition The Machine as Seen at the End of the Mechanical
Age. For getails see Alberro, Conceptual Art, 126-28,

Seth Siegelaub, »The Artist’s Reserved Rights Transfer and Sale Agreement,« in Studic nternational, vol. 151 {Aprit 1971}
142,
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THE LACK OF INTEREST IN MARIA EICHHCRN'S WORK 203

The AWC’s antiestablishment fervor echoed the battle cries of May 1968 and protests
against the Vietnam War, but it also reflected discontent over the recent commercialization of
the New York art world.® The 1960s saw the expansion of both the art market and the city’s
gallery system. [n the estimation of AWC members, these reified siructures now exercised total
control over their works.?” They saw the reinforcing network of gallery promotions, art press
advertisements, and collections as completely determining the price and status of their works
with little regard for the works themselves. Within the system, the use value of the arrwork
{its individual material gualities and aesthetic merit) became insignificant and disassociated from
its all-important exchange value. This perceived fate of the artwaork is essentially that of all
commodities under late capitalism where goods are no longer produced to fulfitl human needs
but simply to fuel the accumulation of capital in the form of money, pure exchange value.® At
AWC meetings, members repeatedly named art investing as the exemplary abuse.® Speculation
was a perfect target since its separation: of artists from financial benefits and disregard of use
value overtly reduced art to its exchange value,

Like Lippard and many of the artisis Siegelaub represented, he believed similar concerns
motivated the formal innovations of Conceptual art. He promoted works that resisted being
reduced to late capitalistic commodities. Whether process- or language-oriented, these non-object
practices counteracted the abstracting force of the art system by undermining exchange and
emphasizing use.? In doing so, they separated purchase from the exclusive right to use, the
relationship that characterizes ownership under capitatism.® Siegelaub presented the contract’s
guarantee of artists’ continued control over their works as complimenting this affront to private
property. He explained this relationship in a 1973 starement: »The economic aspect of Concep-
tual art is perhaps the most interesting. From the moment when ownership of the work did not
give its owner the great advantage of control of the work acquired, this art was implicated in
turning back on the question of the value of its private appropriation. How can a collector pos-
sess an idea?«® Despite Siegelaub’s strategic promoticn, the contract failed to gain momentum
in the art world and is used by only a few artists teday.®

26 For more on the arl markel's development in the 10808 see Alberro, Conceptual Art, 8-10.

27 Analysis of the AWC adapted from Andrea Fraser, »What's Inmtangible, Transitory, Mediating, Parlicipatory. and Rendered

in the Public Sphere? Part i, in Museum Highlights, ed. Mexander Alberro (Cambridge, MA/London: MIT Press, 2005),

$5-80.

Jameson, Guiture and Finance Capital.«

2 Fraser, »What's Intangible,« 568-81.

30 This summary grossly simplifies the diverse practices Siegelaub represented. Robert Barry's »sculplures« involving

the retease of invisibie gases and Lawrence Weiner's »word paintings« respeclively exemplily each category.

~Property,« in: Palgrave’s Dictionary of Political Economy, vol. 3, ed. Henry Higgs iNew York: Augustus M. Kalley,

Booksaller, 1863), 229-33.

Quiated in Alberro, Conceptual Art, from Michael Claura and Seth Siegelaub, »Larl conceplual,« in XXe sigcle 41

iDecember 1873); reprinted in Conceptual Arl: A Critical Anthology, ed. Alexander Alberro and Blake Stimson (Cambridge,

MA/London: MIT Prass, 1809), 289,

35 Hans Haacke uses Siegelaub's »Agreament.« Reasans for the contract’s fallure ramain murky, Alberro notes that many
deaters were afraid the fifteen-percent clause would scare-off collectors. Alberro, Concemtual Art, 168, The interviews
Eichhorn conducted about the contract indicate that some artists thought # was too conciliatory with the existing system,
Though revealing, these iater interviews do not necessarily provide a refiable account of artists’ initial opinions of the
contract though many stress that their opinions have not changed singe 1971,
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Revisionist historians gave little credence to Siegelaub’s efforts to frame his » Agreement«
within the radical ferment surrounding Conceptual art. In their account, the contract was the
poster-child for the »aesthetics of adminiszration. « They read its blatant inscription of conceptual
works into the market’ bureaucracy as evidence of capitalistic affinities latent in the works
themselves. Art historian Alexander Alberro encapsulated this assessment in his comprehensive
2003 study of Conceptual art’s economic implications:

Although the Agreement, drafted to help destabilize the calcified art industry, may have been
politically progressive In intention, it had the opposite effect, lsading Conceptual art into what
Lippard condemns as »the tyranny of a commaodity status and market-orientation.« For the
Agreement’s precise limitaticns served to confine even work that existed only as abstract idea
or, alternatety, only as widsly dispersed documentation within its capital relations, and thus
inserted Conceptual art into the art market as a pure commodity or bill of sate *

Eichhorn’s research refuses the black-and-white finality of this judgment, By taking Con-
ceptual art’s integration with capiralism as an object of investigation rather than condemnation,
she suggests that there is something useful in this supposed faiture. In particular, the interviews
she conducted with artists {who either use the » Agreement« or similar contracts) tell 2 more
subtle story; a story in which the rensions the contract provokes cannot be dismissed as simply
evidence of collusion because they illuminate important issues pertaining to the material condi-
tions of art under late capitalism.* This heuristic purpose is not immediately apparent in the
Interviews. Many artists object to the » Agreement« in ways that reiterate the revisioniss judgment
of it. They complain that the contract substitutes artworks with their legal validation and that
the fifteen-percent resale commission makes artists compticit in speculation. In general, the artists
agree that not only the contract but their generation, in general, failed to modify the art market’s
capitalistic structures,

However, a crucial ambivalence pervades their pessimism, Artist after artist contradicts him-
self, unable to decide whether the » Agreement« failed because it was too opposed to the system og,
by contrast, not radical enough. As artist Daniel Buren waffles, »... the contract looks pretry good.
But, in fact, as soon as you start to think about it, it’s just idealistic. ... And then it's not going
far enough, «* This vital ambiguity is at the heart of the »Agreement«—the inevitable result of
its attempt to subvert capitalist logic from within, This conflicted purpose is what makes the con-
tract, like all good weapons, simultaneously volatile and useful, Several artists arriculate the lean
hope that the contract and conceptual practices left a legacy of contesting property relatlons. As
Siegelaub muses in a 1996 interview with Eichhorn and critic Ute Meta Bauer:

s Adberro, Conceptual Art, 168

She conducted fifteen interviews total. My analysis is based on those interviews available to me~Carl Andre,

Daniet Buren, Jenny Holzer. Adrian Piper. Seth Stegelaub. and Lawrence Weingr, | thank Maria Eichhorn for graciously
providing them.

% Maria Eichhorn, =intérview with Danie! Buren, 1997 « in Pubiic Arl: A Reader, ed. Florian Matzner {Ostfildarn-Ruit:

Hatje Cantz, 2004), 427,

Maria Eichnorn and Ute Meta Bauer, -interview with Seth Siegelaub « in Art Gallery Exhibiting - The Gailery as & Vehicle
for Art, ed. Paul Andriesse (Amsterdam: Uitgeverii De Balle, 1998}, 212.
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No matter how hard you try 1o do away with the values of capitalist society—property and
ownership, the eternal object, etc. —you cannot overcome the system. Maybe you can play
with it for a while, working with its contradictions. ... Most of these revoluticnary »conceptual«
projects have been absorbed by the system, but not entirely, far less so than paintings. Some
of these works canaot be co-opted, digested, or made into property values or nice art history.y

Thus, Eichhorn’s research suggests that by directly engaging capitalist logic, Coneeptual art
did not fail, but rather, mapped the terrain between act and the economy, marking the fissures
and fault-lines that indicate the pressures bearing on art production under late capitalism. FHer
»financial works« aggravate these sensitive points. { do not wish to assest that Eichhorn’s re-
search was the direct inspiration for her »financial works« or that this connection fully accounrs
for these complex pisces. Flowever, I do believe that her political goals and concern for artists’
rights resonate with those of first generation conceptual artists. Her research on the » Agreement«
is evidence of this sympathy.

In Maria Fichborn Public Limited Company, she drew on the dubious lessons of
Siegetaub’s contract to undermine the system from within. The Public Limited Company mani-
fested the contract’s innate radicalism by applying its stipulations directly o financial strucrures.
The piece did not renegotiate private ownership but abolished property. it did not curb specula-
tion but completely stymied the circulation of capital. Eichhorn’s incorporation of her name in
the title drew attention to the artist’s agency, indicating that an jmportant aspect of the work
was the artist’s ability to control (to the point of defarmation) a specific structure of ownership.
She thus transferred the central goal of the » Agreement« to the Public Limited Company. For
Eichhorn, the public forums {the commercial register, newspaper, etc.) that ensconced the com-
pany composed an essential aspect of the work’s presentation.® Her concern with publicity
recalled conceprual artists’ desire for the democratic distribution of their works though it lacked
the sexiness of their media optimism.® While the piece performed the contract’s anti-capitalist
dream, it did not present a utopian illusion. The numbing bureaucratic nature of the process,
the documents, and their punctilious presentation made clear the cost of this subversion,

It was exactly this cost that most artists and critics of 1990s project art sought to avoid. The
jaded second reception of Conceptal art influenced the crivical appraisal of newly emerging
project works such as Eichhorn’s, Many critics explained the resurgence in non-object practices
as a rerurn to the material conditions initiated by Conceptual art; however, they also presented
these practices as correctives to its disastrous approach. This cedipal relationship figures promi-
nently in the writings of critic Nicolas Bourriaud. In his highly influeatial books Relational
Aesthetics (1998} and Pastproduciion (2000), Bourrizud conmects project works o »the tertiary
sector, as opposed to the industrial or agricultural sector, i.e., the praduction of raw materials. «*

a8 Maria Eichhorn, «Maria Eichhorn Public Limited Company,« unpaginated.

a8 Tne piece affirmad the belief in rationality and publicity thal much conceptual and institutional critique art promoted
{Frazer Ward, »The Haunted Museum: institutional Critique and Publicity,« in October 73 [Summer 1995} 71~89).
Her use of bureaucratic forums, in particular, supported the relationship Ward draws between the bourgeois public
sphere and the institution of art.

48 Nicotas Bourriaud, Postoraduction: Culture as Scregnplay: How Art Reprograms the World {New York: Lukas
and Sternberg, 2000), 7.
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Like Buchloh and many others, he attributes Conceptital art with the shift away from the object- o
oriented or »industrial« production characteristic of early 1960s art.* Bourriaud undercuts this ‘7
familiar legacy, however, by asserting that contemporary works emulate the tertiary sector in

a way that achieves the resistant ends conceprual works never reached.

Specificalty, he proposes that these interactive pieces »rematerialize« the art of immediate
experience innate in Conceptual art’s demarerialization. That is, they »contract« viewers to per-
form »models of sociability« without resorting to actual contracts, & la Siegelaub.® The works
foster casual, direct encounters thar, unlike Conceptual art’s reified relations, resist alienating
spectacle culture: » When entire sections of our existence spiral into abstraction as a result of
economic globalization ... it seems highly logical that artists might seck to rematerialize these
functions and processes. ... Not as objects, which would be to fall into the trap of reification,
but as mediums of experience: by striving to shatter the logic of the spectacle, art restores the
world to us as an experience to be lived.«®

Using props to prompt tasks and interactions, the works make »the forms and cultural
objects of our daily lives fusmction,« »scrambling ... boundaries berween consumption and pro- |
duction« as »meaning is born of collaboration and negotiation between the artist and the one ‘
who comes to view the work.«* By restoring utility to empty commodities and melding produc-
tion and consumption into pure experience, project artists, Bourriand contends, create the art
of pure use value that conceptual arzists failed to produce.

A central contradiction pervades Bourriaud’s characterization of project art’s relationship
to the targer economic sector. He mobilizes two opposing descriptions of late capitalism: one
resembles finance capital while the other approaches the fantasy of post-industrial society theo-
rized by sociologist Daniel Belt.* In The Coming of the Post-Industrial Society, A Venture in
Social Forecasting (1976}, Bell predicted that the growing service sector would soon overthrow

the alienated relations of industrial manufacturing and commodity culture.® Services, in his esti-
mation, fostered direct human contact and resisted capital accumnlation by combining produc-
tion and consumption. Bourriaud offers a strikingly similar account of the tertiary sector to
describe project works. Of course, as the inconsistencies in Bourriaud’s writings admir, Beil’s
utopian version of the service economy never came to pass.¥

4

Ibid., 39 and Nicolas Bourriaud. Relational Aesthelics. wrans. Simon Pleasance and Fronza Woods (Paris:

Les Presses du Résl, 1998}, 29,

42 Bourriaud, Refational Aesthetics, 25,

43 Bourriaud, F’os{prodi)cﬁon. 28,

44 Ibict,, 14,

45 | arn using «finance capitals here like Hillerding: the tenm also fits Jameson's definition of late capitalism.

Daniel Bell, The Coming of the Post-industrial Soclety, A Venture in Social Forecasting (New York: Basic Books, 1976).
This description of Bell's theorigs relies on Jean-Claude Delaunay and Jean Gadrey, Services in Economic Thought:

Three Centwries of Debate {Boston/Dordrecht/Londorn: Kluwer Academic Pubiishers, 1002), BA-87.

By the late 18708, aconpmic theorisls had already countered Bell with evidence that the service secior was nol growing
to benefit the public, but rather, t¢ meet the demands of a new stage of capitalism characterized by globalized produc-
tion. marketing, and finance {ibid., 95-101).

For exarnple, art Matorian Miwon Kwon notes that many critics celsbrated community-based art i the 18808 for enacting
a gommunist model of coilective labor. She disparages this assessment for relying on the »idealistic assurnption that arlis-
tic tabor is itself a special form of unalienated labor, or at least provisionally outside af capitahsrn's foroes.« Miwon Kwon,
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The cenfusion in Bourriaud’s account is typical of critical assessments that extol 1990s
interactive practices for fulfilling Conceptual art’s anti-capitalist aims.® Critics present the works
as reflecting the economy so that the works appear to be in critical dizlogue with it, To draw
this connection, however, they must conjure imaginary versions of it. Their resort to phantom
economies indicates that these practices do not engage the real conditions of late capiralise bur,
rather, pose alternatives and offer ¢scapes.® Many of the practices not only shy away from direct
critical engagement, but verge on mystification.

Works fitting Bourriaud’s rubric dominated Sculpture. Projects in Miinster 1997, the
exhibition for which Eichhorn created one of her first »financial pieces.«® The critic Walter
Grasskamp remarked in the catalogue that »works offering a service [were} numerous.«% These
works fostered a »festival« atmosphere, which Grasskamp interpreted as »an attitude of« playful
»irony« and gentle »skepticism« »toward the campaign. «% While similarly service-oriensed,
Eichhorp’s contribution contradicted these whimsical works in both tone and critical-edge. At
the time she was deeply engaged in researching the » Agreement«. Her project applies the princi-
ples of Siegelaub’s contract to real-estate, that exemplary form of property and fodder for specu-
lation.® Like her later Documenta piece, it illustrated her recuperation of the »aesthetics of
administration« for critical ends.®

The piece consisted of the bureaucratic steps required to obtain a plot of land—from selec-
tion, to purchase, to entry in the land-registry. Its descriptive title, Erwerb des Grundstiickes
Ecke TibusstraRe/Breul, Gemarkung Miinster, Flur 5, No. 672 (Purchase of the Plot at
Corner Tibusstrasse/Breul, Province Minster, Hall 5, No. 672; 1997), indicated this focus on
process and dryly stated as it is designated in the land register. Purchase funds included the proj-
ect budget and a contribution from the Landesmuseum, the institution sponsoring the exhibition.
As with her Public Limited Company, the work’s presentation was dispersed throughout the city:
the plot of land that marked her physical cantribution could enly be anderstoed in light of doc-

Cne Place After Another: Site-Spacific Art and Locational Identily (Cambridge, MA/London: MIT Preas, 2003}, 86~97.
Like Bourriaud, contemporary artist Andrea Fraser characlerizes project works as a form of service. Although she refies
on a similarly fictional version of the tertiary sector, her account is more sublle than Bourriaud's, She sees 1990s
»service art« &s an extension of the material conditions prompted by Conceptual art, but her tale Is one of legacy
rather than oedipal triumph {Fraser, ~What's intangible}.

Despite his attempls o connect wretationat« project works wilh the tertiary sector. Bourriaug acknowledges and defends

their tendency for escapism. In Relational Aesthetics, he contrasts these works o directly critical, »propagandist ari«

»They are aimed at the formal space-time constructs that do not represent alienation, which do not extend the division

of labour into forms, The exhibition is an interstice, defined in relation 1o the allenation reigning sverywhere else« (82-83).

s0 Sculplure. Projects in Manster 1997 was held from 22 June to 28 September

51 Walter Grasskamp, »Art and the City,« in Sculpiuré. Projacts in Minster 1887, ed. Klaus Bufimann, Kasper Konig,

and Florlan Matzner (Ostfiidern-Ruit: Verlag Gerd Hatje, 1997}, 37.

Ibid., 39. Two examples he provides are Tobias Rehberger's rejected proposal, Open Pool and Mabile Bar, 1o transform

Donald Judd's Untitled {1977} sculpture inte a lemporary bar and Rirkedt Tiravania's proposal, Untitied, 1997

(The Zoo Society), to direct an amateur puppetry scciety i the Zoclogicat Gardens.

Description of Acquigition of a Plot... adapted from Mara Eichhorn, »Maria STichhorn,« i Bufmann, Konig, Matzner,

Scuipture: Projects in Manster 1987, 131-41,

54 It may seem thal | am simply placing Eichhorn within the legacy of institutional ¢ritique that Buchioh charts, in his
account, Conceptual art’s fall from the aesthetic is radeemed by institutional oritique arlists who redirect investigation
from the art object to its frame. My argument i3 different because | assert that Eichhorn recovers criticality by
exaggerating the financial practices associated with Conceplual art that Buchioh wouid judge irredeemable.
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uments displayed at the land-register and Landesmuseum.® Eichhorn appropriately soid the
property after the temporary exhibition.

Of course, Eichhorn did not simply replicate a standard real-estate transaction, collect the
profit, and go on her merry way. Similar to her Public Limited Company, she manipulated the
form to divert the normal process and yield subversive results. She stipulated in the mortgage
agreement that the entire resale value would go to a local tenant's association, Verein zuwm Erbalt
preiswerten Wobnraums e. V. (Association for the Preservation of Affordable Housing), rather
than the joint-owners, the Landesmuseum and herself. The Association formed in 1989 to
protest the demolition and replacement with luxury condominiums of houses at Breul 31-38
and Tibusstrafle 30a—c—precisely the terrain to which Eichhorn returned.® This development
scheme was symptomatic of real-estate trends in the inner city where property remains scarce.
Rising property values were driving many long-term residents 1o the less expensive outskires in
the typical pattern: of gentrification. The Association successfully thwarted the development by
rallying public support. Today, the city owns the building and the Association acts 2s its tenant
and administrator,

It is difficult not to see Eichhorn’s advance designation of resale value as an adaptation of
Siegetaul’s fifteen-percent clause to the real-estate market. Like the » Agreement«, her stipulation
commandeered bureaucratic processes to emphasize use, frustrate speculation, and defy the defi-
nizion of ownership as the exclusive right to profit. Bichhorn’s contract amplified the » Agree-
ment’s« radical potential. Unlike Siegelaub’s fifteen percent of any reasale profit to the artist, it
avoided any trace of collusion with investing: by channeling one hundred percent of the plot’s
worth to tenants, it fed the money directly into the property’s use and thus foreclosed its further
abstraction in speculation.

ss The majority of sculplures were scattered throughout the inner cily and the park-like Promenads that surrounds it.
Tne corner of Brew! and TibusstraBe is directly across from the Promenads, well within the exhibition route.

s6 Description of the Associalion Irom Eichhorn, »Maria Eichharn,« in Bufimann, Kénig, Matzner, Scuiplure; Projects
in Monster 1997, 133. The Association used the substantial resale earnings for renovations.
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Maria Eichhorn, Purchase of the Piot at
Corner Tibusstrasse/Broul, Province Minster,
Hafl 5, No. 872 (1897); see 211

Eichhorn’s action also redressed one of capitalism’s most blatant iliogicalities—the separation
of use from ownership in the tenant-tandiord relationship.”” This division makes »housing a pri-
vate investment in capitalist society,« a situation that generates many abuses by exacerbating
»the disparity between the requirements of the housing marker and the social needs of the citi-
zens.«® Eichhorn closed this disparity by harnessing the market o meet the tenants’ needs. The
Association was the perfect centerpiece for Eichhorn’s project because its plight exemplified the
inequities in the social relations of propesty and its communal ownership modefed a solution to
these inequities that resonated with the socialist subtext of Siegelaub’s contrace.

Like the dry display of her Public Limited Company, Eichhorn’s presentation at Miinster
played with materiality and immateriality, riffing on the conceptualist legacy to expose the insti-
tution of art’s ongoing imbrication with Jate capitalism’s most fundamental aspects. Displaying an
empty lot is similar to displaying a vitrine of cash: both materialize capital in a way that under-
cuts our expectations of its use valae both as art and commodity. Approached in the wake of a
visit to Dan Graham’s glass Fun House fiir Miinster or Franz West's Autostat (an amorphous
mass of bubblegum-pink sheet metal}, Fichhorn’s »sculptare« may have struck visitors as visual-
Iy unspectacular if they noticed its »presence« at all.® By reducing site-specific sculpture to its
site alone, she drew visitors” attention to the normally overlooked land that anchors all public
sculpture.® This was not any swatch of land, but a plot—a section of the earth’s surface delineated

57 In both her Documenta and Minster pleces, Eichhorn uses financial structures Lhat separate use Irom ownership,
This separation aiready destabilizes the normal capitalist conception of ownership, it to ends that, unlike Stegelauh's
contract, further the inequitable distribution of capital, Nevertheless, this instabiiity makes the strustures prime targets
for Eichhorn's manipulation.

58 Rosalyn Deutsche, »Property Values,« in Evictions: Art and Spatial Politics {Cambridge, MA/London: MIT Press, 1996),
178. Deutsche is discussing Hans Haacke's Shapoisky et al. Manhatian Real Estate Holdings, A Real-Time Social
Systern as of 1 May 1871 (1871).

se Graham’s and Wast's sculptures werg localed in the Promenade across the street from Bichhorn's plot, The physical
subtlety of Eichhorn's intervention recalls Michael Asher's thrice repeated Installation Manster for which he moved
a caravan to various locations in the City.

50 The 1987 Minster exhibition is a landmark for »site-specific. sculpture (Grasskamp, »Art and the Cily,« 25-31}. During
this show, the plot at Breut and Tibussiralle was the site of Richard Deacon's monumental sculpture Like a Snail (A).
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by the land-register for possession.® As with Gordon Matta-Clark’s Reality Properties: Fake
Estates (1973-74}, the vacant lot (stripped of its use as either a dwelling or a foundation for
sculpture) distupted viewers” expectations to expose the normally ebscured financial forces
that commodify land while conveying the llogical disjunction of these forces from use.®

By creating a public sculpture through the machinations of private property, Eichhorn fore-
grounded the by now widely-known fact that ostensibly community-oriented exhibitions like
Miinster’s also serve elize economic interests.® The empty plot dumbly materialized the project
funds, calling attention o the exhibition’s material conditions. Her casting of the sponsoring
institution in the role of reai-estate speculator hinted that those conditions are deeply enmeshed
in late capitalism.

The piece in fact drew considerable attention to Munster’s impacted real-estate market and
the demographic shifts it spurred. Because the city owned the plot, its sale required the approval
of the municipal real-estate department. The mayor supported the transaction, but the depart-
ment baiked at the idea of transforming the controversial site into an art piece. The debate
moved into the city council where many members were also reluctant to draw attention to the
area’s dubious history especially since the issues were still highly pertinent.® The final vore divided
the council along ideological lines, the larger liberal contingent winning by 2 slim margin.®

The controversy surrounding Fichhorn’s piece attested to its political potency. It also evi-
denced the political and economic interests undergirding the exhibition that the piece merely
implied. Most likely, the final vote did not merely reflect the council’s solid tiberal conscious but
its recognition that both the exhibition and sculptures it leaves behind bolster the city’s property
vatues,® Fichhorn’s transitory »sculpture« drew attention to this conflicted nexus of community
and private, economic and artistic interests without contributing to it. It avoided the inadvertent
violence of much public sculpture by refusing to physically impose on the surrounding communi-
ty, foregoing aesthetics to benefit local inhabitants financially.

Both pieces discussed here counter utopian visions of not only the art world but late capital-
ism, They demonstrate that capitalism is material, locally grounded, and fraught with conflicts
and negotiazions. This account contradices the neo-liberal championing of the contemporary

market ag invisible, global, and frictionless. While her works avoid easy answers, they are by no
means defeatist, She dispels both the idealism and pessimism that cloud the history of Conceptual S
art to breathe new life into its political goals. Over thirty years ago Siegelaub asked, »FHow can > v
a colleceor possess an idea?«% Critics were quick to answer his rhetorical question. Eickhomn

impertinently asks this question again to iluminarte the effects of late capitalism on art produc-

st Eichhorn, Manster, 132-33.
s2 Jeflrey Kastner et al., eds., Odd Lots: Revisiting Gordon Matta-Clark’s Fake Estates (New York: Cabingt Bocks, 2005).
83 Deutsche, Evictions and Kwon, One Place After Another.
84 Information and papers pertaining to the proceedings obtained from the artist.
65 The finat breakdown of votes was: 6 »ves« {from the Social-Demoeratic, Leftist, and Gresn parties) to 4 »no«
{from the Conservative parly}.
§6 Maria Eichhorn, »Maria Eichhorn Public Limiled Company.« unpaginated,
67 Quoted in Alberro, Conceptual Art, 1.
68 Maria Eichhorn, »Maria Eichhorn Public Linited Company,« unpaginated.
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tion today: » When a work is freed from the idea of ownership in both material and non-material

respects, it can neither be possessed nor sold; the mechanisms of circulation have no way to
exploit it, have no effect. How is such a work created? «%
Through her art, she tellingly searches for a response.

Maria Eichhom Aktiengeselischatt (2002}
Maria Eichhorn Public Limited Company (2002}
Dooumentat 1, Kasset

Media, materials, events: Nolarized incorporation and inaugural mesting of the supenvisory board. Public imited company.
Merrorandum of assogiation. Articles of association. Minutes of the first meeting of the supendisory board. Founder's report on

tha formation of the company. Report of the members of the managing hoard and the supenvisory board on the company forma-
tion audit. Report on the formation audit. Company’s application for entry in the commerchal register. Commerctal register card,
Public announcernent of the company's registration. Conteact concarning the ransfer éf ali shares to the company. 50,000 eurcs
in 500 euro bills. Bank sale depostt box. Safe. Bench. Lectern. Publication Maria Eichhorn Aktiengesetischait/Maria Elchhorn
Public Limited Company. Text »Meria Eichhorn Public Limited Cormpany. Public limited company. Development, function, structure,
and meaning of the public §mited company. Raising capital, mobility of capital, Stock market, The responsibility of the cornbine,
Sale, speculation. Law. The obligation to publish, codetermination. Self-determination. Tha guestion of the concept of value. The
concept of value, Monay, commedity. Increasing capital by destroying figuicating) capital. The accurmulation (ncrease, growth) of
value and the reduction §0ss) of value. The public nature or accessiniity of 2 work, The saleable vs. the non-saleable, the relations
of ownership of the work, copyright, The wnership of knowledge. The conditions of arlistic theory and practics, eliminating those
conditions.« Gorporate tax declarations. Annual accounts and reports of the managing board, Progress reports. Supenvisary board
mestings. Etc.

Places, institutions: Kiaus Mock Notary Office, Berlin, Mittelweg 50, 12053 Bedin {main office of Maria Eichhom Artiengeselischaft).

Charlottenburg district court rade register, Benlin. Chamber of Industry and Commarce, Documenta Grmbi, Kassel. Tax Office for
Corporations 1, Bariin.

Erwerb des Grundstlickes Ecke TibusstraBe/Breul, Gemarkung Minster, Flur 8, Nr. 872 (1987)
Furchase of the Flot at Corner Tibusstrasse/Breul, Province Munster, Hall 5, No. 672 (1997)
Scuipture. Projects in Minster 19087

Media, materials, events: Property comer of Tiousstrasse/Breul, Province Minster, Hall 8, No, 872, Text »What is tne origin of
acity? Land register and cadastre. To whom does the city belong? How public is public space? How private is private property?
The city of Minstar. Purchase of land facquisition of fand). Which plece of land? Location/position. Change of ownership/change
of property. Real value/symiiclic valugw, Purchase and sale of plot at corner TibusstraBe/Breul, Provinge Miinster, Hall 5, No, 672,
Notarial registration of the real agreement. Sigring of the bil of sale, Bills of sale. Entry of the changes in the iand register. Extract
from the fand register. Cadastrai map. Docurnentation of the property purchase. Documentation of the work of the »Vergin zur
Erhaltung preiswerten Wohnraums e.v.,« Minster. Publications, sity maps, photagraphs. flesurveying of the property, Transfer of
the proceads from the property sale 1o the bullding renovation budget of the »Verein zur Erhaltung preiswarten Wohvaums 8.V«
Ele,

Places, institutions: Land registry, Minster district couwrt. Westiilisches Landesmuseum. Landschaftsverband Westialen-Lipne.
Plot at corner Tibusstrasse/Brau, Province Minster, Hall 5, No. 872, Verein zur Emaltung prelswarten Wohmraums .V, Minster.
Real Estate Office (Liegenschaftsamt) of the City of Minster.






Henrik Olesen

Pre Post: Speaking Backwards

~From March 27 to April 24, 1971, I will be at Pier 18 at 1 a.m.
each night; I will be alone, and will wait at the far end for
one hour.

-Ta anyone coming o meet me, I will attempt to reveal something
[ would normally keep concealed: censurable occurrences and habits,
fears, jealousies,—something that has not been exposed and that
would be disturbing for me to make public.

~My intention is to meet each person individually, so that he alone
will have possession of the information given.

-1 will document none of the meetings. Each visitor, then. can make
any documentation he wishes, for any purpose; the result should be
that he bring home material whose revelation could work to my
disadvantage-—material for blackmail.!

SEX {IN PUBLIC)

In 1859 the City of London erected seventy-four new public urinals in response to the general
public’s indignation about men pissing in the streets and the resuiting stench. Most of the urinals
were constructed to accommodate one person, but there were also variants designed for four
persons (not for two, which was unacceprable}, and the largest had standing room for six full-
grown men. These utilities were generally positioned in the vicinity of maia intersections and
thoroughfares, but some also found their way into deserted backyards at a safe distance from
most residences.? Quickly they revealed themselves as spaces suitable for cruising and male-to-
male sex across the socictal divides of age, class and effeminacy. Their comparative comfort

1 Vito Acconcl, Untitled (profect for Pler 18) 1971, Performed at Pier 18, Wast Streat and Park Piace, New York,
2 Randoiph Trumbach, »London,« Queer Sites—gay urban histories since 1600, ed., by David Higgs, Routiedge
{1909}, p. 106
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offered a superior alternative to cold parks. On 11 February 1873, in just such a urinal, the
thirty-three-year-old Pre-Raphaelite painter Simeon Solomon was arrested for having sex with
George Roberts, a sixty-year-old stableman. Solomon and Roberts were both charged with
indecent exposure and the attempt to commit buggery. The criginal law in the UK criminalizing
sodomy, the Buggery Act, was passed in 1533 and survived in various forms until 1967. »in
Britain... sodomy carried the death penalty until 1861, but it was after the reduction of this
penalty {between ten vears and life} that the real process of social definition, and an increase

in social hostility, began.«® Solomon was found guilty, fined one hundred pouads, and later
sentenced to eighteen months hard labour. Roberts fate is unrecorded. At the intervention of a
wealthy cousin, Solomor’s sentence was subsequently reduced to police supervision. Frequently
exhibited at the Royal Academy, his paintings were already known to the public for their
»ambiguous, « androgynous same-sex and homo-social subjects. Following the scandal of his
sexual adventures, Solomon, feeling ostracized, fled to Paris, perhaps in the hope that in his
absence the outrage would abate. Unrepentant, irrepressible, on 4 March 1874 he was again
arrested in a pissoir with an infamous nineteen-year-old Parisian who later continued his career
blackmailing and robbing rich, older homosexuals. This time, Solomon spent three months in
prison and was fined sixteen francs. This new incident led to him being abandoned by his circle
of friends and patrons, ruining his artistic career. In response he is said to have started drinking
heavily and begging for money on the street.?

The first organ to be privatised, to be exctuded from the social field, was the anus,
it gave privatisation its model, just as money was expressing the new abstract status
of the fluxes.®

The anus is so well hidden that i forms the subscii of the individuai, his »fundamental« core.
It is his own property, as the thief's grandfather explains in Darlen's Le voleur {»your thumb
belongs 1o you so you must not suck i; you must protect what is yours«<) Your anus is so
totally yours that you must not use it: keep it to yoursei.®

The survejllance and policing of sex and meeting places in order to defeat dissident sexual
subcultures was, however, by ne means new. For instance, in London a series of incursions as
early as 1699, 1707, and 1726 resulted in the closing down of more than twenty proto-gay
clubs and bars. These »Molly houses«—as they were then known-—ranged from simple drinking
holes to lively venues featuring dancing. Some even had backrooms for sexual activity. One
wide-eyed witness recorded: »1 found between forty and fifty Men making Love to one another,
as they cal’d it. Sometimes they would sit on one another’s Laps, kissing in a lewd Manner, and

3 Jefirey Weeks, ~Proface To The 1978 Editions,« in Guy Hocguanghem, Homosexval Desire {first printed by Editions
Universilaires 1972}, Duke University Prass {1983), p. 32,

4 1bid. p. 2, see alse, Ray Anne Lockard, »8imaon Solomone [1840-1808}, in glblg an encyclopedia of gay, lesbian,
Bisexual, transgender, & queer culture, niip /e giolg.com.

s Deleure and Guattart, »L'anti-0adipe, capitalisme el schizophrénie.« Partg, 1972, {Quoted in Homoesexual Desire).

s tbid., 3.. Guy Hocguenghem, p. 100,
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using their Hands indecently. Then they would get up, Dance and make Curtsies, and mimicl
the veices of Women. O, Fie, Sir! —Pray, Sir. —Dear Sir. Lord, bow can you serve me sof —
{ swear Ul cry out. —You're a wicked Devil. —And you're a bold Face. —Eb vye little dear
Toad! Come, buss! Then they'd hug, and play, and toy, and go out by Couples into another
Room on the same Floor, to be marry’d, as they call’d jt.«”

In chilly February 1726 police raids, forty men were arrested in a single club. The spate of
raids continued and at the end of the month the number of arrests had dramatically increased.
None of the men were caught in flagrante delicto, although, a few were discovered with their
trousers unbuttoned. Most were set free due o lack of evidence. Several of the men were fined,
imprisoned, or subjected to public abuse. Three men were hanged. In the same year informants
were dispatched to apprehend men in cruising areas. These police operations were far from unas-
sisted. Poverty and promises of immunity from prosecution forced a number of men into jobs as
informants and entrappers. Thomas Newton, a thirty-year-old hustler amongst those arrested in
Febraary 1726, was released after two months and became an active informer, probably because
he was granted immunity. His testimonies mainly concerned the men that had slept with him and
in some cases, led to their imprisonment or death. Newton would accompany the law enforce-
ment authorities, armed with arrest warrants, to the »The Sodomite’s Walk, » a cruising area in
Moorfield Park. Constables Willis and Stevenson developed a scheme in which Newton was
effectively used as bait. What follows is Newton’s deseription of a ser-up encounzer: »I was no
stranget to the Methods they used in picking one another up. So I takes a Turn that way, and
leans over the Wall. In a little Time a Gentleman passes by, and looks hard at me, and at a small
distance from me, stands up against the Wall, as if he was going to make Water. Then by Degrees
he sidles nearer and nearer to where I stood, "till at last he comes close to me.~—Tis g very fine
Night, says he. Aye, says |, and s0 it is. Then he rakes me by the Hand, and after squeezing and
playing with it a little (zo0 which I showed no disiike}, he conveys it to his Breeches, and puts
[his penis} into it. [ took fast hold, and call’d out to Willis and Stevenson, who coming up to my
Assistance, we carried him to the Watch house. <8

A testimony to resistance, and in the fine tradition of »Sodomites Walk « nearly two centuries
later New York’s cruising areas—secret paths winding through the straight grid of Manhartan
had nicknames like: »the Fruited Plain,« »Vaseline Alley,« and »Bitch’s Walk,« »The Cock
Suckers Hall« (Sharon Hotel} and »The Sunken Gardens«—the much frequented public toilets
at Times Square, were other hot dots en this clandestine map.?

+ Sefect Triais, 2™ edn, London, 1742; The London Journe!, 30 July 1726, as quoted in Rictor Norton, ~Mother Clap's
Moty House.« in Homosexuality in Eighteenth-Century England: A Sourcebook.
hitp/Awwwintopt.demon.co.uk/gightaen.htm

¢ lbid.

9 George Chauncey, »Privacy Could Only Be Had In Public: Forging & Gay World In The Stree!s, «
in Giay New York, Basic Books: A Subsidiary of Perseus Books (1894), pp. 182, 187,
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{IMAGES)

In paintings and waterclors such as: Turkish Bath scene Self-Portrait (1918) showing
the artist with a group of naked men in a bath house, On »That« Street (1932}, or Man and
Sailors (Sands Street, Brooklyn)(c. 1930), New York artist Charles Demuth depicted sex
places—streets, beaches, bathhouses and public roilets. (These public spaces were also frequented
by policemen secking to arrest homosexuals.) His Three Sailors on the Beachk (1930} pictures
a sailor undressing while his companions are engaged in sexual activity. One offers his dick to
the other, whe is sitting with his legs spread displaying a hard-on. For the record, Demuth was
not atone with his artistic celebration of male-to-male sex in public. Previously, Freach artist
Jean-Frédéric Bazille’s painting Scéne d°été (Summer Scene) (1869) exposed a group of scantily
clothed males flirting and cruising in a park. (Incidentally, this work was painted shortly after
his friend Edouard Maret’s Déjeuner sur Uberbe (1863), which immortalized lesbian artist and
model, Victorine Meuarent.) Bazille’s work may have inspired some of Thomas Eakin’s better
known compositions such as The Swimming Hole (1883) after Wal: Whitman’s poem »Leaves
of Grass« (1855). Henry Scott Tuke’s beach and boat paintings such as All Hands to the Pumps
(1888-89) and The Diver, (1918} also contributed to this unacknowledged genre of ourdoor
homoeratic art, Tuke rarely painted the genitals of his models. He generally arranged them so
that anatomical details were concealed from the sun. Although center stage, shadows or draped
pieces of clothing obscure the privates, perhaps te avoid censorship.

LOSS OF VITALITY

Of the men loving male artists known to have populated the cultural landscape of London
in the 1700s, most were upper-class and some, it can be reasonably presumed, must have been
involved in the Molly subculture. Researchers of non-dominant socjal groups and sub-cultural
practices must, as a matter of principal, interpret what cannot be found. The arrangement of
gay-leshian history, culture, and identity—on the one hand, and the visual arts and visual cul-
ture on the other—opens up a lot of contradictions and conflicts. »The historical record iself
has been so constructed, managed and published that material of direct interest to gay and les-
bian studies has often liverally dropped out of immediate view or have completely disappeared. «'®
It was a common practice for the families and estates of artists who were, or were suspected of
being, homosexual to destroy private documents such as letters and diaries, or even works of
art, afrer their death. {John Singer Sargent, Thomas Eaking) »The history of the destruction of
the visual records of homosociality, homoeroticism, and homosexuality—whether through
mundane neglect or systematic suppression—is such that some of the most ordinary questions
{was such-and-such an artist homosexual? Who owned such-and-such an image?) cannot be
definitively answered. <!

10 Whitney Davis, »Introduction,« in Gay and Lesbian Studies in Art History, ed. Whitney Davis, Harrington Park Press
(1984), pp. 2-3.
11 foid,
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Washington Allston was born in 1779 in South Carolina. He later becaine a leading figure of the
Romantic Movement in the United States. In 1810 he went to London o stucdy at the Royal
Academy. This eight-year sojourn abroad is considered as the most imporrant period in Allston’s
production: »His greatest years were spent in England {1810-18}, where his work revealed a
sophisticated and controlled, yer romantic mind... In England and Europe Ailston was the inti-
mate of intellectuals and in frequent contact with the best of Western art. He returned to the
United States, where artistic stimulation was lacking, and, as a result, his own work eventually
lost its vitality, «* This »loss of vitality« has been sited as a consequence of his sexual preferences,
and as evidence of »the guilt and fear often experienced by gay men in nineteenth-century
America.«® Desire for other men was equated to & »propensity to sin« that haunted Allston
throughout his life. »Feelings of guilt deeply affected his productivity and inhibited his comple-
tion of many important projects, including major commissions from the United States govern-
ment.«' Categorized as a Romantic, Allston is best known for his religious motifs and landscape
paintings. His body of work and the »lack of vitality « are understood in relation te the categories
of quality norms within Romanticism and not through any other taxonomy.

MADE UP

+ (Observation of manipuiations

« Manipulation of observations

+ Information gathering

« Information dispersal (or display)®

At historian Phoebe Lloyd suggested that Washington Allston might have been blackmailed
and had to escape London’s sex-panic during yet another intense period of legal persecution of
sodomites in the early eighteenth century.”® If he frequented the same-sex spaces at night, the
parks, the urinals, or the Molly houses, he would have met other men, among them his personal
Iudas. »The Molly houses brought rogether men who shared a common legal risk, making a col-
lective response possible,«" Not that thetr legal status was their prime motivation or concern.

It seems highly probable, that artists like Washingron Allston or Simeon Sclomoen were enjoying
sex in the urinals or in London parks, getting drunk at the Molly houses, meeting men, and
generally cutting a figure in their respective homo-subcultures.

X3

The Columbia Eneyclopedia, Sixth Edition (2001}, see blographies by 4. B. Flagg {1892, repr. 1869}

and £, P. Richardson (1948).

Fichard G, Mann, »Guilt and Pear,« in American Art: Gay Male, Ningleenth Century, giotq, op. cit, (G. 4L

w4 bid.

Bruce Nauman, excerpt fram »Dance Plece, Work and Notes, Barly 1970 .« in Artforum, (December, 1970}

| can't find this quote anymore.

David F Greenberg, »The Rise of Market Economies,« in The Construction of Homosexuality {Ghicago & London:
The University of Chicago Prass, 1988). p, 348, Press/Chicago & London {1688}, p. 349,
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Depending what you are after, choose an area, a more or less populous city,

a more or less lively street, build a house. Furpish it. Make the most of its
decoration and surroundings. Choose the season and Lhe time. Gather together
the right peopie, the best records and drinks. Lighting and conversation
must, of course, be appropriate, along with the weather and your memories.

If your calculations are correct. you should find the outcome satisfying.'®

» The Molly subculture possessed every characteristic of contemporary Gay subculture:
shared friendship networks, styles of clothing, slang and semiotics, folk rituals, literary artefacts
such as songs, and self-identification as homosexual. «** Many patrons adopied female nick-
names such as Dip-Candle Mary (a tallow chandier}, Primrose Mary {a butcher), or Miss Sweet
Lips {a country grocer). A variety of rituals took place in the Molly houses, some had rooms
calied »The Chapel« or »The Marrying Room« where wedding nighss took place, or other rituals
such as »mock hirth« or »lying-in«: one man, playing the role of the mother, gave birth to a doll.
The Moily house couples always referred to each other as »husband« or »spouse« and never as
»wife.« An extensive »Molly dialect« existed, drawn partly from the »Rogues Lexicon« or
»Canting Dialect« used by thieves, highway robbers, vagabonds, and female prostitutes. Some
forry terms are documented, such as mollies, molly-culls, and mollying-bitches. They used
euphemisms such as »the pleasant deed« and »to do the story« and other terms for anal inter-
course such as »caudle-making« and »to indorse.« Mollies went »strolling or caterwauling«
in »the markets« where they »picked up« with whom they wouid »make a bargain« or »bit
a blow.«®

Critical voices towards the homophobic legislation were raised as early as 1725 where the
customers of one London Molly-house resisted when the authorities marched in »but a weekly-
organized minority was in no position to conduct military struggle.«® During the police raids
in 1724, a man named William Brown was arrested, when asked why he took such indecent lib-
erties with another man, he answered: »1 did it because I thought I knew him, and I thiok there
is no Crime in making what I please of my own body. «®

18 ~Psychogeographical Game of the Week,« unattributed, Potfateh #1 {22 June 1954).

18 Rictor Norton, »Clap. Margaret,« in Who's Who In Gay & Lesbian History, eds. Robert Aldrich and Garry Wotherspoon,
Routledge {Losdon & New York: Taylar & Francis Group, 2001), pp. 98-100.

20 ibidl. The tradition of homosexual language continued to exist in various forms. For exarnple, as in »Polari,« the most
common in 1880s London. A clear definition of Polari is difficult because the slang it used underwent reany changes.
its various sources include Halian, English {backwards slang), circus slang, canal-speak, Yiddish, and Gypsy languages.
Some of its users were so skiffull that the language developed its own set of grammatical rules. »riaha - hair, »Arthure
and »Barclays« — masturbate, TBH fto be had) ~ sexually avallable. »Boner Nochy« — goodnight, From »Hugh Young's
Lexicen of Polaris (1988). hitp/Awww2. prestel co.uk/oelio/Polart. htm

o David F. Greenberg, op. oit.

22 fictor Norton, op, cif., p. 100,
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INSCRIPTIONS

PLUSIEURS EBAUCHES
DE LA SORTIE DE LA CHAMBRE®

Draw an imagery map. Put a goal mark on the map where you want Lo go. Go
walking on an actual street according to your map. If there is no street
where it should be according to your map, make one by putting the obstacles
astde. When you reach the goal, ask the name of the city.®

London wasa't the only place where homo-subcultures flourished. Eighteenth- and nine-
teenth-century police reports from major European cities including Amsterdam and Lisbon
describe how same-sex networks and dissemination of information funcrionad. Mobile Queers
teaveled and settled down in the vicinity of numerous same-sex sites. In Paris, for instance, of
the forty-six men incarcerated in Bicéere prison between 1701 and 1715 for same-sex crimes,
only 45,7 per cent were born Parisians. Between 1860 and 1870, only 32.3 percent of the men
arrested were born in Paris, 58.5 per cent of them originated in the provinces and 9.2 percent
were foreigners.?

Many American female sculptors moved to Rome in the 1850s attracted by promising
rumors. The naked breasts of Harriet Hosmer’s busts Medusa (1854) and Dapbne (ca. 1854)
are placed on a pedestal for female admirers. Hosmer was known for her politics and opposition
to the »social barriers that kept woman in positions of financial dependence.«* Zenobia in
Chains (1859) for instance, symbolically depicts a woman in bondage. Her contemporaries were
shocked by Hosmer’s unfeminine appearance and manners, and by her »flamboyant« behavior.
»Miss Hosmer’s want of modesty is enough to disgust a dog. She has had casts for an entire
[nude] model made and exhibited them in 2 shocking indecent manner to all the young artists
who called upon her. This is going it rather strong. <¥ Her colleagues such as Anne Whitney,
Emma Stebbings, and Mary Edmonia Lewis® worked in a simifar vein and were all part of a
»strange sisterhood of American lady sculptors who at one time settled upon the seven hills in
a white, marmorean flock.« (Henry James). The success of these women dide’t, however, protect
thern from homophobia,

2

E

Stéphane Mallarme, 1896-1870, Sdmiliche Dichtungen. franzdsisch und deutsch, Deutscher Taschenbuch Verlag
{1995}, p. 204.

Yoko Ono, Map Piece, 1971 {detail.

25 Cariigr 1887: 4445, Bibliothéque Nationale, Ms Clairambaull 985, »Extraits d'interrogatoiresy {statistics provided
by Jelfray Merrick), Michag! D, Sibalis, »Paris,« Queer Sites, op. ¢it., pp. 12-13.

Jeffery Byrd, =Hosmer, Marriet Goodhue {1830-1808),« in gftlg, op. cit.

sPublic Faces, Private Lives« in improper Bostonans: Lesbian and Gay History from the Puritans to Playland,

ed. Barngy Frank/The History Project, Beacon Press (1998). As quoted on The Histary Project webpage:

htip/ A historyprolect org/exhibits/public_faces/18.php

28 Mary Edmonis Lewis was the first Black American to receive recognition as a Sculpiorn, Her early works reflected her
sympathies with the Abolitionists and the Black Liberation movement. Some waorks such as Ofd Arrow Maker gnd
Daughter {1872) portray non-dominant social groups including Native Americans. Forever Free (1867) shows a black
slave in broken chains posing in Roman style.
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A frequent exhibitor at the Royal Academy London, the lesbian sculptor Anne Seymour
Damer (1741-1807), lived openly with other women. Damer’s work, including busts of her lovers
Elisabeth Farren (ca, 1788} and Mary Barry {ca. 1792), is frankly queer, self-defined, and inde-
pendent. In the diaries and letters of the high society, Damer was attacked for »liking het own
sex in a criminal way.« In one such diary she was denounced a »sapphist,« and was ridiculed
for wearing men’s clothes. The most radical homophobic statement appeared in the poem A
Sapphick Epistle, From Jack Cavendish to the Horourable and most beautiful Mys, D*%**
{1778). The true identicy of its author is uncertain, it has been suggested that the choice of the
fictitious name »Jack Cavendish« was perhaps directed at Elizabeth Cavendish, another known
lesbian from the period. Distributed anonymously, A Sapphick Epistle... may well have been
intended to provoke a public scandal.?®

Hostile dominant social codes led to a parallel tradition of subversive counter-codes:

THE RED TIE

A performer faces the audience, stage center, wearing a shirt and a pair of
pants the same color, color A, He removes the shirt, revealing under it an
identical shirt of color B. He removes the pants, revealing under them an
tdentical pair of color B. He removes the shirt, revealing under it an iden-
tical shirt of color A. He removes the shirt, revealing under it an itdentical
shirt of color B. He removes the pants, revealing under them an identical
pair of color 8.%

White: Wanking

Mustard: Big Cock

Green: Rent

Lavender: Drag, Cross Dressing
Orange: Anything Anytime (L} or Nothing Now (R)
Belige: Rimming

Biack: Paingames, Whipping
Dark Blue: Fucking

Light Blue: Oral Sex

Brown: Shit

Grey: Bondage

2e For positive images, of. Ghristopher Marlowe's Edward il {ca. 1692}, The Affectionate Shepard {1595) from Richard
Barnileld or Mary Astell's Utopian essay »A Serious Proposal 1o the Ladies, For the Advancemsant of their true and greatest
Interest By a Lover of Her Sex,« (1694, Part i 1887) an Imagining of a flexibla separatist community in which middle and
upper-class women would live and study, elther as a prelude to marriage, or preferably, as a genuine allernative 1o it

3¢ Scott Burtan, Four Changes. Pertormed on 28 April 1969, Hunter College, New York.
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Olive or Khaki: Military Scenes

Light Pinl¢: Arse Toys

Dark Pink: Nipple Torture

Red: Fisting

Yeilow: Piss

Purple: Piercings

Charcoal: Rubber®

At the turn of the last century in New Yorlk the »red tie« was used by gay men as a code to signal
homosexuality.® Yet there also lay a danger in using such a code: it was less likely to protect the
wearer if more people understood what it signaled. »To wear a red neckeie on the street is to
invite remarks from newsboys and others—remarks that have the practices of inverts for their
theme. A grougp of friends told me once thar when a group of street boys caught sight of the red
necktie he was wearing they sucked their fingers in imitation of fellatio.«® Paul Cadmus’s The
Fleet’s In (1934) made use of such a code. The painting depicts a group of sailors partying and
drinking with locals near Riverside Drive. Amongst the crowd stands a well-dressed man with
neatly combed hair wearing a red tie. It is clear that the detail of the red tie was not a coincidence
becauge it also features in Cadmus’s Shore Leave, from the previous year The Fleets's In was
first included in a 1934 exhibition for the Civil Works Administration at the Corcoran Gallery
and provoked hostile reactions, Henry Roosevelt, the president’s cousin, was shocked and
demanded that the painting be removed. Others were worried that it showed the Navy in a bad
light. One reporter, aware of a homosexual subtext, mentioned in an article a telephone call thar
Cadmus had received from a stranger who asked him: »If he had ever been to Sands Street, near
the Brooklyn Navy Yard.« Sands Street was a notorious cruising ground. The same quote reap-
peared in Newsweek magazine without any explanation. Sands Street was also the setting of
Demuth'’s On “That® Street.

MODRERNARKHQOBIG-

in his lifetime, the homoerotic watercolors of Charles Demuth were shown only to a small
cirele of viewers and intimate friends. They were not intended for public viewing, unlike, for
instance, Marcel Duchamp’s Fountain (1917). They might also have been intended to be found
after his death. »The late pictures of sailors urinating have the quality of intimate confessions or
a memoir discovered long after its author has passed away. «* Evidence of unrestricted environ-

K
¥

»The Hanky Code,= as published In the Bay Arsa Reporter, 1872,
The Mollies also had a system of performative signals when out crutsing. »if one of them sits on a bench, he pats the
backs of his hands; if you follow them, they pul a white handkerchief thrg' the skirts of thelr coat, and wave it to and fro;
but if they are met by you, their thumbs are stuck in the armpits of their waistcoats, and they play their fingers upon their
breasts,« Rictor Norton, op. ¢it., p. 8.
aa Excerpt from ravelock Eilis, »Sexual Inversion,« in Jonathan Weinberg, Speaking for vice: Homosexuality it the At

af Charles Demuth, Marsden Hartley, and the First American Avant-Garde, Yale University press (1998) p. 34.
a4 Jonathan Weinberg, «Demuth's Erotic Watercolors« in Speaking For Vice, op. ¢it., p. 108,

B
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merits began to appear in Demuth’s work after he settled into New York’s Greenwich Village in
1914. T was here that he befriended Duchamp, who often accompanied him to the city’s more
wransgressive nightclubs and salon gatherings where Freudian theories of sexuality were being
eagerly debated. In the writing of critics sympathetic to Demuth, the disassociation of his work
from its homosexual subject matter was commonplace. In discussing the work of Demuth, ironi-
cally Duchamp—who appeared in drag as Rrose $élavy, and whose own work contains sexual
innuendo——warned specifically against giving too much weight to the issue of sexuality because
it threatened the integriry of the work of art. »The little perverse tendency that he had was not
important in Demuth’s life. After all, everybody has a little perverse tendency in him. That qual-
ity in him had nothing to do with the quality of his work. it had nothing to do with his art,«%

The daring manner in which Demuth responded to the homophobia that greeted his work
Distinguished Air {1930), is perhaps his most significant historical contribution. Leosely inter-
preting Robert McAlmon’s story of the same title-~a story set in a Berlin »queer café «—Demuth
portrayed a situation at an exhibition opening, in which a male couple admire Constantin
Brancusi’s notoricusly phallic sculpture, Princess X (1916) while an ostensibly straight male
gallery-goer admires the crotch of one of the gay men. Ray Gerard Koskovich sees Distinguished
Air as Demuth’s »coming out.«*® Demuth risked scandal by exhibiting Distinguished Air publicly
in A Monologue by the Whitney Museum. When several curators refused to show Distinguish-
ed Air, Demuth respended by producing homoerotic watercolors of sailors undressing, fondiing
therselves and urinating in each other’s company. This kind of hostility was not an isolated case
in modernity, The surrealist salons, Dada’s Cabaret Voltaire, and the situationist’s cut-up map of
Paris were all artistic spaces or investigations that precursed Conceptual art. But it is significant
that even the most avant-garde, experimental (heterosexual) groups didn’t aterace explicit visual
homosexual caltural production or vice versa.

Superbly documented, the surrealists were notoricus for their homophobia. In the first ses-
sion of the legendary »Recherches sur la Sexualité,« on Jannary 27, 1928, 54, Rue de Chéateaun,
Paris, the following conversation took place:

Pigrre Unik: »From a physical point of view | find homosexuality as disgusting as excrements
and from a moral point of view | condermn it.«

Raymond Queneau: »It is evident to me that there is an extraordinary prejudice against
homosexuality among the surrealists.«

André Breton: » acouse homosexuals of confronting human tolerance with a mental and moral
deficiency which tends to turn itself into a system and to paralyze every enterprise | respect.« ¥

35 Marcel Duchamp, sinterview with Marce! Duchamp at New York City, Janyary 21, 1958,« in Emily Farnham, Charles
Demuth: His Life, Psychology and Works (Ph.D.diss., Ohio State University, 18569), 973, As quoled in Jonathan Weinberg,
0p. Cit., P. X,

4 Jonathan Weinberg, op. ¢it., pp. 195-200.

3 Investigating Sex, Surrealist Research 13281932, ed. Jusé Pierre, transl, Malcom Irrie (1997}, (London/New York:
Verso, 19%4), p. 5.
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This revulsion for gay men appeared in many surreal works, such as Benjamin Perer’s André

Gide's Convention {ca. 1926~1936).% In the poem the communist youth song » Young Guard«

is put into the mouth of André Gide. Intended as a snide wittictsm about homosexual Gide’s

connection to the communist party, Peret posits Gide enjoying fellatio while being strangled by

a commusist (penis-) hammer:

Mister Comrade Gide

sings the »young guard« between his arse and his shirt-talls
and tells himself it's time to flash his belly like a red flag
communist

& pit a lot all his heart

not at ail

answer the balls of the choirboys he depllates

like a tomato rocked by the wind

Mister Comrade Gide makes a hell of a red flag

I

Ch yes Mister Comrade Gide

You’ll have the hammer and sickie

the sickie through your guts

and the hammer down your throat®

AWHITE TIE

The code said: GET RID OF MEANING. YOUR MIND 1S A NIGHTMARE THAT HAS BEEN
EATING YOU: NOW EAT YOUR MIND. %

The work of sexual dissidents like Sonia Sekuia among others, who contributed to Abstract

Expressionism during the 1950s, seem today almost forgotten. Sekula showed at the Betty
Parsons Gallery in New York in a program that also included Jackson Poilock, Barnett Newman

38 eAndré Gide's conventions was first published by Editiones Surréalistes in the book Je ne mange pas de oe pain-id {1936).

3

4
4
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Trans. « will not gat that sort of bread,~ idiomaticatly: »l'd rather starve« or »E won't stand for iL« The book was illustrated
by Max Ernst and published in 249 copies.

Transtated by Rachel Stella, Death to the Pigs — Selectod Writings of Benjamin Peret, ed. Rachel Stella London: Atlas
Press, 1988), p. 33,

Kathy Acher, Empire of the Senseless (New York: Grove, 1988).

Forrest Besgs, for instance, seems to twist the gender-higrarchy in Abstract Expressionism upside-down. A painting like
The Dicks {1848) arvanges phallic forms into rows. Other works like #1{1951) show phallic forms together with inverted
trangles and flame-like shapes. Mermaphrodite (1958) shows & pill-like shape, isolated by a vast black background,
much less sexual, Throughout the 19560s, Bess became deeply roubled by the two sides of s psychological make up.
Believing that the fusing of genders within his own body would raveal the »~secrets of immortality« to the human race,

he underwent surgery, The operation greated an opening at the junction of his penis with the scrotum. The idea was that
he could reach an intense orgasm, leading to spirltual awakening and eternal rejuvenation, through the inserlion of another
penis, i is believed that a locatl doctor was present at the operation he underwent Detween 1960 and 1961, but many
believe thal he performed it himsel. Arrested twice, in the early 1970s, for disruptive behavior, he was commilled to

San Antonic Mentat Hospital where he lived uniil his death in Novemnber 1677,
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and Ad Reinhardt. Betty Parson, a leshian, also showed men" who »although not out in today’s
sense, were understood by their closer friends in the art community to be devoted to their male
partners.«* These included Alphonsoe Ossorio and Leoa Petk Smith. But today, the legendary
gjaculating Jackson Pollock completely dominantes the notion of sexual potency in Abstract
Expressionism. The stories of Pollock taking his dick in his hand and urinating in public make
this image even more enticing. »Jack the Dripper« is said to have urinated everywhere, upon
the canvases to be given to art dealers he didn’t like. He is even said to have wet the bed of Ms.
Guggenheim.

Xil PAINTER
Meet you at the Frick [Museum} please don't wear panis®

in a biography written by Steven Naifeh and Gregory White, they look into the bathroom prac-
tices of Poliock. Somewhere between Freudian penis envy and the softness of a childhood memo-
ry of Marcel Proust, it is said that, »when he [Pollock] stood back and looked at one of his first
drip paintings, 2 memory suddenly popped into his head. He saw himself standing beside his
father on a flar rock... watching his father pissing, making patterns on the surface of the stone. ..
and he wanted to do'the same thing when he grew up.«*

In 1960, for the work Anthropometries, » Yves Klein replaced Pollock’s brushes with
women's bodies, Pollock’ house paint with patented “YKB’ {Yves Kiein Blue) paint, Pollock’s
supposedly solitary studio with a gallery full of well-dressed spectators, the silence of Pollock’s
photographic performance with a string orchestra playing Klein’s ‘Monotome Symphony,’
Pollock’s workers® garb with aristocratic tuxedo and a white tie.«*

ATl Substantial Things Which Constitute This Room

ATl The Duration Of 1

The Present Moment And Only Then Present Moment

A1l Appearances 0f 1 Directly Experienced By You At 2

(5 B

ATl Of Your Recollection At 3 Of Appearances Of 1 Directly Experienced
By You At Any Moment Previcus At 3
6. A1l Criteria By Which You Might Distinguish Between Members 0f 5
And Members Of 4
7. AY1 Of Your Recoliection At 3 Other Than 8

o

S

Ann Gibson, »Lesbian Identity and the Politics of Representation in Belty Parson's Gailtery,« in Gay and Lesbian Studies

in Art History, op. cit., p. 248.

«@ Frank O'Hara, »The Anthology of Lonely Days,« in The Cofllected Poems of Frank ('Hara, ed. Donald Allen, University
of Calitornia Press, London {1995}, pp. 398-400.

44 Stevan Maifeh and Gregory White, Jackson Pollock: An American Saga, MNew York, Clarson N. Potter {1988}, p. 541.
More an this subject in Jonathan Weinberg, Urination and its Discontents, p. 225,

45 Amelia Jones, Body Arl/FPerforming the Subject, University of Minnesota Press {1808}, p. 86.
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8. A1l Bodily Acts Performed By You At 3 Which You Know Tg Be Directly
Experienced By Persons Qther Than Yourself

9. A1l Bodily Acts Directly Experienced By You At 3 Performed By Persons
Gther Than Yourself

10. A11 Members Of 9 And A1l Members OF 8 Which Are Directed Towards
Members Of 19

LECTURE ON NOTHING

We had al! leaned against the walls lcoking at one another for some time. He came over
and asked me to piease lean against the opposite wall, which | did.¥

(Probably as a reaction to the #ofse of Abstract Expressionism) john Cage announced at the
very beginning of a lecture in 1949:
I am here / and there is nothing to say /7 Nothing more than / nothing /
can be said

Comparing his lecture to an empty glass of milk, he asserted:

Or again / it is like an / empty glass / into which / at any moment /
anything / may be poured?®

Cage never came cut of the closet. Even though nearly everybody in the art world who knew
him also knew about his lifefong refationship with Merce Cunningham,; his sexuality was a kind
of open secret within the zvant-garde. Public acknowledgement of Cage’s sexuality was consigned
to the realm of gossip, understood as a mere diversion from his historical import and achieve-
ments. In his work Cage had long considered the idea as paramount. As a gay pre-conceptualist
in the macho, homophobic company of the abstract expressionists of the 1940s and 1950s, the
closet perhaps seemed like a logical answer. When asked to characterize his relationship with
Cunningham, he would say, ‘I cook and Merce does the dishes.”® The contact that Cage had
with the rest of the gay society was mainly through cruising in the parks.® The site of »silence«
was to continue through Cage's production. As Jonathan Katz points ous, to be gay in a homo-
phobic culture was to realize that conversation was not always about expression: »If silence was,
paradexically, in part an expression of Cage’s identity as a closeted homosexual during the Coid

4
4

o

Vigtor Burgin, ~Text Piece,« detail from the exhibition »ldea Structures,« Camden Art Gentre, June 1970.

Alison Knowles’ memory of the »Nothing« {1968) meeting with Ray Johnson in he Qallery of René Block in New York,

Ina Blor, »Ray Johnson's Postal Performance,« in The Name of the Game: Ray Johnson's Postal Performancs, Publication

issued on the occasion of the exhibition of Ray Johnson at the National Museum of Comemporary Art, Norway, Kungthalle

Fridericianum, Kassel, Museum Het Domein Sittard, 2003.

4 Quotes from »Lecture on Nothing,« taken from Jonathan Kalz, John Cage's Queer Sitence or How to Avaid Making
Mattars Worse, GLQ, Duke University Press (1899), as found on the Queer Gultural Center webpage: http//www.gueer
culturalcenter org/Pages/KatzPages/KalzWorse.htmi

49 ibid, Remy Charlip quoted.

5o ihid,
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War it was also much more than that. Silence was not only 2 symptom of oppression, it was also,
T want to argue, a chosen mode of resistance. Cage became notable precisely for his silences—
clear proof of its unsuitability as a strategy of evasion. Closeted people seek to ape dominant
discursive forms, to participate as seamlessly as possible in hegemonic constructions. They do
not, in my experience, draw attention to themselves with a performative silence, as John Cage
did when he stood before the fervent Abstract Expressionist multitude and blasphemed: ‘I have
nothing to say and I'm saying it.«®

LOUD

{ have no idea how or where | managed to find the picture of him shirtless and nailed to his
car, his arm pit hair on sexy display. | do remember jerking off to the picture and being called
a freak in the schoal lunchroom for talking about my new favourite artist. 1 trust that following
powerful life sources such as libido always lead you to interesting places. While given the
hardcore SM vision of the pierced [Chris] Burden, my fascination could have led me towards
building a home dungeon in my first apartment.

Bill Arning

Concepinal art was produced in many still unacknowledged spaces. Lesbian initiatives such
as projects at » Womanspace« have, in particular, been extremely overlooked. Founded ar the
New Worman’s Building in Los Angeles, 1973, one of its first projects »Lesbian Week,« included
an exhibition, entertainment, dancing, lectures about lesbian heritage, and workshops. Arlene
Raven—one of the cofounders of »The Feminist Studic Workshop, « initiated a series of lesbian-
based projects as well, such as the Nathalie Barney Collective that focused on historical research
and documentation of leshian artists. Other artists like Betty Lane began mapping the women’s
movement in 1369, documenting »women of diverse ages, classes, and races at women’s demon-
strations, meetings, and other events around the world, «*® Ironically, in the exhibitions, texts
and catalogues that are generally taken as framing the art practices in the canonized space of
Conceptual art, most of the idea-based »homosexnal« art-pieces came from straight artists like
Vito Acconci, Robert Morris,® or Chris Burden.® In works such as Openings {1970} and

51 Ibid.

52 Harmony Hammond, Lesbian Art in America—A Contemporary History (New York: Rizzoli, 2000}, pp. 22~3,

53 On his poster for the exhibition =Labyrinthe-Voice-Blind Tima« (1874), at the Castelli-Sennabend Gallery, Robert Morris
displayed himself ag 2 gay leather fetishist.

s4 Many other idea-based art prejects offer a variety of cross-identilications, refiections of body-practices, sex-spaces,
politics, such as in projects by Héilo Qiticica, Geoffrey Hendricks, or the ¢ut-ups (1866), films from Brion Gysin / William
Burroughs. Still though, a basic cultural standard is brought into focus, for example, by saying that -Burroughs may be
gay, but he’s a man. What ! rean is that the fact he's gay is incitfental, FHe's very much homesexval but when you meet
him that's not what you would think of hirn ... thal’s not somehow the axis.« Norman Mailer, quoted by Ted Morgan in
Literary Quliaw: The Lile and Times of William 8. Burroughs {New York: Henry Holt, 1881), p. 581,

55 Openings is a super-8 film that shows Acconci carefully plucking the hairs around his navel, in a somewhat willful attempt
to transgress his masculinity; »giving himseif a surrogate cunt and assigning himself the specularized vuinerabfity that
conventionatly afigns with femininity.» In the Frappings performance he situated himself inside a closet in & German ware
house: talking to his penis which he had dressed in girl dolls ciothes, aliowed him to »see~ his penis as separate irom
the rast of his body (Amelia Jones).
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Trappings (1971), Vito Acconci® illustrates the essential conflicts related to the history of spatial
hegemony: what kinds of bodies are dominating what kind of spaces. In the infamous Seedbed
{1972}, Acconci lay hidden under a newly constructed wooden Floor in the gallery. (Sexually)
activated/stimulated by the sound of footsteps of the visitors entering the exhibition space, he fed
his sexual imagination by listening to the person{s) moving on the floor above him. Masturbating
and whispering a vocabulary describing these (creative) sexual fantasies, the voice of Acconci was
heard both from a sound system and the ground of the gallery architecture. Intended was an
intersubjective exchange of identities, where the frank desires from the artist-body penetrate the
(interpretive) visitor-body. Exclusively dedicated to each single visitor of the gallery: the Vito-
Acconci-body is ail-over-the-place, An interpretation of Acconci staging the idea of the incorpo-
ration of any cultural body in a piece of art, today moves into imposing a subject of repre-
sentation that is absolutely heterosexual and exclusively masculine.

wall/floor/space.
distance/diagonals/center.
herizontal-vertical.
actions-gestures.
masculine-feminine:

I you

wodt

A central reflection in sexual politics has always been about the position of »others« and the
question of who may speak about the »other.« When I try to index a piece like Seedbed—and
its symbolic positioning of other bodies within the Conceptual art movement—there seems to
be a plain disagreement in the rules of the sexual-bodily exchange. As a gay man it doesn’t
make any sense that you are not supposed to join in when you enter a jack-off party.

MR SMITH

Information is content.
Content is fiction.
Content is messy.¥

86 Klaus Rinke and Monika Baumgart, Primary Demonstrations {Time-Space-Body-Actions) (1971}, Performed al Kunsthalie
Baden-Baden, May 1971,
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As one of the only, albeir unacknowledged and systematically excluded, concepzual artists
to contextualize explicit homosexual imagery, filmmaker and performance artist Jack Smith is
outstanding. Early on, he was praised by a small group of devotees, including Susan Sontag and
Jonas Mekas for helping to »inaugurate a new sexually and aristically radical film practice.«*
In 1962, Smith shot Flaming Creatures in sets built on the roof of the Windsor Theatre in New
York. At midnight on 29 April 1963, the film premiered at the Bleecker Street Cinemna. In New
York in March 1964, the police confiscated the film during a screening and arrested four. of
Smith’s colleagues inclading Jonas Mekas.

1. During the third annual experimental film festival in Knokke-le-Zout,
Belgium, Flaming Creatures is banned by The Belgium Ministry of Culture.
2. 0On February 3, 1964, Flaming Creatures is shown together with rushes
of Smith’s Normal Love at the Gramercy Arts. The theatre §s closed two
weeks later for screening unlicensed films.

32, On March 3, Flaming Creatures and Normal lLove are seized at The Bowery
Theatre by detectives from The New York City District Atteorney’s office.

4. The March 17 screenings of Flaming Creatures and Kenneth Anger’'s
Scorpia Rising are shut down at the ¥ew Bowery Theaire,

5. On June 12, Fiaming Creatures is declared obscene in New York Criminal
Court.

6. On April i, 1965, Albuguergue, New Mexico, police confiscate Flaming
Creatures during a screening sponsored by the Action Committee On Human
Rights.

7. In 1966, The National Students Association files an amicus curise brief
in support of the Flaming Creatures case as appeals make their way to the
U.S Supreme Court.

8. On January 19, 1967, police seize a print of Flaming Creatures prior
to its screening at the University of Michigan, Ann Arbor.

G. The 4.5 Supreme Court refuses to review the original conviction against
Flaming Creatures. Associate Justice Abe forbes publicly states that he
would have reversed the original Criminal Court deciston.

10.In July 1968, Strom Thurmond, ranking repubiican on the Senate Judiciary
Committee, arranges a screening of Flaming Creatures in the Senate office
building, and furnishes stills to members of Congress and the press, claim-
ing to have »shocked Washington’s hardened press corps.«®

ETC.

@
=

7 lee Lozanc, Form and Content {detaill, 19 July 1971,
58 Michael Moon, »Flaming Closets « n Out in Cufture~Gay, Lesbian, and Queer Essays on Popular Culture,
sds. Corgy K, Greskmur and Alexander Doty, (Durnam & London: Duke University Press, 1998}, p. 289.
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in response to the police censorship of Flaming Creatures, on 13 April 1964, Susan Sontag
wrote a defense review in the Nation, titled A Feast for Open Eyes.® Hawever, by framing the
work of Smith outside any relations to same-sex practices, anti-gay legalization, or hemosexual
cultural history as such, and instead, by praising Flaming Creatures for its »joy and innocence, «
Sontag also unintentionally locked away for decades 1o come the possibility of connecting
Smith’s methods and (homosexual} imagery to the strategies of conceptual and critical cultural
production: »There are no ideas, no symbels, no commentary or critique of anything in Flaming
Creatures, Smith's film is strictly a threat to the senses, <8

What kinds of standards establish what kind of image? A letter dedicated to Jonas Mekas,
the director of the Homosexual League of New York, made clear that he found Flaming Crea-
tures: »long, disturbing and psychologically unpleasant.... Why don’t filmmakers produce an
authentic film about a love affair or something between two boys which takes place in the con-
temporary homosexual setting?«¥ The relentless chronological non-existence of homaosexual
sites and images in the canonized history of visual culture suggests that no adequate language
existed zo either repress or promote a homosexual imagery outside its own cultarally ghettoized
site. As Smith formulated it: »I have to forget language. All I can do with no education, nothing,
no advice, no common senge in my life, an insane mother I mean, no background, nothing,
nothing, and I have to make art, but I know under these conditions the one thing I had to find
out was if | could think of a thought thar has never been thought of before, then it could be in
language that was never read before.«®

HTIMS KCAJ

Craig Owens comes to mind: »perhaps the most eloquent testimony to the end of Western
Sovereignty has been that of Paul Ricoeur who wrote in 1962, that the plurality of cultures is
never a harmiess experience:®

When we discover that there are several cultures instead of just one and consequently at the
time when we acknowledge the end of a sort of cultural monopaly, be it illusory or real, we are
threatened with the destruction of our own discovery. Suddenty it becomes possible that there
are just others, that we ourselves are an ‘other’ among others, All meaning and every goal

53 Excerpt from «An Anecdoted Chronology, ibid. pp.256-261.

80 Re-printed as »From Jack Smith's Flaming Creatures,« in Maming Creatures—Jack Smith-His Amazing Life and
Times, eds. Edward Leffingwell, Carcle Kismaric, Marvin Heilerman, A Lookout Book, The Institute for Comemporary Art,
P8, 1 Museum, Serpent’s Tail (1097}, p. 85,
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g2 Edward Leffingwell, »Tha Only Normal Man in Baghdad,« ibid, p. 74,
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al the Hottom of the Pool—The Writings of Jack Smith, eds. J. Hoberman and Edward Leffingwell, (New York/London:
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having disappeared, i becomes possible to wander through civifizations as if through vestiges
and ruins. The whote of mankind becomes an imaginary museum: where shall we go this week-
end —visit the Angkor ruins or take a stroli in the Tivoli in Copenhagen? We can very gasily
imagine a time close at hand when any fairly well-to-do person will be abie to leave his country
indefinitety in order to taste his own national death in an interminable, aimless voyage.

The voyage of Jack Smith was to consist of a certain element of aimlessness: » My Iife has
been a nightmare becanse of that damn flm« he said to Sylvére Lotringer, »that sucked up ten

years of my life.«%

Cut this text into three columns®,

A

In 1850 the City of Lon
response to the general p
ts and the resulting stenc
modate one person,Abut t
{not for two, which was
or six fuli-grown men. T
ity of main intersections
into deserted backyards a
y revealed themselves as
across the socieral divides
(ETC.)

B

don erected seventy-fou
ublic’s indignation about
h. Most of the urials we
here were also variants d
unacceptable), and the fa
hese utilities were general
and thoroughfares, but s
t a safe distance from mo
spaces suit able for cruis
of age, class and effemina

C

r new public urinals in
men pissing in the stree
re constructed o accom
esigned for four persons
rgest had standing room f
fy positioned in the vicin
omme also found their way
st residences. Quickly the
ing and male-to-male sex
¢y. Their comparative co

Then, let A, B, and C be the three a?terﬁatives, and let 1, 2, and 3

be three individuals. Suppose individual 1 prefers A to B and B to C
{therefore A to €}, individual 2 prefers 8 to C and £ to A (and there-
fore B to A), and individual 3 prefers C to A and A to B (and therefore

C to 8).%

The way out is the way in®

University of California Press, 1994}, pp. 1668-67.
68 Jack Smith in conversalion with Syivére Lotringsr, op. ¢it., p. 110,
86 Brian Gyson, Cut-Ups Seff-Expiained {19701, witiam 5. Burroughs, Brion Gysin, »The Third Minde (Naw York:

Viking Press, 1978).
5
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Three Works by David Askevold (1970), {detail} »Six Years: The Demateriatization of the Art Object from 1966 to 1672«

adited and annotated by Lucy R, Lippard, Unlversity of California Press {1973), . 208,
g8 Willarn Burroughs quoted in Kart Holmavist, | on g fion in Zion, Revolver (2005}, p. 88,

The author wishes to express his gratitude to Dominte Eichler for hig help.
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