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Jüngling vom Magdalensberg, 2022
detail

The work of Oliver Laric converts qualities of the digital 
age, such as reproduction, limitless variability and instant 
distribution, into the physical realm. His 3D scanned sculptures 
challenge our understanding of art and conventional modes 
of arts institutionalisation, this including the complex legal 
ambiguities of copyright and rights of use. His effort to make art 
that is traditionally locked in the museum space, accessible to 
an increasingly digital society, regardless of social, geographical 
or cultural boundaries, on one hand, challenges traditional 
modes of art institutionalism, while on the other, democratises 
art by stripping it of the constrains of private ownership. The 
anthropomorphic nature, characteristic of Laric’s work  is then 
suggestive of a broader interest in the hybridisation of matter 
and life, as depicted within the present digital age.

 Oliver Laric has exhibited his work at SMAK (Grent), Museum 
of contemporary Art Cleveland, Guggenheim (Bilbao, Spain), 
São Paulo Biennale, ICA Boston, Centre Pompidou (Paris), 
Whitechapel Gallery (London), ExtraCity Kunsthalle (Antwerp), 
Kunstlerhouse Benthanien (Berlin), Palays de Tokyo (Paris),  
Saint Louis Art Museum (St. Louis, Missouri), among other.
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Exhibition view Mémoire vive at Musée de la Romanité, 
Nîmes, France, 2023  | Photo Cédrick Eymenier
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Installation view All Crescendo, No Reward at Zabludowicz Collection, London, 2023 
Photo Damian Griffiths | Image courtesy the artist and Zabludowicz Collection
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Installation view All Crescendo, No Reward at Zabludowicz Collection, London, 2023 
Photo Damian Griffiths | Image courtesy the artist and Zabludowicz Collection
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Jüngling vom Magdalensberg, 2022
SLS nylon, paint, pigments, aluminum
222 × 83 × 45 cm (with plinth)
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Exhibition view Exoskeleton at 
OCAT, Shanghai, 2022
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Ram with Human, 2021
SLS nylon, SLA resin, pigments, paint, aluminum
162 × 93 × 32 cm (with plinth)
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Pair of Dogs, 2021
SLS nylon and acrylic paint
153 × 55 × 33,5 cm (with plinth)
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Hunter and Dog, 2020
resin, marble powder, granite powder, 
aluminum powder, pigments
90 × 66 × 6 cm (with plinth)

Exhibition view Timelaps at S.M.A.K., Ghent, Belgium, 2021 
Image courtesy of the artist and Tanya Leighton, Berlin 
Photo Dirk Pauwels
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Fish Relief, 2020
aluminium powder, marble powder, pigments, resin, aluminium stand 
155 × 90 × 35 cm (with plinth)
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Fish Relief, 2020
aluminium powder, marble powder, 
pigments, resin, aluminium stand 
155 × 90 × 35 cm (with plinth)
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Person with crab, 2019 
electroformed copper  
84,4 × 90 cm (with plinth)
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Exhibition view threedscans.com at 
Galeria Pedro Cera, Lisbon, 2019

A obra de arte na era da sua reprodutibilidade digital
(despois de W.B.)
Contemporânea, 2019
Susana Ventura

Transpondo a entrada da Galeria Pedro Cera, uma peça no centro da 
exposição threedscans.com de Oliver Laric (a primeira em Portugal 
deste artista austríaco), cativa, de imediato, o olhar. Trata-se de uma 
escultura intitulada Reclining Pan, de 2019, que atraiçoa a nossa 
memória mais sensível. A sua imagem é-nos familiar, assim como 
o retratado, o deus grego Pã, deus dos bosques, dos campos, dos 
rebanhos e dos pastores, comummente representado com orelhas, 
chifres e pernas de bode, tronco, rosto, braços e mãos de homem, 
segurando uma flauta de pã. No entanto, as matérias, de que se 
compõe (e a reacção entre estas), revelam um brilho, uma fluidez, 
um movimento, uma transparência, por vezes, ou uma opacidade, por 
outras, da ordem do plástico, do artificial, da extrema leveza (que o seu 
suporte acentua, adivinhando-se o seu interior oco), das superfícies 
lisas perfeitas, nas quais doces néctares não encontrariam qualquer 
resistência, de algo que só pode ser criado, não pelas mãos do homem, 
mas por uma qualquer outra máquina, computador ou robô.

Em seu redor, perfazendo três planos distintos da sala, encontram-
se três baixos-relevos que, a uma certa distância, se assemelham 
a tradicionais baixos-relevos em mármore. Contudo, uma vez mais, 
a sua superfície mostra uma outra matéria que, embora contendo 
na sua composição pó de mármore e de granito entre pigmentos e 
resina, se apresenta como algo informe (onde se percebem manchas 
vagas de variações de intensidade de um mesmo tom), artificial e, 
paradoxalmente, flexível, uma matéria que expande, alarga e desforma 
os gestos em relevo até ao limite que os torna ainda reconhecíveis 
na sua forma como fragmentos de corpos (sobretudo, mãos e pés). 
Esta plasticidade, movimento e flexibilidade evidenciam o aparente 
paradoxo, à semelhança da peça central, tanto entre forma e matéria, 
como entre dois tempos distintos, que surgem nestas peças como 
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coexistentes: um passado que reactiva a nossa memória através de 
um olhar rememorativo e a conversão desse passado num presente 
cujos contornos são, ainda, híbridos e ambíguos, definindo, por 
conseguinte, um tempo virtual.

Por fim, no plano que encerra e circunscreve o espaço da sala, numa 
prateleira suspensa, estão três livros iguais para consulta, onde se lê 
que threedscans.com é um arquivo, iniciado por Oliver Laric em 2012, 
de modelos 3D descarregáveis, que podem ser utilizados de forma 
livre, sem quaisquer restrições impostas por direitos de autor. O livro 
apresenta alguns dos modelos digitalizados por Laric com o apoio de 
vários museus e colecções, assim como algumas das apropriações 
que o artista procura seguir e compilar, incluindo Reclining Pan, 
digitalizado a partir da peça original, que se encontra no Saint Louis 
Art Museum, atribuída a Francesco da Sangallo (c. 1535). Ao expor 
este livro completando o círculo implícito na exposição, mais do 
que revelar o método de Laric, afirma-se que o arquivo do artista 
é, essencialmente, a sua obra, uma obra em potência. E é neste 
momento que a obra se torna problemática, também.

Para Laric, a ideia de original e a sua crítica remontam à escultura 
clássica e pressupõem, desde a génese desta, igualmente, a ideia 
de cópia, tal como revela o título da sua exposição Kopienkritik, que 
esteve no Skulpturhalle Basel, em 2011. Kopienkritik é um termo 
definido por historiadores alemães, atribuído ao processo de analisar 
cópias das esculturas clássicas, sobretudo reproduções romanas 
das esculturas gregas, para possibilitar uma melhor compreensão 
dos originais perdidos. A prática da reprodução era, igualmente, 
comum na Grécia Antiga e, hoje, o que encontramos nos museus 
são, com raríssimas excepções, cópias, tanto helénicas, como 
romanas. Na referida exposição, Laric reorganizou as (cópias das) 

esculturas clássicas da colecção do museu, e sobre dois moldes de 
gesso, projectou uma versão do seu projecto-vídeo em construção 
contínua Versions, questionando as ideias de autenticidade, verdade, 
substância e original, a partir de um modelo de percepção que só 
poderá ser aquele contemporâneo, inseparável da proliferação de 
imagens e da velocidade da sua reprodução na world wide web 
(Versions poderá ser a versão contemporânea e híbrida do Atlas 
Mnemosyne de Aby Warburg e do Museu Imaginário de André Malraux). 
Os vários conjuntos, de esculturas que agrupou, exemplificavam 
tanto a variação (sempre semelhante) em torno de um tema, como a 
proliferação massiva de imagens que essa variação produz, injectando, 
ao mesmo tempo, nesse intervalo (entre variação e semelhança, entre 
original e cópia, ou entre-cópias) um pensamento crítico.

São as características ou as qualidades estéticas, que encontramos 
e descrevemos anteriormente nas peças presentes na Galeria Pedro 
Cera, que distinguem as obras de Laric dos seus modelos. Poder-
se-á, ainda, considerar que a obra de Laric — sobretudo a prática da 
digitalização 3D — insere a obra de arte (habitualmente, a escultura 
clássica que já é, por si, uma cópia) no espaço público que José Gil 
descreve: “A maior gratificação que pode receber um artista é saber 
que a sua obra entrou no espaço anónimo em que, transformando-se 
multiplamente, vai fazer nascer outras vozes, outras escritas, outros 
pensamentos. Ter a felicidade de saber que a sua obra deixou de ser 
sua, precisamente pelo seu imenso poder de devir-outra”. A criação 
de um arquivo de modelos 3D corresponde, exactamente, à criação 
deste espaço público, onde a obra de arte circula de forma livre e 
anónima, podendo sempre transformar-se noutra obra, devir-outra, 
como demonstra o livro da exposição.
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Mais ainda, a reprodutibilidade digital 
proposta pelo arquivo de Laric atribui outro 
sentido aos conceitos introduzidos por 
Walter Benjamin no seu ensaio “A obra de 
arte na era da sua reprodutibilidade técnica”. 
Como anteviu Benjamin, aplicando-se a 
análise marxista às tendências de evolução 
da arte face à alteração das condições 
de produção, é possível eliminar “alguns 
conceitos tradicionais — como a criatividade, 
a genialidade, o valor eterno e o secreto” (W. 
Benjamin), e fazer surgir conceitos novos em 
teoria da arte (à data do ensaio de Benjamin, 
decorrentes da reprodutibilidade técnica 
e da alteração do modelo de percepção 
que esta induziu), que se diferenciam “dos 
correntes pelo facto de serem totalmente 
inadequados para fins fascistas. Pelo 
contrário, são aproveitáveis para a formulação 
de exigências revolucionárias em política de 
arte” (W. Benjamin). A obra de Laric, partindo, 
igualmente, de uma nova alteração no 
modelo de percepção, propõe, sem dúvida, 
uma revolução a partir da reprodutibilidade 
digital da obra de arte.

Reclining Pan, 2019
detail
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Untitled Relief I, 2019
pigment, resin, marble, granite powder 
100 × 80 × 3 cm

Untitled Relief II, 2019
pigment, resin, marble, granite powder 
100 × 80 × 3 cm



www.pedrocera.com

Oliver Laric
Camera Austria, December, 2018 
Justin Hoffmann

It is not so easy to describe the essence of the artistic “product” of 
Oliver Laric, or how his artistic working approach might be defined. 
What is clear, however, is that any of his exhibited works -shown, for 
instance, at the Secession in Vienna (2016( or at the Schinkel Pavillon 
Berlin (2017)- were made using a 3D printing method and are based 
on 3D scans made by the artist. Yet for Laric, the presentation of 
sculptures is only one facet of his artistic activity, which also includes 
various levels of research, publication, and distribution. In many cases, 
his 3D scans provide a foundaation for the cultural products of others 
who access his data. So he seems to be an artist who functions as a 
mediator of material for other cultural producers. 

Finding, Selecting, Recording - It was in the town of Lincoln in England, 
once occupied by Romans, that Oliver Laric firs had the opportunity 
to scan a series of three-dimensional works. And it was there, in the 
year 2012, that he firts started to compile a freely accessible digital 
3D archive of sculptures and other spatial bodies. The curator of the 
Usher Gallery in Lincoln, Ashley Gallant, invited the Austrian artist 
to conceptualize a project for the Annual Award for Museums of the 
Contemporary Art Society, which was ultimately brought to fruition 
in cooperation with The Collection and its archaeological finds in 
Lincoln. With the 3D scanner, Laric captured numerous sculptures, 
reliefs, and other pieces within the The Collection and then published 
the compiled data on the website www.lincoln3dscans.co.uk The 
spectrum of objetcs spans from the Roman and Anglo-Saxon epoch 
to Nigerian art and also includes artwork from the nineteenth and 
twentieth centuries. Following on the heels of this much-noticed 

project were requests to other collections and sculpture galleries by 
the artist to digitalize more works of art so they may become widely 
accessible. Laric’s website, www.threedscans.com, has menwhile 
become a comprehensive archive for 3D scans. For the exhibition at the 
Secession, he worked with three other Vienna-based institutions: the 
Albertina, the Department of Classical Archaeology at the Univerity of 
Vienna, and the Kunsthistorisches Musuem (Museum of Art History). 
All of the above made works available to Laric for his unique project. 
However, such oppenness towards the digital world and its demands 
was not shown by all institutions. For example, the Museum of Fine Arts 
Leipzig sent a negative reply to Laric’s request to scan Max Klinger0s 
”Beethoven” (1902). But the artist viewd this rejection as a precedent 
case on the possibility of digitally multiplying art. Therefore, in the 
catalogue of his exhibition ”Photoplastik” at the Secession, we find a 
text on copyright law by lawyer specialized in Internet-related questions. 
The debate on copyright issues currently circulating virulently online 
of course also pertains to Laric’s working apporach and his form of 
appropriation, whereby the authors of the works that he scans and 
makes available are usually already deceased. However, the publication 
of the legal statement underscores the seriousness of Laric’s intention 
of demystification. Yet interestingly enough, a whole series of 3D scans 
that he created are themselves already copies of ancient sculptures. 
Moreover, Oliver Laric was not deterred by the negative reply from 
making a synthetic resin copy of the Beethoven sculpture in Leipzig all 
the same. The production method was, however, much more arduous 
than usual. A fellow photographer took 300 pictures of this artwork. 
Then, the photographs were assembled in such a way that Laric could 
create a 3D print titled ”Max Klinger: Beethoven, 1902” (2016). At the 
height  of 2.66 meters, it ultimately became one of his largest format 
works. 

http://www.lincoln3dscans.co.uk
http:// www.threedscans.com 
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Oliver Laric, in his work, is not actually 
concerned with art about art. The scans that 
he offers on his website www.threedscans.
com are not  all based on works of art. Found 
in his collection are also direct casts of living 
creatures, such as a series of sea animals, but 
also life masks of famous personalities like 
Johann Wolfgang von Goethe. One of the most 
bizarre objects, the left foot of the popular 
Austrian ballerina Fanny Elßler from the year 
1847, is reminiscent of the personality cult at 
Madame Tussauds 

Sharing, Gifting, Researching - For the 
dissemination of his 3D scans, Oliver Laric 
does not limit himself only to his own website. 
Instead, he also avails himself of commercial 
providers. Entirely in the spirit of the early net 
activists, he strives for a public dissemination 
of data that is free of charge and as broad as 
possible. For example, his 3D scans are found 
on TurboSquid, an online platform that claims 
to possess ”the world’s best collection” of 
3D models. By offering his complex scans 
for free here, Laric is subverting the existing 
3D scan business on the one hand, while 
enjoying strong success with his scans and 
stealing his way into various pop-cultural 
realms with his motifs on the other. His scans 
of neoclasicist figure ”Nymph Preparing for 

the Bath” by John Gibson from the nineteenth 
century, for instance, has already been 
downloaded almost half a million times. The 
piece ”Hunter and Dog” (1838) is by the same 
English sculptor. The latter scan was used as 
part of the background animation for ”Grande 
Amore” by the Italian operatic pop trio Il Volo 
that represented Italy in the Eurovision Song 
Contest 2015. But this scan also appears -in 
moving, roatating form- in the hip-hop music 
clip ”MotorSport” by Migos, Nicki Minaj, and 
Cardi B. And the makers of the Netflix series 
”Roman Empire” have made use of Laric’s 
archive numerous times. This is how the artist 
introduced neoclassicist, almost cobwebbed 
sculptures to pop culture -a transformation 
that has seldon seen such marked success. 
His artistic activity not least involves tracing 
how his 3D scans have been employed, in 
cases where he has not been informed by 
the users themselves. On his website www.
threedcans.com, one finds information and 
visual links to the use of many of his scanned 
sculputres. Often it is designers and agencies 
taht engage in more or less commercial use 
of data. On the whole, this compiling of 
information yields a multilayerd cultural-
sociological rendering of today’s treatment of 
3D visual data. In the areas of application, the 
act of multiplying again takes on the character 

of individualization, of the subjective use of 
the scans. Laric thus makes visible a certain 
sector of the Internet economy based on 
offering to users objects and goods that 
are modifiable for individual use. Yet these 
economic concepts and operations are in no 
way the focus of Oliver Laric’s interest. Insted, 
he truly seeks a democratization of culture. 

Carcinoplax Suruguensis 
Dimensions: 12.2 × 18.2 × 4.2 cm 
Scanned: 2016
Scanner: Artec Spider

http://www.threedscans.com
http://www.threedscans.com
http://www.threedcans.com
http://www.threedcans.com
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Hermanubis 
Artist: Unknown
Period: 1st-2nd century AD
Location: Vatican Museums
Dimensions: 1.55m tall
Scanned: 2016

Pan et Oursons
Artist: Emmanuel Fremiet
Period: 1867
Location: Saint Louis Art Museum
Dimensions: 83 × 182 × 67 cm
Scanned: 2017

Reclining Pan
Artist: attributed to Francesco da Sangallo
Period: c.1535
Location: Musée d’Orsay
Dimensions: 63.5 × 134 × 59.1 cm
Scanned: 2018
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Hermanubis, 2019
stereolithography, selective laser sintering, steel
235 × 57,5 × 40,5 cm (with plinth)
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Betweenness, 2018
HD video
4’ 35’’
Exhibition view, In Currents 116 at Saint Louis Art Museum, Missouri, USA, 2019
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Betweenness, 2018
HD video
4’ 35’’
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Untitled, 2018
framed photograph 
59,5 × 87,3 cm
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Ginseng, 2018
framed photograph
82,2 × 69,5 cm

Spider Crab, 2018
framed photograph
101,2 × 87 cm



www.pedrocera.comInstallation view Hybrids at Fundament Foundation, Tilburg, The Netherlands, 2018
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Oliver Laric
Artforum, February 3, 2018 
Kristian Vistrup Madsen

I AM INTERESTED in moving towards 
uncertainty. My work offers attempts to 
reinscribe or open up the material I’m looking 
at and make it less categorical. I feel more 
comfortable with the idea of objectivity—or 
even authenticity—when it’s not bound to a 
single reality or single narrative. For instance, 
at one point in history, the objective depiction 
of a flower was considered to be made by 
drawing one flower that you found, with all its 
idiosyncrasies and flaws, and at another, by 
drawing the average of one hundred flowers, 
or by depicting ten different flowers. And so 
objectivity, too, is a very unstable concept.

The as-of-now untitled video I’m showing at 
Metro Pictures is the continuation of one that 
I was working on in 2014 and 2015, for which 
I went through extensive parts of the history 
of animation and looked for scenes in which 
people, objects, and animals transform. With 
this new work, I am not focusing just on 
metamorphosis, but also on the moments 
in between moments. As such, the aspect 
of time is more present here; every scene is 

presented slowed down, and there is never an 
idea of closure, or resolve. I’ve become very 
aware of this in terms of editing: You get to a 
position where something is final, but that’s 
just a tiny moment, and then it moves on. You 
never spend time in position A or position B—
you just cut between transitions.

Along with the video, I am showing three 
resin sculptures cast from the same mold 
of a half-human, half-dog animal holding 
another smaller dog. The three are like 
distant cousins, both similar and different, 
and, in a way, I’m uncovering the process 
of how that difference is made. To me, the 
sentiment of the video and the sculptures is 
quite alike. I wanted to have a sculpture in 
two layers, where you can’t see one without 
the other. They are hollow on the inside and 
never completely opaque, so you can always 
glimpse this inner world.

Usually, I make sculptures completely based 
on other people’s works. The precursor that 
led to this one is Jean Carriès’s Frog-Man 
from 1891, which is at the Musée d’Orsay. A 
few years ago, maybe I would have made a 
scan and used it, but now I’m excited about 
having a slightly different working method 
where I don’t rely so much on an existing 

form. I chose the dog because I wanted to 
work with an animal that is closely entangled 
with humans or, put differently, is a minority 
in the wild and a majority in captivity. The 
show is called “Year of the Dog” because it 
happens to be the year of the dog according 
to the Chinese Zodiac. But, like in the video, 
I’m not referring to a specific, charismatic 
animal. It’s not Laika, or Lassie, or Hachiko, 
or any dog that you would know, but rather 
the idea of a dog—a generic, basic dog.

What draws me to the generic form is that it 
is interpreted for different purposes. From 
early on, that’s what fascinated me about 
neoclassical sculptures, too. They were 
already the second birth of a type of form and, 
in that sense, not really final. The cartoons 
I utilize in the video are also not quite 
generic, but at the same time they couldn’t 
be assigned to a specific author. They are 
general depictions of humans or animals—
archetypes or allegorical figures—that could 
be adapted to whatever circumstance. I like 
when there’s an openness or a generosity to 
a form that can just become and continue to 
become, and is never fixed as an entity.



www.pedrocera.comExhibition view Panoramafreiheit at Schinkelpavillon, Berlin, 2018
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Sleeping Boy, 2016 
stereolithography and selective laser sintering, polyamide, polished epoxy, 
TuskX-C2700T, polyurethane, pearlescent pigment, water-transfer print 
55 × 111,5 × 101,5 cm
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Oliver Laric 
Frieze, May 2016 
Max Henry

Vienna is a city of monuments to its storied history, from its Roman 
ruins to the last Russian soldier of World War II. Its urban fabric reminds 
you of its heyday as empire confronted with modernity, even as today it 
enters – like the rest of the world – a bionic, technological and robotic 
revolution full tilt. For his very ‘today’ exhibition ‘Photoplastik’ at 
Vienna’s Secession, Berlin-based artist Oliver Laric opted to begin in 
the slipstream of yesteryear. Laric’s research in the Kunsthistorisches 
Museum, the Albertina, and the University of Vienna’s Institute for 
Classical Archeology served as the basis for new sculptures, all dated 
2016.

While conducting research for ‘Photoplastik’, Laric discovered that in 
1860 the French sculptor and photographer Francois Willème patented 
a device for the mechanical production of three-dimensional portraits, 
made using 24 cameras placed around the sitter in a circle. Such 
sculptures were cheap and quick to produce in multiples; a soon-booming 
industry was born. Touring Europe with his invention Willème eventually 
found his way to Vienna. Laric found examples of these photo-derived 
19th-century sculptures in the Albertina, which then became a series 
of three-dimensional prints. The homage – in synthetic polyamide – to 
the Frenchman, François Willème, Self Portrait, around 1860, shows a 
quartet of figures scaled down to pedestal size in large, medium, small 
and extra small formats.

Meanwhile, Max Klinger: Beethoven, 1902 – at a height of 2,66 metres 
Laric’s largest work to date – is a 3D reproduction of a Beethoven portrait 
by Max Klinger originally made from marble, alabaster, amber, bronze,

Exhibition view Photoplastik at Secession, Vienna, 2016 | Photo Iris Ranzinger
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and ivory, and which took Klinger fifteen 
years to make before it was installed in 
the Secession’s 14th exhibition of 1902, 
along with Klimt’s Beethoven Frieze (1901). 
In Laric’s version, past and present eerily 
dovetail with information-age rupture; the 
sculpture’s bulky size belies its lightweight 
hollow core, and from a distance the all-
white resin suggests the marble of Greco 
Roman antiquity. Assembled from 25 prefab 
components, the joining seams are clearly 
visible to break the illusionism of a solid 
mass. Copyright issues surrounded the 
production for Laric’s copy in the Secession. 
The Museum der bildenden Künste Leipzig 
(where it’s on permanent display and where 
Klinger was born) denied permission to 
photo document the work. Thus a friend 
of Laric’s surreptitiously took 300 or so 
photos, which were then painstakingly 
composited into the Klinger 3D print in 
Vienna, imperfections and all.     

Laric’s efforts behind such works are time- 
and research-intensive: from the moment 
he locates and opens the archives, to the 
labour of concisely assembling the photos 
and translating that information into 

3-dimensional scans and ultimately prints. 
Layers of data such as provenance, original 
material, institutional copyrights and 
ultimately precise photographic scanning 
and reproduction, are the ingredients for a 
recipe that turns into elaborate 3D scans. 
They are then 3D printed in piecemeal 
components and assembled on site. Laric 
is a sleuth and forensic scientist rolled into 
one, going to elaborate lengths to show 
that copy and original are interchangeable 
sets of data – each containing variations of 
variations, akin to music. After all, the hand 
of the sculptor is replaced by machine and 
software specifications and the information 
of how to do so freely passed along. No two 
copies can ever be the same, though the 
knowledge gets relayed in a different format. 
Perhaps this is how cultural artefacts will 
survive another thousand years. 

‘Photoplastik’ bridges a weird netherworld 
between the flatness of the photo and the 
instantly gratifying material girth of 3D 
printing technology. Scattered throughout 
the 18 sculptures are references to antiquity, 
and to Neo-Classical  copies of Roman 
copies of Greek antiquity or nineteenth-

century naturalist studies. Charming 
mother and child sculptures based on 
modern mid-century sculptures are scaled 
down just so. A single copper relief mask 
features the celebrity faces of a dozen 
contemporary actors and actresses, solely 
from photo sources (Lebendmasken, Living 
Masks). Gone is the romance of the auratic 
in these objects. In its place is a romance 
with information as content, ghosts in the 
machine – materially present or not.

Where hot-button copyright is concerned 
Laric revels in the grey zone of the legal system 
on any continent and – with downloadable 
scans, concurrently presented on 
threedscans.com – the open-source ethos 
of Internet culture. Exploiting loopholes, it’s 
an ingenious Byzantine system he’s marked 
out for himself, encrypting the underlying 
structural dynamics and the recurrent 
archetypes of our debauched civilization. 
Bringing a logician’s clarity to the murky 
semantics of legal versus illegal, original 
versus copy, the sculptures themselves are 
the evanescent artefacts embedded in the 
timeline of tomorrow.
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Beethoven, 2016 
selective laser sintering, polyamide, aluminum base
266 × 121 × 181 cm (with plinth) 
Exhibition view Photoplastik at Secession, Vienna, 2016 | Photo Iris Ranzinger
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Jüngling vom Magdalensberg, 2016 
stereolithography and selective laser sintering, polyamide, polished epoxy, 
TuskX-C2700T, aluminum base 
255 × 45 × 45 cm (with plinth)

St. Veronica, 2016
black and white polyurethane
150 × 52 × 19 cm
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The Hunter and His Dog, 2014 
polyurethane, jade powder, bronze 
powder, aluminium powder, pigments 
90 × 66 × 6 cm (with plinth)
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