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While acronyms for queer and trans communities have
come to include the “1” for intersex, as in LGEBTQIA,
one is hard-pressed Lo find that 17 presented in the art
ephaere. Ginevea Shay pulls togethaer postry, cinema,
mythe, and music 1o form the beginning of an intersex
archive. Qutlined in chopters, this essay s written
thraugh the theama of the vold and axplores ite gapa
and Its potentlal. Hare, the Intersex exparience waaves
through stene tablat, primerdial coze, dreams, flow-
wrs, and hymnals. Inveking contempeorary and anclent
works, “Frogments of o Missing Intersex Archive™
becomes a poetic gulde for anyone interested in traver-
sing paths seldom token, S0 one may pursus under-
considerad options for the present and for the future,

ANGELIC VDID

AN ANGEL OPENS UP THE RUSTED GATES
THAT MAKE WHOLE AN EMBANKMENT.
THE ANGEL FLUTTERS WITH THE FORCE
OF CORPOREAL FIGURES WHOSE POWER
INSPIRES A SLIPPAGE OF FEAR TO PANIC
IN THE VIERATING SOULS OF DOCTORS,
LAWYERS, PRIESTS AND BIOLOGISTS WHO
CUT AWAY WINGS. A HYPER-SWIFT CLOS-
ING AND RE-CLOSING OF PERCEPTIVE
ABILITIES AND MAN-MADE WOUNDS
IMPERCEFTIBLE TO THE HUMAN EYE IN
ITS MICRO-REPETITIONS.

WHAT BETTER WAY TO RE-ARTICULATE
SPACE AND TIME THAN THROUGH A
BODY LITERALLY BEYOND THE SCOPE OF,
YET STILL WITHIN. THE WORLD OF MAN
(AND WOMAN). THE PHALLIC/VOID DIVI-
SION COLLAPSES, NOT AT THE LEVEL OF
METAPHOR BUT IN FLESH. ANGELS CAN
ONLY BE REPRESENTED IN GESTURES
BECAUSE THEY ELUDE PLACE.
— From Juliana Huxtable, Intersex (2019}
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In the angelic void there are no opposites. The
void can hold all forms. Emptiness is absolved
and angels’ earthly chapes transform.

Angels know divisions are patterned knots to
simply untie.

They defy ordering truths to unravel new
openings. Fences fall to meadows, Flowers no
longer need to turn toward the sun. All things can
be drawn together. In the softness of chaos.

Angels can enter where there is no room.
They see the vast image.

As in not valid on birth certificates or state
documents (they flutter past errors and limica-
tions). As in filling the space that is perceived
non-space between male and female. As in dec-
laration. Not legally binding. The angelic void of
intersex is heavenly discharge.

PRISMATIC DREAMS
What is mine? Dreams?

While dreaming, a figure comes to the protag-
omnist that's part angel part ram part satellite
Hack ...

Into land rights and ownership

Into business law, proprietorship

Into the history of the bank

And guestion the business of slavery

Of free labor, its relation o today's world

Inte ambition into greed

Into suffering and sufferance

The treatment of one faith towards another ...
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Time held a mirror and reflected a world of
parallels

Of fear and longing

With no sense of belonging

But that dissonance became a song in me
What should have destroyed me

What attempted to gender or boy me

Set me free

— From Neprune Frost, written by Sanl Williams,
directed by Saul Williams and Anisia Uzey-
man {2o21)*
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In dreams, the wanderer finds paths through
the dark, seeing before dawn; the reward is
discovering what remains invisible to the rest
of the world. In the techno-futurist dreamscape
Neptune Frost, allegory reveals the deep entangle-
ments of the governed body and the desire for
autonomy. The protagonists of the film, Neptune
and Matalusa, wonder what bt:lunﬂ:i to the vision-
ary hacker, the wandering laborer, the intersex
star-child: A prismatic dream?

Neprune Frost is ulrimately a story about the
power of dreams and the importance of trusting
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in oneself to turn against abusive power struc-
tures. A prismatic dream represents the multidi-
mensionality of hopes and desires.

A prism is bound by planes, but the light it
refracts, like dreams, is not limited by the same
physical restraints, The way the Olm moves non-
linearly through terrains and narratives articu-
lates a central theme: that bodies are multifaceted
and are closer to a nebulous interstellar form than
we might realize. Much of Neptune's journey is
learning that constructed societal norms, such as
the gender binary, are in fact abusive, and that life
is much more complex and transcendent.

Relatedly, Neprune and Matalusa know that
rime continues a reflection of parallels, binary
patterns of violence and discrimination thar are
intertwined with ecology, data, race, and gender.
When a mirror is simply a bilateral relation, it
becomes a barrier, it loses its prismatic relation to
the world.

MNeprune and Martalusa wander with an inter-
nal sunstone, a prismatic way of seeing, which
allows them to find their way through the heavy
clouds. They look with stereoscopic sight where
falsc binaries collapse into nothing but potential
They alone possess their voyage. Society holds no
sway.

IN THE SPRING OF ASCENSION
When T was writing, I was performing secrets ...

Ana Roxanne on the writing of ~~~ (zo19)
and Because of a Flower (2020)7
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Ascension is liquid. On an unknown course
it spins freely in bloom. Ascension creeps across
arid expanses flowering future structures. It's
coiled energy stored up in horizons that are felt
before they are seen. Lost in whorls, held by
world, a passage made without distance.

Ana Roxanne's album Because of a Flower is a
suite of hymnals where voice builds the struc-
ture of sanctuary. Ethereal harmonies condense
into a tactile space, Soundscapes swell and
retreat, blending with field recordings to build a
meandering interior and an expansive garden for
the listener to wander.

Because of a Flower pays homage to Herculine
Barhin (known by many names, including
Camille and Alexina), a French intersex figure
who lived in the early 1800s. Barbin’s self-titled
memoir outlines a peaceful youth lived almost
entirely in convents and boarding schools for
girls, where she was guided by her faith and sup-
ported by patronage to become an educator, At a
teachers' convent, Barhin, then known as Camille,
fell in love and had a secret relationship with
anather teacher, Sara. With hopes of marrying her
lesbian lover, she confessed her dual-sexed nature
to the bishop in her town's church confessional.
Though supported by the bishop, her confession
ultimately led to discrimination, exile, and a brief
and ill-fated attempt to live life as a man. In her
memair, she pushes past blows she received and
yearns for something beyond the material world:

“your spirits cannot plunge into that limpid Ocean
of the infinite, where, lost for a day upon your
arid shores, my soul drinks deep."
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How does one articulate the vastness of self
that is suppressed through the codification of
one’s being for the sake of identiry?

Ana Roxanne's music creates a deep well of
boundless space. In her song "Camille,” sampled
dialogue from René Fére's Glm The Mystery of Alex-
ina billows down cavernous halls and is chased by
Roxanne's devotional lyrics and lo-fi bossa nova
beats, The album creates an n!‘&-ring, perlup.-; to
absalve the pain of its protagonist Camille, but
also to celebrate the clandestine Shakespearean-
esque star-crossed love she shared with her part-
ner, 5ara, in the convent.

Doesn't devotion sometimes exceed all imag-
ined limitations? Sanctuary 15 an anywhere to
nowhere in particular when a flower is its center,

Anyone who's been made to feel invisible is
set free through the ecstatic joy of solitude that is
palpable throughout Because of a Flower. Near and
far, voice at times holds the listener in as close as
a whisper, only to retreat and beckon the listener
in once again like vespers swirling around a
church nave. [ts final offering, "Take the Thorn,
Leave the Rose,” starts with a foreboding finger-
picking whose twang articulates a reminder and
warning of the importance of bodily autonomy.

The body doesn’t conform to unjust social
constructs and neither does the spirit,

Like water, Because of a Flower is full of slow
movement. One could interpret the end of the
album as a reclamation of intersex femininity
from centuries of erasure and mutilation. Here,
Hermaphroditus willingly becomes Venus in her
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own private spring and ascends through an ac-
ceptance of the unknown.

HEWN OF LIGHT

ineffable, hidden, brilliant scion,
forever in whirring motion,

you scattered the dark mist,

the mist that lay before your eyes.
Flapping your w':ngu, you whirled about
throughout this world,

you brought pure light.

= From the Orphic Hymn to Protogonos,
6.5-85

In various ancient Orphic theogonies, there is

a consistent shared narrative that at genesis, a
timeless time, or void, brought into existence a
cosmic egg. Protogonos (or Phanes, also equated
with Eros), a dual-sexed primeval deity, was the
first to emerge from the egg, and he battled with
chaos to generate all life.® As the bearer of light,
Protogonos illuminated the possibility within the
abyss and gave hirth to the universe.

This Orphie hymn introduces an ancient light
as a coruscating and prolonged temporal unfold-
ing. Here, the illuminarion and evanescence of
celestial bodies holds a physicality with which to
build humanity and eventually identity, ethics,
and the metropolis,

Connections can be drawn between the
Grphi(: creation myth of Protogonos and the
Pergamon Statue of Hermaphroditus (2nd century
BCE). The Hermaphroditus statue was originally
installed alongside the other gods and deities on
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the Pergamon Altar in modern-day Bergama, Tur-
key, which endeavored to produce a larger-than-
life ideal of a great civilization and an articulation
of political power. Unlike other ancient Greek
altars of the Hellenistic and Classical eras, the
Pergamon Altar appears to be about a cosmologi-
cal event and ethics, rather than a valorization
war. The Great Altar articulates a paradigm shift
in the meaning and symbaolism of sculpture

from this era? The myth of dual-sexed deities
such as Protogonos and Hermaphroditus aligns
with many ancient and modern religions, where
human perfection is imagined as an unhroken
unity of two sexes, sometimes articulated in one
body and sometimes as romantic union, as an
articulation of the divine. In this symbolism, the
acts of love and civility transcend the sexes to re-
create the birth of the cosmos.

Hermaphroditus was part of this artistic
program put forth by Eumenes 11, ruler of Per-
gamon, in which a standing androgynous god was
worshiped for his moral excellence and ahility to
unite the sexes as the creator of marriage.

The story of Hermaphroditus in the Salma-
cis Inscription at Halicarnassus appears to draw
a connection to the statue of Hermaphroditus
from Pergamon in date, legend, and location.
The statue and inscription both portray the son
of Hermes and Aphrodite. The dual-sexed god
contributed to the foundation myths of the cities
of Pergamon and Halicarnassus through moral-
ity and the belief that the highest human form
occurred when the masculine and feminine were
balanced in one. A passage from the Salmacis
Inscription, which is from the perspective of
Aphrodite, translares to:

Lisboa

Halicarnassus settles the lovely hill beside the
stream of Salmacis, called dear to the immor-
tals in song, and she occupies the lovely home
of the nymph, who once took our boy in her
sweet embrace and raised him, Hermaphrodi-
tus, to be outstanding [...]*

Scholarly research of the past decade has
hegun to put forth new interpretations of Her-
maphroditus. The vast majority of research on
Hermaphroditus statues and intersex people
from antiguity is based on Ovid's Metamorphoses,
which has been challenged in recent years with
the discovery of the Salmacis Inscription. Ovid
seems to have reworked the original myth of an
androgynous god to tell the story of a resistant
male youth who became corrupted with the body
of an aggressive female nymph. The merging of
male and female in this way into an androgynous
mixture of the two seems to have been his own
creation, as it is not attested elsewhere.?

A fine line between mastery and mishan-
dling becomes articulated as civilizations tip-toe
around omnicide. When a society promotes an
ideal, and that ideal rhangps, it often creates a
swing toward an opposite belief system and a
purge of the last.

The altering of stories and statues has long
been common practice. The Sleeping Venus/Her-
maphrodite (1st/2nd century CE), at the World
Museum in Liverpool, was originally Hermaph-
roditus but was altered in the 180035 to have its
phallus, as well as its nursing children, removed,
This is only known because there is a drawing of
the original statue in the collection of the British
Museum." With clear evidence of manipulation
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Soul Williorms ang Anigio Lirayrnan, scons Trom “Nealune Fosl,™ 2021

to this prominent statue, how many other
Venuses may have begun as Hermaphroditus?

Hermaphroditus evades the corporeal and the

concrete to find unity in dualivy. Perhaps there is

the potential for illumination to create a conjoin-

ment in which the primordial and the futuristic
traverse the same fever dream of contrnivance. In
it, the ethereal and selid find a way te unfald

L{JR-’.'[IELI\'J' 1n '.ht' pn':wr'.l.
THE MISSING “I"

In the first place, let me treat of the nature of

mankind and whart has happened to it; for the

original human nature was not like the pres-
ent, but different. The sexes were not Lwo as
they are now, but originally three in number;
l|u'r-:' Was ITldll, WOIlldll, rl]ltl |.|:l|.' UJlilJEl (Zur lht'
two, having a name corresponding to this
double nature, which had once a real exis-

tence, but is now lost |.]

From .-".:i:-;mlr‘!'..ll'_{-:-.'h speech in Platn's

Symposium"'
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What happened to this third sex, the andro
gyne, of ancient Greek thought? Was the andro
gyne'’s wheleness a threat wo the gods, and Zeus
required their strength be diminished by being
cut in two? Are gods alone allowed to be androgy

nous but humans not?

lhe act of getting lost can happen under in
numerable circumstances — intentional wander-
i!'.:r:. secrel acls (!-!"l!-rl'!il'rh'.'lli“i'l. or !i:r'l'.::)‘l‘t.' ('I'IJ.T'I('\'.'
Om the more common (and nefarious) side,
original courses of objects and histories vanish
through theft, censorship, war, and change in
religious power. It is hard to encapsulate all char's
heen lost through intentional alrerarion, suppres-
sion, and destruction.

[he paucity of the missing 1s perhaps what
kl' s DIIE 5T IIiJIHI |-l::ll frdHllll'l]lh. d.ll'i:l |.]L{' imntan
gihility is what makes some strive to articulate it
How does one start to define something that has

an unknown form? Where does one begin?

Searching Printed Matter's catalogue, one item

and one table came up from the scarch term
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Dliver Laric, “Skeeping Figure,” 2022
“intersex” in a catalogue of 45,000 titles.

Wendy's Subway
Zero intersex mentions from 3,000 nonecireu-

lating titles and numerous events and programs.

Artforum

Twelve intersex mentions (first mention,
2008) in a more than 1eo,000-page archive over
six decades,
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Zern intersex mentions in about 1,800 articles
available online

e-flux
Seventeen intersex mentions in over 26,000
documents.

Intersex individuals continue to be left out
of major institutions, archives, and programs.™
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Misrepresented and put on display in medi- H

cal findings. It begs the question: Where is the
I'in LGBTQIA? To recognize and normalize the
intersex individual and their many known and
yet-to-be-identified intersex variations in the

mainstream would be to take a step toward undo- o

ing the shoddy scaffolding of white supremacy
and heteropatriarchy. An effort toward bodily and
mental autonomy. A step toward the acceptance
of difference and diversity of all kinds. It would

pave the way for mare research and scholarship
on the intersex figures who have influenced his-
tory, culture, and politics and give more living
intersex people the confidence to be seen.

The Intersex Hay was added to the combined Pride flag
in 2021,

Germany adepted its first law “for the protection of
children with variants of sex development.” albeir with
numeraus loopholes, in 2021,

Nenconsensual, medically unnecessary intersex sur-
geries are still legal in the United States.

Motes
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The Dion Lee store in Miami will open to the public this coming weekend. These images were shot before any merchandise was added fo show the space and its design. Kris Tamburello
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The Slow Burn of Hot Clothes—Dion Lee Opens
His First US Store

BY JOSE CRIALES-UNZUETA
December 12, 2023

It’s impossible to go out in New York without running into Dion Lee. His clothes, that is. Be it his hefty cargos, his razor-
sharp tailoring, or his omnipresent second-skin jersey fabrications, the Australian designer has woven himself into the fabric
of the downtown New York uniform. It should come as no shock that the US is Lee’s biggest market; what's surprising is that
the designer, who currently operates six retail stores in Australia, has not yet expanded his physical footprint in this country.
That will change soon enough. This coming weekend, Lee is opening his first international store in Miami’s Design District

after celebrating with a party during Art Basel.

“I first went to the Design District years ago when friends said that it was a place to be,” says Lee. “Miami has a unique
perspective, especially when it comes to fashion, but we could see that we had a customer there from wholesalers and from
our digital channels and the product being shipped there.” That the Miami lifestyle is not entirely dissimilar to that of Sydney
and Melbourne was an added bonus: “It was easy to sce that there’s potential to translate the type of customer we've built in

Australia,” adds Lee. “There’s a focus on athleticism and the body, they love showing it off.”
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The fagade of Dion Lee’s new sfore in the heart of Miami's Design District.  Kris Tamburello The Dion Lee store in Miami was designed by Smart Design Studio (Architect of Record - ANDstudio) and features custom furniture.
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Kris Tamburello

Lee staged his fall 2021 show in February of that year at 11 Mercer Street in New York, announcing that the raw space would
become his first store in America when it opened later that summer. It never happened. Blame the “unforeseen challenges” of
renovating a heritage building in New York, but, says Lee, “it’s very much still in the works.” When it does open next year (Lee
is being wisely coy about sharing a date), it will have 4,000 square feet of space, making it bigger than the Miami location,
which occupies 3,000. Both stores will feature custom furniture with Dion Lee detailing, lifestyle spaces, and room for artist
collaborations. Up first in Miami is the Berlin-based artist Oliver Laric. Lee is also unveiling a brand new flagship store in

Melbourne later this month.

“When I first opened my stores, I was showing primarily womenswear collections,” says Lee. Much has changed since. “We
introduced a men’s capsule, launched our unisex line [Lee doesn’t formally have a menswear collection, rather labeling it as
unisex], and expanded into footwear, handbags, and jewelry.” This new wave of spaces is designed to show off the full range
of Dion Lee. “With online retailers in the US and a small representation of specialty boutiques and concept stores, you don’t
get to see the breadth of the product,” Lee says. “I'm excited to invite people to experience all aspects of the brand, but also to

challenge people’s perception of it as well.”
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Dion Lee in Miami. Kris Tamburello Dion Lee in Miami. Kris Tamburello

He’s been showing stateside for a decade, but it’s in the last couple of years that he’s become a designer to watch. “I think it’s
me maturing, my taste maturing, and the product paralleling that,” says Lee. You can see it in his tailoring and in his more
evening-leaning product, but there’s a new finesse to his fabrications across the board. Lee has an undeniably sizable business,
which may surprise his New York Fashion Week peers. The thing about being young and making clothes that are seen as sexy
and “on trend,” is that you're boxed into the idea of being “emerging.”

“I do feel that I've been in a holding pattern waiting for these projects to materialize in order for people’s perception of the
brand to evolve and for that misconception to be corrected,” he says. He knows that people don’t always have the strongest
understanding of the brand, but he doesn’t see it as a problem. “Having shown in New York for close to 10 years, I'm aware
that many brands come and go,” he says. “Brands can become the next big thing in two seconds, and I've taken a very slow-
burn approach to building myself within the industry, having sat outside of the CFDA platform and not coming up through
the industry here.” His outsider status may actually be his biggest asset. “What I've learned from my now quite lengthy time

in the industry is that it’s about sticking to what you do and taking measured steps, even if they’re slow.”
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Oliver Laric “Betweenness” Stedelijk Museum / Amsterdam by Lijuan Klassen

D234

Oliver Laric, Betweenness, 2018. HD video, color, sound. 4’ 48". Photography by Gert-Jan van Rooij. Courtesy of Stedelijk Museum, Amsterdam. Gift of Modern Forms, London.

On the occasion of a donation by the private collection and curatorial platform Modern Forms, London, the Stedelijk Museum, Amsterdam, is
presenting Oliver Laric’s video work Betweenness (2018), the artist's rst solo show in the Netherlands.

Upon entering the dark, carpeted space, the viewer’s attention is immediately captured by the bright screen and the eerie soundtrack that
pervades the room. Over the course of roughly four minutes, the video unfolds as an array of continuously moving black lines on a white ground.
The contours of a monkey’s face transform into a hog's head, fungi, insects, human figures, and so on. The rhythmically morphing shapes raise
questions about the stability of form, whether organic or aesthetic. While a habitually geometric perception may tempt one to think of form as
static — a fixed property that defines the boundaries of objects and organisms — Laric suggests otherwise. Betweenness depicts form as
something constantly in flux, as an event in the process of becoming.

This suggestion can be read in the context of the artist's ongoing investigation into the historical appropriation and manipulation of images, from
Roman copies of Hellenistic marble sculptures to recycled animation scenes in Disney movies. By juxtaposing and modifying these adaptations in
a series of video essays called Versions (2010), he questions notions of authorship, piracy, and originality, ultimately celebrating the copy as a
significant form of artistic interpretation. Formally speaking, Betweenness more closely follows Untitled (2014-15), a video showing excerpted
clips of metamorphosing animation characters against a white background. Although Betweenness also uses a mix of 3-D scans from life and
found-footage renderings, its reductive animation style frees it from pop-cultural and art-historical references, letting an impulsive search for
meaning make way for sensual immersion. A sense of drifting is supported by the melancholic, never-resolving score, composed by Finnish
musician and producer Ville Haimala, who is part of the Berlin-based duo Amnesia Scanner.

Whereas in Untitled the figures are cast against a white ground, in Betweenness the white in between the lines still appears as textured,
voluminous, or translucent, depending on the viewer’s imagination. Thus, the video functions as a kind of practical appropriation of what is
theorized in Versions: “Five people interpret an action, and each interpretation is different because, in the telling and the retelling, the people
reveal not the action but themselves.” Zooming in on beetles and ants moving at a strangely slowed down pace, commonly human perceptions of
scale and time are put out of joint. Foregrounding insects and organisms implies that repetition is not only a cultural phenomenon but a
fundamental characteristic of natural history. In a sense, the video itself can be read as an allegory of evolution — evolution understood not as a
linear progression or competition at the level of species, but rather as an ongoing, open process of change and contingency, a multispecies
meshwork of organic and inorganic material.

Akin to the simplicity of its presentation, Betweenness is beautiful and to the point. At the same time, the lack of external reference causes it to
become somewhat self-referential and blurry in what it actually proposes. While moods and feelings are rarely as clear cut and defined as a
critical argument, they are just as real. More importantly, they are constitutive to argumentation and crucial, especially, when trying to grasp more-
than-human relations. The presentation of this work feels timely in terms of a certain ecological awakening in the art world. Still, as Laric’s rst
solo show in the Netherlands, it was a missed opportunity to exhibit more of the multimedia artist’s works that could have provided some context.

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



Oliver Laric “Betweenness” Stedelijk Museum / Amsterdam
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Oliver Laric, Betweenness, 2018. Still from HD video, color, sound. 4’ 48". Courtesy of the artist and Tanya Leighton, Berlin.

D234

Oliver Laric, Betweenness, 2018. Still from HD video, color, sound. 4’ 48". Courtesy of the artist and Tanya Leighton, Berlin.
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THINGS AND STUFFING:

hesre suppla, youthful flesh from stone, under
I ame™s hand, the hey's soft slhaek hody and

OLIVER LARIC'S UNTITLED (2020)  the ctumped weol of his <haspskin seat 2

Rendered n a dempled. luminous grey. the animated fig-
wres in Ofver Lanc’s videa, Untitled (2020), appear as if
captured by a scanning electron microscope, or made of
hammered tin. Sharp, thythmic cuts bring ws from one
tableau to the next. A praying mants turns its head; a crab
maoves across the screen; flies, worms, and eukaryote-Eke
chitters swanm; a sea urchin, lobster, and horseshoe crab
are held up as f by a vendor at a sealood market; an as-
sortment of fung fruit from varous surfaces. Everything
maoves with a vibrant jerkaness as n siop-motbon anima-
tions or tme-fapse wideos. There's a sense that we're
seeing something come into being. A lumpy mass grows
a head and hmbs 1o become a man in repose. A snout
protrudes from a shapeless lump to become a frog. Ahg-
ure evoiwes from an embryonic mass. Topologically, the
sea creatures, iInsects, humans, and fung: are all bags or
wessets—wireframe nets molded into Be forms.

I he notion that the world is populated by wesszels is found
inmarch of Lanc's work. The Hunter end His Dog (2014) s
a zenes of low-refief sculpmures made by powring pofyure-
Wageme e meedds mede T 30 sedses of Julbes Gikean®s
peuGlemsizal sculpivne of Uee samee nasie (1838L The
reesinn s e with povedered jade, slunsivurm, broreos, gmmd
e s pigeienils, U poanes] mi tee skl as f makny
marble sake. Prralcging oontent over form ks emphaseed
by the ot that the soulpture esists in multiples. Each
puurinﬂﬂr_'tnnld wudm:ﬁmsamhnniﬂﬁatﬁﬁnmrﬂ
marbling patterm. In Lane’s hands, Gibson's Tho Huntor
and His Dog i= mercly a vescel and its content #= sub
stance, its meanmng—ecomas from what Bls out the form.
SBilaaping Rnp [ATR)L a AN panted sodpmure chinmed A
ter annther Giheon sean. pmposes the apposte. Whare
the marhle mid-19%th rerhuny anginal. reeed ondier the
tgelage of Manom in Bnme. dieplays Gibsnn's ahdity tn

Lisboa
Rua do Patrocinio 67E
1350-229 Lisboa, Portugal

rendered into 3 senies of thin plastic shells
fastened together to form a figural whole. In
this case, the surface is the content.

In fact, mamy—if not most—of Lanc’s things can be
construed as vesselz. The epening fines of Tristan Gar-
cia's philosophical work, Form and Object: A Treatise on
Things (2014), comes to mind. "Cur time” he writes, 'is
perhaps the tme of an epdemic of things”™ In a word
where things increase in number at an exponential rats,
Garca proposes that coe way o atiend to everything is to
remave the hiearchies we've previously used to put the
weorld into categones. Rather than cramming more books
oniz a full shelt, he lays them sade-by-sude on the ground.
For Garcaa, objects and thengs {a sculpture. a sea urchin,
the Intemet, the coronanrus et exost before we ascnbe
meaning @ them (a pece of rock easts even betore we
recognize its existence] |hings come into being when
theeir vanous atiributes combine. Imagine everything as
a container filled with cards with qualities and attributes.
wrimen on them. A crab is nothing more than a wessel
filled with cards labeled “marnine animal,” “exoskeleton,”
"t iebrate” "pueseesses prrers,” dreld s v The wab
s el el Ly w1 wmn Ui “caals vemsmed™ arad wilfial o omel
“Beinny v eswde o Warng aod betog gues outside i
Cemia vt A thinyg & muthinny vilves than Use differ-
onoo botweon h-ch'rgirﬁiﬂ-n Uﬁfmmbﬂnrbdbcﬁ'rgmn

Bctuning to the pulsating, cvohang forms i Lano's wd
ca, it bears merboning that the question of formabaon =
depicted through agents of decay and disintegration. We
=ra fing multaply om tree trunkes, wnrmes Lmspoinking weth
Bk by caraadice e o el et s raading all
mear 2 frng, 3 cancemirs grswth matastasrng nnoacmh
a cwarmn of flies gathared nn a2 man's hack_ what appears
to be bactena or mold spores rapidly profferating. and a
wadensng hole on an outstretched human hand—perhaps
3 ternfying tme-lapse of a flesh-eating wound. Kany of
the animals in the wdeo are scavengers and decompos-
ers. Crabs, lobsters, worms, fies, ants, fungi, and bactena
all feed on dead things. In doing so. they break down or-
ganic matenal and make wital numents available for the
BCOSySiEm's primary producers, namely plants and algas.
Just 25 death is necessary for life, decomposmon is es-
sentzal for the emergence of forme

Archiecture theonst Keller Eastering proposed 2 simifar
thesis in her 2014 es=ay, Subtraction. In 1, she anguss
that construction, though domenant, is only one process
by whech archstects can shape the Ined ernronment
Archritects are tramed to bunld, yet there are no mstitu-
tionafized studies on how to unbuild or subtract. “Meth-
ods of demalishing, imploding. or othensise subtracting
buslding material,” she writes, “are not among the essen-
ual skills impamned w archirecs-in-waining ™ Submacting
from the world, dismanding the sTucTures weve built up,
clears new spaces and shapes our fved ervironmen as
powerfully as conswuction. Like Larics decomposers,
Earsteafinny sungeests it rrew aaml renesned realities can
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only come mio being by teanng down old structures. Ar-
chitects value construction because the results of enerngy
expended 1= thought o be more visible. "The general con-
sensus within the disciplne.” she wiites, "is thet architec-
tural efforts should be wsible o photographs™ This, of
COUrsE, Is wiang. Even inthe recent past, the destruction
ofwalls, towers, and monuments register photographical-
ty, ideologically, and poltically in their profound absenc-
&= An ethics of space emenges from what 1s not there or
ni longer there.

I he kast two scenes in Laric’s video depict 3 sguid swim-
ming across the screen past unknown floadng globules,
annd wihiat appears W be g tie-apee Jdip ol g cioead of
people milhing arcund each other a= if at a party or traan
stmtan. The perng of the squid and the: hunso i these
final =cenes recalls Vildm Mu==er philosophical reatse,
Varmpyrotouthis infornalic (1BE7/3013), whioh probed
tha conditon of being human through a biclogical axplo-
et o Hhas Tetaslr <epiel, ths “ummpire. s fren hell=
Measuring ahaart thirfy rentimetees it Ives in the deep-
Fot mevst noynen depmeed parts of the neean s sight
arms are webbed together. grning it the impression of
wearing 2 closk, Bke 3 vampire. it feeds schisvely on
“marne srow;” the tny flakes of decomposed animals,
feces, and plankton that drft ;o the aby=s from abowe.
When Flusser's book was first published—four years be-
fore he died tragecally in a car crash in 1991—no one had
ever seen a vampere squid afive. Found caught in deep
sea drag nets, flcating on the surface, or washed ashore,
it was a species that Pumnanity knew onlyin is death. Our
Inved emarcnment and that of the vampare squid cannct
be further apan. Indeed. just as n finds death as it ap-
preaches the ocean surface, humarns cannor SUrWve in
the cold, pressurized, dark waners of s home: humans
annd =qunds aae separsted Ly hall o Lol years of ewslu-
Lruniary dreergere, yeb e shiged an aneesion o, deeyp
in the past. Flusser sow the oocan swurfacc as 2 magio mar
ror. Wi can kcamn of the human condition by probang s
antithcee. Like the promise of rencwal represented by
Laric’s dacomposars, or the valus making logsc of Eastar-
hing’s subtraction, one of Flusser's most stikng discover-
ies was an ethical one that derved from the cephalopad's
fom. Like humans. the vampire squid is biaterally sym-
metrical It differentiztes betwesn up and down. keft and
night, and green these formal atinbutes. Flusser arques
that it must also be a dialectesl thinker: Like us, it must
“deny one side from the position of the other”™

The squid is akso a vessel, a bag. Its internal organs float
freely within its body or mantle—the part humans like to
shoe imto nngs and deep try m breading. The hollow of
the squid 15 often used hke sausage casing and stulfed
with other ingredients; stuffed squid is enjoyed by coastal
commundties around the world What would Husser say
about this? Fonget aesthetics, forget philosophy, what if
Tnamnty’s by For ol iteracta vt dee veorld = simpty
o mureile Ll [F1s -8 :llJr.ErH Iy vne Leomnass o wee subilsact
from the word? f Lanc’s video suggests a topologcal af-
Eni'ly betere=n all utgu'u-um:—hmﬂu.n:, :quidsehn.—'lhe
meonster at hand i= not s vampire, but rather a cannibal.
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«SCULPTURES INFINIES". LE
MOULAGE RETOMBE SUR SES
PLATRES
Fu E'.'L'.Z" .':J.'.
Confrontant des modéles antiques et leurs variations
contemporaines, 'expasition du palais des Beaux-Aris
réactualise I'intérét pour cette pratigue a l'neure de la
duplication numerique.
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11 fut un temgs ou I'on réservait aux platres les plus belles salles de
I'Ecole des beaux-arts. Dans la cour vitrée se toisaient les répliques
d'illustres Grees et de fameux Romains, dignes ambassadeurs de
I'«antiquexr, alors au centre de enseignement de Ihistoire de I'art mais
aussi de la pratique de la sculpture et du dessin. Puis ceux-¢i ont
progressivement perdu leur aura. Considérées comme des avatars du
passé, inutiles pour la formation des artistes modernes, cessilhoucttes
immobiles, a la merci d'un temps qui n'était plus le leur, on: méme été
vandalisées. Quand, au tout début des années 70 aux Beaux-Arts, la
jambe droite de la réplique de I'Hercule Farnése fut briscée et les statues
du monumental fronton d'Egine décapitées, une partie de la collection fut
transférée aux Petites Ecuries du chateau de Versailles - dans la galerie
des Sculptures et Moulages, malheurcusement fermée au public en visite
libre :

Certaines pic¢ees reviennent aujourd hui par la grande porte au palais des
Beaux-Arts (Paris VI®) pour cette exposition, fruit d'une coliaboration
avec le musée Calouste-Gulbenkian de Lisbonne, qui confronte des
platres issus des collections historiques (celle des Beaux-Ar:s de Paris,
done, mais aussi de la Faculdade de Belas-Artes de 'université de
Lisbonne) & des ceuvres contemporaines. L'occasion d'interroger la
pratique méme du moulage, parfois réduite a sa fonction purement
utilitaire, documentaire, et qui pourtant souléve de passionnantes
questions. Production sérielle, variation, transformation ou changement
d’échelle : autant d’aspects qui ont pris ces derniéres années une
résonance particuliére avee le développement des procédés numériques
d’enregistrement et de duplication.

Ainsi retrouve-t-on, aux cotés de la réplique d'un Apollon du I sicele
avant.].-C., Laurent, modcle vivant scanné en 3D par Xavier Veilhan afin
de constituer la matrice d'une série de pitcees (variant dans le choix des
matériaux, 1'échelle ou encore la position). Non loin de la, Rebekkah, une
jeune Britannique ayant pris part aux ¢émeutes de Londres en 2011 et que
Simon Fujiwara a conviée a Xi'an, en Chine, ou se trouve la célébre
armée de terre cuite du mausolée de I'empereur Qin. LA, I'artiste anglais
a fait produire une centaine de tirages moulés sur la jeune fille,
transformée en armée i elle toute seule. Un bataillon de clones en jean,
tee-shirt et pesantes boucles d'oreilles, dont trois soldates tronent ici, au
milicu de fragments de leur propre corps. A leur gauche, les masques de
carnaval bourrés de ciment de Jean-Luce Mouléne, déclinaison du
masque mortuaire, ces effigies moulées en cire que les Romains
désignaient par le terme «imago» et qui servaient é fixer le visage de
leurs défunts, a garder une trace des généalogies. A leur droite, trois
tirages académiques de différentes tailles du Discophore du sculpteur
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gree Naucydes (IV€ sicele avant J.-C.), idéal du type de l'athléte au repos.

Du fond des si¢cles, ce sont, évidemment, des gestes et des silhouettes
quti reviennent hanter la création contemporaine : gardant 'entrée de la
salle du premier étage, deux «termes» (des bustes dont le bas se termine
en gaine) inspirés de la sculpture dite du Moscophore (excavée de
I’Acropole en 1864) ne donnent 4 voir que deux bras maintenant
fermement les pattes d'un jeune veau. Cest la 'aeuvre d’Aleksandra
Domanovic qui, a I'aide de modélisations 3D, évoque le clonage et la
gestation in vitro. Au rez-de-chaussée, I'Anglais Steven Claydon, avec son
Voyager Assembly, préte a un moulage du Vieux Pécheur, dit Sénéque
mourant les traits du personnage joué par Wesley Snipes dans
Demolition Man et place I'Enfant luttant avec une ote, d’aprés un
original de la période hellénistique, surune pile de palettes et sous une
antenne parabolique bricolée.

Chifoumi

Loin de se limiter au détournement de classiques, le moulage permet
aussi aux artistes contemporains de fixer les surfaces (émouvante série
des «Facades de Berlin» d'Asta Groting) et de révéler 'envers des formes.
En scannantles sculptures évidées de Barbara Hepworth

(immense artiste britannique a qui le musée Rodin consacre en ce
moment une exposition) pour les retourner sur elles-mémes, Christine
Borland en dévoile le volume intéricur. De méme pour Francisco ‘Tropa
qui a moulé le vide interne d'un buste de Marianne, dont on reconnait le
bonnet phrygien, et baptisé son ceuvre Republica.

Avec Sons, Daphne Wright retravaille délicatement la texture et la
chromie d'un moulage sur le vif de ses deux jeunes fils ; avee LLLLOLLL
(Working Title), Michael Dean coiffe ses grands boudins de ciment teinté
d'un bouquet multicolore des mains de ses enfants dans différentes
positions (comme dans une partie endiablée de chifoumi). A1'époque
victorienne, il n'était pas rare que les parents fassent réaliser des
moulages en platre des mains de leurs descendants, morts ou vivants.
Mais si la pratique du moulage fut rendue désucte par la diffusion de la
photographie et 'abandon du canon esthétique classique, elle reste
encore aujourd'hui chargée de mystére. Les platres trouvaient jadis leur
raison d'étre dans la représentation de ce qui était absent. En
confrontant les collections de moulages aux créations de I'ére numérique
vient donc le moment de les regarder non pas comme des substituts,
mais bien pour cux-mémes. Et de célébrer les potentialités d'une
technique éminemment actucelle. =
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Transpondo a entrada da Galerla Pedro Cera, uma pe¢a no centro da exposicao

de Oliver Laric (& primeira em Portugal deste artista avstriaco), cativa,
de imediato. o olhar. Trata-se de uma escultura intitulada Reclining Pon, de 2019, que
atraicoa a nossa memona mas sansivel, A sua imagem &-nos famibar, assim como o
retratado, o deus grego PA. deus dos bosques, dos campos, dos rebanhos & dos
pastores, comummente representado com orelhas, chifres e pernas de bode, tronco.
rosto, bragos @ maos de homem, segurando uma flauta de pa, No entanto, as matérias,
de que se compoe (¢ a reaccao entre estas), revelam um brithe, uma fNuidez, um
maovimenio. uma transparéncia, por vezes. ou uma opacidade, por outras, da ordem do
plastico. do artificial, da extrema leveza (que o seu suporte acentua, adivinhando-se o
seu interior oco), das superficies lisas perfeitas, nas quais doces neclares nio
encontrariam qualquer resisténcia. de algo que s6 pode ser criado. ndo pelas maos do
homem. mas por uma qualguer outra maguina, computador ou robd.

Em seu redor, perfazendo trés planos distintos da sala. encontram-se trés balxos-
relevos que, 4 uma certa distancia, se assemelham a tradicionais baixos-relevos em
marmore. Contudo, uma vez mals, a sua superficle mostra uma outra matéria que,
gmbora contendo na sua composicio pd de marmore & de granito entre pigmeantos e
resina, se apresenta como algo informe (onde s& percebem manchas vagas de variagdes
de intensidade de um mesmao tom), artificial e, paradoxalmeante, flexivel, uma matéria
nue expande, alarga e desforma os gestos em relevo até ao limite que os toma ainda
recenhaciveis na sua forma come fragmentos de corpos (sobretudo, maos e pés). Esta
plasticidade. movimento e flexibnlidade evidenciam o aparente paradoxo, a semealhanca
da pega central. tanto entre forma e matéria. como entre dois tempos distintos. gue
surgem nestas pecas como coexistentes: um passado que reactiva a nossa memdaria
através de um olhar rememaorativo & a conversdo desse passado num prasente cujos
contornos sio, ainda, hibridos e ambiguos, definindo, por conseguinte, um tempo
virtual.

Por fim, no planc gue encera & Circunscréve o espaco da sala, numa prateleira
suspensa. estio trds livros iguais para consulta. onde e lé que fnr: &um
arquiveo, iniciado por Oliver Laric em 2012, de modelns 30 descarregéveis, que podem
gser utllizados de forma livre, sam qualsques restricdes impostas por direitos de autar. O
livea apresenta alguns dos modelos digitalizados por Laric com o apoid de varios
museus e colecgoes, assim como algumas das apropriacoes que o artista procura seguir
& compilar, incluindo Reclining Pan, digitalizado a partir da pe¢a original, que se
gncontra no Saint Lowis Art Museom, atribuida a Francesco da Sangallo (c. 1535), Ao
gxpor este livro completando o circulo implicite na exposicio, mals do que revelar o
método de Laric, afirma-se que o arquivo do artista 4, esseancialmente, a sua obra, uma
obra em poténcia. E & neste momento que a obra se torna problematica, também.

Para Laric. a ideia de original 8 a sua critica remontam & escultura classica a
pressupbem. desde a pénese desta, lgualmente. a ldeia de copla, tal como revela o titulo
da sua exposicao Kopienkritik, que esteve no Skulpturhaolie Basel, am 2011, Kopienkritik
& um termo dehnido por historiadores alamaes, atribuido ao processo de analisar coplas
das esculturas cldssicas, sobretudo reprodugles romanas das esculluras gregas, para
possibilitar uma melhor compreensio dos originais perdidos. A pratica da reprodugao
&ra, igualments, comum na Grécia Antiga &, haje, o que ancontramos nos museus 5506,
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com rarissimas excepgdes, copias. tanto helénicas, como romanas. Na referida
exposicdo, Laric recrganizou as (copias das) esculturas classicas da colecgdo do museu,
& sobre dois moides de gesso. projectou uma versao do seu projecto-video am
construgio continua Versions, questionando as deias de autenticidade, verdada,
substdncia ¢ original. a partir de um modelo de percepedo que 26 poderd ser aguele
contemporanen, insaparavel da proliferacio de imagens e da velocidade da sua
reproducac na world wide web (Versions poderd ser a versao contemporanea e hibrida
do Attgs Mnemosyne de Aby Warburg e do Museu Imagindrio de André Malraux). Os
varios conjuntos, da asculturas que agrupou, exemplilicavam tanto a variacao (sempre
semelhante) em torno de um tema, como a proliferacac massiva de Imagens queé e554a
variacko produgz, injectando, ao mesmao tempo, nesse intervalo (entre varlacio e
samalhanca, entre ariginal 8 copia, ou entre-copias) um pansamento critico.

A obra de Laric nao se limita, por isso,
a producao de um comentario sobre a
cOpia, mas cria, a partir da copia e,
sobretudo, das propriedades e das
qualidades que advém da sua

digitalizacao e reprodutibilidade, uma
obra unica e original.

S3o0 as caracteristicas ou as qualidades estéticas. que encontramos @ descrevemos
anteriormente nas pegas presentes na Galera Pedro Cara, que distinguem as obras de
Laric dos seus modelos. Poder-se-4. ainda, considerar que a obra de Laric — sobretudo
a pratica da digitalizacdn 3D — insere a obra de arte (habitualmente, a escultura
classica que j& &, por si, uma copia) No espaco pobhico que Josd Gil descreve: “A mawr
gratificagdo que pode receber um artista e saber que a sua obra entrou no espago
andnimo am que, translarmando-sa multiplamenta, val azer nascer outras vozes, outras
escrites. outros pensamentos, Ter a felicidade de saber gue a sua obra deixou de ser
sua, precisamente pelo seu imensa poder de devir-outra™. A criacdo de um arquivo de
modalos 30 corresponde, exactamenta, a criacdo deste espaco publico, onde a cbra de
arte circula de forma livre e anonima, podendo sempre transformar-se noutra obra,
devir-outra. como demonstra o livio da axposigio.,

Mais ainda, a raprodutibilidade digital proposta pelo arquivo de Laric atribui outro
sentido aos conceltos introduzidos por Walter Benjamin no seu ensaio "A obra de arle na
era da sua reprodutibilidade tecnica™ Como anteviu Benjamin, aplicando-se a analisa
marxista as tendéncias de evolucao da arte face 4 alteracao das condicoes de producdo,
& possivel eliminar "alguns conceitos tradicionais — como a criatividade, a genialidade,
o valor eterno & o secreto” (W. Benjamin), & fazer surgir conceitos novos em teoria da
arte (4 data do ensaio de Benjamin. decommentes da reprodutibilidade técnica e da
alteracao do modelo de percepcdo gque esta induziu), gue se diferenciam “dos cormentes
palo facto de serem totalmente Inadequados para tins fascistas, Pelo contrario, sao
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Oliver Laric
Artforum, February 3, 2018
Kristian Vistrup Madsen

INTERVIEWS

OLIVER LARIC

February 26, 2018 » As told to Kristian Vistrup Madsen

Oliver Larle, untithed, 2018, 4K video, color, sound, 4 minutes 50 seconds.

f.}lrJ.l [~ f..'rr.l.t.' r..h Hr .'l?]‘!“’]‘.'?” .'rrFf.\-J' h.'?\-ﬂ'lf J:]'I H-:'nllru. l?ri:'.'\-nuruug ruJIJ.nIH flf’f’l"“{'f\;ﬂf{:’ .'”le
originality, he uses 3-D scanning technologies to make historical artworks and other objects
available to be copied on his website, threedscans.com. Laric’s own ghaostly versions of
classical and neoclassical scarues were exhibited most recendy ar the Schinkel Pavilion in
Berlin, From March 3 ro April 14, 2018, he will show new works in the exhibition “Year of the

Dog" ar Metro Pictures in New York,

| AM INTERESTED in moving towards uncertainty. My work offers attempts to reinscribe or
open up the material P'm looking at and make it less categorical. T feel more comfortable with
the idea of objectivity—or even authenticity—when it's not bound o a single reality or single
narrative. For instance, ar one point in history, the objective depiction of a lower was

considered to be made by drawing one flower that you found, with all irs idiosyncrasies and
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A Young Artist and Disrupter Plants His Flag for Black Lives
The New York Times, May 3, 2018
Robin Pogrebin

flaws, and ar another, by drawing the average of one hundred flowers, or by depicting ren

different flowers, And so abjectivity, too, is a very unstable concept.

The as-of-now untitled video I'm showing ar Metro Picrures is the continuarion of one that |
ras working on in 2014 and 2013, for which [ went through extensive parts of the history of
animation and looked for scenes in which people, objects, and animals transform. With this
new work, [ am not focusing just on metamaorphosis, but also on the moments in berween
moments. As such, the aspect of time is more present here; every scene is presenied slowed
down, and there is never an idea of closure, or resolve. I've become very aware of this in rerms
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—vou just cut between

[rANSItions,

Along with the video, | am showing three resin sculptures cast from the same mold of a half-
human, half-dog amimal holding another smaller dog. The three are like distane cousins, both
similar and different, and, in a way, I'm uncovering the process of haw that difference s
made. To me, the sentiment of the video and the sculprures is quite alike. [ wanted to have a
sculprure in two layers, where you can't see one without the other. They are hollow on the

inside and never completely opaque, so vou can always glimpse this inner world.

Usunally, [ make sculprures complerely based on ather people’s waorks, The precursor thar led
to this one is Jean Carries's Frog-Man from 1891, which is at the Musée &'Orsav. A few vears
ago, maybe | would have made a scan and wsed i, but now I'm excired about having a slightly
different working method where [ don’t rely so much on an existing form. | chose the dog
becawse [ wanted o work wich an animal thar is closcly entangled with humans or, pur
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, ar any dog that you would know, bur rather the idea of a dop—a generic, basic

dog.

What draws me to the generic form is chat icis interpreted for different purposes, From carly
o, that™s what Fascinated me about neoclassical HL‘IIII’J‘[I,:IH,::\‘ Lrr. Thu}' wWore :!in,';u,l:,' the second
birth of a type of form and, in that sense, not really final. The cartoons | utilize in the video
are also not quite generic, but at the same time they couldn’t be assigned o a specific author,
They are general depictions of humans or animals—archetypes or allegorical fgures—that
could be adapted to whatever circumstance. 1 like when there’s an openness or a gencrosity to

a form that can just become and continue to become, and is never fixed as an enty.
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The ghosts of property
Spike Magazine, Winter 2018
Chloe Stead
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Die Geister des Eigentums

VVORK war einer der ersten elnfluss-
reichen Bilderblogs der Kunstwelt. Die
von Oliver Laric mit Hinstlerfreunden
gegriindete Plattform loste 2006 noch
heftige Debatten aus, ob Kunst online
liberhaupt richtig erfahrbar sel. Die Unter-
scheldung Twischen real und digital hat
den in geborenen Kiinstler
ledoch nie interessiert. Laric stellt
3D-5cans won historischen Skulpturen und
Objelten zum freien Download bereit
oder |55t das Fotegrafierverbot von
Klimts Beethovenfries in der Wiener
Secession aufheben, Er rittelt am autori-
taren Privileg der etablierten Instituti.
onen der Kunst. Von CHLOE STEAD
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The ghasts of property

mﬁ:‘ugmnm influential 5
image art world. Founded
Oliver Laric and a group of artist friends in
2008, it heated debates about
whether it was even possible to properly
experience art online. But the Austrian-
born artist has never been interested in
the difference between digital and real.
Laric makes 3D scans of historical sculptures
and other oblects avallable to download
for free, and arranged for the ban on

phy of Gustav Kliimt's Beethoven
Friexe in the Vienna Secession to be lifted
te rily. In his work, he questions the

autherity of established art
institutions. By CHLOE STEAD
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Oliver Laric
Frieze, May 2016
Max Henry

Mearwhile, Max Klinger: Beethoven, 1902 - at a height of £,&66 metres Laric's largest work to date -is a 3D
reproduction of o Beethoven portrat by Mox Klinger onginally maode from marble, alobaster, amber, bronze,
and wory, and which took Klinger fifteen years to maoke before it was installed in the Secession's 14th exbibition
of 1902, along with Klirmt's Beethoven Frieze (1900). In Lanc’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 fram 25 prefob compeonents, the
joining seams are clearhy visible to break the illusionism of a salid mass, Copyright issues surraunded the
production for Laric’s copy in the Secession. The Museumn der bildenden Kinste 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 tock 300 or so photos, which were then painstakingly composited into the Klinger 30 print in

Vienna, imperfections and all.

Lanc's efforts bebind such works are time- and research-mtensmve, from the moment be locotes and opens the
archmves, ta the lahour of concisely assembling the photas and transloting that infarmation inta 3-dimensional
scans and ultimately ponts. Loyers of dota such os provenance, onginal material, institutional copynghts and
ultimately precise photagraphic scanning and repraduction, are the ingredients far a recipe that turns into
elaborate 30 scans. They are then 30 printed in piecermeal components and assembled on site. Laric is a sleuth
and farensic scientist rolled into one, going to eloborate lengths to show that copy and ariginal 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 seftware specifications and the information of how to do 5o freely passed
aleng. Mo two copies can ever be the same, though the knowledge gets relayed in a different format. Perhaps

this 15 how cultural artefocts will survive another thousand years.

‘Photoplastik’ bridges o weird netherworld between the flatness of the phato and the instanthy gratifying
rmaterial girth of 30 printing technology. Scattered throughout the 18 sculptures are references to antiguity,
and to Meo-Classical copies of HRoman copies of Greek antiguity or nineteenth-century naturalist studies.
Charrming mether and child sculptures based on modern mid-century sculptures are scaled down just so. A
single copper relief mask features the celebnty foces of o dozen contermporary actors ond actresses, solely from
phote sources (Lebendmasken, Living Masks) . Gone is the romance of the ouratic in these objects. In its place is

a ramance with informotion os content, ghosts in the mochine - matenolly present or not.

Where hot-button capyright is concerned Laric revels in the grey zone of the legal system on any continent and
=with downloadable scans, concurrently presented on threedecans. com <http:/fwww threedseans.come -
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 cur 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.

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



Hijacking Classical Sculptures in Vienna
Ssense, May 2016
Bianca Heuser

SSENSE
Hijacking Classical
Sculptures in Vienna

Amist Oliver Lanic Open-Sownces Museum Sculpiures and
Shows How Technology Has Changed Authanticity

f ¥ @

Far every appartunity opened up by
technelogical development, twice as many
questions are posed Who does information
belong to? Why does rarity increase value? What
does "onginal™ even mean? The Austnan-bom
and Berlin-based artist Oliver Lanc is concerned
wilh exaclly these guesthons, His videos and
sculptures play with the formulas and copies
surrounding thal whch we imagine Lo be ungue,
Laric is so disruptive in the normal circuits of
intellectwal property—from importing North
Karean sculptures to creating his own high-
security holograms—that the stories behind his
weork somelimees evoke the fechng a hest mowvie.
Far an aongoing project, he focuses on the
neoclassicist Greco-Reman sculpiures that can
be found on display at museums all over Furope,
as well as molds laken of Ihe laces ol celebnbes.
The 3d-year-old creates 30 scans of these
culiural treasures to re-cast them, and uploads
thez scans o his websile as open-source data,
Mow, they can be recreated anywhere by anyone
equipped with the required technology. They can
be used as home decor in virual reality
environments, of ag models for 3D-printed lamps.
It i& a gesture that shows how old school ideas of
onginality and preciousness have been
complelely changed by conlemporary
technology.

Branca Hewser spoke wilh Olneer Lanc, who was
visited by Lukas Gansterer during the installation
ol hrs exbutibion "Pholoplastik” al the stoncal

Secession art space in Vienna
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Bianca Heuser; How did you go from starting as
a graphie designer to being an artist?

CHiver Lare | had no idea that you can make
MORay in A, 80 1 thaught I'e study semething
practical | didn'l even know there was such &
l|"||n1] ax a conlempanary arl rmatkel, bl then a
collector asked i he could buy the videos on my
wehsite, | askad some arfrats how that worles, and
that paid miy rent for a while

Which i ¢razy, since video work has a
reputation of being nearly impossible 1o sell,

Maybe not impossible, but more difficult. Then
one thing just led 1o the nexd, museam
commissions—this and that—wuntil | could slowly
Tz Broom L InitiaBly, | just shaoweed work on my
website Whemn | had my first exhibition in a
phyascal space, | thooght Bl P jus! take the
wink | created ke the web and pul of m b space
| dan't think it worked o well | started thankmg
about sculpture as something to put in a space,
but still | am more atracted to the image of it than
1 sculpbune @l The scolpiure dsedl = mone ol
i by-produch Thie rmage is the most common
petceplion ol exiibilions genesally, 1001 don't
think it's just a market tool, but alse an aspect of
miaking work avakable bo people hal are nol m
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Berlin, London, Pans, and New Yok, | expenence

a lot of art just through s documentaton,

What are you showing at the Secession in
Vienna right now?

Sculptures. They exist in the space, but also as
data made available for free on a website. 3o
misl things in the exhabition space can also travel
and be consumed and modiked elsewhene, | am
working with a lawyer to Aigure oul which
nlarmation can be published. Generally
speakng, the aulhor has 1o have been dead lor /0
years Aside iom thal, thee are moral issues, oo,
when you're using a demchon ol a person. "ve
been scannmng hile masks of celebnbes that |
collecied om eBay, which are incredibly
delaled and show every single pore—ol
Chrigtopher Walken, Sigoumey Weaver, Ice Cubse,
Meryl Streep, Robent DeMiro.

When you're using other people’s faces,
especially thoze of celebrities who in a way live
off of them, there is a thin line betweaen being
intriguing and being just plain creapy.

1 find 1l kind ol lascanaling whal the: legal
hmdatons are, and how much modibcabon s
needed 1o create a new lom, I'm mierested m
this gray area, These masks ae a byproduct ol
him produchons. 5o il there 15 a scene m Abenin
whech Sigourney Weaver gels melled in lava, they
will use this mask as a dummy, Some of them
later land in trash cans, and some siudo
employes will pick it up and sell it to a subculture
of traders,

That sounds really illegal.

| think people ane interested in this kind of
Hollywood paraphermalia, because it is as close
as you can get to your actor of choice. It has really
touched their skin! But it also is dead, a feless

piece of plasier.
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already scanning works for consenvation
purposes. IU's just the accessibality pan that is siil
relatively new terrtany. Muscums ane still trying 1o
hogure o oul From my perspecines, my work s
beneficial to theme [t's time-consuming and quite
expensiye to make all these scans, There s a
nedd lor hem, 100, | pul a medel up and a week
Iater it's been downloaded a few hundred imes.

anodher wesek later a lew thousand bmes They

spread incredibly fast

The digital and analoag ane very much

intertwined in your work.

Yeah, | don't view it as such a binary opposition

Do you think of the digital as an extension of the

analog?

Yees, il's pusd anee thineg to mee Ldee | sanc], my
fascination with sculptue 15 a lascination with ns
documentation s paet of the same idea | also
get a bit anxious when something is rane or
damageable. [t's tamifying lor me to have all these
seudplures saound myy Sludion Hawing these digital
fibes, wiach | can reproduece if they get damaged,
calms me down. |'m not drawn to the des of 8
singbe, precious object with chaisma, either. IT's
nod the obgect ibsell thal excibes me, bul the idea
That manidests nsell in i For examphe, | visited a
temple in lapan that is destroyed and rebuilt
every 20 wears. This has been going on for almaost
700 years. There are two plois of land, and {or 20
yearg, this shrome made oul al cypress wood will
b o o gede, and then tor the next 20 years on
the ather For a few months at the end of each

cyche, both euast next 1o each other. On ome side
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you have the old one, modified by natune for oves
18 years, and on the other a biand new,
untouched one, i's such a tascanating thag to

son My initial impulse was 1o pray 1o the new
sheine, but it made no sense, because the spirils
hadn't been tanslemed yel Two days later, the
cermmany had been pedormed, and people weee
prying 1o 1he new shnse 1D was prabably the
mast emotional manment far me in ralation to
architechure, 1 Wasn 5o much about ths specilic
psteae al eppress wood, of & mallenn-ald Gee, as
itwas about the idea of cypress wood. | like to
think of my waork in a similar way. lt's this idea that
can be re-pedarmed over and oves again, amd 5
ned bz b0 @ Singhe precious obpect. IS a very
contineous repetition, 100, The bullding isn't
modtied. [1's been built exacily the same way for

Madrid
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1300 years. You could anguee that 18 cument
version 5 much closer to the imilial one bt m
680 than a buildng kept alive by the European
tradilmon, which ielisheres patina and decay
UNESCO won't give this World Heritage status. To
them, ol i 20 years obd at maosl, wheneas to Shanto
pnests, it's 1300 yvears odd

Queastions of authentcity, like awnarship, playa
g rode In your work as well,

It's wery Bexible. [t's changing owver time. | think the
FESOCRION N Mos] Cases s lempokEny. Some
people in the art world might associate the shape
and form of that John Gibson statue with my
narne, bat thal maght kst los maybe 50 or 100
years, and then mowe on 1o anather name. | don't
think of these works 1'm making s mine
necessarily. I'm just being associated with them

That's a very modemn approach. ldeas of
awnership—whather they are concerned with
land or romantic relatienships—massively
complicate thingse. 5o what makes them so
pressing in regard to intelleciual property?

1 mighl be good (o ignore that discussion and
just take it as a given: That's just how our culture
works. | grew up kslening 10 hip-hop and leained
thal thes music | loved already existed in the 1970
and ks just being reinterpreted nght mow
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previously just called “television® became “black
and while lelevision” | think il's betler o st call
evenything that happened before “pre-Intermnet
art” But the art world's interest in Internet-related
work s kmd of recent, | was surpnised at how long
this major influence was left out of exhibitions.
The art world is very far behind in many ways,

It’s like your parents who just discovered
Facebook.

But it docsn't upset me much. What bothers me is
that 50 many people who were instrumental in the
early years of what could be described as part of
this moverment are ieft out of the discussion

Interview: Bianca Heuser
Photography; Lukas Gansterer Art
Images. Courntesy of Oliver Lanc
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Lizzie Carey-Thomas names 7 innovative young artists on the fast-track to fame
CNN, November 2015
Lizzie Carey-Thomas
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Neo-neoclassical art
Finantial Times, October 2, 2015
Francesca Gavin
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show, Plasters: Casts and Copdes, was at The Hopworth Wakefield gallery in Yorkehire this
surmmer, and he i eureently warking on public art pieees in London, as well as items for private
collectors.

Alss eonnecting ancient times to the modern day is American artist Sara VanDerfleek (works
from #5,000). Her photogmphs of ancient statues {coloured an intense hlue fo beighten their
heauty) were first shown at New York's Metro Pictures, juxtaposed with the minimalist
senlptures. they suhsequently inspired, 1 hope a compeehension of the classical ean be
imterwoven inte a larger, more prismatic approach o umderstanding and interpreting the
world.” she says. "1 feel that elements of the ancient are ever present in our lives.” VanDerBeek's
show at The Approach in London opens on October 14,

“The attraction of the neo-necclassical is the shock one gets from recognising a familiar image in
& new context,” says Ken Rowe, vice chairman of global business consultancy Y5C, whao has been
callecting art for 25 years. He owns a number of works that draw on the cassical, including
pieces by VanDerBleck, AR Penck and Markus Liipertz. “Great artists are always engaged in the
process of subiraction from historical matifs,” he says. “Liipertz in particular is a great example
— nzing the classizsl to euplore emational ar political points with freshness” The German
painber bas just had a major retrospective al the Musée d°Art Moderae die la Ville de Paris that
inchuded 140 works, many of which have a typically playful, irreverent approach to the ideals of
beauty so key o classical imagery, as do works in a carrent show at the Arnull Rainer Museum,
Baden, which mans until Oetober 26, He has been working for over 40 vears and bis depictions
of classical bodies are more popular than ever, with work leaping from €50,000 at auction 10
years ago to £250,000 in the past year.

Los Angeles-hased artist Amy Bessone nses female torsos and reclining nudes = often in strong
cabonrs such as hat pink and blood red = to imbae her paintings and ceramics (from $6,000)
with a feminist subtext. “I'm interested in female embodiments of power past, present and
Tuture,” she says, “The chassical body was always fn my work, but sel-awareness around my use
of it came later — and is s6ill developing. ™ The truncated female Lorso, variously detached, put on
a pedestal, copied, cmbellished and more, serves “as a shifling glyph for bath art history and
myeeld™, A reeent two-person show ot Salon g4, Torsos & Buckers, with Matt Merkel Hess, saw
hollowed out replicas of classical female statues inspired by a found vase. Bessone is currently
working on a body of large-scale figurtive cermmics for an upeoming solo show at Gavlak
Gallery, Los Angeles, in Janoary, in what sounds like the perfect neo-neoclassicist studio:
“Imagine a female-only coramic version of the Met's Greek and Roman Galleries in the living
rosum of a funky 19708 stuces house on the eastern edge of the Hollywood Hills,”

From feminism o archilecdure and urlban development — and the work of London artist Pablo
Bronstein, who sooms in on and pulls apart classical references in city public spaces in his an.
“Classieal architecture was erweial in the 19808 and 19902, when publie spaces were sold 1o
private developers who dressed them up as peccassical piazzas with shops and fountaine,” he
says. “They seem public, but actually they ane entirely privatised, 1've made work about that.”
His intricate dmwings and sealptures (prices from B6.000) focns on details, excess and the
classical architectural origing of prefabrication and interiors, and mnge from proposals for
fantasy neoclassical fireplaces and Italian piszzas to a vesin replica of a clagsical column. Thess
are used to examine power, order, democracy and conservatism in contemporary society.
Several works will be al Museo Marino Marini, Florenos in Decembeer, az well as being part of
the touring group exhibition British Art Show 8, which runs from this month to Jansary 2o17.

And it's not just artists from the west who are appropriating these classical Greek and Roman
images and motifs, Chinese contemporary artists are also exploring the potent power of their
symbolism in a socio-cultural context, Sui Jianguo creates pop sculptural reinterpretations of
jeonic classical statues (such as Myron's Discobolus) — inspined by casts artist Xu Beihong
brought 1o China in the o8 In his work, the classical is used o highlight the cultural
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repression of both palitical and his own persanal histary. His disens thrower — elad in a Mao
jacket and made of fibreglass painted white rather than marble - is casting aside the bonds of
socialist ideology. Made in 1908, Jianguo's Mzcobelus and similar works continue to be much
talked about; they fetch ever-higher sums at auction (in 2013, a group of Jianguo's
contemporary takes on classical seulpmre sold for Bmbiom - about £1,0073,000 — at Christie’s],
while earlier this year the Discobofue was exhibited as part of the Saatchi Gallery's show Post
Pop: East Meets West,

For Belgian eollectar Alain Servis, bank sesuritization advisor and former head of international
bend trading at Dewaay, who owns several contemporary works that reference the classical,
such “sampling” # most powerful when used for provecative ends: “*Contemporary art should
open us to the ‘ather’, and surprize, question and disturb,” he says. “Art should be a pocket of

resistance,”

Amy Bessome, ses Gavlak Gallery and Salon gu. Danh Yo, ses Marian Goodman Gallsry. Damiel
Silver, www dandelsilver.org and see Frith Sureet Gallery. Frith Sureet Gallery, 17— 18 Golden Square,
London Wi (o20-7454 1550; www imhstreetgallery. com). Gavlak Gallery, 1054 North Highland
Avenae, Los Angeles, CA 90038 (+1323-467 5700; wiw.gaviakgallery.com). Herald St, 2 Herald Street,
London E2 (o068 agfb; www beraldstrom). Marian Goodman Gallery, 5-8 Lower John Street,
London Wi (oso-7o99 aobl; www.marangoeodman.com). Markuos Lipertz, see Michae] Wemner
Gallery. Metro Pichures, 519 W 24th Streel, New Yook, NY 10001 (+1212-206 Ti00;
wwwmetropicharesoom). Michael Werner Gallery, 2 Upper Brook Street, London Wi (o20-7495
figs: www. michashesrner.com). Oliver Larle, www.oliverlaric.com and see Tanya Leghton. Pablo
Bronstein, see Herald 5. Paee, 6 Burlington Gardens, London Wi (o20- 5206 6o,

ww, pacegallery com). Salon 94, 12 East gath Street, New York, NY 10008 (s 0646672 goue;
wrzalomg.coml Sara VanDerBeek, ses Matrs Pictures, Sul Jiangue, se Pace. Tanya Laighten,
156 Kurfirstenstrasse, Berlin 10785 (+4430-2216 0770; www tanyvaleighton. com).
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The Future of Loneliness

As we moved our lives online, the internet promised an end to
isolation. But can we find real intimacy amid shifting identities and

permanent surveillance?
April 1, 2on5
By Olivia Laing

At the end of last winter, a gigantic billboard advertising Android, Google’s
operating system, appeared over Times Square in New York. In a lower-case sans
serif font — corporate code for friendly — it declared: "be together. not the same.”
This erratically punetuated mantra sums up the weh'’s most magical proposition
— its existence as a space in which no one need ever suffer the pang of loneliness,
in which friendship, sex and love are never more than a click away, and difference
is a source of glamour, not of shame.

As with the cily itsell, the promise of the internel is contacl. Il seems to offer an
antidote to loneliness, trumping even the most utopian urban environment by
enabling strangers to develop relationships along shared lines of interest, no
matter how shy or isolated they might be in their own physical lives.

But proximity, as city dwellers know, does not necessarily mean intimacy. Access
to other people is nol by itself enough to dispel the gloom of inlernal isolation.
Loneliness ean be most acute in a erowd.

In 1942, the American painter Edward Hopper produced the signature image of
urban loneliness. Nighthawks shows four people in a diner al night, eul off from
the street outside by a eurving glass window: a disquieting scene of disconnection
and estrangement. In his arl, Hopper was centrally concerned with how humans
were handling the environment of the electric city: the way it crowded people
together while enclosing them in inereasingly small and exposing cells. Ilis
paintings establish an architecture of loneliness, reproducing the confining units
of office blocks and studio apartments, in which unwitting exhibitionists reveal
their privale lives in cinemalic slills, framed by panes of glass.

More than 70 vears have passed since Nighthawks was painted, but its anxieties
about connection have lost none of their relevance, though unease abont the
physical cily has been superseded by lears over our new virlual public space, Lhe
internet. In the intervening years, we have entered into a world of screens that
extends far beyond Hopper's unsettled vision.
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Loneliness centres on the act of being seen. When a person is lonely, they long
to be witnessed, accepted, desired, at the same time as becoming intensely
wary of exposure. According to research carried out over the past decade at
the University of Chicago, the feeling of loneliness triggers what psychologists
call hypervigilance for social threat, In this state, which is entered into
unknowingly, the individual becomes hyperalert to rejection, growing
increasingly inclined to perceive social interactions as tinged with hostility or
scorn. The result is a vicious circle of withdrawal, in which the lonely person
becomes increasingly suspicious, intensifying their sense of isolation.

This is where online engagement seems to exercise its special charm. Hidden
behind a computer screen, the lonely person has control. They can search for
company without the danger of being revealed or found wanting. They can
reach out or they can hide; they can lurk and they can show themselves, safe
from the humiliation of face-to-face rejection. The screen acts as a kind of
protective membrane, a scrim that allows invisibility and transformation. You
can filter your image, concealing unattractive elements, and you can emerge
enhanced: an online avatar designed to attract likes. But now a problem
arises, for the contact this produces is not the same thing as intimacy.
Curating a perfected self might win followers or Facebook friends, but it will
nol necessarily cure loneliness, since the cure for loneliness 1s not being
looked at, but being seen and accepted as a whole person — ugly, unhappy and
awkward, as well as radiant and selfie-ready.

This aspect of digital existence is among the concerns of Sherry Turkle of the
Massachusetts Institute of Technology, who has been writing about human-
technology interactions for the past three decades. She has become
increasingly wary of the capacily of online spaces to fulfil us in the ways we
seem to want them to. According to Turkle, part of the problem with the
internet is that it encourages self-invention. “At the screen,” she writes in
Alone Together (2011), "you have a chance to write yourself into the person
you want to be and to imagine others as you wish them to be, constructing
them for your purposes. It's a seductive but dangerous habit of mind.”

But there are other dangers. My own peak use of social media arose during a
period of painful 1solation. It was the autumn of 2011, and I was living in New
York, recently heartbroken and thousands of miles from my family and
friends. In many ways, the internet made me feel safe. I liked the contact I got
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from it: the conversations, the jokes, the accumulation of positive regard, the
favouriting on Twitter and the Facebook likes, the little devices designed for
boosting egos. Most of the time, it seemed that the exchange, the gifting back
and forth of information and attention, was working well, especially on
Twitter, with its knack for prompling conversation between strangers. It felt
like a community, a joyful place; a lifeline, in fact, considering how cut off I
otherwise was. But as the years went by - 1,000 tweels, 2,000 tweels, 17,400
tweets - I had the growing sense that the rules were changing, that it was
becoming harder to achieve real connection, though as a source of information
it remained unparalleled.

This period coincided with what felt like a profound shift in internet mores. In
the past few years, two things have happened: a dramatic rise in online
hostility, and a growing awareness that the lovely sense of privacy engendered
by communicating via a computer is a catastrophic illusion. The pressure to
appear perfect is greater than ever, while the once-protective screen no longer
reliably separates the domains of the real and the virtual. Increasingly,
participants in online spaces have become aware that the unknown audience
might at any moment turn on them in a frenzy of shaming and scapegoating.

The atmosphere of surveillance and punishment destroys intimacy by making
it unsafe to reveal mistakes and imperfections. My own sense of ease on
Twitter diminished rapidly when people began posting photos of strangers
they had snapped on public transport, sleeping with their mouths open.
Knowing that the internet was becoming a site of shaming eroded the feeling
of safety that had once made it seem such a haven for the lonely.

The dissolution of the barrier between the public and the private, the sense of
being surveilled and judged, extends far beyond human observers. We are also
being watched by the very devices on which we make our broadcasts. As the
artist and geographer Trevor Paglen recently said in the art magazine Frieze:
“We are at the point (actually, probably long past) where the majority of the
world’s images are made by machines for machines.” In this environment of
enforced transparency, the equivalent of the Nighthawks diner, almost
everything we do, from shopping in a supermarket to posting a photograph on
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Facebook, 1s mapped, and the gathered data used to predict, monetise,
encourage or inhibit our future actions.

This growing entanglement of the corporate and social, this creeping sense of
being tracked by invisible eyes, demands an increasing sophistication about
what is said and where. The possibility of virulent judgment and rejection
induces precisely the kind of hypervigilance and withdrawal that increases
loneliness. With this has come the slowly dawning realisation that our digital
traces will long outlive us.

Back in 1999, the critic Bruce Benderson published a landmark essay, Sex and
Isolation, in which he observed: “We are very much alone. Nothing leaves a
mark. Today's texts and images may look like real carvings - but in the end
they are erasable, only a temporary blockage of all-invasive light. No matter
how long the words and pictures stay on our screens, there will be no
encrustation; all will be reversible.”

Benderson thought the transience of the internel was the reason that it felt so
lonely, but to me 1t 1s far more alarming to think that everything we do there is
permanent. Al that time - two years before 9/11, and 14 vears before Edward
Snowden exposed the intrusive surveillance it had set in motion - it was no
doubt impossible to imagine the grim permanence of the web to come, where
data has consequences and nothing is ever lost - not arrest logs, not
embarrassing photos, not Google searches of child porn or embarrassing
illnesses, not the torture records of entire nations.

Faced with the knowledge that nothing we say, no matter how trivial or silly,
will ever be completely erased, we find it hard to take the risks that
togetherness entails. But perhaps, as lonely people often are, I am being too
negative, too paranoid. Perhaps we are capable of adapting, of finding
intimacy in this landscape of unprecedented exposure. What I want to know is
where we are headed. What is this sense of perpetual scrutiny doing to our
ability to connect?

LR B

The future does not come from nowhere. Every new technology
generates a surge of anxious energy. Each one changes the rules of
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communication and rearranges the social order, Take the telephone, that
miraculous device for dissolving distance. From the moment in April 1877 that
the first line linked phones No 1and No 2 in the Bell Telephone Company, it
was perceived as an almost uncanny instrument, separating the voice from the
body.

The phone swiftly came to be regarded as a lifeline, an antidote to loneliness,
particularly for rural women who were stuck in farmhouses miles from family
and friends. But fears about anonymity clung to the device. By opening a
channel between the outside world and the domestic sphere, the telephone
facilitated bad behaviour. From the very beginning, obscene callers targeted
both strangers and the “hello girls” who worked the switchboards. People
worried that germs might be transmitted down the lines, carried on human
breath. They also worried about who might be lurking, invisibly
eavesdropping on private conversations. The germs were a fantasy, but the
listeners were real enough, be they operators or neighbours on shared
telephone lines.

Anxiety also collected around the possibility for misunderstanding. In 1930,
Jean Cocteau wrote his haunting monologue The Human Voice, a play
intimately concerned with the black holes that technologically mediated
failures of communication produce. It consists of nothing more than a woman
speaking on a bad party line - as these shared services were known - to the
lover who has jilted her and who is imminently to marry another woman. Her
terrible grief is exacerbated by the constant danger of being drowned out by
other voices, or disconnected. “But I am speaking loud ... Can you hear me? ...
Oh, T can hear you now. Yes, it was terrible, it was like being dead. You're here
and you can’t make yourself heard.” The final shot of the television film of the
play, starring Ingrid Bergman, leaves no doubt as to the culprit, lingering
grimly on the shining black handset, still emitting the dead end of a dial tone
as the credits roll.

The broken, bitty dialogue of The Human Voice underscores the way that a
device designed for talking might in fact make talking more difficult. If the
telephone 1s a machine for sharing words, then the internet is a machine for
constructing and sharing identities, In the internet era, Cocleau’s anxielies
about how technology has affected our ability to speak intimately to one
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discarded or redesigned. In response to pressure, their identities warp and
mell.

What is exciting about Trecartin’s work is the ecstasy generated by these
transformations. It is tempting to suggest that this might even be a futuristic
solution to loneliness: dissolving identity, erasing the burdensome,
boundaried individual altogether. Bul there remain lingering currents of
unease, not least around the question of who is watching,

= %%

For the past two years, Trecartin has been working with the curator
Lauren Cornell to put together the 2015 Triennial at New York's New
Museum, which opened at the end of February. This event brings logether 51
participants whose work reflects on internet existence. The title, Surround
Audience, expresses the sinister as well as blissful possibilities for contact that
have opened up. Artist as witness, or maybe artist imprisoned in an
experiment none of us can escape.

Over the course of a freezing week in New York in February, I went to see
Surround Audience four times, wanting to understand how contemporary
artists were grappling with loneliness and intimacy. The most
confrontationally dystopic piece was Josh Kline's terrifying Freedom, an
installation re-creating the architecture of Zuccotti Park, the privately owned
public space in Manhattan that Occupy Wall Street took over. Kline had
populated his replica with five human-size Teletubbies dressed in the
uniforms of riot police, with thigh holsters, nine-hole boots and bulletproof
vests. In their bellies were televisions playing footage of off-duty cops flatly
read aloud from the social media feeds of activists. Kline's work makes
tangible the growing complication of the spaces we inhabit, and the easy
misappropriation of our words. As I sat listening to the feed T watched a
beaming young woman with a baby take repeated selfies with one of the
helmeted figures.

What is it like to be watched like this? Many of the pieces suggest that it feels
like being in prison - or perhaps in the horrifying quarantine bunkers
designed by the Hong Kong artist Nadim Abbas. These tiny cells, no larger
than a single bed, have been furnished, Apartment Therapy-style, with potted
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domesticity at odds with the implicit violence of the space. As in Hopper’s
Nighthawks diner, there is no way in or out; simply a pane of glass that
facilitates voyeurism while making contact impossible. Touch can only be
achieved by way of two sets of black rubber gauntlets, one pair permitting
someone — a guard, maybe, or a nurse or warden - to reach in and the other
allowing the incumbent to reach out. It's hard to think of a lonelier space.

But Surround Audience also includes work that testifies to the internet’s
ability to dissolve isolation, to create community and closeness. Juliana, Frank
Benson’s extraordinary sculpture of the 26-year-old artist and DJ Juliana
Huxtable, is a triumphant icon of self-creation. Huxtable is transgender, and
the sculpture, a life-size 3D print, displays her naked body, with both breasts
and penis, those supposedly defining characteristics of gender. She reclines on
a plinth, braids spilling down her back, her extended right hand fixed in a
gesture of elegant command: a queenly figure, her shimmering skin spray-
painted an unearthly metallic blue-green. Juliana shows how the trans
community is redefining authenticity. It is not a coincidence that the trans
rights movement has surged in an era in which both identity creation and
community building are facilitated by technology. Turkle’s talk of the danger
of self-creation misses the importance, especially for people whose sexuality,
gender or race is considered marginal, of being able to construct and manifest
an identity that is often off-limits or forbidden in the physical world.

¥ ¥

The future does not announce its arrival. In Jennifer Egan’s Pulitzer
prize-winning novel A Visit from the Goon Squad, published in 2010, there is
a scene set in the near future that involves a business meeting between a
young woman and an older man. After talking for a while, the girl becomes
agitated by the demands of speech and asks the man if she can “T” him
instead, though they are sitting side by side. As information silently flushes
between their two handsets, she looks “almost sleepy with relief”, describing
the exchange as pure. Reading i, I can distinctly remember thinking that it
was appalling, shocking, wonderfully far-fetched. Within a matter of months it
seemed instead merely plausible, a little gauche, but entirely understandable
as an urge. Now it is just what we do: texting in company, emailing colleagues
at the same desk, avoiding encounters, DMing instead.
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and what 1t has to say about the future we have fallen into. He was clutching a
coffee and dressed in a red hoodie emblazoned with the word HUNT, a
leftover prop from a shoot. He spoke much more slowly than the logorrheic
characters he plays in films, pausing frequently to locate the exact word. He,
too, felt that, with the acceleration in the past few years, we have entered
almost unknowingly into a new era, long heralded and abruptly arrived. “We
don't necessarily look different yet, but we're very different,” he said.

This space, the future now, is characterised, he believes, by a blurring between
individuals and networks. “Your existence is shared and maintained and you
don’t have control over all of it.”

But Trecartin feels broadly positive about where our embrace of technology
might take us. “It’s obvious,” he said, “that none of this stuff can be controlled,
so all we can do 1s steer and help encourage compassionate usage and hope
things accumulate in ways that are good for people and not awful ... Maybe
I'm being naive about this, but all of these things feel natural. It's like the way
we already work. We're making things that are already in us.”

The key word here is compassion, but I was also struck by his use of the word
natural. Critiques of the technological society often seem possessed by a fear
that what is happening is profoundly unnatural, that we are becoming post-
human, entering what Turkle has called “the robotic moment”. But Surround
Audience felt deeply human; an intensely life-affirming combination of
curiosity, hopefulness and fear, full of richly creative strategies for
engagement and subversion.

Over the week, I kept being drawn back by one piece in particular, an untitled
six-minute film by the Austrian artist Oliver Laric, whose work 1s often about
the tension between copies and originals. Laric has redrawn and animated
scenes of physical transformation from dozens of cartoons, anchored by an
odd, unsettlingly melancholy loop of music, Nothing stays constant, Forms
continually migrate, a panther turning into a beautiful girl, Pinocchio into a
donkey, an old woman deliquescing into mud. The people’s expressions are
striking, as their bodies melt and reform, a heartrending mixture of alarm and
resignation. The film captures our anxieties about image: Am I desirable? Do I
need Lo be tweaked or improved? This sense of being out of control, subject to
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to be trapped in temporal existence, with the inevitable upheavals and losses
that entails. What could be more sci-fi, after all, than the everyday horror
show of ageing, sickness, death?

Somehow, the vulnerability expressed by Laric’s {ilm gave me a sense of hope.
Talking to Treeartin, who is only three years younger than me, had felt like
encountering someone from a different generation. My own understanding of
loneliness relied on a belief in solid, separate selves that he saw as hopelessly
outmoded. In his worldview, evervone was perpetually slipping into each
other, passing through ceaseless eyeles of transformation; no longer separate,
but interspersed. Perhaps he was right. We aren’t as solid as we once thoughl.
We are embodied but we are also networks, living on inside machines and in
other people’s heads; memories and data streams. We are being watched and
we do not have control. We long for contact and it makes us afraid. But as long
as we are slill capable of feeling and expressing vulnerability, intimacy stands
a chance.
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Dliwsr L, *Toba tigled,” 2014, Kilm still

minotaur-into-androdd, Plnocehio-imo-fackass,
fn}g-lnm-w.:-mmucl:-. girl-into-winged-demon,
amd several takes devolving grown men into
embryos. Here, matter s dynamic and all form
is provisional. Hands typically morph into roots
or claws, humans lnto gruesome beasts, and the
mechanical into the organic. Breasts can open to
become horrid jowlike vaging dentate, while pender
boundaries prove elusive. Out of a sphere of
digital clay, we see the Hgl:w of Hermanuhls - the
classical hybrid of Anubis, the Egypulan jackal-

headed god of the underworld, and the Greek
Herimes =slowly taking shape as the animated
counterpart 1o “The Hunter and his Dog," a

seulpture Installed in the gallery'’s lower lével, an

amorphous mass of pipmented polyurethane con
gealed into three slabs, taking the form of John
Gibson's "Hunter and Dog,” (1538).

Among the classical traditlons that Lari
mines — together wirh other neoclassical warks,
Gibson's sculpture features often in Laric’s
ceuvre — even the gods can be cast as unstable,
By contrast, the transinogrified form and the
metamorphic in modern art (abstraction not
withstanding) are mostly assoclated with the
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regressive sentiments prevalent in the work of
the Pre-Raphaelites and the Symbolists. In film
1|1'{‘f1l"_-'. animation and the conventions of [?'.!-Hllli
ity it champions were also largely overlooked.
Firmly rooting the genealogy of cinema in photo
graphic indexicality, historians such as Siegfried
Eracaner, André Bazin, and Stanley Cavell placed
the moving image within the serictly analytic
iradition of Btienne-Jules Marey and Eadweard
Muybridge. Only recently have scholars, including
Lev Manovich, Tom Gunning, and Esther Leslie,
prompred by the surge in usage of digital effects,
bepun to challenge this ontology, with Manovich
claimning that cinema-can be described asa
subgenre of animation, instead of the other way
around. Rather than capturing motion, the digital
camera generates visual data; a polymarphic con
tinuum of informational Aow, which, eliminating
the clear distinction between actual image and
refedered image, brings animation, together with
its protesque transgressions, back to-the fore,

As "To be tliled” makes manilest, these
transgressions, though clearly not naturalistic, can
offer a realistle deptction of soclal allenation and

self 1"|I’.'.:|I'IRL'ITTII.'I]|.. Commenti ng on ['II(’:'F.'IZ'I'[}' rela-

Madrid

Calle de Barceld 13
28004 Madrid, Spain

info@pedrocera.com
www.pedrocera.com



Part-Time Body
Texte Zur Kunst, March 2015
Ana Teixeira Pinto

Ciliwar Larle, "To be titled,” 2014, fitm si#l

tons in Mickey Mouse (to offer one key historical
example}, Walier Benjamin noted that “here, we
see for the first time that it is possible to have one’s
oWn arm, even one’s own body, stolen.™ In Laric’s
video, a boy turns into a coffee vending machine
{from the animated short "A Coffee Vending
Machine and Its Sword” by Chang Hyung-Yun)
codifying the precarlousness of part-time Jabor
as the possession of a part-time body. The How of
transmutaticns comes to a halt with a drawing of
Reynard tending to his fallen friend; the anthro-
pomorphic fox of folklore, having been revived
in mare recent times by “furries” subculiure as a
"fursona” = a zoomorphic identiry that allows the
fandom to bypass normative gender roles.

Cartoons are political subjects, and (to cite
Gunning again} the “portrayal of the protean
body” based on a “fantasy of metamorphosis,
change and mutabiliey, unconfined by the forms
of actuality”™ can carry the progressive promise
of “a transformation that could be undergone by
all = politically, socially."

But metamorphosis is also a metaphor for the
artistic process, for the ability to penerate a prog
eny that radieally differs from the tradition from
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which it springs, Where Andy Warhol wanted

to be a machine, Laric's tormented, feral char-
acters wani to be (in Bruce Lee's words) liquid,
like water.* Whether or not we are still trading

in Warholan currency (appropriation, debase-
ment, lconophilia) 1s not that clear. "To be titled,”
seems al odds with the tendency to pictorialize
everything the post-net generatlon inherlted from
Popart —and yel it does still fetishize s subject
ALTeT,

"Ciliver Larie,” Tanya Leighton, Berlin, November 12, 1014—

January 17, 19g

T et

r Tom Gunning, "The Transtorming Image, the Roots af
Animation In Métamorphosis and Motion,” in- Suzanne
Buchan {ed. |, Pervasive Animatlon, Mew York zom3, 66

b

“Mickey Monse”, fragment by Walter Benjamin, 1951,
from 4 conversativn with Gustay Gluck and Kurt Weill
Gesammelie Schrifien. V1, ppoig4=i44

% Gunuing, op dl, B

4 ‘Quoting Brace Lee, Laric teed his firsg selo show, in a1z,
“He Water My Friead -
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While other painters of her generation lapse

1 [mea Duerative seplism, Marlene Duimas remalng
gratifyingly exploratory. When ArtReviow inter-
viewed the South A frican-borm, Amsterdam-
based artist in 2012, she characterised arcasa
leap of faich, aswab in the dark, and the cluster
of portraits she was making - constellating
Christ, Osama Bin Laden, Amy Winchouse and
Phil Spector = felt as precarious and dag_nu-
questioning az any she'd made. Don'r ex pece
rnidearcer dropoff, then, in Tate Modern's Dumas
retrospeo v, The rm.-elgr w1 Burde. ‘I"nu:rin}; from
her hometown's Stedelijk Museum, it's named
after a 1993 painring whose smarting point was
a photograpli of actor Robert Taylor carnying
Greta Garbo: etween the male figure’s madity
and thewoman's blwe face, this small canvas
conweys aspecrrum of associations ranging from

1 Markene Dumas, The brape as Burdon, 1993
Private collection, Rebgiiom.
L rhe artist. Phiotm Peter Cox

"

classical pietd compositions w suggestions

of sescuial violenee Tharwoek will nestls amid

1 hundred or so others, including, if the Stedelijk
|1|1-_;m|:||inr| 15 followed :.-Jrf_l.r !‘ﬂ”JH{'\-;, nrrﬂ}-
shown drawings and new paintings.

Dumis's London sole show in zmz fearared
asounderack by Winchouse and Specion, and
existential st paintng plus pop is now a thing,
itappears: the MunchMuseum’s unlikely doulble
header af Bjarne Melpanrd and Edvard Munch,
Theend ofiv all hasalready happenad, will include
audio h}- Mrana Boss, hn“:,.- Partoa, the &a rpenteTs,
etc. This, Melgaard apparently said ata press
conference, is a counterbalancing of light
and darkness than parallels the bright anguish
of Munch’s The Scream (1823—110) But for
Melgaard, who avowedly wants o upend stid
perceptions of the alder Norwegian, music is

3 Dcobong Nianga, Whose Crises 15 Thisw, 200y,
wad rawings, m-rrlir o PApCE, 30°% 42 em each,

Just the start. Munc's paingings will hang on
wallpaper feaniring images of Melgaard's juley,
chaotic previous installations: 1 new one will
be on show roo. Meanwhile, we're invired o
ponder the surprising similarities between
two mtobiographical paners orbidng around
thenes of sex, death and alienation, (And, pre=
sumably, not chink acall abour the idea of an
adept controversialist :lalm:btrjn.g on the shoul-
ders af a relative plant.)

‘A specicsof Land art for the twenty-first
l.'l'ﬂ.rll!}". 1% how Meter Roelstracte, in Arifmmae’™s
last Future Greats issue, described Otobong
Nhkanga's blend of drawing, painting, photog-
raphy. installation and video, where land” - such
a5 that in her native Wigeria's oil-rich Niger
Delea~is synonymous with natural resources.
Landecape, hers, is always Alterad through

1 Edvard Munch, Sergemary (Fumerd Mah ), 1857
i Munch Muséum, Oslo Munch Ellngeen Grou P BOBO 20l

Cowrnesy the zrrist and Lumen Trave Gallery, Amsverd om
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4 X Yhew, Lighe Soure - Bashthe ba Holding K ing DarnidsLavrer, 20n4,
oil on canvs, 867 58 cm. Produced by Madein Companyg, Shanghal
Courtedy Jamies Cohan Gallorg Hew Tork & Shungha

the by, the subjective, storyielling, memory and

the treachery of abjects and imapes Nhanga's

Misetsm Palkwang shiwe will relate to the insti-

mtean’s collection, and dhe has macimised

constrained means before. Soe her Diagpore[2014)

at 14 Rooms in Basel List year, where seven black

women carrying Cuieen of the Mighe par-planrs
o their heads stepped tentatively acnos carte-
graphic Aoaring, living soulprores negotiating

space and identine Or Cantained Medturetaff

Shifring Srarer(zonz), her durarianal performance

ar Tare Modern's Tanks in 201z, which rifled
through Tare's collection and invited viewers

tointetact with and parse imagery including — s
Nkanga reeently pointed oot eo The Whate Review—

deceprively pladd imapes of war-rorn Sudan.
ipeaking of interacring viewers, there's
pleney of flex in the Ducham plan norion thar
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the work of art is not complened by che ardist, at
4 leastacearding to the premise of By Praxy: James
Ciohan s strong-loaking, 13-artist grou p show,
It includes Duchamp's Witk Hiddoe Naise (1016)
and cetends the worl- completing category from
audience vo fabricators. The result promises o
rraverae a cenrury of syles of ounourcing, wirh
participants ranging from John Cage, Alighicra
Bacrti and Yoko Ona to Jon Rafman, Wade
Giirpean, Diver [arie and X Zhen, Bt this
is surely anly the heginning, and enterprising
artists shonld now stare consideri ng how not
ta hawe their own ideas at all, nat make the wark
thase borrowed ideat ane hased on and notunder-
stand its meaning either.
A planser of qoesr cinema with around 8a
5 films under her bely, Rarbara Hamm er has
gear-thifted from making experimenral filma
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§ Barbara Hummer, Pink Pakap, 1s62
hmdpll nred rhﬂ.rﬂar:lﬂl and mlljsf. Do Y Om.
\'.‘-mrn:q ithe artirt and cow, Balin

during the 1opos that explored formerly

taboo subjects such as menatruation, the female
argasm and leshian sexuality, to 1p8as films
using aptical printing that made a virtue of
the feagility of t6mm, and then archival casay-
filens such as Bivace Kises (1goz) and poetic self
documenting such a3 4 Harsefsior @ Meraphar
[2oet), e s she hartled stage-three ovarian
cancer. Over the Lase half-decade, shes heen
increasingly recognised by the mainstream
arwarld, norleast thanks w fillm rerraspectives
arstona in 2010 and Tare Modern in zans,

Her reputation established, Berlin's xow can
niew vecr away from the care of herworks this
shaw feamires toogh, lyrical callages and painted
pharagraphs thar Ham mer made in parallel
rofil e projacts, mastly during the mid-1gsos,
and has never shown before.
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Previewed
ArtReview,January-February 2015
Martin Herbert

6 Suill from The Commran See. 2o, dir Melanie Gilligan

Pedro Cera

7 Gabrigl Qrozco, Breathen Fane, 10w, copring, 450 51 ome
Coartesy Manan Good man Galkerg, New York, Pars & London,
and Kurimanzuiis, Mexico ity

It's the near future in Melanie Gilligan's
larpest project to date. the three=part sci=f film
The Comuman Semre(2014) and capinlism-driven
technologleal advancementa have ereansd
“The Parch’, which allows prople m directly
experience the bodily lives of others, Then
the tech breaks down, causing psychelegical
eriscs and wirthdrawals; when ifswarking again,
rIH"' FKFJ'III!:'I r'u:ln L‘]L‘.ﬂl‘«ﬂ‘. i nro I.I'IW W]'II:F L
the technobogy and others who form resistnce
groups, Inwhat sounds like a sequel of sors
to Gilligan's Popular Unresf (2000), where all
reansactians are averseen by something ealled
“The ﬂpi rit’, this huture is alsnan .IHI.'.HL‘I!’:.I’ for
apresent in which capicalism’s target is no
lenger justour wallets bur, viagadgers and
social media, ourvery minds Ferhaps againse
that, the Canadian ariss is also forcing the bsue
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of physical space. To see it all, you'll have wvisic
thiree overlapping shows: at Casco, Urrechi, unil
25 January; at D¢ Hallen, Flarlem, uneil s March;
and ar de Appel, Amsterdam, unel 29 Mareh
You're nov schlepping, though; you're having
2" nomadic viewing ex perience’.
A trilogy of a different stripe in Mexico,

meanwhile: this calumn often fearures 2 biennial

'il'l rj’r. wecan dﬂ l1'||'| I, l}'l!i{l“l'ﬂ WI'I ”f 'ignnr!'l!g
several biennialsevery mondh, suchis their super-
abundance — but we've never had a Lulennial
before, nor a biennial so casily navigable, Held
ar Lulw, the compace Mexiea Ciry space co-nimn
by ArfReview oo wirihae ing, editor Chris § |1.'|r|1,
and timed tocoincidewith the city's ar faims, ic's
aptly themed around the idea of small gestures
that have a disproportionately big impact,

and halancesolder and newer examples of thar

Madrid
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B  Monkka Sesnowika, Sty 2080,
metal, e hendeail, 55 = 250 cm.
Fhoee: Jens Ziche @ the artia Couresy Capitin Feeel,
Beglin, and Galerie Gisela Capleain, Cologne

approach, frem Jiri Kovanda's subtle, to-camera
interventons in the everyday [gesturing while
riding an esealacor, for insrance) to Gabriel
Orozea’s minorbur-mamentous phatagraph
of comdensed breach in che process of evapo-
rating on a piang’s pelished black wp. Other
artists range from Lygia Clark to Karin Sander,
Lee Lazana to Ta Monte Young, and sowe fecl
nlI'I.FII:LI'TI r il'l recom ITIEI'II]il'Ig TI'I i." rlr]'lrr ll'l‘i I'I.“'.'I-'ll'..
the New Museum Triennizl. Maybewe'll cover
that nest time.

Monika Sosnowska mostly dossn’tdo small,
Instead, the Palish arrisc's rendency is rowards
I'HK. lll‘;ﬂrlﬂ'l rlng |'|.1.r.=- architeoto re: s Manes,
spatially warped rooms and = notinfrequently =
stairways thart lead neowhere, Tarlin's ower isa
vegular implicit veferénce here, a5 the intellectual
backdrop of Sosnoveska's work is the col lapse of
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Previewed
ArtReview,January-February 2015
Martin Herbert

mid ernist iddealism that was ingerwined,
complexly, with the fare of Eastern Burope over
the last cenury. In her hands, once-upright
forms meltand buckle, and if the ostensible
influence is her ex perience of seeing Warsaw's
modemistarchivecture wm down around the
turn of the cenoury, theentropicasociaions
spread far beyomd the local For Archtectonissiion,
Sosnowska takes over seven gallery spaceswith
a parcours of ebjects and installations from the
lasz dozen years from wrridorand pavilionltke
works to discrete and more decisively soulprural
pioces — seme of which, it seems, are also 1o be
activated by a performance programme.

Ower the last decade or s, via drawings,

paintings, fumiture, painged curtins and more,
3 Wick Mauss has outlined a sensi biliy, a fragmen-

tary but liverary- feeling sphere of infloence,

9 Mick Mausy, FX rierval 11, 3004, 24 tilsswith

reverse glass painting, mirre red [3 pameli], 2o« Lpp 85 cm.
G the artist. Courvesy 3o Gallery, New Yark
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viaimagery including bourgess eighwenth-
century drawing rooms, writers and cemposers,
and patterning remdriscent of obd book end-
papers, temtatively laid vur—as if the New York-
based artist were trying w figure ourwhy he's
antracted tosuch things "My progess invelves
accumulation, semetimes inways I'm not con-
sciously aware of, and then sorting things out he
told Mowse magazine a few years agn) This sweet,
cart-before-the-horse confusion is the charm
of the work, whetherin loose-looking gallery
insallations o, 35 in Mauss's srage for a series
of ballets for the 2014 Fricze Art Fairin London,
alive event. What seems most of emotional value
in thework iswhat's ureeoiced, blocked or yet
to-unfurl; incompletion carries it towards us,
Incompletion carries a different value in

so Garry Winogrand'swork Though be's now

recognised a5 one of the last century's greaest
street photographers - avisual poet of Ameri-
's vivacity and vielence - Winogrand didn’t
editor print the majority of his work during
his liferime, and left behind some 6,600 rolls
{2 quarter of 2 million images) of unprinred film
when, in 1984, he died suddenly atage fifty-six.
His first retrospective ina quarter-century,
co-organised by symoma and Washingon,
pc's Natienal Gallery of Art, combs the archives
toinclude a hundred unseen images. Expea
freaks on the streers of L, monkeys riding
in cenvertibles and a let of beautifully mpged
edges As a mlking head says on the accompany-
ing minideoumertary, “What bewas rrying
0 do was big and sprawling and messy.” En
musseis the way tw appredateic.

Marien Herbert

w Gargy Winegrand, Lo Arpde betemasiomal dirpet, i9da,
grlatinzibeer pring Garry Winogrand Archive,
Ceniter for Creative Photography, Unlvessity of Arizens, Tuson
B arcis's rstate, Courtedy Fracmke] I:i:.'ll.rr_,, San Framciscn
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Oliver Laric
Artforum, November 29-January 24, 2014
Simone Menegoi

ARTFORUM

Oliver Laric

AR/IGE KUNST GALLERIA MUSEQ

via museo 29

November 29—January 24

Appropriation, copy, vanation, dissemination: Oliver Laric's work
hinges on these fashionable concepts. What distinquishes his
output from other “post-internet” arbists is the way in which he also
investigates similar nolions beyond the present, eslablishing
fascinating conceptual paraliels batween, for example, the
reprocessing an image undergoes when it is put out on the Web
and the evolution of Greek and Homan sculpture, where both, to
different extonts, are the resull of collective and anomymioos
procossns

The two works extubited in this show conhirm this approach and
cover a broad chronological and coltural speclrum. The Hurfer and
His Dog (all works 2014) is a grouping of three synthetic-resin
sculptures that reprise a necclassical statue by John Gibson with
the same title. Beginming with a 3-0 scan of the onginal pece, Lanc
created a bas-reliefl on a smaller scale, presented in three
chromalic vanalions. The alegant veining of tha resin was achicved
using a process similar to that for decorative faux marble, an
artisan technique that Larnc intentionally contrasts with the
festishized individual louch of The arlistUauthor ina modem sense
Thier sexcond work in the exhibiion, Urafitled, s a video based on
fragments of animated films from different periods, where one
character metamorphoses into another character, an animal, or an
object. The artist has had flm clips redesigned Lo highlight e - .
intermediary stage between one identity and the olher, before View of “Oliver Laric,” 2014-15. [ oreground:

adding brief ad hoc digital animations. The Hunfer and His Dog, 2014, Background:
Unilitled, 2014.

Whal thematically inks the o works on view is oo relationship
wilh the “other” paricularly animals (The young naked athlete of Gibson's statue holds a dog by the collar). Nolably,
the philosopher Rosi Braidotti explores this theme in a text made available to viewers as a corollary to the show,

Translated froen Kalian by Marguerite Shore
— Simane Menegor
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When Authorship is Beside the Point
The New York Times, November 22, 2014
Randy Kennedy

Ehe New Jork Times

ART & DESIGN | THE WEEK AHEAD

When Authorship Is Beside the Point

By RANDY KENNEDY NOV. 22, 2014

Since Marcel Duchamp’s Big Bang of 1013, when he declared mundane store-
bought objects — a snow shovel, a dog-grooming comb — to be art if artists
said so, cosmic echoes of the ready-made idea have bounded around the
aesthetic universe in powerful and unpredictable ways.

“By Proxy,” a group show that runs through Jan. 17 at the James Cohan
Gallery in Chelsea, tries to chart some of those reverberations in
contemporary art by using one of Duchamp’s own pieces — “With Hidden
Noise,” a rattle made of twine sandwiched between two brass plates — as its
lodestone.

The show looks at Duchampian legacies like delegation (Alighiero Boetti's
embroideries, sewn by Afghan craftswomen); chance (John Cage’s drawings
made with smoke and river rocks); games (Yoko Ono’s all-white chessboard,
“Play It by Trust™); and industrial fabrication (Oliver Laric’s 3-D-printed
copies of marble columns from the Old Summer Palace in Beijing.) The show,
as the gallery writes, makes a case for those artists whose chief skills is to “do
less and make more happen.” (533 West 26th Street; 212-714-9500,

jamescohan.com.)

A version of this article appears in print on November 23, 2014, on page AR4 of the New York edition
with the headline: Art: When Authorship Is Beside the Point.

® 2015 The New York Times Company
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Oliver Laric
Cura, December 2014

cura, it a quarlerly mogazine, a publishing

cura # house, an exhibition space and a platform for
editorial and curatorial sctivities.

About Magazine Books Basement Off-Site

Oliver Laric

As the Italian-Australian feminist theoretician Rosi Braidotti states in the cssay-press release
of Oliver Laric's solo show at Tanya Leighton, Berlin, “the work of Laric expresses and
explores in the contemporary global context the challenge that the hybrid, the anomalous, the
monstrous metamorphic others throw in the direction of dominant subject positions and their
century-old metaphorization habits”. The exhibition includes a sculptural work by the
Austrian artist (The Hunter and the Dog, 2014), composed of three flat multicolored busts of
a man with a dog. The sculptures, made of polyurethane and jade, bronze and aluminum
powder, are positioned on the top of @ minimal pedestal. The S-minute animated video To be
titled (2014) shows the organic and monstrous transformations of figures swinging between
animals, humans, objects and technological devices. The video work, as well as the
sculptures on display, scem to illustraic the concept of “nomadic and metamorphic being™
theorized by Braidotti, who writes: “Laric expresses a new cultural and political sensibility
that [...] encourages us to think again and think harder about our relationship to otherness™.
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Die Sckelperspektive
Kunstforum, October 2014
Manuela Ammer

| KITNSTFORUM

DIE SOCKELPERSPEKTIVE
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Die Sckelperspektive

Kunstforum, October 2014

Manuela Ammer

Pedro Cera

gestellt, die einer kleinen tischiihnlichen Skulptur als Sockel diente. Die Maschine produzicerie eine
Broschiire mit dem Titel Book of Plinths/Buch der Soackel, die Besucherlnnen an sich nehmen konn-
ten. Neben einem Text fanden sich in dem Heft Abbildungen von Sockelskulpturen, die mum Teil auch
in der Ausstellung zu sehen waren, Diese Skulpfuren wiedenum waren in Anlehnung an Bildvorlagen
von Arbeiten von Kinstlerlrmen wie Constantin Brincusi oder Robert Rauschenberg angefertigt wor-
den, indenen der Sockel eine wesentliche Rolle spielt. Wahrend die historischen Vorbilder implizil blie-
ben, waren ihre Kopien gleich doppelt priisent — als Objekte und druckgrafische Reproduktionen -, wo-
bei die  Sockelkopien™ wiederum als Originale der Folokopien gelten konnten, Die Xerox-Maschine
trug das Ihre zu diesem Vexierspie] bei: Obgleich sowohl Trigerin als auch Produzentin eines Werkes,
war sie selbat nur Display und als solches austauschbar, Dessen ungeachtet trat swe muit emer Massivatit
auf, die die eigentlichen Werke in den Hintergrund treten liel. Wie aber 1Gsst sich eine Sockelfigur fas.
sen, in der (Re- Priisentations- und (Re-Produktionslogiken dermn inginander verguickt sind?
Digge Zusammenstellung des dsterreichischen Kiinstlers Christoph Meier wirft die Frage auf, obein

Im Fritlgalir 200 1 war in der Secession i Wien eine monumentale Drock- und Kopermaszehine auf-

DUVER LARIC, Koplenkitk, 301 1, Instalhbonsonsichion
Sulphahaln Basel Folo; Gurrar s, Courboesy dor Bin-
stler & Tanya Leaghion, Barkn & Sevanteen, Londan
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Die Sckelperspektive
Kunstforum, October 2014

Manuela Ammer

Sockel, der Werke nicht nur priisentiert, sondem buch-
stiblich hervorbringt, eigentlich noch ¢in Sockel sein
kann. Was hat das Verhiltnis von Sockel und Werk
iiberhaupt mit der Relation von Original und Kopie
20 un? Und warnum beschiiftigen diese Themen ge-
rade eine Generation von Kinstlerlnnen, deren Bild-
und Materialverstindnis wesentlich durch digitale
Verfahren geprigt ist?

Verfiigt der Rahmen tiher eine Geschichte der theo-
retischen Auscinandersetzung, dic von Immeanuel
Kantl diber Georg Simmel bis zu Jacques Derrida
reicht, bleiben Philosophie und Asthetik zur ver-
wandlen Figur des Sockels auffillig stumm. Anders
als der Rahmen, der in Gestalt der | Rahmenbedin-
gungen® ¢ine postmodeme Wiedergeburt erleben
durfic, ist dem Sockel eine vergleichbare Akiualisie-
rung versagt geblichen. Dabei fimgient er in vieler-
lei Hinsicht als plastisches Pendant: Wihrend der
Rihmen das Bild an der Wind begrenzt und von ihr
abgrenat, isoliert der Sockel das Objekt vom umhe-
genden Rauny Er bereitet seinem Gegensiand eine
Basis, trennt ihn vom Boden und setzt ihn sowohl zur
Avrchitektur wie mum/zur Betrachterin in Relation, Wic
der Rahmen, der an die Vorstellung des Bildes. als Fens-
ter gekoppelt ist, vermittelt der Sockel zwischen dem
Raum der Reprisentation und dem Realraum, Rah-
men wie Sockel schaffen Distanz, bezcichnen cine
Prasentationssituation und stolien die dsthetische Re-
zeption des wur Schan Gestellten an.

Rhetorisch tritt der Sockel allerdings wirkmachti-
ger auf als der Rahmen: Mit der faktischen Erhihung

des Gegenstandes geht stets auch eine ideelle einber,
was sich nicht zuletzt an der Geschichte der Skulp-
tr im éffentlichen Raum zeigt: an jenen Figuren, die
itber die Jahrbumderne aof Sockel gehoben und von
Sockeln pestiirzt worden, Uberhaupt ist der Sockel
eng i dem Begriff der Geschichte verbunden (man
denke an den sprichwirtlichen ,.Socke] der Geschich-
te*). Als faktischem Tréger ist ihm das Potenzal,
auch im Gbertragenen Sinne die , Basis” aines Ob-
jektes zu verdeutlichen, gewissenmalen eingeschrie-
ben. S0 dienten Socke! mmer wieder auch als Me-
dien, die historische Beziige herstellten, Genealo-
gien oder Traditionslinien suggerierten und Hierar-
ehien wum Ausdruck brachten.

e wenige Literanr, die sich mitder jlingeren Ge-
schichte des Sockels befasst, sieht seine Bedeutung
inerster Linde in seinem Verschwinden.' Nach einer
Hochzeit in der Denkmalkunst des spéten 19, Jahr-
hunderts, in der Sockel von teils enormen Ausmaben
zum Emsstz kamen, setzte um 1900 ein Wandel der
fsthetischen Anforderungen und Problemsiellungen
ein, Die akademische Aulfassung, dass der Skulpiur
ein eigener Bereich geschaffen werden milsse, sieal-
so der Insreniening bedirfe, wurde mit dem Aufo-
nomicansproch des Werks in der Modeme fragadic-
dig. Der Sockel entwickelie sich von ciner gestalie-
rischen zu einer strukturellen Herausfordening, Be-
kanntermafien waren es Auguste Rodin und Constantin
Brincugi, die zu dieser Zeit gnmdlegende Nevenm-
gen in der Bildhaverei initiierten und im Zuge des-
sen auch den Gebrawch des Sockels einer Revision

_—

o ———
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|
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CHRISTORH MEIER, O Tited, 20711, Insbalistorsanaich! Senesaon, Wien. Fotoe Greger Titze, Courteay der KiraSer & Gabende Kamm, Bedin
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unterzogen. Rodin befasste sich intensiv mut der Wir-
kung seiner Figuren auf unlerschiedlichen Hohen
und schlug hereits 1893 fiir Les Bourpenis de Calats
{1893) eine Aufstcllung ohne Socke! vor. Brincusi
wiederum behandelie den Sockel als integralen Be-
standied] seines skulpruraten Programms und lief da-
mit die Grenze zwischen Sockel und Werk pords
werden,

Die Absorption des Sockels in das Werk sowie der
direkte Beaug der Skulptur ;um Boden wurnden in der
Skulptur der 1960¢r und TOer Jahre zum zentralen To-
pos. Insbesemdere die Minimal An mdikalisierte —und
standardisiene — die Emungenschaften der Modeme,
indem sie entweder Objekt und Sockel pleichsam in
eins fallen lieB (die Kuben von Robert Mormis) oder
mit dem Sockel die vertikale Ausrichiung tberhaupt
verabschiedete (Carl Andres | floor pieces™). Dicse
Menarientierung des Verhiilinisses von Objickt und Um-
roum bedeutete auch einen grandlegenden Wandel des
Verhilinisses von Objekt und Betrachierln, Eime
Kunst, die sich systematisch des Sockels als venika-
lem Distanzhalter entledigt und mit dem/der Betrach-
terln Grund und Boden terlt, hat ithre Autononie ¢in-
gebillt. Sie liefert sich, so die einschidgige Kritik
Michael Frieds an der Minimal Art, den Kontingen-
zen von Prisentation und Rezeption aus: Der geteil-
e Boden wird zur Bihne und das Werk _ theatra-
lisch™ * Frieds Beobachtung sollte Folgen zeitigen, al-
lerdings nicht unbedingt im Sinne des Kritikers. Orts-
spezifik, Institutionskritik und, spater, Relatonale
Asthetik — diese und andere auf die Minimal An re-

Kurrrerende Tendenzen arbeiien nutder von Fried kKon-
statierten , Theatralitdt™, indem sie den Fokus auf die
ihr impliziten Kategorien der Kontextualitdt, Perfor-
meativitit und Relationalitdit legen.

Mit der Verlagenmyg des Interesses auf die sozin-
len Strukturen aber — unter der Priimisse eines Kunst-
begriffs also, fir den Autonomie keine zentrale Be-
augsgribe ist —, ist auch die Priisens oder Absenz des
Sockels ke Politkum mehr. Denn selbstredend ist
das Motiv des Sockels mit der Minimal An nicht ans
der Kunstproduktion verschwunden, wie Arbeilen
von Kiinstlerlnnen wie beispiclsweise [sa Genzken,
Rachel Harrison, Franz Erhard Walther, Franz West
ader Heimo Zobernig belegen. Binzig seine Funkti-
on hat sich verindert: Er ist nicht lnger primér Tra-
ger (in materieller wie ideologischer Hinsicht), son-
dern eher eine thetonsche Figur. Erdient als Zeichen,
das imstande ist, den Diskurs um die  Verhfilmisma-
Righeit* von Kunst — um ihre historische, institio-
nelle und rezeptive Verortung — wachzumufen. | Die-
ser white cube® ist ein invertienter Sockel”, wie Franz
West es in einem Interview formulierte.’

Wic und warum beschiftigt sich nun aber cine jiin-
gere Generation von Kiinstlerinnen mit dem Sockel?
In Oliver Larics Ausstellung Kopiendritik in der
Skulpaurhatle Basel beispielsweise war der Sockel chen-
falls in eine Auseinandersetzung mit dem Verh@ltnis
von Original und Kopie verstrickt, Laric nahm die
umifassende Sammbing von Gipsahgiissen pricehiseher
und rimischer Skulpturen zum Anlass, historische und
zeitgeniissische Techniken des Kopierens miteinan-

SHAHRYAR MASHAT, Factor Gesan, 2011, Installalionsanaicht 54, Blernals Yenady, Foto: Shanhngar Mashal, Coustesy Sibadaipps, Berln &

Fioden, istEnbol
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der in Beziehung #u setzen. Er ordnete diec Samm-
hmgsbestinde #u typologischen Gruppen, dic Diffe-
renzen im Ahnlichen sichibar werden lieBen, und in-
tepriene in das Arrangement eigene Arbeiten: So fan-
den sich auf dem Boden antike Hiupter sus farbigen
Polyurcthan-Schichten, die mit Hilfe von Gussformen
auss der Sammlung angefertigt worden waren. Zuslite-
lich war ¢ine Auswahl von Videoarbeiten 2 schen,
dic jeweils bereits existierendes Bildmatenal musun-
terschiedlichen Cuellen kompilieren. Fersions (2010)
etwa zeichnet einen Bogen von der antiken Skulpiur
sum Walt-Dhizney-Film, der die Techniken der Appro-
priation und Multiplikation als wesentlich produkti-
ve Verfahren aussielle. Das Einzelbild ist dabei nur
msofem von Interesse, als sich seine Spur in ande-
ren Bildern, Formaten und Medien verfolgen lisst —
wis nicht, kopiert™ wird, schreibl keine Geschiclite.
Giezeigt wurde Fersions in Basel als Projektion auf
zweil Gipsabgiiscen, die der Arbeit gleichsam als , S0-
ckel™ dienten; weitere Videoarbeiten liefen auf Mo-
nitoren, die wiederum Gipsfiguren trugen. Der So-
chel war also zentrales Moty in der Inszenierung ei-
neraltemativen Erzahhumg: nicht Originalitit, sonden
der lmpuls 2o kopieen, als Tricbkealt kulture ler Pro-
duktion.

In Shahryar Nashats Arbeit, die sichmit Frgendes
(musealen) Displays und der damit verbundenen Be-
devtungsproduktion beschiftge, ist das Motiv des
Sockels ein Wiedergiinger. Im Mittelpunkt seiner Vi-
decarbeit Facior Green (201 11 etwa steht ein quades-
formiges gifteriines Objekt, das in der Accademia von
Venedig unter anderem als Sitrgelegenheit und So-
ckel genutzt wird, bevor es sich schlieBlich wie ein
Sehwamm aneinem Tintoreto-Gemilde , festsaugt”,
Aufder 34, Biennale Venedig zeigte Nashat den Film
vor einer Reibe von Skulpturen, die Museumshedn-
ken gleichen und aus Travertin oder auffillig gemus-
tertem Mamarimitat gefertigt sind: Sitzgelegenhei-
tem, aber auch Sockel fiir Kleinskulpturen, die selbst
wigderum aus in Faux-Marmor gegossenen Sockel-
formen bestehen. Wie das giftgriine Objelt in Factor
Gregn verweigem sich die Bank- und Sockelskulp-
turen einer eindeutigen Zuschreibung, Sie appropri-
ieren awar Form und Funktion von Gebrauchsge-
genstinden, wollen aber pugleich als Objekte dsthe-
tischer Anschauming iiherrengen. Sie signalisicren ci-
ne Vakanz - die des zu Priisenticrenden — und suchen
dicse im selben Moment zu besetzen, Uberdetermi-
nierte Materialien und perfektionierte Oberflichen ver-
kedhen ihnen den Charakter von Fetischen, die Begeh-
rensstrukturen nicht nur anzeigen, sondemn asch
aktualisieren vermigen. Dureh diese kalkulierten
Kippeffekic zwischen Entzug und Erfiillung wetsen
Nashats Sockelobjekte Orte kimstlerischer Prisenta-
tion als Umschlagplitze von Bedeutungen und Be-
gehalichkeiten aus,

Auch im Werk Nina Beiers ist die Thematisierung
von Skulptur oftmials andie Vorstellung ihres Verlusts
gekoppelt Die Figur des Sockels ibemimmt in die-
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sem Zusammenhang weniger die Funkiion, diese Va-
kanz mu kempensieren, denn dic Skulptur vielmehr
das Syenario ihres eigenen Verschwindens durch-
spiclen zu lassen. In Shefving for Unlocked Matter
aned Chpgnr Prodfems (201 0) beispielsweise verlasst die
Skulptur ihren Sockel, um ihrer eigenen Abwesen-
heit Platz zu machen und sich selbst giner newen Be-
stimmung avmfihren. Die Arbeil bestelt aus einer
Sammlung vorgefundener Klemskulpturen, dic gli-
sermen Regalboden abs Stitzen dienen. Zodiesem Zweck
wurden sie-auf die jeweils erforderliche Hohe zuge-
schmitten, was je nach Skulpturden Effekt einer K dp-
fmgoder Amputation hat, Im Ganzen ergibt dies ei-
me Art Regalsystem, das sich entlang der Wand und
in den Raum erstreckt und — einem Setzkasten nichi
unihnlich - ¢in murechtpesutztes Panoptikbum hild-
haveriseher Formensprachen des 200 Jahdunderts
vorflihrt. Beiers Arbeit konfrontiert uns mil ¢iner
Reihe von Umkehrungen imd Verschiehungen: Nicht
nur tauschen Regal und dekoratives Objekt die Rol-
len von Triger und Getragenem; auch wird Kunst-
hamdwerk, das Asthetiken der Hochkunst sufgreift,
zum Hestandteil einer skulpturalen Anordnung, dic
selbat wiederum die Form eines Mibels anninont. Die
Figurdes Sockels fungiert hierals eine An Scharnier,
dias verschiedene Erzihlsiringe aneinander kniipft, oh-
e siedaverhaf zu fivieren, Die Geschiclve der Skulp-
tur bleibt, wie der Trtel suggenien, ein , offenes Pro-
blem™, das an der Schaittstelle von Bildender Kunst
und Design, von materieller Faktizitat und kulourel-
ler Codierung seiner jeweils vorBiufigen Lisung harr.

So unterschicdlich die Arbeiten von Meier, Lanc,
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Die Sckelperspektive
Kunstforum, October 2014

Manuela Ammer

Nushat und Beier sind. scheint it Inberesse am So-
vkel doch dhnlich motiviert zu sein. Dabei strebi
keine/r der Kiinstlerlnnen nach der Introvertiemheit,
die die modemistische Kritik einforderte. Auch ist ih-
nennichtan ciner Bewegung pelegen. die sich in der
fortlaufenden In-Berug-Setzung von Werk und Bei-
werk, Text und Kontext, Original und Reproduktion
erschiipfi. Angesichis eines ubiquitiren Netrwerkden-
kens und der digitalen Logik des . copy and paste™,
die mittlerweile Bilder, Korper und Raume gleicher-
miaben durchdringt, ist der stete Sinntransfer zur Rou-
tine geworden, die keiner Vermittlungsinstanzen mehr
bedarf, Wenn aber der Sockel nicht mehr vermittelt,
was kann er dann leisten? Er kann, wie die diskutier-
ten Arbeiten demonstrieren, eine Stelle markieren, ei-
nen physischen On, an dem die Sinnfluktuation ci-
nen punktuellen Fokus erhiilt und Briiche und Kon-
tinutititen, Krewungen und Verschichungen zwa-
schen zetgendssischen Formen kulureller | Re-)Pro-
duktion und iiberlieferten Techniken in den Blick ge-
raten. Der Sockel fungient als Angelpunkt, der Ver-
fahren der Multiplikation, der Ubersetzung und der
Reformatierung perspektiviert und als solche erst
verhandelbar macht. Seine archetypische Fomm, sei-
ne wechselhafte Geschichieals Distanzhalier, Grenz-
gangerund Indikator von , VerhalinismaBigkeiten® ma-
chen ihn zu einem privilegierten Objekt der Veror-
tung kiinstlerischer, technologischer und theoreti-
scher Entwicklungen. Gerade weil sich die Geschich-
te der Skulptur ohne den Sockel nicht denken lisst,
hat er das anachronistizche Potenzial, Kontinuititzu-
gleich zu behaupten und in Frage zu stellen.

MasiiELA ANBER B Kumtorin
am mumok Musaum Moder-
ner Kunst Stiftung Ludiwig
Wien. Zuvor war sie wissen-
schaftliche Mitarbeiterin des
SFB 626 an der Fralan Unhwer-
St Berlin,

! Wl berspaclswense das Eriffnumgskapitel ..ch?'m.m"\ Vmis-
hing Base in lack Bumhams Sevond Moderm Soulpne: The B
jw.r.: @ I_|" Sctencr and Tw.i'rm.fq‘q' an e .ﬂ'u@ﬂm of Thix Cembre
m Mew York, 1968 und das Kapitel  The Passing af the Pedes-
tal™ inAlber E, Elsens Fioneers of Modeen Seulfpure, Ausst-Kat
Londor, 1973,

"Wl Michacl Fried, , Art and Olecthood™, m: Arifarum, Vol 5,
Ne 10, Juni 1967, §.12-23,

' Eva Badwra-Triska, Gesprich mit Frane West”, Wien, Mirz
1994,  hitpefwwwomip.at/anschmente1 71, abgerufen am
[ 05 X4

* Eme erste Version dieses Texies erschoen unber dem Triel |, [Dias
Sockelproblem™ in frlese dle, Ausgabe 2, Herbat 2011,

Mt BEIER, Shadving for Uniocked badter anct Crpen Probiems, 2000,
Ikl el sboulpiur dle Ctpsbde, Gilss, nstalationaansicht Blased In Berin,
Hamburgar Bahnhol, Bardin, 2011, Fobo: Amn Akhter, Courtagy dia
Kilirestinin & Privateammiung Batginn & Croy MNislssn, Barln
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On October 24", 2014, the musenm will host the symposium, 3D Printing; The
Creative Fuiure.” Artists, academics and indusiry professionals will be speaking on
various subjects related to 3D printing technology . including:

» James E Smith, who used 3D scanning to create a “life model” for the recent
OPEM3 exhibition.

»  Michael Eden. ceramicist, who uses 3D printing and scanning to create
contemporary studio pottery.

«  The Digital Native Academy who will be discussing their andience facing
projects using 3D scanning technologies (0 engage with arts audiences.

+  The Conservation Department of The University of Lincoln who will discuss

iD technology in conservation,

To bring things full circle, October 25th will be “3D Printing Day” at the
musewm, with demonstrations and activities related to 3D printing open (o

CVEeryone.
Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
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On

“post-
Internet?”
Art

By Benslt Lamy de la Chapalle

Some time ago the term * post- Internet” came to our attention,
used o describwe aod aoalyee the activities of 2 oew generation
of ardsts, bom in the 108cs and marked by the influence of the
Inrernet during their arristic rraining in the 20008, This last dec-
ade in fact wimessed the democratization of the weh (with its o
version), the peak of social networks, unlimited access to knowl-
edge, and online gales, all tools favourable to artistic creation at a
time when the principle of inter-disciplinarity in the visual arts
sewrmns (o be a given, Yel this tenn, post-Interet, seemns (o focus
on art praes which egand the Internet not only as a work wol but
also as an acsthetic podsend per se. both self-sufficicnt and mak-
ing it possible to explore and infarm fhe boundless complexity of
our contemporary societies. There is an undeniable connection
with Net-art, but post-Internet art should not be understood as
a kimd of rebinh of the phenomenon. Wihen Netart appeared in
the mid-1ggos by way of experiments widertaken by such antists
as Olia Lialina, Yuk Cosic and JODL the Intemet was oxpanding
a-pace and represented an object of discovery, with unlimited pos-
sibilities, which those artists deermmed ripe for making the mostof,
hath as a ereative toal accessible to one and all in netwark fioem,
and as a tool of resistance through its immaterial nature and its
virtual and, in theory, non-reifiable teatures, in the fce of the pre-
dominance of the art market, What was involved for those aniss
was making use of a new “shie specific™ basks on which a “pu-
rified”, “spare” arr conld be produced. Post-Interner ar emerged
mare than a generation later, among artists belonging ta social
networks, whose reliance on search engines s now irreversible,
with a Macbook as their studio and a smartphone close by and at
the ready, These artists rject the notion of site-specific art and,
on the contrary, ky claim w a whole host of sives in which thelir
works circulate, in an endless to-and-fro berween reality and vir-
ruality, on and off the Internet. They belong 1o a generadon thar
has gone beyand the enthusiasm of the Internet's early days, taken
a close look at the phenomenons consequences, and become
aware of the various cultural changes under way, What is more,
their approaches and methods regard as acguired the poociple
of re-materializiog @ world which nevertbeless tinks of isell as
immarerial (de-marerializadon of financial wansicdons, com-
munication, information, human relations, and immaterial work
‘within a service-oriented society where production is for the most
part automated, etc) becayse this overall desmaterialization gives
rise w0 pew physicil and psychological relations with the produc-
ooy consumption of material goods*

The werm “post-Internet”, which is sdll up for discussion, re-
mains very ambdguous and can lead 1o miswken interpretarions.
The erm was supposedly firsr used by the arrist Mariss Olson in
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2c0l, to describe an artistic pracis taking place “... on networks
but can and should also exist offline™” io erder o ealize the
Interner’s impact on our lives, The term was subsequently devel-
oped berween 2o0g and rovo thanks o a series of thearerical and
critical writings posted by Gene MacHugh on his Pest Insernee blog,
In 2668, artists concerned by this new designation started to meet,
form netwarks, and share online data. Among works produced in
networks, the project Posi-Inéemel Survieal Cuide stands out {ini.
tiated in avie by the artists Katia Movitskova and Mike Ruiz) a
catabyst for artists who had wken part in an Internet search for
images and texts published online on the Sundival Tips blog, then
in the hoak Past-internet Survinal Cuide* That same year, ane of the
participating artists, Artie Vierkant, published The Image-Cihject
Post=Intermet, a text seeking to give a definition to post-Ingermet
art in order o situatw i pracis and explain its bases, The term
then spread as a result of the we made of it by ardsts, coides amd
exhibition curators, and becune emblematic of tits new [nermet-
assoclaved generation. Bur its definidon is having wouble becom-
ing constant, and is srill evolving which, sccarding 1o the arrisr
Jaakkn Pallasvun, seems to bode wells *1 like that peaple are diza-
greeing on its definitions and with each other. I hope post-Inter-
net will begin to stand for this continuous debate instead of being
cemnented ot an ant histocl ope-liner,™

The diversity of the approaches assoclared with this neb-
ula stems from the many different possibilities offered by the
Internet. The commaon denorminator undaubtedly lies in the in-
terest attaching to the distribution, crcolation and use of infor-
mation online. Oliver Laric’s demonstration with Towch my Body:
Creen Screen Version (2008) is especially eloquent on this subject:
made from the clip of Marda Carey’s song of the sune titde, w be
found o YouTulbse, this video has been suripped of is whole back-
drop, leaving room just for the singer agains a monochromaric
hackground (a technique nsed on felevision and in computers o
add artificial backdrops to the editing). The artist then posted his
pirated version of the clip and ledt it at the mercy of all webe-surf.
ers, (ree to add any kind of backdrop, from the crudest w the most
elaborate. o oo tme ot all, more dan g buodeed pew versions
of the clip were then counted by the anist who included some
of them on his wehsite. Thess freely usad videos are made use of
again and again, circulating from blog to blog and website toweb-
qite. This experience reveals an important point, to wit, the fufure
of rovalties and intellectual property in the age of web 1.0, espe.
clally where artworks are concerned. How is it possible to protect
a work inumersed inan environment subject o e principle of
sharing? Koplenkririk a show ar the Basel Skulprurhalle (2om1) in
which the arrisr mixed casrs of Greek sculpnires and rheir Roman
capies with his own works, produced, it just so happens, an in-
teresting paralle]l between the conceptions of Antiquity and ours:
Roman sculptors copied the Greek classics as treely as we copy-
arnd-pasie,

The blops and Tumblr micro-blops collecdvely ercaved by
these arvises adopr the classic format of online sharing and, thanks
ta Photashop and ather software systems, illnateate how the dara
are being eonsantly re-touched, rransformed and re-used. Among
these latter, we might note mork.com, r-u=-ini.tumblr.com, thejodming.
tumblr.com, aymocom, thestare umblrcom and survivalips. emblrcom.
Thame images, true o Glse, are visuals of works, photos selected
[romm napge banks or fousd oo uiwual blogs aod ey ane some-
times re-used and wansformed by other ardsts, Views of exhibi-
tions can thus be invaded by intruding olyects, adding a dash
of wit 1o the seriousness of hanging works. 'The DI% collective!
which specualizes in the manipulation of codes introduced by
innage banks, caricatures this type of imagery in order 1o create
new by pes of parratyve sod new stervoty pes, In 2oz, DIS occupied
the exhibitlon of Kaga MNovirshova and Timur 8-Gin ar the CCS
Bard galleries for a photo session, Compering Images (2012), stag-
ing live models posing alangside the installaronsg the way thar
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Flaus wan Michtmagend Oallery, Hew Yok

Internet users adulterate images by adding things to them. 5o the
“Photoshop retouch™ took place physically and eventually pro-
duced an online imupe like the othees. 1t is disturbing to note that
these irages, be they original or artificial, are side-by.5ide on the
same exchange plarforms with no demarcavion, in a3 corwext where
miogt works of ary and exhibitions are appreciaed as a result of
onling tmages. This partly corroborates Arde Vierkant's appooach
in his project Emage Ohjocs (2on1-in progress). The origing of the
works in this erries are always Images which, anee affiood m dibo-
nd, exist physically to be hung in the exhibition venue, When the
moment arrives to document the work by photographs Vierkant
altérs their image on Photoshop thus giving it a néw form and
a mew exiftence, The viewer's possible perception of it is conse-
quently de-stabilized by 3 multi-facetted work, though one that is
physically intact ‘The artist's approach in fact does away with any
hierarchy bermeen the real work and lrs image, because these are
hencefrth grasped on an equal footing.

Karl Altmann, for her pary, appropriaves the languape of on-
Lizse vonswinplion mearketing and techoolegical conununication
ks W compilations ol images aod videos brooght opether
on her webgite, Her online works are intended to be perpetually
evolving and are not externalized unless somebody proposes this
to her for a show, 5o the work changes states without its online
wversion being affected: her work shown off-line—by way of a video
MORAor OF 2 print=—is always viewable online and still will be after
the show. What is more, the artist does not regard her off-line
presentardons as “exhibivons®, but as another way of existence for
her prochictions which ame hasially being contimslly exhilhnsl
This relativization of the exhilation speee as an end in isellcaine
Acruss aghiin i “Exhibition Goe”, which Kari Alumann ook part
in, an exhibition organiced by Timur Si-Cin ina wlite cube as 2
gynthetic image. the Chrystal gallery, and presented simultine-
ously in a physical space—Centile Apri in Berlin—and online.
from 1o May to 10 June 2010, The question of knowing where the
work ends and where its documentation begins was, as a result,
offset by a digital work including both phenomena at once.*

The tn-and-fen cirenlarion of images, on and aff sereen, ks
relesant shape in Antoine Catalds Topalngies (2000} Set up oppo-
sile mch other, two plasng soreens ane sonneciesd by a wade ol

whose ends are covered with a mirror-like surface, reflecting and
distorting the imapes broadcast This Jow of information, end-
lessly mowing from one screen to the other, seems like an amwors
phous state-of-the-art technological structure, at cnce Gscinating
and threatening.

Becaise of the success of online sales, eonsumer goods ara
now et and pareel of this diffiaslon. Yogee Fioler's inamallardon
Paramgietal Bmdn (o) invices vistoors to make thelr way hemween
o long shebres on which ane arrayed ardinary irems—kenlos,
water purifiers, irons, etc—which have the particular feature of
being split into two so that each part is placed on either side of
the passage, Their innards are thus crudely splayed, éven though
their presentation remains thoroughly symmetrical, and where
they are cut is Gultless. Altogether new, on the one hand, thess
obiécts are nevertheless inoperative, so they display their useless-
ness and thelr forthcoming replacement, which can be made with
a few clicks With Planned Fall (2003}, Aude Pariset creates a discon-
cerdng atmosphere in which presenmadon dummies dressed in
rodling chothes seem (o be o e verge ol being swallowed ap in
parbage baps By diverting the codes of conumercial presentation.
this installation throws the contem porary “prosumer's” cormpul-
sive habits and desires off-balance, Like jars of formalin, Sean
Raspet's plexiglas cubes hold a wide variety of obpectés—and even
digital prints—in a translwoent hair gel, reminding us of the ster-
ile atmosphere of laboratories.

If admitting that technological progress penerates behaviour-
al and morphological changes among hurman beings nowadays
Werges on h'qu a trmisaes, et o ackd that the Interset has Brmll].'
contrilated to making this a peoemalzoed state of affies. Porakle
computers and smartphomes ae pow prostheses which [uoction
with us like exim ogans, or mther “eensions of ouselves”, o=
Marshall McLuhan might have put it. We end up thinking in ac-
cordance with the way they function, and we literally become P
Mackook of smartphone. M. Katharine Hayles points out that if
thi technological advances of imformation cannot fundamentally
replace the human body, they can perfectly incorporate it, inclod-
ing our dayro-day hatim? Anne de Vebees Timesshles (2011) pee.
sent a st af ables prinuad with cloody skies, on which are Fing
ceramic ancdygsrartphones, conjuring up s bost of dillenea
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“cloud-computing”-fype connections appearing and disappearing
a= required, acrivared by prostheses working like eyma organs 117
the hands of 11" cenfury man are represented like this, it is help-
fisl v woe what is going an with poarrrait of him, and in parrico-
lar those of the NAD (NewAgeDemanded) series {2012-in progress)
“sculpted” by Jon Rafman. Barrowing the classic form of the bust,
the artist meakes a series of yboid poriraits which the socelemison
of present time would prevent from becoming fved. At once virtu-
atand real, these bnsis are parr of *fields of displacemens, changes
and moveimenis”, re-negotizating the pronciple of epresemtation in
an “informational envin . Social networks, blogs, Tumble
mbcro-Dlogs amd Instagrams make it possible for absolutely ay-
one to be in a state of constant representation. Jaakko Pallasvuo
points oul Usat these siwes abso offer the means for comstrecting
identities and inventing an avatar for yoursel2 his video Feverse
Enginerning {2ca 1) depicrs him in differenr identites, nlking about
hkrmsll ancl Dy experience 2 i st cenbury artist with the help of
several volces and faces, filmed with a webcam. Involved here is
a viden presred om YouTobe, akin o millions of others, thanks o
which numerous users think they can have access to celebrity, But
auvess o the artist's “profile” is oof gained becase of the iooge,
but through a discourse that is much more representative of his
persomatity, ohscured by a number of faces and imagpes which upser
web- turgetting habis Katja Movitskova also oflers a gosd overview
of the way in which egocentrism and exhibitionism match self-
represenrarional systems available online. The digital collapes of
the series Earth Call 3 & 2 (3003} associating landscapes found on
Coole Earth with selfies of young men posted on ‘Tumblr, em-
phasize the sl sophistication achieved by the swill motowches
and correcrions made possible by rechnology. They ilhustrare whar

standard habitat imagery, Sara Ludy proposes videos in which the
oye nonchalamtly floars in perperually evolbving virmial landscapes
Sphere 120 2017) consists in the propection of an unidentifisd Moat-
ing abjecr in the middle of a moving space which, cach and every
minute, changes and spins on itself in a new décor. Her immersive
environments, which are deserted by any land of living being, are
paychuobogical and meditative sooes w be oooupied.

Among these so.-called "post. Internet” practices, many incline
toweards an archasnlogheal reading of echnological progress, Hke
Alekxandra Domamwic who makes her way through the meoent
history of Yuposksvia, her native country, via the prism of the
Irntwermet. Titled * From Yu toMe”, ber show at the Basel Kunsthalle
{zoaz) illostrated a powerful attachment to the memory of that
neew vanished nation as well a5 w the ensuing dercgulations in
matters of identity and culture, The domain yu, formery used
foor Yuposlavia, was done asmay with in 2c00 and replaced by as
many dormaine a8 there are pow ew oations. For the artist, this
act represents the final elimination of her country within an in-
rernarional politieal conter where the address of the domalin now
matters more than the national anthem, The series of sculptures
resulting from the project The Puture Wit ar Her Fingenips (ongh
depicting prostheses of hands on tall plexiglas pedestals, draws
inspiration from experiments undermaken by Rajko Tomovl, mry-
g topive back the sense of touch o soldiers amputaed dunng
the second World war, using an artificial intelligence procedure.
Hirre the arisr sims 1o reveal the sipnificance of the pioneering
work ol women like Ada Lovelace, Sadie Plant and Borka Jermuan
Blazi in the development and creation of cybermnetics, virtaal real-
ity moultineedia and the Ioternet, It was also a woman who was
foor the first dme photoshopped in 1987, as we are reminded by
Gonstant Drullaart’s project Jonmdfer in Paradise (20130 Depicting a

mmighit be the “selfconoern” of the 207 century, The landscape penmne
is likewise remewed: captivated by Secopd Life. video pames and  topless wornan on a beach at Bora Bora, énlarged then displayed

oty
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Zach Blas

Frrial Weapanizahien Sute Fag Feee Mask -
Cleopdier 2o, ol Los Angelo, CA

Couslery Lach Bla

Fheto : Christopher Oeary

on a wall by the artist (letting view-
ers see the grid of pixels), this pho-
tograph was taken for experimental
purposes by John Enoll, co-creator of
FPhotoshop, in order to demonstrate
the efficiency of his software; the exhu-
mation of this image reminds us of a
time when it wos still possible to envis-
age the .'|1|1J1|.-|:|l'i|:'ilr |.|:I-:i:|:|1.|.5|.-.|..
Speculations sbout the future ane
alio recurrent with these artixts. In
his text A Miflion years of Porn, Timur
5i-Qin relies on the theory of sexual
selection W explain bow cedain spe-
cies change morphology on the basis
of physzical criteria sought during rmat-
ing, such as characteristics indicat-
ing fertility and signs of resistance to
[ml:l:nili‘x -l.ﬂLrI'\l-E'rn:IJE thix [:rrinl:'i.[ah.-'
to the human species, the artist notes;
in parallel, that, in 2006, $g7.06 billion
were spent worldwide on the consump-
tion of pormnography and that 25% of
Intemet searches hive to do with this
area. He concluded that human be-
ings under the influence will in future
seok out partners sndowed with physi-
cal attributes simalar to those of pom
actors, which might contribute to the
evolution of the buman species, in the
following ways: in &g million years,
wWamen “J:’ I‘IH.\'I." I'Ili.rli‘h! IH:II.I.it'"\G .'-ITI\'J
generous bosoms, and men will have
disproportionately large muscles and
penises! The updating of evolution-
ist theories combined with Manue] de
Landas neo-materialist realism  alza
give Katja MNovitskova the conceptual
toola required for her anthropocens-
“.k-l‘ 'I.';"G:i"l'l LH‘ ll'li‘ “'I.IT]I:I. TI“." Iﬂ:lh‘“':"-l-
tion resulling from the project Post-
Indernet Servingl Cuide i ]sn-u'nr:'l] as a
survival guide in the face of the many
different chunges with which net only
the human specics but alss the organisms constituting the Earth
are currently confronted: *... The notion of a sumvival guide arises
as an answer to a basic human need to cope with increasing com-
plexity. In the face of death, personal attachment and confusion,
one has to feel, interpret and index this ccean of signs in order to
survive." Other writings by the artist remind us that the princi-
ples of attraction and repulsion, key concepls of evolutionary aol-
oy, are also clearly applicable to the sphere of art. The sight of ani-
rrials hoas always stimubated the suevival instinet of human beings,
along with their affective reactions. Resulting from an awtonomous
evolutive process, art also produces powerful emotional reactions
in man, though for different reasons. To explore this relation,
Mowvitskova has produced 3 series of sculptures titled Approximation
(zea2-in progress), highly seductive pictures of animals affixed to
billboards, designed to produce in the viewer an emotional reac-
tinn atiributed to a remole atwism. She deduces from this that

Lisboa

these pictures of animals will seon represent powerful resouroes,
as attested to by Intensive Differences 003 (2002), a papyrus on which
is printed an image of Justin Bicber photographed beside a dol-
phin, to promote his brand of clothes, thereby arguing that the
infensity produced on seeing these images maght become a source
of energy that it will he possible to make use of in the near future®

Let us bear in mand that this generation of artists ix evalving in
i free-lor-all neo-liberal economic system which, even il in crisis,
always manages to stay the course. Financial power, which is nog
easy for States to control, is akin to a fast and elusive fux which
undoubtedly explains wiy liquids and fluids—and their represen-
tations—are so0 present in works. The monetary de-materialization
at work since the end of the Bretion Woods accords contributed to
the making of a financial system in which currency had no maore
than a fictidous value. Fayments by credit card and PayPal con-
tribrate Lo thas Eminsactional ﬂ.ui:iity. The EH'-:sl-I'u'r-:“M: P!‘i.l:ll.':li:lll"’i af
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the digital econcmy permit the de-territorialization of capital and
the esmabilishmient of high-tech companies like Coagls, Amamon
and Micnsoll in tax bavens, 50 as o dodge Deing aed o coun-
tries which they proft from. “[he duo AIDS 30 (Daniel Keller/
Nik Kosmas) = interested in these new aspects of the glohabized
evonomy; Absohee Vsl Inc (zo12) specifies umunbigueously low
the art market is part and parcel of this system. Akin to a platform
of lectures and encounters, this installation sees itsell as the pro-
marinnal argan of 2 eompany purchazed in 2012 by arvises from a
provider of servioes for front compames, kaated at Cleyenme n
Wyoming (U5A) Concelved as a muld-funcdon back-up for their
ﬁ1r!!u.':nnir|.g [mi-ﬁﬁ, the fain gnd af this COMMpRITY W 1o 1 a
mnulti- Layered stmteyry of diversified growtl, enabding collectons o
invest in works of art at mimimom risk, with macimam petumm on
Investmene, Whar is more, arrises have par frward the idea of devis-
iy works beased on the data-ooiniog wsed by macket ing apescies (o
target potential conswmers: "we'll use a program like Lealytcs to
o semantic anabysis on a database of art writing in order to create
‘meaningfil’ descriprions of armmorks. Then we'll wark with snme-
o towrite algorithms that, based on those descriptions, Create in-
srructons for new armworks. And then finally we'll exhibir the works
arud :n;l]'pr the anediemces |:||'|:in'||:||:t and buelezcior™8 Lt s ouilic Ilul.
in an interview with Jaakko Pallusvao and Jean Fay, they are both
in agreement about the similarities existing between the mter-
disciplinariry hallmarking present-day arr and the capaciny of lare
Gipitalism t appropriate everything [or itsell; even cotcism of i.*

Creation, ecomomics and state-of-the-art technology are
incidenmally involved in imporan encounters, ke the TED
(Technology, Entertainrment asd Desiges) lectures, and the more
recent [ (Dhigital-Life- Design), bringing together artists with
srarr-ups and the most innovarive of personalities, so as m share
EIllI'l'id'II'.l.‘ﬁ annd ideas b dowith the Rataee of our .-u:u"u-l:r. Sirnom
Denny, who is concerned by the inlluence of technological pro-
gresd on our ways of communicating has been working since 2013
with Trande] Keller vo organkze 3 TEEx evenr, following the Invi-
tatien extended by the Licchtenstein Kunstmaaseum, i e city
of Vaduz By Hrerally adopting the formar and conrent of TEDx
encounters, the armisk dedgned the lecrure 2ot nging commanmi-
cation code employed in this kind ol event. There wis 3 succoes-
ston of nine participants coming from creative, legal, econormic
and paolitieal spheres, fach one with welve minures 1o present
et inpovative approsches amd ideas (o the public. Based onan
ideclogical format that is much valued though criticized for its
peeudo-scientific decisions, TEDw vadur comes across like a Blse
parcdy whose purpose s Use amalysis of the viloes, sesthetics amd
tendencies conveyed by the technological economy.

‘Whart emerges frorm the above-mendoned practicesis the raflec-
tion of @ trouliling, oot o say alarming historica] sitsation, linked
o imporant pacadign choagres, at the rool of which we find the
Intermet and the new technologies. Faced with such facts, we might
Fxpect works with a marked critical content speaking our apainst
e Mt wwards which the digital cultume seems o be project-

ing s, But this is not the direction espoused by the approaches of

et of these arrists, whoy according o Crmsmne Dullaar, are lesw-
ing thix work to activises, and produciog allegedly = post- Inerones
works, while these latter are “always shown in the most hierarchic
anid consepvarive of media thar the art world can offer: the white
cubee™ Bt can oo peally sto the other? Comstant Pullan's ap-
proach tends incidentally, to emphasize that the Internet is no
longer the “zone of temporary awtonomy™, the medium of an
alternarive political eubmre thar it was in the 10808, nor the space
of freedom much vaunted by the media, with these latter report-
ing for ecample, that the Arab revolutions would never have been
poesibie wirhour Facehaok ... The intermet now represens the prin-
cipal instroment of te “society of contod” aonouioed by Gilles
Deelevze, as is shown by the M5As latest declarations, and the inex-
mricahle simarions of julian Assangs, Chelsea Manning and Fdward

35

snowden. 30 how could the Infemet be more relevant than an ax-
hifhirkem room 1w reser and recier? As an eeplicitly pobivically com-
toitted artist, Zach Blas does not seemn W axk hinesell Use guestion,
His project Facial Weaponiztiion Suite{2011-in progress) ceacts to the
spread and rrivialzarkon of Momerric and Selsl recognidon pro-
vedures, [ consists of 2 wedes of nesks desigoed using Goal data
of different subjects, unfathomable by biometnic reading systems,
Among these masks, the Fag Face Mask (2o12), made using facial data
af hornnseoals, tends o withsmand recent =dentfic snidies, posme-
lating that it is possable (o detenmoine U sexual orentations of the
subjects walng blomerrics. Worn at large social gatherings and per-
EI!!'IIHII'I!ﬁ lII.'BI' III.H!L.‘;G e I"L‘lll"l"i'l:'l.'l'] FLd 'l.IIlﬂ.'IH' EII'IIiIﬁ L1rl'l!.|L‘E|:i'I'l"
transfonnation, contesting the predomimant forms of politcal rep-
resentation. The white cube and the [nternet e mvertheless stll
{uer as viahle means of srranegle disseminarion for the ardse. This
plurality of methods of presen@iion i mwo way alwers the redeance
of the critical scope of his involvernent, It would therefore be wrong
to underestimate the political consciousness of this peneration and
reduee i work o a eold duplication of Tnterner fmagery in come-
mercial galleries. For these practices can possibly shed light for us
on 3 cermain shift of the polirical swrugple, which b no longer bmag-
il the Wiy Wi think. “-r'h:rm |1'|l'1' hae found a way ol “achie.
ing the organ-less body, without untrammelled de-stratifeation” ™
In this case, we should see therein, in parallel, postures henceforth
simered ar another comeepmaal level than those hackneyed posmires
ol rmeliticsl activisa,

—

L Josep hivet Berry later rehabilited the mation of sie speaficby 1o desseibs the spe
virmsarits of hiet bt petisty o8 the Fopt-h Anthenics corfisrancs which wam hald in Cizinber
gl | fu B bl v el buf gy g rrpfweeni g gty goy
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NORKO
REALISM

In North Korea, art systematically *correets” reality—
much as the leadership suides the thinking of artists
through selection, education, employment. collaborative
production and retirement care.

by Travis Jeppesen

DAWN BREAKS THROUGH a thin fog over Pyong-
yang, gray light cascading onto the pale Eastern Bloc-style
apartment buildings below: The capital city of the Dema-
cratic People’s Republic of Korea—known cutside the
country as North Korea—is shrouded in silence. Here and
there, a hird rhir_pl.—rhe nnl}r somnd nntil a faint, ethereal
rune beging to play. At first, its notes are ao light and mbitle
thar Thr?' seem ta he harn of the air iteelf You miEhT mis=
take them for the whistling of the wind, until they cohere
into an otherworldly melody. The song, “Where Is Our
Creat Leader?,” ia the first sound the citizens of Pyongyang
hear in the maming, the alarm signal that it is time to ger
wep and greet a new day Iris 5 am.

Thia is the daily scene captured in John Monteirh's
videa .F';rnn&mng. North R—Gn-nr._fwnf Lo (1] f?ﬂf)) Eam-
506 48am, Filmed from the artist’s room high up in the
l{or]’n Haotel on a trip that he and I tock to the reclusive
nation in the summer of 2012, Since the near-total
collapse of the economy in the 19904, touriam is one of
the DPRK's few ways of generating hard currency. Anyone
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can visit as & tourist, save for South Koreans and journal-
ity Choe must apply tirough a Western travel agency,
which in turn makes all the arrangements, including secur-
ing visas, through the state-cwned Korea International
Travel Company.

Marth Korea remains a farce field of fascination for
me. Above all, I am intrigued by the degree to which
art—he it propaga nda or l.nmrl!h'mg else—infiltrates every
aspect of life, from the surreal hymn captured in Mon-
teith's video to the astounding and often unintentionally
hilarious didactic murals, mosaics and stataes that cne
finds scattered throughout the country in place of adver-
fising. On the serect level, it aften seema that the DPRE
has mare art than any ather country in the warld, Often
averlanked or mizinterpreted by commentators an Narth
Keorea who focus mainly on human rights abuses and the
nuclear program, this caltural l]nl:ern reveals a lot about
heow the nation functicns, how it views itself, and how art
serves the ongaing project n'Frn.ginrrring the ideal citizen
and saciety:
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The model of artists working alone in their studioes,
churning out works of art for commercial galleries, does
not exist in the DPRK; the very notion would be regarded
as bourgeais, reactionary, capitalistic. Art stars, in the
Wesrern sense, are conspleuausly absent, since such radical
individuality would viclate propriety and infringe on the
leadership's celebricy starus. (For a period, North Korean
filmis did oot even list actors’ names in the opening and
closing credits.) Artworks are often unsigned and/or
produced collsboratively. Art criticism, as o profession, docs
not exist, and there are no programe in art history at any of
the cannrry’s universities.

Formal exhibitions—as compured to public art dis-
plays—are relatively limited. Situated in the center of the
capital on Kim I1-sung Square, the Korean Art Gallery, the
country's principal art museun, contains works dating from
the 4th century to the present day, Many of the older pleces
are in poor conditdon, some In dire need of restoration.
Elsewhere in the capital, one finds oceasional showesses,
such as the Sun For All Eternity: National Art Festival in
Celebration of the 100th Birth Anniversary of President
Kim Il-sung, 2012, which featured works from the “Songun
Era™—Semgun being the "military-first” cocietal structure
instituted by Kim Jong-il in the mid-"30s,
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Education is free at all levels, Artists are scouted from
# young age, officially on the basis of ralent and wnofficially
on the basis of ranghen, the pervasive but unacknowledged
class systemn that reflects each family's sociopolitical past
and current influence. After tralning for ar lease five
years at one of the country’s art dcademles, graduates are
assigned to one of the professional organizations, the most
prestigious of which is Mansudae Art Studio in Pyong-
yang, boasting some 1,000 artists and 4,000 assistants and
administrative staff workers, Cince employed there, anists
are Fermirmﬂ to paint or seulpt “anyvthing they want,” since
they have already undergone a riparons idealagieal malning
thut results in only "correet” images. Their quetas are purely
quantitative, unless a special commission has come in,
Certain practitioners—espectally those officially destgnated
Merit Artists or People's Artists—may receive individual
commissions; otherwise, requests go to the studio as s
whole, prompring collaborative production,

As workers in a key parr of the narional propaganda
machinery, artists are paid relatively well by the state. Sal-
ary numbers are closely guarded, however, so it is unclear
just how much they typically earn. While no one Is sup-
posed o be “well off " in this theoretically clastless society,
the most handsomely compensated cirizens—including
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many artists—reside in Pyongyang. In addition, trade
om the country’s black markets has burgeoned in

the pacr decade, and a large part of 3 famlly's income Is
ofren penerared hy rhe "side job™ of ar least one sponse—
wsually female, as women are permitted to take up the
occupation of “housewife,” which affords them more free
time than most men enjoy. Upon retirement, artists are
E!ﬂl:n'ill!t'J b join the 'Sl.ml;h'un Art Studia, which hobds
its own exhibitions.

Like their compatriots, artists must attend Saturday
study and self-criticiim sessions where the theoretical writ-
ings of supreme leaders Kim [-sung and Kim Jong-1l are
taughr. This indocrinarion s an extension of the only form
of acethetie philnsaphy raught in arr schoal.

FROM THE TIME that he emerged as heir apparent

to his father's dictatorial rule in the 19705, Kim Jong-il
became the DPRKS chief acsthetician, A film buff—Kim
reputally would visit the set of any North Korean produc-
tivn nearly every day to give “on the spet guidance,”a
trademark practice of the DPRK lesdesship—the futare
ruler alsa penned a number of rrearises on arr and (frera-
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Statues of

Kim [lrung
nd Kim joag-il
by Masaulse
artista. Photo
Joha Mooteich

fure, Muoch more than his father, founding leader Kim
[1-sung {(who apparently wain't all thar interested in art),
or his son, current leader Kim Jong-un {(who o far seems
fixared an bollding skt resores and fieness centers), Kim
Jong-il was the mastermind of the propaganda machinery
that endures to this day.

Not immediately considered for the number two
role in MNorth Karean politics, since filial succession was
I!d.'l'\l.'l."i'\‘fli Ak il:nimriu]iﬁ!ic' im Cnm|:||.|.|:|ti:|:-1i|'EI|.|.'|:t Coan=
tries during the Cold War years, Kim Jong-il ingratiated
himself 1o his father through his flamering manipufation of
artistlc productton: In 1970, he became depury director in
charge of culrure and arrs in the Propaganda and Agiration
[eparrment, Over the fallowing decade, he devored all his
cnergies to building his fathers personality culr,

While much of Kim Jong-il's writing is maddeningly
dull and crudely tautological, anyone who seeks a profes
stonal role in the arts in North Korea must study his
thought intensively, What it all botls dewn to is his "seed
theory,” wherein each work should contain a seed of ideo-
logacal correctness, This is not oo far from the language of
fascism, with 14 hloed and sell meraphors, DPRE prapa-
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Narrh Kareas
propagands poster

panda scholar B, Myers has famously asgued that Nerth
Kowea's ideclogy can best be described as National Socialist
rather than Stalinist.! In fact, Marxism-Leninism has long
been absent from the country’s constitution. fucke—a con-
cept often vaguely summed wp s “man is the master of his
own destiny”—Iis instead presented as rhe unique crearion
of Kim 1l-sung.

Whereas Marxism-Leninism, broadly defined, was
internationalist in outlook, Juche is extremely nationalis
tle, Maore commaonly referred to within the country as
Kimilsungism=Kimjongilivm, it is an ideology by and fer
the Konean people alone, a shield against the ugliness
and hostility of external powers, Juche emerged in the
early 1%60s, when the DPRK wanted to establish political
autonomy, free from Moscow's party-line directives. The
docrrine was also ane of the key components of the effor
to play the DPRE's two great benefactors—the People's
Republic of China and the Sovier Union—against each
other, without ever fully embracing ither side.? The real
imperus of Juche ie to produce something thar Is uniquely
and ethnically Korean—something that South Korea could

never achieve, as its people have been enslaved to the
Armerican imperialists since the end of the Korean War,

The aesthetics of Juche, according to Kim Jong-

il, differ from anything that has ever come before: the
philesophy is “the first ever to offer w perfect and integral
scientific explanation abour the standards, rules and essence
of beauty. What is beautiful is what appeals emotionally to
man and accords with his autonomouns desires and aspira-
tions.™ In his Treatree oo A (19923, Kim Jong-il further
deftnes the thrae essential qualivies of Korean painting as
clarity, compactness and delicacy. He does not elaborate on
this, His pronouncements are written to be memaorized and
recited on cur, not to be analyzed or discussed.

Whatever Kim Jong-il's vague terminology may
mean, ong can :L'a-.il]_\' discern 1hul:. in practice, the main
forms of Morth Karean art are paintings and sculprures
glorifving the leadership (namely, Kim 1-sung and Kim
Jong-il); chovendwa, or traditional Korean landscape
painting {particulacly featuring Mount Packiu, the sacred
monntain where the Korean narion is gaid ro have firse
come inte being and where, according to official propa-

|
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gandz, Kim Jong-1l was born); Socialist Realist-influenced
landscape paintings, and propaganda posters (which are
not considered fine art). Photography does not exist as an
independent art form in the DPRE, nor does Western-
style video or Installarion work. Instead, popular enter-
tainment predominates, especially acrobatics, mass dances
and revalutionary operas.

Propaganda pesters are North Korea's most commen
form of art—and hence Its lowesr, Nevertheless, they have
wequired a certain cachet with Western buyers, as they are
dvnamibc as well as casy and cheap to acquire. Examples are
customarily for sale in-country, though on my most recent
trip there, in April, I did not see any in the usal scuvenir
xhupﬂ and bookstores. { Rather, ink art and oil panmtangs
were being promoted this Hme. ) Yet the posters continue
1o be wvailable on Western websires, usually run by peaple
whvo visit the country regularly as tourists and stock ap,

Generally, these posters are gither local in content
or tied to a particular campadgn. For example, during the
famine of the 1990s, there was a push to ger people to start
eating potatocs, since rice, a staple of the Korean diet, was
in short supply. Other campaigns have sought to increase
factory curputs, or 1o hasten the construction of bulld-
ings. The posters often make use of what Korean studies
speciatist Koen de Ceuster has dubbed the “frog perspec-
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tive," a from-below POV that makes the viewer 2 submis-
sive recipient of the towering image. In ane popular image,
frequently reproduced on posteards and postage stamps,
three oversize Korean hands join together in crushing an
American saldier beneath one of his own misstles. This ke
Just what Morth Koreans believe they did in the Father-
land Liberarlon War (known in the Weit as the Korean
War, which officially ended in a stalemate), and what they
promise to doagain in the furure, should the Americans
ever provoke them,

Absolutism is part of the images' naked aggression.
There is no back-and-forth here; the meaning is thrust
PR YOU; N0 alternate interpretation is possible. There
are only two kinds of answers to questions in the DPRE:
correct and incorrect. The notion of art or philosophy s
a means of questioning the narure of realiry is unthink-
able, Art, amd poster art in particular, is meant 1o educare,
inspiring citizens with love of country, love of leader and
hatred of the enemies—primarily Japan, the United States
and the “puppet regime” of South Korea.

Kim Song-gun, one of the countey's best-known
landscape painters, specializes in images of waves beat-
ing mercilessly agalnst rocky shores. His work landed in
the international spotlight in 2009, when Bill Clinton
visited North Karea to secure the release of rwo American
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Kim Song-gus
Braphr Sea o
xl!'l", 6,
oil va canvay, &5
by 101 {me ke
Courtesy Galerls
Eon, Beelin

Odiver Laric
Maniziode {ewray
Propect, 2013,
polyuretlsane,
Carrara marble
ponerler, judde poswider,
sopper powiles,
graphire powder,
aluminium pewder,
dworescent pigment
and actrvted
carhan, ipproe. IR
by 10 by 30 laches
Couttery Tenra
Leighmn Callery,
Bedin

Jouenalists who had been raken prisoner and accused of
spving: Clinton was photographed seated next to Kim
Jong-il with one of the artists large-scale wave paintings
in the hackground.

While they may seem innocent enough o a Western
eye, Kim's pletares are, in fact, a5 thoroughly infused with
state propaganda as the political posters and the deplerions
of rulers—albeit in a more subtle way. This is where talk
of Socialist Realism in relation to Naorth Korean assthet-
ics begins to cumble. In his landmark study Totalitarian
Art, Tgor Golomatock posited the following subjeces as
defining characteristics of Secialist Realism in painting:
the struggle, the leader and, less importantly, the people at
jovful, devoted labor The most neglected areas were tand-
scape and still life.? But in the DPRE, ]and:.-l.':pc retains a
significant and highly codified role. Kinr's dramatic waves
may pound relentlessly—just like the DPRK's enemles, be

they the United States or the natural disasters long blamed,

domestically, for causing the 1990s famine thar killed sev-
eral hundred thousand DPREK citizens—bur the land, the
One True Korea, will always remain solid and strong, even
in the face of the grearesr adversiry.

RATHER THAN CONTINUING ro align the DPRK's
artwith an ourdaved Sovier style thar was Internationalist
in intention, one would do betrer 1o see the foreipn influ-
ence 38 melded with North Koreas own artistic forms and
aestheric; ber's call the mix Norke Realism, This = a soclal-
ist, yet also ultranationalict, *realism® that belongs errictly
to the Korean people north of the 38th parallel, and cannat
be understood agart from their ideclogy-infused quotidian
life, which has existed for a relatively brief span of time
{slnce the DPRK's founding In 1948]).

Of course the mapor subject one finds throughout
Morko Realism is the depiction of the mler, either "Grear
Leader® Kim Il-sung or the *Dear Leader® Kim Jong-il.
Images of both men are to be seen nearly everywhere one

Isoks. In each car of the Pyongyang subway, in at least
one room of every office and every house, the two men'
thugnp'l::- are hung side-by-side, dusted regularly and
raligiously maintained. To slight either of the leaders is to
insult the Korean people personally: Indeed, as 1 visitor,
one has to exercise great care when asking one’s North
Korean guldes anything about them.

Mot just anyone ks permitted to depict the leaders in
painting or sculpture, Only the most reversd artists, most
of whom are employed ar the Mansudae Arr Smdio, have
the honor of painting the Kims. (Although these works are
ubiquitous, it i difficult for ourside researchers to find out
whe the artists are. Portraits of the leaders are intended
strictly for a domestic sudience and are rarely included in
exhibitions of North Korean arr abroad.} Sculpraral works,
sich as the giant statues of the two leaders that all visitors
ane I'El.plh'ed 0 pay respects to in the center of Pyongyang,
are manufaerured collectively at Mansudae in an area thar
is strictly off-limits to visitors, Rendered in blocky, almost
cartaanish shapes, the branze seulprures are works of epie
kitsch that would have made Stalin blush.

MNorko Realism's greatest achievement is that it has
managed to produce it4 own time. It §s not so much thar,
through the limitations placed wpon its citizens” expo
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sure to other cultures, the DPRK remains somewhere

in the middle of the 20ch century, but that it remains
eblivious to these aspects of contemporaneity that don't
concern it With its intent on producing something that
is “purcly Korean,” whatever that might mean, the choice
of which outside factors are allowed to leak in is always
somewhat arbitrary.

One painting style, as seen in works by Kim Myong-un
and Chol Kyung-mee exhibited recently in Berlin's Galerie
Son, is clearly derived from Impressionism. It's hard to
say why a bright palerte and feverish, dorted brushwork
have become a Maorth Korean fashion—as with everything
efse in the DPREK, conjecmure plays a leading role in an
oursider’s fathaming—but ir is lkely in part an expression
af longsranding Easet Asian tarte and in parr 3 responss
o recent arders by foreign clients o Mansudae and the
country's ather arr studios, Then there is the arr studio’s
commerctal enterprise, Mansudae Overseas Projects, whose
cliznts tend ro be African countries thar commission
monumental starues of their own leaders or revered histori-
cal personuges. Recently, Austrian-born artist Oliver Laric
elicited controversy when he ordered up several smaller
mile fgures, shown last winter at Art Basel Miami Beach
and elsewhere, in keeping with his ongoing investigation of
artistic fabrication and authenticity.

Kim Myong-un's Night in Prongyamg (2012} depicts
the capital city aglow, o myriad of colored lights reflect-
ing off the Tacdong River. With an increasing amount of
consoruction taking place in Pyongyang since the young
Kim Jong-un toak contrel in 2011 after the death of his
father, it is very much how the city might look one day in
the near furore. Bur It ksn't how the ciry looks quire yer, and
the memary of the frequent powes outages and pitch darl-
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ness that ence punctuated Pyongyang's nighes—and that Kim Myvsg-un:
continue to plague most areas outside the capital—remains fﬂﬂr :ﬁ:""""‘

fresh in its denizens’ minds,

Night in Pyemgyang is not so much a misrepresentation
as it is an image of an ideal state that has yet to be reached.
In Morko Realism, the dream of purity and greatness never
dies, Promising the perfect unity of leader, state, army and
citizen, Ideal Korea is celebrated in the Arang Festival
mass games, the annual 100,000-performer spectacle of
synchronized gymnastics that Andreas Gurshky famously
photographed. It Informs Kim Jong-1's opague, yer mind-
numbingly straightforward *philosophies”™ of Juche and
Songun. It s expressed in the unquestioning mechanics of
the everyday routine. It restdes in the love of the fatherly
leader, who alone protects the people from the hosrile
forces of an evll, uncomprehending outside world.

Thus Morka Realism can never be properly consumed
by outsiders, as it can never completely bridge the dispar-
ity herween whar i= represented and whar we acrually see.
Bur for the populace of the DPRK, ir s whar fills the gap
between ideality and the numbing horrers of banality and
daily struggle—those variants of the real that we are all
submerged in to a greater or lesser degree, no matter the
place we call home. ©

caaan, 24 by bd%
inches, Courtesy
Craleris Bon

1. Sew, for instanoe, BK. Syen, The Clarsenr Rave M Namid Koveam S0
Thvmarfver—df nd Why It Masten, New Vork, Melville House, 2010,

I See Chusles K. Armteong, Tieaway of the Weake Motk Koeve aud the Werld,
19£0-1992, Tthaca, .Y, Cornell Universsty Prems, 2011.

3 Quioted in Rodiger Fraak e, Eple-ang Nocth Kavvan Arbs, Muremberg,
Werlag filr moderse Kanit, 2012, p. 56.

4, Lpor Gedoamtonk, Todalhtarian Aod m obe Sewvet Dhrsen, the Thord Resib, Fawnt
taly, and ibe Poaples Bepublic gf China, trans. Robert Chandler, New York
Owveddook Press. 2013 (st publibed October 1990)
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S5ave

|'.|'|u5-'.. bk within o teak, monument within o monament,
ele. within ede.

B Haying thad, do you hive any thoughts on the notion
of Ersate things?

0Lz 1 tend e Fovour the Ersatz thing, the secondary,
thie stamicd In, the substliume, the by product, the deutermgo-
nist, the tartoise, secandary lterature, metonymy and the
-sice,

SR: You aleo deal very much with the online world as s
spare of hyper-mcckiation and hy per-eelation, Can you talk
bt hersy thor fot i of relatbon Feeds into yaue practioe?

Ol There's  noseed tidiad The Bhather Fiftrer Yoy Age by
Wlfl Haas, wrltien s an interviess bebween o Blerury oritie
und the suthor There ane two liyers the Belional interdew
and the fietbonal novel, Over the course of the interview, all de-
tarils oo (e et ore reviealed tdaroweh the subjective interpnsta
o ol o b eritie and st hor. Bonges also prefirred o pretend
that bosok= already ecist, o simply offer o summary or com.
mentary o them. And §engoy summing up thise summarkes,

SB: You hove deserfhed your recent exhibitlon at See-
enteen Gallery, g, which consists of one video work, as a

Dliver Laric, Versions. 2042
HD wido, colowrs, sound, & mins
Courtesy of tha srtist and Tanya

L

thimtrical version of Versleme, 0 series of videos in which
you explore deas of repetition, since § explored ideas in
Versions bul through people rather than oljects. Can you
elaborate on this?

OL: 5 Is essentlally Fersdons, There are five characters
and each one vocallses 15 uitersnces, The phrases are
Idiomatic and they don't belong to anyvone, Even iF 1 can
associnte mysell with the dialogue, I'm not suee (F 1 have
wrltten lt. It's o lnnguage without s permanenst author
I was locking at the proverb in medieval literaturee and
painting, whene it hod o prominent position. Cervantes
let SBancho Panga speak in proverbisl monolegues and
Fieter Bruegel puinted proverbdal landseapes, The idiom
atie hinguage becomes specific through combinution and
context,

SB: Which fis when thinking about versions sml your
Interest in repelitbon...

O L Vermions Munctions s o basis for further develop-
ment, I'm hoping that ivwill leac toalternate incarmstions
surh ng poems, short tarles, novels, mnsbeals nnd mer-
chandise.
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Oliver Laric once showed me o 16th-century
print by Flemish conrt armist Marous
Gheeraerte the Elder. The etching deplets
 scene of iconoclusm, or Boddloat ormr, during
the Reformation, when churches and pubilic
gpaces In northern Kurope were syvtemaiti-
cally purged of religiows lmagery, often by
mubes, Hullucinatory inits detoil, the print
chows a swarm of figures on & mount pllag-
ing beond, breaking s tatlucs, tossing allarpicces
Ao a fire, Birds in the akr shit on monks
beside bare trees that crosm a bald outerop:
plmps braken relies snd chamrered erucifixes
jur ot like gravestones from a pit

Gheeroerts’s work Isn't simphy a depiction
ol image breakiog, When viewed From afar,
the mass of active figures In the print forms
0 NEwW, pille imnge: m g |
composite illudon of s monk®s rottinge head.
An asserbly of snaall bodies forms & sagging
maouth {full of drunken townsfolk], and a group
ol monks ploughs o bckl that's alio the head's
wrinkled brow; a monkey stands inssde an sar,
and the figure's nose |s formed by & cruclin
nbmt to be toppled Between two Bnllmved-out
eye sockets,

I don't think Laric had ever seen the
real A.I!n'fgm:,l o fromodhasm {c. 1560=-70)

which exists only as a smallish, unigue

print in the British Muscum — when he
introduced me to Ghesmertss work during a
conversation skt bis own vider Vrrstows
{2002, the third in hit serie of tat name, in
which the monk's head appears briefly, Dwrite
real, although Lsric's information-driven
vidioos and sculpiures comfound distinerions
betiween real and Fake, even making that

e
&

eificement their subject. Twrite 'own work,
desplte Larkc's ongoleg concern with the
mutahility of authership and ownership.
A watbor is fungible, particolarly ax enabled
by recent forms of collective and participa-
tory bbour. Internet memes, popalar and
children's films, saper-cat YouTube videos,
micd| eval soulptures, soteovreed remnbes and
the ‘participatory’ labour practices of Morth
Korean monuments are all Found, re-rembred
mnd transinted in Larkes works, And slthough
1 write *coov crsation’, that word only partialhy
accounts for the hopscotching, By per-medial
surge of links, Aickering Images and n+7
web results that the artist retricves, comba
through mud reassembles to display amd
commment on hls own material, &5 well ns that
of nehers. 'l snemetbmies Gongle terma thae
yeem (o have mothing to do with cach other !
Laric says, “Mikhail Bakbtin and proswmer”
of “Samuoel Reckeet and TalembliesT I:.ln‘.u[lf,
there™ an unexpecied k! In the tter
vase, it might be Beckett s Quad (1081), whose
tour actors could be proto-Tefetubbles; in the
formser, it's Hakktin's dialogic undervinnding
of by praosbuction o ilkses betw oon oeollectives
and individuals — o dialectical motor Laric
puts towork In his collectively-based pleces,
There bs no distinction between the
mnferinl Lario finds and that which he presents
as his own, Laric’s exhibition “Kopiembkritik®
iCopy Critlque) at the Skalpturhalbe in Dasel
in 2o toak e sue feoen the :gth.-emmq,-
mcthodological approach 1o philology and
ancient sculpiure, which viewed (inferior)
Homan ‘coples” [n terme of (superior) Greek
‘ariginaly, reconsiructing those lost uriginals

LL]
Vrslony,
D092, HD vades utilli
3
ienanior Ovirepit
Prafect, 2OTH, patyursthans, carana
m.'lHIanhn.rw
or, y alemindurn
e qllhpw!h'

y ty
FaugTm 8 om

£
Toach ¢ iGrees
e - sace O
Peren TouTutss
H
... .
Muﬂlﬂlm

wia the bulk bypologiciag of infcrior ier
enpiet, Laric cost ad grouped that maseoam
eollection of Greek and Roman plaster casts
Inwm eypelogles, alongeide videa moaltors and
heads cast by the artist. ‘Copyright did not
exiet inancent times, when awthors frequenthys
copled other authors ot length inworks

ol nonfiction.” This dedaration docs nat come
Fram a history of lite rary Enfhaene ¢, but from
the cavir M amifesto, writhen I'IF wMiT%s Richard
Stallman in 1985 te announse an influeatial
[ree saltware, mass collabomtion coding
project (nod the thenretical hackbose 1o mach
apen-souree dightnd content todry). ‘Be
promiscisois reads an Open Source Indtiative
manifesto encournging coders to distribute
their works free of charge. Laric drows on this
ethos of collective reworiing:

Alrhrugh yaou exn fimd It on VouTube,
Laric's Towok My Sodp: Groow Screcw Porsion
(2008} is not really a video but rather a par-
:ir_lp:l:nrg' game, or dare, that Larkc Intended
to be approprisied and modified. For Tosck
My Bodp.... Laric stripped Marfah Carey's
musle viden fior her 2008 song of the same
marne ol all but Carey Bermelf, nnd pepluced it
with a green sirecn, agairmt which amy k-
groind could be inserted. When Laric posted
the piece ta YouTube that year, aiers tnak the
cue pnd begn uploading amateurish, 'H"I'ﬂj'
remixes using Laric’s template, (Including
ane with 3 background of zombic gore taken
from Semar of tie Dy, 2004), Today, the
first resull when searching for Larics piece
on TouTabe Is net his eriglnal video, but an
APMATELF '!l|.l.lJ|-l.Il|r af which there sre many.

Memics = 1ike fome, lies and cagpial -
accrae value dnd cachet as they circalate.

Tt I‘J'H.'F abeo date ard Aatten, and while Towok
My Bodp . lacks the complexity of Laric's
later pieces, it demonitrutes Lhe slmos-
phere inwhich his work arcses the nevly
*gocial® internet; the advent of the *prosunser’
{*producer-consumer’ of *profesdional
sonsamer’) techaology that cosbled cay
editing by 15 year olds; online video- sharing
platforms; freely accessihle, though commer-
sial, imuge repositorics sach as Getty Image
anid Fliscker. On o lorger scube, the points of
departure for Laric's works have heen Inclpl
ent shifts in groop srectures snd eallective
wgency (shifts wot Bmited to te internct), the
globial political atmospheres ofwhat in the
mid: 300w began to be called *trothiness”;
 simultaneomes relianee oo, and distrust of,
circulated images and narmatives.
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Larics information-driven
videos and sculptures
confound distinctions between real
and fake, even making
that effacement their subject.
i
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‘I sometimes Google terms that seem to have
nothing to do with each other. "Bakhtin
and prosumer” or “Beckett and Teletubbies . Usually,
theres an unexpected link.’

CLIYER LARIC

The striking secoession of historical
Images that opens the first of Larlc's essay-
Istie wides serfes Verslons® (2009~ 12) i
i much o comament on palitical shilly-
mﬁﬂqumlmrﬂnunfﬂummﬂ’m
clakm oo image predustion snd drculation,
The wides, which {2 a trove of exarmples of
the fmq}umunfnpmd.m:tiuu :lmtr.\np-
ics from pocent and contenporary matcrial
cultwre, beging with an image (released by
lran"s stnte medla to Agence France- Fresse
in zooBbof fowr missiles, whicl was used 1o
Ilhastrate Tran's misslle tests when it appeared
on the pages of the Los Anpeles Thwez and the
Fimamial Thmes, among many others: folkow.
Ing thix, Laric Inserts a graphic that Indicates

Pedro Cera Lisboa
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b tha imuge was clearly manipualaved,
If ot fabricated, using Photoshap (the
maltiple missiles are effecthvely copy-and-
pasted from within the image). And Gially,
aserles of weer-generated spin-offs of the
Phetoshopped image showing dozeas
of missiles, their streams in consie curliciies.
1 can’t think of any better way of exemplify-
img Jean Baudrillard's idcas about simubscra
and by perreality in ous age of truthines
than this slmple slideshow compiled by Larie.
Ulntil a few yoars ago, the internet was
the main and often only) way to see Lasic's
works, and these of sanctioned fellow nrtlare,
Before | ever heard of hinm, [ would often
Ik at v vomK.com, the Infheental blog he

Madrid

Calle de Barcel6 13
28004 Madrid, Spain

ran (rom 2006 to 2012 with Alcksandra
Domanovic, Christoph Priglinger and
Georg Schaiteer. The set-up was simpls: an
art work or two posted daily, either by one
ol the four founders of fusually) by onother
artist. Vv oK wou ld ‘curmte” oot nnlp I.|11.ng|:-.|'
af contemponery works but also histordcal
ones, predating that now-orthadox usage of

, mrsed et g with exhibiton-
IJI.In:l. b]up ke lem'q:mrj’.ﬁrt[hﬂy.
©in a random day In 2099, these posts might
Iinclude a 2901 truy Installation by Brian Jusgen
a 3009 work by Markus Schinwubd, o 1067
phece by Les Levine, and the ‘Silhouettes” series
(Limtetledl by Beth Prics, whose 2002/ 2006
essay ‘Dispersion’ continues to be ane of
Laricsconceptual comerstanes. Laric helieves—
like Price, nnd o Maroe] Boosdthacn: i.lql.md
as saying at the beginning of the Dispersion’
exETy - Thst 'lnhtbuﬂdtrwum fermt i all,.
i the feld of distributien®,

Larls, whose first solo show In Berlin
was kn 2012, says that ‘for many artists,
distributing images of their works online
happens 'IEEnrldllF o phrrl_e;l.l exhihition. For
mit, the enling distrilution happened el
Dristribustion is the aim and thense of his
recent Liwoolw i Seas (26a3) - the resalt of
his receipt of the Contemporany Art Socicty
Anmual Award — for which be is 30 scanning
ane puhliskiag a0 models of the complete
haldings of the Usher Gallery and The
Caollectlom I Lincaln, tobe used nan ankoimves
Tashdon, for free, amd for any reason = whelther
advertising ganden decoration. scholurly
research or design. Despite the expense and
techovlugical ex pertise rexpuined for such a
task, Laric is driven by a bootleg, Sammizdar-
like stance, shared I:lr ather artists waorking
with the inveroct as modiom, one with
art-higtarical roats in conceptual art's hlurring
af decumentation and event, work and
distribution, s well as in the history of design.

More partheular to Laricswork s how
ithis axiomatic stress on sck-dispersion
is abso an attempt by theartist o sell-efface,
ta owamp the ego in an ocean of collectiviny.
WViewed from u distance, this attempt is
the allegorical gist of Laric’s entire project.
Ahove all, it the ambiguities of invisihle
labour that Laric explores, This concern is alios
perceptible in bis discrete ohjects: the an
printad seu]pmm af Hmhnw
Frowe (Liwealif, Woreed'er 2000, or lheﬂl:lla
‘everyman® e Larle commiss)
from the MNorth Kercan Manswdas Overscas

creating commmunisd ‘realist kitsch moauments.
The paradoxes of collective authorship
aluo draw Larie toward religious abjects,
s well as memies, whose conmunal suthors
are anonymeist both are ackelFopoleta,
or ‘made without hands’, as Larle points
aut, using the Usealogical term For icons which
are sald to have originated without human
intervention, *Long belore the hamnser strikea:
them, religious images are already self-
defaciag” wrote art historlan Joreph Koerner,
who abso provided Laric with the words for
the swesping iconoclastic scene with which
the zo1o Meewtans flm begine. In the middle of
that video, the narmator announces bow *for
the first time severn] months ago, Espent hours
leoking at the fngade of the eathedral. But
only when I bought a book on the cathedrala
week later did 1 really gee Ie. The photographs
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Pablo Larios
uglng the came nypes, hest 5o real life the
same actor, Bruce Eeitberman, provided the
Eppidi pigt vosces of Mowgll and Christopher. Moveabl
Bvacetadur Galedhe (dusall), wyper; I seems, §s mox only vhe backhone of
2012, twrripee weicharit wnrds and leeears, bor in an extenided enge,
mhﬂ"'umm PET shawt, the aromized unls of marerisl culuee,
chear coaring, 21e 13 m Although Larie's videvs ¢labm i
i witvocate the emanciparony poten sl of such
E.gum; eopies, doubles and remakies, thay seem
0 s 10 be ai their bt when thelr effeces arc
unscitling or semtrsliEtory. At works that
affect us loeep ap the fllusion of unigueness,
and driw upon the sivengih of repeiition
enabled me 1o see in @ way shar oy maked even as they play down thelr soarces, thelr
eye could not.” Laric's point bere = or the stutus my copics, The Versions® films are
narrator’s, or Sasan Sonteg's, whosaid these  poignant specibically becanse they play up
words, or the interviewer's, who tradscribed that kase, that ikonoclasiic betrayal, Viewing
the text In a book fromowchich Laric approps)- these emamiples provokes the same kind
ared it = s thas experience ls ahways abready of uncanny feeling you might have when the
In u seare of doubleexy = nil prodise iBuzlen of & resl bapd |5 shamersd: E.nalm;
i# a reproduciion. And, conirary o Walier ot that the alluring sceni of a lover
Benjamin's kdeas, the aurn of cerain works Is  was acmally a perfume purchased and worn
nmmau:mdhfmﬁhulclquwmud.bhlq. Ir:,rmuunnmm'mhm— oF, Woree, that the
I:rutmnr brTur-rJl.nl.:lIrmun-:lll:d hrlf. Irﬂldwutb:mnltlﬂ-thltvrrr product,
.Mammdhymh.'mur‘nnﬁmmlm Junsld is's ﬂu.lhlrh:yllufnnlinn'luna.'lf
also guirted in Ferdews, maubtiplication of an nonumigueness, that Laric briogs to the fore.
icon, far from dihating its caluic power, rather In the 16208, the folkborise Viedimir
inereascy its fame’, Propp began analyeing Hussian folk tales
These assertions might come off as amel o consistent, !’,!1.I:I'I:I.ll:lu:. rreducblc
didactic withouat the welgi ol the three video vy pess the hero, the witch, the dosor wha
works" remsarkable examples, culled from provides the bero with a magical objeot, the
ranerial oulrure, and read over a seamless false hern whio takes credic for the hero®s
mream of grombc, unseribued apercias. deeds gnd 1ries w ks the prize. Propp’s
Diosald Richie's The Filoes ofAbiru Knrossrs. unisshionably rigid formalis enterpeise laer
(20 8}, Jorge Luis Borges's “The Homeric fiell by thie wqrrlrl: i il e miore eXpansive
Vershons” (pg32), Vienovius, Michel Foncaalb, Incanions uf[wdr.- aructuralism, afier scholars
mudies of mi ix {n classical Jaley, all like Clande Lévi-Srranss hecame musplc oo
cutlining the artist's innase preference forthe  of Tormalism?s strict totalicing impulse.
represented subject over the real ong’, a Classification has a tendency vo marmalize
plirase Laric borrowed from Henry fames's Escourse, and all norms are bad, rdghi?
1Rz short story “The Real Thing' e the toppling of tealiing’ theord ss much
Everything in Laric™s works seems to 2 Propp's = at least wntil now totaliving
be saying the same thing = or, to quobc threorics wok their place = was ronic in i
Percioms, ame, same, but dilferent’ That's i sdice it was during the same 1668-era
precisely Laric's point, which is thar all which erowned ‘rhizomatic' High Theory
manter, nnd all thar maters, is repezidon thar popular works of mass discrifnnlon, such
We may have never scenm Wivers The Tk 25 Walt D)sney's carmoons, drew profizshiy
Lir (20:05), but we may unconsciomsly rec. amdl vompellingly upon those same g pes
ognize Pierre Ednig's Stahl House, the and icons identified by Agares like Propp: the
Las Angeles modemist vilka feamred in the ool wleh, the hiero, Chrisiopher Hohin,
filemy, hecnuse !:_rl'e'l.rl.nmrr appeared in Ve Kiowgli. The imporance of nuch joons was,
Rm:yl::m-a-o:lmd I%!MIMIWI- Iulumr, diestroyed by the sreamreller cifecs
Love (apsh Interestingly, thevillawasbuile ol theory, But the discovery of nerraable
In 196 as part of ehe Case Sty Houses Ty pees il holds remarkahly well In the realm
propramame, hefire Lure made it his oam of popular suliuee, slghongh thay cnlmee
case sy, presenting the three, near- T ainee shifted considernbly. Like moncy,
[dentival portrayab of the villa soross three MEARMENES Or BCmes on 1 screcn;, these
soreens in Fersioms, An odd guote from icons are eficient, commercial, clean and
Friedrich Mistzsche's Thnilipht of the Fdols ruther oold. They are immediately recogniza-
{18A4E) i remd over scans of book-printed hie, even when we doa't recall them — or
photographs by Candida Hidfer of vari- their suthors = by mame., g
ous cist versions of August Rodin's The
Burghers of Calals tirst completed in 1886} Pabla Laviss iz a writew awd azsicam! afiter
The video ends with & sp-rendered model wfirlere d/ -, e lvesin Kerlln, Grrsneap.
of a ncl.l]pmrel‘r!.rljhh ak Amirl inmalled in
the grounds of i nrphl.nlm!n'l'ikr.ll.]rlq CHiwer Loric i aw ariid Daseed i Berlin,
— areplica of the shoe thar was throswn by Gerwarp. His worl (s oareerly Dacladed
an braqi hroadcase jowrnalis o George W, iw Eramn Braces: Bless relaves ar
Itush durisg his 1y Decemsher 2008 visie 18 i rechu pad {.‘.d".ﬂ:p,i’.m.u.u, L, el
tho ¥- Chier ane kg partly stlenmt  'Ard Pood- fntermre *of Eier Cewter for
ik, we see Maowgli from Dlm'l The C‘mmﬂﬂ..ﬂrﬁm Cirdwar, B Treme
Fuwgle Book (1967) in wplit- screen pest to e il e sofo droavs ap che Hirokivors
Christapher Robin from Disney's FTumie Miezepon aud Sedpoure Cavden, Witdkimpron,
th Pooly aud the Bwstory Day (190681, doing E., Uik, man] Thee Colleotfour Masowa,
prn:is:ly the same ihings: ihrowing o rock. Fawcod, UK durd dw Novcorber af ar/ge
walking. interacting with animals. Clearly. Galerde Musewn, Bolzawo, Ty, awd Tiups
and rather unnervingly, they were drawn Laghton Galfery, Bolin.
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photograph, the arfut has interposed such things as soap bubbles, ice,
steam, and semitransparent DuraClear—almost literalizing the ~“haze”
of memory douding these lost moment.

Literalization, plays on words, and double meanings permean:
Pirecki’s arv. Micry phorographs in combinarion with the overlaid
DuraClear seem to double the blurring effect of the other, as if express
ing the sgame garbled message owice, Grey is both epelied our on and
lizerally produced from the muddy, muldhued painved surface thar,
mercover, provides the exhibicion’s overall dominant paleme, The
paintings arc liverally “cdgy,” produced wsing o straght-edged ruber
and occupying the edges of the canvas, like a brushy sorr of frame, And
the Gtk of both paintings aod photographs are rife with double mon-
i, with words sech a3 Persirtemer (both “logering™ and “inaistiog ™),
Refiecting (" pondering™ ad “mirroring™), and Generatron {the pro-
disction of hnq.rl.uﬂ' rjpmq:!h:ﬁ.

Pirccks’s art acerms to ocoupy that space between the wonds® dual
imcanmg—the blank cxpanse boiwoen defmitions—just as gray cxists
samewhere hetween black and white : in the nancalars of scmitranapar-
ent materials, or the shadow of a *white™ wall, and acroem the combina
tacm of all pﬂ.l.lﬂ‘l.‘l‘.l crbors. Uhne thinks of the momic nl:J'nhu lhp’, of the
captivating pauses between the decisive blackness of the musical notes,
when cverything really happens if anly we listen closcly cnough. Pirccks
seems to similarly pursue the gaps between time, words, and colors.
The lasting impression is of a definitively unfinished in-berween state,
ceaselessly pulled back into a recent past captured in a painting that
vanished when it was sold, or glimpeed in an afternoon’s passing
shadow en the srudio wall,

— il Williars

Oliver Laric
SEVENTEEM

At Seventoon Flcr,'., {Hiver Larics drﬁlﬁd\anm’l H1}viden ammaton
5, 20013, was projocted onto a wall budt io the conter of the spave. The
ten-ministe viden, presonted on a contimows loop, shows o white room
and a MI'I,E’E tabde. Thie blcak covironment is rh:nll'uﬂl hr Bve comipuater-
amimated avatars, Lewas, Alice, Ada, Janus, and Sam, who take torns
sitting at the table one pairata dme, engaged in raped firc talk, aaifon
a speed date. Their names suggest a multitude of references, ranging
from Lewis Carroll, Alice B. Toklas, and Ada Lovelace (the mathema
tician and proto-computer programmer) to Janus {the double-faced
Roman god of ransition) and Samued Becken. Yerthese figures are also
grounded ina further level of symbolism: Each personality corresponds
o one of the five Chinese ¢lemens, signified by the characters' shire
colors: wood (gresn), fire (red), metal (whire), warer (black), and earch
{yellow). These identites are fleshed our further chrough highly seruc-
rured conversations: ten one-minute dislogues consrwered as single-
ling relaye, with cach character’s fixed script composed of fifreen
uttcrances made up of idiomatic phrases,

Ohe of the more intriguing mectings was between on oothusiastic
Adice (Biec) wnd o torse Lewds (wood), The former opens the cxclange
by expressing her cxcitcment belosc the laticr abraptly asks: = Can we
skip the formalitics?™ The conversation scema paimbul: * This i my firse
tume, ™ a hopclul Alice conloyscs, o which Lowis replics: “This is my
furst and Last time. " When Alice aptimastically states, * This is juse the
hﬂiuni.rtﬁ,' Tewis conmters, “Ir's aver. ™ Ar the conversation’s end, the
shat hovers aver the couple bofore cutting to o sibe vicw of the nexr
conversation (an editorial touch marking the begimning of cach new
interaction . Lewis is replaced by Ada (metal), wheose responscs to Alice
wre ambiguous: She uses phrases like *It's open to question™ in response

i pepmarks such as “We soom I.u-l'l:l'\c w |t im coenmon. ™ The t"dl’ al
conversational loops continues, cach discirsaon presenting the poten-
tial for something or pothing, and reilocting the artists btcrest in
Mlikhail Bakhtins tbl:nl'r af d'ia|n;um1, which [rosits that the past ja
material certaingy, or particular ) is influenced by the funare (an immare
rial projechion, or univorsal) and viee voras,

AMlong this continuum, another of Bakhtin's theories emerges: that
of hoteroghossia, the idca thar multiphe meanings might cocxist (and
conflict) in a single wark. In 5 relarional web, conversations produce
both convergence—as when Alice meets Janua (Alice: *It's going better
than expectzd.” Janus: “We're on the same page” }-—and divergence:
When Sam [carth] asks Lewis, “Would you give me a chanee?” Lewis
replies, “You can't force these things, ® Such communications hing ar
another referent: wave-particle theery (the idea thar lighe moves in both
partcles and waves), onc of the profound dualizms structuring the
phj’l;c;] world This subtcxt iy most upparcnt when Ada :!:lpmlll.l REE]
Lewis's “I'm just voo pamisular with “I'm wavering on thar,” Here,
light"y contradiction is refleced in the convervation: a relational
wachangs betwoon two entitios contained within o siiglhe form, like the
scroen oy which these verbal ducls are progecied.

In %, the sercon functrnns within the E:.“:qr ax the tablic docs in the
viden, rocalling Larics doscription of the hyplen as 2 “macked or
unmarked wpace that both binds and divides,” preventing ®identines
atcithcrend fram I:‘H“I‘IE info lrlmnrdd.ﬂ pnhri‘l‘l.r.':. = The resalts ™ la)
new arca of negnbiation of meamng and represcntanion,” Yot this “arca
nl: mﬂ‘h‘“m- wWas F‘ﬂ.ﬁ:‘d nik I'II'|1I in ﬂ'ld: Imﬂmlmlmrg :L'E 'E"t
avatars but also in the relation betwesn the viewer (the subject) and the
work as un object of reflection presented in a space not unlike the white
reom in the video. The dualism thus excpands, underscored by Alice™s
final umerance, “See you in five™ —the operative word being you

—Stepbame Baley

DUBLIN

Jennifer Tee
PROJECT ARTS CENTRE

Jenniler Tecs dnstallations are marked by a deep poychological ambigu-
ity. I olten socmingly desigied to stimulate peychic scronity or sparstaal
uplift, they nonctheless advocate no clbeady defined paths o inner peace
amnd higeer consciousness. Indood, Tocs warks ofien leave the viewer
with persistent doubts about the posssbility of reaching asch enlight-
ened states. Rar this equivacafian may l'u.-pcecild}' the paint. As with
athcr contemporary artists concerncd with asorted forma of mystical
yeaming—Eva Rothschild and Frands Upritchard come to mind—it ks
in the tensions hetween aspiration and failore, scrionsness and abowr

diry that the work: fincls its idissyncratic energy.

Ciiver Lavic, §, 3003,
HE winbeey, vxskem,
woursl, 10 mrmAes

Madrid
Calle de Barcel6 13
28004 Madrid, Spain

Lisboa
Rua do Patrocinio 67E
1350-229 Lisboa, Portugal

Pedro Cera
info@pedrocera.com
www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14

HV.(©) R
A (L

Rasaaren In

ovinglimage

Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14
George Vasey

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



The Self that Utters and the Not |
Kaleidoscope, Winter 2013/14

George Vasey

Pedro Cera

#VOICEOVER
A Line of Research in Moving Image

OVERVIEW
Under the Skin

Author

SHAMA KHAMMA |3 an independent curator and
writer based In London, In May 2043 she ourated
the themath programme at the Oberhausen
Intemnational Short Rim  Festival, entitied
“Flatness; {nema after the Internet,” which she
developed Inte the online research and exhibltion

space flatress.ew

FOCUS
Ot of Syne

Artist Blography

JORDAN WOLFSON (b, %980 In Mew York, US)
currently lves and works in Hew York, Past solo
thows Indude Stedelifh Museum voor Actuels
Kinst (5. M_AK), Ghent; Kunsthalle Wien, Vienna;
CCA Wattls Institule for Contemporary Arts,
San Franciies; Switi |mititute of Contemporsry
Art, Hew York; and Kunsthalle Zleich, Zurlch
‘Walfson currantly has a sola show on view at the
Chisenhale Gallery, London until 2 lnbn.ury. and
a solo exhibition dedicated to his work will also
ba thown at David Twirner in New York from [ate
February to mid-Aprll,

Author

PABLO LARIDS It a writer and sditor. He lives
in Berlin,

RETROSPECT
The Ventrilaquist Speach

Blegraphles

JEAM-LUC GODARD (b, 1930 In Parls, France) is
a fllm director, scresnwriter and film critlc who
played an important role (n the French Mowveile
Yaguse In the 195605, In tha 19708, ke co-founded
the Dziga Vertov group, a collective of poliically-
orhented fllmnakers. He recently co-directed Ix3D
{2013), and his new fasture film titled Gooadbys to
Language 30 (2013} will be released In 2074,

CHRIS MARKER (1921-2012) was a Franch fllm-
maker and wiiber who i often ajsociated with the
Latt Bank Clnama movemant [n tha xte 19501 and
I3 ahighly regarded flgure In expesimental ¢inema.
Hix best known filme sre Lo Jetde (1962), A Grin
Without a Cat (1977}, Sans Solell (1903), AK(1985)
and Twelee Monkeys (1995), MIT List Visual Arts
Canter racently hald 3 turvey exhibition of Chris
Markers work In collaboration with the Carpenter
Center for the Visual Arts at Harvard Uinbversity,
and the Harvard FEm Archive, Cambridge.

Lisboa
Rua do Patrocinio 67 E
1350-229 Lisboa, Portugal

Author

MARIE DE BRUGEROLLE 1s an art historian, cours-
tor and dramaturge, professor at Ecole nationale
supdrieure des beaux-arts de Lyon and guest
professor at Genava University of Art and Design.
Recantly, she curated “LA Existancial® (2013,
at Lot Angeles Contempaorary Exhibitions,
Los angeles. Additionally, she [s preparing
“ALL THAT FALLS 1° In collaboration with psyche-
analyst Gérard Wajoman, to be hald at Palais de
Tokye, Pars, later in 2014,

COMVYERSATION
The Electronic Revalution

Artist Biography

OQLUVER LARIC (b, 1981 In Innsbruck, Austria)
lives and works In Berlin, He graduated from
the University of Applied Arts Yienna, Yienna
In 2007, Hi§ solo exhibithon, “Lincoln 3D Scans,”
was held at The Collection Musedm, Uncoln and
Seventesn Gallery, London In 2013, Recent solo
prejacts ware hbld at MIT List Vieusl Arts Centas,
Cambridge; “Art Statements” of Arfjd3|Rasel,
Basel; and “Frieze Projects” of Frieze Art Fair,
London. Laric's works are currently exhiblited in
a group show, “Casting a Wide Mel,” on view at
Postmarters Gallery, Mew York until 18 January.

Author

GEORGE VASEY I5 & curmator and writer based In
Landon. His writing has fextursd in Art Monthly,
Art Review, and thisistomommow, among other
onling and print publications. He was recently
writer |n residence at Jerwood Space, London.
Recent curatorlal projects Include “Alexts Hunter
& Jo Spence,” Hichard Saltoun, London and
“A Small Hiceup,® a touring exhibithon explorng
the bdea of diseased language.

Edited by
ALESSIO ASCARI

P H4-15 (in order of appearance)

1 Lucy Clout, Shrugpging Offing, video #il, 2011,
Courtesy the artist and Limoncela, Londan

2  Jbordan 'Wolhion, ]‘llphTanlr,iﬂﬂ

Courtesy of the artist and Sadie Coles, London;

493, Naples; and David Twimer, Maw York

Jean-Luc Godard, Wivre 5a Vie, 1942

Oliver Laeic, 5, 2013, Courtesy of the artist;

Tarryl Leighfon, Berlin; and Seventesn, London
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Let’s Get Digital
The Art Newspaper, November, 2013
Julia Michalska

FEATURE

Let's get
digital

The frontier spirit of post-internet artists.

By julia Michaiska
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“A Different Kind of Order: The ICP Triennial”
Artforum, May 17-September 22, 2013
Xin Wang

ARTFORUM

“A Different Kind of Order: The ICP Triennial”
INTERNATIONAL CENTER OF PHOTOGRAPHY

1133 Avenue of the Americas

May 17-September 22

“A Different Kind of Order," the Fourth ICP Trennial, finds itself in a

much dighired and image-overlnaded world—a state maore

intensely felt than in any previous installments and made all the

more apparent by the show's defaull mediom specilicily, E
Recognizing the futility of deploying any overarching theory, the

curatonal team in thus teration has apted instead to register the
increasingly multivalent and networked nature of contempaorary
image production. Yet in a world where the Internet functions not
only as arlists” source and ool bul also 45 & seilgest baromeler
(case in point Aaron Swartz and Taryn Simon's collabarative Oliver Larlc, Versions, 2010, HD color vidco, 9
project imagceatlas.org, which indexes the top images returncd for minutes,

given search phrases by a varnety of international search engines),

lhe: miore: memorable works in this compacl presentation of wenty-eighl inlemabonal arbsls maneuver againsl the
indiscnminateness of the ever-expanding data-sphere, while at the same time explothing its free-for-all
bountifulness.

-

Here, collage and photographic drawing continue to mediate imaginations of identity, locales (Huma Bhabha's
aghostly marks drawn over landscapes of homotown Karachi), and dislocation—as in Walid Raad’'s Scratching on
Things [ Couwld Disavow: A Histoary of Art in the Arab World, 2007 ongoing, which wittily problematizes treasures
frcrm the Louvie's Islamic wing on loan lo the instilution’s Abu Dhabi branch. Meanings of “found images” ane
renewed in the unintentionally aestheticized pixelation of the Dutch government's camouflaging of sensitive areas
on Google Maps (stumbled upon by Mishka Henner), or the crudely shot clips of “citizen journalism” at the heart and
heated moments of the Syrian conflict, salvaged from the Internet by Rabih Mroué. Artists working with analog
phulography foreground U works” phiysicalily as resulls of experimental developing processes, be il Sam Falls's
prolonged exposure of dyed, boulder-wrapping fabrics in the wilderness or Shimpei Takeda's poignant “contact
pnnting” involving radinactive contammated soil, post-l ukushima  Idinsyneratic yet candid documentatons by
Gidoon Mendel, Sam Foglia, and Mikhacl Subotzky collaborating with Patrick Watcrhousc exposc unfamiliar
conditions of contemporary living shaped by forces natural, ideclogical, and geopaolitical, respectively.
Anthropocentric and sometimes archive-minded, these projects collectively counter our skewed focus on affairs and
dizasters in cultural hot spots; efforts to leam therr backstones will prove rewarding 1 he show's most trenchant
picces, however, probe the algorithms of today's image aggregation and disscmination rather than merely mirroring
their form or magnitude, Shuffling parallels that range from Greek and Roman models of classical antiquity to
identical animation sequences recycled in different Disney narratives to spreads in the acclaimed manga Slam
[Dunk and thewr NBA-photography prototypes, Olver | anc's visually nch, punchy videno also explores the dishnctive
language and psyche ot intermnet memes—amaong the iveliest forms of contemporary cultural prodochon
Mccompanying the video, we find a robotic toned sound track that muses in lines of sharp wit such as “Same, same,
bul different.” Aller all, discerming pallems amid the chaos of boundless infonmaton s bul one of ow most exciling
intellectual capacities.

— Xin Wang
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What’s Real Today (Check Again Soon)
The New York Times, May 16, 2013
Holland Cotter

Ehe New YJork Eimes

May 18, 2013

What’s Real Today (Check Again
Soon)

By HOLLAND COTTER

Digital makes, and the art world takes. That’s reality today. So “A Different Kind of
Order,” the title of the International Center of Photography's fourth triennial, and its
best yet, is apt.

In zo03, when the triennial was new, digital photography was a trend in search of
credibility, and the Internet merely an optional image source. A decade later,
photography is largely dependent on the Internet. Pixelated images flow through the
world unstanched. The triennial, organized by four of the center's curators — Joanna
Lehan, Kristen Lubben, Christopher Phillips and Carol Squiers — is what new-work

surveys strive to be but seldom are: about art precisely now.

Well over half the artists in it use digital technology in their work or mimic its properties.
For the youngesl parlicipanls, born in the 19805, the mash-up mentalily of the
Photoshop era is clearly second nature, as they nonchalantly mix photography with
painting, sculpture, video, whatever.

Mavbe most noticeable is the role of the visual information glat: Some artists embrace it
take what they find, culling and editing; others retreat into overdrive versions of object
making, inflected with digital thinking. Either way, a sense of connectivity with a
networked world comes thraugh. Global political realities seep through the show like a

spreading stain, sometimes apparent, sometimes not.

In cerlain work those realities are cimmbodied in old-fashioned analog formal. The South
African-born photographer Gideon Mendel spent the early part of his career
documenting racial strife in his homeland. (He was a major figure in the center's “Rise
and Fall of Apartheid: Photography and the Bureaucracy of Everyday Life” last year.)
Recently, he has focused on potentially catastrophic climate change, evidenced in
incereased looding worldwide. Flooding is particularly destructive to ecounlries too poor
to prevent or quickly recover from it. In his “Drowning World” series we see people in
Africa, India and Southeasl Asia loreed lo lead amphibious lives knee-deep and

shoulder-deep in water that refuses to recede.

In photographs by other artists, disaster is more opaque. Try to find the hovering drone
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images pasted on a solid ground, and more images, tiny ones, projected from the surface

on long pins.

The result has the textural complexity of painting, the depth in relief of sculpture and the
data overload of the digital environment. All that, and it also tells a moral story about the
confusion of fact and fiction, truth and lies, and the grave consequences such confusions
can, and do, have. Like any genuinely adult art, it speaks equally to mind and eye, as
does this up-to-the-minute status veport of a show.

“A Different Kind of Order; The ICP Triennial” continues through Sept. 8 at the International
Center of Photography, 1135 Avenue of the Americas, at g3rd Street; (212) 857-0000, icp.org.

Pedro Cera Lisboa Madrid

Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



Repetition Is the Source of Life
Mousse Magazine, December-January 2012/13
Thomas Bayrle

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com
1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



Repetition Is the Source of Life
Mousse Magazine, December-January 2012/13
Thomas Bayrle

MoUssE 16 ~ Thamar Bayrle & Odiver Larie

Repetition Is the Source of Life

A CONYERSATION HETWEEN
THOMAS BEAYRLE AND OLIVER LARILC

BAYRLE

JER M WEIZEN

Teomas Bayrle, Fuuer im Weizem, 1970, Courtesy! Cardi Black Box, Milan

Thomas Bayrle's world consists of a reality similar to what we see reconded on holographic ilm, in
which each detail contains the whole, His Pop derived sulijects never cease to inveigle the eye with
their mimute particles. These are deformed to create thiee dimensional effects, as though cach
ome containgd the DNA of the whale. The very young Oliver Laric, for whom F.:ayrip was probably a
model of inspiration, enters ineo an enlighre ning conversation wirh the Larrer abour the German
arnst’s career and abeut the astounding complexity and medernity of hos work, revealing a
remarkable affinity of thought.
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Repetition |s the Source of Life

una convercagone fra Thomas Bayrie o Ohver Laric

e dl Theamad Bayeie & compand 8 una rats
shmile a d pelicola

L LT T

Bayrie, [nEarkt, 1972. Courtesy: Alr de Parls, Paris
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WARENWAHN

Mit der stirkeren sozialen Bindung zwischen
Konsumenten und Unternehmen verandert sich auch
die Art, wie Kiinstler mit Konsumgtitern arbeiten

PURE PRODUCTS
GO CRAZY

The growing sacial bond between consumers and corporations
has changed the way artists are working with commodities
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WABREHWAHH FURF PASDUCTS €O CRATY

Es kommt heutzutage gar nicht so selten vor,
dass Therschneidungen pwischen fstheti-
pchen Phiinpmenen und akmellen Wit
schafesthenen erkennbas werden, Fufifilm
laat vor Furaom bekannt gegeben, das Unier-
melimen labe wegen des Niedengangs der
analogen Foaografie begnnnen, Resthestlinde
an Anticxidantion aus der Filmproduktion in
ein meses Unternehmen elrrubringen: Asma-
1ift, Anti-Aging- Produkte filr dic Hautpflege,
D menschilche Haut altert nicht anders als
Filmmasterial, nimlich durch dic Omidaiion
wnd die Zersetzung von Kollagenen. Die
Antioxidanitien in Astalift bewaliren Filme
pennusn wie die Faut vor 2ukiinfiigen Bean.
spruchungen (. Astn® st eln Homonym zum
japanizchen Wort filr morgen, (ashita®),

In ibrer rabinroten Firbung wirken dicec
Produlite wic ot kapseln aus ciner Zukunii,
In der alemand mehr aleer. Wer hiicte nicht
perne eipen seidenmatien A5mm-Schinmmer
Inramtem Sepin? Wird von uns nicht ahnehin
erwartet, dass wir susseben wie Filmates?

Wenn e hier ¢ine Lisheigeachichte
glﬂ.. licke a3e sich wohl am chesien zwischen
Firmm umd Verbraucher finden, dic cinander
rur zweliten Haut werden. In elner Zedt, In
der nienand sich dem Sog der Murkenwel
entzichen kann, vereinen sich Unternchmen
wnad Mutzer in rauschhalier Verchnung.

Man denke nur an die Flut von '[.nhﬂ.lq’mntn
twch dern Tod vom Stevie idﬂ, an all dic
wUnboxIng-Videas®, die auf YouTihe hoch-
geladen werden, und In denen man Kiufer
dabei beobachsen kamn, wie de solz il
Einkiufe suspacken: oder darsn, wie wir alle
ganz aus demn Hinachen sind, wenn Mark
Fuckerberg mal wieder unwerstindlich in das
Mikrofion cines Journalisten stummelt. Cie
Minsenwwelchefi sus der alien Welt, dass Pro-
dukte [ die Muter gemacht sind, wird aul’
den Kopigestellt. Die Konsumenten selbat
sirdd = In dder vernetzen Welt der sozialen
Medien wird das schnell deutlich — 2o Pro-
dukten geworden. Sic sind s, die ffir Unter-
nehmen getrackt, etikettiert und verlmuft
werden, nicht umgekehrt. Anf jeder Nach-
richtenseite im Netz nelmen Mutzerkom
mentare mehr Raum eln aks die Arvikel
selbst. Derweltweite Erfolg von Mo Affew
[selt aoa7) — eln Bllck rurlick bn dle amerd-
hanische Werbebranche der tocr Jahre -
It vl anch wnserer Fixlerung auf Image,
Markenbililung umd der Verschmeleung von
Person und Produky geschuldet, Oder wis
exder ichisreiche amserikanische Priisi-
dentschaftskand idas M ‘annq.'— beunng:
higeniderweise ~ anf den Punke brachte:
Uternehmen sind wich nor Menschen

Mach Kbnaler lnwmen sieh von disser
Verbindung inspirieren und schaffen ¢in
Aumnalignm ous Komsum, sbgepackicn Waren
wnal Wegpw erlproslukten sus der Masscnpro-
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duktion = des albes in wilder Mibchung und
flichenden Uberglingen mit wraditionclien
Medienwie Malerel und Skulpror. Christogiber
Chiappas Speesd Sk (3006— 1) macht sus
cinem Misnerdeo cinen monechremen
wrisnen Regenbogen, Mil sciver Arbeit Ave
Effevt (Axe-Eiffekt, zoud wilklte Tlour 83-Cn
cineen aoch dinckieren Ansatz: Er steckic cin
Schwert durch Axe- Duschgelflaschen und
lich sie ihren nuklear anmutenden Glibber
aushhaten. Mathirlich gibt e sine lange Tra-
dition ven Kinstlern, dic in ihren Arbeiten
Allmgsprodukte verwenden und veriremdien.
Spwed Suick wirkt wie ein entfernter Ver-
wandter von Alin Belehers Emergizer Mo, 2
(Energlrer Nr_ 2, 10R5) - »wel Pepel-light-
Dosen, zwischen denen statt des Regen-
bogers Flammeen lodern = wobei Axve Effect
den ikonoklastiscben Twist ciner Arbeit von
lan Genzken und die slypatickhafte Eombi.
natorik einer Plastik von Rachel Horrison
verelnt [m Unresschled o ibren hivoori-
schen Vierllufern berichen sk dicse neusren
Arheiten jedach muf jene gegermviintipe Uler-
lapguang von individuciicm und kodldktivem
Kirper, wie er flir eln Unternehmen, efne
Corporation (lntedniech fir In elnem Bimper
vereinen™) charakeristisch ist, Bedenke man
diese besondere Bindungawischen Uner-
melimien wnd Konsument, BE kaum versun-
derlich, dass Chinppa wnd SFCin sich Fhrglens
artikel fir Herren vomelmen, Produkie,

dle direlr Jam Kfirper® verwendet werden.
Wit ihrefilteren Kilinstlerkollegen magen
wie Morkenzeichen klauen oder die Schocike-
trategicn der Werbung nachahmens und
doch arheiten gie unter anderen Bedingangen:
denen ciner Mobilisation der Crowd in

den sorialen Medicn und der ungreafbaren
MWlaspen der Cload.

Was die Produktion angelt, sind sie
meachultan den Ebenen und Filiernvon
I'hotoshop und AfterEfeets, an Tumble und
mahilen Upload- Diensten, Tiass man ksl
relle Kontexte isachlackibct uad m.l.l.l.ipl.l.’.l'l:l'l.
Inverhalen (hertrelbangen oder verhack-
willckten Songs, wird als gegeben vormusge-
wetzt und ist koum der Bede wert, Photoshop
ist hder kelne Metspher mehr, denn das Vier-
hElenis gwischen Bildbearbeitangssoftvire
wnd Objektchamkter verschwinmt — hei-
spielsweise bei Anne de Vries' Plastilen aus

Albdern, e of Reirsion
FEmifen der Bekuwrsion, 20018, oder bei Marlie
Muks Scidenschal Clperefte End fere (Tiee
Crlabal Cimarette) (Kippen enden hler, dis
glohale Zigarette, 2011, der mit verknoteten
Zigarctren, anthropomorphem Rawch umd
Cilohoss Mlnnchen bedrocks i, die ehenso
bedrohlich wie combchaft wirken. Was die
Vermor ktung angeht, setzen diese Kiinstler
aul dic schnelle Verbeeltung bheer Werke ber
Onlinemedien; selhst lhre Plastiken sind
nlcht wirkllch plastisch, sle existleren
cunichsr als flache Bilder aul dem Display,
haben den unmittelbar elngingigen, gleich-
sam gedoplen Kultstatus des Pop: Sie stelen
beereit, um in Form von JPEGS in Foren oder
Hlegs in Umbsul gebrachi, adapticrt, pare-
dlert e werden, Tie formalen Versermingen

e Produkte sind cotstellr, wic von cinem

Iacker manipulicrt < erinmerm weniger an
eine lunathistorische Serfimung wie den Sur-
rexlismus als vielmehr an jens CAPTCHA-
Abfragen, dis eingesstet werden, um swischen
Cemputern uned Msnschen unterscheiden

7

Madrid
Calle de Barceld 13
28004 Madrid, Spain

It's nat infrequent these dars to glimpse parity
betwaen aesthetic curments and business
headiings. The agetng Fu|Hilm wrporation
recart by announcad that, sines the demies of
film phete, the company had begun reparpos-
Ing It leftover stock of antloskdant fllm
chemicals Into a ne'w enterprise: Astaiit cos-
matics for antl-ageing skin are. Human skin
fadet comawhat liks film, through the axidizs-
tlen and detariaration of collagens. Astalift's
antieaidants ward T8m and £kin from futurs
waar and tear ['"Asta’ & a hemenym of the
Japaneso word for tomorrow “ashita’ ). The pro-
dcte are ruby-red, like space capsules to 2
Tuturo whene nobody gets old. Who wouldn't
wanl to hawa that sifky, copla 53 mm sheend
Arent 'we supposed to look Nk fllm stars
ARYWAY T

If thera's & bove Shory here, 105 the tale
of 2 bond betwesn the corporation and the
conswmar, which becms 2 second shin to each
other. [ an age whera no one ks fres from tha
pull of branding, companies and users unite
In dalirieus adaration. Think af the lasdatary
‘wake at Steve Jobs's passing, the unboking”
vidoos posted on You Tube or our committted
outrage at Mark Tuckerborg when be stutters
blankly at an Interviewor, Upended i the
eld-weald truism that a preduct Is semething
ereated for buyers. Az saclal natwarking
teachis us, CONSUTWES dne now products bo be
logged, tagged and sold by corporations, not
the other way around. On any news slte, mone
papo £paco I takon up by uter commants
than artides. The global sumess of Mad Man
(2007 ongoing) - a look back at the Amsrican
ad world In the 19608 — might bo attributed
to oisr absession with pubdic Image, brand-
cmation and the fusion betwean the percon
and the product. Or as Amarkan presidantial
hopoful MRt Ramnoy said, disqubctingly,
"Corparations am people, too,

Inepired by thic bond, artiste ae croating
armakzams of consumptian, pee-packaged
products and mass- produced disposables
= all mathed and morphed alongelds tradi=
tienal medta lke painting and soulpture,
Chalstopher Chiappa’s Speed Seick (200681
turns the men’s decdorant inte a monechroma
groen ralmbens. With Ave Effect (20111,

Timur S1-Qin takes a somewhat mons iteral
approzch to the mon's thower pel brand

Axo and puts a sword through the bottles,
which are loft bleoding nuclear-looking goo.
Of coursa, there's a long tradition of artists
wzing snd detarming eammaditles in thale
workes. Speed Stick seema ke 3 distart eausin
of Alan Balcher's Energizer Mo, 2 (1983) -
two Peps! Light cans jolned by flames instead
of 3 rainbow = while dxe Effect has the lono-
clastic teists of an lka CGenzken work and the
slapstick combinathons of a Rachel Harrisen
sculptunz. Yot this new lendency addrosses
teday’s ewerlapping relation batween the
individual body and the collective body propes
to the corporation (from the Latin corporare
Tor ‘combing In ond bady’). In 1ight of the
bond batwean corperaticns and commediths,
It's no aepise that Chlappa and SI-Gin revamp
man's personal byglene products which are
usad directly on the body. While stealing
brands and deploying advertising shock strat-
aghes Ik thalr oldes pagrs, these younger
artlste arg snablod by the moblization of the
crewd In sockal medla, by the Cloud's ethereal
Masses.
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i kdnnen. Wic Joscf K.- Ly borys siteon wir
vor dicsom Tribunml der houtigon Torwichter
der IP-Adressen.

Fir Mars wor die Wiore ecine  gesell
sehnftliche Bezichung” — und nicht in erster
Linke ¢ine monetdre. Lbiese Kingtler scheinen
digegen o fragen, weldche Verfinderungen
Bewichungen crinbren, wennalles = voa
Marketingakriviciron bis xom Nerowerk =
dos Etlleett csowial® erfiflle. Welche Bexie
hungen sollte jemand #u einer Gemeinsclhodk
unterhaloen in einer Lei, in der das Indivi-
dinelle #var affenkundiz an Macht gewinne,
doch nur in Form ciner Stacistik, dic Sciten-
aufrule eEhit? Was ist der P'rcis, den wir fir
persfinliche Dnten zu zahlen haben, nnd
wins sl len wirvon der Quontifizierung des
Astherischen Urtells durch Nusercingaben
halven, wis von T rendiorschung und den
Algariithmien der Mirkie? IFe heiiie 2 bhealy
achrende Mihe swischen dem Komsumsenwn
umd diem Produkn = swischen Individumm
urd Unrermehmen — relrn durch die von den
Kinstlern verwendeten Produkte woch det
licher in Erscheinung: B3 hondele sich niche
nue um traditionetls Prodiukee der Populie
kulsur wie Linonade oder Seilfe, sondern
auchy wm Elemente, dic cinst dic absoletc
tirenze der Kommerzialisierung markieren
= Wisser wilre eln solches Beispicl. Wasser
touchte als Spur oder Motiv in leteter Zeit
in verschicdvnen Ausstelhangen immwr
wleder muf, vom der uneer die Hour gehenden
Istallation mit Gurra rufi-Fischen (R
Spar, Fiscithenme, o12) in Oliver Larics
arienmlictizeh angehanchrsr Ancmelling fe
Water Mp Friewd (Das Wasser sel méin
Fresmsl, 2013 ) in der Berlines Crulerie Tanya
Laziglutonn (Frdihialie 20021 bix 2u Pamcha
Rosenkranz® hnufarbener Flaschenzerie
The most importunt Body o Witter fs Yires
{me wicheigers Ciewdinser i deines, 2o10).
Llcler nehmen wir [osh KHnes gegosoeme
alnelhwasier=-Flaschen (0 s olean, %
mritarrad, we ironise, Boin und matiirlich, dex
garantkeren wir, 2001} oder Yngve Holens
Haushali=-YWasserhe hBlonkese, Wisser, das
fiir die kirperlichen Bediirfiisse, das Flissige,
den Wanael von Zustlnden und fe Trans-
padeny stebit, ist lingst auch zu einem Luxus
st geveorden, wu einem durch Umweliver
sehimuteong bedrobhten CGoat wend 2u chicr
Frage der politiechen Idencilic: Fa e
wugleich frei wuginglich vid kunn gelkoul
werden, natirlieh und Vimind-veraceer,
geschmnekstred und als Leichen guten
Geschmacks. Das gewlthnlichsie aller Ele
mnte aul Erden wic im menschlichen Kicper
lar flir Heroeler und Markenkom muniks-
tion der ildssigswe Triger von Bowschafron.

Hodens skulpturale Aufschnivie etwa
erkunden die Anavomie einer Keihe von
wassertragenden ader - [hrenden Haus
hnbtsgeriten. Fir scine Arbeit Pamgsagiltal
Hrafn (Pernsagiceales Firm, 20000 in der Aos-
srellung Aaed (o Berlin havte eor cine Wasser-
strublschoeidempsclring verwendet, um
Gerlite wie einen clekirizchen Wisserkocher,
einen Wasserkilhler, cinen Duschkopf oder
cine Wasserflasche von VOSS za spalten.
Die beiden Hilen wurden getrennt ond
dernrt nufl treseonartige Sockel montiert, doss
der Besucher durch die Mive dlieses Ohjelk-
korridors gehen konnte, dic ausgespart wir,
als felile hier ein Urgain. DHe Kamumern i
Windiungen e Rochiors licBen an vin L

FRIEZE d4ifs MO, & TOMMERFEUMBMER 2003

Pedro Cera Lisboa

Rua do Patrocinio 67E
1350-229 Lisboa, Portugal

Pheteshop is no metaphor here, since the relationship between
visual editing software and objecthocod is blurred.

n the production end, thoy are tralned
by the filtors and layors of Photoshop and
AfterEffects, Tumblr and mobile upload
feads. Their insistencs on culling fram and
manipulating their cultures, like verbal exag-
gerations or chopped-and - Scrawied mushkal
vocals, ks taken ag given, ag ho=hum. Photo=-
chop £ noe metapher here, sinde the relation-
chip betwoon vicual oditing coftwarne and
ohjecthood Is blurred ~ for example, In Anne
de Vrles's sculptunes of Photoshopped Images
Steps of Recursion {2011} or In Marlie Mul's
Cigorette Ends Here (The Globol Cigarette)
(2011}, a silk scarf printed with twisted ciga-
rattas, anthropomarphic smoke and globe-
Nk men, menading and carteontsh, On the
distribution end, the artists alm for the apld

¥4
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dizsamination of thalr worke online; aven
their sculptures are not guite sculptural but
axist Tirst as flat sorean Images with an
Instant, Pap-like, amphataming leonkeity:
ready to be circulated, adapted and parodied
as JPEGs on massage boards or blogs. The
formal digtorttens = the commodities meam
cormptad of hacked — are reminiscent, not
of Surrealism, but of CAPTCHA tests used Lo
distingulsh batwean computers and peopla.
We slt, ke Josef K. cyborgs, bofore the law
of today's |P gatekeepers.

If Marx's commodity was a "coclal rela=
tion' = ot primarily a monetary one = thace
artists soam to ask how relatlons change
whan evarything bedrs the Imprint of the

‘soclal’, from marketing to networking.
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denken oder die Umrisse von grofien Einge-
webden, dech mit den durchacheinenden
LUmrisslinien eines digitalen 3-D-Modells
oder einer Vekvorgrafik. Man mag angesichts
dicser Seric an Jeff Koons Ausstellung
Fre Now (Vor-Meu) von 1070 denken, bel der
Reiskocher und Tefbonpfannen mit Leucht
stoffrihren an einer Wand kombiniert wur
den, Dioch ilolen imteressbert sich nicht muar
fir Warenfctschisoms oder markthonforme
Ancimungsprovesse, aondern auch fiir einen
hiadegise hen Humor, belden die Marke
und der menschliche Korper, Wasser und die
Apparatur nsgesamt, ununterscheidbar
wienden. Foacaults Begrill flir dos Geliige
van staatlichen Institutionen, dos Indbelidhsen
reguliert und Eontrolliert, laatet o Macht™;
Huolen prisentiert elne altuelle Analogie,
die muim _Bio-Marke® aennen kSante: der
Edrpor nichi als corfss, somdermn als eorfora-
tlom, als politischer und wirtschaftlicher
wlbrper, apeachlos, sehwammig, wie ein
keklenschaftsloser Konsument, derzwischen
verschiedenen Waschprogrammen wihlt.
Die Arbeiten von Simon Denoy dayegen
wverwenden dic Gerite wnd Displays von
Unterhaltungselektronik. Deep Soa Vandeo
(Tiefeee-Vauden, 20049) heleuchtet enen
weileren Aspekt von Wasser als Wre, dies.
mal i Medinn des Visvellen, Denny aeigt
hicr Unterwasscr- Fibnmaterial saus cinem
Entipannongeviden. Die Bilder lnofen aof
histarischen Fernsehappasaten, die hinter
einander = vom iesten mum neuesten,

FRIEZTE d{s HO_5 EQMMERISVMMER 1013
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FURE PESLUCTE OO CHATY

vom dicken zem flachen. vom analogen mum
digitalen Gerft— aufgereiht sind, eine Art
Evolutionsreibe der Technik. Indem hier
Fernschgerit und Agquarium mitelnander
werichmobeon werden, wird eine gerihmite
ol Inushalts* Versbon der Weltmee re geschai-
fen, cine Metapher fiir den Strom der Infor
mation: #in in sich wiederholender Bild
schirmschoner, den mun s Hause g\ﬂl'u'lxlm
kann, cin Platzhalter fir Inhalte, D Wort
Vanden war in den 1p50cr Jahren cin Name
filr Talkshoavs, die ithrerseits wiheder vam
fubrenaden Vowdeville- Theater beeiniflusst
waren. lm Zuge des technologinchien Fort
schritts wird der klassische Begriff der Form
zu demy, was wir heute unter elnem Format
versichen eine kommereiells Kategarie,

die festlegr, wie Informationen angeordnet
werden, und wis Dhaten wu interpretieren
sind (A4, mp3, HOMI)L Dennys Fernscher
haben mehr zu bieven aks die Beschiftlgung
mit technelogischem Posithvismus: sie zeigen
exemplarizch, wie der Wert von Ohjekiten
(Fernseher ebenso wie Skulpturen) durch
Murkenbildung, Mirkte ved Zusammen-
briche steigen und verfallen kanm, Dicsem
“Thema der Okonomic begegnct man noch
einmal in Coeporate Fideo Dvcisinas
iGeschiftliche Video- Entscheidungen, 2011}
Hier reibt Dreny shebven fnygierte Bildechrme
ancinamder, suf denen Collsgpen avs Bildern
= sehen sind, die aos Facheeitsehrifren dee
Erisengeschiittelten 1088er Jahre stammen.
Fiir selne Installation Ol Live (Kreus-

TE
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L
imon Dhenay
Phep S Vawadoo
(Tiedse- Vimdeoh, 2000
Ausstellun paansden

Saman Denny

Do Sw0 Voudeo, 2009
Frruballabion vies

Fahrelinie, 2011) im Neuen Aachener Hunst
verein waren Thee, wie man she auf Schiffen
verwendel, rnlr.l.ng einer Wand vor Lein
weandbildern mit Labyrinthen angebrachi:
sowahl HiHestellung wie Absperrung fir
die Besucher. Auch hier geht eaum die Frage:
Wie Gndert sich die Rolle des Betrachters,
woenn sich die Technologien des Displays
weiterentwicke ln aml wic sollen wic durch
diese Inhiltsstrime navigicren?
Wirtschaft, Peeudopolitik und der
Materialismus des Pop durcheichen Helen
Murtens skulpturale Videsarbeiten, A i for
Awawalry ... (el Boked) (A wie Anorchie ...
halbgar, 2010) besteht aus Pepsi-Flaschen,
die unter ein A-fSrmiges Aluminumeel
gestellt sind, wihrend in A is for dnardiy...
(ARCHA wie Anarchle ... AR, 2010 mwar

Tl G T R, b R
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Formal distortions — commedities corrupted or hacked -
are reminiscent of CAPTCHA tests used to distinguish between
computers and people.

ein dhnliches Lelvvorkommit. das nun aber

mit dem Diesigner-Schotfenmuster von
Barbeerry iberzogpen ik die Primitiv- und dic
Edehlarlante des polltischen Faksplsmms. Fx
wurde darsuf hingewicesn, dass Marten mit
physiichen Objekten umpeht, als wiren

sic in Photeahop bearbatets entscheldend Est
aher, wie gie das Ikonische als Bedeutungs-
triger cimsetet, Thee Arbeiten giclen auf dic
Fihigkeit des Betrachiers, kultarclle Zeiclen
71 besen: Schodtenkaro, Soft Dirinks, Songs,
Handys, lhre skulpturalen Stiicke inszenie
ren = und konterkarieron = Bedeumang und
Identifikation., lkonksehe Objelote — eine
Handtasche, eln Sandubr-GIF wom Mac, ¢in
Mokia-Logo - stehen im gloichen Verhilinis
rum Kopstwerk wie Akzente oder Wite

xur Sprache: Sle markeren gesellschaftlichen
Status. In dicsem Sinne werfen Mortens
Arbeiten seeiale Fragen aufi Welchen Ein-
fluss hahen Waren auf Zugehfirigheit und
Ausgeschlossenseln? File AX the shrple lnales
(Al dic Single- Frauen, zo1o) driickie sic neun
altmodische Mobilelefone In eine pinke
Pltie s Corian = ein versiegeftes Material,
das fiir Kichenoberflichen und Badezim
merwaschiische verwendet wind, Dic Tele-
fone wirken elnwendg, als hitten sbe den
Aumschluss an dic gegenwirtigen digitalen
il sz dalen Eustinde verdoren, gans so
wie ein mider, slter Poprang, der sus dem
Limlauf gedogen wurde, Dié il poorecalf?
{Mach' cuselbat!, 20100 gl cine susge-
stoplte Kates aud cinem Stabl, der anden

FRIETE /s MO, & EOMMED/EUMEED 2013

How should one relate to a collectiwityat a
mamant that seems to smpower the
Individuad, yot only a< 2 chatictic, £ mare
page hits¥ What s the price of pareonal data,
and how shauld we fesl absut the quantitl-
catlon of aesthetic taste through user Input,
trend fomcasting and market algorithms?
Today's proximity bebweon the cansumar and
the commodity — Individual and corporation =
I% foragrounded by the commiodities uind In
thesa arl works: not enly traditional Pap
products, ke soda or saap, But alsa slaments
that ance stood For the absolate Iimits of
commodification = watar bedng 2 cigo In point.
Traco £ and motife of waler have rcumad In
covaral rocent exhibitlons, from tho ckin-
sating garra rufa Nsh {Fish Spa, 20020 at Cliver
Larie’s Drigntalizm-Influsnced Be Water
My Friend (3012) axbabation at Tarwa Lelghton
Gallery In Barkin this past spring bo Pamsda
Hosenkran:'s skin=colowned bottle series The
most impartont Body nf'ﬂﬂw i Yoors (20000,
Or takes Josh Eline's molted “spring water”
bottles (It's cleam, it's netural, we promise,
20010 of Yrigve Haben's wates appllancos,
‘Watér - standing for bodily necessity, Fluldity,
changes of state and tramspanency = hac alzo
becoma a luaury object, an emvirenmentally
fraught commedity and an ldent ity politic:
bath free and purchased, natural and Yitamin®-
Infused, tastelass and 3 markar of aste. The
st cammanglace alement an the plarst
and inessdi the human body 15 sur mast flad
wehicle of manufacturing and branding.
Helon's soulptural cut-ups are forays
Imte the anatomy of the ‘agua’ appliance. For
his wor k Parasagittal Brain (2011) at the
aahilbsitlan Bosed in Beriin, tha artlet used 3
waterjet to Bisect appllances Dke an elect i
waller kottla, 3 water coolor, 3 chower head
and a VOS5 water bottle. The halves are zap-
arated and lined up on counter-like plinths,
50 viewers can walk through the axcluded
rrlddies af thic abjast corrfdor. The chambers
and codle of the katile cummaon tho braln ar
thi cortours of a large Intesting but with the
translucent confouwr lines of computerized
3D-randerings of voctor graphics. Thic coras
may recall Jelt Koons s 1979 exhvibition
Pre-Mew, which paired rics beBers and Teflon
pans with fluorescent lighls on a wall. Yol
Hodan Is interested not only in product fetish-
Ism or market appropriations but alsoina
biological humour, wiere the brand and tha
rismian bedy, water and the appliance all
become Indtstinguishable, Feucault's term
fod the sk of staté-related Institutions that
regulate and control Individuals was “hlo-
powier’; Hoden suggests a contemparany ana-
lague, which might be termed the *bio-brand:
tha body not 38 cerpus but ag corporation,
az political and sconomic "bady, speachisce,
flabby, ke an brreverant consumer choosing
bebwean wash cycles.
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Slmon Donny's works draw on bech
appliances and consumar produc displays.
Dewp Sen Voudes [2009) offors another take
on waler as 3 commeadity, this timae visual.
Dronny scroans undoerwater scean faotage
from a relaxation video on a serles of histor-
tal talgvision monitors = R up from oldest
to newest, thick to flat, analogue to digital =
Itk a naturad ovelution of technobogy. Fucing
tha telesision set with the aquarium, the plecs
suggests how both domasticate the oteans,
whilch becama 3 metaphat for the Bow of
Informaticn: a repatitive screensaver to be
onjoyed at homa, a place holdaer for conttont.
The word vaudes = 2 1830¢ torm for Lallk
chawe, which wore themeehwes incpired by
travelling vaudeville theatre. In this techne-
legleal pragreselan, the classzical notian of
form evoloes today’s concept of format:
the commerclal category that determines how
Infarmation & arranged and how dala ls
undarctoad (Ad, mp3, HDMI), Dorny's telovi-
slons ame not cnly an exploration of techno-
legical positivism but alse st ases for Uhe
way the valse of abjecte (tolevicione and
soulplures alike) can surge and decay through
branding, markets and crashes. This aconomic
thema recurs In Corponate Video Declslans
(2001 Donmy lines up coven faux-coneen
@nvas collages made with Images from a
trade magarine dating fram the scanamic cricie
ora of the 19808, Hit Cruise Line (2011)
Irctallation at the Mewer Azchéne Kinstvensn
placed ropas = not velvet but the ones used
on ships = along the wall in front of canvas
paintings of mazes: both ‘don't bouch’ barriars
and hands-an guides for the exhibition. The
guestion recurs in these ploces: How doet
spectatorship change with the technology of
digplay ? How chould we navigate thesa
stroarms of content?

Economics, peowdo- polttics and Pop
materialism run through Helan Marten's
srulptural amd wides warke. A Is for Ananchy ..
{baif Baked] (2010] houses Pepsl battles
under an A-shaped aluminum tent while A
Iz for Anarchy... (ABC's) (2010) features a
clmilar tant but covered in the docigner plald
Burberry tartan: 3 kow-end and 2 high-end
take on political escaptam, It has been noted
that Marten handles materal objects as If
thay ware Photoshopped, but what's cnudal
15 bow sha negotiates the lonl: as a vehicle
of meaning. Her works feed on the viewer's
cognizance of cutural cigns: plaid, soft
diinks, sengs. Her soulptural pleces stage —
and frustrate — signification and Identifica-
tlon, The leon — a handbag; the Mac hour-
lass .gif {graphics Inteschanga formath, a
Mokla bago = hat the came redation to the art
work a8 acoants of jokas have to language:
miarkars of stytus within 3 community. In this
way, Marten's works Intémrogate the soclal:
haw belenging and exchuslon are Influenced by
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Welche Verénderungen erfahren Beziehungen,
wenn alles das Etikett ,sozial”erhalt?

Klazgiker von Gerrit Rietveld erlnnert, allers
:Hng: ohie dis charakteristischen Primdr-
farhen. Stotidessen Gberzlehen vier schwarze
Streffen, diean 'R,iruwid Pettibons Logader
Bludﬂlﬂﬁngﬂ'hﬂnﬂ,du”dﬁﬂnﬂe
wic Retlfenspuren, Martens visuclles Univer-
sum changiert rwischen Ernst und trockensm
Humor = nicht anders als ein Remiy, der
chenso cin Sclilay ins Gesichi des Originals
Ist. wie er im Tribut zollt.

Man kénntc in der Avscinanderseteung
mit der neuen Mihe swischen Konsument
und Produkt = In burlesken Konstellntlonen
wiie dem Riohranding, dem Neo—ﬂf.ﬁrlfml.de
oder elnem photoshop-gesnitzien Product
Placemient — eine Komplizensehatt mit dem
Marka, vielleiche mi;u.re]n.t neallberale
Murktorientierung sehen, Diese Kritik passt
i den Vorwiirfen, dic manchmal geyen die
Generation der _D]:ﬁ‘ln' Matives® vore
brucht werden: Sic scien apathisch, verwech-
selten echie politkeche Aktion mitvirtuellen
Effeloten suf YouTube und Twltter. Dach
wer die Apathie dieser Generation beldagr,
hiéilt die Gegebenhelten filschlichenwelse
fiir planviolle Ahsichte n. Wenn man sinfuch
wur alte kritische Einwande = der 6ser, der
Frankfurter Schule oder sus Maomil Kleine
N Lopr (1000) — aufwinmt, o6 schreibt man
der Gegenwart eine melucholische Seha-
sucht nach der Vergangenheit 2o, Wer Kritik
indieser Weise seriell und r:pc'[hh LT
bringt. bodicnt sich letetlich klasischer kapi-
talistischer Verfahrensweisen. Selbst die
ﬁﬂcuw-ﬂ:mem,qu welnt taktlsche Entspre-
chungen zu lhren Gegnern nuf, cowa dis
Selhetregulation, die als Fonktlonswelse freler
MErkte glli. Die Kiinstler verzichten d'.trluf,
in diesen Konflikten Position s bezichen.
Smrtdessen lnsgen sie sbeh offensichelich auf
dias unentrinnbare Dilemma gin, mit dem
mun konfrontiert B4, wenn mun in einer
Geecllschalt lebt urd arbeitet, deren Proble-
me immerzu selbs p:m.-chl: el r!pn.lll.l.

FRIEZE die HO. 5 SOMMERISUMMER f013

riert werden. Man denke nur an paradoxe
Wertprigungen wie ghocal, Humanressouroen,
Crovwdepurcing oder auch frele Marknsirt-
schaft, Wer thee Werke — aufl dem Bild-
schirm ocder TRL (in rewl life® = in echr), also
im cincr Guleric ~ betrachict, kann sich ihrer
Mentalitit kaum entzichen, die irgendwo
zwischen l'.d.rl'qg und abgebrilt ungesiedelt
st Solche Werke kiinnen nur in ciner Zcit
entstehen, die auf der cinen Selte durch

dic technologische Befreiung des individucl-
len wMutzers” cinen internetgesmizien
Popullsmus hervorgehrcht hat, suf der
nrderen S¢ite aber Ungleichheit und indivi-
dhielles Flend, Kritiker und Experten sind
Teil des Systems, das gie heurteilén — ein
Milersma, auf das auch Marven in threr

A D-Lithogralie A ecomomriss s particulurlp
hard fo pepresent (Ein Olionon ist besonders
srhwer darsustellen, 20000 verweist: Hommer
und Sichel, erecugt durch cin Rapid- Proto-
typing-Verfahren. In D¥e dactssie Idealogie
{1f46) zelchnen Mare und Engels die utopische
Viskon elnes Alltagslebens, In dem ¢s jedem
nmliglich sel, .morgens zu jagen, nachmitiags
i fischen, abends Viehzucht zu trefhen |s=1%
Heute wird erwartet, dass wir morgens glu-
renfrele Speisen cssen, uns mit rootiniermem
Licheln durch den Tag schlagen, am Abend
skypen, unter der Dusche pwittern, nachts
irs Fitnessstudio gehen, die Pseudovertrouat-
heit it unseren Produlcten gmhﬂm wmid
vim Computer und Smartphone inden Schial
gelulle werden — wihrend diese treuen
GefBhrien unterdessen Ind.z unserer dighmlen
Aktivititen zurickmelden in elne dunlkde
Cloud vermarktharer Informatlonen. So
wirelfenwir umher = Rildern g'l.e'k'_'h — ghne
grofie Wirkung anf unsere Marken und
Gesichter.

Elberseres von Midsael Miller

Frolalp Laviox et aly Anlor wed Kritther in
Beriim,

Ta

tha commodity. All the single lodies (20080}
sticks nine outdated call phanet imta 3 pinkizh
clab of codian = 3 non-porous material used
for kitchan counbértops and bathioom vanl-
ties — altheugh the phones seem to have
mizeed out on Cowrrenl dl‘lul and goclal con=
nections, ke a tired pop song out of circula-
tion. Do it yourselfl (20100 inclwdes a stuffed
cat H-an; on a chalr which recalls Gorrlt
Rietwald's clazsle but without its trademark
primary colowrs; Instead, four black strlpes =
tha Black Flag lopa made by Raymand Pattibon
= croes the cat’s fur, ke tyre marks, Marten's
visual cosmology Is at turns eamest and
deadpan, the way a remix ceams to viclate the
face of the orlginal, évén as It offers a tribute.
The new proximity saplered In these
works betwaen the consumer and the commed-
Ity = throeugh corporatized burlesques |ike
bie-branding, the neo -ready-made and
Photoshop-ready product placamant = may
appear 3% a compliclty with the market, i mak
a neoliberal savvines. Such a critique would
g1 with the charpss cometimes levied againgt
tha digitad native generation: from being
paolitical apathatic to confusing real activism
with the virtual effects of YouTube and Twitter,
Bul to decry this generakion as apathatic con-
founds toplcality with collusion. Rehashing
past critigues = the peneration of “&8, the
Frankfurt School or Nacml Klein’s No
{1999 - would give the present a melanchelic
desim for the pact. Critigue would bacoma
mere serlalization and repetition, which are
capdtalist devices par excollence. Evon the
Ceeupy! mavemant mirrars the tactics of 1
opponents, like the self-regulation asseci-
ated with the free market. Instead of choos-
tng sldas, these artists seom boembirace
the catch-22 of living and working in a sodiaty
whise contradictlons are self - genarating.
Think of paradexical coinages ike Glocal,
Human Resources, crowd=sourcing or froe
market. Viewing thelr works — on a scresn or
IRL (in roal Hfe) in 2 gallery = maans taking
In thair ternparamant, between offervescende
and bleaknoss, Such works could emerge only
from a Ume that advandes, on the one hand,
an Internei-alded pepulizm with the techno-
legical Nbaration of the individual user and,
on tha other, capital inequality and indvidual
paltriness. Critkes and experts are part of the
sysbem they evaluate — a predicament evinced
by Marten's stereo-lithopraph An stonamist
Is porticularly hord to represent (2010]:
the Commumist hammier and sickle — uniting
factory and farm labour = reproduced through
rapld protatyping. In Marx and Engels's uta-
plan wisten of daiy life in the Germon [deology
{Die Deutccho Ideologie, 1846), wo *hunt In
the marning, fish in the attameon, rear cattie
In the ovening ..\ Today, wo're gxpocted to
eat gluten-free in the moming, wear a corpo-
rate smile to get through the dav, Skype in
the evening, tweet In the showaer, go to the
studm at night, enjoy a quasi-intimacy with
our products and ha lulled to slenp by our
smartphanes and computers — while these
choso companions are Teeding our avery digital
F!I’JI'I Into a black cloud of marketable
infarmation, In shaort, we are wandering —
Juck liko images = with [ite purchase on our
brands and faces.

Pablo Larios writes fiction and criticsm ond
Irves in Baelin.

Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13
1350-229 Lisboa, Portugal 28004 Madrid, Spain

info@pedrocera.com
www.pedrocera.com



Warenwahn: Pure Products go Crazy
Frieze, Summer 2012
Pablo Larios

WARENWAHM PURE PRODUCTS GO CRATY

¥
Helen Martea
Al rbve atwgdly Bnaliios
WAL e Simple Frasen), 3005
Blsbi b cle CC- gl

und gegossenss Corlan
REMEEER Em

Halsn Warten
Al it wingle fodiss, THO
EHE rmachined and cask Corlan,
mabile phona hasdusls
S L gm

By
Haelen Martea
Dt posorsal)? (hEnch' o5 zefban!, 1000
Verschicdene Murerialicn

e e 8 o

Halen bprtan
o I pourseifl, JOM
Minsd madiy
LRI TR T

HES.8 SEMMEIRIEURMMER 2613 -
Pedro Cera Lisboa Madrid
Rua do Patrocinio 67E Calle de Barcel6 13 info@pedrocera.com

1350-229 Lisboa, Portugal 28004 Madrid, Spain www.pedrocera.com



Oliver Laric
Exberliner, 2012

Pedro Cera

Bern in English since 2002

EXBERLINER

Proin by Durvid Gihions

Having conguered Youtubse and the blogosphere, artist Qliver Laric prepares for his first Berlin soloe shoe,

Enown for his influential an Blog vwork com, Berlin-based Austrian artist Oliver Laric achisved internet
fame for his 2006 compilation of dlipart graphics. At the time of publishing, =8> Cliporis has neardy halfa
million hits on Youtube. As the video went virl, people began to remix, re-edit and upload it, participating in
a eyvelical dialogue between artist and viewer, and Larie stared to see his website "as a site of primarny
experiences, nof representation er documentation”,

A fan of anachronistic compilations {stemming from his interest in hip hop), Laric recontexiualises often-
overloaked materinl and media outpat, creating new links in old chains,

Your projects are not ted to one medium, or even one platform. What's the importance of not
restricting vourself and being fluid?

The ideas | utilise are ot specific 1o a single shape and can be continuously reinterpreted by myself§ or
others.

1o Bruce Lee's Too of Jeet Kume Do, he uses water as an analogy o emphasise why fexibility is 2 significant
trait: “Ermpty your mind, be formless, shapeless, like water, If you put water into a cup, it becomes the cap.

Yiou put water into o bottle and it becomes the bottle, You put itin a teapot it becomes the teapot. That water
can flow, or it can crash. Be water my friend.”

There is a certain simplicity and clarity in your work, bul your process is often lnyered with
lots of influences. How difficult is it to distil everything that you want to express down into
one clear action?

Deciding what aot o do s as csseatiol as deciding what o do. Thene i so moch unused B-matenal afer
vach progect. Some of il takes months, s it by to shebae i bt s simultaneousdy libemting.

A Chris Muorker documentnry on Akirn Kumosawa shows the production of a very elnborate seene for the King

Lear adaption Ran. A ficld is delicately painted gold, bat the scene didn't sunvive the odit, This seenc is
prolahly an cssentinl missing pan.
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“After 1968: Contemporary Artists and the Civil Rights Legacy”
Artforum, November 2008

Philip Auslander

Pedro Cera

What's vour concern with defanhs, presets and reaxdyimade soltware?

‘There is a generous quality attached to them; they are made 1o be used and ada Ptl:d The modification is
alrexdy inmplied in its conception. Ity to make some works that act as presets waiting to be activated

In zo08 you reverse-enginecred Mariah Carey's music video “Touch my Body”™, isolating her
Boly Troman thae lnt:lqgruulul e placing her against green, e upl.unlllu: in s that soomn
preople were creating their own backgrounds, often feataring themselves. Flow did this come
et ?

Manah Carey addressed a new audience with her song “Touch my Body™, She portrays a viewer that can
simudtanecusly touch and be tonched. I've just followed her call and amplified her message. And people
wtilising my mavertal hedp extend the trajectory.

What interests you about the pn:l'lbl.ll.ﬂﬂ of anonymous collaboration in your waork, for
example, the stock footage you shot and made available online for Friese Projects 2011 and
“Touch My Boddwy (Green Sereen Version )™

There are only few things as sanshang as invaluntas: collabaratons. 1 stumbled LT the possibnlity as it
happened naturally; in 2006 numerous viewers modified one of my videos [“787 Cliparts™] without oy
lmm-."lwhf. As a response to these responses, [ began creating scenarnios that necessitate continuation. If it
dosn't happen, 1t feals like the worle 18 not workane,

In zo1o vou showed the reproduction of a rellef defaced during the Reformation alongside
wour online visual essay “Versions™. What draws you to objects like this?

Some historic images make sense, as they echo current concerms and fieed urgent and contemporary. The
relief from Urecht stands out. .. it's probably the most inpressive leftover from Refonnation iconoclasm Ttis
in perfect destroyed condition; the damage is so well preserved. It has become an attraction because of its
modification. That exemplifies the contradiction emblematic of 1coneclasm: destroving an El:l'hl$l.' alwavs
crates an image.

For a recent project vou officially named a bresd of orchid, “Doritaenopsis Aung San Suun
Exi", after the Burmese opposition leader. This is a pretty provocative move and a highly
paolitical one - what prompted this?

I don't know if 1Us so provocative. 1've gotten mone into Burmese politics after meeting a Burmese refages in
Thailand whe loaned me his collection of activist pablications.

What are you showing at Tanva Leighton™

The show will focus on ‘Chinoisene’, the 17th-century fetishisation of Chinese culture by Ewropeans, Jesut
prests working as mussionanes 10 China brought back overy ophimmstic and utognan depachons and Ao
that cansed a fascination with a distant and exotic space. There is possibly another period of Chinoiserie
taking place rght now, and that's the hypothesis of the show,

OLIVER LARIC, Mar 1o-Apr 15 | Tanya Leighton, Kurflirstenstr, 156, Schineberg, U-Bhi
Kurflirstensir.
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Oliver Laric
Interview Magazine, January 2012
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The Territory of Versions
Kaleidoscope issue 9, Winter 2010-2011
Carson Chan

MAIN THEME: THE INTERNET STATE OF MIND

THE TERRITORY
OF VERSIONS

Pointing towards the digital
condition as a source of
renewal and mutability,
OLIVER LARIC's hyperlinked
representational inquiries
explore disembodied
agency, Net-born avatars,
and parallel worlds—
channeling the Internet’'s
inexplicable uncanny.

words by CARSON CHAN
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