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- D4 PARSIFAL
TENDING TOTHE INFINITE, COURTESY GALLERIA ZERO), MILAN.

for the artist's practice, it is a kind of

‘Gesamtkunstwerk’ that sums up research
not only into the personal parameters of seulp-
ture (e.g. use of the eube typical of minimalism,
‘which — paradoxically - is combined here with an
organie material that leads to its collapse), but
also the physical laws governing the universe. 1t
is a sort of Big Bang: a preformed ‘order’ that
degenerates into ‘disorder’ subject to entropy
and the force of gravity.

T e work we are describing here is typical

DEMIURGE

That said, however, ‘La degenerazione di Parsifal’
is also the starting point for investigating a mode
of operation that the Ttalian artist has imple-
mented in recent years: artwork as a demiurgic
aet. Tn Platonie philosophy, the Demiurge — the
‘Great Artificer or Fabricator, the Architeet of
the Universe’ - is an ordering force that trans-
forms and shapes ‘things' but does not ereate.
According to Plato, the Demiurge somehow gives
form and order to the “Thing, enlivening and
making it the soul of the universe.

Without referring directly to Plato's version yet
starting from it nevertheless, Gennari has creat-
ed an utterly personal version of the Demiurge,
in which he himselfis the centre of a personal cos-

gradually become a shapeless heap ...and yet this
degradation to chaos will represent the formation
of & new cosmos: an alternative order, Indeed, the
works parenthetical tile is ‘Nativity’, as the
abandoned flour - which is not inert but organic
will foster new forms of life, generating the lar-
wvae of flour moths.

All of Gennari's works — and not only ‘La degen-
erazione di Parsifal’ - arc demiurgic deeds and, in
effect, many of them are presentations of the
Demiurge in the form of the artist’s self-portrait.
Despite the fact that, by definition, a self-portrait
generally shows parallels hetween the shape or
the subject that is represented and the author,
Gennari's instead have abstract and geometric
forms, They suggest the artist’s own presence
only because the demiurgie aspeet coineides with
the figure of the artist, who has invested himself
with that role.

GIN

The substance which represents in its purest form
the demiurge is the ‘spirit’' — in the sense of the
nlm}mlw Ilquld thaL glve its. ten(lem*y to evapo-

nnari prac
uca.l purposes chosen for... gin. bm is immersed in
various sculptures and it seeps into the materials,
50 that they and their forms ~ even if abstract and

mogony that generates a new. system and &
new order: In the case of ‘La degenerazione di
Parsifal’, the artist explains that: “The process
that is implemented has a metaphysical outcome
because the external structure of the cube iso-
lates the content from the reality around it and
preserves the internal order; ensuring ‘shape
immobility'. What I want to underscore here is
not the actual process that leads to the demiurgic
outeome to be achieved, but rather the analysis of
the moment in which this outeome is compared
with what surrounds it. In other words, without the
structure that the ereator has used for his ‘project’,
he must relate to a pre-existing system, moving
toward the very moment in which the metaphysical
will be foreed to regress, betraying its fixity. This
the moment, of conceptual and formal ambiguity
which & pure idea begins its contamination, its cor-
ruption. It is the moment of metamorphosis, when
the order imposed by the eveator gives way to the
physical laws of the universe’’,

More simply, this is to say that the cube will
erumble so that it will erode the geometric per-
fection created by the artificer, The cube will
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— ean become self-por-
traits of the artist. “Autoritratto con Menta’ (Self-
portrait with mint), 2007, for example, is a cireular
sculpture: a large well-turned steel ring lies on the
floor and its interior has been filled with a mixture
of gin and mint syrup.

“Autoritratto tra un quadratoe un triangolo’ (Self-
portrait between a square and a triangle), 2006, is
& black marble sculpture uniting two basic forms
from plane geometry (the square and the trian-
le) that have been developed lengthwise. The
seulpture is laid on the ground after being
steeped in gin for hours, The aleohol deeply pen-
etrates the material and slowly evaporates when
the work s displayed.

Moving inside and outside the matters, the artist
(representd by the gin) seems to enjoy present-
ing himself in different forms and places, living
within those forms only to re-emerge from them.
In essence, he forces them to exist eonceptually
in the three different physical states: solid, liquid
and gas.

All of Gennari's works seem to reside in a strange
dimension, suspended between past, present and

The work of Francesco Gennari

SELF-PORTRAITS
OF A DEMIURGE

lar solid wi

dividual gra

A black parallelepiped - virtually a cube - has sides made of painted
glass held together by steel clamps. Once the clamps and the plates are
removed, the form reveals its interior: compressed by the force of the
clamps, 80 kilograms of flour have been compacted to recreate the per-
fect geometric shape of the external container. From now on, this regu-
slowly crumble, changing its shape over time in different
ways, depending on uwemnl hclors. and finally disintegrating into the

the flour: I consider this work,

result of careful

‘La degenerazione di Purmfal (Nativita)' (Degeneration of Parsifal -
Nativity), 2005-2006, a manifesto of Francesco Gennari's artistic prac-
tice. The 35-year-old llalmn artist usun.l]y produces works Ahnt are the

ion added with phil and

3006, GLASS, WOOD, FLOUR, STEEL CLAMPS, DIMENSIONS RELATED T0 THE SPACE,

future. His sculptures exist on both a permanent
level, due to the use of durable materials (marble,
steel, bronze), and a transitory one, because of
the organic substances that often penetrate
them: not only aleohol but also flour, eream, sugar
and soil.

Thus, they are at once physical and metaphysical.
As objests in space they require a temporal rela-
tion ‘hic et nunc’ (here and now) that is thus also a
physieal rapport with the viewer. Yet another side
of their nature ~ and this is evident in ‘La degen-
erazione di Parsifal’ but intrinsic in his self-por-
traits — pushes them to go beyond their physicali-
ty, evoking past actions yet also those of the future.
Many post-sixties artists have investigated the
relationship between immanence and transcen-
dence. Most of them have done so by creating
works composed of perishable materials such as
fruit and vegetables (Mario Merz, Urs Fischer)
ot ephemeral ones such as the nnmml elements
of water and fire (Allan Kaprow, Paul Kos, Cai
Guo-Qiang), which are thus mnsnmed Unl e the
approaches of these other artists, however,
Gennari's invalves creating objects that remain
fixed and unchanged in space and time, while
they allude to action that is merely potential, as it
does not eccur manifestly.

Their paradoxical value lies precisely in the
i ty of verifying the truth of the rela-
between action and thi iner and
content. Tn the end, who knows if the gin has
indeed been added and, if so, if it will really evap-
orate? Who will actually see it happen?

SUSPENSION

Gennarf's works — simultaneously tangible and
not knowable - ask observers to embark on an act
of faith, or, as the English poet Samuel Taylor
Coleridge suggested, to give themselves over to
something similar to the “willing suspension of
disbelief for the moment, which constitutes poet-
ie faith”. This is a semi-conscious decision on
the part of the viewer — or, in Coleridge’s case,
the reader - to set aside disbelief and accept the
premise as being real for the duration of one's
relationship with the object.

The Italian artist's seulptures question their rela-
tionship with the viewer, who is confronted with
an object that, while complete in all its apparent
forms, conceals part of its appearance, foreing
him or her to perform an act of faith. They also
examine the relationship between artist-creator/

artistic instances that create a very specific and accurate style.

artwork-created because, onee created, the work
emerges from the unique will of its maker and,
even if it seemingly remains inert, it acquires a
‘ife’ of its own.

Fluttering in the air and oceupying real (physical)
and assumed (metaphysical) spaces, the Talian
artist’s works tend to take over the world around
them. This is especially evident in ane of his most
recent works: *T1 luogo dove non ¢’ pill posto per
la coscienza’ (The place where there is no longer
room for consciousness), 2008, made of little sil-
ver pearls, is a flat sculpture representing the
details of the architectural elements of the
artist’s studio. Here the artist has reproduced all
the key aspects of his studio (corners and
columns) with geometric accuracy, so that they
are identical to the actual setting. When they are
presented in different places, all of these ele-
ments expand into the universe, yet they contin-
ue to interact architecture wise, just as the real
columns and corners do in the space of the origi-
nal studio. What the artist seems to build here is
a kind of diaspora of the studio, w
the artist's mental dimension, expanding infinite-
Iy in space. As a result, the space ultimately coin-
cides with the studio, becoming the product of
Gennari’s mental dimension.

The procedure used in ‘Il luogo dove non &' pin’
posto per la coscienza’ represents another key
aspect. of an artistic practice for which all art-
works, even if self-sufficient and independent, are
part of a bigger ‘plot’ that houses all of them. As
if they were different elements of an aesthetical-
physical and yet mental landseape, the works are
some sort of of a personal thinking: a
Weltansehauung, inevitably pagan, whose center
is definitely art and above all the artist.

Vineenzo DE BELLIS

e an Italian eritc and curator:
‘Work of Francesco Gonmard i on e from yirel 15 il miay 3008
Belgium.
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sculpture entirely realized with fifty
euro banknotes. Tt was especially con-
ceived by Stefano Arienti and Cesare
Pietroiusti for their exhibition ‘Regali
'rendere, dare, shirciare nel
s and rules. To take, to
give, take a peek on the museum) held
in 2008 at MAMbo (Bologna). If one
wished to the project one could
hand in a banknote and receive in
return a certifieate and a contract
signed by the two artists, Drafted with
the help of a lawyer, the contract unites
the public to the artists and to the des-
tiny of their work, establishing the
allocation of every gain coming from
the project itself (25% for each artist,
the remaining 50% divided between
every contributor). Blending peculiar
aspects of both Arienti and Pietro-
iusti’s work (the first one is renowned
for his paper sculpture, the second for
his experiments with money and an
active interaction with the public),
“Disponibilita della Cosa’ conflates in
the same objeet monetary value and
artistic value in perfect equivalence.

Recently the issue of the value of the
artwork, and more specifically its rela-
tionship to price has come into the
foreground, affecting more and more
the artistie practice. The art system is
ever more conscious of the market flow,
making it a subject of investigation in
the comprehension of the present, call-
ing it into question and even suggest-
ing alternative solutions. The artists
become conscious that not only the
price, but value itself is variable. The
art market has become oversized
international fairs, biennials and festi-
vals are ilmllfemung wnr]dm«ie with
unpredictable speed possible to
count. at least a]lprn)umleb sixty
main_international events); art auc-
tions kept — until recently ~ breaking
records almost every month. Attention
towards contemporary art, within a
broader and complex eultural sector; is
definitely increasing, with a larger
audience and a growing concern on the
part of publie institutions and investor:
According to a report by Nomisma, in
Ttaly — now the fourth eountry for art
investments in the whele world, after

USA, UK and France - the modern and
contemporary art market exceeded in
2007 1,8 billion euro, and the average
price of artworks raised 5,8%.

Still, art is not just undergoing the
effect of the cconomie system. On the
contrary, it is adopting economy as one
of the most compelling subjects of its
research, and with the wish to see a
gradual integration of the art system
within the global market, it establishes
reciprocal interactions between socie-
ty, cultural policies and economic value.
Within this framework contemporary
art is torn between reflecting on and
playing the money power game and
building an autonomy from market and
institutional practices.

EUROCENT

‘Regali e Regole' took place inside
i , an area of con-
ceived as a space of strong interaction
with the city and the local community,
where ‘Disponibilita della Cosa’ eould
play a particularly significant role
assuming as its aim an inquiry into
those artistie practices able to respond
to econtemporary questions about
authority, the value of an artwork, its
distribution and conservation, and its
relationship with collecting and fruition
of the public. Besides MAMbo exhibi-
tion, two other main shows took place
on this theme, respectively at PAN
(Palazzo delle Arti - Napoli) and CCCS
- Strozzina (Fivenze). In Naples too, the
thematic cyele “The common good',
organized by Julia Draganovie, tried to
establish a eontact with its context with
the first show entitled ‘Llmpresa
dell'Arte’ (The Art' Enterprise). The
main idea behind the concept of this
exhibit i
regard of the posil
form of ‘capital’, and to reflect the eeo-
nomic trends. A group of international
artists tried to respond to these ques-
tions in different ways: Claude Closky
concentrated on stoek exchange growth
rates, while Danica Phelps realized a
sort of visual diary of expenses and
earnings; 010010100110.0rg presented
their Nikeplatz project, the perfect
example of a fake promotional eam-
paign, and the eollective Finger sug-

The relation between art and money in Italy

MONEY, MONEY, MONEY

gests bee-keeping as an alternative
income for Naples' inhabitants. More-
over, Christian Jankowski raised the
budget for his catalogue by investing
at a casino, to remind how much haz-
ard is present within every transac-
tion. Particularly interesting was the
initiative ‘Centesime Avanzato' (left
over cent) by Susanne Bosch: through
the eallection of the smallest eontribu-
tion, a cent, the artist proposed the ful-
fllment of a public project for Naples,
a dream suggested by the citizenship
itself, invited to express its wish during
the whole time of the exhi even-
tually one of the manifold proposals
will be realized with the money eollect-
ed this way.

Contemporary art has become a spe-
cialized and competitive industry with
its own rules and a network of profes-
sional operators. This was

desire taken to pieces and transformed
deliberately into trash, as in a ritual of
liberation fmm pmr.sessinn and build-
up of goods. A possession that ean
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tion, as a recent conference held in
Prato, at Centro Pecci, under the
meaningful title of Art is industry’
made elear. The eircumstance was the

always turn out to be &
in Aernout Mik's video about su-:k
market slmps.

The urgeney behind all these investi-
gations lies presumably in the drast
change in the rules and seale of the art
system. Subject, for example, to the
emergence in the limelight of actors
that were on the margin just a few
years ago, like the rise of contempo-
rary Eastern art and colleetors on the
market. In recent years, in fact, with
pressing demands for the new and sen-
sational, the Chinese and Indian con-
texts have become the ideal environ-
ment for speculators, and the process
of production and_ commercialization
has sped up And this is

the starting point of ‘Art, Price and
Value', the exhibition curated by
Piroschka Dossi and Franziska Nori at
Strozzing, Firenze. On display were
works that tried to shed light precisely
on the meehanisms of the international
art system, in reference to the econom-
ic field and the relationship between its
different actors. Art system superstar
Damien Hirst displayed the door of his
former restaurant The Pharmacy,
opened during the nineties. What is
interesting here is the ability to reflect
on the speculative nature of business
art practices, Hirst demonstrated this
by putting on sale at Sotheby's all of
the restaurant’s furnishings after its
failure. Wilfredo Prieto too showed his
hand on economy, with the installation
“One Million Dollar’, composed by two
mirrors and one bill, insured precisely
for one million dollars, Takashi Mura-
kami played instead with the notion of
brand, revisiting Luis Vuitton mono-
gram (LV), and then embezzling it in a
series of paintings, establishing a new
form of equivalence in between art,
marketing and life style. With a defi-
nitely different approach, Michael
Landy reverses the market function-
ing, setting up a production line that
instead of assembling products,
destroyed them in sequence. Destro
ed was all what the artist owned in hi
life till the the age of 37; objects of

not the only novelty concerning an art
market in ceaseless evolution. It is
Damien Hirst, again, who found the
way to move around any mediator
between the artist and the purchaser,
and decided to sell his works straight
in an auction, bypassing art. dealers
and every other pussage usually inter-
posed in the sale process, Purchasers.
and collectors, after all, are changing
too: they are coming from every part of
the world, and their average age is
increasingly young (between 30 and
45). The point is that investing in art is
becoming particularly profitable in the
context of financial erisis, when real
sstate and stock exchange sectors

of a
Coopers report, the first specific study
about art’s economical status in Italy,
ordered by Confeultura (Museum
Service Operators Association). The
report describes the richness of the
Ttalian cultural heritage (with more
than 3400 museums, about 2000
archaeological areas and 43 Uneseco
sites), and the numerous opportunities
coming from art as an asset for the
tourist industry, and therefore as a
value for the whole economy. Henee,
the aim of the conference was preeise-
Iy to assert the not negligible role of
art as a productive activity, to be sus-
tained and funded by publie institu-
tions. Notwithstanding the wealth of
its cultural legacy, the ereative sector
in Italy reaches only the 2,6% of
national PIL, in comparison with the
38% in the UK or 3,4% in France, In
the matter of contemporary art, in par-
ticular, despite the growing interest it
gets, weaknesses are evident and num-
bers remain low. This situation is
reflected also within the allocation of
state funding, primarily assigned to
protection and conservation of cultural
heritage, rather than to the develop-
ment of contemporary initiatives. The
report suggests some possible ways of
development for this sector, linked
mainly to merchandising activities, cul-
tural tourism and new technology

guarantee the pui-\ ity to be sold
back after years at a higher price
(often ten times more than i
price). Banking-houses, in fact, promp-
tly created a department devoted to
art investor consultancy, often in coop-
eration with major auction houses.

INDUSTRY

Nevertheless, it stll seems hard put to
consider art as a business, not only at
the level of publie opinion, but also in
regards to museum management.
Needless to say, it is not easy to deter-
mine if this d thing o not.
Anyway, there is a move in this direc-

But, if on one side cul-
ture needs its economical value to be
ized and its potential within the
development of a territory sustained,
the risk to subdue artistic activitios to
financial profit — pushing resources
that can be considered just collatoral
as regards true research — is still
round the corner: After all, even imma-
terfality has always its price...

Gabriella ARRIGONT

e Ieaion et and writer
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Maurizio Cattelan

‘Untitled’ 1998

Maurizio Cattelan shows one of his installations,
an old olive tree planted on a monumental cube
of soil, in the art centre Bozar (Brussels). The
work is part of the collection of the Castello di
Rivoli, the famous museum for contemporary art
in Turin. Cattelan ereated the art work in 1998 as
part of Manifesta 2 in Luxemburg (curated by,
among others, Barbara Vanderlinden). As so
many other works by Cattelan, the piece shifts
‘between ingenuity and intellectual theft, between
charged symbolism and light-footed play, between
the slowness of art history and the swiftness of
the image industry. Cattelan brings a piece of
reality (in the form of & stock image of ltaly)
inside the museum and ereates a ‘living sculp-
ture’. But he does so at the end of the 20th centu-
T¥ in & time when artistie strategies of that sort
are already tested to an extent that the effect
risks to bore the viewer. And yet his installation is
spectacular and appealing;

with its own many-sided impossibili
‘This untitled olive tree is in fact a parody of a
failed project by the legendary Italian artist
Alighiero Boetti. His ‘Monument for Agricul-
ture’ (1969-1970) would have consisted of & 25-
iigh earthen column on which an apple
tree grew. He investigate
engineers of Fiat, the const
ment for over a year, but it was impossible to
realize. In the meantime, Ttaly had spawned vet
another artistic myth, o myth Cattelan grace.
fully vefers to in his own daring act.

0 PHOTO: JEAN. PIERRE STOOP

it is completely at ease

collaboration with
ction of the monu-
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hen Yves Klein exhibited “The

Void' in 1958 he drew on the
opening night a crowd of three thou-
sand people. The room has been paint-
ed white, all furniture was removed.
Save for an empty dis i
up.in front. of Tris Clert, Callery, the
public waited anxiously for their turn
10 see an empty room. The question is:
Why? We know the consequences. of
Klein's gesture. But what was there in
that empty room — nothing?
Brian ('Doherty suggests that all
avant-garde gestures have an audience
that was there and an additional one:
the majority of us who were not there.
He further argues that those whe did
attend are the ones deprived of the full

in the midst of it Thase pioneers
become immune to what happens
around them, but the rest, the absent
anes who learn through narration are
entitled to perceive the event flawles

Dr Albert C. Barnes, an Ameri
inventor and art collector took a pecu-
liar, striet approach towards art view-
ing. He insisted that the art works ayail-
able through the Barnes Foundation
could not be photographed. Singul
black and white reproductions appear-
ed in print, but deprived of color they
sent a clear message to the viewer: a
confirmation of the fact that they were
not experiencing the real thing. Dr.
Barnes was surely right. The texture,
the colors, the size — they all play a
‘major role and a direct inspection must
e an unrivaled way to know art when it
is contained within the objeet.

PROCESS

Now let us take Fia Bd(lh rom’s ‘A
New Order for A New Eco
Form and Content (The Ads of
Artforum Re-arrangedy’. She took out
the advertisements. from one of the
most influential a1t magazines only to
place them in a new order  that af the
eolor speetrum, How much more do
you need to know in order to experi-

=

ence it? That she did it in a major New
York gallery? That they were put up
high and around the showroom? That
it was well received? The bare title
conveys all necessar;

Art between commodity and narr:
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tion

THE ARTIST’S TOUCH
IN TIMES OF CRISIS

poets that Plato wanted to remove
from the society. Their role - abstract-
ed and imprecise — is futile. Their work
— ereation and mmlnmlll\ free — is
void. The is fooled. Their

When A.L does ‘1 Million
Photos, 1 Euro Each (minimum order)’
do you actually need t0 see what is
the pictures? Even if you bought it and
signed the lifelong contract for an
would it be

money is no good here it can no
longer buy ownership of art. A maji

hoax is about to be revealed. But as we
will see further, being in 4 close rela-
tionship with poetr

for the pictorial \'alm:a Dhoes it matter
what size the photos were and whether
they were in eolor or black and white
In fact you don't ever need to physical-
Iy interact with the subject - all you
nieed to know is that there are one mil-
lion photos to be eommissioned, they
cost one eurn each, and they come in
bulk. Of a million.

The reader may well be aware of such
practices, initiated by Duchamp snd
his ‘Fountain', the original of which has
been lost or — more likely — thrown out
as rubbish. The postulate is to turn
toward thought rather than craft. That
must by now be obvious and funda-
mental, What is of concern is the rela-
tionship between the spectator and the
spectacle, the viewer and the viewed
Art no longer resides within the object.
Art as a commodity is worthless and
empty. That, however; should not mean
that there is no art per se. It can now
emerge froely as a process. It could be
compared 1o an afterimage or after-
thought — it appears as an intangible
wavelength. Art is now mediated, not
exhibited. Sill it can be capitalized.

‘What the visitors ith Berlin
Biennial were given seemed to be gen-
nine ‘Kapital'= but it was pure economy
in fact. The bubble appeared to be work-
ing properly. Hlogically and contrary to
all analysis it not only functioned lmt
even delivered a profit. A ‘major
ment’ as the eultural nmnm\ciamm
would eall it. Economy seems to be
working on that very same mechanism
as art is. Experimental and sovereign it
declares its rules on the fly. And it is not
about the method, but the effect.
Close ties with the economy are just as
sible in the arti e, as they are in
that of the bourgeoisie. For eorpora-
tions such as Nike it is no longer of
eoncern to deliver a product, they mar-
ket a brand instead. Whether it is iden-
tity, prestige or a relationship it is all
summed up in the words of a former
British Airways chairman, “to go
beyond function and compete on the
basis of providing an experience”. The
customers will be satisfied not by what
come in possession of, but how
this is done.
Supposelly there is on average a 100
year delay in the

A prime example of such
was the 5th Berlin Biennial ‘When
Things Cast No Shadow’. The show
purposefully avoided the commodity
character of art. Yet the supposed
emptiness of the speetacle in turn
fueled the brains with pure artistic
experienee. Detached from the object,
the art was there as a process,

P

POETRY

Art is eloser to poetry now than it has
ever been. Artists are now those very
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. of art by
the masses and about 50 in the under-
standing of them. Hence the populari-
ty of impressionism and hence the
label ‘conceptual art’ for anything that
Incks aesthetic value, not to mention an
object-character. Hence also the rea-
son for isolating ‘contemporary at’
from all other ‘art’. But those are
issues of the hermetic language of art
and will be resolved in time. However,
it might be an issue of the inability of
visual representations to deliver sub-
stance to those unskilled in the field.

The ‘art object’, just as any other prod-
uet, has been overexposed and exploit-
ed by hyper-mediated reality. Univers-
ity of Chieago economist David Galenson
suggests even that the merit of a work of
art can be estimated by how often it has
been reproduced in textbooks on art.
Under such circumstances the impor-
tance of a particular work of art would
become quantifiable. Paradoxically, that
sort of pragmatism is incompatible with
the prevailing system.

STORIES

Conseiously or not, artists set out to
generate a new quality. If anything can
be reproduced the value of the act of
representation diminishes. So does the
value of the reproduetion and in turn
that of the reproduced, which becomes
trivial. In effect the meaning is lost and
the art piece becomes an empty object.
That is not to say that images of art-
works are wrong, not even that they
are distracting. That is to say that they
are incomplete
To aim for what cannot be reproduced
would be easy, academic, and above all
self-destructive. It could be a singular
act, a manifesto with a limited purpose.
An ephemeral gesture may well be a
beautiful one, but if is silent it cannot
communicate and therefore it forfeits.
What eannot be told ceases to exist. A
successful parameter is one that does
not need to be reproduced. Instead it
can be told.
Art has always been unquantifiable. But
when commodity free it also becomes
harder to sell - 1 deliberately avoid the
word impossible’ beeause in busi
you never say never. And selling is a
matter of telling anyway. Just think of
the stories by Alan Greenspan, Ben
Bernanke or Bernard Madoff. Like
great artists they believed in the expe-
rience relieved of matter. They gave up
logic, abandoned reason and their sto-
ries were beautiful - only unreal,
The experience is what is of quality.
The more commodified the art s, the
less aceessible it becomes. The strength

of an artistic gesture lies in its ability
to be told. Art that avoids the object is
not new in its method. What must be
new though is the way it is reported. A
picture is not worth a thousand words,
4 pieture is worth what can be said
about it. The act of telling eannot be
overestimated. That is not to demand
solely spoken art, That would be too
Jimiting in form and too short sighted.
Art is entitled to the use of a
guage or medium, For tra
what renders the best narrtive
The term ‘Postmodern’ first appeared
simultaneously with the 1973 oil short-
age. It was a change of paradigm and
the conditions were self-reflecti
There is no such term in art as ‘erisis’
New methods will flourish if old ones
fail, both in creation and in transaction.
The value of an artistic gesture
depends on i ity to generate art
s a process. The value of an art objeet
is none other than that of a fetishist
speeulation.
‘Budget Story' is a video by Polish
artist Oskar Dawicki. The artist
received a grant of 14000 PLN for the
realization. The film lasts about 10
minutes. First you can hear him talk-
ing to the erew, Then the stage is being
built, lights are being set, the actor is
being dressed. Four counters in the
corners of the screen tally the stead
decreasing budget. When there ar
arely any funds left the actor come
out 01‘\ stage and repo We will
shortly run out of money’. There is just
enough of it for three shots, then the
counters reach zero, money is gone,
film ends.
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Robbrecht & Daem,

pre:

pacing through
architecture

The renowned Ghent architeetural bureau
Robbreeht and Daem will be in the limelight this
spring at the Centre for Fine Arts Bozar in
Brussels:
devoted to their work. ‘Pacing through Architee-
ture’ is the first in a new series of exhibitions
enting Belgian architects at the Centre for
Fine Arts. Five short films by the director
Maarten Vanden Abeele bring to life five key
projects by Paul Robbrecht and Hilde Daem.
The film
plans and photograph
the slow pace of the creative process with the
rhythms of the buildings in dail

ou can view a monographic exhibition

enter into a dialogue with the sketches,
on display, eontrasting

y use,

1n Boaar Brussels, Ul Apré 1080, wwsbusaro

© PHOTO: JEAN.PIERRE STOOR

5022000 <H>ART



Johnen Galerie

>H<ART

p. 15-18 Self-Portraits of a Demiurge

05.03.2010

18. INTERNATIONAL

rtist stodlos often ke bebind
numhmlmmllkﬂmn.im!xin:
by its doarbell pandl, the
factory baikding in mldmh
Berfin-Kreusherg is u very creative
place,

Since 2005 you have beew foading
double life: firs, an founding editor of
the au line art mapazine artnet.com
ond cw om artisd, and now ax arfist ond
codireelor of the Tewportire. K-
hstle Bertio. Han this ever cawsed o
iy y«.&l\rm'ﬂ'umdugmu unile these

— ueel ulnqnnrl'l.ulllrtd when Hans
Neuendorf, CEQ of artnet ssked me
to bring artnet to Gormany in 2004,
Until then | had been a full-time
artist. 1 took on the challenge, becuuise
1 felt that the art workl had changed
w0 much and 1 necded to take  differ-
enl approach. Alhough, at first it
moemid contradiciony to maki art and
W appear s s eritie, 1 quickly
bearred to strictly soparate my two
functions.”

S, ane doy o s suil, the neat o
paiut-staimed ovevall

!Iller‘\'mklndd...lmhvrumwd
s M, artat or Thomas Eller, (f courso
same poople knew me from both fuse-
tioes, bat when | was In eoe role T

wtuck to it rigarously - it's a questios of

eresibility: With my s pition s oo
diroctor of the Kansthalle, it's becom-
rg oven mare diffienltt."

5022000 <H>ART

Interview with Thomas Eller, Temporiire Kunsthalle Berlin

‘I THINK BERLIN NEEDS
MORE ACTION’

Nameless doorbells often bear surprises. A man wearing a suit-jacket and jeans opens the heavy door while
mumbling something into his iphone. This is Thomas Eller, wha in 2004, at the youthful age of forty, was
asked to position the online magazine ‘artned’ on the German art soene. ‘artnet” i now frmly established and
Eller, taking on a new challenge, has accepled the position of artistic director of the Temporire Kunsihalle
Berlin. But Eller himself ix also an artist. His spacious, well-organised studio inchades a library and o small
exhibition space - just in ease n potential buyer decides Lo pay an unexpected visit.

Darvid Ulrichs.

I moments of extrome stoess, owr
ewse perveption is heighlened.,

Eller: “"As my ear seraped along the
guriiral, my gaee clesrly focused om
litthe twig. 1t seemod to stand still,
while the rest of my field of vision was
u Blue. It somehow gave me stability
In order to capture this moment In a
work, | decided o Jot the viewer
becoma the twig. Hefore this work, she
bevomes 1he non.maoving ohjeet - the
rest is  blur”

Sar e dhic it ith e

Eller: “Architecturally it is & tempe-
rary strictire, bt the ides behind it i
flexible, rather than short-term. | can-
mot insagrine that the teasn will just dis-
integrate fterwards, but who knows. .~

1 imagine that your job description of
the Kinnathalle is quile different from
ekt yom e deading with ol artwet.

Eller: *Yos With artzet, when | wae
not in tho office in Berlin, | spent a lot
of time in New York and Asia. | had
very good relations with national and

sowetimes cren mony imporiend thaw
Ehe apsinicn of the gallerisd or collecton
Some arfista puched their gallery to
e lo Berlin beeawae here they feel
among their preve

Ellers “It is part of my mission to make
Bertin as n place of interchange mare
wisible. While It is necvssary for Berlin
&0 promete ftself a Jot more thas it
does, it needs to remain aware of the
fuct that it is not the ondy centre in the
art workl. Berlin needs to achieve the
delicate balance between )u‘l'llh) elf-
Itis

Kicusthalie begin? Were you wichappy
at artuet?

Eller: *1 am satisfied with what | had
nccomplished st artnet Gormany: | hal
positioned the German magazine sod
re-arganized the operstions of urtmet
Germany. [ st up a eales tesm within
the Chinese art market and initiated &
partnorship with Art Basol, It all start-
ed lnst April. Gérurd Goodrow had just
lefi the At Cologne; the boand was

Sinte you could i
sodo-echibvition of yowr e n:urh.
Eller: “.._on th lovel of time mansge-
went, | mean. Even though | am the
nrtistie direetor, I need to convines the
other people fmveilved in making those
Kind of docisions - an entine advisory
tand of museum directars arel the
Kursthalle's eo-ddirector™

A day only has tioenty-four howrs
Howe o o wnork e full-time jobs?
Eller: “Well, 1 cannot just simply
wwltch off my artistic side. It accompa-
et 1 everywhere snd always. Art ls
A wny for me to commusicate ned deal
with cortain exporionces. For cxamplo,
the work *THE incident (crash)’, 2008
ininsgiired by an accident | had, when 1
searped a gasnbrall st 200kmh on the
motorway to Hambang. The work teok
ruearly u year to complete, 1 worked on
It aftor work and on wockends.”

What does it represent? The moment
aof yowr impact !

Ellbers =Y, but more geoerally It inves-
tigates how haman pereeption works.
Wo exporiene und got to know objects
by moving around them, by over-layer-
Ing moments of sense impressions,
buth visizal and taetile.”

looking for & Invited me
to an interview | acceptod the imdta-
thon, but finally realized | wus mot the
right person for the job, At the same
time the Temporiire Kunsthalle Borlin
was being realized and as editor-in-
chiel of artnet, T was walching the
events unfuld with a eritical eye. One
thisg bed 10 another ard | bocame the
nrtistie directer. .

Tu your ,pﬂaﬁnmnnl’ tife you seem

restloss, Just eurious! [ had
B great thme ut arteet, but 1 fels that
after five years | had reached a bovel
that would permit me to oxpand my
horizoe. Esrly in my artistie eareer, 1
sav myself as o man of potentialitics.
My work at artnet or the Kunsthalle is
an opportunity to influence the way we
relate to roality via are”

S fire yoors of ortact ol wow owe
and o half yars af the Knnathatic?
What et f

Elles: “Well, actually 1 am hoping te
ey 510 years at the Kunsthalle.”

But the Kunathalle will be demodished
i 18 moomdiva, e ane there ofher plans?
1t dioes bk rabher provisionsl

alleries.
Now 1 adso travel a ki but much more
within Rerlin, visitisg studios, instity-
tioms nne maldng new contacts aeroes
the eity. Since Berlin is ane of the
higggest. produetion sites of contempo-
rary art, | bave to focus a lot of my
suertbon locally™

Sa, you wer wot ired fo infernation-
alize the Kunsthalle!

Eller: “That's an interesting question.
When | was living in New York for
admost. elght years it seemed that the
eltywms an shbroviation of the whobe art
workd, Everybody inevitably showed ap
therw at one point. Now, Berfin has this

ey role to simulate a lively discourse
o this tople™

Bt does Berlin wally weed another
place fir pnfervnees, tilks, fecdures and
neetimga? fs it mocrssrry to add awoth-
v meume fo the almody fopoesibde lisf
Elter: “Well, I think Borlis noeds mare
action, but it needs to be reflected
nction. In fsct, | really want to get back
tothe rmghm(l]ie Kisnsthalle as  place

exhititions ean take
place, ﬂMhI!II'hIJwJ afleriaste.”

So e st to evode o kind of grond
m"mtrw with big ideasx didut weta-

quality: Berln = My
a1 Kunsthalle is to make this tangibde.”

Wikat atirectod you to the Kunsthallef
Eller: “It s & great project, in o great
ety | soe Rerlin very similar to New
York of the 1000s. With the Kunsthalle,
we wunt to redefine Berlin — at least
within the ant scene. At first It was
mueant 1o ghve the elty & space 1 show
the artists that live In Borlin, While
there may be u shortage of art spaces,
the Kunsthalle should not simply be o
large exhibition space: lie in New
York or London, there will niver be
enough musems for all artista living
in Berlia, Like the ity ltseld the
Kunsthalle 1s & plsee of exchange of
idloas, visionw and ervativity: Tt alrvady
functions like a giant transformer:
artists come to Berlin for inspiration,
46 make works or slmply because sther
artists Ivo here. Seme stay a few
yoars, some only  few nights”

cuofire artinta the opinions of ther
arfists i alwoys very finprrtant;

imappe ing postmod-
erwizm?

Eller: “There wsed to be many differ-
erd narratives that dombnated diseas
slons pelating to art in the past. Bot
v ths et art seone has differenti-
ated itsedl @ lot: every artist has his
siiche, and every niche bas its market.
There used to be a real fight for certain
Eealogies. Now everyone has hocome
disinterestod, with ovoryome daing
their own thing.”

1 ogree. Artists toduy very seidom
et obont ideus, Heey argue alont
shat growp they belang, into sohick
miche they fit, but nod mbont what it all
s, SHlL, 1 think it would be mis-
leading to starf o search for o defini-
tian of urt,

Eller: “I'm pot. interested in amything
normntive, bat | want to hest up the
discussion - to openly discuss the
spisclossness of the contemporary art
scene”

www kst halle-bertin com

ERICH WEISS

IN BERLIN

In the gallery cluster st Kochste. 60,
Galerie Klara Wallner s showing new
wuris by Erie Weiss, A series of -
stills on the wall investigates the visasl
language of one of Audroy Hepbore's
most suspense-filled performances;
Ber role as Susy in the 106T-film *Wait
Until Dark', In it she plys u young
i woman, whe through meticulous
counting of her steps creates s mental
map of the house In which she lives to
find her vy arouni. From the sound
of footfull and her references to the
rumber of steps, Eric Weiss has draf-
ted this mental map, effectively all-
wing the viewer to look lnslde the mind
of Susy Hemlrix.

On the opposite wall, skort pioces of
tornt are framod noed himg besido pho-
tographic images. The short texts ar

<H>ART s 2000

reminiscent of haikus, but are mene
and the images make suggestive sate
tments that are false. A woman's arm
poetically stretebes along a park
bemch. We only seo part of her shoul-
der, her nock and her outstrotched
arm. Between ber fimgors she holds &
plastic spoan that tries o be a smoke-
liess cigarette. Al the poetry is Jost and
we are left with the image of  melting
spoon. Beskle hor the unforgettable
eyes of Ines Sastre, the face of
Lancime stare at the viewer Welss
pretends her to be a vampiro and the
writing in the frame beside ber image
plays accomplice.

In Wirkss” surresl world [ithe i what it
seems - everything is sometking else.
As we step haek 10 et an overal] view
of the series we step into the writing on

e 2000,

20K so0an 00

the floor. Tt resds: “All Tomorrow's
Partis” snd s made of glittor dus.
Just then the friendly gallerist haneds
me an invitation to the sfer-show

LT PR EBTYCHEACH

party somewhere in East-Berlin,
Sposky. The writing rofors to the soag
Iy The Velvet Underground & Nieo,
the brain-child of Andy Warhol, whose

Oxidation Puintings (1
alo madde on the floor.
Althosgh he was born in Waregem,
Erieh Wekss is mot & well ke artist
En Belgiam. With kis latest projeet -
small tome gathering together contri-
butians fram artists rnging from
Peter Sandlle to Win Debvoye entitled
“This is the Way We See it - A Tribute
t EL.T. Mesens® - [t s evident that
bils work s Infhsenced by the darker
figures of carly Belgian Sarrealisn,
Iroeically, this book is the result of an
artist residency he has been awarded
n Bedigium.
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0t St 71 Kl Wi e, B
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