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<<On Art>>

Edited by Rachel Simkover

<<The Artist>>

       The Artist questions the obvious 
and transforms traditional ideals and 
values on the ordinary and present. For 
nearly four decades now, the Artist 
aims to structure and organize, to grasp 
and explain life and the entire universe 
in all its aspects. The Artist restores the 
ambivalence of all things that the Artist 
presents, thereby bringing to light their 
full poetry. The Artist has remained 
unremittingly interested in philosophical 
issues which examine the concept of 
existence and the experience of time. 
This is the lot of the Artist: the physical 
labour; the perverse logic of forcing 
mute objects into relational forms; the 
unwieldiness of interpretation. The 



Artist is an Artist of both many and few 
words. The Artist connects seemingly 
disparate dots in a kind of hypertext of 
official truth and underground 
knowledge that gives a unique critical 
overview of modern intellectual and 
scientific history.

       

        From the Artist’s earliest Work the 
Artist has expressed an avant-gartist 
desire to write himself or herself into the 
archive of culture. The Artist’s interests 
are directed toward the effects of 
shifting cultural objects across different 
social and historical contexts, 
investigating the role that artists and 
other art world specialists have in these 
processes of value-making. Using 
various strategies of presentation and 
appropriation, and re-purposing existing 
cultural resources, the Artist funnels the 
abundant connections existing between 
new cultural production and processes 
of value accumulation into the Work. 
The Artist employs methods of 
abstraction to transport the 
accumulated value between different 



contexts and media, thus reflecting 
processes of de-territorialization 
characteristic to an era dominated by 
the logic of financial capitalism. The 
Artist’s secondary usage occurs from 
using leftovers, which is simultaneously 
an imitation of the Work itself and a 
reference to the Works of others; 
therefore they are doubly parasitic in 
both the sense of art history and in the 
sense of re-using and reevaluating the 
works of others. The Artist’s aesthetic 
praxis owes itself to similar 
contemplation of and reflection on the 
production aesthetics. The Artist 
investigates the linguistic conventions 
produced by the commercial 
exploitation of the body, and 
encourages a re-thinking of the artificial 
nature of desire, always with a hint of 
irony.

        

        The Artists continue to explore the 
nature of perception, a theme that also 
distinguishes the Artists’ most 
wellknown photographic series to date 
produced during their travels through 



the US. The Artists’ illusionistic visual 
universes and installations thrive on the 
interplay between the visible and 
invisible nature of illusion and the 
encounter of reality and the 
imagination. In contrast to the 
photographer of wild animals, who 
searches for spectacular views, the 
Artist’s goal is to produce an 
autonomous image which represents 
and stores the instant when the picture 
is taken as a temporal continuum. In 
these photographs, the Artist activates 
an introspective view of the world and 
requires a self-reflective standpoint 
from the observer. In the Artist’s filmic 
and photographic Works, the Artist 
presents reduced inconographies of 
historically significant spaces and the 
events occurring in them, which insert 
themselves into cultural memory 
through images conveyed by the 
media.

        Throughout the Artist’s practice, 
the Artist works extensively with 
references taken from art, literature, 



and popular culture, from which the 
Artist develops dense yet elegant 
installations, addressing questions of 
translating and (re-)interpreting these 
resources. The Artist steals the labels 
denoting works’ titles from the Artist’s 
most dear museums, project spaces, 
galleries and biennales, presenting the 
label collection as the Artist’s own 
Work. The Artist exposes the Artist’s 
personal heroes of the art-world and 
invites the public to examine their own 
preferences and loves of various 
Works. The Artist further explores a 
theme central to the Artist’s body of 
Work: the ambivalent status of artifacts 
in relation to the production of meaning 
and as carriers of information, their 
subjection to authorship and the 
subsequent influence this has on their 
value in the art market.

        The Artists demonstrate that the 
„end of an era” need not be anticipated 
for a long time and in the Artists’ new 
Works the Artists show how much our 
perception of the world is affected by 



presumption and belief. Through 
restaging historical events with children 
and marionettes and by using 
displacement and alienation in content 
and form, the Artist creates a 
transitional space between 
documentation, fiction, and animation.

        The Artist elegantly appropriates 
the linguistic structure of various artistic 
traditions, from Europe to the Middle 
and the Far East, deconstructing and 
recombining their aesthetic systems. 
Viewed in this light, the Artist’s use of a 
quote from a Hendrix song is also a 
détournement, an attempt to reveal or 
rather create nuances in what might 
have congealed into an all too romantic 
model of transgression.

        

        Nature, the Artist once said in an 
interview, is one of the most 
sophisticated arenas for the production 
of ideology. In 1989 the Artist starts 
developing the series of installations 



like a metaphorycal level to understand 
science as a mirror of society’s moral 
values. The Artist employs geology as a 
language to conceive our 
understanding of time and our 
relationship to a constantly evolving 
environment. The Glasgow-based Artist 
looks deep into volcanic phenomena 
and the interplay of life cycles between 
humans and volcanoes. Drawing on 
personal experience, the Artist makes 
biographical connections to volcanic 
phenomena and examines parallels 
between geological and human life 
cycles. In response to these Ideas, and 
in connection with the concept of the 
fluid skies, which has a long history in 
astronomy, the Artist proposes to 
“carve the air,” to aesthetically 
manipulate the fluid skies to reflect 
some core aspects of current 
astrophysics.

        

        Hired to attract attractive young 
people to parties and events, they soon 
became more interested in organising 
spontaneous, purposeless events in 



public space. The Artists, who have 
been close friends since their student 
days at Cooper Union and share a 
similar enthusiasm for painting and role 
playing games, see in Raimi’s remake a 
Work that defines a commitment to the 
Idea that a Work of art is fluid rather 
than fixed. Inspired by Raimi’s 
conceptual rigor as well as his keen 
interest to work in the horror genre with 
a sense of reverence and obligation, 
both Artists have found unique ways to 
explore elements of transition, 
openness, revision, and, perhaps 
above all else, constant communication 
and dialogue. The marks the Artist 
applies to the paper or canvas are 
marks as much in the semiotic sense of 
emblems, cyphers, as in the artistic 
sense of drawing.

        

        Considered one of the preeminent 
contemporary Abstract painters, the 
Artist’s practice overlays the analytical 
geometries of Minimalism with the 
spontaneous ethos of the Beat 
Generation and the influences of 



American pop culture. Today, the 
Artist’s artistic negotiations between 
figuration and abstraction, between 
image and non-image, between 
evocations of narcissistic-identificatory 
modes of spectatorship and modes 
foreclosing identification, are fueling 
one of the rare artistic projects capable 
of drawing fresh, new impulses from the 
paradoxical notion of a “painterly 
critique of painting”. For three years the 
Artist has appeared at some of the 
world’s major museums, where the 
Artist paints for museum patrons in an 
ironic transformation of the figure 
familiar to them of the copyist of 
paintings by the greatest masters in art 
history – with a completely free hand 
and an expressiveness that the Artist 
shares with no one else of the Artist’s 
generation. Expression here is not a 
means to express the Artist’s own 
feelings but a visually creative 
instrument, in order to establish a direct 
connection between painting and real 
life once again. Renowned for large-
scale paintings which use high gloss 
paint to create planes of industrial 
colour, the Artist’s principal thematic 



concerns are colour and light and 
formal ambiguity, while the Artist’s 
subject matter ranges from friends, 
family and celebrities, to motifs drawn 
from nature and childhood.

        

        In an experimental manner, the 
Artist disrupts reality with abstract forms 
and lines of light and shadow which the 
Artist finds preexisting in nature, and 
the Artist depicts them as visual 
processes which further influence the 
temporal expression of this mise-en-
scènes. The Artist’s reflections upon 
our society’s sign system begin with 
cuneiform script, and its shapes, by 
association at least, reemerge in the 
Artist’s artistic analyses. That syllabary 
evolved out of a pictographic script, 
garnering information in summary 
fashion; so, too, the Artist accumulates 
text modules into complex relational 
structures. Through the subtle 
movement of the lens from a magnified 
world-where everyday objects become 
unrecognizable-to the exploration of 
cosmic infinity and the three-



dimensionality of images, the Artist 
reveals the potential concreteness of 
the virtual dimension. For the Artist, an 
apparently insignificant, inconspicuous 
detail can turn into a reading key to 
examine the ways in which a population 
tries to negotiate its relationship with 
the surrounding landscape. The Artist 
underlines both the eloquence of details 
and the visual and conceptual potential 
inherent in every process of 
abstraction.

        

        In the Artist’s sculptural practice, 
the Artist combines the abstract and the 
realistic, the conceptual as well as the 
technical. In the Artist’s second solo 
show at the Berlin gallery, the Artist 
examines the very condition of an 
exhibition by ridding the project of 
content and isolating the set-up itself 
through a meta-installation of ‘displays’. 
The Artist links historical events with 
the capacity of certain architectural 
works for representing social utopias 
and the endeavor to effect changes just 
as for announcing danger or menace. 



The Artists work at the intersection of 
research and design, particularly 
addressing the manner in which 
branding and visual identity relate to 
notions of statehood, and coail and 
political transparency, and informational 
networks.

        

        Following a fortuitous, accidental 
encounter with a non-functioning Epson 
HX-20 Notebook Computer in the wild, 
the Artist rehabilitated the machine and 
then embarked upon a series of life-
changing investigations as to the 
potential of this advanced piece of 
technological equipment. The Artist has 
designed the white room and the black 
room as counterparts, not only 
physically [brightness, color], but also 
conceptually and perceptually. The 
Artist thus investigates not only the 
cosmic dimensions of nanoparticles, 
but also the morphology of physical 
instabilities on visible and dark matter 
leading to the formation of galaxies. 
The Artist provides a new context for 



the artist’s utterances of despair and 
grief.

        

        Fuelled on kung-fu and Hegel, the 
Artist’s return to anti-art practice saw 
the publication of a rash of 
polymorphous and perverse novels. 
The Artist investigates the linguistic 
conventions produced by the 
commercial exploitation of the body, 
and encourages a re-thinking of the 
artificial nature of desire, always with a 
hint of irony. The Artist takes the 
stripping down of the individual textual 
information to building blocks further 
still, ending with gestural paraphrases 
of the printed word. More than thirty 
years on from the Artist’s first cultural 
interventions, the Artist is more than 
ever convinced that since the world is 
disenchanted, telling outrageous lies is 
the only means of approaching ‘truth’ 
and thus making life fabulous once 
again.

         



         Most often operating through 
associations of ideas, the Artist 
develops polysemous Works, 
sometimes tinged with humour, which 
are marked by the resonance of words. 
This refusal to say anything 
(meaningful) while saying something 
(meaningless) nonetheless is not only 
what time and again steers the Artist 
towards the Artist’s signature use of 
stuttering, stream-of-consciousness-
style associative wordplay, it also 
motivates the Artist’s proclivity towards 
negation - to wording things negatively, 
and hence also wording them in black. 
The Artist has filtered out ‘passwords’ 
which the Artist relates to each other, 
beyond the confines of the paper. By 
resorting to a language closer to bar-
room conversations than to the often 
sibylline discourse of critics, the Artist 
invites us to approach art through the 
anecdotal. In doing so, the Artist offers, 
so to speak, a panoramic photography 
of contemporary art and asks -or so it 
would seem- the question of what there 
is left to do in the field…



<<The Work>>

 

        The Artist’s Works, both readings, 
writings and visuals, are liberated from 
the constraints of certain artistic genres, 
they operate freely on the borders of 
disciplines such as poetry reading, 
writing, performance and collage-
making. The quintessentially 
fragmented or fragmentary nature of 
the Artist’s Work reflects the dolorous 
shattering that ‘critique’ necessarily 
entails: it finds itself shattered by having 
to confront the world such as it exists, 
and it cannot respond in any other way 
than by proposing to shatter this world 
in turn.

        

        The Artist’s Work addresses the 
ideological inclinations of cultural codes 
of both, of common behavior and highly 
specialized knowledge (science). The 
Work of the Artist creates a space of 
resonance, in which the meanings of 



the works are echoing and constantly 
morphing. The images are prone to 
slowly fade away, to gradually turn into 
a collective unconscious, always there, 
but not completely present. The object’s 
potentiality sticks in the mind like a 
vague threat, or a rumour of things yet 
to come. And while they may be futile, 
they are not without satisfaction. Thus, 
the layering refers to the whole 
composition in the area of contingency.

        

        The conjunction of thoughtless 
gesture and precise composition results 
in undetermined forms, which do not 
concern themselves with language-
based, metaphorical or symbolic 
meanings but instead confront the 
beholder with sheer materiality. Viewers 
have to be content with an abstract 
comprehension of the physical act of 
creation as they find themselves in a 
room with objects they feel attracted to 
but cannot grasp. In the Artist’s precise 
installations, the apparently ephemeral 
objects achieve monumental 
permanence. The installation is many 



things at once: print, honoring the 
rubbing as the most ancient way of 
reproducible media, drawing, painting, 
sculpture and architectural intervention. 
The installation can thus be read both 
as a symbol of the absent past or of a 
history yet to be materialized, or a 
future that may never arrive. The 
Artist’s Works forever threaten to fall 
over in front of us, on us, or after we 
have left the gallery. The challenge is to 
feel relaxed about the mutability of such 
objects. Although based on extensive 
research, the Artist’s Work does not 
remain within the genre of research art; 
the objects and installations the Artist 
creates are imbued with the themes of 
the Artist’s inquiries, and become 
participants in the art market cycle in 
their own right.

       

       In the opaque sales context of abc, 
the Artist’s project functions as a 
platform for a polemical mode of 
commercial transaction. During an 
alternative car show in Santa Monica in 
2009, Arnold Schwarzenegger was 



photographed viewing the Wheego. 
Schwarzenegger is now depicted by 
Shuanghuan Motors as their 
spokesperson in California. The Artist’s 
four-part cycle unfurls a whole 
panorama of a lost culture and thus 
brings it back to the viewer’s 
conscience. This remains whether it’s a 
concrete political concern, which should 
be formulated in performances or 
exhibition projects, or whether it’s a 
collective work about reflection on the 
conditions of production.

        

        In the Artist’s body or Work, 
spanning various media from drawing 
to installation and performance, the 
Artist deals with the perceptions of 
reality, the imaginary and the 
subconscious, and possibilities of its 
representation. The Work of the Artist 
communicates the relations between 
science, personal experience, desire 
and imagination, metaphysics and 
pragmatism, and artificial and real. In 
using materials that are strongly 
marked by their own history, whether as 



presents, lucky finds, or by their 
previous functions, the Artist’s objects 
echo inter-personal connections. 
Literally everything is categorized 
according to the Artist’s idiosyncratic 
color scheme: red - the subjective, 
black - language, green - the elements, 
blue - the world unframed or the 
subconscious, and yellow - the world 
framed or the arts and human 
knowledge. In this sense the Artist’s 
Works are both autonomous works of 
art and tools for upcoming projects, 
which are applied in evolving collective 
work combinations.

        

        As frozen still lifes, they develop 
varying perceptions of reality and leave 
the viewer space for the Artist’s own 
interpreting and imagining. The 
monochrome drawings are thus 
enlivened with colour and texture, 
imbuing certain details of the earlier 
compositions with increased 
significance. Individual drawn-on areas 
enter into a relationship with each other 
on the paper, presenting in visual form 



the propositions underlying a text 
hypothetical or real. The Artist’s Works 
have undergone a process of reduction 
that lays bare the fundamental 
structures of written language and of 
visual apprehension The picture ground 
is mostly left blank, as a printed or 
inscribed page would be. The relations 
represented seem cryptic, but in their 
indeterminacy, bid us decode, and so 
open the way for other forms of access. 
What remains is the forms’ gesture of 
indicating or showing, rooted deeply in 
the general faculty, within that of textual 
comprehension, or reading and 
grasping its object as text at all, solely 
by recognition of its visual form. The 
very layout conveys information. The 
content crystallises out visually.

        

        Thus, two different ways of 
envisaging a collaborative Work meet 
here, the first requiring field work and 
creation of a tangible social bond, while 
the second develops remotely and 
anonymously. Moreover, the Work 
makes collide two radically different 



conceptions of what an Artist is: the one 
that corresponds to the Artist’reality, the 
other to a stereotypical ideology widely 
spread by the winds. The wind turbine 
generator is running by electric fans, 
which are seemingly running by power 
energized by the generator, therefore 
following the logic of a self-sustained 
system.

        

        The draughtsmanly interpretation 
of the recorded meeting of the district 
councillor and the French emperor 
focuses attention on the brute force, 
complacency, neglect or the quaintness 
of things, of terms and statements that 
the language of the time produced. 
Speech bubbles from American horror 
and science fiction comics dating from 
the 70s and 80s are loosely affixed to 
the canvas with wires and described by 
the Artist as “footnotes to the storyline.” 
These rhymes, riddims and haikus are 
pieced together for aural effect first and 
foremost, and reveal the Artist’s 
informal training in a subcultural realm 
defined by the global reach of English-



language music; such music, after all, 
has been one of the driving forces 
behind the process of globalization in 
cultural terms - the first bits and bobs 
and pieces of (admittedly pidgin) 
English I was able to utter were 
borrowed from a Police song, and here 
we are, thirty years later, no longer 
writing in our own mother tongue, but in 
some strange post-broken English 
instead.

        

        Arranged atop pedestals are 
various miniature landscapes featuring 
scenes of the absurd or everyday. 
Speech bubbles generate a narrative 
structure that nonetheless remains 
associative and fragmentary. At the 
same time, the combination of spatial 
bodies with flat paper elements opens 
various levels of reality. Though 
freestanding, the Works have an 
intended standpoint for the viewer, 
which transforms them into stages 
possessing a particular cinematic 
quality. They are quite various and 
stress structures: there are 



combinations of color fields, black-and-
white structures, geometric shapes, 
ornaments, patterns, numbers, letters, 
single words, and text fragments. They 
are condensed notations that in their 
variety leave the before and after in the 
Work process unclear. All the Artist’s 
objects, frame sculptures, and ink 
drawings have in common that they 
create for the beholder a sensory and 
semantic flickering-an oscillation 
between image and language, between 
concept and meaning(s). The Artist’s 
sculptures restructure and amend the 
existing narrative of Reich’s and Mies’ 
partnership: they tell Reich’s story in a 
level of detail that has not been 
explored in most venues. The Artist’s 
sculptures-including a Work, a tubular 
steel chair that Mies designed but never 
produced; and Wonlaborations and 
Reich’s regrettably underrepresented 
role in the partnership.

        

        The Work is particularly interesting 
because it formulates a diagnosis of the 
present from a fictitious and 



retrospective future perspective, while 
implementing an almost nostalgic “back 
then.” What’s also so interesting in the 
film are the points in the interview that 
are about “ethics” and the supposed 
utopia of the production location –
Berlin. This video examines the sorts of 
propaganda that a corporation might 
distribute internally to communicate an 
over-arching mandate or vision to its 
workers in order to boost morale. This 
short film employs a range of strategies 
to approach the idea of nothingness, 
emptiness, and vacuity, with an eye to 
how these notions relate to 
contemporary mass-cultural 
entertainment. This organic succession 
is combined with the mechanical 
clicking of the projectors and the 
generative function of light, thus 
multiplying the dimensions of each 
images: resonant, intangible yet 
concrete, they point to new ways of 
examining, understanding and 
experiencing spaces and “the spaces 
between spaces”.

        



        The base’s edges delineate an 
internal area and they establish its 
borders, which then vertically mark out 
the battery of books, by deducting the 
parts stretching out. The plinth defines 
the sculpture’s negative space. The 
simple geometric structures of the 
white-varnished metal frames are 
inspired by the orthogonal schemes 
that define the irregular facades of the 
region’s houses. The sculptural 
structure demonstrates the Artist’s use 
of avante garde architecture and design 
as a constant point of reference. The 
monotonous sound of the crickets 
activates and enlivens the space, but at 
the same time evokes memories of 
long, hot, exhausting summer days.

        

        In the Artist’s modestly scaled 
canvases, which the Artist paints from 
memory and life, there is a certain 
intensity that reads as a knowing 
intimacy with the fragility and isolation 
of everyday life. Here line is articulated 
as thin ridges of paint, which disrupt the 
surface of the expanse of colour, acting 



as walls or dams between different 
areas of paint, and tracing the outline of 
the facial features of a person.

        

        Immediately striking is a 
broadened variance of layers and 
surfaces, ranging from the massively 
pastose of the black paintings, the 
curiously feverish and seemingly thin, 
flouncy, wavy, gaping color skin of the 
Artist’s flesh colored paintings, to those 
abrasions, craquelures, and „non-
painterly” retouches, actually 
intermingled with picture-constitutive 
ghost lines, in the Artist’s cadmium red 
brick wall paintings.  In a work the 
impenetrable fields of red and beige 
colour evoke mid century abstraction 
while illustrating the Artist’s intrigue in 
the fluid, highly reflective qualities of 
gloss paint.

        

        There are the silver bursts of the 
ghosts of ones’ own consciousness; 
there are white and black outer space 



paintings that optically frustrate and 
complicate the great infinite space of 
the cosmos with their attentiveness to 
surface; and there are the colorful 
orgies of the Artist’s energy paintings, 
which exist in pure state (space) of 
possibility. As in the paintings, beauty is 
linked to disaster and the visible is 
linked to the invisible/indeterminate.

        

        In all its heterogeneity and 
diversity, the Artist’s painterly Works 
with each new exhibition manage to 
convey a sense of witnessing a long-
term experiment beyond linear 
calculation that is highly relevant not 
only for all those interested in 
contemporary debates on painting. The 
Artist’s paintings consist of small, gray, 
painted rectangles behind a thick 
frosted glass pane, which is placed well 
in front of the painting. The painted 
pixles become blurred in the distance 
between the glass and the image 
carrier, thus causing a vague, dull and 
foggy visual impression. The „digital” 
shapes are accordingly doubly 



mediated: the pixels are painted and 
then obscured behind the frosted glass 
pane. The paintings become 
increasingly dull the closer the observer 
attempts to approach: the „unique 
phenomenon of a distance, however 
close it may be.” (Benjamin)

        

        The mostly white canvases have a 
corpse like feel to them, which relates 
clearly and coldly to the body, 
suggesting what is left during an out of 
body experience. In addition to the 
haptic impulses inviting us to identify or 
disidentify ourselves with the skin-and-
fresh qualities of the paintings, they 
also lure us into an optical scheme of 
positional exchange, in which the rear 
part of the paintings, the space behind 
them, as well as the pictorial ground are 
- very economically - brought to the 
viewer’s attention as autonomous 
constructs.

        



        The Artist’s Works deal with the 
artistic potential of fluid dynamics using 
materials such as custom-made 
ferrofluids moved by electromagnetic 
forces. Objects developed as 
presentation structures for other 
contexts and contents have been 
cleared out, emptied and arranged in 
the gallery as isolated sculptural objects 
and architectural structures, while small 
interventions by the Artist such as 
sound and light serve to recall the 
presence of missing Works. The project 
is a composition in which time and 
space are shaped through the most 
minimal use of sound, light and visual 
elements.

        

        Like a Rorschach test, the 
vegetation evolves into abstract 
ornamentation, and the delicate bird 
remains the sole point of orientation for 
the viewer’s point of view. The animals 
often turn their backs to the viewer and 
thereby extend the viewer’s own view 
onto nature. The indication of human 
presence sets a dynamic oscillation 



between presence and absence in 
motion, which is repeated in the 
constantly changing positions of the 
animals. It is easy to picture the Artist’s 
un-working of disciplines and the 
Artist’s Work’s straddling of cultural 
hierarchies as a dynamic mover that 
produces unexpected vibrations in or 
across bodies, allowing them to re-
enter freely into new compositions with 
one another: physical bodies, machinic 
bodies, concept bodies, and body 
politic. Human forms are therefore 
perceived as sexual wrecks, whose 
perfectly polished skin emerges from 
the deep circumvolutions and curves 
given by the Artist’s Work of 
deformation.

        

        The Artist’s Work is an attempt at 
bringing life back into reason by 
reconsidering technology through the 
lens of the occult: a new reason -a new 
enlightenment- whose goals have not 
become illusory and disenchanted. The 
wondrous creatures conjure up 
associations with magic and mysticism, 



with which photography was associated 
in the early days. The ghost-like entities 
have arisen from experiments with 
rotating constructions, which have been 
photographed using a long exposure 
time. The photograph’s spatial 
reduction lowers the image’s definition.

        

        They aren’t exactly photographs, 
so I cannot vouch for the accuracy of 
the information in the pictures. They are 
just an attempt to make order out of the 
world, an attempt to find the patterns 
and connect the dots, even where such 
patterns do not exist. This inclusive 
sexuality also becomes visible in the 
Artist’s photograph, which embraces 
the bizarre and de-eroticised, ultimately 
leading to a void that excludes the 
physical and emotional aspects of lust, 
passion and attraction. Conceived in a 
way that falls more within intellectual 
strolling than structured analysis, the 
Works based on photography implicitly 
question the limits of photography, from 
the ontology of the image to its 
founding myths and its semiotic 



principles. Installing a different 
relationship to time, the result delivers a 
new reading of the French master’s 
Work.

        

        The Artist’s photographs, to which 
the Artist assigns simple, generalized 
titles, actively challenge the memory of 
the viewer by reconstructing traces and 
indications of decisive and in some 
cases dramatic events. A micro 
controller attached to two motors 
makes a random selection from a set of 
computerized figures of time and 
aperture, and thus controls the 
movement of the papers, which roll 
down and back up. The movements 
and intervals of the two papers refer to 
a combination of time and aperture as 
an exposure value. The horizon 
bounces up and down with the extreme 
zoom and lack of steady-cam 
technology; the air is electric with a 
tinnitus whistling that denotes autio-
overload in the camera’s microphone. 
In fact, these elements are all quite 
deliberate. However, in the exhibition 



space they become sculptural 
elements, reflecting a longing for the 
technology of a bygone era and 
advocating the deceleration of the 
photographic process in an age that is 
flooded with digital images.

        

        Resembling an analogue Tumblr-
blog, where images, texts and links 
from different sources can be published 
in one’s own blog with just a mouse 
click, the Artist’s appropriated artefacts 
are combined to a new global image in 
a visual stream of consciousness and 
ultimately, to a portrait of the Artist 
themself. Drawing on the vernacular of 
local subcultures, from recent 
immigrant communities to the 
downtown fashion scene itself, the 
Works can be seen as a self-
consciously critical examination of 
social codes and their expression 
through industrial nexuses of power 
and money. With the nominal consent 
of Julian Assange, this expansive 
design project has functioned on 
several fronts, at the heart of which is 



an investigation into the politics and 
aesthetics of transparency.

        

        Clothes and objects represent 
seven stereotypes one finds in art 
schools:

 1) Crazy scary girl: psychological 
problems, very intense, esoteric.

 2) Macho Painter: obsessed with 
painting heroes, boots covered with 
paint, drinks Ballantines (quote to 
Jasper Johns).

 3) Warhol Type: pink shirt, colorful 
Hockney tie, captures students, has 
electronic equipment to record or film 
others like Warhol did.

 4) Activist: very political engaged, 
trying to learn Spanish.

 5) Design Student: drinks Fiji Water, 
shops Prada, fake Burberry umbrella, 
Tokyo Street Map



 6) Theory: constantly reading, only 
introduction books not the original texts.

 7) Feminist: shopping Bag, very stylish, 
body conscious, cool sunglasses, reads 
Bust magazine (Judy Mitchell).

 8) Ecological Land Art Student: 
practical shoes…

 Some hangers are free for other types 
of students

        

        If Benjamin considers the effects 
of modernity on human perception in 
general and on the Work of art in 
particular, the textiles in this show are 
artifacts stipulated in the Information 
Age. As a result, the weave structure is 
widening and further exposing itself 
with every step of fragmentation of the 
image. From a distance, the delicately 
knotted grid made of thread is almost 
indiscernible and creates a visual 
flickering. But this is countered by the 
seemingly imperative title that seems to 



prescribe the direction of our reading: 
from left to right, from top to bottom. 

        

        The neutralized design of the 
interior space directs the focus above 
all onto the physical dynamism as well 
as the falling movement of the 
individual objects. Arising 
simultaneously in the viewer is a 
strange fascination with the complex 
choreography of the participating 
objects. A figure stumbles across a 
tufted cliff-top field. She is abandoned 
in her Sisyphean task of dragging a 
dense bluish foam monolith, half-
bleached yellow by the sun and 
storeroom-neglect, across a grassy 
terrain. The men breaking in then 
pretended to be plumbers.

<<The Ideas>>



        “Words don’t come easy,” as the 
great FR David once put it with 
devastating singalong simplicity. The 
Greek word hexis means coherence or 
cohesion, defined by producing 
tensional motion in a body or across 
several bodies; a tension which moves 
simultaneously inwards and outwards. 
‘Love’ is at least as old as humanity 
itself, bearing both connotations of 
complexity and triviality, it conjures up 
notions of heat-breaking romance as 
well as clichés. The dictionary alone 
provides four definitions and fifteen 
synonyms; undoubtedly there are 
countless more examples. What is our 
reading when there are no letters?

        

        This problem (or rather, the 
relationship between art and the 
‘problem’ of language) is rooted in a 
deep and tenacious confusion that 
seeks to align art with a form or type of 
communication. ‘Because words pass, 
then; because they pass away, 
metamorphose, become “passers” or 
vehicles of ideas along unforeseen 



channels not calculated in advance, the 
expression “passwords” seems to me to 
enable us to reapprehend things, both 
by crystallizing them and by situating 
them in an open, panoramic 
perspective.’ ‘What remains of 
language and of what has been 
spoken, of clamour and enlightened 
speech, impressive words and 
expressive sentences? –Beyond law 
and dictum, proclamation and record, 
politics and prose? -The necessary 
recollection of the vast reservoir of the 
unheard and unheard-of, and the plea 
to draw as a portrait of the times the 
silence the unspoken keeps.’ The form 
is the content.

        

        Despite the term ‘love’ being 
readily associated with naive, 
embarrassing, and at times, even banal 
personal moments, we want to re-
establish a realm in the vein of Roland 
Barthes’ “small space for love’s 
affirmation.” Control, Deleuze 
evocatively argues, differs from 
discipline’s organisation of sites of 



confinement- school, prison, garrison, 
asylum- by being a modulation, ‘a self-
transmuting molding continually 
changing from one moment to the next, 
or like a sieve whose mesh varies from 
one point to another’. In its critical 
withdrawal from this worldly vale of 
tears, art can only leave traces, shards, 
remnants, fragments (anything ‘bigger’ 
or inclining towards wholeness or 
totality would be disingenuous: the 
whole is the false, in the depressive 
words of Theodor Adorno). This gesture 
of pointing, of showing, may best be 
described by the abstract term of the 
illocutionary act as John R. Searle 
introduced it to the theory of the speech 
act, which investigates the nature of 
speech as actions, their classification 
and their implications. The term can be 
applied to the visual process once the 
process of communication into the 
artistic plane and directed towards the 
viewer, is included in the notion.- ‘In the 
case of illocutionary acts we succeed in 
doing what we are trying to do by 
getting our audience to recognize what 
we are trying to do. But the “effect” on 
the hearer is not a belief or a response, 



it consists simply in the hearer 
understanding the utterance of the 
speaker.’ The Swiss theoretical 
physicist Walther Ritz wrote in 1909, 
before the full deployment of quantum 
mechanics, that the spectral 
measurements of atoms provide us with 
many documents, “unfortunately written 
in hieroglyphics that we do not know 
how to decipher.” The original meaning 
of the word hieroplyph is “sacred 
carving,” from the Greek hieros 
(sacred) and glypho (carved [in stone]). 
The French philosopher Gaston 
Bachelard later echoed Ritz’s words 
and used the term hieroglyphics to 
characterize contemporary science. 
From the 20th century onward, the 
objects analyzed by scientists have lost 
their direct relation to immediate 
experience. According to Bachelard, 
they are no longer objects in a 
traditional sense, but have entered a 
cryptic realm, an “organization of 
metaphors” that brings us “messages 
from an unknown world.” The shift in 
perception Benjamin discusses in the 
wake of modernity has shifted yet again 
in the age of Google Art Project and 



worldwide access to museums’ 
digitalized collections.

        

        One person out of many is not 
representative. It is not order. There is 
no pattern. It is completely random. 
Chance if you will. The point is possibly 
to describe something without 
mentioning it. Or to say it with a 
quotation from Gertrude Stein’s novel 
Blood on the Dining Room Floor: “Build 
away with neither as a guess. 
Everybody knows, and they need not 
say.” It is hence a moment favourable 
to meditation, where a particular 
relationship with time is established, a 
little as though we found ourselves out 
at sea contemplating the horizon, like 
Hiroshi Sugimoto when he produced his 
Seacapes in the middle of the ocean.

        

        The discrepancy between spatial, 
functional order and the intrusion of an 
uncontrollable force may be read as a 
metaphor for the fragility of the 



perception of reality in itself. To see, 
that one doesn’t see, sounds paradox, 
can however be experienced at any 
time. The human eye is blind at one 
spot – the so called blind spot. 
Anatomically it is located where the 
optical nerv leaves the retina. In 
contrast to the rest of the eye this spot 
doesn’t have any receptors and thus 
can’t perceive any visual information. At 
the same time recognition is in principle 
only possible through that nerv. As the 
brain constantly complements both of 
the blind spots in our visual field, one 
can only become aware of them in a 
specific situation of perception. Scale is 
hence played with, for it highlights the 
capacity of the photographic tool to 
transform reality as through pointing out 
to us that what we see is above all what 
we believe.

        

        Of all sculpture’s innovations, the 
pedestal is the most consistent denial 
of gravity. Pedestals are the stepping-
stones of art history’s gods, nymphs 
and heroes. For thousands of years 



they have kept the toes of those 
immortals above our torrid world. 
Framing can be interpreted in two 
directions: on the one hand as a 
tautology (the framing of framing) and 
on the other hand as its opposite, that 
is to say, not as a dissolution, but as a 
mutual elevation.

        

        ‘Objects have always been 
regarded as an inert, dumb world, 
which it is ours to do with as we will, on 
the grounds that we produced it. But, 
for me, that world had something to say 
which exceeded its use. It was part of 
the realm of the sign, where nothing 
happens so simply, because the sign 
always effaces the thing. So the object 
designated the real world, but also its 
absence- and, in particular, the 
absence of the subject.’ It is up to us to 
fill the haunted void. This void, which 
we know represents the very essence 
of all spirituality: the omnipresence of 
absence. Absence as impossible 
idealisation, absence as a grip that is 
never lost and which will remain a 



memory. A naturally truncated memory 
since only our despairing determination 
convinces us that there is something to 
see. Absence as the symbol of a new 
epiphany.  After all, should the edifice 
collapse, we could simply learn to 
appreciate it anew- sit on its newly 
horizontal bulk or pick it up and trudge 
onwards.

        

        Inner Tinge is the variable that 
interferes with the physical realization 
of a project, modifying its original 
premises. Inner Tinge is the dynamics 
that intervene in this formal shift and 
twists its prospects. Inner Tinge is a 
non-considered aspect in every project 
planning system. The formal definition 
of a project presumes a lucid 
awareness in every phase of the 
creative process, where the final 
product is the expression of the 
subject’s will. An Idea finds its stable 
ground in a plan, which itself defines its 
factual realization. This consists in an 
interaction of elements, which combine 
to finalize a physical shape according to 



its initial outline. In this loop of 
dependent variables, Inner Tinge is the 
variable that intervenes to undermine 
this formal composition, and 
manipulates the project’s prospects. It 
is not an archive and received 
documents are not being structured the 
way information may be contained 
between the covers of a book, the 
content will rather be involved in a 
contradictory coexistence and 
interaction, trapped in an elusively and 
ephemeral editorial topography. The 
order of appearance of the content is 
intended to withdraw from any attempt 
of appellation or recognition, with an 
extraction of meaning from the original 
material that requires a refusal of 
mental chronological arrangements and 
activation of alternative effective agents 
beyond formal terminology.

        

        The symbiosis between categories 
that are usually contrasted-like abstract 
and figurative, knowledge and feeling, 
physical and intangible-thus becomes a 
potential key to reframing our 



relationship with the present. The 
perception of time renders human 
beings capable of drawing, something 
which distinguished them from all other 
creatures on Earth. By means of 
drawing- as an abstraction of the 
experience of time- human beings can 
remember the past and anticipate the 
future.

        

        This carnal moment, this moment 
of life, in the main sense of the term, 
undoubtedly holds the key to the riddle 
presented by the title of this moment. It 
depicts the age-old battle between God 
and men. This ontological experience, 
which combines the secular and the 
sacred whilst humanising concepts that 
have been lost, by dint of its meaning 
being mechanically repeated, reminds 
us that sharing, in its simplicity and 
spontaneity, is what makes humanity. A 
reminder which is greatly appreciated in 
these troubled times.  They set out to 
establish a ‘general science of the 
workings of the human mind’: an aim, 
as fundamental as it was immodest, 



that the distinguished researchers 
ultimately failed to achieve. They did, 
however, help develop a new model for 
knowledge: cybernetics- a paradigm for 
research across the sciences, 
straddling biology, psychology, 
mathematics, engineering, social 
sciences and information theory. A 
powerful technological fantasy and a 
ground-breaking scientific theory, 
cybernetics encompassed technological 
and engineering devices, as well as 
aspects of human behaviour. Assuming 
strong analogies between nature and 
culture, human and machine, nervous 
system and electronic circuit, 
cybernetics augured a new horizon of 
improved human performance- but also 
of conditioning and monitoring as 
stakes in government control, military 
power and commercial enterprise.

        

        The theme is the manipulation of 
black bodies and the pressure on them 
to conform to white ideals of beauty. 
This is indeed a knotty, mixed-up field 
that cannot be navigated in terms of 



truth, morality and common sense. If 
historians do not have these 
connections between people and 
events on their radar so far, then one 
should not hesitate to use a new radar, 
a new device that may recapture 
ephemeral historical reality.

        

        Superficiality seems to 
increasingly be the keyword for many 
developments in our late capitalist 
society. Lack of sustainability, planned 
obsolescence of industrial products, 
disappearance of artisanal skills and 
accelerated consumption are 
conditions, which today lead to not only 
ecological problems. The work ethics 
and modes of production of late 
capitalism have a wide-ranging 
influence on our social life. A certain 
vocabulary of ruling the world had been 
invented. Aesthetics is the precondition 
of ethics. Today, ethics are much more 
important for art. What happens when 
superficiality becomes a weapon 
against the people, erasing the people’s 
traction and depth of experience, and 



also their power? Of course, an 
exhibition is itself literally a constructed 
situation.

        

        The notion of collage is associated 
with artistic investigations involving 
fragmentation, complexity and order-
order not as a merely symbolic quest 
for orientation in an environment that 
defies comprehension, but as the end 
product of a deliberate process of 
collecting and selecting. “My most 
priceless treasure is the unicorn horn 
which doth sweat in the presence of 
poison and when touched to any 
venomous material doth have the 
power of transmuting them.” NICCOLO 
NICCOLI DE UZZANO 1461

        

        How can one become a great 
Artist, find a title for a piece, exhibit in a 
museum or even get invited to a private 
view in New York? On the one hand, 
there are today so many Artists that it’s 
impossible to know all the Works or to 



remember all their names. Even in the 
most advised circles, one tends to cite 
them, explaining in a few words, often 
by successive approximations, what 
they have made or done, all the more 
so as the current productions rather 
tend to focus on objects or narrative. 
On the other hand, many Artists 
develop similar Ideas, produce similar 
works (from a conceptual or formal 
point of view), proceed by borrowing or 
appropriation, or sometimes just leave 
a feeling of déjà-vu. But then again is 
the world as a whole ever that sunny a 
place? Does it ever really deserve art’s 
healing ray of light beaming down on it? 
Playing games with geniuses is 
dangerous.






