Erik Arkadi Seth
-2018

On Postproduction






NICOLAS BOURRIAUD
POSTPRODUCTION

CULTURE AS SCREENPLAY: HOW ART REPROGRAMS THE WORLD

11 HAS & STERNBERG, NEW YORK



Nicolas Bourriaud

Postproduction

Publisher: Lukas & Sternberg, New York

@© 2002 Nicolas Bourriaud, Lukas & Sternberg

All rights reserved, including the right of reproduction in whole or in part in any form.

First published 2002 (0-9711193-0-9)

Reprinted with new preface 2005

Editor: Caroline Schneider

Translation: Jeanine Herman

Copy Editors: Tatjana Giinthner, Radhika Jones, John Kelsey
Design: Sandra Kastl, Markus Weisbeck, surface, Berlin/Frankfurt
Printing and binding: Medialis, Berlin

ISBN 0-9745688-9-9

Lukas & Sternberg

Caroline Schneider

1182 Broadway #1602, New York NY 10001
LinienstraBe 159, D-10115 Berlin

mail@|ukas-sternberg.com, www.lukas-sternberg.com



CONTENTS

PREF MNE TN TUE cC/ArNAnD ENITINK

_INTROI

- ¥ s

BT ORI

=i
.

=

,';'_'n [ e

=

¥\

e -

i







PREFACE TO THE SECOND EDITION

Since its initial publication in 2001, Postproduction has been trans-
lated into five languages; depending on the translation schedules in

various countries, publication either overlapped with or preceded that
of another of my books, Esthetique relationnelle (Relational Aesthetics),
written five years earlier. The relationship between these two theoret-
ical essays has often been the source of a certain misunderstanding,

if not malevolence, on the part of a critical generation that knows itself
to be slowing down and counters my theories with recitations from

"The Perfect American Soft Marxist Handbook" and a few vestiges of
Greenbergian catechism. Let's not even talk about it.

| started writing Relational Aesthetics in 1995 with the goal of finding
a common point among the artists of my generation who interested
me most, from Pierre Huyghe to Maurizio Cattelan by way of Gabriel
Orozco, Dominique Gonzalez-Foerster, Rirkrit Tiravanija, Vanessa
Beecroft, and Liam Gillick - basically, the artists | had assembled in







e predetermined grids of reading (Fus, In particular) Into which
s artists’ works were being placed. Aelafional Aesthalics was
= rst work, 1o my knowledge, to provide the theoretical tooks that
one o analyze works by Individuals who woukd Spon become
present on the intemational scene.

= twio bopks essentially describe the same arlislic scene. In erms

Its true, ciiation, recyciing, and deloumemernd were nol bom e
day; what = clear |5 that ioday certain efements and principle
re=mesging as themes and ae suddenly at the forefrant, 1o the

fhelics, but the remankable thing In the nineties was that nof
Inferactivity, emvironment, and “pasficipation” - classic art
nations - were being rethought theough and theough by a
cording o a radically diferent paint of view. The crltics who o
my analyses with the argument at "this I nothing new” are piie

nethod, the ink between them IS simpie: bath present an analysis
of thday's art In relation 1o soclal changes, whether technological, c-
ongmic, or sodiclogical.

Bui while the tormer deals with a collective sensibillty Postproduchion
alyzes a set of modes of produciion, sesking io esiablish a typol-
o 9 ~ L e

he st to know that Gerakd Munphy or Sluart Davis mate Pop In
the thirties - which takes nothing away om James Rosenquist of
Andy Warhol. The diierence resides in the arficulation. The wirking
principies of today's artisls seem 1o me o teeak with the manipula-
tion of refesences and chiafion: the waorks of Plerne Huyghe, Dogugias
GOrgon, of BNk Tiravania desply recxaming notions of cregil
e m - = =4nc of fhe use of cul-







For me, criticism is a matter of conviction, not an exercise in flitting
about and "covering" artistic current events. My theories are born of
careful observation of the work in the field. | have neither the passion
for objectivity of the journalist, nor the capacity for abstraction of the
philosopher, who alas often seizes upon the first artists he comes
across in order to illustrate his theories. —eeeslls Baese

| will stick, therefore, to describing what appears around me: | do not
seek to il LT T T Sl lon. artists but to
construct!

+
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INTRODUCTION

IT'S SIMPLE, PEOPLE PRODUGE WORKS, AND WE DO WHAT WE CAN WITH THEM, WE USE THEM FOR

OURSELVES. (SERGE DANEY)

Postproduction is a technical term from the audiovisual vocabulary

by the twin figures of the DJ and the programmer, both of whom have
the task of selecting cultural objects and inserting them into new

T .

contexts. -

Relational Aesthetics, of which this book is a continuation, described
the collective sensibility within which new forms of art have been
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affinities, wishes, constraints, habits, threats, skins, tensions "® | erates relationships between people, or be born of a social process;
| have described this phenomenon as "relational aesthetics," whose

Art tends to give shape and weight to the most invisible processes. main feature is to consider interhuman exchange an aesthetic object

When entire sections of our existence spiral into abstraction as a in and of itself.

result of economic globalization, when the basic functions of our daily

lives are slowly transformed into products of consumption (including With Everything NT$20 (Chaos minimal), 2000, Surasi Kusolwong
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USING SOCIETY AS A CATALOG OF FORMS
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culture in general and to the artwork in particular.

A few emblematic works will allow us to outline a typology of post-
production.

REPROGRAMMING EXISTING WORKS

In the video Fresh Acconci, 1995, Mike Kelley and Paul McCarthy re-
corded professional actors and models interpreting performances
by Vito Acconci. In Unfitted (One Revolution Per Minute), 1996, Rirkrit
Tiravanija made an installation that incorporated pieces by Olivier
Mosset, Allan McCollum, and Ken Lum; at New York's Museum of
Modern Art, he annexed a construction by Philip Johnson and in-
vited children to draw there: Untitled (Playtime), 1997. Pierre Huyghe
projected a film by Gordon Matta-Clark, Conical Infersect, at the very
site of its filming (Light Conical Intersect, 1997). In their series Plenty
of Objects of Desire, Swetlana Heger and Plamen Dejanov exhibited
artworks and design objects, which they had purchased, on minimalist

platforms. Jorge Pardo has displayed pieces by Alvar Aalto, Arne
Jakobsen, and Isamu Noguchi in his installations.

INHABITING HISTORICIZED STYLES AND FORMS

Felix Gonzalez-Torres used the formal vocabularies of Minimalist art
and Anti-form, recoding them almost thirty years later to suit his
own political preoccupations. This same glossary of Minimalist art
is diverted by Liam Gillick toward an archaeology of capitalism, by
Dominique Gonzalez-Foerster toward the sphere of the intimate, by
Pardo toward a problematics of use, and by Daniel Pflumm toward
a questioning of the notion of production. Sarah Morris employs the
modernist grid in her painting in order to describe the abstraction of
economic flux. In 1993, Maurizio Cattelan exhibited Untitled, a canvas
that reproduced Zorro's famous Z in the lacerated style of Lucio
Fontana. Xavier Veilhan exhibited La Foref, 1998, whose brown felt
evoked Joseph Beuys and Robert Morris, in a structure that recalled
Jesus Soto's Penelfrable sculptures. Angela Bulloch, Tobias Rehberger,
Carsten Nicolai, Sylvie Fleury, John Miller, and Sydney Stucki, to
name only a few, have adapted minimalist, Pop, or conceptual struc-
tures and forms to their personal problematics, going as far as dupli-
cating entire sequences from existing works of art.

MAKING USE OF IMAGES

At the Aperto at the 1993 Venice Biennale, Bulloch exhibited a video
of Solaris, the science fiction film by Andrei Tarkovsky, replacing its
sound track with her own dialogue. 24 Hour Psycho, 1997, a work
by Douglas Gordon, consisted of a projection of Alfred Hitchcock's
film Psycho slowed down to run for twenty-four hours. Kendell Geers
has isolated sequences of weli-known films (Harvey Keitel grimacing
in Bad Lieutenant, a scene from The Exorcist) and looped them in his
video installations; for TV Shoot, 1998-99, he took scenes of shoot-
outs from the contemporary cinematic repertory and projected them
onto two screens that faced each other.




programs and used for multiple scenarios. The artwork is no longer
an end point but a simple moment in an infinite chain of contributions.
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done," but of inventing protocols of use for all existing modes of rep-
resentation and all formal structures. It is a matter of seizing all the
codes of the culture, all the forms of everyday life, the works of the
global patrimony, and making them function. To learn how to use
forms, as the artists in question invite us to do, is above all to know
how to make them one's own, to inhabit them. ..

The activities of DJs, Web surfers, and postproduction artists imply a
similar configuration of knowledge, which is characterized by the
invention of naths throuah culture All three are "semionauts” who

P T TR |

They consider it normal that the sonorous treatment applied to the
borrowed loop could in turn generate other interpretations, and so
on and so forth. With music derived from sampling, the sample no
longer represents anything more than a salient point in a shifting car-
tography. It is caught in a chain, and its meaning depends in part on
its position in this chain. In an onling chat room, a message takes on
value the moment it is repeated and commented on by someone else.
Likewise, the contemporary work of art does not position itself as the
termination point of the "creative process” (a "finished product” to be
contemnlated) bt As a site nf navination A nortal _a nenerator of

global patrimony, and making them function. To leamn how to use
forms, as the artists in question invite us to do, is above all to know
how to make them one's own, to inhabit them. ..

The activities of DJs, Web surfers, and postproduction artists imply a
similar configuration of knowledge, which is characterized by the
invention of paths through culture. All three are "semionauts” who
produce original pathways through signs. Every work is issued from
a script that the artist projects onto culture, considered the framework
of a narrative that in turn projects new possible scripts, endlessly.
The DJ activaies the history of music by copying and pasting together
loops of sound, placing recorded products in relation with each other.
Artists actively inhabit cultural and social forms. The Internet user may
create his or her own site or homepage and constantly reshuffle the
information obtained, inventing paths that can be bookmarked and re-
ProduCEroeasTER. "DEALEZ-FOERSTERSTEZAL EZ- FOERSTEFOSRIAL EZ- FOERSTERETIXEZ-FOERSPPE
O d ¥CONWITH JEAN-CYOUX IN DOMMWOUIYOUX IN DOMION WITHOUX IN DOMMOMMNUX IN GTER,

t thée prLPAREND, EXH. CEE DAAT MODS: MUSEE DRAAT ME PARAJSEE DAHILIPAT MISEE DARRIS,

02 DOMINIQUE GONZALEZFOERSTER, "DOMINIQUE GONZALEZ-FOERSTER, PIERRE HUYGHE AND PHILIPPE

PARREND IN CONVERBATION WITH JEAN-CHRIETOPHE RDYOUIXC" IN DOMNIOUE GONZALEZ-FOERSTER,
PIERRE HUYGHE, PHILIPPE PARREND, EXH. CAT. (PARIS: MUSEE IMAFT MODERNE DE LA VILLE DE PARIS,
1908y, P.82.

introducing a <onTER ‘Dommanicue GUbjeCt, @ Mass Of i HUYGHE AND PriLPeE
sibility of an equal relatic? banks is inscribed on VEGONZALEZ-FOERSTER,
arrangement, a system - the likely relations betweer e LA VILLE DE PARSS,
own story in response to Teprocesses musical products, also iution
references " to records becomes work in itself, whnks,
between reception and practice, pytejhal
knowledge. This recycling of sounds, tien
cessant navigation within the meandg¢ime.
gation which itself becomes the subjon
as Duchamp once said, "a game asren,
Postproduction is the contemporary eaas.

What unites the variote-
gathered under the tern
aries between caction.
Utiedge" Deerster exper.
cessant navigamming the sai -
gation which itselveen me
as Duchamp one, allowsamp ONCe Said, DoMmNumo IN DOMINOLASATION WITER,
Postoroduction vhaar. essection is the CoLe marmopes pasILIPPE PLIPPE PARRRSS,



programs and used for multiple scenarios. The artwork is no longer
an end point but a simple moment in an infinite chain of contributions.
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affinities, wishes, constraints, habits, threats, skins, tensions."® |

Art tends to give shape and weight to the most invisible processes.
When entire sections of our existence spiral into abstraction as a

result of economic globalization, when the basic functions of our daily
lives are slowly transformed into products of consumption (including

/

erates relationships between people, or be born of a social process;
| have described this phenomenon as "relational aesthetics," whose
main feature is to consider interhuman exchange an aesthetic object

in and of itself.

With Everything NT$20 (Chaos minimal), 2000, Surasi Kusolwong
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THE USE OF FORMS
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(diversion),”? which might be described as a political use of Duchamp's
reciprocal readymade (his example of this was "using a Rembrandt
as an ironing board"). This reuse of preexisting artistic elements in
a new whole was one of the tools that contributed to surpassing
artistic activity based on the idea of "separate" art executed by spe-
cialized producers. The Situationist International applauded the
detournement of existing works in the optic of impassioning every-
day life, favoring the construction of lived situations over the fabri-
cation of works that confirmed the division between actors and
spectators of existence. For Guy Debord, Asger Jorn, and Gil Wolman,
the primary artisans of the theory of detournement, cities, buildings,
and works were to be considered parts of a backdrop or festive and
playful tools. The Situationists extolled la derive (or drift), a technique
of navigating through various urban settings as if they were film sets.
These situations, which had to be constructed, were experienced,
ephemeral, and immaterial works, an art of the passing of time resis-
tant to any fixed limitations. Their task was to eradicate, with tools
borrowed from the modern lexicon, the mediocrity of an alienated
everyday life in which the artwork served as a screen, or a consola-
tion, representing nothing other than the materialization of a lack.
As Anselm Jappe writes, "the Situationist criticism of the work of art
is curiously reminiscent of the psychoanalytical account, according to
which such productions are the sublimation of unfulfilled wishes."®
The Situationist detournement was not one option in a catalog of

detournee" (Diverted Painting, 1959), all the works of the past must be
"reinvested" or disappear. There cannot, therefore, be a "Situationist
art," but only a Situationist use of art, which involves its depreciation.
The "Report on the Construction of Situations....," which Guy Debord
published in 1957, encouraged the use of existing cultural forms by
contesting any value proper to them. Detournement, as he would
specify later in Society of the Spectacle, is "not a negation of style, but
the style of negation." Jorn defined it as "a game" made possible
by "devalorization."

While the detournement of preexisting artworks is a currently employed
tool, artists use it not to "devalorize" the work of art but to utilize it. In
the same way that Surrealists used Dadaist techniques to a construc-
tive end, art today manipulates Situationist methods without targeting
the complete abolition of art. We should note that an artist such as
Raymond Hains, a splendid practitioner of /a derive and instigator of
an infinite network of interconnected signs, emerges as a precursor
here. Artists today practice postproduction as a neutral, zero-sum
process, whereas the Situationists aimed to corrupt the value of the di-
verted work, i.e., to attack cultural capital itself. As Michel de Certeau
has suggested, production is a form of capital by which consumers
carry out a set of procedures that makes them renters of culture.

While recent musical trends have made detournement banal, artworks
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Clive Campbell, alias DJ Kool Here, already practiced a primitive form
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DJ culture denies the binary opposition between the proposal of the
fransmitter and the participation of the receiver at the heart of many
debates on modern art. The work of the DJ consists in conceiving
linkages through which the works flow into each other, representing
at once a product, a tool, and a medium. The producer is only a trans-

to "different categories.”07 Here again, the ensemble blends hetero-
geneous aesthetic universes: Chinese-American kitsch, Buddhist and
Christian statuary, graffiti, tourist infrastructures, sculptures by Max
Ernst, and abstract art. With Framed & Frame, Kelley strove "to render
shapes generally used to signify the formless," to depict visual con-
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PIERRE HUYGHE

While Tiravanija offers us models of possible narratives whose forms
blend art and everyday life, Pierre Huyghe organizes his work as a
critique of the narrative models offered us by society. Sitcoms, for
example, provide a mass audience with imaginary contexts with
which it can identify. The scripts are written based on what is called
a bible, a document that specifies the general nature of the action and
the characters, and the framework in which these must evolve.
The world that Huyghe describes is based on constraining narrative
structures, whose "soft" version is the sitcom; the function of artistic
practice is to make these structures function in order to reveal their
coercive logic and then to make them available to an audience likely

N

the duration of the project (Chantier Barbes-Rochechouart, 1994).
Huyghe offers an image of labor in real time: the activity of a group
of workers on a construction site is seldom documented, and the rep-
resentation here doubles or dubs it the way live commentary would.
In Huyghe's work, delayed representation is the primary site of social
falsification: the issue is not only to restore speech to individuals but
also to show the invisible work of dubbing while it is being done.
Dubbing, 1996, a video in which actors dub a film in French, plainly
illuminates this general process of dispossession: the grain of the
voice represents and manifests the singularity of speech that the im-
peratives of globalized communication force one to eradicate. It is
the subtitle versus the original version, the global standardization of
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film shot by shot, reinterpreted in its entirety by young French actors
and set in a Parisian housing project. The "remake" affirms the idea of
a, at . g T A R 1 SiS

Fiction's swing toward reality creates gaps in the spectacle, "The
question is raised of whether the actors might not have become inter-
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memory, referencing Minimalist art in her aesthetic organization.

Her universe composed of affective objects and colored floor plans
is similar to the experimental fiilms and home movies of Jonas Mekas:
Gonzalez-Foerster's work, which is striking in its homogeneity, seems
to constitute a film of domestic forms on which images are projected.
She presents structures where memories, places, and everyday facts
are inscribed. This mental film is the object of more elaborate treat-
ment than the narrative structure, itself sufficiently open to accommo-
date the viewer's lived experience, indj

memory, as

of her work

A sense of the artwork as analytical of scenarios allows him to sub-
stitute the historian's empirical succession ("this is what happened")
with narratives that propose alternative possibilities of thinking about
the current world, usable scenarios and courses of action. The real,
to really be thought, must be inserted into fictional narratives; the work
of art, which inserts social facts into the fiction of a coherent world,
must in turn generate potential uses of this world, a mental logistics
that favors change. Like the exhibitions of Tiravanija, those of Gillick
imply the participation of the audience: his work is composed of
igtion tohloc dicruccigoagladiorme oo gas-hullatin boards
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formal vocabulary and installed on the ceiling, these pieces bear titles point of form as well as method: the zigzag is Cattelan's sign. If
that refer to functions carried out in a corporate context: Discussion we consider the artist's numerous "remakes" of other artists' works,
Island Resignation Platform, Conference Screen, Dialogue Platform, we notice that the method is always identical: the formal structure
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seems familiar, but layers of meaning appear almost insidiously, radi-
cally overturning our perception. Catteian's forms always show us
familiar elements dubbed, in voice-over, by cruel or sarcastic anec-

=T 3 = uck
) the

purely legal. The live animal is presented not as beautiful, or as new,
but as both dangerous for the public and incredibly problematic for
the gallerist. The reference to Kouneiiis is not gratuitous, as it seems
clear that Arte Povera represents the principal formal matrix of
Catteian's work, with regard to the composition of his images and
the spatial arrangement of readymade elements. The fact is that he

n 1968, Pier Paolo Calzolari exhibited Untitled (Malina), an installation
n which he presented an albino dog attached to the wall by a leash
n an environment that featured a pile of earth and blocks of ice.
One might think again of Catteian's menagerie of horses, donkeys,
dogs, ostriches, pigeons, and squirrels - except that his animals do
not symbolize anything or refer to any transcendent value, but merely
embody types, personages, or situations. The symbolic universe
developed by Arte Povera or Joseph Beuys disintegrates in Catteian's
work under the pressure of a troublemaker who constantly com-
oares forms and their contradictions and violently refuses any positive

L R S P Ao e R IR R e

This way of turning modernist forms against the ideologies that saw
them emerge - the modern ideologies of emancipation, of the sub-
lime - as well as against the art world and its beliefs, testifies more
to Catteian's caricatured ferocity than to a so-called cynicism. Some
of his exhibitions might at first glance evoke a Michael Asher or Jon
Knight, insofar as they reveal the economic and social structures of
the art system by centering on the gallerist or the exhibition space.
But very quickly, the conceptual reference gives way to another,
more diffuse impression, that of a real personalization of criticism,
which refers to the form of the fable as well as to a real will for nui-
sance. In 1993, Cattelan produced a piece that occupied the entire
Massimo de Carlo gallery in Milan; it could only be viewed from the
window. After explaining his idea in an interview, the artist concluded
by admitting: "l also wanted to see Massimo de Carlo outside the
gallery for a month." A troublemaker, the eternal bad student skulking
at the back of the classroom. We have the impression that Cattelan
considers his formal repertoire as piles of homework to be completed,
a set of imposed figures, a sort of detention which the artist/dunce
takes pleasure in turning into a joke. One of his earliest significant
pieces, Edizioni dell'obligio, 1991, was composed of schoolbooks
whose covers and titles had been modified by children, a sort of
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scornful revenge against any agenda. As for the draperies and fabrics
of Arte Povera and the Anti-form of the sixties, they were used to
escape from the Castello di Rivara, where he was participating in his
first important group show in 1992: "l enjoyed watching what the
other artists were doing, how they reacted to the situation. That work
was not only metaphorical, it was also a tool. The night before the
opening, | let myself down from the window and | ran away." The work
presented was nothing other than a makeshift ladder made of knotted
sheets, hanging on the facade of the exhibition site. Following the
same principle, during Manifesta Il in Luxembourg in 1998, Cattelan
exhibited an olive tree planted on an enormous diamond of earth.
A hurried observer might have thought it a remake of Beuys or Penone;
yet this vegetal element ultimately had nothing to do with the mean-
ing of the work, which was articulated around the offensive syntax
developed by the artist: to pinpoint the physical and ideological limits
of individuals and communities, to test the possibilities and patience

of institutions. . e R L R I SRR DR L

Pierre Joseph's artistic project consists of inscribing meaning within
‘his environment: it is not another critical position, but a productive
oractice, analogous to one that makes its way through a network,
establishes an itinerary, and surfs. Joseph deals primarily with the
conditions of the appearance and functioning of images, starting
-'om the postulate that, these days, we reside within an enormous
mage zone, rather than in front of images: art is not another specta-
cle but an exercise of detourage. He develops a playful and instru-
mental relationship with forms, which he manipulates, samples, and
adapts to new uses, establishing different processes of reanimation.
Minimalist art thus serves as a set for Cache cache killer, 1991.
Abstract art decorates an exhibition in the form of a treasure hunt
(La chasse au tresor ou l'aventure du spectateur disponsible [The
Treasure Hunt or the Adventure of the Available Spectator], 1993),
and the works of Robert Delaunay and Maurizio Nannucci are recy-
cled as backdrops for new scenes in a film in which Joseph's "reani-
mated characters" wander about. In 1992, he remade pieces that'
Diticica, and
B not stem
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comic strip
lor stealers

of reanimating the figure is twofold: it reanimates the works next to
which the characters appear, and it makes the entire world a play-
ground, a stage, or a set. LRI < L L

This system is also a political project: the artist speaks of the intelligent
cohabitation of subjects and the backgrounds against which they
move about, of the intelligent coexistence of human beings and the
works they are given to admire. The reanimation of icons, which char-
acterizes the gallery of stock characters that make up Little Democracy,
represents a democratic form in its essence, without demagogy or
ponderous demonstration. Joseph is suggesting that we inhabit pre-
existing narratives and unceasingly refabricate the forms that suit us.
Here the goal of the image is to introduce playacting into systems of
representation to keep them from becoming frozen, to detach forms
from the alienating background where they become stuck if we take
them for granted. A superficial reading of the characters might lead

3ne to believe that Joseph is an artist of the unreal, of popular enter-
-ainments. Yet the fairy-tale figures, cartoon characters, and science
"ction heroes that populate this democracy do not call for a flight
from reality but urge us to experience our reality through fiction. In a
complex stage management of live characters, Casper the Ghost,
3upid, and the fairy function as so many images embedded in the
system of the division of labor: these imaginary beings, Joseph ex-
ciains, obey "a cyclical, controlled, and unchanging program," and
‘neir functional status hardly differs from that of an assembly line
Uforker at Renault, or a waiter in a restaurant who takes an order,
serves a meal, and brings the bill. These characters are extremely
Typecast; they are robot-portraits, images perfectly associated with
a model-character, with a defined function. The true mythology from
vhich they arise is the ideology of the division of labor and the stan-
dardization of products. The realm of the imaginary, indexed to the
‘egime of production, indiscriminately affects plumbers and super-
heroes. The fairy illuminates things with her magic wand, the auto
.vorker adjusts parts on an assembly line: work is the same every-
vhere, and it is this world of unchanging processes and potential dead
ends that Joseph describes; images provide a way out.

~he images Joseph offers must be experienced: they must be appro-
oriated and reanimated and included in new arrangements. In other
.vords, meanings must be displaced. And tiny shifts create enormous
movements. Why do so many artists strive to remake, recopy, dis-
mantle, and reconstruct the components of our visual universe?
What makes Pierre Huyghe reshoot Hitchcock and Pasolini? What
3ompels Philippe Parreno to reconstruct an assembly line intended
for leisure? To produce an alternative space and time, that is, to rein-
troduce the multiple and the possible into the closed circuit of the
social, and for this, the artist must go back as far as possible in the
collective machinery. With the help of installations that affect the exhi-
Dition site, Joseph offers us experimental objects, active products.
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and artworks that suggest new ways of apprehending the real and
new types of investment in the art world. Little Democracy is some-
thing we can inhabit. T L. B N e

Ultima_Cena_—_Da_Vinci_S.j Pg
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THE USE OF THE WORLD

ALL CONTENTS ARE GOOD, PROVIDED THEY DO NOT CONSIST OF INTERPRETATIONS BUT CONCERN
THE USE OF THE BOOK, THAT THEY MULTIPLY ITS USE, THAT THEY MAKE ANOTHER LANGUAGE WITHIN

ITS LANGUAGE. (GILLES DELEUZE) T'~s ‘rreselee of 2 o> et oot

PLAYING THE WORLD: REPROGRAMMING SOCIAL FORMS
The exhibition is no longer the end result of a process, its "happy
ending" (Parreno) but a place of production. The artist places tools at
the public's disposal, the way Conceptual art events organized by
Seth Siegelaub in the sixties placed information at the disposal of the
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but the real purpose of this wooden jetty had yet to be determined. of art; Asher worked with the architectural apparatus of the museum
Although Pardo presents everyday structures (tools, furniture, lamps), and the art gallery; Gordon Matta-Clark drilled through the floor of

he does not assign them specific functions: it is quite possible that the Yvon Lambert gallery {Descending Steps for Batan, 1977); Robert
these objects are useless. What is there to do in an open shed at Barry declared that the gallery showing him was closed (Closed
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More generally, it has become difficult for us to consider the social
body as an organic whole. We perceive it as a set of structures de-
tachable from one another, in the image of the contemporary body
augmented with prostheses and modifiable at will. For artists of the
late-twentieth century, society has become both a body divided into
lobbies, quotas, and communities, and a vast catalog of narrative
frameworks.

What we usually call reality is a montage. But is the one we live in the
only possible one? From the same material (the everyday), we can
produce different versions of reality. Contemporary art thus presents

company, UR, he declared that he wanted "to make artistic use of
the economy," Joseph Grigely exhibits messages and scraps of paper
which he uses to communicate with others due to his deafness: he
reprograms a physical handicap into a production process. Showing
the concrete reality of his daily communication in his exhibitions,
Grigely takes as the medium of his work the intersubjective sphere
and gives form to his relational universe. We "hear the voices" of his
entourage. The artist makes captions for the remarks. He reorganizes
human words, fragments of speech, and written traces of conver-
sations, in a sort of intimate sampling, a domestic ecology. The written
note is a social form that is paid little attention, generally meant for
a-

ny
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No More Reality, 1991,
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he bought the rights to a Japanese manga character, Ann Lee, and mimicking or doubling professional structures, tailing and following
made her speak about her career as an animated character; in a set them.
of interventions gathered under the title L Homme public (Public Man),
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Wenders's film? Isn't the ellipsis, in the end, simply an image of
leisure, the negative space of work? While free time signifies "time
to waste" or time for organized consumption, isn't it also simply a
passage between two sequences?

"Posters," 1994, a series of color photographs by Huyghe, presents
an individual filling in a hole in the sidewalk and watering the plants
in a public square. But is there such a thing as a truly public space

whose image they propagated; Pflumm circulates images along with
the "pilot," the source code that allows them to be duplicated.

When Pflumm makes a video using images taken from CNN (CNN,
Questions and Answers, 1999), he switches jobs and becomes a
programmer - a mode of production with which he is familiar through
his activity as a DJ and musician.
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mains caught in the hermeneutic paradigm," since the receiver is only
invited "to fill in the blanks, to choose between possible meanings."

02 ROLAND BARTHES, "THE DEATH OF THE AUTHOR" IN THE RUSTLE OF LANGUAGE, TRANS. RIGHARD
HOWARD (NEW YORK: HILL AND WANG, 1986). P. 54.

03 PAUL VALERY, CAHIERS, VOL. 1 (PARIS: BIBLIOTHEQUE DE LA PLEIADE, EDITIONS GALLIMARD, 1973).
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ticism is inseparable from the idea that the individual is socially assimi-
lated to his or her cultural choices: | am supposed to be what | read,
what | listen to, what | look at. We are identified by our personal

04 PIERRE LEVY, LINTELLIGENCE COLLECTIVE. POUR UNE ANTHROPOLOGIE DU CYBERSPACE (PARIS: LA

DECOUVERTE, 1994), P. 123.
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Ry Text B Dokumente

DEUTSCH - ERKANNT ENGLISCH DEUTSCH FRANZOSISCH

Der Begriff |dle" bezeichnet den Zusland, in dem ein Computer

sich befindet, wenn er gestartel wurde, aber keine Aufgabe
verrichtet.

Meine Diplomarbeit ,|dle" bestand in einer 98-1agigen
Performance am Rande der Untatigkeit.

Im Vorfeld meines Diplompriifungstermins prasentierte

ich die Dokumentation meiner kiinstlerischen
Studienergebnisse im Internet. Diese konnten drei Monate lang
von den finf Milgliedern der Priifungskommission eingesehen
werden. Jeder Priifer erhielt dazu einen Umschlag mit den
entsprechenden Zugangsdaten. Jeder Besuch eines Priifers
auf der Internetseite wurde aufgezeichnet. Bis zum
Priifungstermin wurden zwei Besuche registrierl.

Meine Diplomarbeit prasentierte ich in einem verschlossenen
Raum. Zutritt zu diesem Raum erhielten am Tag der Priifung
nur diejenigen Mitglieder der Priifungskommission, die sich
schriftlich damit einverstanden erklarten, die Rechte zur
filmischen Dokumentation des Prifungsgesprachs an mich
abzutreten.

Da nur zwei Mitglieder der Kommission einwilligten, fand das
Priifungsgesprach im Flur vor dem verschlossenen Raum

statt.

Der Raum wurde am Priifungstermin von keinem Mitglied der
Priifungskommission betreten.

Laut Diplom-Prifungsordnung bewerten die Mitglieder der
Prifungskommission im Rahmen des Prifungsverfahrens die

drei Priifungsteile

Dokumentation, Diplomarbeit und Prifungsgespréch.

“®

1443/5000

DEUTSCH ENGLISCH FRANZOSISCH v
The term “idle” refers 1o the state in which a computer is located

when it is started but does not perform a lask.

My thesis "ldle" consisted in a 98-day performance on the verge of
inaction.

In the run-up to my diploma exam, | presented the documentation of
my artistic study results on the Internet. These could be viewed for
three months by the five members of the examining board. Each
examiner received an envelope with the corresponding access data.
Every visil of an examiner on the websile was recorded. Two visits
were registered until the exam date.

| presented my diploma thesis in a locked room. On the day of the
exam, only those members of the board of examiners who agreed in
writing to cede to me the rights to cinematic documentation of the
examination interview were admitted to this room.

Since only two members of the commission agreed, the examination
meeling took place in the hallway in front of the closed room.

The room was not entered by any member of the examination board
on the exam date.

According to the Diploma Examination Regulations, the members of
the Examination Board assess the three parts of the examination as

part of the examination procedure

Documentation, diploma thesis and examination interview.
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strategy of sign consumption, and kitsch represents outside taste, a
sort of diffuse and impersonal opinion substituted for individual choice.
Our social universe, in which the worst flaw is to be impossible to
situate in relation to cultural norms, urges us to reify ourselves. Ac-

cording to this vision of culture, what each person might do with what
he or she consumes does not maitter; so the artist may very well

make use of a terrible soap opera and form a very interesting project.

The anti-eclectic discourse has therefore become a discourse of

adherence, the wish for a culture marked out in such a way that all

its productions are tidily arranged and clearly identifiable, like badges
or rallying signs of a vision of culture. It is linked to the constitution

of the modern
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In an essay published in 1987, "Historisation ou intention: le retour
dun vieux debat" (Historicization or Intention: The Return of an Old
Debate), Yve-Alain Bois engaged in a critical analysis of postmodern
eclecticism such as it was manifested in the works of the European
neo-expressionists and painters such as Julian Schnabei and David
Salle. Bois summed up these artists' positions as such: Being freed
from history, they might have recourse to history as a sort of entertain-
ment, treating it as a space of pure irresponsibility. Everything from
now on had the same meaning for them, the same value. In the early
eighties, the trans-avant-garde struggled with a logic of bric-a-brac
and the flattening of cultural values in a sort of international style that
blended Giorgio de Chirico and Joseph Beuys, Jackson Pollock and
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Slyliny tiat Sveliyuiinly was cyudl vTLaustc SVelyLIlly vuuid ve Lvull-
sumed. He felt that eclecticism solicited the habits of the magazine
reader, the needs of the consumer of mass produced images, the

mind of the supermarket shopper.”® According to Yve-Alain Bois, only
the historicization of forms can preserve us from cynicism and a level-
ing of everything. For Lyotard, eclecticism diverts artists from the

question of what is "unpresentable," a major concern, since it is the
guarantee of a tension between the act of painting and the essence
of painting: if artists give in to the eclecticism of consumption, they
serve the interests of the techno-scientific and post-industrial world
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placed it under spotlights, she asserted that the revival of painting,
in full swing at the time (1978), was an artificial convention inspired
by market interests.

To rewrite modernity is the historical task of this early twenty-first
century: not to start at zero or find oneself encumbered by the store-
house of history, but to inventory and select, to use and download.

Fast-forward to 2001: collages by the Danish artist Jakob Kolding
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Intangible moment of distance that is so close to be touched that it almost fades

(dissolves), by Delia Jlrgens

- like an x ray -

(abstract)

The moment when you lag something (can be the richest moment with greatest va-
lue and potential). The moment of no expectation. A pure moment like an origin,
a zero point of ancient times that loops backwards in a spiral. There is not-
hing besides that movement of a curling stream that transforms. There are no
claims, no judgements. There is only an intangible infinite line of pureness

where everything points out and appears (freely).

Absence is...

What does it mean to be tired? Full or empty? In an empty storm of nothing to
hide you start realizing what it means to exist. You feel the physical boundar-
ies which are crossed and the potency that is carried, brought. Your eye seems
tired. It is clarified and visualizes

the minimum of particle.

Heide.

An extended landscape.

Yesterday I tried to paint you but the colors weren't beautiful enough.
The memory of a fragment seems intangibly present. You wonder. Your hair is
twirled in a knot of threads.

You are feeling that sparkle in the air. That thing that is in the air.

An autoroute, a freeway. A free way, a wing of a plane. Water pearls on the
grass that is wet from the morning residue. A white sheet of paper. A smile.
Crowns of millennial old rock on top of mountains that disappear in foggy

distance. Dust of memories carried as fragments of a pushed finger print on

a button of an apparatus.

#transit

Do I know something from its imprint or from a physical experience? What is the
gap between these two realities? What third reality is it creating? The intan-
gible reflection of the sky in the glass of a window passing by landscape. One
moment stands still one moment haunts away. The closer you are, the faster; the

wider, the slower. Is there a point of standing still?

#absence #lag #entity #moment #levitation (#memory) #border less #free thought #attitude
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