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INTRODUCTION

By Sarah Gold




INTRODUCTION

By Sarah Gold

The making of Personal Structures Time - Space - Existence

The following words are an extract from the events that occurred
from 2005 until 20009. It tells about how this project came into exis-
tence, about the difficulties and beautiful things that came our way
in order to complete this publication.

In February 2005 | met the artist Rene Rietmeyer at the Rotterdam
Art Fair in the Netherlands. | had just finished my Masters in Art His-
tory and | was working as an assistant curator for the Caldic Collec-
tion in the Netherlands. Rene Rietmeyer is the initiator of the project
Personal Structures. He gave me a copy of the first publication of Per-
sonal Structures, Works and Dialogues from the year 2003, which he
had made together with the art historian Dr. Peter Lodermeyer. Rene
told me to contact him. | was 26 years old at the time, and this
seemed like an interesting opportunity, to organize exhibitions and
have the chance to work at an international top level. We started to
cooperate and in that first year we held a symposium at the Ludwig
Museum in Germany, published a little book about that and we
organized several exhibitions in Europe, USA and Japan.

Rene liked the idea of organizing symposia, where artists speak for
themselves. And then in order to not loose all these spoken thoughts
and words, publish them in a significant publication. We felt that
there is a necessity to do so; | also feel that words from a direct source
give a better insight than the interpretations from an art historian.
So we decided to ask whether artists would be interested to partici-
pate in future symposia which we would organize.

In June 2006 Rene Rietmeyer and | were in New York for some
appointments. There we also visited Joseph Marioni in his studio on
8th Avenue and we came to talk about our projects. Joseph indi-
cated that he liked speaking at symposia. Encouraged by that, we
then decided to seriously start our quest to ask more artists.

Later on that month, we had the opportunity to meet the French-
Polish artist Roman Opalka. We had called him and he told us that
we could see him on the 27™ of June, at 1 pm at the Musée d‘Art
Moderne in St. Etienne, where he had an exhibition at that
moment. So, we drove the 2000 km (1300 miles) by car, to France
and back, just to meet Roman Opalka. | remembered having seen
his work at the Kunsthalle Disseldorf in Germany and Rene had

encountered his work for the first time in the Centre Pompidou in
Paris. We could have never imagined that our meeting with Roman
Opalka would turn out to be so impressive. Inside his Octagon,
Roman stated that he would keep on counting and painting his
numbers to show his concept, the passage and infinity of time,
until he could not stand “straight and proud” in front of his canvas
anymore. Rene however tried to convince Roman that he was sure
that Roman would keep on painting until the very end, like
Matisse, painting on his deathbed with a brush on a stick. It was
this meeting that made us decide that we, definitely soon, should
try to organize an event, including Roman.

A few days later we had a meeting with the Dutch art dealer Paul van
Rosmalen from Borzo modern & contemporary art, in Amsterdam.
He told us that he was looking for a special event to take place at his
gallery, with the possibility that this event would even travel and go
to other cities as well. During this discussion we came to believe that
the art world could use a serious project, with significant topics.

The following day, the first of July 2006, when Rene and | were on
our way to Moordrecht in the Netherlands for an erotic evening,
Rene said that the subject matter Time, Space and Existence are the
most fundamental subjects he could think of. We came to the con-
clusion that Time, Space and Existence must be the most interest-
ing philosophical subjects to mankind. Probably since long before
these topics were discussed under a Greek olive tree, the thoughts
about them have been made visual in art works. So, driving in the
car, we decided to organize symposia, to which we would invite art-
ists who have Time-Space-Existence as an important aspect in their
work. To let them speak about their life and work in relation to
these topics and then publish a book about that.

We started discussing our idea the days after, and one evening
whilst sitting in a bathtub, we decided that, because of the com-
plexity of the subjects, we should separate the topics. We should
organize one symposium about Time, for which Amsterdam
seemed to be the appropriate location, to discuss Space in Man-
hattan, New York, and | thought that for Existence an environ-
ment like Japan, for instance Tokyo, would be the right setting.

We were able to get a symposium and exhibition date at the oldest
art-society in Amsterdam, Arti et Amicitiae, so we started looking for

artists who could speak about Time. We had already the goodwill

from Roman Opalka and we wanted also somebody from the Neth-
erlands. Henk Peeters, the co-founder of the NUL-group, who was 81
years old at the time, welcomed us at his home and liked our project.
In 1961 Piero Manzoni had declared Henk to be a “living sculpture”
by putting his signature on him, and Manzoni was right.

That winter we stayed in Miami-Beach, Florida, USA, where Rene has
one of his studios. We had organized some exhibitions in Florida and
had to be present at the art fair in Miami in order to earn some extra
money to finance the beginnings of our project. We knew we had no
financial support to expect from anywhere and the finances would
solely have to come out of the sales of the art works from Rene.

As usual money was scarce, but nevertheless, we started and back
in Europe, we asked Hamish Fulton to grant us an interview. On the
27™ of March 2007 we got up at 2 o'clock at night in the Nether-
lands, picked up our German author Peter Lodermeyer in Belgium,
drove to Calais, France, took the ferry to England and at 12 o'clock,
we arrived at the home of Hamish Fulton in Canterbury. Peter
Lodermeyer conducted the first interview for this publication and
23 hours after we had left, we arrived back home.

One month later on the 28th of April we had scheduled a meeting
with Joseph Kosuth in Vienna, Austria. Rene had met Kosuth in
Tokyo in 1999 and back then Joseph had told Rene, if he ever
could help him, he would do so. We met Joseph at a brunch-event
at Georg Kargl Fine Arts Gallery and during that discussion Joseph
said that he would be interested in coming to Tokyo and speak
about Existence. He suggested we organize it in 2008 during the
Sakura, the cherry blossom time.

But before going to Japan, we would have to make our first sympo-
sium and exhibition in Amsterdam happen. We were scheduled for
the 15™ and 16™ of June 2007, and mainly with the help of Irene de
Haan of the Caldic Collection and Thomas Rieger from the Konrad
Fischer Galerie, we were able to put together the exhibition Personal
Structures: Time. After having almost all speakers for the symposium
and no budget left at all, | called Lawrence Weiner, from a public
phone in Vienna, in New York. | told him that | had dreamt of him
being present in Amsterdam and he said in his ever so deep voice:
“Everything is possible in this life”. He later flew to Amsterdam, coun-

tered written attacks by Joseph Kosuth, spoke for hours and never
asked for any compensation to cover his expenses.

It was very special to bring all these sincere people together and
to hear them speak; some of them had not seen each other for
decades. Like Michel Baudson and Roman Opalka or Lawrence
Weiner, Jo Baer and Klaus Honnef, and although our event was
only a few days after the opening of the 52" Venice Biennale,
everybody had come to us in Amsterdam.

We started to organize the next symposium, while Peter Lodermeyer
went on to conduct interviews with Wolfgang Laib, Ulrich Riickriem
and others. We would have preferred to do the next symposium,
Space, in November in New York, but we were totally broke and we
could only continue because that September, a Belgian collector,
Andre Carez, bought an installation from Rene. We were able to pay
all our bills and visited Joseph Kosuth in Rome, Italy, to discuss the
Tokyo symposium. Google showed us that the cherry blossom time
was most likely to start in Tokyo in the first week of April. With the
help of friends we were able to get a date scheduled at the Setagaya
Art Museum for the 2" and 3™ of April 2008.

That winter, back in Miami, | met Dan Graham, who agreed upon
an interview. | also met Richard Flood, the chief curator of the
New Museum in New York, who was interested to host our Space
symposium. The New Museum was really new at that time, for a
long time we had followed the construction of its new building in
the Bowery, and we had always said that it would be fantastic, if
we could organize our symposium there.

As always we were still struggling for money but we felt that,
since our project was getting more complex, we needed to
involve more people. At that time Rene sold an installation to the
American collectors Rita and Joel Cohen, and some other installa-
tions at the art fair in Miami. So we asked Karlyn De Jongh, who
had assisted us at our symposium in Amsterdam and recently fin-
ished university, to come and stay with us in Miami. Very quickly
she became an important person within our project.

Together with Karlyn we flew to Tokyo in March 2008. We had
rented a traditional Japanese house, with sliding doors, paper walls
and an old Japanese toilet and bath system. Japan was a whole dif-



ferent experience. | noticed that what | consider to be logic is not
universal and that sometimes | really have to except not to under-
stand the argumentation for certain decisions.

We had contacted great artists for the symposium, but first we had
to visit them in order to explain our project and gain their trust,
which was only possible by having the artist Yuko Sakurai as media-
tor and translator. We met Heartbeat Sasaki who would do a perfor-
mance; we visited Toshikatsu Endo at his studio north of Tokyo and
we drove the whole day through the Japanese country side to meet
Saburo Ota in Tsuyama. We had invited Tadashi Kawamata to the
symposium as well but, due to serious difficulties of one of his instal-
lations at the Museum of Contemporary Art Tokyo, he had to cancel
at short notice. We also arranged photographers, which turned out
to be an interesting but successful undertaking.

Over the whole period we were in Japan preparing our symposium,
it had been very cold and wet and the trees did not show any sign
that there were any flowers to blossom soon. Also, for some weeks
we had not heard from Joseph Kosuth. | was very happy when on the
31t of March, my cell phone rang and it was Joseph saying “l am in
Tokyo, let's meet”. The next day, out of nowhere, everywhere the
cherry blossoms opened-up, Sakura had started. Joseph also had a
surprise for us, he wanted his text to be translated and have it read
out loud simultaneously in Japanese during his presentation. We
had 2 days for that, it took 3 translators working overnight and some
tears from them, but they managed and Joseph seemed satisfied.

The two days of the symposium were very interesting in an
unusual way. We were unable to understand most of the spoken
texts because our speakers mainly spoke Japanese. Besides that, |
was not even able to interpret the expressions and gestures cor-
rectly, since Japanese have such a different culture. What | remem-
ber most from those 2 days was Toshikatsu Endo who represented
Existence, sheer by the sound of his voice and his being; and the
lunch breaks, everybody eating sushi and sashimi in the museum
park under the cherry blossoms. We stayed in Japan for some
more days, and it was during that time, walking between the cedar
trees of the Old Tokaido route and experiencing space on the lake
by Mount Fuji, that | felt, Existence in Japan.
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After returning to Europe, we were broke as usual. | was able to place
some art works from other artists in collections and Rene worked on
a large installation for a public space in Japan. We recovered finan-
cially and even went on a small trip to Greece together with Karlyn
to see traces from the past. Directly after that, in September 2008,
the art world came almost to a financial standstill.

From different sides we were advised that it would be wise to
postpone the last symposium and the printing of this book, but
we felt that if we would do that, we might never be able to con-
tinue and complete this project. In the meantime Karlyn had con-
ducted her interview with Antony Gormley, and also Peter had
continued doing interviews. So, all of us decided not to stop, but
use as little as possible money, and continue to give this project
our best, the maximum of our capabilities.

I got into contact with Eungie Joo, a director at the New Museum in
New York and she arranged that the New Museum would host our
symposium Space at the 3 and 4™ of April 2009. At that time, we
did not have any fixed speakers yet, but after some telephone calls
we managed to put together a very interesting group of artists.
Unfortunately Rene and | were not able to attend the symposium
we organized. In real life we are living like nomads and therefore we
were not able to get in time the visa which the USA required from us
to“work” at our symposium. But nevertheless by communication via
Skype, from a holiday home in the Netherlands, and with the help of
Karlyn and Peter, who were able to be present in New York, it
became a fantastic event. Robert Barry, Peter Halley, Richard Tuttle,
Keith Sonnier, and all the others, they had taken this symposium
serious. We followed it from a distance.

Now we had completed all three symposia and had collected and
recorded a lot of spoken text. These texts together with all the
texts from the interviews that Peter and Karlyn had conducted, all
that material, had to be transcribed and edited. We had already
started this procedure one year before, but it was time to settle
down somewhere in Europe in order to finish this publication.
Rene had been invited to participate at the 53 Venice Biennial.
Also, we had been asked if we could organize a small symposium
during the opening of the Biennial; therefore we decided to rent
an apartment in Venice. On the 4" of June 2009 Rene and Peter

spoke in Venice and after that we had a panel discussion with
Marina Abramovi¢, her appearance was impressive.

Being based in Venice, Italy, has been very positive for us; it seems
that all the people we needed to meet come here. For a long time,
Karlyn had been trying to conduct an interview with the Mexican
artist Teresa Margolles and when we found out that she was rep-
resenting Mexico at the Biennial this year, we took our chances
and tracked her down. It was an adventurous undertaking and it
worked out. We also met with Roman Opalka, Joseph Kosuth, Tat-
suo Miyajima, Dan Graham and many others.

Through Daniel Marzona, the director of the Konrad Fischer Galerie
in Berlin, we got introduced to Uta Grosenick who at that time was
working for DuMont. Rene always had said that he wanted to find a
well-known publishing company for our book. We could publish
ourselves, but people seem to judge a book by its cover, and the
name of the publisher. Since our goal is to spread as many books as
possible, to raise awareness about Time, Space and Existence, this
was a fantastic opportunity. Uta proved to have knowledge and
understanding about contemporary art. She recognized our sincer-
ity and the quality of our project; she offered us to acquire a certain
amount of books and distribute them under the name DuMont. She
hoped that we could have the book printed before the Frankfurt
Book Fair 2009, which is in October. On the 7t of June 2009, Karlyn,
Rene and | discussed it, and decided that if we worked, day and
night, it should be possible to finish this publication in time, without
compromising the quality of the content. We also decided that we
would continue to include more artists. | was thrilled, when on the
6™ of July 2009 | was able to get some answers from the 97-year-old
French-American artist Louise Bourgeois, and after that, | inter-
viewed the 28 year old Chinese performance artist Xing Xin.

We could not realize all interviews we had hoped for. Because | was
unable to fly to California, | could not interview Robert Irwin, who
told me on the phone, after receiving my questions by email, that it
would take at least one or two sessions in person, to answer them.
And, Sophie Calle, who | had spoken to on the telephone while she
was still in Paris, she would have liked to give an interview for our
publication, but she was leaving for Sao Paolo and be travelling to
the heart of Brazil. After receiving my questions, from Brazil she

wrote to me in an email: “the main problem is time and very soon

not even mail. | am Sorry, sophie calle”. Nevertheless we had more
then enough to do. It was an enormous task, collecting, organizing,
and preparing thousands of images of the artists, their work and our
encounters with them. Transcribing interviews, editing, translating,
editing again and placing it all on the computer in Indesign.

The book was growing, day by day, but therefore we barely saw the
summer of 2009, and we barely managed to finance everything. But
finally we arrived at the final stages. On Sunday, the 20" of Septem-
ber, we took the car and drove over the San Gotthard pass from Ven-
ice to Oberlimberg, in Germany where we had rented a holiday
apartment close to the printing company. Rene has been printing by
this company since 1999 and the owner, Andreas Kruger, trusted us
so much that he promised to print our book and let us pay in install-
ments. Without his help, we would not have been able to print at all.
We started to work the next morning, rechecking and printing all the
images as Epson-proofs, while Karlyn did the fine tuning of the texts,
but we also had a cover to make. We had asked Joseph Kosuth for an
image for that, but he answered: “Free up the space you are using
that badly serves any artwork and put all the names of the artists in a
larger point size on your cover instead. Make your background color
in red or orange and the type in black or white. It will be clear, strong
and bold" With this proposal by Joseph Kosuth as a starting point we
finally decided upon the cover as it is now.

Today is the 27t of September and | am writing the last words for
this introduction. Rene finally has time to edit his own text and
Karlyn has just received the final version of her interview with
Peter Halley, he made many last minute changes. We will start
printing tomorrow, the 28™ of September 2009.

We feel that, with this book, we have achieved the maximum we
could have done at this point in time; in the most honest and sin-
cere way we are capable of. Of course, there are various artists
who should have been included, but we are already looking for-
ward to Personal Structures Time - Space - Existence Number Two.
For now, without a doubt, the publication of Number One as it is,
can only be compared to Pheidippide’s run to Athens in 490 BC,
“Victory” The only difference being: we did not die.
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TIME - SPACE - EXISTENCE

By Peter Lodermeyer

I

Time, space and existence are among the greatest of themes—so
great that we could never be so presumptuous to think we could
do them justice, and much too close to ourselves that we could ever
escape them, whether with our thoughts or actions, in life or in art.

Apparently there are no longer any themes fundamentally closed
to art. For centuries, post-antique art in Europe had more or less
been limited to religious and political subjects (often inseparably
interlocked with each other). During the Renaissance the field of the
thematic possibilities was increasingly expanded—we need only
think of the development of landscape and portrait painting in the
15% and 16 century, for example. In the face of this development,
academic art theory had always endeavored to maintain a stringent
hierarchy of themes worthy of art that was ultimately based on
ontology. Modern art may be defined precisely through its claim of
expanding the domain of art using everything in its power, and then
bringing down this hierarchy. If you look back at the development
of art over the past hundred years, you will recognize the ambition
of the artists to keep ramming the boundary posts ever further
outwards, and to make art capable of something it would have
been excluded from earlier by its very definition. Just think of what
all the Modern Movement has introduced to art: Exoticism, the
unconscious, blasphemy, absurdity, the irrational, the immaterial,
industrially-manufactured things, technology, elements of the trivial
such as advertisements, pornography, everyday objects... etc,
etc.—and last, but not least: pure forms with absolutely no claims
for being interpreted objectively. Above all, however, it is about art
itself. The questions concerning what art is, how it is perceived, what
is particular about it, its functions, what its social contexts are, etc.
were themselves to become a theme in the medium of art, especially
in the 1960s and afterwards.

The desire to put artand life on a par with each other isa modern utopia
that would have been utterly preposterous in earlier centuries. Due to
the social upheavals during the 20™ century, there is no longer any one
more-or-less homogenous social class as upholders of civilization and
culture, as had been the case with the upper bourgeoisie in the 19"
century. It has long since been the most diverse groups, i.e.: interests,
ways of thinking and aesthetics that nowadays manifest themselves
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through and in art. Added to this is the fact that the attention to art
is increasingly freed from its Euro-/Americo-centrism, while artistic
achievements from Asia, South America, Africa, and Australia with their
specific cultural backgrounds and perspectives are receiving growing
recognition. The diversity of the art scenes (and there is far more than
just one such scene) is greeted by some critics as an expression of
the progressing pluralizing of society, while others deplore a mess of
confusion that all too often drifts towards randomness plaguing our
post-modern (or rather, most likely our post-post-modern) situation.
In this respect, we should not forget, however, that such differentiation
is being counteracted at the same time by the diametric process of
aesthetic norming in the wake of globalization reinforced by the mass
media. Finding an orientation in this confusing situation and being
able to raise the question about even the most general themes of
art seems, therefore, a worthwhile endeavor. This question is central
to the project Personal Structures: Time - Space - Existence. It has often
been said about literature as a form of art that there are really only two
great themes, those of love and death (perhaps we might mention the
striving for power here as well). But what would these basic themes be
concerning what we only now refer to with some hesitation as the ‘fine
arts'? Are there themes any more basic than space, time, and existence?
Perhaps form, color, light, and material come to mind, but we must not
forget that there is no possible expression of these entities that do not
existin space and time.

Il

Time, space and existence initially seem to fall under the auspices
of philosophy. It is necessary to briefly cast a glance in this direction
in order to make it clear that these three concepts do not exist
independently from one another, but rather display an inner
connection. Several central views from Martin Heidegger’s Being and
Timefrom 1927 come to mind, which have lost none of their relevance
even aftermore than 80 years (and have not become compromised by
the philosopher’s later aberrations during the Nazi era). By existence,
Heidegger means in particular man’s own way of being that he calls
‘Dasein; which differs from the mere existence of things and the lives of
plants and animals by the fact that‘Dasein’ manifests itself” in its very
Being, that being is an issue for it"" In other words, we humans have a
primal understanding of existence. At the same time, this means that
we must constantly care for our existence. Being able to hope, desire,

worry about, plan, and despair are all things rooted in this. We can
and must organize our existence, care about it, and do this with the
knowledge that we will inevitably die. ‘Being-towards-death’ (‘Sein
zum Tode’) is one of the major conditions of human existence. At the
beginning of Being and Time, Heidegger anticipates the results of his
research: “We shall point to temporality as the meaning of the Being
of that entity which we call‘Dasein’. [...] Dasein is in such a way as to
be something which understands something like Being. Keeping this
interconnection firmly in mind, we shall show that whenever Dasein
tacitly understands and interprets something like Being, it does so
with time as its standpoint.”? The human form of existence is certainly
temporal, so much so that, in a lecture having to do with Being and
Time, Heidegger stated:“[...] time is Dasein.[...] Dasein always isin a
manner of its possible temporal being. [...] Dasein is its past, it is its
possibility in running ahead to this past. In this running ahead, | am
authentically time, | have time. In so far as time is in each case mine,
there are many times. Time itself is meaningless; time is temporal.”?

This last statement is of particular importance: There is no such thing
as time per se, but rather it is always ‘my’ respective time, i.e., there
is a tremendous plurality of times. Just as my Dasein is ‘in each case
mine’ (jemeinig’), and not delegable, not exchangeable, inalienable,
neither is its temporal sense. The “homogenization” of “binding’,
measured time is, on the other hand, an idealization, “an assimilation
of time to space, to Presence pure and simple. It is the tendency
to expel all time from itself into a present”* Measurable time is not
lived temporality, the experienced existential temporality, but a
simplification due to everyday requirements.

1.

The fact that Heidegger's analysis of Dasein not only reveals its
temporality, but that it also basically contains a theory of its original
spatiality is something that has not yet received sufficient attention.
The German philosopher Peter Sloterdijk has taken note of this:
“Only a few interpreters of Heidegger seem to have realized that
with the sensational programmatic title of Being and Time, there
is also a kernel of a revolutionary treatise of existence and space.”
By calling attention to the fact that Heidegger perceives Dasein as
‘being-in-the-world, whereby the ‘in” does not simply denote being
present in a ‘spatial container;, but rather designates a complex
happening of spatially defined attitudes, Sloterdijk gains important
reference points for his own ambitious Spheres project, an attempt
to portray man’s multi-layered reference to space.® A significant point
of departure in this is sections 22 to 24 in Time and Being, in which
Heidegger provides several references to an existential analysis of
space: “When we let entities within-the-world be encountered in
the way, which is constitutive for Being-in-the-world, we ‘give them
space’ This ‘giving space;, which we also call ‘making room’ for them,
consists in freeing the ready-to-hand for its spatiality. [...] Space is not
to be found in the subject, nor does the subject observe the world
‘as if’ that world were in a space; but that ‘subject’ (Dasein), if well
understood ontologically, is spatial. And because Dasein is spatial in
the way we have described, space shows itself as a priori.”

An important difference (one of many), in which Sloterdijk goes far
beyond the spatial analysis that Heidegger only sketched out, consists
in his viewing Dasein not as one-sided, as a ‘being-toward-death;

but also always under the aspect of its ‘natality; its ‘coming-into-the-
world'8 The fact that we are born, and must leave the first place we
have ever lived in, the womb, without changing into an ambience that
is nature-like is more than a biological fact. It is existential, driving us
to orient ourselves to the world and set ourselves up there: as living,
living together, creating orders, as stays in highly-complex, changing
systems of spatial environments that interlock with each other.
“When ‘life’ seems boundlessly diverse in forming spaces’, Sloterdijk
writes, “then not only because each monad has its own environment,
but what is more, because all of them are interlocked with other
lives, and are composed of numerous units. Life articulates itself on
stages simultaneously interlocked. It produces and consumes itself in
workshop networks. But decisive for us is: It produces first of all the
space it is in, and which is in it, respectively.”

V.

Perhaps there are no longer places of wilderness; but the wild, the ever
new is still: time.

Peter Handke, Uber die Dérfer

Space is not only high, it’s low, it’s a bottomless pit.
Sun Ra, Space is the Place

What is that, to exist—and not we or the world—but existence per se?
Fernando Pessoa, Faust-Fragmente

In as much that we exist as ‘Dasein; we are spatially and temporally
‘in-the-world’in a primal sense. And thus, time, space and existence
are the givens, which stand closest to us—and at the same time, as
soon as they force themselves upon us, they become the strangest
and most enigmatic things of all. The ‘wild’ part about time, i.e. what
is not to be controlled or what eludes us, the bottomless abyss of
space and the infathomableness of existence at all, expressed in the
quotes above by an Austrian and a Portugese author as well as an
Afro-American free-jazz musician, are experiences we constantly
encounter in life. One of the most ingenious places in the analyses
contained in Being and Time, is when Heidegger shows us how
we necessarily “proximally and for the most part” succumb to
“everydayness’, warding off the strangeness of our existence with
“idle talk’, with “vulgar” notions.”® An even deeper confrontation
with it is—and this is what is remarkable—not restricted to any lofty
philosophical thought, but can affect any of us at any time. States of
fear, boredom, sleeplessness, for example, are superb opportunities
for confronting our existence as a whole.

What is not mentioned in Time and Being is the encounter with art (in
the broadest sense of the word), which in its own specific way may
also ensure an experience of space, time and existence extending
beyond our everyday preconceived notions. Even though a binding
definition is impossible, we may still say that art is (also) always man’s
conception of himself. “With the concept of self-conception we can
explain the value of art as follows: The value of art consists in its
making special aspects of the world, in which we live, and ourselves
understandable for us!"'' The fundamental aspects of ‘Being-in-the-
world; however, are time, space and existence. Art has always dealt
with these themes—for the most part not explicitly, and embedded
in certain ideological contexts. Just to give a random example: A
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medieval altar painting showing the ‘Last Judgment’ emphatically
portrays time (earthly time and eternity), space (the topography of
the here and the hereafter, earth, heaven and hell) and existence
(exaggeratedly, as eternal blessedness or damnation).

Modern art, and non-objective art in particular, has increasingly
detached the themes of time, space and existence from their
preconceived narratives (mythological, religious, political, etc.) and
thus been able to show them with growing explicitness. Especially
in the diverse artistic trends after World War I, much ‘fundamental
research’ has been taking place on the theme of art. Questions
concerning how space may be defined and structured, what formal
solutions may be found for portraying temporal processes, and how
art may be used to prove individual existence are among the typical
issues of art of the 1960s and 70s. To refer to these questions today
certainly seems to be important to us, especially at a time when the
increasing commercialization and, along with this, the trivialization
of art in connection with making it a marketable, streamlined, art
business are greatly lamented. It is a major intention of Personal
Structures: Time- Space- Existence to remind us of the basic questions of
art, admittedly not in the sense of a return to the discussions of the
past decades (that would be senseless and destined to fail from the
onset), but as a platform where these issues may be further discussed
and from which possibly new answers may be explored.

V.

The importance of artists grappling with the themes we have
discussed here, precisely with respect to today’s situation of art
and society, seems obvious to me. We need only point out several
aspects of the theme of ‘space’ as an example. Without a doubt it
is no coincidence that the number of publications dealing with
the theory of space has grown dramatically in recent years. It may
not be overlooked that our living spaces, both natural and cultural,
rural and urban, have been changing quickly. Ecological changes,
the effects of the globalized economy and worldwide expansion of
media and telecommunication technologies are simply the most
obvious reasons for this process. That the utopia of the ZERO artists
concerning a reconciliation between nature and technology may
not merely be cast off as wishful thinking, but must rather finally
be put into practical action, is more and more urgent in light of
the worldwide climate change. The relationship between public
and private has shifted completely in an age of technological mass
media. Artistic suggestions for dealing with public space in a new
way, such as Dan Graham and Vito Acconci undertake with their
completely different works between art and architecture, may be
instrumental in thinking the concept of public space anew. Where
space and rooms are rigorously subjected to all kinds of monitoring,
planning, and commercial interests, free artistic spaces are vital as
counter concepts. Thus, for example Lee Ufan’s sculptures are models
of an open and unbiased encounter with the Other. In the face of
the omnipresence of mass-media aesthetics that is threatening to
dominate and deform our perception, the spaces of wax of someone
like Wolfgang Laib have a virtually therapeutic effect by lastingly
confronting the visitor in an intense way with the most primal
existential conditions such as birth and death. May these examples
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suffice, though the list could easily be continued with names of other
artists and by means of the themes of time and existence.

VI.

The project Personal Structures has a somewhat longer prehistory.
Initiated by the Dutch artist Rene Rietmeyer and accompanied by me
in terms of its conception, it went public for the first time in 2003
with the book Personal Structures—Works and Dialogues™. 16 artists
from 11 countries were introduced in that first book, all working
more or less with ‘minimal’ formal means. The focus was on the issue
of concerning how personal, subjective components could also be
revealed in ‘minimalist’ structures. The consciously contradictive
title Personal Structures connects the supra-personal, or impersonal,
through which structures are defined, with the personal and
subjective components inherent to the works of art we presented.
An apparent difference to this book as opposed to the first Personal
Structures project may be seen in the selection of artists taking part.
The departure point was a statement made by the Austrian art
historian Johannes Meinhardt, which | already approvingly quoted
in the first book. It goes: “Painting”"—and here | mean “contemporary
art” in general—which has not forgotten its own history, and which
not only understands history as a collection of things that may be
used again [...], is based today upon the great new approaches of the
1960s""3 In the first book from 2003 only artists took part, who tied in
with the tradition of the new approaches of the 1960s. In conjunction
with the second book the question now was: What about the artists
of the 1960s themselves? And not only these people, what about the
ZERO artists, who had already in the 1950s anticipated many things
that later became famous as happenings, land art (earth art) etc, or
what about the performance artists of the 1970s? Most of them are
still highly active, having developed their art further over the past 40
years, refining it, partially taking it in different directions, sometimes
revising it (to cite only two examples of this: the painter Jo Baer
switched from minimalism to figuration in the mid-1970s and the
previous performance and video artist Vito Acconci has been dealing
with architecture since the 1980s). In deliberating about how the
Personal Structures project might further develop, it seemed logical
and consequential to learn from the huge treasury of experience
these older generations of artists dispose over. We wanted to know
firsthand how artists who have already written art history, decisively
expanding the definition of what art is, think today about the basic
themes of time, space and existence. In selecting the artists it did not
make sense to us to simply dutifully follow the old well-trodden paths
of art history. Our concern was rather for the individual personalities,
not for their belonging to certain styles, genres and groups.

Be that as it may, neither does this book merely present positions that
have become established. Precisely the combination with younger
artists seemed attractive, as have rediscoveries, such as the work of
ErwinThorn. Itis our endeavor to show the greatest possible diversity
of personalities, views, and perspectives, which have resulted before
various cultural and personal backgrounds, and also from the various
stages of life (the youngest artist in this book Xing Xin is now 28, the
oldest artist, Louise Bourgeois, is 97 years old).

VII.

Subsequent to a lecture about the Time - Space - Existence project |
presented on 17 December 2008 at the Sculpture Park Cologne,
a gallery-owner | know asked me whether we used a standardized
questionnaire for our conversations with the artists taking part and
if, at the end, we would conduct a statistical analysis of the responses.
At first, | was speechless, since this question brought up exactly the
opposite of what we are trying to accomplish. The focus of this book
is upon the individual, the personal, the mutuality of life experiences
and the views towards time, space and existence tied to this. But
there is no science about the individual, as Aristotle already knew.'
For this reason the book was not to become a scientific treatise, no
book of theories, no art historical compendium, no evidence for any
theses, nothing of a statistical analysis. Time, space and existence
immediately pertain to life. And for this reason we wanted to discuss
these themes in a lively manner, in a way open to different aspects,
to interpretation and theory as well as to the anecdotal, polemical, to
humor, philosophy, and the wisdom of life. In short, it was our dream
to write a ‘Book of Encounters’ The concept of encounter, which the
artist Lee Ufan placed central to his existence as an artist,’ seemed
to us to provide the keyword for our book, because space, time and
existence meet in the encounter, and in a way are brought into focus
by it. It is no coincidence that the two most important media of our
project, the symposium and the interview, are media of encounter.

Time, space and existence inevitably play a role when people
encounter one another in order to enter into a conversation. Such
an encounter with an artist takes place at a certain place, a certain
time and under not completely foreseeable and not completely
repeatable circumstances. The interview and symposium texts as
well as the photographs are the lasting documentation of what takes
place at such an event. Their particular value lies in the uniqueness of
each encounter. That is why we were not concerned with making the
individual contributions uniform. They were supposed to be individual,
‘colored’ by the peculiarities of each individual meeting, which already
begins with the highly differing length of the texts and interviews.
Length is no criterion for the value. The short sentences by Carl Andre
(“short but sweet’, was how he put it) as answers to the questions | was
allowed to ask him by way of exception, bear the same weight as the
long discourses of a person like Toshikatsu Endo in this book.

VIII.

We may not refer to encounters as a means to bring time, space and
existence into focus without saying a word or two about language
and the languages we dealt with in producing this book. The way we
form concepts, how we think, perceive, and feel has a considerable
amount to do with the language at our disposal. In this book, people
are represented who come from different languages and cultural
backgrounds. All texts appear in English here, the main language
of the globalized world, and also of the art business. Several of the
texts appear additionally in the original language. It is inevitable that
the problem of translation arises in this context. Basically, already
the transcription of a conversation into written language is an act
of translation. Of course, the texts must be revised, but it would
not suit a book called Personal Structures: Time - Space - Existence if
the articles collected here would have been reduced to talks taking

place under ‘laboratory conditions. An interview taking place under
stressful conditions at the opening of the Biennale, such as was the
case between Teresa Margolles and Karlyn De Jongh, will necessarily
have a different character than one conducted in peace and quiet
for hours between Gottfried Honegger and Sarah Gold. The person
speaking in his native tongue will express himself differently than
someone communicating in a foreign language. All this belongs to
the nature of human communication and should be accepted as
such. It is to be hoped that the reader, despite the translations, will
nevertheless be able to detect what is special and unique in each of
the respective encounters.

Especially my interviews with Lee Ufan taught me that it is not
always possible to equate a concept on a one-to-one level in other
languages. Not only the three basic themes of this book, but also
apparently notions such as that of the body are fraught with highly
different traditions of language and thought in Europe and Asia. The
fact that this sometimes leads to mutual misunderstandings is no
wonder, but it is also not to be lamented. It is very simply an impetus
for continuing the dialogue.

IX.

| have referred to this book as a ‘Book of Encounters. This applies
not only to all who have contributed to its coming about, but also
hopefully applies above all to the readers who may encounter
numerous artists and works of art in texts and photographs. The many
individual texts may be read in random sequence. It may be hoped
that, in doing so, an effect will come into being such as we know from
seeing an exhibition where works from different regions and epochs
are presented alongside one another. New neighborhoods may be
able to make visible heretofore-unnoticed characteristics of a work.
That something comparable might happen in reading this book, that
new things may show up in things that are known and familiar, and
that in turn familiar things show up in the unknown, and that many
red threads of unexpected correlations running through this book
may be discovered, this is the hope with which | close my part of
the work on this book. To all who have contributed to its realization,
especially to Rene Rietmeyer, the ‘motor’ of this project, my sincerest
and heartfelt thanks.
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TIME - SPACE - EXISTENCE

Von Peter Lodermeyer

1.

Zeit, Raum und Existenz gehoren zu den ganz groBen Themen - zu grof,
als dass man sich einbilden kdnnte, damit jemals zurande zu kommen,
und viel zu dicht an uns selbst, als dass wir ihnen jemals entkommen
konnten, sei es im Denken oder im Handeln, im Leben oder in der Kunst.

Es gibt offenbar keine Themen mehr, die der Kunst grundsatzlich
verschlossen waren. Die nachantike Kunst in Europa war Uber
Jahrhunderte mehr oder minder auf (oft untrennbar miteinander
verzahnte) religidse und politische Sujets beschrankt. Im Laufe
der Neuzeit wurde das Feld der thematischen Moglichkeiten
zunehmend erweitert, man denke nur etwa an die Entwicklung von
Landschafts- und Portratmalerei im 15. und 16. Jahrhundert. Die
akademische Kunsttheorie war angesichts dieser Entwicklung stets
darum bemiiht, eine strenge, letztendlich ontologisch begriindete
Hierarchie der kunstwiirdigen Themen aufrechtzuerhalten. Die Kunst
der Moderne lasst sich geradezu definieren durch den Anspruch, den
Geltungsbereich des Kiinstlerischen mit aller Macht auszudehnen und
diese Hierarchie umzustiirzen. Wer auf die Entwicklung der Kunst in
den letzten hundert Jahren zuriickblickt, wird den Ehrgeiz der Kiinstler
erkennen, die Grenzpfosten immer weiter ,auBen” einzurammen
und das zuvor noch per definitionem aus der Kunst Ausgeschlossene
kunstfahig zu machen. Was kam mit der Moderne nicht alles in die
Kunst: Exotik, das Unbewusste, Blasphemie, Absurditat, das Irrationale,
das Immaterielle, industriell Vorgefertigtes, die Technik, Elemente
der Trivialkultur wie Werbung, Pornografie, Alltagsgegenstande...
usw. usw. — und nicht zuletzt: reine Formen ohne jeden Anspruch
auf gegenstandliche Lesbarkeit. Vor allem aber: die Kunst selbst. Die
Fragen danach, was Kunst ist, wie sie wahrgenommen wird, was ihre
Besonderheiten, ihre Funktionen, ihre gesellschaftlichen Kontexte
sind usw., wurden insbesondere ab den 1960er-Jahren zunehmend
im Medium der Kunst selbst thematisiert.

Kunst und Leben zur Deckungsgleichheit bringen zu wollen ist eine
moderne Utopie, die in vorausgegangenen Jahrhunderten nicht
einmal denkbar war. Aufgrund der soziologischen Verwerfungen
wahrend des 20. Jahrhunderts gibt es nicht mehr eine mehr oder
weniger homogene kulturtragende Schicht wie das gehobene
Burgertum im 19. Jahrhundert; es sind léangst unterschiedlichste
Gruppen, und das hei3t: Interessen, Denkweisen, Asthetiken, die sich
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heute kinstlerisch manifestieren. Dazu kommt noch die Tatsache,
dass sich die Aufmerksamkeit auf die Kunst mehr und mehr aus
ihrem Euro-/Ameriko-Zentrismus |6st und kiinstlerische Leistungen
aus Asien, Stidamerika, Afrika und Australien mit ihren spezifischen
kulturellen  Hintergriinden und Perspektiven international
wachsende Beachtung finden. Die Vielfalt der Kunstszenen (es
gibt deren weit mehr als nur eine) wird von manchen Kritikern als
Ausdruck der fortschreitenden Pluralisierung der Gesellschaften
begrit, von anderen als uniibersichtliche und allzu oft ins Beliebige
abgleitende Konfusion unserer postmodernen (oder, eher noch,
post-postmodernen) Situation beklagt. Dabei darf man jedoch
nicht vergessen, dass diese Ausdifferenzierung zugleich von dem
gegenlaufigen Prozess der dsthetischen Normierung im Gefolge der
massenmedial verstarkten Globalisierung konterkariert wird.

In dieser verwirrenden Situation Orientierung zu suchen und nach
den allgemeinsten Themen der Kunst zu fragen, scheint daher
eine sinnvolle Unternehmung. Diese Frage steht im Zentrum des
Projekts Personal Structures: Time - Space - Existence. Von der Literatur
als Kunstform wurde oft gesagt, es gebe fiir sie eigentlich nur
zwei groBe Themen, die Liebe und den Tod (vielleicht sollte man
auch das Streben nach Macht noch erwahnen). Was aber waren
die Grundthemen dessen, was man nur noch widerstrebend mit
dem schon anachronistisch anmutenden Begriff ,Bildende Kunst”
bezeichnen méchte? Gibt es grundlegendere Themen als Raum, Zeit
und Existenz? Wem etwa noch Form, Farbe, Licht oder Material in den
Sinn kommen, sollte bedenken, dass kein mogliches Beispiel dieser
Entitaten vorstellbar ist, das nicht in Raum und Zeit... existierte.

.

Zeit, Raum und Existenz scheinen zundchst in die Zustandigkeit der
Philosophie zu fallen. Ein ganz kurzer Blick dorthin ist unverzichtbar,
um deutlich zu machen, dass diese drei Begriffe nicht unabhangig
voneinander bestehen, sondern einen inneren Zusammenhang
aufweisen. Hier ist insbesondere an einige zentrale Einsichten von
Martin Heideggers Sein und Zeit von 1927 zu denken, die auch nach
mehr als 80 Jahren nichts von ihrer Relevanz eingebift haben
(und auch von den spdteren nationalsozialistischen Verirrungen
des Philosophen nicht desavouiert sind). Heidegger versteht unter
Existenz insbesondere die dem Menschen eigene Seinsart des
,Daseins’, die sich von dem blo3en Vorhandensein der Dinge und
dem Leben der Pflanzen und Tiere dadurch unterscheidet, dass
es dem Dasein in seinem Sein um dieses Sein selbst geht."' Anders
gesagt, wir Menschen haben ein urspriingliches Seinsverstandnis.
Das bedeutet zugleich, dass wir in standiger Sorge um unser Dasein
sind. Die Fahigkeit hoffen, wiinschen, bangen, planen, verzweifeln
zu kénnen usw., hat darin ihren Grund. Wir kdnnen und miussen
unser Dasein gestalten, fiir unsere Existenz Sorge tragen, und das
vor dem Hintergrund des Wissens, dass wir unvermeidlich sterben
werden. ,Sein zum Tode” ist eine der wesentlichen Bestimmungen
menschlicher Existenz. Heidegger benennt zu Beginn von Sein und
Zeit vorausgreifend das Ergebnis seiner Untersuchungen: ,Als der
Sinn des Seins desjenigen Seienden, das wir Dasein nennen, wird die
Zeitlichkeit aufgewiesen. [...] Dasein ist in der Weise, seiend so etwas
wie Sein zu verstehen. Unter Festhaltung dieses Zusammenhangs
soll gezeigt werden, daB das, von wo aus Dasein Uberhaupt so

etwas wie Sein unausdriicklich versteht und auslegt, die Zeit ist."
Die menschliche Existenzform ist durchweg zeitlich verfasst, sosehr
dass Heidegger in einem Vortrag im Umkreis von Sein und Zeit sagen
konnte:,Zeit ist Dasein. [...] Das Dasein istimmer in der Weise seines
moglichen Zeitlichseins. [...] Das Dasein ist sein Vorbei, ist seine
Maglichkeit im Vorlaufen zu diesem Vorbei. In diesem Vorlaufen bin
ich die Zeit eigentlich, habe ich Zeit. Sofern die Zeit je meinige ist,
gibt es viele Zeiten. Die Zeit ist sinnlos; Zeit ist zeitlich.”

Diese letztere Aussage ist besonders wichtig: Es gibt nicht die
Zeit schlechthin, sondern immer ,meine” jeweilige Zeit, d. h. eine
riesige Pluralitat von Zeiten. So, wie mein Dasein ,jemeinig” ist, nicht
delegierbar, nicht austauschbar, nicht verduBerbar, so wenig ist es sein
zeitlicher Sinn. Die,Homogenisierung” der,verbindlichen’, gemessenen
Uhrenzeit ist dagegen eine Idealisierung, ,eine Angleichung der
Zeit an den Raum, an schlechthinnige Prasenz; die Tendenz, alle Zeit
in eine Gegenwart aus sich fortzudrangen.” Die messbare Zeit ist
nicht die gelebte, die erlebte existenzielle Zeitlichkeit, sondern eine
Vereinfachung aus Griinden der alltaglichen Erfordernisse.

.

Dass Heideggers Analyse des Daseins nicht nur dessen Zeitlichkeit
aufzeigt, sondern im Kern auch eine Theorie seiner urspriinglichen
Raumlichkeit enthalt, ist noch viel zu wenig gesehen worden. Der
deutsche Philosoph Peter Sloterdijk hat dies bemerkt: ,Nur wenigen
Heidegger-Interpreten scheint klargeworden zu sein, dal3 sich unter
dem sensationellen Programmtitel von Sein und Zeit auch eine
keimhaft revolutiondre Abhandlung Uber Sein und Raum verbirgt.”®
Indem er darauf aufmerksam macht, dass Heidegger Dasein als ,In-der-
Welt-Sein” begreift, wobei das ,In" nicht einfach ein Vorhandensein in
einem ,Raumbehalter” meint, sondern ein komplexes Geschehen von
raumlich verfassten Verhaltungen meint, gewinnt Sloterdijk wichtige
Anhaltspunkte fir sein eigenes ambitioniertes Sphdren-Projekt, den
Versuch einer Darstellung der vielschichtigen Raumbezogenheit des
Menschen.® Ein Ausgangspunkt sind dabei die §§ 22-24 von Sein und
Zeit, in denen Heidegger einige Hinweise gibt fiir eine existenziale
Analyse der Raumlichkeit: ,Das flr das In-der-Welt-sein konstitutive
Begegnenlassen des innerweltlich Seienden ist ein ,Raum-geben’
Dieses,Raum-geben; das wir auch Einrdumen nennen, ist das Freigeben
des Zuhandenen auf seine Radumlichkeit. [...] Der Raum befindet sich
nicht im Subjekt, noch betrachtet dieses die Welt, ,als ob’ sie in einem
Raum sei, sondern das ontologisch wohlverstandene ,Subjekt; das
Dasein, ist in einem ursptinglichen Sinne raumlich. Und weil das Dasein
in der beschrieben Weise raumlich ist, zeigt sich der Raum als Apriori.”

Ein wichtiger Unterschied (einer von vielen), in denen Sloterdijk
weit Uber die nur in Ansatzen entwickelte Raumanalyse Heideggers
hinausgeht, besteht darin, dass er Dasein nicht einseitig als ,Sein
zum Tode” sondern immer auch von seiner ,Geburtlichkeit”, seinem
Auf-die-Welt-Kommen her betrachtet.? Dass wir geboren sind und
unseren ersten Aufenthaltsort, den Mutterleib, verlassen mussen,
ohne in ein naturhaft vorgegebenes Ambiente liberzuwechseln,
ist mehr als eine biologische Tatsache. Es ist ein Existenzial, das
uns dazu treibt, uns in der Welt zu orientieren und einzurichten: als
Wohnen, Zusammenleben, Schaffen von Ordnungen, als Aufenthalte
in hochkomplexen, veranderlichen, ineinander verschachtelten
Systemen rdaumlicher Umgebungen. ,Wenn ,Leben’ grenzenlos

vielfaltig raumebildend wirkt”, schreibt Sloterdijk, ,so nicht nur, weil
jede Monade ihre je eigene Umwelt hat, sondern mehr noch, weil
alle mit anderen Leben verschrankt und mit zahllosen Einheiten
zusammengesetzt sind. Leben artikuliert sich auf ineinander
verschachtelten simultanen Biihnen, es produziert und verzehrt sich
in vernetzten Werkstatten. Doch was fiir uns das Entscheidende ist: Es
bringt den Raum, in dem es ist und der in ihm ist, jeweils erst hervor.”

IV.

Vielleicht gibt es keine Orte einer Wildnis mehr; aber das Wilde, immer
Neue ist noch immer: die Zeit.

Peter Handke, Uber die Dérfer

Space is not only high, it’s low. It's a bottomless pit.
Sun Ra, Space is the Place

Was ist das, existieren — und nicht wir oder die Welt — sondern die Existenz
ansich?
Fernando Pessoa, Faust-Fragmente

Insofern wir als ,Dasein” existieren, sind wir auf urspriingliche Weise
raumlich-zeitlich ,in der Welt”. Und somit sind Zeit, Raum und Existenz
die uns nédchsten Gegebenheiten - und zugleich, sobald sie sich als
sie selbst aufdrangen, die fremdesten und ratselhaftesten Gberhaupt.
Das ,Wilde®, d. h. Unbeherrschbare und Unverfligbare der Zeit, die
bodenlose Abgriindigkeit des Raumes und die Unergriindlichkeit
von Existenz Gberhaupt, die in den oben angefiihrten Zitaten eines
Osterreichischen und eines portugiesischen Autors sowie eines
afroamerikanischen Free-Jazz-Musikers aufscheinen, sind Erfahrungen,
die sich im Leben immer wieder einstellen. Es gehort zu den genialen
Stellen in den Analysen von Sein und Zeit, wenn Heidegger aufzeigt,
wie wir notwendigerweise ,zundchst und zumeist” der Alltaglichkeit
verfallen und uns mit ,Gerede”, mit ,vulgaren” Auffassungen das
Befremdende unserer Existenz vom Leibe halten.”® Eine tiefer
gehende Konfrontation mit ihr ist — und das ist das Bemerkenswerte
- nicht irgendwelchen philosophischen Hoéhenfliigen vorbehalten,
sondern kann jeden von uns jederzeit betreffen. Zusténde der
Furcht, der Langeweile, der Schlaflosigkeit z. B. sind hervorragende
Gelegenheiten, um uns unserem Sein im Ganzen zu konfrontieren.

Was in Sein und Zeit keine Erwahnung findet, ist die Begegnung mit
Kunst (im weitesten Sinne des Wortes), die auf ihre spezifische Weise
ebenfalls flir eine iber das alltdgliche Vorverstandnis hinausfiihrende
Erfahrung von Raum, Zeit und Existenz sorgen kann. Auch wenn eine
verbindliche Definition unmdglich ist, kann man doch sagen, dass
Kunst immer (auch) eine Selbstverstandigung des Menschen Uber
sich selbst ist. ,Mit dem Begriff der Selbstverstandigung kann man
den Wert der Kunst folgendermaBen erlautern: Der Wert der Kunst
besteht darin, dass sie fiir uns besondere Aspekte der Welt, in der wir
leben, und unserer selbst, verstandlich macht"'"" Die grundlegenden
Aspekte des ,In-der-Welt-Seins” aber sind Zeit, Raum und Existenz.
Die Kunst hat immer schon (ber diese Themen gehandelt — meist
unausdriicklich und eingebettet in bestimmte weltanschauliche
Zusammenhdnge. Um ein beliebiges Beispiel zu nennen: Ein
mittelalterliches Altarbild, das ,Jiingste Gericht” zeigend, bringt
eindringlich Zeit (irdische Zeit und Ewigkeit), Raum (die Topographie
von Diesseits und Jenseits, von Erde, Himmel und Hoélle) und Existenz
(zugespitzt als ewige Seligkeit oder Verdammnis) zur Anschauung.
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Die Kunst der Moderne, insbesondere die gegenstandslose Kunst, hat
die Themen Zeit, Raum und Existenz zunehmend aus vorgegebenen
narrativen (mythologischen, religiésen, politischen usw.) Kontexten
gelost und sie damit immer expliziter zur Geltung bringen kénnen.
Insbesondere in den diversen kiinstlerischen Strémungen nach dem
Zweiten Weltkrieg wurde ,Grundlagenforschung” zum Thema Kunst
getrieben. Die Fragen, wie sich Raum erleben und strukturieren Idsst,
welche formalen Lésungen fiir die Dokumentation zeitlicher Ablaufe
zu finden sind, wie sich Kunst als Nachweis individueller Existenz
verwenden lasst, gehdren zu den typischen Themenstellungen der Kunst
der 60er und 70er Jahre. Daran gerade heute anzukniipfen, zu einer
Zeit, in der immer wieder die zunehmende Kommerzialisierung und,
damit einhergehend, Verflachung der Kunst zu einer marktgangigen,
stromlinienférmigen Kunstbetriebskunst beklagt wird, erschien uns
Uiberaus wichtig. An die basalen Fragen der Kunst zu erinnern ist ein
Hauptanliegen von Personal Structures: Time - Space - Existence, freilich
nichtim Sinne einer Riickkehr zu Diskussionen vergangener Jahrzehnte
(das ware sinnlos und von vornherein zum Scheitern verurteilt), sondern
als eine Plattform, auf der diese Fragen weiter diskutiert und von der aus
womaoglich neue Antworten gesucht werden kénnen.

V.

Die Wichtigkeit der kiinstlerischen Auseinandersetzung mit den hier
behandelten Themen gerade in der heutigen Situation von Kunst
und Gesellschaft scheint mir auf der Hand zu liegen. Als Beispiel sei
hier nur auf einige Aspekte des Themas ,Raum” hingewiesen. Es ist
zweifellos kein Zufall, dass die Zahl der Publikationen zur Theorie
des Raumes in den letzten Jahren dramatisch angewachsen ist. Es
ist uniibersehbar, dass sich unsere Lebensrdume, die natlrlichen
wie die kulturellen, die landlichen wie die stadtischen, in schnellem
Tempo wandeln. Okologische Veridnderungen, die Auswirkungen der
globalisierten Wirtschaft und die weltweite Verbreitung der Medien-
und Telekommunikationstechnologien sind nur die offensichtlichsten
Griinde fiir diesen Prozess. Dass die Utopie der ZERO-Kinstler von
einer Verséhnung zwischen Natur und Technik sich nicht einfach als
Wunschdenken vom Tisch wischen lasst, sondern dass sie endlich nach
einer praktikablen Umsetzung verlangt, wird angesichts des weltweiten
Klimawandels immer dringlicher. Das Verhiltnis zwischen Offentlichkeit
und Privatheit hat sich im Zeitalter der technologischen Massenmedien
vollig verschoben. Kiinstlerische Vorschlage fiir einen neuen Umgang
mit dem &ffentlichen Raum, wie sie etwa Dan Graham oder Vito Acconci
mit ihren sehr unterschiedlichen, zwischen Kunst und Architektur
changierenden Arbeiten machen, kénnen dabei helfen, das Konzept
~public space” neu zu denken. Wo Raum und Rdume rigoros allen Arten
von Uberwachungs-, Planungs- und Verwertungsinteressen unterworfen
werden, sind kiinstlerische Freirdume als Gegenentwiirfe unverzichtbar.
So stellen etwa die Skulpturen von Lee Ufan Modelle einer offenen und
unvoreingenommenen Begegnung mit dem Anderen vor. Vor dem
Hintergrund, dass die Omnipriasenz der massenmedialen Asthetik eine
Uberformung unserer Wahrnehmung zu bewirken droht, entwickeln
die Wachsraume eines Wolfgang Laib einen geradezu therapeutischen
Effekt, indem sie den Besucher nachhaltig mit den urspriinglichsten
existenziellen Gegebenheiten wie Geburt und Tod konfrontieren. Diese
Beispiele sollen gentigen. Sie lieBen sich mit anderen Kiinstlernamen
und anhand der Themen Zeit und Existenz miihelos weiterfiihren.

20

VI.

Das Projekt Personal Structures hat eine langere Vorgeschichte. Von
dem niederldndischen Kiinstler Rene Rietmeyer initiiert und von mir
konzeptuell begleitet, trat es 2003 mit dem Buch Personal Structures
- Works and Dialogues™ zum ersten Mal 6ffentlich in Erscheinung. In
jener Publikation wurden 16 Kiinstler aus 11 Landern vorgestellt, die
alle mit mehr oder minder ,minimalen” formalen Mitteln arbeiten. Im
Mittelpunkt stand die Frage, wie personliche, subjektive Anteile sich
auch in ,minimalistischen” Strukturen zeigen kénnen. Der bewusst
widerspriichliche Titel Personal Structures verbindet das Uber- oder
Unpersonliche, wodurch Strukturen definiert sind, mit dem Anteil
an Personlichkeit und Subjektivitdt, der den Kunstwerken, die wir
prasentierten, innewohnt. Ein offensichtlicher Unterschied des
vorliegenden Buchs gegentiber dem ersten Personal Structures-Projekt
zeigt sich bei der Auswahl der beteiligten Kiinstler. Ausgangspunkt war
eine Aussage des 6sterreichischen Kunsthistorikers Johannes Meinhardt,
die ich bereits im ersten Buch zustimmend zitiert hatte. Sie lautet:
»Malerei” - und hier setze ich,zeitgendssische Kunst” allgemein ein -, die
ihre eigene Geschichte nicht vergessen hat und Geschichte nicht nur
als wieder verwertbare Ansammlung [...] versteht, griindet sich auch
heute auf die gro3en Neueinsatze der 60er Jahre"'® Im ersten Buch von
2003 waren nur Kinstler beteiligt, die an die Neueinsatze der 60er-Jahre
ankniipften.In Zusammenhang mit dem zweiten Buch war die Frage nun:
Was ist mit den 60er-Jahre Kiinstlern selbst? Und nicht nur mit ihnen, wie
steht es etwa mit den ZERO-Kiinstlern, die schonin den 50er-Jahren vieles
von dem vorweggenommen haben, was dann spater als Happening,
Land Artusw. bekannt gewordenist,oder mitden Performance-Kiinstlern
der 70er Jahre? Die allermeisten sind ja noch hochst aktiv, haben ihre
Kunst in den vergangenen 40 Jahren weiterentwickelt, ausdifferenziert,
zum Teil in andere Richtungen getrieben, zum Teil revidiert (um nur
zwei Beispiele zu nennen: Die Malerin Jo Baer wechselte Mitte der 70er-
Jahre vom Minimalismus zur Figuration, und der friihere Performance-
und Videokinstler Vito Acconci befasst sich seit den 80er Jahren mit
Architektur). Bei der Uberlegung, wie das Projekt Personal Structures sich
weiterentwickeln konnte, schien es uns logisch und folgerichtig, von
dem riesigen Erfahrungsschatz dieser alteren Kiinstlergenerationen zu
lernen. Wir wollten aus erster Hand erfahren, wie Kinstler, die bereits
Kunstgeschichte geschrieben und die Definition dessen, was als Kunst zu
gelten hat, entscheidend erweitert haben, heute (iber die Basisthemen
Zeit, Raum und Existenz denken. Bei der Auswahl der Kiinstler schien es
uns nicht sinnvoll, brav den kunsthistorischen Trampelpfaden zu folgen,
es ging uns um die einzelnen Personlichkeiten, nicht um Stil-, Gattungs-
oder Gruppenzugehdrigkeiten.

Jedoch sollte dieses Buch auch nicht blo3 durchgesetzte Positionen
prasentieren. Gerade die Kombination mit jungen Kiinstlern schien uns
reizvoll, ebenso mit Wiederentdeckungen wie etwa dem Werk von Erwin
Thorn. Wir wollten eine méglichst gro3e Diversitdt an Personlichkeiten,
Ansichten, Perspektiven zeigen, die sich aus unterschiedlichen kulturellen
und personlichen Hintergriinden, aber auch aus verschiedenen Lebens-
altern ergeben (der jlingste Kiinstler in diesem Buch, Xing Xin, ist zu
diesem Zeitpunkt 28, die dlteste Kiinstlerin, Louise Bourgeois, 97 Jahre alt).

VIL.
Im Anschluss an einen Vortrag, den ich am 17. Dezember 2008 im
Skulpturenpark Koln tiber das Projekt Time - Space - Existence gehalten

habe, fragte mich ein befreundeter Galerist, ob wir fiir unsere
Gesprache mit den beteiligten Kiinstlern einen standardisierten
Fragebogen benutzten und ob es am Ende eine statistische
Auswertung der Antworten gebe. Ich war zundchst sprachlos, weil in
dieser Frage das genaue Gegenteil dessen aufschien, worum es uns
zu tun ist. Der Focus dieses Buchs liegt auf dem Individuellen, dem
Personlichen, der ,Jemeinigkeit” der Lebenserfahrungen und der
damit verbundenen Ansichten Uber Zeit, Raum und Existenz. Vom
Individuellen aber gibt es keine Wissenschaft, wie schon Aristoteles
wusste." Daher sollte dieses Buch keine wissenschaftliche Abhandlung
werden, kein Theoriebuch, kein kunsthistorischer Abriss, kein Beweis
fur irgendwelche Thesen, nichts statistisch Auswertbares. Zeit, Raum
und Existenz haben unmittelbar mit dem Leben zu tun. Daher wollten
wir, dass diese Themen auf lebendige Art diskutiert werden, in einer
Weise, die fiir Aspekte offen ist, flr Interpretation und Theorie ebenso
wie fir Anekdotisches, fir Polemik und Humor, Philosophie und
Lebensweisheit. Was uns vorschwebte, war, kurz gesagt, ein ,Buch
der Begegnungen®. Das Konzept der Begegnung (encounter), das der
Kiinstler Lee Ufan ins Zentrum seiner kiinstlerischen Existenz gestellt
hat'>, schien uns daszentrale Stichwort fur unser Buch zu liefern, weil sich
in der Begegnung Raum, Zeit und Existenz treffen und gewissermafen
bilindeln. Die beiden wichtigsten Medien unseres Projekts, Symposium
und Interview, sind nicht zufallig Medien der Begegnung.

Zeit, Raum und Existenz sind unvermeidlich im Spiel, wenn sich
Menschen begegnen, um miteinander ins Gesprach zu kommen.
Solch eine Begegnung mit einem Kiinstler, einer Kiinstlerin geschieht
an einem bestimmten Ort, zu einer bestimmten Zeit und unter nicht
vollstandig vorhersehbaren und nicht vollstdndig wiederholbaren
Bedingungen. Interview- und Symposiumstexte sowie Fotografien
sind die bleibende Dokumentation dessen, was sich bei einem solchen
Ereignis abspielt. lhr besonderer Wert liegt in der Einmaligkeit jeder
Begegnung. Daher lag uns nichts an einer Vereinheitlichung der
einzelnen Beitrdge. Sie sollten individuell sein, ,gefarbt” durch die
Besonderheiten jedes einzelnen Zusammentreffens; das fangt bereits
mit der hochst unterschiedliche Lange der Texte und Interviews an.
Umfang ist kein Kriterium fiir Wertigkeit. Die kurzen Sétze von Carl
Andre (,short but sweet’, wie er es nannte) als Antworten auf meine
mir ausnahmsweise gewdhrten Interviewfragen haben in diesem Buch
dasselbe Gewicht wie die langen Ausfiihrungen eines Toshikatsu Endo.

VIl

Man kann nicht von Begegnungen als Verdichtung von Zeit,
Raum und Existenz reden, ohne ein Wort (ber die Sprache und
die Sprachen zu verlieren. Wie wir Begriffe bilden, wie wir denken,
wahrnehmen, fiihlen, hat ganz wesentlich mit der Sprache zu tun,
die uns zur Verfligung steht. In diesem Buch sind Menschen aus
unterschiedlichen Sprach- und Kulturkreisen vertreten. Alle Texte
erscheinen hier in Englisch, der Hauptsprache der globalisierten
Welt und auch des Kunstbetriebs. Mehrere Texte erscheinen zudem
in der Originalsprache. Unvermeidlich kommt hier das Problem
der Ubersetzung ins Spiel. Im Grunde ist schon die Ubertragung
eines Gesprichs in geschriebene Sprache ein Ubersetzungsakt.
Selbstverstandlich mussten die Texte redigiert werden, jedoch
stiinde es einem Buch mit dem Titel Personal Structures: Time - Space
Existence schlecht zu Gesicht, wenn es die darin versammelten Texte

auf ein Reden unter,Laborbedingungen” herunterredigiert hatte. Ein
unter dem Stress der Biennale-Er6ffnung gehaltenes Interview wie
das von Teresa Margolles mit Karlyn De Jongh hat notwendigerweise
einen anderen Charakter als ein in aller Ruhe gefiihrtes langes
Gesprach wie etwa das von Gottfried Honegger mit Sarah Gold. Wer
in seiner Muttersprache spricht, driickt sich anders aus als jemand,
der in einer Fremdsprache kommuniziert. All das ist Teil menschlicher
Kommunikation als solcher zu akzeptieren. Es ist zu hoffen, dass
man aus allen Texten, auch durch die Ubersetzungen hindurch, das
Besondere und Einmalige der jeweiligen Begegnungen herausspiirt.

Insbesondere meine Interviews mit Lee Ufan haben mich gelehrt, dass
man Begriffe nicht immer eins zu eins in andere Sprachen libersetzen
kann. Nicht nur die drei Grundthemen dieses Buchs, auch scheinbar
selbstverstandliche Begriffe wie der des Kérpers sind in Europa und
Asien mit jeweils sehr unterschiedlichen Sprach-und Denktraditionen
geladen. Dass das manchmal zu gegenseitigem Missverstehen fiihrt,
ist nicht verwunderlich, aber auch nicht zu bedauern, ist es doch nur
ein weiterer Ansporn den Dialog fortzusetzen.

IX.

Ich habe dieses Buch ein ,Buch der Begegnungen” genannt. Dies
gilt nicht nur fur alle, die an seiner Entstehung beteiligt waren,
es gilt hoffentlich vor allem fiir die Leser, die hier in Texten und
Fotografien zahlreichen Kiinstlern und Kunstwerken begegnen
kénnen. Die vielen Einzeltexte kénnen in beliebiger Reihenfolge
gelesen werden. Es ist zu hoffen, dass sich dabei ein Effekt
einstellt, wie man ihn von Ausstellungen kennt, in denen Werke
aus unterschiedlichen Gegenden und Epochen nebeneinander
prasentiert werden. Neue Nachbarschaften kénnen bislang noch
unbemerkte Eigenschaften eines Werks zum Vorschein bringen.
Dass etwas Vergleichbares beim Lesen dieses Buches geschieht,
dass Neues auch im Bekannten und Vertrautes im Unbekannten
aufblitzt und sich viele rote Faden unerwarteter Korrespondenzen
entdeckenlassen, ist die Hoffnung, mit derich meinen Teil der Arbeit
an diesem Buch abschlie3e. Allen, die dazu beigetragen haben es
zu realisieren, insbesondere Rene Rietmeyer als dem ,Motor” dieses
Projekts, gilt mein tief empfundener Dank.
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“...still alive”.

Thoughts on experiencing Presence in Non-Objective Art

My talk will be about time in contemporary art. But | will not deal with
time as an artistic theme or address the issue of the portrayal of time.
Neither will | talk about the time of the production of art or how an
artist experiences time. My topic is formulated in a stricter sense and
focuses on the experience of time in the perception of non-objective
art. 1 will only speak from the perspective of the person who views art
and his or her experience of time in the aesthetics of viewing. | will
speak about presence and contemporaneousness.

Itis in keeping with a good academic tradition to first define the con-
cepts you wish to speak about. | will not be doing this for compel-
ling reasons. Time is the main concept of my talk, and this is precisely
where the difficulties already begin. For at least 2,500 years now, the
nature of time has been a theme of philosophic contemplation. But
the results achieved in finding widely accepted definitions during
this long period of research and probing have been sobering: To sum
it all up, the answer is “Time is not definable.”" This is how succinctly
the philosopher Michael Theunissen expresses it in his book Negative
Theologie der Zeit [Negative Theology of Timel. The reason we do not
dispose over any definition of time is not due to a lack of philosophical
thought. Not even the natural sciences find themselves in a position
to define time. They simply presume it to be a fundamental concept,
which is the same thing they do with space. Philosophy can at least
teach us why time may not be defined. As soon as we begin to think
about time, the time we need to think about it comes into play. Time
is not an object we can grasp, but rather the medium of our experi-
ence, in which everything we experience, do, and think takes place. As
Michael Theunissen puts it: “(...) the experience of time is caught up
by the time of the experience, which is to say: the time the experience,
always a process, takes. Because in this respect time acts behind our
backs, we are never wholly able to make an object of it, never quite
able to place it before us. It remains indefinable for this reason.”

Time is thus something we do not grasp objectively, but only experi-
ence. We know time not by concepts, but from practical life. In to-
day’s post-industrial, media and service society, this largely happens
in our stating, as it goes, we “have no time”, that we lack time. All
too often we experience time in the form of its lacking: we feel time
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constraints and are put under pressure by business appointments

and deadlines. One of the most surprising consequences is the so-
called leisure stress. No wonder that books advising us on “time
management” are very popular. The anthropological background
for our lack of time is well known to us and yet for the most part we
go to great lengths to suppress it: It has to do with the knowledge
of our own limited lifespan. Humans are mortal beings. We do not
have enough time for the simple reason that some day we will die.
The fact of death imbues our sense of time with the necessary exis-
tential seriousness. Michael Theunissen says that we are inescapably
subjected to the rule of time and suffer from this fact. To be liberated
from time—and this for Theunissen means happiness—may only be
perceived in what he terms as “tarrying awhile or lingering”: Linger-
ing is not going with the flow of time, tearing yourself away from
it. The most important paradigm for it is aesthetic contemplation.?
If aesthetic contemplation indeed comprises a moment of existen-
tial happiness, then this should be reason enough to ask what the
experience of time is all about that we encounter in our aesthetic
contemplation of non-objective contemporary art.

This is why | will first speak of the element of time in art and the dif-
ference between the effects of meaning and the effects of presence.
Secondly, | will remind everyone that those first generations of the
non-objective avant-garde, let’s say from Mondrian to Ad Reinhardt,
mostly tried to evade time by attributing timelessly valid mean-
ings to their works—unsuccessfully, in my opinion. Thirdly, | will talk
about the experience of time in painting following after Minimalism,
which had sought to liberate itself from all metaphysical meanings.
Fourthly, | will attempt to interpret a work of concept art, namely sev-
eral telegrams by On Kawara, though not under the usual premises of
the effects of meaning, but rather the effects of presence. | do this in
the hope of ultimately gaining something towards the understand-
ing of the importance of non-objective art today.

1. From the very second a work of fine art is completed, it conveys
something of the time of its origin. Strictly speaking then, each
encounter with a work of art is already a view of the past. This fact
seems trivial. But it is precisely this phenomenon that makes an
academic discipline such as art history possible and meaningful in
the first place. The iconology of Erwin Panofsky is still one of the

leading methods that defines art history. It is concerned precisely
with determining the “intrinsic meaning or content” of a work of
art by perceiving it as a document of its time and conditions, and
placing it within a history of cultural symptoms.*

By understanding works of art largely as the symptoms of notions
typical for an artist, an art landscape, an epoch, a class conscious-
ness, a view of the world, etc. we are achieving a vast amount for
regaining a historical context that had been losing its contours in
the past. Art works of the past open themselves up to us through
the historical reconstruction and interpretation of their levels of
sense and meaning (and if you think about it, each work of art we
encounter is art of the past). But on the other hand, this methodic
approach continually passes over the moment, which stands, or
should stand, at the center of all our dealings with a work of art:
the aesthetic experience of its physical presence now.

The interpretation of art—and not only professional interpretation,
but precisely also the intuitive understanding by the interested art
lover—focuses for the most part entirely on the level of meaning of
a work of art. Already in the first semester of art history we learn that
we should only examine works of art by their historical context and
that we should not trust our own senses. Artists, for the most part,
have a diametrically opposite understanding. Many of them react
skeptically or very badly to attempts at interpretation because they
fear that wanting to understand will damage the direct sensual per-
ception of the works. Anyone dealing with painters who work with
monochrome colors, for example, knows their dilemma of being con-
stantly faced with questions as to what their works mean. Or people
tell them they cannot understand their paintings. That the demand
is not for understanding, but for viewing, that the concern is for the
sensual presence of the work, for an aesthetic experience of the work
of art in its material presence, is something we are unable to under-
stand if we are primarily concerned with establishing a meaning.
Therefore, what is continuously expected or even demanded, are ex-
planations of the artist’s intention, which is to say: more or less elabo-
rate theories. We live in a culture of meaning. Meaning is conveyed
by all types of media. What this amounts to may be witnessed in any
large exhibition where visitors, instead of allowing the presence of
the works of say, a Francis Bacon or a Caravaggio to exert their visual
effects on them, instead hold their audio-guides close to their ears in
order to get the significance of the works as quickly as possible.

To reiterate here: In following the literature scholar Hans Ulrich
Gumbrecht, we may differentiate between the effects of meaning
and the effects of the presence of a work of art. Effects of meaning
are all effects that make interpretation and understanding neces-
sary. Effects of presence are effects that originate solely from the
material presence of the work of art. They address the senses alone.
Works of art always inevitably produce both types of effects. They
may not be played off against each other.

2. My hypothesis is therefore that non-objective art is in an excel-
lent position for producing effects of presence, and thus make pos-
sible an aesthetic experience of an intensive presence. The reason for
this is that by dispensing with a portrayal of the outside world in its
changeability and randomness, it (non-objective art) is in a position

to make a theme of the material facts of the work itself, such as color,
form, material, light, etc. With Gumbrecht, the concept of presence
is initially understood as being mainly spatial: “What is present to
us [...] is in front of us, in reach of and tangible for our bodies” But
the corporeal presence may only be felt in a special experience of
time: at this very moment, in the present, highlighted in the flow of
time. Non-objective art can be a contemporary art in the most literal
sense of the word, because it focuses on the present with its material,
non-depictive appearance. We might designate this as the utopia of
non-objective art: to stop the flow of interpretations and processes
of understanding and—if only for a few moments—make possible
the experience of a pure and intense present.

At this point | must remind you briefly that the historical avant-
gardes of non-objective art mostly strove to evade time by fix-
ing the meaning of their work, i.e. defining it through the use of
general concepts. Within the European as well as the American
avant-garde art there are numerous concepts of timelessness. This
means: Art was based on universals, invariant structures of nature
or of the human intellect or mathematical laws. In other words:
they were supposed to be unchanging on principle and thus,
timelessly valid. | will cite only three extremely different examples
here: Piet Mondrian, Barnett Newman, and Ad Reinhardt.

For Mondrian, art was to be the visible expression of the univer-
sal in its unchangeableness, i.e. timelessness: “This unchangeable
thing we attempt to create as purely as possible. (...) the portrayal
of the unchangeable relationship : the relationship of two straight
lines standing at a right angle to each other”® “If the universal is
the most essential, it must be the primal reason of all life and all
art’, he wrote in De Stijl in 1917, continuing: “The more definite
(conscious) this being at one with the universal is felt, the more
the subjective, the individual, is abrogated.”

In his articles, Barnett Newman repeatedly referred to presence and
to his interest in the experience of time. “The concern with space
bores me. | insist on my experience of sensations in time—not the
sense of time but the physical sensation of time!”® But instead of
relying solely on the presence of effects in his colors and forms, he
repeatedly loaded them down with metaphysical meaning in his arti-
cles, especially with the concept of “the sublime”, which he describes
with concepts such as “world mystery” or “metaphysical secrets”?

Ad Reinhardt is a special case because particularly with respect
to his most recent pictures, he denies any sort of attribution of
meaning to works of art. Reinhardt, too, speaks of universality and
transcendence, of “style-less universal painting”. His “black paint-
ings” are only mere repetitions of the same ideal: “a pure, abstract,
non-objective, timeless, spaceless, changeless, relationless, disin-
terested painting, (...), ideal, transcendent, aware of no thing but
art'° The absolute negativity of the picture recalls the negative
theology of the mystics, God's existence without any attributes. In
this respect, Reinhardt relies on the effect of sense of his pictures
in as far as he refuses them any positive attribution of sense—but
in doing so he does not escape attributing sense, because this ne-
gation is precisely what constitutes their significance.
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All of this and further attempts to bring the interpretation of pic-
tures to an end by attributing timeless meanings is doomed to fail.
The reason for this was clearly stated almost 200 years ago by the
philosopher and theologian Friedrich Schleiermacher: “Those de-
siring to exclude what is individual completely overlook that fact
that what they establish as objective knowledge always relies pre-
cisely on the particular understanding of their special language.""
Mondrian’s universal, Newman'’s sublime, and Reinhardt’s negativ-
ity comprise these particular concepts and notions, which we do
not automatically grasp from our own horizon of understanding.
They must be accessed through interpretation. The studies on
what Mondrian anyway meant with his concept of the universal,
whether he was influenced by his Protestantism, his occupation
with theosophy, etc., fill entire bookshelves. Similar applies to
Newman'’s notion of the sublime and Reinhardt’s negativity.

3. Minimal art was the heroic attempt to end once and for all the no-
tion of a work of art as a sign for metaphysical meaning and allow it to
revel in its pure self-identity. The fact that this claim may not be met
without contradiction is not a topic | shall enter into here. | will not
speak now of Minimal Art, but | would like to point out that works of
art, which have passed through the experience of Minimalism afford
a good departure point for making presence possible. For example,
this applies to the Radical Painting of someone like Glinter Umberg.
Unlike Ad Reinhardt’s Black Paintings bordering on the immaterial,
Umberg’s black pictures are entirely material objects, i.e. painted
color, multi-layered pigments on a picture carrier. An object in space,
which the viewer confronts, searching for a viewpoint. An alterative
Other, a counterpart not at our disposal. Not at our disposal because
it is vulnerable, since the pigment surface cannot withstand even the
slightest touch. This is how an almost personal relationship to the
picture comes about: “Paintings as objects, as bodies in the world,
are extensions of the human condition”.? Pictures as bodies desiring
touch and refusing it at the same time, bodies without a message,
without meaning—an ideal situation for experiencing presence: “My
relationship to color is determined by its physical presence"® Actual-
ly I mention Giinter Umberg merely for the reason that he is the only
artist | know of who has ever referred to the pain of saying farewell
in connection with viewing a picture, the “sense of pain upon depar-
ture” from the picture.’ This pain at departing says a lot about the
time structure of presence. For we may not keep up presence for any
length of time. The picture, when it approaches us, when it “presents
itself” has the quality of a phenomenon that opens itself for timeless
moments, but then withdraws again in terms of its presence. The pain
of departure means that we must leave the direct physical presence
of the picture at some point and experience that even the strongest
memory of it can never replace the direct contemplation. According
to Aristotle, the time of presence in aesthetic experience is “separate’,
something Gumbrecht refers to as “fragmented”. It is the experience
of the moment—but of a moment, which in a way remains timeless.

The measure of time, namely, plays no role in the experience of
presence. It is even an age-old topos of the aesthetics of presence
that a moment of eternity may flash in an intensively-experienced
moment. And yet, we must still allot a picture the time it needs
to reveal itself and open up. In museums, objects with a viewing
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period averaging more than 20 seconds are considered to have a
great “holding power”. If you look at the two pictures by Thomas
Pihl outside in the exhibition for 20 seconds, you will have scarcely
seen them yet. It takes a much longer time of contemplation until
the pictures approach us, until they reveal themselves as pictures,
until they reach us. But if you allow it to happen, they present en-
tirely astonishing viewing experiences. Upon longer contempla-
tion, namely, it emerges that these pictures are not at all as uniform
and monochrome as they first appear to be. Rather they consist of
numerous stacked layers of poured acrylic paint shining through.
After taking a certain time for the eye to get used to them, the layers
that lie deeper below very slowly emerge, the color becoming more
complex and ambiguous. If you stand close enough to the paint-
ings, their surfaces begin to blur into an incomprehensible color
phenomenon, one in which our gaze loses any kind of hold. It is
an astonishing experience when suddenly the eye perceives a tiny
irregularity, a spot of color or an air bubble. Instantaneously the pic-
ture reveals again its tangible material surface, which now suddenly
proves to be much richer in detail than had been initially detected.

4. | would now like to try to take a look at a work by On Kawara
under the premises of the experience of presence. This is not the
way we customarily look at his work. Kawara is normally reckoned
among the concept artists and this is considered to be an art di-
rected towards the effects of sense par excellence. According to
Joseph Kosuth, art works anyway do not do anything else but pro-
duce meaning. Nevertheless, | believe it is legitimate to view On
Kawara’s 19 telegrams shown here in the exhibition as material ob-
jects. For whatever their underlying concept or idea is, it may any-
way only be experienced by the viewer through its material imple-
mentation. We are dealing here with 19 telegrams from the series
I AM STILL ALIVE, which Kawara had written to Klaus Honnef in the
1970s. My thanks go to Klaus Honnef at this point for loaning them
to us for this exhibition. The message of these telegrams does not
exhaust itself in the semantics of their text, which simply reads:
“I am still alive. On Kawara.” But the semantics are dependent on
what is referred to in media theory as the “materiality of commu-
nication”'® Regardless of whether a sentence has been written by
hand on paper, or if it has been printed, chiseled in stone, or lights
up written in neon, it definitely makes a difference for the meaning
of the text. In the case of | AM STILL ALIVE we are dealing with tele-
grams. The telegram is a medium of urgency. You send telegrams
if you have to say something important quickly and urgently. And
you do this tersely and precisely, because they are expensive, their
price being based upon the number of words. Thus, a telegram is
in a hurry to get to its recipient. It also means that it outdates very
quickly. Kawara’s telegrams are overly saturated with time that has
passed. Not only the postmark and the address of the recipient,
which is no longer valid, attest to the time, which has passed since
then. Also the yellowed paper that was never meant anyway to be
kept for any length of time. Likewise the typewriter print—today
we use computer print-outs. The postal institution, the German
Federal Postal Service, is something of the past since having been
privatized in 1994. And anyway the telegram is an outdated medi-
um in an age of e-mail and cell phone. In many countries as a result

there is no longer any possibility to send a telegram. As material
objects Kawara’s telegrams are saturated with signs of time past.
But they still bear a message in the first person singular present
tense: “l am still alive”. As the material trace of past moments they
store these. The telegrams bear in addition the name of the artist,
though of course, not as a handwritten signature, only the name.'®
Thus, they are bound to the person of On Kawara and yet separable
from him because it always remains uncertain whether the name s
the actual author of the sentence or whether the sentence is mere
quotation or indirect speech. These telegrams will not stop saying
that | am still alive. They will not even stop doing this when On
Kawara is indeed no longer alive. Carl Andre once defined Minimal-
ism as “attempting the greatest efficiency with the least means.""’
In this respect Kawara'’s telegrams are extremely minimalist. In the
poverty of their aesthetic appearance and the simple repetition of
their terse message, life and death, past and future collide into mo-
ments, which perforate the sluggish surface of the flow of time like
pin-pricks. In experiencing presence, the boundaries between sub-
ject and object become blurred—what the telegrams say becomes
identical for a moment with what the viewer experiences.

5. Here in this exhibition we are showing works by renowned,
mature artists alongside works by younger artists, who besides
Thomas Pihl, include Nelleke Beltjens, Yuko Sakurai, Andras G4l,
Rene Rietmeyer and Miriam Prantl. What is the reason anyway that
artists are still creating pictures and sculptures with a simple lan-
guage of stylistic means, works which do not portray anything,
do not represent anything, do not narrate, symbolize nothing, and
bear no message? Moreover these are works about which we have
long stopped believing they reveal to us the universal nature of
the world or metaphysical reality. What is the reason that so many
people still find it so important to deal with such non-objective
works nearly 100 years after the beginning of abstract art, and 40
years after Minimalism? Based on what | have already said, | would
like to attempt to provide a short answer here.

As Hans Ulrich Gumbrecht notes, we live in a culture of meaning, not
in a culture of presence. We constantly produce effects of meaning
and multiply them with the mass media. This applies not only to the
humanities but also to a large degree to our wholly normal every-
day lives. There is no event, no claim by any politician, and certainly
none by a soccer coach or pop star, which is not interpreted and laid
out, commented, and discussed in a hundred ways. We pile sense
upon sense, even if this may not be differentiated from non-sense.
And in this, our experience of presence is getting drastically lost. Of
course in this symposium we also wish to discuss and produce ef-
fects of sense. This is necessary and important. But, precisely as art
historians or art critics, we must continuously bear in mind that art
works may never completely be explained by theory or meaning.
The sensual, material makeup of the work in its presence is not the
cinders, slag, and ashes, the undigested remains of theory. It rather
serves to make aesthetic experience possible at all, the experience
of an intensified moment, the thing others refer to as the “happiness
of lingering” (Theunissen) or the “joy of presence” (Jean-Luc Nancy).
In my opinion this is the reason why we need such pictures. Put in

the words of the Frankfurt aesthetics professor Martin Seel: “In the
perception of the incomprehensible peculiarity of something which
is a sensually given, we gain a view of our lives in the present that
is otherwise not at our disposal. The attention to what is appear-
ing is thus at the same time attention we pay to ourselves”’® To an
even greater extent this applies to the appearance of a work of art:
It makes the experience of an intensified feeling of self possible, a
fleeting moment of breaking free of the reign of time, allowing us to
experience the intensive moments that we are still alive...
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RENE RIETMEYER

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 15 June 2007

Rene Rietmeyer (* 1957, Netherlands) creates Boxes with which he expresses
himself and his awareness of time in relation to his surroundings.

Depicting self-experienced and non self-experienced time

We humans perceive time only as a result of memory. If we had no
conscious memory, we would not be aware of time at all, we
would only see the Now. The result of having memory and the
creation of our way of measuring time causes our perception of
time to appear as a line. Mathematicians, physicists, philosophers
and others have made statements about space being finite and
time being infinite, but to me it seems as if Time and Space them-
selves, as well as Existence, are all infinite.

I am an artist, not a philosopher, and unfortunately my lifetime is
simply too short to focus on both directions equally good. So |
decided to concentrate on expressing my thoughts, myself, in
objects and not in writing. Therefore | will not explain here my philo-
sophical thoughts about time, but rather explain how time is
expressed in my works. | express not only the time | have experi-
enced, but also time | have not witnessed myself. My installations do
not just represent me, they are part of me. My works are often classi-
fied as minimal- or non-representational art, but they are not.
Although | admit that for communicational reasons | have used the
word non-representational myself, | am of the opinion that each
work of art represents something, even more than just itself.

My works have become the way they are because of many influ-
ences from the past. Knowledge and experiences have formed my
intellect, and my work is also influenced by my personal and emo-
tional condition at the moment of their actual execution. Some art-
ists claim that their work is purely intellectual, and others claim they
are purely emotional artists. Both influences, emotional and intel-
lectual, are indeed present in my work and me. The separation
between the emotional and intellectual is another discussion, but
these tendencies exert both a great influence on me and my work.
They are strongly related to the time and space | exist in.

Expressing the present and the past
The closest my objects come to something called ‘expressing the
present’is when | execute the actual manual handling of the physi-
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cally present construction of the object. At the actual moment of

execution, my emotional constitution adjusts the decisions | had
made earlier on. Variations in color, the amount of and the way in
which | apply material on the carrier, are for example influenced by
my emotional condition during the object’s execution. These emo-
tional influences are mainly momentary. Of great influence are, for
example, my surroundings and my personal constitution, whether
I am hungry or if | just had sex and am tired but satisfied. Many of
the decisions about how my objects turn out are made long before
the actual execution. The decision about how a series of Boxes will
look like is a conscious choice of my means of expression. Certain
colors, materials, textures, shapes and compositions express for
me certain thoughts and emotions. By connecting them to the
subject, | am able to express my intellectual and emotional rela-
tionship to the subject. Knowledge about material, color, size, sur-
face-structure, composition and space. Knowledge about the
thoughts of other artists | communicate with, but also the know-
ledge about thoughts and works of artists who are already dead.
Knowledge about us, mankind, about the world and the space and
time we live in. The thoughts standing at the origin of the intellec-
tual decision about how to construct my work come from some-
where. That origin is to be found in the time that has passed.

Roman Opalka, who sits here next to me, is older than me. He
lived before | ever started my life and before Roman, there were
other humans. As a human, | am capable of creating an awareness
about ‘Time which has passed; but in order to create that aware-
ness, | need knowledge and there just isn't enough lifetime to col-
lect all the knowledge | would wish to collect.

How little do | know about the time before the earth existed, about
the origin of the earth and the beginning of life. | know a little more
about the era when dinosaurs inhabited the world and for me it is
not hard to imagine that once dinosaurs probably walked where |
am now standing at this very moment. At that time humans did not
exist. We, Homo sapiens, came much later, perhaps about 200.000
years ago, and it looks like it took us roughly another 150.000 years
before we developed the first cultural aspects. This would mean that,
Homo sapiens existed probably 150,000 years without cultural
things. From this period we have not found evidence of anything,




having to do with music or art. All those cultural acts must have only
started an approximately mere 50,000 years ago.

It was communication which mainly helped us to develop. Writ-
ing seems to be the most crucial of all human skills. The, up to
now, oldest discovered writing only dates from 5,500 years ago.
Communication seems to be the key to so many things. But
although we humans have become capable of managing very
complex communications, in order to reach as many humans pos-
sible it remains wise to use a language, words and sentence con-
structions, which have a fair chance of being understood.

We communicate not only through spoken language and writ-
ing, music and gestures, but also through our paintings and
objects. Humans express their thoughts in the paintings and
objects they make. These thoughts and the knowledge expressed
create an awareness about us as human beings, and the way in
which we are able to communicate. But without written state-
ments by the artist, or without having spoken to the artist in per-
son, we will never know what the creator really meant with the
works he or she created, and even then, transporting thoughts
and emotions honestly and sincerely, remains difficult.

During the last few thousand years many paintings and objects have
been created, but it seems to be just the last 150 years where artists
have been looking for other goals for their creations than just mak-
ing religion-related works or representing visually experienced or
imaginary scenery. Around 100 years ago, an abstract language in
art appeared with people like Kandinsky, Malevich, or later with
Mondrian and Barnett Newman. It was Frank Stella who created
more or less by coincidence a framework, which made his painting
look like an object. The nature of what painting was indeed changed.
Painting no longer had to merely depict an image or simulate a win-
dow. A painting now became an object in itself, a physical entity in a
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room. Surrounding all the creations, abstract thoughts had devel-
oped. Donald Judd for example, tried to depersonalize his objects.
Although he failed in this attempt, his thoughts and all the know-
ledge | gained from such people who lived before my personal, con-
sciously experienced time, have helped me in creating my own
thoughts about all the formal elements | use to make my works.

Time and my work

I was born in 1957 in the Netherlands. Many events have taken place
since then, but it took several years for my brain to reach the level of
development where | was able to realize that those events actually
happened. It took time and effort to consciously become more
aware of myself and my surroundings. That awareness of consciously
experiencing my own existence will hopefully continue to grow.

To live my life within art, contemporary art, was an intellectual
decision I made in 1993 while living in Greece. Listening, reading,
observing, discussing, as a human being, | have learned and con-
tinue to learn from others. It is a combination of adopting know-
ledge and adding my own thoughts to it.

In 1996, | lived for a while in Vallauris, in the South of France. With the
little money | earned from selling my work, | went to Paris, to the
Centre Pompidou, to look at Roman Opalka’s work. At that time three
works by Roman Opalka were being shown there. | sat in front of his
works, while Polish numbers came out of the speakers. He tried to
explain Time to me and | tried to understand. Ten years later, in 2006,
again in France, | stood with Roman in his Octagon, discussing Time
and now, on 15 June 2007, we are both speaking here in Amsterdam,
aware that soon | might witness that Roman will not be able to con-
tinue painting infinity, because some day he will die.

Robert Rauschenberg told me that when he was younger, he
believed that there was not enough world for him to discover and
now, conscious of the fact that he would soon die, he said; “l am
running out of time” It is this awareness, of how short my own
expected Life-Time actually will be, that made me decide to cre-
ate the best possible balance between a professional life that is as
challenging as possible, experiencing as much as possible in this
world, and enjoying a sexual life that is as interesting as possible.
Time itself does not stop. We just cease to exist.

Time in my work is expressed in the choice of color, in the choice of
shape, size, surface, composition and even in the choice of the mate-
rials. These choices are always made in relation to the subject | have
chosen for that particular series. These choices are made emotionally
as well as intellectually. In order to express the emotions | wish to
express, and in order to communicate with the spectator, | have to
have at least some knowledge of abstract language. Take color, for
example: the thoughts about color came from people such as
Goethe, Itten and even Wittgenstein. Their knowledge helped make
it possible to use color for communication more consiously. So when
| choose a color, the choice is always a combination of my momen-
tary emotional condition and of the knowledge | gained about
human thoughts made in the past. But not only color, also other ele-
ments such as shape, texture and material can be used to communi-
cate and it is all these things | can make use of. This is not only
because of the knowledge about how these elements have been
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used in the past, but also because of the knowledge about how most
humans respond to these elements. With my consciously taken
choices, | express myself and my awareness about human history
and the history before humans, my awareness about Time.

In 2001, | lived for some months in an area of Germany called Saar-
land, which is a coalmining region close to the French border. |
always claimed that you could see the coalmines in the genes of the
people living there. It was such a dark feeling. For the Boxes | made
there, | wasn't able to choose any material other than heavy steel,
but as a person very much alive and living in that surrounding,
unwilling to be sucked into that society, | gave it a powerful pres-
ence. On one side | painted red oil paint, human life.

Here in the next hall, | am also showing Boxes with the title “USA,
New Orleans, May 2002". While driving by car from Miami to Los
Angeles, | stopped off in New Orleans, experiencing the city, and |
remember being disappointed. So later, back in my studio, | chose
black and then | chose a shape like a coffin. Now, years of time have
passed and meanwhile, disaster has struck New Orleans. The know-
ledge of what happened in the time after | created my objects has
changed the meaning of them. While creating an object, only
thoughts and knowledge of the past can go into it, but after the
object has been made, through the passage of time, the meaning of
an object changes. As time passes, new thoughts are created, we
add our newly acquired knowledge to the objects we observe.

Just a month ago | created an installation of Boxes called “Life". For
these Boxes | choose the color red because it is human and has a
strong presence. | chose the size, compact; and | chose the mate-
rial, ceramic, because ceramic lasts a long time, longer than wood.
Within all their formal elements, with all their subjectivity, these
ceramic Boxes represent all my thoughts, me as a total entity.
These Boxes, “Life”, are proof of my existence. They capture my

awareness of the time | could not witness myself as well as my
personally experienced Life-Time. And, after | myself have died,
each “Life” Box will continue to exist and communicate.

Questions from the audience
Valerie Laxton: How satisfied are you with your paintings?

Rene Rietmeyer: My work is always the maximum result of what |
am capable of at that specific moment in time and space. Some-
times I'm very tired and | just cannot create anything better, or
sometimes my arm hurts so much that | am unable to work like |
would want to, or maybe | had to work in a very small studio and
could not create larger works. Whatever the circumstances and
the limitations are, | always try to attain the maximum result.
Therefore | always have reason to be satisfied with the outcome.

VL: So you never feel that you have to commit suicide because...

RR: No, and that is a nice feeling. | look at my work and | can see the
situation, the time and the location where they were made. | remem-
ber that | went to Japan and as usual | was totally broke. The paint
became very thin, the canvas had a very cheap quality and the wood
and | got thinner as well. That was my first Japan Time' Later, in Ger-
many, | had some money and could order 107 steel Boxes to be
made and put thick oil paint on them, but | also remember having
worked for weeks in a cold garage in the Netherlands, where it was
just 3° Celsius (38°F). | had to put my oil paint on a little heater so that
| at least could get the paint out of the tube. And then there were
times when | worked in August, in my Miami studio and | was trying
to not let too much of my sweat drip into the oil paint because it
mixes so badly. My objects become what they become. Always. Each
Box | make is a honest result of me, my existence at that moment in
time and space, an object from that specific time in my life.
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KLAUS HONNEF

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 15 June 2007

Klaus Honnef (* 1939 in Tilsit) is an art critic an curator. In 1970 he wrote
the very first book on Concept Art. Lives in Bonn, Germany.

Time—A Challenge for the Visual Arts

The much-feared Viennese theater critic and writer Alfred Polgar
once noted that when he looked at his watch after two hours of a
piece about as eventful as a journey across the Argentine plains, he
was shocked to realize only five minutes had passed. Albeit, the bit-
ing remark casts significant light upon a phenomenon more diffi-
cult to grasp than a swarm of bees, and all those who dare to tackle
it might just end up with comparable results. By differentiating
between at least two different levels of time, the one passing objec-
tively, and the one subjectively-felt, the witty author made clear
first of all that there is no such thing as absolute time, and secondly,
this insight notwithstanding, he opened a Pandora’s box of all the
endeavors for tailoring time to fit the human imagination by using
plausible systems. Even the simple question of what we may under-
stand by objective time culminates in a dilemma people have been
trying to tackle with the most varying models until now, without
ever being able to achieve anything approaching objectivity,
defined as the “objective” meaning of the concept. Any answer is,
namely, always based on premises that, according to the philoso-
pher Karl R. Popper, may not be verified in the final analysis, i.e.
checked for their ultimate claim to truth. At most they may be falsi-
fied, and must therefore be discarded as untenable.

In this respect what is considered to be an objective passage of time,
following in the globally-connected world a mathematical, linear
scale gained from astronomic observations, is in no way more objec-
tive than the opinion according to which time passes in a constant
cycle of the eternal return of what is always the same, or at least sim-
ilar. The model of a linear and measurable progression of time is fed
from a host of observations. In his deductions concerning the phe-
nomenon of time, however, empirical facts get mixed in with a num-
ber of a priori premises, such as the unprovable assumption that
mathematical principles guarantee objective findings, among other
things. The whole matter becomes even more complicated by the
fact that even empiricism is only one of a number of possible
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approaches to reality, or more precisely, to what is located outside

the subjective environment of every person, i.e. his external world.
Long before the clock began to rule sovereign in the European Mid-
dle Ages, symbolizing the linear progression of time, the Chinese
had their own instrument of measurement. They relinquished it,
however, because it was not in keeping with their notions of time. In
the linear and cyclical models of time, both notions of time are mir-
rored, which as a rule, characterize complex cultures, whereby the
cyclical is much older than the linear model, and more common, too.

The feeling that time is a phenomenon that progresses in a certain
direction is probably one of the consequences of the arduous pro-
cess, where at the end mankind learned to walk in an upright posi-
tion and then became aware of his or her own mortality. In west-
ern cultures of Antiquity, death affirmed the path of life, so to
speak. This notion lives on in the monotheistic religions, Judaism,
Christianity and Islam, yet in contrast to the polytheists, they hold
in store more comfort beyond death than Hades, that desolate
shadow realm of high Greek culture. In medieval European
thought, the eschatological perspective was heightened even
more. Death all but supplied the beat for the progression of time.
This is manifest in the many poignant sculptures of the body of
Christ dying on the Cross, which on the other hand promise the
redemption of man through the death of the Son of God and his
physical resurrection after death. In other words: a life in absolute
timelessness. The short phase of life proffered the tempting possi-
bility of gaining chances for a joyous existence in a timeless para-
dise, if man only behaved in a certain way, a paradise mankind had
once been driven out of for its sins. From the standpoint of the
secular Modern movement, the chronological imperative has been
expressed ultimately as a radical belief in progress in this world,
thanks to which things inescapably and constantly develop for the
better. Consequently, in their wake death has taken on features of
something random, so that its occurrence seems more and more
like an act of sabotage in a logically planned world. Simply sup-
pressing it is the inadequate, though understandable, answer.

Although mankind began very early on to document the varying
relationships to the fleeting phenomenon of time, also in pic-
tures, this only happened rather indirectly. Pictures, in as much as
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they do not shine out as metaphors in the literary disciplines,
belong to the material facets of what is real, they are part of the
world of things. And their creators have no other choice than to
illustrate in the visual form of things the supernatural, the divine,
and the spiritual. It is not by chance that we apostrophize what
picture works deal with, even as objects. Nevertheless, there
often emerges in the visual exploration and portrayal of the
respective objects a moment of the fourth, temporal dimension.
It is sometimes weaker, sometimes stronger in the pictures, but it
is on principle closed to the picture works themselves due to its
specific nature—except as a reflection of the passage of time
happening in them as such. Up to the late modern times, before
the beginning of the Modern movements, it was even customary
that literally in and on the surface of paintings the most varied
time periods found their places beside each other, so that earlier
and later events were realized in the same time frame. To cite only
a random example, there is the way Baroque master Caspar de
Crayer (1584-1669) places the Pietd, the grieving Mother of God
with the corpse of her son lying in her lap, immediately next to
the wealthy Brussels citizens Henric van Dondelberghe and his
wife as donors of the work of art. The gap in time only strikes an
eye schooled in the modern mode of perception. To portray the
life and passion of Christ from station to station in small cassettes
within a topographically secluded context was a common prac-
tice of medieval wall painting, by the way. The picture language
of comics maintains only a superficial, formal reference to this
mode of portrayal today. The murder ballads in medieval folk art
and modern film served as the models for this.

Also, in the late-medieval portrayals of the changing seasons, such
as we find in the famous Book of Hours of the Duke of Berry by the
Limbourg Brothers, a moment of the progression of time is revealed,
albeit only subliminally. It may well be that it is physically experi-
enced in the act of the book's user turning the pages. Most likely he
will have given no thought to this, however, since time was not yet a
problematic factor of his cosmos. Yet at the beginning of the mod-
ern times in panel painting, Pieter Breughel the Elder and a whole
army of painters occupied themselves with the theme of the sea-
sons. However, the rediscovery of Antiquity in the art of the Renais-
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sance proved to be the more important impulse. By the artists

adapting and renewing antique narrative patterns, they decisively
enlivened what had been, for the most part, a static picture surface
prior to this. In comparison with the rigid picture world of the Mid-
dle Ages, the pictures and sculptures literally burst with movement
in a view of the world more oriented to life before death, and it is a
truism that movement takes place in time. Time is, so to speak, the
non-visible desideratum of movement. A polemic art criticism later
branded the achievement of picture representation and narration
as elements of a machinery of illusion. In doing so, starting in the
second half of the 19 century its proponents helped the cause of
the artistic avant-garde against the superior strength of what had in
the meantime become a hardened and too academic tradition,
thereby attributing to the avant-garde a higher content of truth—
whatever that is in art. Nonetheless, in the repertory of narrative
painting a certain duration is bound to develop, within which the
narrated material takes place, regardless of whether the dimension
of time (as time) was relegated to the periphery of artistic interest.
The painters and sculptors always commit the kinetic realization of
what is portrayed to the imagination of the viewers of their pictures.

In such works of art, expressly focusing on the birth and passing in
the human and material world, the situation is considerably differ-
ent. Granted, they too force the capacity of the viewers' imagination
in a special way. But the demands put upon them not only comprise
the visual level of the events shown, the iconic signs, but rather
some of the objects portrayed indicate a meaning beyond what they
factually appear to be in the pictures. They are symbolic signs refer-
ring to a repertory of knowledge. In the Still Lifes by Willem Kalf and
his contemporaries in 17" century Netherlandish painting, the deci-
phering of the symbols still seems to be relatively simple, when for
example, the wonderfully painted fruit is accompanied by one bear-
ing signs of decay. Like the famous bad apple that spoils the whole
bunch, this fruit, too, infests the rest of the pieces and imbues the
entire atmosphere of the painting and its demonstratively shown
splendor with the admonishing undertone of transience, with a
‘memento mori’ In addition, certain animals and plants also stand
for the passage of time. Flies above all. On the one hand, Christian
iconography attributes to them features such as sinfulness, death,
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and destruction, but on the other hand the insect, due to its short
lifespan, embodies the transience and limits of human life.

And thus, unabated until the beginning of the Modern, it is death
that sets the measure for the orientation to the temporal in the
visual arts. As opposed to this, the civil techniques and forms for
meeting life’s challenges, originating in the cities with their inhabit-
ants, the craftsman, merchants, and bankers and expressed in mea-
suring, scaling, and a maximum of efficiency in the use of disposable
time do not play a significant role in the visual arts. At best the fact
that the pictures gradually detached themselves from their one-
time ritual ties, emancipated and established themselves as works
of an art tending towards autonomy, attests to the growing social
influence of the bourgeoisie. The rise of genres such as portraits,
landscapes, and still lifes and the decline of history painting marked
the best side of social and cultural development.

Anyway, the particular world view of the bourgeoisie, which had
established itself in the western hemisphere in the mid-19t century as
the leading social power, rather made a way for itself through exter-
nal, formal, methodical and technical innovations in the world of pic-
tures than through its thematic reformation. Nevertheless they threat-
ened the notion of the world that was literally adopted in the art of
the past five centuries. In the window view of a painting determined
by central perspective, which subordinated and made everything cal-
culable that was visible from a specific viewing angle, it had found its
valid form. The seemingly external innovations undermined, shook
up, and demolished this picture, leaving only pieces as remains. It is
an aspect of time, which reveals itself to be one of several causes:
speed. The quicker movement uses the disposable quantum of time
more effectively than the slowness of the pre-Modern. Time becomes
objectified. The Industrial Revolution brings a fast acceleration of life,
its consequences deeply affecting all aspects of the universe both for
the individual person and society in general, changing everything
completely. All of a sudden, time is the prevalent theme. “Time is
money’, so the saying goes, as “Benjamin Franklin formulated it, and
according to Max Weber the epitome of the capitalist spirit.” (Wolf-
gang Reinhard, Lebensformen Europas, Munich 2004, p. 582).

Human perception changes at the same pace as the changing con-
ditions. The “distracted view” (Walter Benjamin) begins its rule, and
art, the most prominent branch of the picture world, reacts with
increasingly vehement and ever quicker successive attacks on the
traditional structures of pictures. The distracted view is also the
accelerated view. Sometimes it has been negatively assessed by
culture critics. “My contention, on the contrary,” art historian Jona-
than Crary states emphatically, “is that modern distraction was not
a disruption of stable or ‘natural’ kinds of sustained, value-laden
perception (...) but was an effect and in many cases a constituent
element of the many attempts to produce attentiveness in human
subjects. If distraction emerges as a problem (...) it is inseparable
from the parallel construction of an attentive observer in various
domains!” [Jonathan Crary, Suspensions of Perception. Attention,
Spectacle, and Modern Culture, MIT Press, Cambridge 1999, p. 491.
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The attacks on the traditional structure of pictures come in explosive
bursts and at ever-shorter intervals. They find their expressions in the
infamous -isms’ of the artistic avant-garde. Because of their impact
the modern plastic picture has shattered into thousands of individ-
ual, heterogeneous parts. Modern Art may be defined as the ongoing
attempt to put individual parts back together again, each time in a
new way. And at the opposite end of the spectrum, especially in the
European variations of abstract art, there is a contrary, idealistic
design that dissolves the contradictions in a loftier aesthetic unity,
and releases them from any notion of time. Things become indepen-
dent—in art and elsewhere. The form, which once gave objects its
artistic shape, becomes a decisive key to the picture relationship and
sometimes even to the autonomous category, to its actual content.
The assemblage replaces perspective as a symbolic structure, the
technique replaces craftsmanship, and the tension-filled, dynamic
interplay of the fragments replaces the ordered overall view.

Thanks to a new technique the figures on the cinema screen have
gained the ability to actually move before the eyes of the viewer. The
time it takes to complete a movement is now also the object of the
portrayal. It no longer unfolds merely in the viewer’s imagination; it
may be directly experienced and measured. Time and movement are
suddenly becoming illustrative standards as reference points within
an apparently objective framework. In reality, however, only the pic-
tures move and create a grandiose machinery of illusion. A perfo-
rated film that races through a projector so quickly as to combine the
individual phases of a movement to form a continuous progression,
overcomes the natural sluggishness of the eyes. Granted, it did take a
long while for the film, which had won out over traditional painting
in matters of illusionism, to be attributed any artistic quality.

The distracted view, which is not the same as a fleeting view, cor-
responds to the flickering pictures of the film and the rhythm of
the scene-settings and sequences. It is an attentive view, always
vigilant and flexible, directed from the outside and at once exter-
nalized—a view which reacts to the increasing demands with
respect to real life and the social changes, but which is also easily
diverted. Like the pictures in a film the view jumps from object to
object, from event to event, sometimes lingering for a longer or
shorter period of time, sometimes concentrated, sometimes inci-
dental. To capture this view is the goal of a surging world of pic-
tures, increasingly industrially produced, that vies for our atten-
tion, inevitably unleashing ‘media competition’ with the traditional
craft of the visual arts. The distracted view is one with temporality
written into it, and contrary to the contemplative view, it has a
processual character. Impressionist painting, the pictures of
Manet, Pissarro, Monet, and Cézanne answer to the changes in the
“regime of perception” (Jonathan Crary) required by the exterior
conditions that liquefy, so to speak, the phenomena on the screen.
It takes an active perception in order to be able to recognize the
objects portrayed in the frenzy of color spots. It requires a percep-
tion involving physical effort to expose the physiologic core of
seeing. At the same time the form of the portrayal relying on spots
of color and complementary contrasts puts the objects out of the
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psychic reach of the viewer, making the symbolic grasping more
difficult, and incorporating into the perception a subjectively
detectible factor of time. Whether the painters already made use
of the most recent knowledge of the flourishing science of percep-
tual physiology, as some scientists believe, or achieved the
changes in visual structures of portrayals intuitively or by way of
experiment in the interplay of ‘trial and error; as others believe,
does not play a role in this context. Of more importance for the
development of art is rather that color attained an individual value
with the Impressionist manner of painting.

To the extent the trend in the traditional visual arts was heading
for a ‘realism’ of concrete things—actually a nominalist ten-
dency—and a denial of the ‘as if’ of appearance, their share in con-
ceptual content was increased. As a result the viewer’s power of
imagination won renewed interest and significance. ‘Art in your
head’ was an apt motto at the height of this development. In this
connection the dimension of time played a major role. In order to
track the laws of movement, at least to subject its continuous pro-
gression in time to the demands of visualization, Eadweard Muy-
bridge and Etienne-Jules Marey, in the second half of the 19t cen-
tury and independently of each other, created experimental pho-
tographic set-ups, which made this possible. In their pictures
movement became materialized as an element in the realm of the
visible. The respective stages in the gallop of a horse, in a person’s
walk, in the flight of a bird or in the trajectory of a bullet added up

]
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to a temporally marked succession of pictures. The thing about it
was that time became spatial in the portrayal. More than Marey,
Muybridge extended the formal program of the pictures to include
the scheme of the series, so to speak, breaking out of their tradi-
tional and customary frame. He introduced models into the world
of pictures that had been used for analysis in the natural sciences
as well as served in the professional sectors of the Industrial Age
to make work more efficient and productive than before.

On the other hand, the division of a continuing process of move-
ment into equal intervals has a hint of illustrative awkwardness
about it. In comparison to the pictures in Baroque painting that
were so loaded with mobility, the visual picture series seemed to be
dry and didactic, as if the dynamic energy had been completely
driven out of movement. Even the efforts made by painters of the
Futurist Movement, in trying to do justice in their paintings and
sculptures to the general acceleration of existence, makes an
impression of a shaky construction. It is no coincidence that Marcel
Duchamp ended his career as painter after finishing his famous
Nude descending a Staircase, declaring painting to be a purely ‘reti-
nal art; which stood in striking disproportion to the aesthetic claims
of a modern industrial civilization. In doing so, he opened the door
to a largely Conceptual art, whose visual phenomena are limited to
the most significant hints in the form of signs, words, sentences,
drawings, and photographs and whose structures are only grasped
through more or less complicated operations of thought. It is no
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coincidence that a fundamentally non-visual phenomenon such as
time has become a preferred motif for Concept art.

The opposite path was taken by abstract art and its geometric vari-
ant of constructivism. Distilled from the viewing of pictures empha-
sizing structure, such as those of Fauvism (color) and Cubism (form),
which still primarily referred to the visual interpretation of the
experience of nature, they aimed at portraying the elementary laws
of the universe beyond empirical perception. Either they were look-
ing to convey experiences of the mystical void with a formal appa-
ratus reduced to an extreme, such as Kazimir Malevich and his fol-
lowers in Suprematism or, more politically, sought to explore the
elements for creating the ‘new man’and a‘new world; such as Alex-
ander Rodchenko and the protagonists of Revolutionary Art. Or
else they were artists like Piet Mondrian and Wassily Kandinsky
who, albeit with different results, tried to achieve the absolute in
art as well as the dissolution of all contradictions in this life in the
sphere of aesthetic utopia. In the name of a new artistic “nominal-
ism’, painters such as Frank Stella were to object to their designs
with claims that they remained within the boundaries of portrayal
and in the final analysis only extended 19% century artistic illusion-
ism in a different form. Frequently, the pioneers of abstraction, by
claiming to use a quasi-scientific approach, drew their concepts
from rather obscure sources, as Beat Wyss has determined.

Be that as it may—in the light of an increasingly disillusioned
world at once stoned on the commercially-oriented and industri-
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ally produced narcotics of illusion, it was space and its aesthetic
assimilation, and not so much time, that continued to be the key
issues of painting, sculpture, and drawing, which had emanci-
pated itself as an independent medium in the meantime. Whereas
photography, film, and the electronic techniques, due to their
conditions and their ‘noema’ (Roland Barthes), as well as their
nature, were a priori more receptive to the influences of a radically
changed notion of time and in addition, more suitable for making
the respective means available. Although Einstein’s theory of rela-
tivity, which mowed down all traditional relationships of space
and time, has blocked (up to now) any plausible aesthetic pres-
ence other than a mathematical one and only reveals its stunning
beauty, according to widespread conviction, in the gripping
power of the mathematical formula, the evenly progressing linear
model of time is gradually losing its sovereign meaning both in
our everyday world and in the world of art. The more comfortable
the social conditions, the stronger mankind’s desire is to stop time
from passing and extend it to an indefinite eternity. The craze to
stay young and the thriving of the cosmetics industry and cos-
metic surgery are a few of the major symptoms. Time has become
an important element in the psychic budget of human subjects.
And this, by the way, in the reverse form of the quote by Alfred
Polgar cited at the beginning: When | looked at my watch after five
minutes, | had to realize in dismay that years had already passed,
and this is probably a widespread experience by now.

The arts have long since taken up the complex structure of the
individual as well as the collective experience of time in the OECD-
societies, i.e. in the western hemisphere, reflecting it in various
shapes and structures. The commercial narrative cinema film no
longer follows almost exclusively the ‘and-then-and-then’ narrative
pattern scheme of unfolding the story. Flashbacks, jumps to the
future, the exchange of time levels through a change of the levels
in the plot—the life reality versus the cosmos of the stars as well as
slowing down and speeding up are part of what is in the meantime
its most natural formal means. With Conceptual art the visual arts
have conquered a terrain, if at the price of a plastic vividness, which
they could only grasp in metaphors and symbols. The prismatic
space conception of the Cubism of, say Picasso or Braque, had
placed the visual identification of each picture at the viewer’s tem-
poral discretion and his or her ability to (re-)construct. And accord-
ing to Daniel-Henry Kahnweiler (in his phenomenal monograph on
Juan Gris), it transformed the picture vocabulary into a kind of writ-
ing. Concept Art tied into this via many interim phases.

Out of mere numbers and a mathematic trick—the sum of the
digits—Hanne Darboven construed a mighty cyclical system of
time. The mathematical mechanism ensures the cyclical character
and destroys the pressure for continuity ad libitum. Each day of
each year, be it B.C. or a day in the distant future, is listed in her
elaborate operations of numbers. The result is a time for all the
world, containing all of life and all of death. On Kawara unfolds

time as well. In practically unending series he not only fixes the
progression of each day of his life, but also constantly extends the
subjective perspective by integrating impulses from the outside
world into his diversified work. His artistic documentation gathers
so-called date pictures, paintings on which the date of their com-
pletion is recorded in white numbers and digits on various mono-
chrome-colored grounds. Series of telegrams such as I got up with
the time noted or | am still alive, which he sends to selected repre-
sentatives of the art business in telegram or postcard form, the
headlines from newspapers of a respective country or city, in
which he happens to be, or the recording of the steps and paths
he takes every day. The result is the archives of an existence appar-
ently exclusively dedicated to the archiving of his own life data.
And even in Lawrence Weiner’s sentence-sculptures the theme of
time plays an essential role. His artistic ‘handle’is the grammar of a
language. As one of many examples, | mention here the work
SLOWLY RAISED WATER, which he did in 1970 for his first large out-
door exhibition | organized and produced in the little town of
Monschau in the Eifel region. German grammar has no conjuga-
tion for the future in the past tense: “Slowly raised water” melts
nevertheless on the level of the sensefully-combined words past,
present, and future. Granted, water may slowly rise, it might have
also slowly risen, but the adverb ‘slowly’ indicates a continual pro-
cess and its position at the beginning of the work shows that here
the present and the future are addressed in the mirror of the past.
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MICHEL BAUDSON

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 15 June 2007

Michel Baudson is Honorary Director of the Royal Academy of Fine Arts
of Brussels (Belgium), School of Fine Arts / a.i.c.a. /lcom.

The exhibition Art & Time (Art and Time — A Look into the Fourth
Dimension) held at the Palais des Beaux Arts, Brussels in November
1984 was later shown in Geneva (at the Rath Museum), Humle-
baeck (Louisiana Museum), Mannheim (Kunsthalle), Vienna (Mu-
seum of the Twentieth Century), London (The Barbican Centre)
and at Villeurbanne / Lyon (The New Museum).

The idea of an exhibition with this concept came as the result of
my interest at the beginning of the 1970s in video art, which led
me to curate the Artists’ Videotapes Exhibition at the Palais des
Beaux-Arts in Brussels in February 1975, and later on in June of
the same year to organise an exhibition of the work Double Mirror
with Double Time Delay by Dan Graham. | was then putin charge of
a course Audio Visual Theory at the National Visual Arts College at
Cambre, Brussels. In 1976 | met Roman Opalka at a time when he
was exhibiting at the Palais des Beaux Arts.

The conjunction of these several meetings, exhibition commissions
and the theoretical and practical questions raised on the course set
the idea in motion of this exhibition, which was subsequently put to
and accepted by IBM Europe. Their support permitted me to bring
the project into being and organise it for international presentation.

| wanted to show that the distinction, largely accepted as such
at the time, between space art and other artistic disciplines such
as music, dance, theatre cinema etc. had become obsolete. Suc-
cessive discoveries in photography, the cinema and the theory of
relativity, at the same time as scientific, philosophical and artistic
thought developed from the end of the nineteenth century to the
beginning of the twentieth, brought about a critical, analytical
and theoretical break with the past after which time and space
dimensions could no longer be differentiated without taking into
account their connections and their globality, notions which were
prominent right throughout the twentieth century.

The following extracts from the introduction to the book, pub-
lished on the occasion of the exhibition, give an impression of the
ideas being pursued at this time.
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«As a result of Einstein’s theory of relativity, the fourth dimension
has definitely come to mean a temporal dimension included with-
in the dimension of space.

The notion of space-time is now a commonplace in both the sciences
and philosophy.

René Thom, the mathematician and founder of catastrophe the-
ory, recently noted that, “The only true true scientific concepts
are those connected with the geometry of space-time]' and the
philosopher Henri Bergson pointed out on several occasions that
‘spatialized time is in reality a fourth dimension of space."

Now that the notion of space-time has become such a natural el-
ement in the relationship between perception and thought, is it
not something of an anachronism for the art lover to go in us-
ing theories such as those put forward by Lessing in his Laocoon
(1766) to make a distinction between the arts of time and the arts
of space ? There is something incongruous here, something that
goes against the grain of contemporary thought.

Is it not time to consider not only modern and contemporary art
but also the history of art in terms of a multi-dimensional critique
or aesthetic in which space-time becomes a a continuum rather
than a dislocated referent?

Such is the ambition of this exhibition on Art and Time: Looking
at the Fourth Dimension: to consider time as a dimension which is
both integral and essential to our perception and understanding
of the visual arts, of the so-called arts of space.

In a sense, this takes to a question the art historian E.H. Gombrich raised
twenty years ago: “Whilst the problem of space and its representation
to an almost exaggerated degree, the corresponding problem of time
and the representation of movement has been strangely neglected.”

(...)

It becomes apparent that time is essential to any understanding of
contemporary art and that it offers a wealth of possible ways to re-
new our perception of other works of art. The idea of a multidimen-
sional aesthetic suggested two objectives. The first was to organize

an exhibition in which contemporary works of art conveying a spe-
cific notion of temporality could be both shown together and along-
side certain statements from the late nineteenth century and the
early twentieth century. Our second, related objective was to publish
a collection of studies which would develop and refine the various
notions of temporality that come to mind when we begin to want to
look at the fourth dimension, to include it in visual space rather than
to excluding or banishing it from our field of perception. »

The book takes on a threefold approach, scientific, philosophical and
artistic. (The French, Dutch and German versions and a catalogue
version in English giving only limited choice of text were sold out
on publication). From the various texts two sections emerge. The
first part deals with the temporality of knowledge and the temporal-
ity of scientific research on the one hand and philosophical time or
that of poetical time on the other. The second section emerging is
the temporality of art in works of art. Some particularly striking ex-
amples in the history of art are presented in the book, not as part of
a new museum of the imagination but as propositions from space /
time based on our cultural references, similar to the articulations of
the late nineteenth century or the multi-dimensional expansion of
works in contemporary art. llya Prigogine, granted the Nobel Prize for
Physics, the philosophers Paul Virilio, Umberto Eco and Jean-Francois
Lyotard, the writer Michel Butor, have all contributed, amongst other
individuals of international renown, to this theme.

The notion of irreversibility which pervades the book is based on the
spatial concepts explored at the first exhibition in Brussels, propos-
ing to visitors a number of thematic approaches and directions to
be taken on their visit by the interplay of correlated themes, con-
frontations and reversals suggested by the suspension of the works
displayed. The exhibits were placed in perspective alongside each
other in the form of cloisters of panels emphasizing the seamless
passing from one theme to another and also in the theme of The
course of man by Muybridge, repeated along the frieze. The inten-
tion here, which was to link visitors to the connections between the
various parts of the exhibition and draw their attention to its multi-
dimensionality, was evident in each of the successive presentations
according to the specific nature of the individual exhibits.

The works of more than one hundred artists lent rhythm and
movement to the exhibition. From painting to photography, from
sculpture to environments or installations, from experimental
cinema to video art and conceptual propositions, the various re-
searches marking the movement from artistic thought at the end
of the nineteenth century to the eighties, were all included.

Some examples we can give representing amongst others the
space / time relationship are: Rouen Cathedral by Monet, Sad
Young Man in Train by Duchamp, the futuristic works of Balla and
Boccioni or the research by Kupka and Delaunay and also Man
Walking by Rodin, opposite a Danseuse by Degas, or the Flight
of Goeland by Marey and studies of movement by Malevich. The
fourth dimension concept was examined in works by Malevich,
El Lissitsky, Van Doesburg, and in research integrating the cine-
matograph techniques of Eggeling, Richter and Moholy-Nagy. The
walking theme was articulated at various points, with examples

from Rodin, Muybridge, Boccioni, Archipenko, Giacometti to Stan-
ley Brown, Fulton, Long, Shigeko Kubota and Foxtrot by Warhol.
In contrast, the theme of ‘Time at a stop’ was developed, with ex-
hibits such as the bronze Zip, the Here | by Newman, Minute by
Broodthaers and sculptures by Segal. With surrealist time by Dali,
Magritte and Man Ray, to archaeological time by Poirier or Charles
Simmonds, to cosmographic time by Luca Patella and Nancy Holt,
to the narration by Boltanski and Le Gac or the theme of gesture as
sculptural as pictorial representation by Pollock, Van Anderlecht,
Mathieu, Henri Michaux, Andre Lambotte, Camesi.

But the exhibition also brought to light those artists whose works
had impressed me at the time | initiated the project. Let me men-
tion for instance Time Delays by Dan Graham, the videos of Nam
June Paik, who set up an installation specially for the exhibition,
Details by Opalka, Clock one and five by Kosuth, Date Paintings by
On Kawara or One Century by Hanne Darboven, and to this list |
should add Questions of Simultaneity or the Times Zones video by
Ira Scheider and also Themes on Accident and Waiting by Dennis
Oppenheim in his Prediction pavilion.

Projections of video themes were also a mark of the exhibition.
Complementing these were two documentaries, one on the his-
tory of art produced by BRT (Tijdsbeelden) and the other primarily
a scientific work produced by RTB (The History of Time), which were
shown on Belgian television and in the exhibition halls.

This exhibition was the first of its size to raise the question of the
integrality of time in the spacial arts, plastic and visual. Twenty five
years later art is seen as a single space / time whole, accepted as
an everyday experience and as a notion so normal that the ques-
tion of integrality no longer arises. The onset of the internet and
the web, communication in real time and virtual exchanges have
made the difference well and truly obsolete between time art and
space art. An exhibition thought out identically today would ap-
pear an anachronism. Which convinces me long after the event of
the relevance of its message which has now become part of the
history of art, and of science and philosophical thought.

The logogram by Christian Dotremont Time is an active partner illus-
trated early on in the book remains today as relevant as ever.

1 René Thom, Parabola and Catastrophes. A Discourse on Mathematics, Science and
Philosophy, Paris. Flammarion. 1983 p. 122

2 Henri Bergson, Duration and Simultaneity. On the Theories of Einstein (1922) in
Melanges, Paris PUF 1982 p. 112.

3 E.H. Gombrich, Moments and Movements in Modern Art. In: Journal of the War-
burg and Courtauld Institutes, vol 27 1964 p. 293.
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ROMAN OPALKA

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 15 June 2007

Roman Opalka (* 1931 in Abbeville, France). In 1965, Opalka began a
conceptual work, painting the numbers from one to infinity.

(At the beginning you hear a recording of numbers read out in Polish for
several minutes)

Roman Opalka: | will simply tell you what this is all about: about time,
about numbers. Most of you are aware that | am realizing a program
with which | document time. The pictures | paint are my Details. | call
them that because the pictures are parts of one work, one concept.
There is only one date, the beginning: 1965, at some point, of course,
there will be an end, but there will be no other dates. It is about the
time we find ourselves in. | cannot know when | will die. | know that |
will die, but the moment when it happens is so infinite because no one
will know that he has died. This is something | have meditated upon in
my work, that perhaps it is a chance for people who will never receive
this news that they are no longer there. In this sense we are eternal.

The numbers in Polish are more logical than in German or French.
I would still like to say something about the concept of time: Time can-
not be measured. That is the one difficulty most people have with my
work, even when compared with other works that refer to dates, such as
those of Hanne Darboven or On Kawara. To give you an example: Back
then | was waiting for my wife in Warsaw, and she was two hours late.
What happens in the interim time, this relativity of how long an hour or
two hours can last, cannot be measured. This is an entirely phenomenal
emotion as opposed to time. Normally it works like this: If | fly to Paris
tomorrow, of course, | have to look at my watch. But what happens in
my head during the flight, that is time. And my work features precisely
this. It is like taking a walk. There is nothing to see in particular, no prob-
lems, you just have time for time. So you could say, | am the one person
on this earth who has more time than other people, that is for sure. This
is not a boutade, as they say in French, no joke. It is unfortunate thatlam
unable to tell you all of this in French, but | will try it in German, since
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the translation would otherwise be so complicated that we would loose
one another. My work was interpreted at the beginning as if | were a
prisoner, an inmate in my work program. This also had something to do
with the socialistic society | was living in at the time, of course. There
was also this certain nyet, as they say in Russian, to the system. But it is
also what any person would like to do. | say | am not a prisoner, | have
more time, and | am freer than other people. When | go to my studio, |
have no questions concerning how | am to do my picture. Most people
have this problem, even other artists who also make time manifest.
Even they have to select something. | have chosen my life as the time
period, as the emotion facing what would be time. This is the work of
someone freer than any man in history has ever been before. He reflects
upon his existence and thus, it is also an echo of philosophy, for exam-
ple, Heidegger, the ‘existence’is in my work. | have often asked myself, if
I met Heidegger, would he be able to understand this? This is extremely
complicated, the philosophers, the scientists, they do not understand
the phenomena, the cosa mentale, as Leonardo da Vinci called it. Most
philosophers, probably poets as well, would probably not understand
it, because it is such nonsense as maybe nothing ever before in history.
But this nonsense has a meaning. Like a dimension de non-sens, to put it
in French. This is a story that is very difficult to convey. But it is slowly
emerging. My work has been going on for 42 years now, and slowly,
slowly people are beginning to understand it.

Rene Rietmeyer: Roman told me that when he began this work, he
thought: “Each time | make a new picture, | will add one percent more
white to the background so that this background will become increas-
ingly light. And estimating an average age of 75 years, then | will proba-
bly die and at 75 my numbers will be white on white.”

RO: Most people think it is just numbers, but what's the sense? It is a
painterly concept. It is part of the world of painters like Robert Ryman,
of artists trying to create a painting that can still be proud in the face
of history. And this white would be a so-called ‘well-earned’ white,

because | had to earn it. It was referred to as ‘monochromy; and natu-

rally, monochromy is a wonderful thing for Yves Klein or Manzoni, for
example. But here we are dealing with something entirely different.
This has more to do with Malevich. His work is the white square on a
white ground, but in my case, when | painted the first number—which
is not a number, basically, the 1 is everything, a unit—the square
already existed. And then comes life, and to that then comes the work.
Malevich was unable to paint any further, this was the end stop.

Question from the audience: | would like to know the reason for and
meaning of the constant repetition of the same thing, all these numbers
we see and what you are talking about.

RO: 1 am sorry, but you have misunderstood my work because there is
not a second, which is repeated here. When you get up in the morn-
ing, you only seem to repeat yourself, but the body, the marks of your
existence are not the same. And in my work, this may be very logi-
cally determined. It is what is called in French a unité en extension, not
a repetition. If you live on, do you repeat yourself? With my work it is
something like a river, but the river has only one direction. The voice
you heard in the recording goes in all directions. That is this mixage,
the mix we always have going on in our heads. If you go for a walk,
you go in one direction, but your head goes all directions. And that is
why there is certainly no repetition, no monotony. It only looks like
there is. It might sound pretentious now, but such emotions have
never been there before in art history. Because | paint my existence,
just like Heidegger. So, no one else has ever accomplished this. May |
say something about repetition? Basically, every artist repeats him-
self. Only that is not so clear. You cannot simply produce things here
and there, back and forth. All great artists, if | may reckon myself to be
among them, repeat themselves. It just doesn't happen at all that art-
ists always produce something new. It isn't possible and it doesn't
happen. And this is also a certain criticism of this back and forth. | was
already recognized as an artist before the time when | began my pro-

gram. Without this past, without this experience, | would not have
given myself the credit of realizing such a program, such a crazy work
for my entire life. | had to know what | was doing. It is about art his-
tory as such, if | may be so pretentious as to think this.

Klaus Honnef: This model stands in opposition to our notion of time. |
quoted the main catchphrase: “Time is money” That means time is
needed in order to do something allegedly efficient with it. What you do,
Mr. Opalka, is in reality something very luxurious, a wasting of time,
since nothing meaningful and practical is produced. You can neither fly
to the moon with your pictures nor can you wash your hands with them
or eat them. It does not lack sense, but it is without purpose. It violates a
purpose-oriented utilization of time.

RO: The sense of my program is in its nonsense. That is its definition, if
you will. This is also part of the socialist system | lived in. In Poland
there were galleries, good galleries, but “time is money” was not part
of it. And that was my chance. | was freer, strangely enough, than
people such as On Kawara or other artists, say Bob Ryman, certainly
good artists. The phenomenon of the strangeness of this concept
comes from these experiences. That was also, of course, a catastrophe
for the system. Like | said, | was already known as an artist, who had
received many prizes in Bradford, in Tokyo, fairly well-known. And
they said, the party comrades: “Get a load of this guy, now he stops
getting prizes and starts to count numbers, that is scandalous.” And
this is how it was presented on television, as a criticism, as ideological
impertinence. Because this nonsense was so pronounced. Here in the
free world, which nowadays also applies to Poland, it would not be so
strong, but at that time, such a crazy concept was a provocation.

Peter Lodermeyer: You mentioned freedom. This morning | also talked
about freedom, specifically about freedom from time. | quoted the phi-
losopher Michael Theunissen who said, we feel happy when we are able
to detach ourselves from the rule of time, under which we in reality only
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suffer, even if only for moments at a time. Of course, we may not escape
time, but there are the intensively experienced moments, for example
during aesthetic contemplation, and thus, | could imagine, also in the
production of art. Moments, in which time is experienced so intensively
that paradoxically these moments become timeless. From Kierkegaard
we get the idea, for example, that the moment contains eternity.

RO: Yes, Kierkegaard has contributed a lot to my thought. It has often
been said that there was an obsession in this concept, | might be
able to accept that, but here, the concern is for painting, particularly
for painting. Painting in order to be able to portray time. All the
machines we know of, the clocks, tell the time, but | show time, and
that is something entirely different. This is the painterly solution to
the question concerning what a visualization of time might be. In
this sense numbers accomplish best what we up to this day may
show of time in the sense of progression, in the sense of dynamics, in
the sense of the unity and the expansion of time.

RR: A year ago | had a discussion with Roman in Saint-Etienne. We had a
difference of opinions. Roman said he wants to continue painting these
numbers until he is no longer able to stand proud and upright before a
new picture and paint any further. For me, it was always impressive to
see photos of Matisse, how he lay there and drew on the wall with a long
stick. I hope that one day | will be able to experience that Roman Opalka,
old and bent, but with unbroken dignity, continues to paint his numbers.

RO: | have nothing against that. | can continue to paint as long as my
strength holds up and I can still stand. Of course, | do not wish to sit or
lie down, but this pride that manifests itself in this work | call verticalité
du peintre, this is something | wish to keep. Perhaps then | will only
paint one number per day. This work simply contains all aspects of
existence. Also the psychogram aspects, the nervousness, the differ-
ences between morning and evening, etc. Back then in Warsaw | hardly
traveled, but these days | have to travel a lot and only have a little time
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to paint time. Back then, however, you could see the difference
between eight in the morning and twelve at night. | was able to work
so much because it was not so attractive to leave my studio. My picture
had a certain magic. | had to profit from it somehow, otherwise it
would not have been possible to realize such a program over such a
long period. This always sounds strange, but maybe it is very impor-
tant to say that my work is always virtually complete. It is no problem,
not to finish a picture. Excuse me, this is not aggressiveness, but On
Kawara says: “If | do not finish a picture a day, then destroy it” | have
always completed the work. Like my life, it is always complete. There is
always enough there to die, here again Heidegger’s ‘Sein zum Tode,
Being-toward-death’ Maybe you could say | am pretentious or crazy,
but | know what | am talking about: | am always there, like in a mirror.
This is my work, that is my body, it is almost Christian. It is part of it,
even though | am an agnostic, but that is in our culture, in our tradi-
tion, la cosa mentale. In the work the concern, as | mentioned, is for the
completion of existence. This is a very special situation inherent to its
construction. The work is always sufficiently there. You could say, in the
beginning, when | painted the first number, the one, the l'unité, every-
thing was there already. Of course, this was only in the sense of a con-
cept. In order for it to be a work | had to make this sacrifice, otherwise it
would only have had a logical basis, but would not be a work. For
example, if | had died after two or three years. | still have to mention, in
the beginning, after the first picture, | had a heart problem. | was in the
hospital for a month, because it was unbelievable even for me, to
understand that | would carry out such crazy work. The body revolted.
After a month | returned and took a look at my picture on the easel—
the pictures always stand on an easel, which is a certain homage to
painting as such—and then | continued.

In 1965 | painted my first picture. It is a feature of my work that it not
only unfolds as a program, but also as thoughts about the program.
This runs parallel. When | paint, | do not reflect upon my numbers.

When you are at the computer, always jumping back and forth, and if

then something doesn’t work, you start again anew... With me every-
thing always works! Even if | make a mistake, it is correct because it is
part of existence. Maybe | was thinking about something else and
made a mistake. Of course, | react to the mistake. Like a person, who
sets out to achieve a certain goal and then realizes: “Oh, that is the
wrong direction.” Then he retraces his steps, but this path that was
wrong, is still there. And that is how it is with the numbers: When a mis-
take occurs, a wrong number—no problem! | am a free person. It’s like
awalk. Only each step | take includes all other steps. It is very important
to understand this. If you take a walk, somewhere at the seaside or lake,
the water comes and all the footsteps are erased. In my case there is
this obsession that all the steps are there, each individual step.

RR: Your concept has remained the same since 1965, but have your
thoughts about it, about what time is, changed over the past 42 years?

RO: And how! It simply developed like the work. | understand it bet-
ter, though even today | don't really understand it. Like life. Do you
understand what that is, life? How can you understand a thing as
stupid as our existence? Maybe that sounds too brutal, but this exis-
tence makes no sense, it is nonsense. And this nonsense is my work.

PL: Once | tried to describe your work to a painter-friend, who is about
your age. He was not acquainted with it, though he found it fascinating.
But there was one thing he could not understand. This painter has a lot
to do with color. For him, color is life and he said, how can Roman Opalka
do without color? Doesn’t he sometimes miss the green, red and blue?

RO: Strangely enough, your friend is right, since | began with a black
picture, and the next was a gray one. And the third was red, it is in
Germany today. | was naive back then. Your friend is also naive in that
sense. Basically all colors are contained in the gray, that is something
that is known. We are dealing here with a painterly concept that
extends to white. And if | may be permitted to say, extending to the

German “Weif3/sheit’, the wisdom of white, something which could
not have happened with color. Wei/sheit, this has a wonderful ambi-
guity in German. Cest la sagesse, you could say. And this has been
fully calculated. As | only came to understand later, the thing about
the red didn't make any sense. But you cannot just set up a perfect
work that will apply your entire life, it doesn’t work like that.

Question from the audience: What did your works look like when you
were 20 or 30 years old?

RO: A while ago | mentioned the Christian aspect. | began my con-
cept when | was 33 years old. You can’t determine work like this
before you understand enough about it and have experience with it,
also in art. To this | must add that we in Poland were totally free
towards art. Sometimes people did not seem to know this in the
west. Stalin died in 1953, things were still bad until 1955/56, but then
there was total freedom for art. But total freedom without commerce,
that is very important. | think such work, would not have been possi-
ble in young years. And by the way, also not if | had had children. | did
not want children. My wife at the time was also an artist, and we
decided not to have children. That was already a certain sacrifice to
art. An obsession for art. We were crazy. | was already known as an
artist. | did a retrospective show in various museums where all of the
early works of significance were included from the time when | was a
student in the first year at the art academy. These were very simple,
figurative works, and | must tell you very pretentiously, | was a so-
called talent, | could do anything. And that was my chance. Before the
concept, before this story about the Café Bristol, | had already tried to
paint something along the lines of an hourglass. | asked myself how
time could be painted. At the moment when | was waiting for my
wife, the idea occurred to me that each dot could be a number. For
these Chronomes, that's what | called these pictures, there is no direc-
tion. Time has a direction, however.
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JO BAER

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 16 June 2007

Jo Baer, * 1929 in Seattle, USA. Jo Baer was one of the pioneers of Mini-
mal Art in the 1960’s, committed to painting as a radical art form. In the
mid-70’s she switched to a style she called ‘radical figuration: Since 1984,
she has been living and working in Amsterdam, the Netherlands.

The following text is reprinted from The Pursuit of Painting, the cata-
logue to a group show of the same name at the Irish Museum of Modern
Art, 1997. The text was expanded for the catalogue Jo Baer: Paintings
1960-1998, Stedelijk Museum Amsterdam, 1999, pp. 26-27, as reprinted
below. Jo Baer made additions and corrections to these texts for her
symposium presentation, Personal Structures: TIME.

When | was working as a minimalist painter in the 60's and 70’s |
used the diptych form as an iterative device, which is to say that
saying something twice or more can reinforce what is meant (or for
the viewer, practice makes perfect). Chasing ‘essences, | became
interested in the differences between the singular, the doubled and
the many, whereupon | came to realize that single paintings objec-
tified the unique, doubled identical ones spoke of entity, and three
or more under or within one rubric implied sets, series, and contin-
uums ad-infinitum. These concepts served me well as simple
thumb-rules for muck of that body of work.

| should stress that the above passage refers particularly to my
Minimalist, ABSTRACT art, and—as is rather infamously known, “I
am no longer an abstract artist.” So | would like to interpolate here
a few remarks and revisions of the above, in consideration of the
parameters of this symposium.

As the expression goes, in time all things can change. In deference
to this forum’s requisites and although a single painting still enun-
ciates the unique, in today’s-speak, an ‘entity’ might also designate
EXISTENCE. (I have changed horses here). And in a further volte-
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face, today’s triptych may now address SPACE (since each part of a

series can be expanded into very large pieces or else be divided
into an infinity of miniscule parts that could, as well, be made very
large). Accordingly, the serial —when bounded by a subject or
statement of function or purpose—is a spatial term.

Which, for the nonce, allows the diptych to express TIME.

Today, thirty years later, | once again find the diptych form effica-
cious, but now use it to embody relational propositions rather
than assigning it to redouble entity and its specifics. Augmenting
this shift, current diptychs have also become asymmetrical in size,
configuration, and matter. Three recent large works produced in
this new, up-dated approach investigate three particular but
related courses: coupled panels now delineate examples of con-
junction, alternation and the conditional.

Conjunction is a mode of composition which joins elements to make a
fuller, compound entity. In the painting titled /t’s Time, one panel, When
Every Lamplight Spent, abstractly lists images of incorporated lines of
poetry that itemize illustrations. Its larger sister panel, The Sardana
Becomes Infernal, depends instead an colour, composition and a variant,
yet similar set of images to treat the same text. In other words, in this
single work the diptych form allows two separate ways of conjoining
the same material at the same time: in form, a “this and that” exposition.

A'this or that] alternating use of the diptych is seen in the paint-
ing Vision and Prayer. Here the two-part division performs a link-
age in which, although each panel addresses opposite moods
and intentions, together they still speak of their one implicit sub-
ject, ‘Creation; in both its dark and light-adoring modes. This kind
of ordering, an ‘and/or’ or ‘or both’ set of alternatives, allows an
expansive and varying view of complementaries (and hence com-
plexities) for rendering broad gists or motifs.

Of a particular relevance for today’s symposium, a third use of dou-
bling can be seen in the painting titled The Old Lie, an ‘if this then
that’ [p-horseshoe-qg] conditional orchestration, wherein the hori-
zontal panel Slaughter shows some contingent effects arising from
the words of the vertical panel, Holy Oil and Holy Water.

The painting’s signifying texts—Holy Oil and Holy Water, Mix and
Fill the World with Slaughter—have been reversed in each panel
vis-a-vis its Images, so allowing each part then to also be read in a
‘this from that’ manner. As it so happens, the truth of conditional
statements is essentially time-neutral, that is, is indifferent to the
tense of its indicative verb—Miyx, in this case—so that by using
this causal short-hand, TIME'S past or future dimensions are avail-
able as well, for a reading usually denied to the tenseless, pri-
mary-language of painting, dreams and animals.

Inclusions and parsings of poetry along with the divided format of
the diptych would seem an odd or even bizarre avenue to follow in
the fabrication of paintings. Yet through inclusions of texts plus
assays of their logistics, 1 find 1 can greatly extend the prospects of
possible meaning in a discipline (painting) which has latterly become
trivial and almost exclusively a decorative (or journalistic) art. Arid
while both ‘headlining’ and ‘doubling’ in one’s work require some
care with a close attention to grammar, syntax, and content, results
can be rewardingly broad. For instance, the premise of the painting
mentioned immediately above rests intrinsically an its verb ‘mix’ The
‘mix’ is dogma and power, its effect carnage, a subject, action and
predicate implying ‘War’. Outside of such a focused reciprocating
duet, this is a leitmotiv which more usually appears in paintings only
as still-born description, metaphor, or strip illustration.

The nod to (symbolic) logic need not unduly surprise. The conjugation
of logic and painting offers several things in common, amongst which
one finds both endeavours able to present huge subjects via the com-

mand and manipulation of the finest details. For just as logic’s operant
marks exist to specify the most exact relations occurring in its scruti-
nized sentences, so too, it is painting’s precise surface marks—no mat-
ter how general, fuzzy or oceanic an artist’s chosen concept—which
must finally specify and deliver the work of art. Equally, where logic’s
primary objective is to sort out and render the truth or falsity of state-
ments, so too must a painting’s raison détre reside in placing that
other form of truth—authenticity—before the viewer.

It appears that the well worn idiom holds good yet once again.
Whether early or late, as tautology or paraphrase, the diptych has
granted my undertakings a productive framework imparting identi-
ties of both instance and sort. Plus ¢a change. ..

Question from the audience: Could you tell us more about your figura-
tive diptychs?

Jo Baer: For the first one | did (1993/94), | used a text by Eugenio
Montale called /t’s Time and | did an illustration of the words he used.
| used different ways of portraying time. The earliest dog and the
modern dog, the earliest horse, the modern horse, some Egyptians
scarabs, thousands of years, the globe of Pangaea... It's excerpted
from a poem called Piccolo Testamento: “and a shadowy Lucifer
descends on a prow / at the Thames or Hudson or Seine / thrashing
bituminous wings half- / shorn from the effort, to tell you: it’s time.”
So | took a modern stealth airplane, a modern nuclear submarine,
the prow, the boat, etc,, stuck a Lucifer on it because | enjoyed that. |
put a list of the illustrations on one panel, and then | used all these
kinds of images in totally different form. | kept the text on the list like
a laundry list of things. And then played with it. It's remarkable that
what | started as an abstract artist just to say: Hey, here’s how it is.
This is how time has changed me, if you're interested about time
changes—or age has changed me, | don't know.
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HENK PEETERS

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 16 June 2007

Henk Peeters (* 1925 in The Hague, Netherlands) was part of the ZERO
movement. Together with other Dutch artists, including Jan Schoon-
hoven, Jan Henderikse and Armando, he formed the NUL movement in
the 1960s. Typical for Peeters’s work addresses our sense of touch by
using soft materials as feathers or cowhide. He lives and works in a vil-
lage near Arnhem, Netherlands.

To be able to see time, you can only look back. Because of what will
come, you know nothing—not yet. Is that actually not the essence of
our profession: you see, foresee the time until it stops in zero?

Then you fill in: you draw your conclusions. Only afterwards can
you look back and see to what extent the conclusions you made
were correct.

I find myself in the advantageous position that I, now 81-years-old, can
look back to oversee what | have done. But my way of seeing is deter-
mined by the manner of seeing, which again is determined by the way
| see today and that will be different tomorrow. That is the nice thing
about Time: it always changes—although only few see that.

| grew up in a‘left; so to speak, communist family. We learned at
home to think critically: this dialectic thinking always helped me
to take the steps | had to take.

To analyze a given situation and to see from there the contradic-
tions, the conflict, as information for the decision | had to take.

Like Marx, who saw the solution for the struggle of the classes, in
the classless society | also saw, in post-war expressionism, all com-
ponents of my ZERO art.

It was simply to omit, or to redirect to the opposite, all elements
their art had been built upon.

Thus, you could remove color and composition, because the
forms could also be eliminated and | could go on like that.

It was astonishing that certain things remained; it became obvi-
ous that it was not possible to eliminate them. No content, no
message anymore, but nevertheless there came Yves Klein with
his Rosicrucian Order and Uecker with Buddhism.
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Here again, the building blocks for art, or the social commitment or
the personal handwriting, became elementary components.

Fortunately, in art you can never say that the one statement pro-
duces better quality than the other—in that sense Mondriaan is,
for example, not a better artist than Pollock.

While writing this and listening to Bach’s Kunst der Fuge, | consider
that the grandeur of this music has, in fact, arisen outside these
matters. It has been built out of elements from that time, but Time
has in fact disappeared in it. You can hardly imagine that Bach, sit-
ting between his sons, said a prayer before each dinner.

For any moment of the art, we can also think outside of the time
in which it was created. Through the eyes of this time. This causes
whatever is created at a certain time to be lifted out of that time,
to transcend it. | have that with my own work.

When | began in the Bauhaus tradition | foresaw a society, of which
only little has come to fruition. Instead of a society without classes, in
which private property has been abolished, we now have a G8 con-
ference, formed of capitalists who can suppress the young anti-glo-
balists, with whom | must sympathize from a historical standpoint.

Because in searching for a solution for the problems of today, you
must, just like in art, look up the contradictions again and be
aware that the person at the bottom today will get a new chance
tomorrow. | have always seen my work with this in mind.

Therefore, to the topic‘Time) a statement fits by Raspail, “we think
that the time goes by, but we are mistaken: the time remains and
we are it that go by Looking back, | think that this is the motive,
from which | have always worked.

As a teacher | always pointed out to my students that in the structure
of their time, they had to look up the contradictions again, to make
going from there something new. That to be an artist you always
have to be non-confirmative, otherwise you do not find anything.

It has, however, the result that you are never financially successful
with those confrontations; you will never sell this point of view,
you only face trouble. | nearly lost my job at the academy, because
we had made a leaflet showing how we had fun with the idea that

everybody thought that we were Nazi-followers. And this because
the Chairman of the Board of the academy had been a member of
the Nazi friendly ‘Artze Kammer’ during the war. The core of the
NUL-group thus consisted of artists, who earned their living not
from selling their art, but had to get through in a different way.

Armando was a journalist at a newspaper in The Hague; Jan
Schoonhoven worked for the postal-service; | taught art history
after having worked for a while in a psychiatric institution and at
the Gemeente Museum in The Hague for the educational service.
Thus, you always have to try to be independent for your income,
because “if time is money; everyone lives above his class,” Ludwig
Fulda once said.

And George Ade once said after his work was sent back by numer-
ous publishers: “It is better that you write for posterity and not
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send the text to the publishers at all.

Because you can only see the actual day today really clearly with the
light of tomorrow and it is in this light that you must see your pro-
fession as well. Do not lengthen the past, but make yourself inde-
pendent of the so-called appreciation or recognition of the existing
art world, supported by the timelessly-valid rule: time will tell.

Although it was not our intention in those beginning years, we were
only able to hang our work in the canteens of universities, in the
midst of youngsters who were of an age that accepted everything
against the good taste of their forefathers.

In 1961 the whole art world asked itself how we managed to get
the NUL-exhibition at the Stedelijk Museum in Amsterdam. That
was certainly not towing to the taste of director Sandberg,
because he did not see anything in our work, and he did not
spent any money on it. But Sandberg provided sufficient encour-
agement with his point of view that you have to show everything
that showed the change of time. If it is worth anything, time
would tell. His joy in the museum was in fact that he always got it
right, so parallel to the ‘boring’ art he showed us as well. It was
frequently the artists, who persuaded him, not their work.

There are examples of people who made sure that in my time exhibi-
tions were talked about: Spoerri with the moved movement,

Tinguely, and after him, the Nouveaux Réalistes such as Arman,
especially promoted by Sandberg’s nearest employee Ad Petersen.

| was writing a text concerning ‘looking back’ for an exhibition,
which | have at the moment in London (with the NUL-group) and |
thought of a beautiful statement by Georges Bataille:

“the past is not behind us, the shadows of what was are in front of
us: what is dead exists and goes ahead of us. So, time exists out of
future and past at he same time.”

Whilst writing this text, | of course reflected about the meaning of
this topic, which connects us all here: Time. Of which Berlioz once
said, that time is a great teacher, but unfortunately kills its students.

I also considered that defining the term ‘Time’ must be man’s work,
because structuring Time, in the ovulation cycle or the nine
months of the pregnancy is already a naturally built in clock, which
man does not have.

Emerson wrote already that women do not have the desire to
have a strict time setting. There is a clock in Adam, but not in Eve.
She is one herself, and in keeping with this, you could say: there is
a clock in historians, but artists have to do without it.

“We do not need the power of the word, because people believe
their eyes more then their ears’, Seneca once stated. | feel myself
going beyond my territory, by trying, with my humble words, to per-
suade you of what you more rapidly can see in our works.

That you can understand Time better by feeling yourself to be a
part of Time instead of feeling like a spectator, because the peo-
ple of yesterday are not the people of today.

Is it already time to finish? Then as an ending, | have a quote by
Charles Lamb: “Nothing puzzles me more than time and space;
and yet nothing troubles me less, as | never think about them.”
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Kitty Zijlmans (*1955, Netherlands) is professor of Contemporary Art His-
tory and Theory at the University of Leiden in the Netherlands

Reflections on Time in Art and Art History

Art history is faced with a particular space/time problematic. An art-
work is—mostly—a physical object created in a temporal moment
whose bounds are defined relatively precisely. The artwork will—most-
ly—continue to exist, and in that respect has a coexistence in space as
well as a duration in time. In contrast, the ‘tool’ of art history is langua-
ge, which is characterized by a succession in time: Lessing meets Virgil
again. The encounter with a physical artwork in the here-and-now is
contrasted by the time consuming writing and reading about it. How-
ever, where the first has an heuristic, the latter has an ushering effect
on the artwork. The first implies a more aesthetic, the latter a more
historicist view. To complicate matters, art history ceased to think in
teleological ways; contingency brings about multiple histories. How
would contemporary relational art fit into this picture?

Time seems to be mainly something | am short of. This is however
just a matter of how you experience it. To paraphrase a poem of
the nineteenth-century Dutch poet Hildebrand (pseudonym of
Nicolaas Beets), it is not by the measure of the hours, but of what
one endures, that we live by, and every day is either long or short
according to what one has experienced. This brings us near Henri
Bergson'’s distinction between temps and durée, between the ri-
gid time grid of the clock and how we experience time.

All art is connected to time: it takes time to produce art, and to see
and to understand it. And it has a life of its own. It may continue to
exist for years, centuries even. An artwork is, mostly, a physical object
created in a temporal moment whose bounds are defined relatively
precisely. The artwork will, mostly, continue to exist, and in that res-
pect has a coexistence in space as well as a duration in time.

In contrast, the ‘tool’ of art history is language, which is characte-
rized by a succession in time: Lessing meets Virgil again. For the
eighteenth century Lessing, the artwork—and to be more pre-
cise—a sculpture, had an immediacy and a direct impact, a text
could never have. A text (in this case Virgil's recount of the priest
Laocoon who with his two sons was strangled to death by a sea
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monster) has a time span to cover, in which the story enrols in the

passing of time. The, by many, admired quality of duration, the buil-
ding up of the suspense, the detailed descriptions, and the fact that
the reader can construct his own image, was precisely what Lessing
found the weaker aspect of this art form. The encounter with a phy-
sical artwork in the here and now—what he preferred—is contras-
ted by the time-consuming writing and reading about it.

Yet, art history’s medium is the time consuming text. Precisely
here lies the unbridgeable gap between the visual, tangible object
and the fact that reflection on it is always carried out in text—thus
in time—in writing about what we see; and in doing so we take
along with us in the process what we think we see. Whereas the di-
rect encounter with the artworks has a heuristic effect, the process
of reading takes you step by step into the artwork: you read how
another person has seen (and digested) the artwork.

The direct interaction with an artwork implies a more aesthetic,
evaluative approach; written encounters or encounters through
text a more historicist view. To complicate matters, art history
ceased to think in teleological ways; its contingency brings about
multiple histories. Consequently, art history is always also about
time, about layers of time, about the simultaneity of dissimilar
processes. It is inherent of the discipline.

Albeit the fact that in all art the aspect of time is involved, not all
art is about time. In the Middle Ages and Early Modern period, we
see art that tried to depict the succession of a story; we see for
example in one painting the birth of Christ, as well as his life until
his crucifixion, and his resurrection. Reading the image as a story
tells us about the passing of time. Time, and the grasping of time
as a subject of art however, is predominantly a twentieth-century
and a contemporary one. Michel Baudson’s book De Tijd. De vierde
dimensie in de kunst (‘Time, the Fourth Dimension in Art’) of 1984
is still the most comprehensive book on the subject.’

Time in/and Art

An example of art — or rather of an artist — who is consumed by time
is the German artist Hanne Darboven. For her the writing of time is
her way of existing: ‘l exist when | write’. She is obsessed by time; by
systemizing time through writing, the writing of numbers, of words
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or just mimicking words in her Konstruktionen (Constructions), ab-
breviated to the capital ‘K, it seems like she clings to existence. In
the work ‘Schreibzeit’ (Writing Time) 1975-1980 from 1980, for ex-
ample, she has taken texts by Baudelaire, Sartre, Homer, interviews,
articles from magazines, excerpts from encyclopaedia, etc., and all
is ordered on the basis of dates. Time becomes history. Writing is a
by Hanne Darboven self imposed assignment. Registering time ma-
kes that time does not escape the artist; however, in doing so time
passes by. Darboven’s work enrols in time, but at the same time it
has the direct confrontation of the physical object: directness and
duration meet in her work. The heuristics are the astonishment
when the visitor comprehends what the artist has been doing, but
it takes far more time to take in the work systematically and wholly.
It makes you think about what one does with one’s life.

Hanne Darboven’s name is often mentioned in one breath with On
Kawara. Kawara takes his own life and his own travels as the starting
point of his ‘storage of time’. On January 4, 1966 he started to paint a
painting every day, registering the date of the day on a monochrome
surface in colours ranging from red and blue to black on which he
paints the date using a template. When finished, he puts them in a
box, often accompanied by a newspaper clipping of that day. The
yearly production of works is registered in a Journal listing country,
city, language, colour, time, and event: he thus systemizes time and is
holding on to it. He also sends telegrams stating ‘l am still alive’, or he
lets you know how he has travelled, as testimonials of his existence.
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The work One Million Years (Past) and One Million Years (Future) [1969]
registers time that was, and time to come. The starting date of One
Million Years Past covers from 998.031 BCE (Before Common Era) until
1969 AD, On Kawara's then present time. This is when the future starts
and it continues until 1.000.980, another million years. He spans two
million years by writing down in numbers year after year. Both Past
and Future consist of ten big volumes. The entire work was also per-
formed live in London on Trafalgar Square in 2004, taking two readers
seven days of non-stop recital to recount all the years listed in the ten
volumes. The average human life is equivalent to only a few lines, and
human history transpires over no more than a few pages.

A third artist | would like to mention is Tatsuo Miyajima, who in his
work has been presenting a unique view of the world with flashing
light emitting diodes displaying numbers and letters. The LED com-
ponents, each counting at different speeds in linear rhythm from
1 to 99 and back again, use the global and universal language of
digits, to show the actual motion and flux of infinite time passing.
According to art critic Fumio Nanjo, Miyajima raises philosophical
questions with his work, such as: ‘What does it mean for time to be
counted for 300.000 years? Is time that we can see and count the
same as time that passes by after our deaths? What is the signifi-
cance of time that we are unable to experience?” Miyajima'’s answer
to that is: ‘'Keep Changing, Connect with Everything, Continue For-
ever’? His study of Buddhist philosophy is undercurrent in many of
his works, but most all-embracing in his Revive Time Kaki Tree-Project
(2000 onwards). Fifty years after the destruction of Nagasaki, Miy-

NOV.3.1996

ajima visited the city and was deeply impressed by the story of a
single tree, a Kaki tree, that was exposed to the radioactive radia-
tion from the atomic bomb but that miraculously had survived. A
tree surgeon managed to revive the tree, and its cuttings started to
grow again. Moved by the beauty of this, Miyajima started his Revive
Time Kaki Tree-Project, first in Japan and then as an international art
project. The project revolves around the planting ceremonies, the
adopting, planting and tending of the cutting, complemented by
meetings with local artists, workshops and activities with children.?
The issues at heart of the project consist of major themes of life: How
are we shaped by the past? How vulnerable are we at the passing of
time? What are our hopes for the future? The Kaki tree project lite-
rally lives, and will continue to do so for times on end. But that is not
all: Of paramount importance is the bonding between people, their
communication and exchange. With each planting ceremony, the
project increases not only geographically but also socially because
the sites, and through them the people, are connected.

Linkage

This brings me to my last and central point: the aspect of time in what
Nicolas Bourriaud calls ‘relational art’. In his view, the social bond has
turned into a standardised artifact. The world is governed by the di-
vision of labour and ultra-specialisation, by mechanisation, the law of
profitability, and the channelling of human relations. They are no lon-
ger ‘directly’ experienced. He pleads for, and discerns more and more,
an art form he refers to as relational art: an art taking as its theoretical
horizon the realm of human interactions and its social context.

In this art form, the substrate is formed by inter-subjectivity, and
it takes the beholder as a central theme, it is the power of linka-
ge. At an exhibition, so Bourriaud states, there is the possibility
of an immediate discussion—both between the viewer and the
artworks, and between the viewers. Art is for him a place that
produces a specific sociability, it represent a social interstice. “The
interstice is a space in human relations which fits more or less har-
moniously and openly in the overall system, but it suggests other
trading possibilities than those in effect within the system. (...) It
creates free areas, and time spans whose rhythm contrasts with
those structuring everyday life, and it encourages an inter-human
commerce that differs from the ‘communication zones’ that are
imposed upon us.” As part of a ‘relationist’ theory of art, inter-
subjectivity becomes the quintessence of artistic practice.

The artistic practice is focused upon the sphere of inter-human rela-
tions, inventing models of sociability. It tends to draw inspiration from
the processes governing ordinary life. Since human relations are invol-
ved, this ‘durational’ art is inherent to time—time is its medium. It po-
ses a challenge to Art History to cope with this time-related art form.

1 Michel Baudson (ed.). 1984. De Tijd. De vierde dimensie in de kunst. Amsterdam:
H.J.W. Becht.

2 Alexandra Munroe. 1994. Scream Against the Sky. Japanese Art After 1945. New
York: Harry N. Abrams, p. 223.

3 Nicole Roepers. 2000. ‘Revive Time Kaki Tree’, in: Decorum, Vol. XVIII, No. 2, July
2000, Special Issue: ‘Voices From Japan. Contemporary Japanese Art in Leiden’,
Supplement pp. 10-12.

4 Nicolas Bourriaud. 1998. Relational Aesthetics. Paris: Les Presses du Réel, p. 16.
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Johan Pas (¥*1963, Belgium) is author and teaches contemporary art his-
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“Wreckage is More Interesting than Structure”
Robert Smithson, Gordon Matta-Clark and Modernism in/as Ruin

1. Structure + Time = Ruin

Ruins are hot. In the world of (contemporary) art, they even seem all
over the place, as several recent exhibitions prove." Contemporary,
post-nine-eleven-society seems to be flirting with aspects of decay
& deconstruction. In many installations by younger artists, fragments
of modernist structures are combined with trashy or defective ele-
ments. Progress is history, the future uncertain: trash and debris take
over, erosion and entropy seem to be around again. For centuries
these characteristics were closely associated with ruins. Combining
the picturesque and the poetic, ruins seem to be an old-fashioned
and even sentimental motif from 17 century topographical prints,
18™"-century landscape paintings and 19% century photographs. But
since the turn of the century, ruins have lost their friendly face. Our
millennium kicked off with the catastrophic images of Ground Zero:
together with the Twin Towers our belief in high-tech security and
the monopoly of materialism imploded. 9/11 and new notions such
as ‘collateral damage’ might have changed our perception of ruins;
turning the friendly face of slow decay into the terror of destruction.

With this paper | will focus on the ruin as a creative force and a
critical metaphor. | plan to illustrate this with the cases of two
American artists | regard as being of crucial importance for the
recent re-interpretation of the ruin: ‘earth artist’ Robert Smithson
(1938-1973) and ‘anarchitect’ Gordon Matta-Clark (1943-1978).
Both artists died very young (at 35) but can be considered forerun-
ners of the contemporary fascination with ruins. So it is no coinci-
dence that the interest for the work of these artists, and especially
Matta-Clark, is big but still growing as the row of posthumous and
recent catalogues on my bookshelf testify to. In a conference on
‘personal structures’ the choice for these two post-minimalist and,
therefore, ‘anti-structure’ artists might seem a bit awkward. By us-
ing the ruin, one of the most ‘a-structural’ things we know, as a
keyhole, we can see certain things more clearly. Taking the ruin as
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a late modern answer to high modernism’s preoccupations with
clear cut forms, slick structures and geometrical grids, this essay
tries to serve as a counterbalance and reveal the fact that struc-
tures and anti-structures share a dialectical relationship.

At the beginning of the 21 century, the heritage of postwar/cold-
war modernism evokes ‘archaeological’ feelings. Often not yet con-
sidered as being of art-historical value by officials, many buildings
from the fifties, sixties and 70s are considered outmoded, and hence,
treated with indifference, left in an abandoned state or simply de-
molished. In many ways (physically and mentally) high modernism
can be perceived as a field of ruins. And these modern ruins speak of
different things than the same buildings did when they were brand
new. This ‘post-modern’ appreciation of modernism in or as a ruin
goes back to the late 60s and the early 70s. At the end of the six-
ties, the formalist and reductivist appearances of late modernist,
minimalist sculpture seem to provoke some counterreactions. Artis-
tic practice in the U.S. in the late 1960's is obsessed by fragmenta-
tion, ephemerality, erosion and entropy. This tendency was already
spotted in 1968, when critic and curator Lucy Lippard wrote her
seminal essay on the dematerialisation of art: “Today many artists
are interested in an order that incorporates implications of disorder
and chance, in a negation of actively ordering parts in favor of the
presentation as a whole? It is very seducing to project a link be-
tween the way some artists turn to chaos, entropy and decomposi-
tion and the troubled American society after the euphoric Summer
of Love of ‘67 (with images of Vietnam, racial tensions and political
killings filling the daily news). As a matter of fact, already in the early
1960s, in the wake of Allan Kaprow’s happenings and the beginning
of fluxus, some traces of ‘ruinism’can be found, for instance in Walter
De Maria’s proposal of May 1960 for an Art Yard in La Monte Young's
An Anthology: the happening consists of digging a big hole in the
ground using steam shovels and bulldozers, while explosions go off:
“bulldozers will be making wonderful pushes of dirt all around the
yard. Sounds, words, music, poetry.”

At the end of the decennium however, post-minimalism, anti-form,
process art, land art, earth art and Italian arte povera all seem to
share this fascination for disorder and decay. Talking about ‘disorder
and chance’ Smithson and Matta-Clark come to mind of course, but

one can also refer to the installations, projects and proposals of Wal-
ter De Maria, Robert Morris and Dennis Oppenheim. The ruin motif is
later used in a more explicit and literal way by, among others, Charles
Simonds, Anne and Patrick Poirier and Giulio Paolini, paving the way
for 80s postmodernism and its fixation on art historical references
and/as fragments. Where the ‘grid’ can be considered as a pars pro
toto for a big part of early and high modernism (especially in Ameri-
can art), the ‘ruin’ might be an equivalent for the late-modernism
of the late 60s and the roots of postmodernism in the 70s. Entropy,
deconstruction and utopia are the key-concepts here. Entropy relat-
ing to the post-minimal debate on sculpture and earthworks during
the late 1960s; deconstruction referring to the debate on modern-
ism and architecture during the late 1970s, and utopia relating to the
social and activist component of much art of the 1960s and 1970s.

Ruins and‘art’as we know it were born in the same period. As a matter
of fact, ruins were more or less ‘invented’ at the beginning of the Ital-
ian renaissance.* The ruin is an artifact: it is in the eye of the beholder.
Resulting from the fact that people are beginning to look back to the
past at the same time they are concerned with progress, it is a crucial
cultural construction. So, in many ways, the cult of ruins is connected
with the birth of modern thinking. The so-called renaissance was trig-
gered when artists and architects considered the ruined fora, palaces
and temples of Rome as monuments, for the very first time giving
them the right to be a ruin. From that time on, they have been used as
a source of inspiration by architects and painters. In many ways, a ruin
is an abstraction of architecture. A ruined building has become ob-
solete, no longer bears a roof or a function, but becomes a bearer of
meaning. In its incomplete and ‘destructured’ state, the ruin becomes
a fluid frame for personal projections and possible reconstructions.
Some periods are more ‘ruinophile’than others.

The 18" century for example is ruinist’ par excellence. Bored with
the burden of classicism, rococo architecture was heavily inspired
by nature, mixing organic forms and floral motifs with traces of a
defect classicism. In many cases the result of this synthesis resem-
bled a ruin. Piranesi produces ruins in print popularizing the motif
on a grand scale. Faked and forged ruins in gardens and interiors
evoked poetical and political reflections. Until the late 19t century,
ruins inspired modern (neo-classicist and neo-gothic) architecture
and critical thinking. During the 20 century, classical and medi-
eval ruins were to become more and more associated with bour-
geois culture and tourism. They become old-fashioned clichés and
for hardcore modernists as the futurists, symptoms of ‘passeism
‘Modern; instant ruins, resulting from new ways of warfare, will be-
come the emblems of the troubled 20t century. The most popu-
lar ruins, the Roman Coliseum, took ages to become the image it
is now, while new ruins only need a few seconds. In other words:
the old ruins resulted from erosion, the new ones from explosion,
the latter ones showing the traces of slow decay, the former ones
showing the results of quick destruction. In short: the ruin as an
indicator of tourism and the ruin as an indicator of terrorism.

But quick destruction is merely a 20"-century invention. Already
in the early 19" century the American painter Thomas Cole (1801-
1848) represented the destructive impact of man in his magnum

opus The Course of Empire (1833-1836), a series of five paintings

that the artist explains this way: “The history of a natural scene as
well as an epitome of Man, showing the natural changes of land-
scape & those affected by man in his progress from barbarism to
civilization, to luxury, to the vicious state or state of destruction and
to the state of ruin & desolation.”® The series depicts the rise and fall
of a fictive, but very classical and ‘Roman’looking civilization, by rep-
resenting the same site in five ‘states; the last one being the state of
ruin and desolation after war destroyed the city with its magnificent
temples and palaces. Both kinds of ruins, the peaceful one and the
catastrophic one, have indeed always existed and were depicted by
artists from the 17* century on, although artists until the early 20"
century were mostly fascinated by the former ones. Modern, tech-
nological warfare has created enormous amounts of‘modern, ready-
made ruins’ and the medium of photography was perfectly suited
to document them as happened for the first time in the second half
of the 19t century with the depictions of destroyed buildings in the
photographs of the American Civil War and the revolt of the Paris
Commune.® The romantic ruin as a site for longing and melancholy,
had to clear the way for the modern ruin as a site of conflict and
loss. Think about the postwar Triimmerfotografie (photography of
the rubble) showing the bombed cities of Berlin and Dresden and
the haunting images of the all-but-erased Hiroshima and Nagasaki.

2.’Disintegration in highly developed structures’

Ruins are hybrids. In the images of ruins, catastrophe, creativity, and
criticism are combined. There seems to be some continuity in the way
artists and architects have used the ruin as inspiration and/or allego-
ry. Robert Smithson and Gordon Matta-Clark can be seen as part of a
tradition of ruin enthusiasts and entropists that started somewhere in
the mid-16th century in Italy and continued with Giambattista Pira-
nesi, Hubert Robert, Caspar David Friedrich, Thomas Cole and many
others. Isolating the motif of the ruin in the oeuvres Smithson and
Matta-Clark gives us the opportunity to focus on its role as a critical
and a creative tool for deconstructing modernity. Robert Smithson is
one of the first contemporary artists to reconsider and to reintroduce
the motif of the ruin, giving it a new artistic meaning. Probably the
first to point out Smithson’s fascination for ruins is critic Craig Owens
in his review of Smithson’s posthumously published writings.” While
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his sculptural work of the late sixties demonstrates how Smithson
tries to find a way out of the impasse of minimalism, his essays already
show an involvement with the decomposed and the decayed.

The same year in which Lippard wrote her aforementioned essay,
the magazine Artforum published Robert Smithson’s remarkable
article The Monuments of Passaic® In it Smithson describes a very
unconventional walk through the suburbs of Passaic (where he was
born) as a picturesque expedition through an entropic landscape,
and he makes snapshots of some of the ‘monuments’ he finds on
his way: a bridge, a pontoon, pipelines and a derelict sandbox at
the playground. In the following, famous quote, he watches the
wasteland with the eyes of an archeologist from the future: “That
zero panorama seemed to contain ruins in reverse, that is—all the
new construction that eventually would be built. This is the oppo-
site of the ‘romantic ruin’ because the buildings don’t fall into ruin
after they are built but rather rise into ruin before they are built.
This anti-romantic mise-en-scene suggests the discredited idea
of time and many other ‘out of date’ things. But the suburbs exist
without a rational past and without the big events of history.” For
Smithson the landscape is not a homogenous and idyllic synthesis
of nature and culture, as it was conventionally depicted in the tra-
ditions of landscape painting. He reads the suburban site (a “zero
panorama”) as a decomposed tissue of contingent elements, gaps
and layers of several histories, in other words as a ruin.

Smithson stresses the differences between the ‘romantic’ ruin as a
trace of natural decay, and the ‘ruin in reverse’as the rising skeletons
of unfinished buildings. As a matter of fact, in the 19* century Goethe
already observed that there is not so much difference between a de-
cayed and an unfinished building. And going even further back in
time, we can point to the fact that Pieter Breughel’s Tower of Babel
actually used the image of the ruined Roman Coliseum to represent
the unfinished Tower of Babel. Paradoxically, Smithson connects his
entropic visions with the clean geometrical shapes of minimal art.
One year before his essay on Passaic, he wrote the famous essay En-
tropy and the New Monuments.'® (There he relates the works of mini-
malist sculptors such as Donald Judd, Robert Morris and Dan Flavin to
the Second Law of Thermodynamics, “which extrapolates the range
of entropy by telling us energy is more easily lost than obtained, and
that in the ultimate future the whole universe will burn out and be
transformed into an all-encompassing sameness.” He refers to the
electricity blackout that struck the Northeastern states as a preview
to that future: “Far from creating a mood of dread, the power failure
created a mood of euphoria. An almost cosmic joy swept over all the
darkened cities. Why people felt that way may never be answered.""

In Smithson’s eyes the minimalists seem to create monuments
against time, forever young, without decay and erosion. He connects
these a-historical or even post-historical constructions with the high
modernist skyscrapers in NY and postwar housing developments in
the suburbs. For the artist, minimalism seems to have been inspired
by the dullness and vapidity of these modern structures. Read that
way, minimalism and its fetishism of grids compositions, geometrical
shapes and slick surfaces is more a mannerism of modernism than
a symptom of it. Smithson also refers to the fact that many contem-
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porary artists are finding inspiration in horror- and SF-movies and in
collecting piles of printed matter at random, using it without any hi-
erarchy or rational method. All these are symptoms of entropy as an
artistic inspiration, he concludes. A few years later, in the early 1970s,
however, Smithson seems to interpret entropy less as the visual emp-
tiness of hardcore minimalism than increasingly as the complete dis-
integration of rational structures. Entropy becomes less a symptom
of, than it is a reaction against high-modernist minimalism. Probably
inspired by Rudolf Arnheim’s influential book Entropy and Art. An Es-
say on Disorder and Order (1971), the concept of entropy is more un-
derstood as a form of destructurization.

In an interview with artist and critic Gregoire Mdiller, Smithson ar-
gues: “Some day | would like to compile all the different entropies.
All the classifications would lose their grids. (...) It would be a study
that devotes itself to the process of disintegration in highly devel-
oped structures. After all, wreckage is often more interesting than
structure”’? The‘losing of the grids’and ‘disintegration of structures’
point to a discovery of disorder that can be seen as an aesthetic
correction to Greenbergian modernism and its obsession with rep-
etition and grid-structure. A year later, in an interview with Gianni
Petenna, he explicitly refers to the ruin: “It's interesting too, in look-
ing at the slides of ruins there’s always a sense of highly developed
structures in the process of disintegration. You could go and look for
the great temple and it’s in ruins, but you rarely go looking for the
factory or highway that’s in ruins. Lévy-Strauss suggested that they
change the word anthropology to entropology, meaning highly de-
veloped structures in a state of disintegration. | think that's part of
the attraction of people going to visit obsolete civilizations. They
get a gratification from the collapse of these things.""?

Again a year later, in an interview with Alison Sky (from the collec-
tive SITE, that created fake ruins for supermarkets), Smithson relates
the topic to architecture: “Architects tend to be idealists, and not dia-
lecticians. | propose a dialectics of entropic change.”™* He refers to a
building pit in Central Park as “entropic architecture or a de-architec-
turization”. He mentions an anecdote of his childhood:“l know when
| was a kid | used to love to watch the hurricanes come and blow
the trees down and rip up the sidewalks. | mean it fascinated me.
There’s a kind of pleasure one receives on that level”® Some proj-
ects and proposals from the same period, the years between 1970
and 1972, seem to illustrate Smithson’s changing interpretation of
entropy from minimalism to a contemporary form of ruinism, that in
many ways reflects the ruin-traditions of the earlier centuries. Cru-
cial in this regard is the Partially Buried Wood-shed Project (Kent State
University, Ohio, 1970), for which Smithson covered a derelict wood-
en building on the periphery of the university campus with several
truck loads until the central beam was about to crack. Drawings such
as Fartially Buried Two-Storey Building and Island of the Dismantled
Building + Demolition Site (both 1970) demonstrate that Smithson
was interested in the creation of modern ruins.

Giving nature a hand, the artist speeds up the natural forces of en-
tropy. In the famous Hotel Palenque lecture for architecture students,
delivered in 1969, Smithson describes a derelict Mexican hotel near
the famous Maya ruins where he had recently stayed.® lllustrated

with color slides, the fully detailed lecture, given with a tongue-in-
cheek seriousness, mimics a guided tour through a modern Pompeii,
where nature and structure, growth and geometry all lose their prop-
er identities and seem to mix up in a continuous cycle of decay and
reconstruction. Time and process, two aspects modernist architec-
ture seemed to lack, are omnipresent in Hotel Palenque. This aspect
of Smithson’s work demonstrates how the ruin functions as a critique
of modernism and its architectural offspring.

3."Violence turns to visual order’

In the first minutes of the lecture, Smithson introduces the word de-
architecturization that in one way or another seems to presage (and
parallel) Gordon Matta-Clark’s notion of anarchitecture. Smithson’s
ideas appealed to the young architecture student Gordon Matta-
Clark. In 1969 Smithson received a fried Polaroid photograph of a
Christmas tree, resulting from a performance in the NY John Gibson
Gallery, from Matta-Clark as an entropic Christmas wish. Five years
younger than Smithson, Matta-Clark was heavily influenced by the
land artist, whom he had met as a student during the Earth Art ex-
hibition at Cornell University in 1969. A few years later Matta-Clark
himself would become known for his cutting actions in abandoned
buildings. Creating ‘modern ruins’by cutting the walls, floors and ceil-
ings of empty houses in the Bronx, the former architecture student
would point to the decay of the urban fabric. The ‘created’ ruin was to
inspire a reconstruction of social and ecological values.

As a matter of fact, Matta-Clark’s oeuvre is a ruin in itself: it has
come to us in many fragments, photographs and leftovers. Trying
to understand Matta-Clark’s work means taking the position of an
archeologist, reconstructing the whole from bits and pieces. After
his premature death in 1978, his work was ‘rediscovered’in the ear-
ly 1980s. The link with ruins had already been made at that time.
“A Matta-Clark ‘deconstruction) unlike minimal, pop or conceptual
art, allows historical time to enter”, artist Dan Graham wrote. Gra-
ham was the first one to recognize the ruin-value in Matta-Clarks
art: “Matta-Clark used houses and building structures which were
about to be demolished and created deconstructed ‘ruins’ which
reveal hidden layers of socially concealed architectural and an-
thropological family meaning... Matta-Clark’s work attached itself
to the notion of the instant ruin of today: the demolition”."”

The former architecture student started cutting up walls during the
renovation of the artist-run restaurant (and performance space)
Food.“This cutting up started with a number of counters and built-
in work spaces. It then progressed to the walls and various other
space dividers”, he recalls in an interview.'® Later that year, in 1972,
Matta-Clark started to perform this cutting act in abandoned build-
ings in the Lower East Side of Manhattan and the Bronx, stopped
on several occasions by the police and by gangs from the neigh-
borhood. The young artist had been attracted by the ruined state
of the derelict houses: “I couldn't help but feel for the claustropho-
bic, cluttered rooms, stinking hallways, burned-out and windowless
environment that, in their abandoned condition, still reverberated
with the miseries of the ghetto lives. By undoing a building there
are many aspects of the social condition against which | am gestur-
ing: to open a state of enclosure which had been preconditioned

not only by physical necessity but by the industry that profligates

suburban and urban boxes as a context for insuring a passive, iso-
lated consumer—a virtually captive audience.”"® Using abandoned
buildings in derelict districts such as the Bronx, Matta-Clark tried to
revitalize and redefine the already existing ruin by cutting it up and
transforming it into a vital site of artistic meaning.

In the beginning the cut out fragments were carefully removed
and transported to the gallery, where they were presented as geo-
metrical shapes, not very different from minimal sculpture, but
showing the architectural layers (wood, plaster, wall paper, lino-
leum) and the traces of their history. Referring to his love for “big,
rough edges”, artist John Baldessari adequately describes Matta-
Clark as a“messy minimalist”?° The former clean cut and hard edge
aesthetics of hardcore minimalism have indeed become messy:
they show the traces of wear and tear. The high modernist cult of
the forever new makes room for a sensitivity towards patina and
history. This becomes manifest in Matta-Clarks well-known piece
Splitting (Four Corners) from 1974, in which he cut through a com-
plete one family house in New Jersey, literally transforming it into
a site of Unheimlichkeit (mostly translated as uncanniness, this
German word literally means‘unhomeyness’). Cutting through the
house Matta-Clark was also cutting through an American ideal.

Smithson being first and foremost a gallery-artist rooted in the late
60s, Matta-Clark was more into the Soho alternative spaces move-
ment of the early '70s. Together with the members of the Anarchi-
tecture group (with Laurie Anderson, among others), Matta-Clark
evolved towards a more critical and creative position towards the
social implications of late modernist and capitalist urban planning:
“l am altering the existing units of perception normally employed
to discern the wholeness of a thing. It is an organic response to
what already has been well done. More than a call for preservation,
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this work reacts against a hygenic (sic) obsession in the name of
redevelopment which sweeps away what little there is of an Ameri-
can past, to be cleansed by pavement and parking.”?’ Whereas
Smithson chose the post-industrial wasteland, Matta-Clark gradu-
ally became more interested in sites as social tension and possibili-
ties for real change: “I will be collaborating with a well organized,
very aware and integrated group of ghetto youths on envisioning
and funding a large-scale take over of derelict property for their
rehabilitation into community owned alternatives to a substandard
environment”, he writes to ICC-director Flor Bex in 1976.%2

In this proposal for Antwerp, he states clearly: “l use the urban fab-
ric in its raw, abandoned state transforming unused structures or
spaces into revitalized areas. The actual space in its final stage is the
‘exhibition’and hopefully will have a life of its own within the com-
munity.” He concludes: “My special hopes for a project in Antwerp
would be to complete a‘'non-u-mental’ work that the city could go
on enjoying for a certain period after its realization.”? Eventually,
this action would result in Matta-Clarks major piece Office Baroque
(1977), in which he created a dazzling composition using all the five
floors, the walls and the roof of a former office building in the his-
torical centre of Antwerp.?* Although the work might provoke sen-
sations of intimidation and even aggression, Matta-Clark stressed
the fact that his actions were more about positive energy:“The con-
frontational nature of the work is every bit as brutal physically as it
is socially. Tackling a whole building even with power tools and a
couple of helpers is as strenuous an action as any dance or team
sport. Perhaps the physicality is the easiest reading of the work.
The first thing one notices (is) that violence has been done. Then
the violence turns to visual order and hopefully, then to a sense
of heightened awareness. ...My hope is that the dynamism of the
action can be seen as an alternative vocabulary with which to ques-
tion the static inert building environment."” Just the way ruins
might provoke feelings of tranquility and of anxiety, beauty and
terror, hope and despair, Matta-Clarks anarchitectural interventions
are ambiguous. Their combination of elegance and violence, of cre-
ation and destruction, makes them hard to grasp but easy to love.

In the practices of Smithson and Matta-Clark, the ‘ruin’ functions on a
different level. Postminimalist Smithson’s aesthetical discovery of ‘de-
architecturization’ (the beauty of the catastrophe and the dialogue
between art and nature) gains an activist dimension in anarchitect
Matta-Clark’s urban practice (the social aspects of demolition and the
transformation of abandoned sites in living areas). Both artists use the
ruin as a critique and an alternative for high modernism and its ide-
alist and Cartesian preoccupations. Smithson, Matta-Clark, and other
artists of their generation have liberated the ruin from its sentimental
and/or catastrophic associations, and reintroduced it as a sharp tool
for a possible critique of post-war modernism, be it in its sculptural-
aesthetical, its social-ecological or architecturally-urban appearance.
Smithson introduced entropy as a possible alternative for the cult
of the new and the permanent modern. Matta-Clark introduced the
transformation of derelict buildings as a trigger for rethinking mod-
ern urbanism. It is a tempting contradiction to say that the rhetoric of
decay, the fragment and the cut form a link between late modernism
and so called postmodernism, but modernism probably never really
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ended. The erosion, the mutilation and the recycling of the modernist
idiom pave the way for rethinking its heritage and its value (in ruins or
not) for today. Ruins always contain the possibility of renewal.

11n 2002 | curated a show Le Petit Cabinet d'un Amateur de Ruines (with contempo-
rary photographs and ruin-images from the 16% century until today from my own
collection). Since my lecture Personal Ruins at the symposium Personal Structures:
Time (15.6.2007) there have been several exhibitions dedicated to the motif of ru-
insin or as art. A few examples dating from 2008: the Ghent Museum of Fine Art
(Belgium) hosted a wonderful exhibition on Piranesi. The curatorial concept of the
first Brussels Biennial centered around the notion of the modernist heritage and
its image of decay. The Queensland Art Gallery (Brisbane) had a group show called
Modern Ruin. The London Hayward Gallery hosted a show called Psycho Buildings.
Artists & Architecture (an explicit reference to Martin Kippenbergers subversive
photobook with the same title of 1988) were the relationship between art and
architecture is explored. The Bozar in Brussels had a show titled Reality as a Ruin
presenting ruins in photography from the early 19* century until now, and based
upon a text | wrote a few years ago. While | am writing this, the Generali Founda-
tion in Vienna even presents a group show Modernism as a ruin. An archaeology
of the present, in which Smithson and Matta-Clark have a key role. In recent years,
some interesting books have been published about ruins in/as art, such as Chris-
topher Woodwards In Ruins (Vintage, London, 2002) and Michel Makarius’ Ruines
(Flammarion, Paris, 2004). In 1997 The Getty Research Institute had a show called
Irresistible Decay: Ruins Reclaimed (Los Angeles, 1997). Things seem to go back to
Rose Macaulays pioneering The Pleasure of Ruins (1953).

2 The Dematerialisation of Art, Art International, vol. XlI, no.2 Feb. 1968, reprinted
in Lucy Lippard, Changes. Essays in art criticism, New York, 1971, pp. 260-255-276,
quote from pp. 260.

3 Walter De Maria, Compositions, essays, meaningless work, natural disasters,
in La Monte Young (ed.), An Anthology of Chance Operations, New York, 1963
(no pagenumbers)

4 For a historical survey of the ruin motif in art, see Makarius 2004.

5Thomas Cole, quoted in Ella M. Foshay, Mr. Luman Reed’s Picture Gallery. A Pioneer
Collection of American Art, Abrams, New York, 1990, p. 130.

6 See my own essay on ruins and photography De realiteit als ruine (Reality as a ruin)
in Inge Henneman (e.), Het archief van de verbeelding (The archive of imagination),
Fotomuseum Provincie Antwerpen, Mercatorfonds, Antwerpen, 2002, pp. 59-89.

7 Craig Owens, Earthwords, October 10, fall 1979.
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sey in Jack Flam (ed.), Robert Smithson: The Collected Writings, University of Cali-
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91bd., p.72.

10 Artforum, June 1966, reprinted in Flam 1996, pp. 10-23.

111bd., p. 11.
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pp. 256-260.
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LAWRENCE WEINER

Text as presented during the symposium Time at Arti et
Amicitiae in Amsterdam, Netherlands, 16 June 2007

Lawrence Weiner, ¥1942 in the Bronx, NY, USA. Since 1968, Weiner has
been using language as the primary vehicle for his work. He lives in New
York, USA, and Amsterdam, Netherlands.

Lawrence Weiner has opted not to edit the transcript and accepted it in
this form as an authentic documentation of his talk.

I have been able to catch some of the talk that has preceded mine,
and some of it | found interesting, some charming, and some about
people whose work | genuinely like. But it has very little to do with
time, unless time in relation to—what? At the worst, an attempt to
place those activities of human beings within a linear historical-
ity—essentially, a place in the sun, without any sense either of
knowing or of giving [a care about] what the sun is, or any accord of
what the sun does. It all seems to me it’s not about time, it's about
“slam, bam, thank you ma’am.”| am not trying to be funny.

When we speak of time, especially since so much art since, | can
almost say, since Mondrian is involved with the passage of time—
not the reflection of time, but the passage of time, reflections of
times, or nostalgia at present. And that’s all we have in our lives.
Time is relative to expectations, and it's based upon the real-time
needs to fulfill those expectations. We have no other means of judg-
ing the value of time. Essentially, to be really vulgar, it can’t be about
lifetime, it can’t be about lifespan. It's the same problem that all art-
ists have. We all make movies, and yet, a movie is the great imposi-
tion on another human being, because it asks them to give up their
real time. Your real time is making a movie. | don’t know if their real
time is watching a movie, because it's an imposition of time.

| use time as a designation within the process of making art. That
designation, though, is never an absolute. I'm a materialist, person-
ally, and as an artist, | really see things in relation to the materials as
they're presented. | read through the questionnaire of the panels
and of the discussions that we're having, and in an attempt to sort
of answer them, | kept coming up against these very, very strange
things. These notes—you must excuse me—we were on board the
boat and it was literally the only paper | could find that | could
write on. But we have this problem here about non-objective art,
figurative art, so-called minimal, so-called this, so-called that. Now
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let’s just step aside—there is no art that is non-representational. If

you can see it, it exists. If it exists, it represents itself. If we can—and
all art is essentially figurative—if we can find dignity in whatsoever
is found to form, whatever you come across—"All art is representa-
tional,” “All art is an object”—it's another false issue. It's another
problem of trying to single yourself out from linear time.

Process is determination, in the way | have used it—spray some-
thing, do something, for a period, an amount of time, and then
tell somebody about it in the past perfect, that it is already an
accomplished, accommodated fact. It has already entered the cul-
ture. Try boiling an egg for three minutes in Amsterdam, and try
boiling an egg for three minutes as you go higher and higher and
higher, and you rise to the heights. It's not the same, but it is the
same idea. But a three-minute egg on the top of Kilimanjaro is not
a three-minute egg sitting in the Harbor of Amsterdam. It takes
into account where you are, when you are.

If you can, leave behind what we're running into this afternoon, par-
allel realities—I'm sorry to have missed the discussions yesterday,
but we're seeing so many parallel realities. These parallel realities
allow for a hierarchy though the entire reason for making art was to
help reduce the hierarchies between materials. If we attribute a
metaphor to absolutely everything that's being done that fits into
whatever culture you happen to be in and this idea of a linear his-
toricality, fine. Otherwise, the only aesthetic factor, essentially, of art
is “speed is of the essence”—time and timelessness. All art is
involved in time, all things are involved in time. But at present, why
are we not accepting the fact that perhaps there is a simultaneous
reality? Have we been so absolutely messed about by probably one
of the few people in the world who would love the idea of postmod-
ernism, namely Heisenberg—whose egocentricity was to such an
extent that he really convinced the entire world, after the Second
World War, that if it weren't for him going to the bathroom a lot, the
Nazis would have had atomic power. But he slowed it down.

Heisenberg is interesting. Chaos theory liberated all of us. It liberated
Gordon Matta-Clark, who | have a great admiration for. It liberated
everybody to the fact that it empowered us. The whole purpose of
art is to empower other people—not yourself. Touch it, it will never
be the same. It all sounds just marvelous. The only problem is there
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was another person who came along long before this called Galileo.

And, although he had to recant it, he recanted it with great wit. After
having to admit that he was wrong—that the world did not revolve
around us—he said, “But you have to admit, at least it moves.” That’s
about all you can get as an artist sometimes. But in fact, why are we
accepting with no restrictions, an idea of talking about time, which
is—again, | don't know how it fits into art. It's like going to a Michel
Butor lecture that Dory Ashton had set up once in the 60s, all excited
to see him talk about language in art, because we were all artists
who were being rejected because we used language, and he showed
pictures with words on them. That’s not language in art. And that’s
not time, when you talk about the historicality in the things.

There is an accord for an idea to come together about what time is,
but | don't know why it's necessary as an artist. | was reading a book
last night where something turned up, and they were talking about
working with the Maasai. The Maasai have a different sense of time, a
different way of explaining it. But in fact, the egg boils for a certain
period of time and it has a certain desired expectation. It doesn't
much matter. It really and truly doesn’t. 'm so completely involved in
the fact that—why are we so jealous of entropy? We are. We as human
beings, we as intellectuals, we're completely jealous of entropy.
Entropy takes care of it all by itself. The entropic nature of life is the
entropic nature of life; it’s not a philosophical fact. In becoming a phil-
osophical fact, again we get into this thing—we use arbitrary time.

I just did a show at the Maritime Museum in London, and it was deal-
ing with the rhumb line. The rhumb line is that line that curves
around and allows you to have a flat surface, to understand how to
get from point A to point B, and the problem is that you can't get
lost. | thought exploration was all about getting lost. We're caught
up in a problem here. There has to be a way to put in what they call
“postmodernism”—but | don't really see why. There was no need to
put in the tachists. They existed, they came, they went, and it didn't
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really influence anybody. Schneider didn’t influence a soul. We can
leave out the so-called little escapade of postmodernism. All it led to
was some urban renewal; it didn't lead to any genocides or anything.

If “speed is of the essence,” and “mirror, mirror on the wall," is what
we're looking for [with respect to] time, I'm totally confused about
why we are staying within this Heisenbergian concept, which is
totally pre-Galilean, instead of existing within a post-Galilean sense
as artists, where the work one makes has no metaphor—it has noth-
ing implicit in it. It is totally explicit, and each person comes to this
explicit thing that stands in the way—because all art gets in the
way—and he or she brings whatever needs and desires [it takes] for
understanding their own place in the world. That’s time. That’s time,
not as a quantitative thing, and it’s not as a qualitative thing. It's time
just for what it is. It takes as much time as it takes. And each thing
takes as much time as it takes, and each person does [as well].

As artists, why do we have to intellectually determine what this arbi-
trary time is? | mean, if you were on a Julian Calendar, if you were on
another calendar, you're all working on different times. | mean, it’s
nice in New York sometimes, where there are four different New
Years that go on—one right after the other—and they're not even
close together most of the time. But they are New Years. And each
one, you walk around, and you learn whatever the phrase and what-
ever the culture is having it, and you learn how to say, “Happy New
Year”in an awful lot of cultures—but it makes no sense whatsoever.

Now, art is not supposed to make sense. Art is supposed to have
meaning. And if we really believe that we're international, this con-
cept of time has to be moved about again. Somebody who's hun-
gry has to be fed really rather quickly. Somebody who's not hungry
doesn't have to be fed really as quickly. Our determination as artists
within this time span is to decide how much of our resources can
be used to speed up, for the people who need it, and perhaps to
slow down, for the people who don't need it. But that’s slow down,
that’s speed up—that’s all still arbitrary time. That’s not time as any
way of designating your place in a linear, historical thing.

They’ve made a big fuss about a colleague of mine, who | used to
be friends with—I'm not friends with now, and there wasn’t even a
falling out. It just—it was a political problem. There is no answer. It's
nice; I'm so glad when somebody else talks about what | do, so |
don’t have to. I'm very serious—you know, it’s the old theatrical
thing that you read in the newspapers. “Oh, did we get any cover-
age for our play?”“Yes, they say it stinks.” “Oh, good! Did they use
capital letters or did they use small letters?” Art is something that is
talked about. Art is something that—it’s this concept that we have,
where somebody does something that strikes a universal chord,
and that’s placing something in the way of something else. And
that universal chord can then be used by other people without any
rules, without any regulations. It's almost the joke—there used to
be a time in Africa where people had never seen a motion picture.
They even didn’t quite know what a motion picture was. But every
single person knew that Greta Garbo wanted to be alone.

Ahal! You got to the core of the whole thing: All art is the anecdote
that you walk away from it with, the anecdote that you use. It's why a

Caspar David Friedrich functions the same as a Barnett Newman.

There’s nobody there! It’s a picture of somebody, but there’s nobody
there. And you, if you were at that moment in an existential crisis,
can use that at that time—but it’s always at present. And our pres-
ent, I'm afraid, is being taken over—no offense meant—but by an
academic need in order to convey information that we're only talk-
ing about the past. | had hoped when | entered the world of being
an artist that | would be able to spend my life trying to reach that
one point of making work that was in the present. Because there is
no future. The future would mean that you were determining things.
Nobody determines anything. As Jo Baer said, you think you're
changing the world a little—maybe you don’t even change it at all.

But the present—if you can make something and present it to other
people, in any culture—and language is not a problem in my terms,
because it can all be translated, it’s all quite simple. And that gives a
sensual pleasure at the moment, a sensual awareness at the
moment—sensual, not visceral. Design is visceral and art is sensual.
At that moment, it does not rely upon your remembrance of the
past. | ain't been able to do it yet, but I'm trying. And | think every art-
ist essentially is trying to do that—to make something that, at that
given moment, changes your entire sensuality to such an extent that
when you think back on it, in the next moment, you've changed your
whole logic pattern. And that’s all | have to say about time.

There was one English thing that was wonderful. The English knew
they had to have accord on time because they invented “false time”

with the Greenwich Mean line. They had to invent it in order to do what
they had to do. And they used to stand up in English pubs and say,
“Time, gentlemen.” Now | thought that was sufficient, but when | told
this to a colleague from Britain on an airplane recently going to Munich,
he said, “Lawrence, you forgot. It was, ‘Time, gentlemen, please.”

Please accept my reading of temporal time. And that “please” is
what all art is supposed to be about.

Question from the audience: First of all, | would like to apologize for my
academic question. | wish to mention it is a fact that, for me, without
love, there is no real academic activity. | think even academic activity is
stimulated by a love for something. It might be a love of the arts. But |
would like to ask you about a specific subject, the fact that you stopped
making paintings and started making textual or text related works, and
how the aspect of time, in a way, played a role in this process or in this
moment or in this decision, or whatever it was. For me, there is a gap in
my perception of your work between painting and the textual pieces.

Lawrence Weiner: Hmm-mm. | don't know if | ever stopped mak-
ing paintings, because the paintings themselves—by the time
you got to know about them, not the things that sort of went
through one’s life—by the time | got to that, the paintings were
doing exactly what the use of language was about. They were
presenting a material fact—the fact of removal, the fact of a spray
for a period of time. And then | began to discover that they were
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not believing me that the paintings were just basically a conver-
sation. And they were turning them into these other objects, and |
found that language allowed itself to function better. But in a
sense, I'm still doing exactly the same thing | was doing then. I'm
making things to show to people that they can identify with, what
| had seen as a logic pattern—I hope. So there was never any
break. | happen to like painting. | like painters. | like Jo. | mean, |
have no real problem with any of that, there is not a problem
about who | show with. | don’t believe that they were even mini-
malists. | don’t believe certainly that there are certain things
called conceptualists; it's as if... | just saw some beautiful Ells-
worth Kellys that | was very impressed by at Venice. And don't tell
me they’re not conceptual—you have to figure out what size can-
vas to buy, what size stretcher to stretch, what kind of paint to
mix. | dont know where the word “conceptual” came from. It
was—I think, and this is maybe a little low shot—but there came
a point somewhere, when it began to look like it might be hard to
make a living. It was before the work was really beginning to be
accepted, and somebody called it “conceptual” and they figured,
“Oh, well. If | screw up, | can become a professor of conceptual art
in the university or in an art school” Now, wanting to survive is no
reason for me to look down on anybody—I wanted to survive all
along, it’s just about what you're willing to do for it. Might be a
little bit sad. But | have nothing against the academy. | believe in
teachers, you know, | really... the reason | don't teach is that |
think it’s a full-time endeavor. And the few times that I've had to
give seminars for financial reasons, to try to do something, | found
myself not being able to work. | found myself totally engaged
with these other human beings in a room, who were passing their
real time—and they only get one real time. And you have an obli-
gation. | live with somebody who's fascinated by history. And his-
tory is an interesting aspect for me—but not when I'm making
art. | don’t want to make art that relies upon the past in order to
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have validity. | think that we are dignified enough at our own
present time in this moment that we don't have to justify what we
do by the accomplishments of other people. We really ought to
be able to go [action] without having to say, “See? It looks a little
bit like a Picabia.” Yeah, it might look a little bit like a Picabia, but
we all look a little bit like whatever grandparents we had. There’s
no real way to get away from it. That would be the answer. But it's
not about—when | say “academic” | meant an academic reading
of looking at something that perhaps had no explanation, and
the only explanation would be to put it in line with our knowl-
edge of history. Somebody who had been educated in Asia would
not have that same line of history, and yet the same work would
have the same amount of power, like Gordon Matta-Clark. The
same work could mean all of that, but it doesn’t always have to be
counter-cultural. Let’s say it’s acultural. Maybe art is acultural. Art
is not about opposites—it's about apposites, and it could be acul-
tural. Acultural means that each individual time, as we know it,
attempts to find a means and attempts to find its own level. And
with global warming, we've discovered that the level of water is
probably the most profound thing in the world, because there is
no level of water any longer. [using the term Waterstand in Dutch]
Yeah, it's true! [a few words in Dutch] And as long as that’s every
single day, we have another water level, the level of water is the
only question we can answer—and [the fact] that the level of
water finds its own level. Well, that’s very interesting because we
had hoped that for artists as well, didn't we? Yeah, it's a piece I'm
doing in Liege, at the University, and it's all about water finds its
own level, because its own level is the most important part of it.

Question from the audience: Why is it so difficult to be an artist in the
present, | mean, not related to the past, which is anyway hard
enough? Why is it so hard to deal with the here and now? Is it because
it is actually now learned?

Lawrence Weiner: Oh, but it actually is there—it’s just that by the
time you tell me about it, it's gone, okay... That kind of paradox
sounds great, you know we're living in the City of Ammm... and the
City of “everybody being better then everybody else because they
have an inner glow." But in fact, it's not any harder to be an artist now
than it was to be an artist—and again, | can only speak from the '50s
or the ‘60s. What happens is you are not content... “One is not con-
tent with the configuration that is presented to us.” That configura-
tion is what we build our logic pattern for survival out of. We get
through the day by using our logic pattern to get through it. That
logic pattern can come from a Mondrian, it can come from a popular
song, it can come from Beethoven. It doesn't much matter. But we
build a structure within our heads for how to get through each day.
That is the present. The reason that it looks so complicated for artists
to find something to do, which is what the problem was that | saw in
Venice—not that they don't know how to do what they do. They do.
But they don't really know why they’re doing it, because they
didn‘t—and they’ll say it out loud—they don’t know what they're
doing, they're just doing something to do something. That’s not an
answer. When there’s nothing to say, maybe it’s best to say nothing.
Yeah. | mean, I'm sorry—you know, artists are no different than any
other person. When I'm speaking, I'm speaking from the standpoint

of being an artist. And that’s why | was asked to speak, because I'm

an artist talking about something else. | don't really—I'm not a scien-
tist. Yes, | mean, we all know Heisenberg, we all know how to sing
Melancholy Baby. These are things that our Western culture has
taught us as we were growing up. Calculus is not complicated. Fixing
a VCR might be—but they’re not going to exist any longer, so it’s one
of those things you didn't have to learn. The thing about art is maybe
there are things that artists are supposed to be smart enough that
they don't have to learn because it's not going to be of any use—
they’re dead ends. But every dead end has always produced [things]
like a cure for syphilis or a cure for this or a cure for that. So | don't
know why we're all supposed to know so much—but time itself is
the interesting thing. How do we give a value to time that’s not
related to our own fear of death? You know, there’s that joke about—
this thing about a lifetime. How can you give value to a life when it’s
the thing that everybody has? And everybody has it like the level of
water for a different period of time. That’s it, | don’t really know. As
I've said, I'm one of those people who, if given the opportunity, and
when I've had the opportunity, would start schools and start things. |
think people should know about the past and should know about
history, but | don’t know if it's a necessity when you're talking about
art. And it has a tendency to trip up a lot of the aspirations of a lot of
younger artists—and | don't mean in their twenties, | mean in their
teens—who are starting to enter into the world and want to have a
discourse to force them, to make it resemble what they have heard
of. Maybe art is taking on another phase, but it does that every 10
years—happily. Yeah. You know, there’s no such thing as a young art-
ist. There are artists who show a lot and artists who haven't shown a
lot, and that's the difference. And art is a public thing—when it's not
shown, it doesn't exist. Art is a public conversation. | mean, that'’s the
horrible thing. You must all have [conversation] when you have sem-
inars, and sometimes you see intelligence in eyes, but they say, “Oh, |
can't talk about that!” And you look at them and say, “Then get the

fuck out of here!” Because art is a public job and if you can't talk in
public about what you are thinking, then you shouldn’t be an art-
ist—you should be something else.

Question: How is time related to the medium of artists’ books?

Lawrence Weiner: | don't see them related really to time. It’s a real-
time experience to read a book, but I've always made books
because—and if you'll notice all the books I've made, and there
seem to be a lot of them, they don't have any explanation or any
table—they don't tell you how to use them. It's one of the ways of
leaving around things that I've been working. You can do books for
children, you can do them for adults. Where they turn up, it's the one
thing that our overwhelming society can never get rid of it. They can
burn books, they can kill the people who make them, they can kill
the people who read them. Somehow or other, one turns up behind
the, behind the toilet, one turns up under the bed, and then you're
back in business again. And media, you forget, if they turn off the
electricity, you're screwed. Forget it. That's the big mistake of McLu-
han. McLuhan misread immediately and it became obvious that the
benevolence of the society should be in no way, means, or other-
wise, to restrict yourself in your communication with other people.
Remember artists like lan Wilson or artists like Stanley Brown, where
the expenditure of the time of the involvement is an essential part of
it? For me, the expenditure of trying to figure out how to use what |
make is an essential part of a person’s use of my work. They basically
first have to figure out what it is, and then they have to figure out if
it's of any use to them—and if it is, they have to change their logic
pattern—without my having to tell them how to do it. So | find
books wonderful as long as they don’t have instructions on them.
And | continue to make books and | will continue to make books. |
like making children’s books, too, because you can talk about some-
thing like time without worrying about historicality and things.
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PANEL DISCUSSION

Joseph Kosuth (in absentia) e-mailed his answers to
guestions about Time

Joseph Kosuth (¥*1945 in Toledo, Ohio, USA) is one of the pioneers of
Conceptual art and installation art, initiating language based works
and appropriation strategies in the 1960s. Due to other commitments,
Joseph Kosuth couldn't participate in the Amsterdam symposium in
person. He did agree to take part in the form of submitting written state-
ments, however. The idea was that Peter Lodermeyer would ask him a
series of questions on the theme of Time and he would select those he
wanted to answer. The answers we print here reached us by e-mail, and
served as the departure point for a panel discussion, to which numerous
speakers at the symposium and people from the audience contributed.

Peter Lodermeyer: After 2500 years of philosophical contemplation
about time, the German philosopher Michael Theunissen has reached
a conclusion that “Time is not definable” [Negative Theologie der Zeit,
p. 39]. What is the meaning of time for you personally?

Joseph Kosuth: There couldn’t possibly be a meaning of time, for me or
anyone else.

PL: The main subject of your work is “meaning”. What, in your opin-
ion, is the prevailing effect of time, the formation or the erosion of
meaning? Is time an ally or an enemy of the artist?

JK: On first thought | would assume ‘time’ to be, intrinsically, devoid
of meaning. At best it would be a flow which provides the dynamic
within which meanings are formed for individuals or society. But for
itself, it has no ‘'meaning’ per se.

PL: A very significant time structure in the life and career of an artist is
artistic success. Lately, a critic wrote in relation to your show at Sean
Kelly Gallery: “Theory’s over.[...] Like it or not, intentional or not, both
Theory and Conceptual art have made it. They're the establishment.”
(Matthew L. McAlpin, The Brooklyn Rail, November 2006). The art critic
Klaus Honnef has referred to the “Pyrrhic victory of Conceptual art.”
Does the art world still need debates on theory or theoretical debate?

JK: Well, the word ‘success’ seems more precise than it is. A market
success like Damien Hirst or, once upon a time, Markus Lupertz, is
clearly not an artistic success, for example. The ‘success’ of my own
activity—as a cultural contribution—has shown a healthy indiffer-
ence to the market, for a different example, with interest in my work
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quite often based on grounds quite independent of whatever charm
the market had for my production. As for your quote, what a curi-
ously enslaved avant-gardist idea to equate having ‘made it’ with
being ‘over! So, apparently, at the moment in which one is exercising
influence and arriving at the possibility of an enlightened responsi-
bility for a social and cultural impact, the suggestion is that the
actual unavoidable destiny is one of impotence, since it's only the
possibility of the new rather than the reality of responsible engage-
ment of an actual ‘arrival’ that matters? | think not. If so, ‘the new’
becomes a formalism without content or value. Are the Conceptual
artists the establishment? I really doubt it.

Do I feel that my contribution opened art up, cleared out modernist pre-
scriptions, replaced the male expressionist shaman model of the artist
for a practice open to both genders based on the power of ideas? Yes, |
feel | helped that happen. Just because | was right forty years ago
doesn’t make me the establishment, even if respect tends to take an
institutionalized form. It amuses me to hear that when | see artists of my
generation, painters, who are well known but, frankly, artistically medi-
ocre (like Ryman or Marden) sell for millions in the auctions simply
because they make their production out of paint and canvas and, thus,
impact with an appeal to the market’s prejudice toward formal continu-
ity, thus appealing to its conservatism rather than effecting the history
of ideas. Or Richard Prince, no mediocrity in terms of his original contri-
bution, but look what happened in the market to his work when he
switched from photography to painting! In this way the market often
numbs the brain, so one can only follow it with sociological amusement.
I would need to know how Klaus is applying ‘Pyrrhic’

But an ‘art movement, be it mine or someone else’s, tends to have two
contributions. You have those who started doing it first, and we know
it’s often one person who personally influenced others, so it's rooted in
their work and from that the movement gets its authenticity, it flows
from those first works and the ideas that formed them. Such authentic-
ity is the result of work being anchored in the lived location of an actual
human being, a human being connected to a particular historical and
cultural moment. In short, it originally flows from their own belief in
their own work. Then, the other contribution is that belief becomes the
basis of the discourse within which other artists work. | had to confront
Duchamp and Ad Reinhardt, but | think my work has certainly added
more than you would get by just adding up those two. Yes, we need
debates on theory (or theoretical debates) because that is how we can
pull back and see the concrete instances of our practice and get an
overview of where we might seem to be going.

PL: In your text On Picasso (1980) you wrote about the “point
when Picasso stopped making art and began painting Picassos.
This process [...] is a potential fatal side-effect of success for any
artist."No doubt, you are a successful artist. Have you ever been in
danger of beginning to make Kosuths? (If not, how have you been
able to avoid it? / If yes, how has this come about?)

JK: I think Picasso’s problems are not mine. As Freud put it, ‘The tiger
and the polar bear cannot fight. But | do apparently share a historical
space (or, as the joke goes, ‘we went to different schools together’)
with others who have fallen into similar traps. My works connect, they
really come out of the historical and cultural location that forms them.

They are always too much ‘about’ something to simply be signatures.

However, I'm often asked about my thoughts on the work of Lawrence
Weiner and have said relatively little over the years. I've always
thought that the ad hominem gossip around us makes a serious dis-
cussion rather difficult. But maybe | should try. For me his work is a
continuous variation on the same graphics job (those zappy colors
and joyfully bouncing type fonts!) and the ‘look’ functions as a kind of
parody of style enough to have a market identity, since it's important
that you can easily identify them, as they feed from each other.

The promise of profundity is in continuous delay. But what he actually
‘writes; frankly, is functionally devoid of any actual effective content. | don't
think that is an accident. | was quite amused recently when | was told that
his criticism of my work is that he says he actually ‘writes’ but Joseph just
cites. Apparently the fact that what he writes is quite consistently mean-
ingless is not an issue for him. We'll forget the 23 or so books | wrote, com-
pared to his prudent absence of nearly any theorizing in the last 40 years,
but I ask you: my appropriation or his pseudo-poems, who generates the
meaning? | would gently point out to Lawrence that he didn't invent the
words he uses any more than | invent the sentences and paragraphs that |
use, and, in any case, that language functions differently within an art-
work than in the practical world. (Should | quote Wittgenstein here?)

As I've written a lot about how that works (which means, of course, |
actually thought about it as well) and he hasn't, it's hard to know what
he claims now his activity is based on. Post minimalists (this term, not
Conceptual art, was invented for work like his and it is actually appropri-
ately descriptive) like Weiner, and minimalists like Judd, Andre, Flavin
are joined by the fact that formal identity from one work to the next
gives them a market identity that parodies earlier art historical notions
of ‘style! The minimalists get my respect in spite of it, but Andre’s got to
put it on the floor, Flavin’s got to use fluorescent lights, Judd’s box is
always nearby. Their form of late modernism, along with Weiner who
uncritically inherited it, insists that consistent, repetitive form insures

integrity. Well, it might have for the former, but it collapses when
attempted with language, or more accurately in Weiner’s case, really
with just words. Words as objects suffer along with the rest of concrete
poetry by having neither the integrity of a Juddian ‘specific object’ nor
the essential quality of language: signifying acts, a system of relations
between relations, ultimately the production of actual meaning coming
from the work. In short, the transparency of meaning-generating rela-
tions. Such work as Weiner's and concrete poetry in general, is, to my
mind, deeply bankrupt. Such work reifies language ultimately into
dumb decoration at best, as it parodies itself in a shell-game perfor-
mance of signification, exploiting the authority of language but without
generating any actual new meaning, parasitically hoping some myth of
profundity can be simply borrowed from art history to mask its empti-
ness. But a pretention of the celebration of meaning shouldn’t be con-
fused with a practice which actually produces it. After the minimalists |
prefer Nauman, who risks play as an artist and generates new meaning
with each work. But the one artist who actually uses objects linguisti-
cally is Haim Steinbach. To my mind he is one of the few artists to actu-
ally make a new contribution to the use of language within art, and he
does so without using words. | speak here of his most well-known work
in which he positions objects on shelves. Later, with delicious paradox,
he underscored this work by using actual words as objects, thereby
exposing the cultural, and political, homelessness of work like Weiner’s
by appropriating words from mass culture and not just putting them
into play like cultural objects, but putting them into a particular play:
from word to object, from object back to language, and in the end arriv-
ing with works quite the same as his other appropriations. His linguistic
use of them are in spite of the fact they are words, and in this way he
shows the complexity of the relations between language and art, and
art and its objects. Sorry, but how simplistic and naive post minimalist
production looks when compared with work such as this.
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ROBERT BARRY

Text as presented during the symposium Space at
the New Museum in New York, USA, 3 April 2009

Robert Barry (*1936, New York City, USA). Since 1967, Barry has pro-
duced non-material works of art using a variety of otherwise invisi-
ble media. His word pieces provide complex spatial linguistic fields of
thought that activate the viewer’s powers of imagination. Barry lives
and works in New Jersey, USA.

Robert Barry: | will speak about an exhibition in Paris. It is a group
exhibition of artists who—over the last thirty years—have worked
with the empty gallery as their exhibition. It starts with Yves Klein,
who closed a gallery in Paris. Over the past years, | have made a
number of empty gallery exhibitions. | was also included in the
show. When you go to the museum to see the exhibit, in the
entrance you first encounter some information about the artists
and their exhibitions. But when you then go into the exhibition
itself, what you see is just a number of empty rooms: the walls are
clear, there is only a small information label with when the exhibi-
tion took place and what it was about. During that exhibition |
shot a video of the people wandering around these empty rooms.
What are they looking at? What are they talking about? The video
was edited in Paris. Recently, | have been putting the images in
the words. Instead of superimposing the words over the images, |
like the idea of the words rising and then fading away. In this
video you have the use of space in a couple of different ways:
there is the blank space between the various images. Time is also
present in this work: | took images of a previous exhibit and recy-
cled them into the video you are looking at now. So, you have
various levels of time; people roaming around the space, the art
space in the video which existed in the past, and now we are look-
ing at it in the current art space. That was the idea about that
video. | thought it was interesting to have it running while you
came in as an opening idea of using space as a part of the sympo-
sium. In January | did an exhibition called 62 09 at Yvon Lambert
Gallery, here in New York. | shot a video of that exhibition as well.
The show deals with space and time. The exhibition showed
works from 1962 till the current: it showed old works, new works,
old works presented in a new way, and old works combined with
new ones. Once again, we have the idea of space and time,
which—by the way—are very important aspects of my work.
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Amongst the works in the exhibition are some of my telepathic

works, which | did in 1969. For me, light is also very important. In
this exhibition the light tended to change quite a lot.

Peter Lodermeyer: You just said that several artists worked with empti-
ness and showed empty spaces, why is it still important or necessary to
do that? Why is it important to deal with emptiness?

Robert Barry: | don't know whether it is important or necessary. It is
just an interesting approach. The galleries really aren’t empty: there
is something in there; the space is designated in a certain way. The
space is used for a certain kind of thinking. In my work, for example, |
used invisible material, such as radio waves: if you walk into the gal-
lery, you would not actually see anything, except for a label saying
that the space is filled with various radio waves. If you had taken
your radio, you would have been able to hear something. | worked
with other invisible material as well, such as thought waves. There is
no such thing as ‘completely empty’; there is always something
there. Just because you don't see something does not mean there is
not anything going on. The reason | made these works, was to test
the limit of visual art. What makes something visual? Is it something
you see with your eyes? Or is it something going on in your head?
That is why | worked with so-called empty galleries. In the first piece
I did, I simply closed the gallery. | knew Yves Klein had worked with
empty galleries, but | did not know of any artist who simply closed it.
| was aware also of the work of Daniel Buren, who filled the gallery
with this striped wallpaper. But in his case there was always the
striped paper. My piece was very direct: close the gallery.

PL: Your interest in empty gallery spaces comes from your questions
about art. Does it also take its inspiration from philosophical questions?

RB: Whatever the influence, | am an artist; | deal mostly with art. That
time in the 60s and 70s was a very rich time in terms of pushing the
boundaries of what art could possibly be, what the term ‘art’ was
about, and what it meant when going public. Unfortunately—except
for a few artists—that time is over. The art world became a very con-
servative place in terms of thinking.

PL: Why did you come back to your telepathic pieces in your show at
Yvon Lambert?

RB: These pieces had never been shown. They were originally
meant to be shown in an exhibit in Sdo Paolo, Brazil, in 1969. There
were a lot of political problems there at that time. Out of protest
against the way people were treated there, the American artists
decided to pull out of the show. The pieces were therefore never
exhibited. | was just waiting for the right time to do it, really.
Because the show at Lambert was about taking old ideas, working
with current ideas and trying to transcend the bridge between that
space and time... There is a piece in the show that you may have
seen. They are two paintings next to each other: one from 1962; the
other from 2008. The space between the two represents 45 years,
my whole career as an artist really. In the same room you had the
red and black grid painting. My teacher at that time referred to that
painting as wrapping paper, because | brought the red and black
squares around the edge. So, even at that time, | was dealing with
the painted object in time and space. Suggesting that it extends
both physically as well as ideally beyond the work itself.

PL: To come back to your telepathic work; | am really fascinated by it.
Our topic of today is space and telepathy has a lot to do with space:
the space between you and me, for example, and trying to bridge
that space in an uncertain way. As far as | know, even yet today there
is no scientific proof that it actually works. So, please, tell us a bit
about your telepathic performances and how they work.

RB: Well, it was like this: | would sit in front of an audience and tele-
pathically transmit ideas. For example from a university in Canada

there was a conference call organized by a gallery called Seth

Siegelaub. There | telepathically transmitted an idea that could not
be expressed verbally, that was the idea of the piece. | was in New
York; they were in Vancouver in a conference hall. And | tried to
transmit something. | also did a performance at Franklin Furnace. |
would sit there behind a table and people were telling me they
were picking up ideas. In the same building as one of the galleries
back then was the telepathic society. They actually had a library
and publicized this sort of thing. You could go there and study
books about telekinesis and moving objects by thought. | was fas-
cinated by it and thought it was good material for me.

PL: | saw pictures of your exhibition at Yvon Lambert. How big is the
influence of the space in which you show your work?

RB: Yeah, it's important. | think about it. You have these general
ideas about what it is you are doing in your work. Often | translate
these ideas into the space itself. | like works that only exist for a
short amount of time, that will only be there for the run of the
show, then they are painted over. It's like a jazz performance or
something: when you are there, you are listening to it and have to
really focus on it at that moment: if you come back later, it will not
be there anymore. That sort of transitory aspect of art brings that
to the fore, but this is true of all art. In terms of meaning, that is
how we today think about the old masters, such as Rembrandt.
Today we look at his paintings in a different way than back then in
the 17th century. These ideas are changing all the time anyway.
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Also: | like the idea of combining things that age or change very
slowly compared to those who go out of existence very quickly.
The works | showed on the floor at Yvon Lambert, for example, are
made of acrylic. They are tough and strong and stay in this config-
uration. | like that work in comparison to something on the wall,
something changing all the time and only lasts for a certain
amount of time. So, the elements of time and space: | really try to
work with them in different ways. Just going to a gallery and filling
the space with stuff is really not interesting to me. If you start
working with space, you have to consider time as well, what it is to
move around the space. That is also why I like to use language or
words: words grab your attention, they speak to you. Even though
they might be red or acrylic, they are addressing themselves to
you in a way—if you choose to become engaged with them.

PL: Words usually don’t need color. Why do you choose to work with dif-
ferent colors?

RB: You can’t avoid color: there is always something, whether it's
pencil or something else.

PL: But it does have an impact.

RB: Yes, it has an emotional impact. It is a good way of separating
things. It looks good. Look, you should make work that looks like
something. It's called visual art. Even in the so-called invisible
works your mind is working and trying to somehow come to grips
with the idea that is suggested to you. Whether it is gas flowing
back into the atmosphere or something else... The reason why it
is inert is because it does not mix: the molecules don’t mix with
other molecules; they remain intact. There is this ever-expanding
form that is invisible to us, but that exists in your mind. You can
think about the nature of this form and you can engage with it if
you want. It’s also recycling. | think the statement is that the gas is
‘returned’ to the atmosphere after it had been taken from the
atmosphere. You have this recycling process going on.
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PL: Nowadays, we talk a lot about virtual space. Has this ever been inter-
esting to you? Did you try to work with that kind of space?

RB: No, not really. No. Maybe | am just the wrong generation. | am
interested in real space, space you can get into and walk around
and deal with or anticipate. In the panel after the opening of the
show [at Yvon Lambert] we were talking about void. Mental voids,
for instance. If someone offers you an exhibition and you have to
decide what it is you are going to do. An artist such as myself isn't
always bringing out work by making variations on his style. Then
this becomes a problem, you are confronted with this void: what
are you going to do? This mental problem can be referred to as a
void. To me that is a kind of void. Or the void that remains after a
friend of yours died. This is something you experience when you
get older: people die. There is a void in your life, a space; it's a
space that cannot be filled. It's a challenge, something that can-
not be changed; it can be quite emotional.

Question from the audience: With regard to the piece that is now at
Yvon Lambert—of the hanging pieces with the cylinder. It appears as
if you are compressing a certain kind of volume of the space into
those couple of millimeters at the bottom into an invisibility. In my
mind, that seems to relate to the way you move material: in and out
of consciousness, in and out of perception. Can you speak a bit more
about that particular work in relation to space?

RB: Well, that piece is about expansion and compression. The steel
disc is supposed to float 1/8 inch above the floor. The disc is sus-
pended on a nylon monofilament, which is quite reflective. The
monofilament expands a little way up to the ceiling. With the sky-
light in the gallery the effect is quite beautiful. The nylon filament
can be invisible sometimes; the steel disc is quite strong and shiny.
There is a little tiny space between the discs. The atmosphere
makes the disc move very, very slightly. The blade of the monofila-

ment is different every time it is shown, depending on the situation

it is in. That is the idea of what the piece is really about. The piece
dates from 1967, | believe. It has been around for a while. The work
is part of a series: always a disc or a cube that’s being suspended.
Attempting to have one solid idea implying that every time it’s
shown, it's shown differently because the situation is different. It is
an art idea, it's about material and space and becoming engaged
with the space. | am fascinated by space and time, because we live
in space and time. We really can’t avoid it. We move around in it and
it sort of means something to us. The point for me is to use it as
directly as possible and contrast these various elements of space
and light and how this light is reflected.

Question from the audience: When you revisit these old pieces, do
you find that—besides the changes in situation—the fundamental
idea changes too?

RB: Yes, absolutely and that was the whole reason for doing it. |
started to use my old age, my past, as a material for making art.
That is what that show [at Yvon Lambert] is about, it is not a retro-
spective. At the moment | have an exhibition at the Paris gallery of
Yvon Lambert. There | show only new work. The idea of combining
old and new work is not new; | have been doing that for a while. |
guess | started doing that after | turned 60, making something new
out of the old and new work together and activating the space
between. | don’t know about other people, but | see things in the
work that | hadn’t seen before. | sometimes wish | had that same
I-don't-give-a-shit attitude that | had in those days. | really didn't
care; | still don't care, but these days | am a little more cautious.
There are a few people now whose opinion | respect—there are
only very few—but there are more than when | was young.

Question from the audience: You work mostly in gallery spaces, which are
confined volumes of space. Could you tell a bit more about your conception
ofthe medium of space itself?
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RB: | like galleries and museums, because people come to actually
look at the work. | like it: that is what these places are for. People
come there with anticipations and expectations. They are focused on
the art. Sometimes it is good to do something out in public, too—
and | have done that. But | find that the people who respond to it are
the same people who go to galleries anyway. There is work of me in
public; I am not sure whether people recognize it as anything. Any-
thing you do is certainly going to change the space. There is no such
thing as just plain space; there is always a specific kind of space or a
certain kind of place. If you are sensitive, you don't just take some-
thing from your studio and plump it into a gallery; you take into
account the aspects of what this space is about and the people that
go there.This is kind of challenging and it affects the way the piece is
going to look—at least for me it does. | don’t take something out of
my studio and put it in an abstract space. | did some paintings, but
they are in galleries because that is where people go to look at
things. Art is a very particular human activity. It is a very important
activity. And it is a special activity. In the beginning you need a few
people who will support it and respond to it. Maybe that group will
grow, maybe not. At least you put it out there. When you put it out,
you want it to be taken seriously. At least | do, because | think a lot
about what | do. For me, art is a very complicated process.

Question from the audience: | was wondering about the diptych and the
45 years between them. What was the formal consideration for the
space between them?
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RB: That was a problem when we were hanging the show. In fact,

it was a problem making a new painting to go with the old one. |
think | did three or four possible paintings. Some of which | may
put in another show some place else. | wanted to reflect my ideas
of change; | did not want it to be something so totally different, so
that people could see some sort of connection between the two.
The old one is a sort of found object from my youth, the other one
I had to make with my old brain.

Question from the audience: If you show the piece again, will it change
or is the in between space locked now?

RB: I have to see what it looks like when | show it again. Nothing is
locked in; everything is changing.

Jessica Stockholder: | wonder what you think your work will be like
after you, when you yourself are not here anymore, in terms of
exchanging and other people making those decisions on your behalf.

RB: That is the definition of nothing, right? The void? When you are
dead? That is nothing. | mean, do I really care? Yeah, | do. | care now; |
probably won't care when | am dead. So, it is a question to be dealt
with now. You have a certain amount of control. | have two sons,
they are in their forties. You have a certain amount of control over
their lives and then you totally lose control. It’s like that, | think. How
much control can you possibly have? A friend of mine, a fellow artist,
I have known him since the 60s, happens to have a magnificent col-
lection. | went to his place in the south of France sometimes. He

showed one of my works that was in his collection in a museum in
Mouans-Sartoux, France, which is a beautiful little museum. We
traded works sometime. | did not go to the opening but he showed
my piece in that museum. Some people were quite disappointed
because the wall piece completely changed everything. Here you
have someone who is a fellow artist and should know better, really.
What he did with the piece was unforgivable. | sent him an email. He
came to my show here in New York. | said: “look, the next time you do
this, let me know, we will try and do something or don't show it”
People do things to your art when you do not have any control. You
think you've got it locked in, but you don'’t. Barnett Newman used to
say he wanted his paintings to look the same in the gallery as they
did in his studio. | think that is impossible. Anybody who makes
paintings knows that, as soon as you move them, they will change.
To a certain extent | try to build that into my work. There is always
that sort of flexibility. Also: if something is where it is, just leave it.

PL: | have a question about your work with words, with language.
Artists such as Lawrence Weiner or Joseph Kosuth care a lot about
typography. Is this a topic for you as well?

RB: Yes, but | use the same kind of words all the time. | like a very
simple geometric form. | developed this look. It works well with
architecture and does not distract from the word object itself. | think
of them as objects really. How do you distinguish one word from the
other? Each word has got its own individual history and meaning
and look and color. | don’t want to get involved in borrowing any-

body else’s text. My sensibility is always to just be very direct. With-
out a lot of extraneous things going on.

Question from the audience: Your work strikes me as very generous
to the viewer in terms of interaction, which moves it away from a
kind of commodity status. Would you consider your work as an insti-
tutional critique or something utopian?

RB: No, | don't use terms like that. Earlier | spoke about losing a
certain amount of control and | have that built in. | address my
work directly to the viewer. That is ultimately where the meaning
is going to be. It is what other people are going to think and write
about it. Once the work gets into the world, it gets a life of its own.
You have to consider the fact that | am undressing myself to other
people. No matter what meaning | give to the work, ultimately it’s
going to be dealt with by other people. Over time this is going to
change: people have different attitudes towards it and think about
it in a different way. That is one of the reasons why | use words:
they address themselves. But, | don't like words in a text. | have
sort of stopped that. | did that years ago, but don’t do that any-
more, because | want the words to exist in all their possible mean-
ings and then be addressed personally by the viewer. However, he
may refer to them... No, it's not utopian; it’s realistic. | am very
much interested in how art exists in the real world. | am very much
a realist, even though | am often called a conceptualist.
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JESSICA STOCKHOLDER

Text as presented during the symposium Space at
the New Museum in New York, USA, 3 April 2009

Jessica Stockholder (¥1959, Seattle, WA, USA) creates architectural mul-
timedia installations using found objects, such as construction materi-
als, furniture, textiles, and household items.

Notes arising from Symposium Space NYC, 3 April 2009

It's interesting that | can’t seem to think about space without thinking
about time. | work with how the experience of things ‘now’ bumps up
against memory and knowledge accumulated in time. | am particu-
larly enamored with picture making—picture making in space. The
relationship between picture making and space is an awkward one.
Pictures are still, seeming to exist outside of space and time. They are
flat on the surface. The volume of things takes time to experience. The
experience of space requires movement; and movement takes place
in time. Conflating time and space causes a feeling of being torn from
3-dimentional space as the only way it is possible to experience space
outside of time is in the space of mind (imagination, thought.)

| don't work in a verbal space. There is a knowing that accumulates
from experience and in relation to the body that directs my making.
There is structure and intelligence to what | make that grows from
things | have made before, and in response to what | know of other
people’s work and the world. My capacity to articulate the work comes
after the fact. | work in response to things in the moment, to how
things feel, and to visual structure. It is difficult to explain how it is that
I work with fiction—perhaps even narrative but not with words. The
fictions | use are tied to the generalities that the mind invents through
metaphor grown from particular experience of things in real or exte-
rior space. The flow of these generalities in mind through time, cued
by the experience of painted objects is a kind of narrative. That we tie
emotion to these experiences is part of how we think. Fiction includes
emotion thereby tying information to our memories and encompass-
ing many parts of us. Words are general and abstract although strung
together they can point at particularities. The word ‘microphone’ for
example, describes the object but it tells us nothing about any partic-
ular microphone and how it exists now in relation to where it is and
who's looking at it. | value this disjuncture between the words we put
to things to quickly know what they are, and the fact that each and
every single thing or objects is different. | am interested in the space
in the mind between the word and experience. We think abstractly in
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order to function. Every single moment we live is quite particular. | use

objects and my making to call attention to that part of being human.

All my work is site related—either in a generic way or in a more spe-
cific way. | travel to work in response to the specific nature of different
places. The work I make in my studio is made in relation to the generic
convention of white cube exhibition, and in response to the intense
particularity of different objects. Places are different than spaces.
With the studio work | am assuming a kind of generality of place—
perhaps that is a kind of space. With the site-related work | respond to
the physical particularities of architecture, light and scale.

Our experience of mind as inhabiting space is metaphoric, fictive. We
generate this fiction in our internal mind spaces. Somehow, flat pic-
ture-making space seems easier to live with: it proposes not to exist
in the flow of time. Of course it does; everything does. But it proposes
that itself as static, and it can be imagined as static. The experience of
3-dimensional things requires that we imagine or acknowledge the
flow of time. The collision of these two experiences: one feeling more
comfortable, more controlled; the other chaotic and uncontrollable.
Though we understand fiction to be something distinct from reality,
in fact, fiction merges with reality. The Internet is a kind of fiction: it is
full of words and images that we invented. Our bodies are not actu-
ally there, but we think of it as space. Fiction defines the whole world.
Architecture is constructed to present us with certain kinds of images.
If the walls had holes in them revealing plumbing, electrical wires,
and the darkness inside, we would feel less comfortable. Clean white
walls give us the feeling that we are safe and cared for. Buildings in
this way present a kind of storytelling to comfort us.

These shared cultural fictions are distinct from our personal fictions:
our dreams and the stories of our lives. Our personal stories are cer-
tainly part of us, though not necessarily part of the shared world. All
of our stories in mind space, shared and private, are known very dif-
ferently than our knowing about things in exterior space. These two
kinds of space exterior and interior hold the flow of our lives.

I aim for my work to be—in a classical way—ordered and complete. |
aim for stasis in the midst of chaos. | have not been interested in
watching a work fall apart. Although conceptually it is interesting to
think about entropy that is not what gives me pleasure. | do like to

think about how the work is a very slow process, a slow event in
time—much slower than film or video. | like to notice the extreme
slowness of the work in contrast to the speed of my body.

The dualities presented by my work are dualities of life—they are not
between life and an imagination of death. The duality of the static pic-
ture versus the mass and space in time, and the demand to notice the
particular bracketed by the abstract structure depending on the gen-
erality of thought in mind. These dualities embodied by my work can
be understood as metaphor for the relationship between mind and
body. | am an atheist without certainty as to what happens after death,
though | wish for continuity! In any case, we do, while living, experi-
ence ourselves as separate from our bodies though we can’t escape
them. This seems like an experience of space colliding with time.

Sam Ran Over Sand or Sand Ran Over Sam: Rethinking Character

Materials and form have character and or give rise to character. This
text aims to give voice to how and what might be a character in this
work and what parts might be played by the various actors. The action
takes place as the senses of the body meet the constructs of the mind.

THE CAST OF CHARACTERS: Three shadows wait to be. They wait for
Sam to stand on three different occasions just there, in the future, out
of sand. Three figures eclipsed; lost to the lights and slipped between
the pages—the covers of a bed. They act—standing still on the stage.
The event moves down the path, Life’s middle road, the yellow brick
road; mark-making as they go, teetering between artifice and good will.

Those three bend down, whispering to the lake flowing under-
ground—their noses pressed to the floor—pressed some more—
the nostrils squeezed tight so nothing can ooze. Backs bend, awk-
wardly. No robes flowing—no fabrics blowing in the wind. It is quiet.

The pots and pans clatter in the background. The ongoing nature
of daily life in this case is sidelined. The stopped hush of snow fal-
ling is centered in the gallery. Projections—pictures—in the
mind’s eye and in the eye are patched together onto the wall and
felt through a tunnel and in an empty space. They are in the mid-
dle of a page. The wind blows the leaves around their feet. Purple
slime slips over their backs. Their noses are runny.

That eccentric branch at the door! Unsettled in isolation beckoning to
the intruder with warm and enthusiastic invitation. So in love! Some
wind slipping through the door and the energy and envy of the air
moving is also a protagonist in the midst of the still staged artifice.
The plateau of colors is still and yet more gushing, twisted and upset-
tingly alive than the plants at the door were last year. Here is a big
heap of static event piled up like shards of broken plastic buckets.

The icebox is full of love metered out over time. Metering is a kind of
control. Control is necessary to living, in concert with passion, breaking
the bounds of predictability and ordered knowing. The cold of winter
slows life processes. The cold of the icebox mimics winter. The cold of
the gallery/white cube, like the icebox, is full of love and control.

Building—the verb and the noun—in all of its life process is a charac-
ter in the event here orchestrated. The stuff—carpet, stone, hard-
ware, wood, couch, freezer, lamps, cloths, shoes, and sheetrock—is in
process as is the food cycling through our tubes—making passage.

Slow dancing mingles with the tinsel, the flashing lights of Christ-

mas, the dance floor, and the cars on the highway at night pass-
ing through downtown. The dirt under the building is alive with
worms, beetles, and mold. Being kept safe, but the surfaces are
too clean and the walls have too much flex in them.

Plastic is so beautiful and so frightening.
The shiny thinness of experience.
Making holes in the veneer of the hard clear surface.

The line between two colors charged! It's impossible to separate one
from the other, impossible to take that impossible place away and
put it somewhere else. Try to put feet there. Dive into that place that
is not there and point. Finger stretched out long and pointing like . ..
and to the beach shore—the inter-tidal zone.

Carpet always stampes his feet—hard like there is mud on them.
He doesn’t like sand between his toes. She brushes her hair often.
And she worries about the color fading.

Green waterproof drywall rigidly embarks on a sea journey of mam-
moth proportions. The green sea seems to go on forever in all direc-
tions until you step back and see the edges. The size of experience
changes so drastically! He is a little dry but then she likes to swim.

Wires with electricity mess up together with the air and dust
specks and balls carried on breezes through colored air.

Colored air is thick and interrupted by body parts, bone, flesh, and blood
flowing along channels. Channels, like the eye’s point of view, flow
through space and come into focus at the end, on the wall. Projected
pictures overlay the rough and tumble of the current in all directions.

The Characters are orchestrated for the eye—riding on wheels—legs
flapping in the wind. The eye screeches—along in the grooves laid
out for it. like a train on its track. Meanwhile, experience and oceans
of color inform the action, figures, belly, dancing, and knitting.

Back to the wall, body and wall are screen; eyes painstakingly turned
around character plots of stuff. The light tunnels weave together two
kinds of mapping that lie side by side: the darting map the eye man-
ufactures and the map of being as the body learns it.

The plot thickens. (Jessica Stockholder 2004)
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RENE RIETMEYER

Text as presented during the symposium Space at
the New Museum in New York, USA, 3 April 2009

Rene Rietmeyer (* 1957, Netherlands) is the initiator of the project Per-
sonal Structures. Rietmeyer creates objects, which he calls ‘Boxes!

The Emotional Perception of Art and Space

This article does not cover the physics of the space/time conti-
nuum. Other people have discussed that scientifically very well
and honestly, it is not easy to comprehend. | would like to focus
more on the subjective human relationship with self-experienced
art and space, our surrounding environment, while being aware
that space and time are not to be separated.

Perception with our senses and other influences

Art creates “meaning” and is an essentially human endeavor. As
such, questions about art and its evaluation are linked to processes
of how we humans perceive and create thoughts and emotions.
Perception is not just a passive processing of sensory information.
Perception is the active selection and processing of all information
that reaches our brain, mostly from outside of our own body in
combination with knowledge we have gained beforehand.

It is commonly said that we have five senses, although some even
claim a sixth sense or more. Our senses of sight, hearing, touch, smell
and taste each provide a different perspective to the space around us.
By combining the input from our senses, we like to believe that we
have an objective understanding of the world around us. In reality our
personal understanding from the space surrounding us is a complex
whole created by the input from our senses as well as our memory,
knowledge, intellect and sexual perception and our personal constitu-
tion at that moment. All these factors are unstable. They influence and
interact with each other constantly. What we see influences our emo-
tions and these emotions influence again what we see. Most of the
time we lack consciousness concerning these factors. We are simply
not aware of them, though the total of all our perceptions in combina-
tion with all other factors is the foundation of our emotional status.

Part of our lack of awareness of emotional perception is due to our
lack of attention as well as our lack of education and vocabulary.
We can educate our emotional center in our brain with art. Giving
art the chance to have an impact on your own emotional state
means, not only perceiving art with your senses, but also creating
a consciousness about the intellectual “meaning” of the art work.
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We normally do not think of our intellectual abilities as important
for perception, but intellect and knowledge have indeed a great
influence on the way we emotionally perceive our surrounding.
We should not only “feel” art, we should also “think” art.

Perception of space

The visual and/or tactile perception of the space that surrounds us
makes us aware of the relative position of our own body as
opposed to the objects around us. It provides us with dimensional
coordinates such as height, depth and distance. This perception of
space provides us with information concerning the spatial forms
in which we manifest ourselves and that is essential for our move-
ment and orientation within our surrounding environment.

It is not clear how long humans have been capable of being aware
of themselves and the space surrounding them. What is clear is that
our understanding of space has changed a number of times. Greek
mathematicians, British physicists and German philosophers, many
people have had a great influence on how humans developed their
thoughts about space. Especially in the last century, the latest scien-
tific theories concerning the structures of atoms and the research
on the universe have expanded our boundaries and the way we
have to see and understand Space. And although we have attained
a greater, more accurate awareness about the space, we can and
cannot actually see or touch, still many questions remain open.

What we know is that awareness creates emotions, so even the
space that we do not actually experience can have an emotional
impact on us. But in general, humans and some of the other animals
react emotionally towards the space they are directly surrounded
by. These emotions can vary enormously from person to person.
Experiencing the same space can produce different emotions in dif-
ferent humans. Some people feel safe and comfortable in a very
small room with the door closed, others just want to get out.

| cannot present here an explicitly articulated understanding of what
emotions are, but emotions are mainly a reaction of our brain to what
we perceive through our senses, and rarely the result of a spontane-
ous release of hormones. In order to create a larger awareness and
better understanding about our emotional reactions in general and
to space specifically, we will have to find the origin of these emotions.




The consciousness we perceive about the space which surrounds us is
the result of the interplay between many factors, such as for example:
our biological constitution, experiences we had in the past, our cultural
background and our personal experiences from seeing, touching, smell-
ing, hearing or even tasting the space. | remember very well walking
around my studio in Saitama, Japan, in 1998. Tasting the pollution in the
air made me aware that | should not live there for too long.

In order to create awareness, humans needed to develop a lan-
guage, a set of words for being able to define and communicate
the subject matter. A communication not only with others, but
especially with oneself. Philosophers like Heidegger with his exis-
tential analysis of “Dasein” as “being-in-the-world” present a sug-
gestion of how it is possible for us humans, as temporal, spatial,
beings with language, to be consciously emotional. “Being-in-
the-world” as an emotional human is also shaped by the articula-
tion of “meaning” through language. Our developed language,
with its set of words concerning emotion, gives “meaning” to the
emotional experience of living in the space surrounding us.

Works of art

For approximately the past 100 years, art has no longer mainly focused
on being a representational reproduction of people and scenes, influ-
enced by the emotions of the artist. Art has now often become an
intellectual construction. By becoming more aware of the emotional
impact of our perceptions and the intellectual intentions embodied in
the art works, we can perceive more refined impressions from the art
we encounter. Humans are capable of reaching consciousness about
increasingly refined emotional impressions, and it is only through the
conscious recognition of the totality of all influential factors, that we
can begin to exercise our full potential of human perceptivity.

There are a lot of objects created these days by many different
people who call themselves artists. It is not easy to distinguish
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what is art and what is not. We need to have a really close look at
the sensible present of the objects as well as gain knowledge of
the thoughts and ideas leading to the creation of the purported
art work. Also we have to question the integrity of the creator in
order to label an object as art or not. Whether this is an important
issue or not is another matter that should be answered by each
person by and for him or herself. But for me it is important to
question this, since | do not just trust my senses while observing a
work that is supposed to be art. In forming our opinion if an
object is art or not, we really must be conscious of the input we
receive from our senses, as well as the influences that our mem-
ory, knowledge, intellect, hormones and also our personal consti-
tution have on us at the moment we form our opinion.

In my opinion most of the objects created by people called artists,
regardless if they became famous or not, are for various reasons not
to be considered art. But, although |, to my way of thinking, have
good arguments for my points of view, at the end my personal sub-
jective opinion is nothing more or less than just my opinion.

Each of the art works | make stands on its own, but every work of art
is always perceived within its environment, within the space it itself
exists. The way we perceive a work of art therefore always stands in
close relationship with the way we perceive the surrounding space.

Many architecturally “beautiful” spaces have been devaluated by
placing horrible objects in them but the reverse also applies, often
fantastic works of art have been totally misplaced in space. A
museum usually has its own exhibition design department. Wall col-
ors, lighting and interior design elements, everything is selected
with the goal of creating the, in the creators’ view, best possible envi-
ronment that complements an exhibition or individual work of art.
And as usual, each person claims he or she knows it best, reasons
best and feels best emotionally, where the artwork should be placed.

When an art work is placed in a space, the art work and the space
interact with each other. Any artist aware of this fact should always
try to create the best possible environment in which, in his opinion,
it seems best to view the art work and the space as a whole. If possi-
ble the artist should try to influence all aspects stimulating the
senses of the viewers. The viewers will still create their own unique
art encounter experience, simply because each of them is a different
individual, with unique ways of perceiving their surroundings.

I am an artist, not an architect. | cannot create the buildings in
which my art works will be placed, but my installations take into
account the environment in which the work of art is placed. When
my installations are installed closely following my personal instruc-
tions regarding the space in combination with my art works, | do
have a strong influence on the surrounding space itself. | basically
create a new, a different space and | will have great influence on the
viewers' emotional perception of that space as a whole.

Perception of art

Each person is an individual, a configuration of unique manifesta-
tions, a complexity of habits, temperament, language, beliefs and
with powers such as abilities and the capability to consciously
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want something. Therefore, each person will approach new forms
of art differently and create its own personal opinion, awareness
and emotions from the perceived impressions. Experiencing one
hour of sitting in the Mark Rothko room at the Tate in London or
in the James Turrell Skyspace near Vejer de la Frontera in Spain is
something different for each person for many reasons.

The problem with attaining an accurate perception of new forms of
art stems from the fact that humans always take into account their
previous knowledge while perceiving something new. The extent of
our knowledge creates our reality. The human mind can only con-
template what it has been exposed to. When works of art are per-
ceived without understanding, our brain will try to find something
that it recognizes in order to process what it is perceiving. These pro-
cesses of perception can change what humans actually perceive.

The previously acquired knowledge about art works we have
experienced before and that most closely relate to the unknown
works of art we will see in the future, will influence what we see
when we look at works of art that we still do not comprehend at
that point in time. Therefore, communication concerning human
progress in knowledge and the intellectual and emotional
achievements from other humans is very important.

My works of Art, | call them Boxes, are three dimensional objects
themselves and as all matter, they occupy space. The materials | use,
the colors, size, shape, texture and composition do have an immedi-
ate impact on the senses of the viewer, but my works contain more
than just the sum of these formal means. There is the intellectual
aspect of my works, the ideas, the thoughts that formed the founda-
tion of the creation itself. With our intellectual ability we perceive
ideas and thoughts. Ideas are real things, just as people and the art
works themselves are real, but we can not automatically perceive the
ideas and thoughts of somebody else without learning how to do so.
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As with other human functions, we have to train our intellectual and
emotional abilities in order to be able to perceive clearly.

The emotional center in our brain can perceive “meaning”. It does
not perceive this “meaning” directly, but creates “meaning” through
language as it is represented in our surroundings and the objects,
things, we observe. These things may be physically present objects
such as stones or works of Art, or they may be less concrete, such as
ideas. To create consciousness about our emotions and “meaning”
we need to be able to define our surroundings with words, lan-
guage. If the words chosen to describe the encountered art turn out
to be “unknown object’, we should always try to find out more
about it.

The way to develop our intellectual perception is the same as it is
with the development of the perception of our senses, through
paying attention and developing the abilities our body, our brain,
has. It is a long and complex process, earliest illustrated by Plato,
as he writes about Socrates’ search for truth. Observing art, expe-
riencing art and letting art have a conscious influence on your
emotional perception of the space surrounding you, is a learning
process, which calls for education.

Verbal as well as non-verbal expressions of thoughts play an important
role in the communications between humans. With my art and the
texts written about my works and thoughts, | try to educate the viewer
concerning the emotional and intellectual content of my work. | try to
heighten the consciousness of the viewer as to his own observations.
Through my work, | communicate with the viewer in order to have
influence, | try to instill in each of you a greater awareness about your
own emotional perception of art and space. Knowing that, although
we can experience the exact same “art and space’, our conscious per-
ception, emotions and understanding will always be very personal.
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PETER LODERMEYER

Text as presented during the symposium Space at
the New Museum in New York, USA, 3 April 2009

The Unknown Space

To be honest, | have no idea what we will be speaking about today
and tomorrow. Or, to be more precise: | do know, of course, that
we will be talking about space, but do we really know what that is:
space? Less than a year ago | listened to a lecture at the Disseldorf
Art Academy by an artist-friend, Esther Stocker from Vienna, called
“Everything | do not know about space”. For a long while | was con-
vinced | should choose the same title for my lecture because this
is precisely what has become clear to me while dealing with this
theme: that space is, granted, something completely self-evident
to us, but yet, or maybe even because of this, it is something un-
known. The fact that | did not, after all, choose this title has less
to do with the fact that | would have been stealing it—a writer
does not necessarily shy away from such a crime: You know the ad-
age about “bad writers copy, good writers steal”. What ultimately
counted more was a logical reason. How can we know what it is
we don't know about space? How can we strive for completeness
if we are ignorant about what we do not know? How can we speak
at all about things we do not know? My talk has therefore received
a more modest title: The Unknown Space. Neither do | see it as my
task to come up with a hypothesis, but rather to open up space for
questions here at the beginning of our symposium, which might
conceivably provide the talks given by subsequent speakers with
space again to resonate in.

Maybe you are familiar with Book 11 of the Confessions of St. Augus-
tine, where he meditates on the essence of time. There you can find
the famous statements so often trotted out:“What then is time? If no
one asks me about it, | know. But if someone asks me to explain it to
him, I do not know.”" Might we not claim the same to be true about
space, which next to time, according to Immanuel Kant, is a “pure
form of sensible intuition”? That Augustine primarily focused his at-
tention on time was for obvious theological reasons. The relation-
ship between time and eternity touches upon ‘last questions’ But
what is the case with space? For our existence as physical, material
beingsitis, of course, no less relevant than time. And naturally, we all
certainly know in pragmatic terms what space is: we are experts of
space as pedestrians, drivers, travelers, home-builders, acrobats, real
estate agents, astronauts, etc. We know how to move about in space,
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how to orient ourselves, we know how to design, plan, and build

spaces. But just because we do, does this mean we know what space
is? Space itself? “If someone asks me to explain it to him, | do not
know...” Really, has anyone ever seriously asked you what space is?
Asking such peculiar questions seems to be the privilege of groups
of people like scientists, philosophers, and artists.

In our science-based societies it is in particular the natural sciences
that are deemed responsible for dealing with basic questions. We
trust them most to have something to say that is definitive and
oriented to hard facts. If you are a non-physicist attempting to ex-
tract from popular science magazines what the situation looks like
concerning the theory of space in today’s physics, you will quick-
ly discover that it apparently no longer has anything to do with
our everyday notion of a homogenous, three-dimensional entity
called space. Above all, there is no one theory, but rather several
competing models. Even as a layman we know that the greatest
challenge of theoretical physics today consists in combining the
theory of relativity on the one hand with the quantum theory on
the other hand to a single unified theory. The candidates for this,
bearing such exotic names as ‘loop quantum gravitation’ or ‘super
string theory;, work with concepts of time and space that tax the
power of our imagination beyond its limits. While Albert Einstein
(as well as several of his successors) tended to view the succession
of the time sequences past, present, and future as an illusion of our
limited human intellect and space as the sole bearer of reality, the
aforementioned aspirants are working with sheer unbelievable
models of time and space. These are models, which, if they need to
be explained in language, quickly take on metaphoric shades of the
nearly mythological or metaphysical. Due to my lack of expertise
here, | will not elaborate any further. | merely wish to urge you to
consider that we may not expect from physics any smooth answer
to the issue of space as long as competing models such as the 11-di-
mensional entwined ‘threads’ of space and time or ‘crumbly’ time
and space structures or ‘quantum foam’ are being discussed.

Concerning foam: the German philosopher Peter Sloterdijk—and
with him we come to the second professional group of space spe-
cialists—published an extensive, three-volume work between
1998 and 2004 on the theme of man’s relationship to space called

Spheres.? Here, foam, in addition to bubbles and globes, is the main
metaphor. Mind you, the concern is not for the interpretation of
geometrical or cosmic space, but rather for our own inherent refer-
ence to space, which becomes more and more differentiated from
the time of our prenatal, intrauterine spatial situation onwards.
Humans, this is his basic thesis, are never isolated monads, but re-
lational beings, standing in reference to others and other things.
And these relationships and memberships are always somehow
determined by space. We create our own bubbles of space, i.e. all
kinds of possible spatial references that we are integrated in: part-
nerships, the place we live in, the family, the workplace, travels,
trade, cultural membership, political structures, etc. etc. Taken to-
gether itis a veritable foam of space bubbles, which permeate one
another, sometimes burst, and then always form anew.

Since his book has not yet been translated into English, Sloterdijk’s
morphological approach will hardly be known here in the USA. And |
suppose that his literary style, which does not exactly shy away from
bold speculations, might rather be received with some reserve in a
country of pragmatism and analytic philosophy. A thinker schooled
in analytic philosophy would approach space very differently and
ask: “What do you mean when you use the word ‘space’; what con-
text do you place it in and how is it used in ordinary language?”
While writing this lecture | had to consult the dictionary several
times because | had doubts as to whether the word ‘space’ would
coincide in all its usages with the use of the German word Raum.
Looking it up, | imagined a possible art work by Joseph Kosuth, one
of his Proto-Investigations, whose most famous One and Three Chairs
dates from 1965. One and Three Spaces does not exist as far as | know,
but it would be feasible. What would this work look like? A real room,
a photo of this room, and a dictionary entry about ‘space’ The lan-
guage the dictionary was in would be a decisive factor.

One of the things we do not know about space certainly has to do
with the linguistic determinants the concept of space is subject
to in foreign languages. Here at this symposium we are speakers
of English—but what are concepts of space like in African, Asian,
the Oceanic languages, what possible unfamiliar, even completely
foreign, variants of the notions of space might there be? | have a
little experience with Japanese artists, enough at least to know
that the Japanese concept of space MA means something other
than a geometric space we can measure. It is rather an interim
space (which we may also understand temporally), a tension-filled
in-between, for example, the empty surfaces between the motifs
of a pen-and-ink drawing, etc. Enough said, allow it to suffice that
notions of space are determined differently by different cultures.
That the respective typical architecture of various cultures plays
a decisive role in this would seem immediately plausible. | will re-
turn to this in a moment, in a different context.

Since 2006, when we had worked out the conceptual idea of the sym-
posium trilogy Time - Space - Existence, a statement by Donald Judd
about space as the unknown has lodged in my mind as the nucleus
of my own thoughts. His last lecture written in 1993, a year before his
death, when he was already so ill that he was no longer able to de-
liver it himself, bears the title Some aspects of color in general and red

and black in particular. Interestingly enough, more than the first third
of this text about color deals exclusively with space.

| am not able to enter into a detailed discussion of Judd’s argu-
ments—it would make sense, and certainly be worthwhile, to or-
ganize an entire symposium about his hypotheses—rather here |
will merely initially juxtapose several quotes about space as the un-
known. Already the first sentences read as follows: “Material, space,
and color are the main aspects of visual art. Everyone knows that
there is material that can be picked up and sold, but no one sees
space and color. Two of the main aspects of art are invisible, the ba-
sic nature of art is invisible.” This strong thesis is further expounded
upon: Judd points out that architecture has “occasionally” dealt with
space; he mentions classics of the Modern such as Kahn, Wright, Mies
van der Rohe, and van Doesburg, but also Japanese and Korean lit-
erature and Feng Shui. “But the subject of space in architecture, the
nature of architecture, is not developed. Judging from the evidence
of the buildings by recent well-known architects, space in architec-
ture is no longer known. It's not unseen; it's not there. Within the
clothes there is no Emperor. Judd’s findings with regard to art are
no better. “There has been almost no discussion of space in art, nor
in the present. The most important and developed aspect of present
art is unknown. This concern, my main concern, has no history. There
is no context; there are no terms; there are not any theories.”” And
then, once more, for all who are still unwilling to believe this: “After a
few thousand years space is so unknown that a discussion of it would
have to begin with a rock.”® | will stop quoting him now, as exciting
as it would be to enter into a discussion of Judd’s notion of space and
to follow him in his description of a rock, its position, its substratum,
a flat or a slanted level, when he asks what happens if a second rock
is placed alongside it, etc. etc. What interests me is the fact of how
seductive, tricky even, Judd’s idea is in selecting a very simple, ‘stone-
age’situation for departing upon his discussion of space. But do note,
he expressly does not undertake this in order to look back, but so
that he can describe “how a primitive discussion might begin tomor-
row, if this civilization were advanced enough to bear it"””

Judd’s socio-critical attitude is expressed here clearly enough. But
with his skepticism he makes us forget that for us city people (most
people who work in the art business really are city people) look-
ing at rocks in an empty landscape is in no way one of our primary
experiences of space. Quite the contrary, it is rather rare, if not fairly
foreign to most of us. Should a “primitive discussion” not begin with
the most normal experiences of space that each of us encounters
day for day? The person who opens his eyes in the morning, gets
up, goes into the bathroom, makes coffee in the kitchen, goes down
the stairs or takes the elevator in order to get to the street, goes
to the subway and then to the office, the university or studio...has
already had complex experiences in terms of spatial phenomenol-
ogy in that first hour of his or her day. He or she has already passed
through the intimacy of the bedroom, the privacy of the apartment,
the public space of the street, narrow spaces, wide spaces, quiet
spaces, lively spaces, lonely spaces, crowded spaces, secure spaces,
potentially dangerous spaces, spaces under surveillance...

If what Peter Sloterdijk says is true, that we transfer “early experi-
ences of space to new locations and primary movements to new
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venues”®—and if the French philosopher Gaston Bachelard is correct
with his statement in the wonderful Poetics of Space, where he says
“[...] the house is our corner of the world. As has often been said, it
is our first universe, a real cosmos in every sense of the word™ ...if
both philosophers are therefore correct, then the question concern-
ing space could begin with the home, ideally the home we grew up
in, which constitutes for most of us an formative experience of space.

There is a metaphoric way of comparing the Freudian structural mod-
el of the psyche with its three instances of the id, the ego, and the
superego with a house and its three parts: the cellar, the living spac-
es, and the attic. These are metaphorics connecting man and space,
which continue to inspire us even if, from a scientific standpoint, they
were to be completely false. Gaston Bachelard plays around with this
and dreams of supplementing psychoanalysis with what he refers to
as “topoanalysis”: “Topoanalysis, then, would be the systematic psy-
chological study of the sites of our intimate lives""°The attic above us
with all those things we normally store up there that we have inher-
ited from our ancestors is the typical locality of the superego. The liv-
ing spaces, bright and functional, fulfill the expectations of the ego-
consciousness. Most interesting are of course, the cellar rooms with
their dark corners, strange smells, secluded areas and other secrets
that make our childish fears rear up. The fact that these metaphorics
seem so clear to me certainly has to do with my having grown up in
a single family home with a cellar and attic. That | still dream of this
house 30 years later without having been back there again, and that
I can still vividly recall the particular atmospheres of each individual
room shows me how formative early experiences of space can be.

Like no other artist, the German Gregor Schneider makes a theme of
the metaphor of the house as the embodiment of emotional and psy-
chic powers. His major work Totes Haus ur [Dead House ur (primal)]
is the house he grew up in; he keeps working on its rooms, which
he copies and transfers to museums and exhibition rooms. Several
weeks ago | visited his dark building expansion at the Museum Abtei-
berg in Ménchengladbach, a labyrinth black as night, perfectly illus-
trating the cellar Bachelard swears is “the dark entity of the house”: “If
you start to daydream there, you get into touch with the irrationality
of the house."" If you grope your way through the dark in Schneider’s
spatial installation, you find rooms of ghostly and desolate bareness
and in addition the proverbial skeletons in the closets. In Schneider’s
works space is emotionalized to a considerable degree, staged as an
eerie entity and tied into deeply-rooted memories and fears.

It would be worth thoroughly researching Schneider’s house-obses-
sions and confronting them with the work of Gordon Matta-Clark,
one of the most significant ‘topo-analysts’ in 20%-century art. Where
Schneider conserves the house with all of its ambivalent emotions,
Matta-Clark literally cut it open, changed it, dissected it, dislocated
its parts and thus, also the states of consciousness correlating to it.
Matta-Clark spoke of “being fascinated by the architectural spaces,
or recurrent dream spaces”, as well as of “converting a building into
a state of mind"2 This is to say, he did not merely accept the given
effect of architectonic rooms, but rather, on the contrary, tried to
change their effect. Architecture became sculpture. Where the con-

cern is for space as the unknown, Matta-Clark’s project of the Fake
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Estates from 1973/74 is a virtually classic work. The project, which
was never finished, dealt with 15 extreme forms of tiny splinters of
space in the middle of New York City, ‘gutterspace’ that Matta-Clark
had bought up at auctions. These splinters of space were to be pho-
tographed and documented in writing. They are property scraps, left
over from the act of planning, purchasing and use in urban space.
Space, which otherwise remains unnoticed, an absurd rest, unusable
scraps of space that have sunken, so to speak, into the unconscious
and become nearly forgotten. Unlike Gregor Schneider, who in many
of his works retains the eerie effect of spaces, even enhancing it, Mat-
ta-Clark’s interventions in houses and his making us aware of forgot-
ten urban spaces have an enlightening function. We could think here
of the Freudian formula: “Where It was, | shall become”

But let us return to the analogy between the house and the psyche.
It would be an interesting question from a ‘topo-analytical’ stand-
point to examine how a different way of building other than the clas-
sical three-part division with a cellar, living spaces, and attic would
be reflected in the psyche. This not only applies to the living situa-
tion in a big city. “In Paris there are no houses, and the inhabitants
of the big city live in superimposed boxes”is what Bachelard already
had to say in 1957."® And how does the situation look with other
culture-specific types of residences, such as lake dwellings, caves,
houseboats, early half-timbered houses, etc. etc.? Just think of the
traditional Japanese home without a cellar, which is not structured
vertically, but rather horizontally and has movable walls.

And lest we should forget, also the “white cubes’, of modern apart-
ments, exhibition rooms and offices lit by large windows by day and
halogen lighting by night would not function as such if there were no
openings in the walls and floors, connecting conduits to the outside
and to the dark underground such as electrical lines as well as water
and sewer pipes. Each bright residential unit of our daily conscious-
ness is linked up by numerous connections to the underground
part of the cities. Robert Gober made an artistic form of this with his
Drains and Sinks. The artist himself has described the function of the
Drains as a contact point to the unconscious. Quote: “I thought of
the drains as metaphors functioning in the same way as traditional
paintings, as a window into another world. However, the world that
you enter into through the metaphor of the drain would be some-
thing darker and unknown, like an ecological unconscious.* We
know of such phantasmatics from films. Hitchcock’s Psycho comes to
mind with its long camera shot of the drain after the murder in the
shower. Or think of the fact that in horror films which are no longer
set in the classical haunted house in the country, but in the big city,
the evil, the ghosts prefer to get into the apartments through water
and sewer pipes, bathtubs, and sinks.

But what interests me much more than these almost classical
topo-analytic motifs is the fact that the new electronic media in
our bright, well-lit, and functional rooms bring us a multitude of
spatial expansions, which are no less confusing, unknown, and in-
comprehensible than the processes underneath our cities.

Since not only radio and TV have been bringing the outside world
into our apartments, but also internet, e-mail, webcams, etc., en-
tirely new spatial situations have been coming into existence. There

are people who have outfitted their entire apartment with cameras,
placing their daily lives in the internet. Conversely, we can bring the
privacy of other people into our own homes at a mouse-click, as
a passive viewer or interactively. In real time we can speak across
the continents and see each other. These extensions of space also
confuse the spaces of our legal system as we know them. There are
websites which are illegal to click on, depending upon the law of
the state you are in. In Germany at the moment there is a controver-
sy going on concerning the extent that law enforcement authori-
ties are allowed to search through private computers online, and to
what extent this clashes with the basic right of the inviolability of
the home. Hybrid spaces have come about via the electronic media,
in which public and private, inside and outside, reality and virtual-
ity, mix in a way that had been science fiction until just recently.

Not long ago | read an article in a German literary magazine about
the so-called ‘spatial turn; the motto being “space is back”. To tell the
truth, | had never noticed it had been missing. Nevertheless, espe-
cially in the 1990s, there had been a lot of discussion, fueled by simu-
lation theorists such as Paul Virilio, concerning the “disappearance of
space”. The thesis was that, due to telecommunications, high-speed
travel, but above all because of the information technologies, real
time was triumphing over real space. Space was literally becoming
meaningless and/or insignificant. Such theses are in no way new. Al-
ready in 1843, the German poet Heinrich Heine had written at that
time about a very new means of transportation: “Even the elemen-
tary concepts of time and space have started to become unstable.
Space is being killed off by the train, and only time remains left for us.
If only we had enough money to respectfully kill time, too.”'* We may
laugh at such statements but they clearly show how new technolo-
gies and new media incite fears of space. Sometimes the reactions
are hysterical, no matter if they favor or reject the new technologies.

It is sad that something like 9/11 had to happen in order to make
clear to intellectuals who are fascinated by simulation that events we
mostly only know from media pictures, are not mere pictures, but
that time and space and the existence of humans and things are real
facts. The historian Karl Schldgel, one of the leading German repre-
sentatives of the so-called spatial turn in the cultural sciences, wrote
in this matter:“We are reminded that not everything is a medium and
simulation, that bodies may be crushed and houses destroyed, [...]
we notice that even in global space there are lines and knots, which
are not just virtual, but may really be severed and damaged."*®

Not even the internet, new media, and global markets will be able
to make time, space, and existence disappear. They are immedi-
ately connected—each in itself mysterious, hard to comprehend,
and always to be interpreted anew. In recent years space has
increasingly become a theme, the present flourishing of the sci-
ences of space is an indication of this. But what we call space is in-
creasingly unfolding, forming ever new hybrids. “The proliferation
of hybrids” as the sociologist Bruno Latour put it.'” Media spaces,
political spaces, economic spaces, mental spaces, spaces of the
imagination, geopolitical spaces, legal spaces, surveillance spac-
es, protective spaces, sacred spaces, memory spaces, cyberspace,
spaces that Marc Augé called non-places’, spaces like shopping

malls, cash machine rooms, airport lounges and so on... Space

multiplies itself, revealing ever new, unknown facets.

In conclusion, two quotations. The first is the title of a book by Karl
Schlégel “We interpret time in space.” (Im Raume lessen wir die Zeit).
What he means is that we do not have a completely valid notion of
history, or of art history, if we lack knowledge of the real spaces, the
places and regions where it took place. And once again, | must quote
Gaston Bachelard: “In its thousands of honeycombs, space stores
condensed time. That is what space is for."" As beautiful and poetic
as this sentence is, we should not forget that the honeycombs of
this space, unfortunately, do not always contain only honey.
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KOCOT & HATTON

Text as presented during the symposium Space at
the New Museum in New York, USA, 4 April 2009

Kocot & Hatton is an artist couple living in Philadelphia. They have been
making art about the ‘in-between space’ for over fourty years.

Space. What and where is space? When confronted with the word,
we often think of “outer space”, the infiniteness of deep space, but
in our everyday world, space seems to be defined by enclosure and
the degree of closure. How much space are we allotted? What
shape is the space? The classic psychology book illustration of a
vase versus two silhouettes presents a constantly shifting ambigu-
ous space of figure / ground, black on white, white on black and
back again. The mind wants to create a three dimensional space.
Space and the void... is the void an empty space? What about the
fullness of the void? Is negative space “no space” or just an inversion
of space? Perhaps among the best known examples of artists exter-
nalizing negative space, turning it into solid objects are: Marcel
Duchamp’s bronze cast of female genitalia, Female Fig Leaf, Bruce
Naumann’s A Cast of the Space under my Chair and Rachel Whit-
eread’s House, an enormous cast of the interior space of a row
house. What about space and time? Looking up in the night sky we
may see dead stars, their light still traveling through space, at the
same time the light of some new stars has not yet reached us. Expe-
riencing space. Walking over defined space or defining space with
each step. Choreography. What about the inner space, the space of
the mind? Thought. How is it measured? We can measure activity in
the brain, but thought is more elusive. Space in music is silence;
silence can give form to sound. Throughout art history formal orga-
nization of space has played a role. Perspectival systems have
defined space: aerial, hierarchical, flat, deep perspective and so on.

Our work has navigated through differing aspects of the 'between
space’ The between that defines our work exists beyond just mathe-
matics and physics, the between of our collaborative art. Our collab-
oration, like our work, negotiates both physical & cognitive space.

The between and its place or placement have been fundamental to
our collaboration conceptually, procedurally and to the final result.
Our work begins with either a concept or inquiry which then dictates
the media. If we have an idea for a project that requires using a
medium unfamiliar to us, we undertake the challenge to realize the
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concept. Perhaps it is natural that with a collaborative team like ours,

where division of labor is not an issue, duality and an emphasis on
the 'between' occurs. Often there is a straddling of opposites:
between thought and form, two dimensional and three dimensional,
light and dark, inside and outside, infinite and bounded, public and
private, night and dawn, asleep and awake, seen and unseen.

The between has been a part of both the process and subject.
'‘Betweenness' can be found in our photography, from our early
1970s proposal to install a Life Size Photograph of the Empire State
Building, for and across from the iconic building; the paradoxical
time/space of our Seventy Mile Per Hour series inspired by Albert Ein-
stein’s Special Theory of Relativity and in our double exposure por-
traits, combining two perspectives and two moments. Doubling and
the between reappears in Scale/Ratio’s pairs of standing canvases
and in prints, paintings and drawings created in the hypnopompic
realm, the period between sleep and wakefulness.

Although common to all of us, the hypnopompic state is rarely uti-
lized. For the past ten years we have been creating work in the semi-
consciousness preceding waking. This space is not to be confused
with Hypnagogic, the period between wakefulness and sleep. Andre
Breton described in his first surrealist manifesto as “one evening... "
when, just as he was about to fall asleep, he first became aware of
the possibilities of automatic writing. Hypnagogic is technically the
in-between space of wakefulness and sleep. From our attempts to
paint in this space, we have found it is a space much more suited to
composing written language and not so accommodating to visual
language, but the hypnopompic, that is a different story.

We began the hypnopompic work as a way to extend studio time,
but found that working in the dark, in the middle of the night, in the
space between sleep and wakefulness also increased our level of col-
laborative interaction, heightening trust in our senses and sublimat-
ing our egos. There is no place for ego in the hypnopompic. The
semiconscious state seems to dissolve ego merging it with every-
thing else, as a wave becomes part of the ocean. Immersion in the
quiet, interconnected space the work alone came to the forefront.

We had been working with heraldic color codes, the representation
of color using graphic patterns—i.e. a series of horizontal lines repre-

sent blue, vertical lines represent red. We realized quickly that the
color codes were well suited to not only drypoint but also this
unknown state. Drypoints led to drawings, drawings to paintings,
paintings to polaroids and on to video. No medium seemed deterred
by this unorthodox studio approach. Technically, in that one is nei-
ther asleep, nor awake in this in-between state, it is not uncommon
to make one’s marks, fall back asleep, awake in the morning and
have no recollection of participating. Working in total darkness and
in the hypnopompic state became an immersion in sensations. Phys-
ically it is a feeling of floating or like standing in a rowboat. Every-
thing seems interconnected, constantly moving, a shifting ground.
Ink lines met and paint lines joined, like seismographic self-portraits.

We quickly learned several things about hypnopompic space. It is
only entered when one awakens of their own accord and sudden
noises will instantly jar one out of and into the thoughts of the every-
day world. The duration of the hypnopompic does not last long; the
moment conscious thinking takes over, it is time to stop working.

Occasionally some truly peculiar moments happen. One time Tom
sensed he was making the straightest line he had ever drawn, | rolled
over in bed, bumped his elbow and so much for the straight line. In
the morning light, the line was remarkably straight. Perception in
the hypnopompic is not what one expects outside of it. We have also
found the between space of the hypnopompic to be expandable; as
the years have gone by we have been able to incrementally extend
our working time. Numerous techniques have been used to deter-
mine completion. A process to decide finality facilitates when one is
working quite literally in the dark. In some instances it would be pre-
determined by a set number of days or weeks. Specific amounts of
paint would also regulate the stop point for a canvas. One hypno-
pompic variation even included turning on a one thousand watt
quartz lamp rather than working in the dark. This moving from sleep
to white light and back to sleep produced some good canvases and
an intriguing twist on the problem all artists face when entering the
studio from a previous days work. Going from the darkness of sleep
to the bright white of the studio seemed to eliminate the need to
rethink and catch up to the point where one was involved with the
process the day before. When the lights go on, the previous session
flashes back and one can immediately get back to work.

16 June 2007 we began photographing our digital clock recording
the initial moments of our entry into the 'hypnopompic' state. Each
night for one year, in the middle of the night, at some indetermi-
nate waking moment, one of us would pick up the camera from the
side of the bed and point it at the clock, the only light in the room.
After capturing the glowing fluorescent green display, that night’s
'photographer' returned to sleep. In some photographs the
moment is so precise, the camera captures the change from one
minute to the next as numbers float in an undefined space.

The Color of Blue are our most recent paintings utilizing aspects of
the hypnopompic. What is it about the color of blue that elicits dra-
matically different responses among artists? Painter Kasimir Malev-
ich avoided blue for his square Suprematist compositions saying it
was limited to sky and water; he spoke triumphantly of blue
'defeated' by white. Though Yves Klein also associated blue with sky

and water, he saw the color as freed by the association, viewing blue
as expansive and as the most abstract and living color, “beyond
dimensions”. Donald Judd stated “Color is very hard to learn, since it
is hard to know what is useful. The particulars must be the artist’s
own."The primary hues, and now blue in particular, have played an
integral role in our work. These blue canvases are painted under con-
trasting conditions, both in the light and consciousness of our
‘awake studio' as well as in total darkness, in the middle of the night,
in our semi-conscious 'hypnopompic studio' Previous series have
relegated preparation of the grounds to the awake studio. No longer.
Now all phases of work slide between the awake and the hypno-
pompic studios. Some grounds are even prepared in the dark.

These paintings continue our incorporation of medieval 'Heraldic
Color Codes, whose simplicity conveys a pulse of hues in graphic
form. The Color of Blue paintings represent blue via both pattern (the
code) and through retinal perception (the pigment), this union
amplifying blue’s resonance. In some paintings the horizontal code is
barely perceptible, in the act of forming, and in others, the code is
more obvious. The horizontal paint seems to activate the color in a
way similar to the way magnetic fields energize metal filings. The
only hue in these paintings is Ultramarine Blue, though the color of
blue ranges from inky shadows to a noctilucent, electric blue.

We wanted a picture plane contrasting highly absorbent and
reflective light, operating much like Chartres Cathedral’s stained
glass windows, somber or luminescent, depending upon vantage
point. On a sunny day outside the windows are dark and opaque,
but once inside, the sun pours through, illuminating the glass,
jewel-like colored light fills interior spaces. We hoped to bring
both simultaneously, as if straddling between the inside and out-
side of the cathedral windows, experiencing both at once.

The Andy Warhol Museum commissioned us to create a project. Pro-
cedurally, it was an extension of our 35-mm double exposure “con-
versational portraits” begun in 1985. We began with a triangular set
up with the sitter at the apex of the triangle; we would shoot and
converse with the sitter while passing the camera back and forth. For
this project we used a Polaroid camera instead of a 35 mm. Our use
of a Polaroid camera may be a little unorthodox when taking double
exposures, however, its use was an homage to Warhol’s prolific use
of straight Polaroid photography, eliminating any darkroom manip-
ulations. Our portraits capture two moments from two viewpoints
on a single frame. Sometimes the sitter's movement is obvious as
though the sitter is being transported from one space to another.
The literal blurriness is due to the choice of film, exposure, the move-
ment of the sitter and the movement of the photographer.

In 2000 we asked visitors to the Delaware Art Museum’s Biennial to
volunteer to have their portraits videotaped. They were asked to sit
in a darkened room with their eyes closed and to think about the
exhibition they had just viewed. Each of the sixty participants was
video taped for about one minute. Once all were completed, the
infrared video ran in the galleries for the remainder of the exhibition.
Portraits of museum visitors thinking about the Biennial could be
viewed by current museum visitors surrounded by the same art.
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A quiet, dark, empty conference room versus a boisterous reception
spilling onto two floors of the museum. How is thinking affected by
environment? What does thinking about art look like? The sitters’
responses to the session were varied. Some thought it was the most
relaxing part of their day and did not want to leave. Others were
uneasy about being alone in a darkened room with two strangers.
There was an element of trust and lack of trust. Some people fell
asleep. One woman even verbalized that she thought we might rif-
fle through her purse. Sleepiness? Relaxing?... Or an uneasiness of
being photographed in the dark by strangers. Does this involve
their personal space? Perhaps it explains the varied reactions.

In 1999 we were invited by Larry Becker and Heidi Nivling of Larry
Becker Contemporary Art, to create a work for the Fringe Festival. Out-
side/In-between/ Inside was the result. Two 8’ high trapezoidal pieces of
bubble-wrap served as printing plates to transfer the ink on to the gal-
lery windows. Their shapes came about while experimenting with a
variety of origami folds, settling on two that would suggest shutters
flung open. The images reverse themselves depending upon which
side of the glass you are standing on. From the outside the 'shutters'
open in and when standing in the gallery the 'shutters' open out. The
prints balance and mediate an interplay between the inside of the gal-
lery and the outside urban landscape, altering both spaces with chang-
ing light marking time and space. Throughout both day and night,
changing sunlight, reflections, shadows, gallery lights and automobile
lights shift the perimeter of spatial inclusion. Shadows of the individual
'bubbles’ move across the gallery walls and floor, subtly joining paint-
ings and the environment. A vertical shadow, cast by the wood divid-
ing the two windows, was frozen in time, painted in place. Individual
'bubbles' from the white ink transfer were so dense, a moth came to
rest on one of the facets as if it had form. Even the ink color appeared to
change, morphing from white to yellow and even to black.

Scale/Ratio: A Work for Two Sites, installed January 1989 addresses
how paintings affect context, site and scale and conversely how con-
text, site and scale affect paintings. Scale/Ratio was the culmination
of our 1985 question of why was it that when a painting is wall hung
it is considered to be a painting, but when standing on the floor, or
leaning against the wall, at least outside of the studio, it was, in the
context of the times, looked at more as sculpture. Unlike Donald
Judd’s specific objects, the paintings in Scale/Ratio are paintings.

What was it about this reorientation of the canvas in space and the
exposure of the back, the skeletal framework that changed it from
being viewed as a painting? Why was it being perceived as a sculpture
rather than as a painting? Is a painting just a surface, a skin, or does the
'bone structure' play a role? These paintings are intended to be viewed
as paintings that happen to be standing in space. The reason they
stand away from the wall is so that viewers can approach the picture
plane from angles that wall hung paintings simply cannot provide. The
reorganization of the viewing space of the painting is what has
changed and with it the perception and perspective of the painting.

Our installation for two sites engages Moore College of Art and
Design’s institutional presence versus the charm of Jessica Berwind
Gallery’s historic, residential townhouse. As an introduction to the
standing paintings, installed in each gallery was a Plan of BiPolar
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Dynamics, a slightly altered standard textbook image of the activity
of metal filings within a field of magnetic activity, illustrating the
geophysical force field between the paintings in their respective
sites. At Moore College of Art and Design the yellow and black
graphic is painted on a 9’ x 20’ freestanding wall and in Jessica Ber-
wind Gallery it takes the form of a 4.5'x 10’ floor cloth. The paintings
themselves are simple graphic images, two stripes, one white and
one black with a narrow strip of raw linen down the center separat-
ing the pigments. Light coming through the center of the canvas
conveys a space behind the surface. The four canvases are three
sizes: one large, 11’ tall, enveloping, overwhelming, authoritative,
two medium, 5.5"tall, an average adult size, and one small, childlike,
approximately 2.75"tall. As they stand firmly mirroring each other in
pairs, the viewer circles finding their own position.

The project was initially conceived to be primarily about paint-
ing’s place and physical space. The literal space between each set
of the two canvases surfaced as an integral part of the concept of
Scale/Ratio. Unlike Barnett Newman'’s ideal viewing distance of
the viewer from the canvas, in this case it is the ideal distance
between each canvas that allows their relationship to each other
to form their 'between space. To experience this exhibition
required carrying the memory of not only the components of half
of the exhibition just seen, but of their own physical interaction
with it. Once across town, they could compare the two experi-
ences. Visiting both spaces provided full realization of this work.

Ocracoke Island provided not only the right environment for trans-
lating Albert Einstein’s Special Theory of Relativity into a chant; it was
also the setting to make an audio recording of the work. Later, it was
performed live in a tiny darkened theater in the city. The acoustics of
the contrasting spaces, one expansive and windy, the other con-
fined, narrowly focused and controlled. Differing auditory spatial
attributes seem to change perception. The chant made us wonder,
“when a body is moving through space, is it actually, or is the body
stationary and the environment moving around and past the body,
or is it both?” The question began to receive an answer some thirty-
five years later while photographing landscapes from an automobile
moving at seventy miles per hour. Often it involved calculating
future spatial relations further down the road changing with each
fraction of a second the speed showing through the elastic stretch-
ing of space. Foliage and sky flow together blurring time and space
becoming more like thought. Boundaries dissolve creating a dimen-
sionless space. Atoms of matter elongate horizontally and appear as
a special form of energy, the photographs reading in two directions
at once: right to left (the trajectory of the car) and from left to right
(the vanishing landscape as it passes). When preparing our state-
ment for this work, we called on Daniel Marlowe, chair of Princeton
University’s Physics Department, to confirm or disprove our theory.
According to Marlowe, the answer to whether we are moving
through space or if the environment flows past us, was something
that could only be articulated in mathematical terms, but he said the
simple answer is “both are correct” However, there was “one element
of the equation” which was “very wrong.” Even though we were driv-
ing 70 miles per hour, we were actually moving at a speed of 800
miles per hour, factoring in the earth’s rotation.




PETER HALLEY

By Karlyn De Jongh

Peter Halley (¥*1953, New York, USA) has been painting prison-like
spaces since the 1980s. He gave a presentation about his work at the
Space symposium at the New Museum, New York, but because he did
not have the time to edit his speech, Halley has asked me to write it
up, providing a short impression. This is what | heard him say:

For Peter Halley space has always been the subject of painting—
painting, which he understands as anything that involves an image.
To him, we live increasingly in a 2-dimensional world of images. The
flatness of painting reflects this; the imagistic world is less affected
by our physical or 3-dimensional spatial experience.

Peter Halley came to New York in 1980. The space of New York has
been the primary drive of his work. The paintings Halley made in
1980 had cinder block walls. They were about a walled-up space,
a denial of the infinite or transcendental space of 'Abstract Expres-
sionism' and 'Color Field Painting. At that time, for Halley, there
was a transition from an interest in the natural world—the expan-
sive American landscape, a probing into into what physical or
natural space was about—to an inquiry into social space. Halley’s
paintings are an inquiry of social space: a space that we humans
create, rather than the natural space created around us.

When he first came to New York, Halley had a distinct sense of isola-
tion. That partly had to do with living alone and finding himself iso-
lated from others. He became interested in our spatial experience
and our psychological experience in society, which to him is deter-
mined by physical isolation. Being in a car or at home in front of the
computer, we may be interacting with other bodies, but these are not
physical, social experiences. According to Halley, our spatial experi-
ence in our society is not a free determination of how we use space,
but is more-and-more governed by the social structures that have
been built by others—be they streets, highways, or any other kind of
transportation system. This has also been extended to our spatial
experience of communication; the space of communication used to
be almost identical. At the time, there were no home computers and
no Internet. But Halley says that this even extends to the telephone: if
you speak to somebody on the phone you are entering a spatial net-
work very similar to our physical spatial network in which the net-
work of determination is almost completely pre-determined.

88

Halley believes we spend a lot of time in isolated situations, in cars, office

cubicles, time at home, etc. He adds that this is maybe less so in New York
or any other city, but it is definitely the case in suburbs. This isolation
seems to be in contrast to the history of the city: the city is a gathering
place. That idea of the heterogeneity of the city is essential to the devel-
opment of humanism. Isolated space and the idea that you communi-
cate or connect with others, but only through predetermined networks,
had become an obsession with him. In a diagrammatic way, Halley
depicts how communication goes in and out of these prisons. That has
become the basis of his exploration of space for the last thirty years.

Halley’'s work is autobiographical. The relationship between the
‘cell’ and the ‘self’ is clear, he says. In the mid-1980s there was a
transformation of the space he felt he was in: it was the first time
that the flow of information or communication emerged above the
ground line. It was in those days that Halley heard of Jean Baudril-
lard and his emphasis on the hermetic self-referentiality of our
social or technological situation: the way we are in fact more-and-
more separated from the forces of the natural world: if we want
cold air, we turn on air-conditioning; if we want to speak with
someone, we often use technology rather than going to see him.

By 1993/94, Halley started drawing at the computer using lllustrator,
a program that created a 'stretchy' kind of space, which allowed him
to easily change the proportions of rectangles, for instance. He has
compared this stretchiness with animated cartoons, like Road Runner
that he enjoyed as a child and that showed extreme situations in
space. When Road Runner pops out of a little rodent hole, gets
stretched and then pops back to his original shape, it is the kind of
metamorphosis of space and shape that Halley found throughout
our popular culture. In fact, to him, it reflects our actual experience.

The point Peter Halley made was that he started painting during the
time of the telephone monopoly and cable TV. Now, we have a fully
developed Internet and with it come these entire social networks,
this multi-modal access to information and to one other. In some
ways, Halley thinks his paintings tend to reflect his personal experi-
ence as he goes through life: as decade follows decade, our lives
become more complex and multi-connected. At the same time, he
thinks that his attention to this subject also reflects the proliferation of
communication, which we have seen in the last fifteen years.




RICHARD TUTTLE

Text as presented during the symposium Space at
the New Museum in New York, USA, 4 April 2009

Richard Tuttle (* 1941 in Rahway, NJ, USA) is an artist well known for
his small, subtle, intimate works. His art deals with issues of scale and
the classic problems of line. Although most of Tuttle’s work are three-
dimensional objects, he commonly refers to his work as drawing
rather than sculpture. Tuttle subverts the conventions of modernist
sculptural practice by creating small, eccentrically playful objects in
often humble materials such as paper, bubble-wrap, rope, string,
cloth, wire, dye paint and many more. An important issue in his work
is to leave the modern ‘cubist' concept of space behind and try to
address other dimensions. Lives in New York City.

By way of a little foreword | am going to try to read four lines of
Euripides of fragment 25. | am going to attempt to read it in Greek
first, so I hope there are no classic Greek scholars here.

deb el mohawog aivog Mg raAdg ExEL
véoovieg 00OV Eopev AAAO ATV YOHOC

%ol oYW, OVELQOV & €QropeV ppoto
voiig & ovx éveotiy, oL’ Opeota & €0 Gooveiv.

Aiolog, Fr. 25

alas, alas, how well the old story holds:

we old men are nothing except noise

and appearance. We creep along like dreams,

thinking we alone have sense. We make no sense to others.

Aiolos, Fr. 25
People have always said, that | look like | have something to say, but
they cannot understand what it is. Now, | get to blame it on being old.

The reason | was happy to be asked to speak about space is: it is a
subject | know nothing about. Either you can change that, or try to
fathom it. The phone just rang, my mind being on the subject of
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space. The person calling had to hear things like: “dimensions are
not space” But | liked saying: “my generation invented space as
frame.” This was just a first step, a kind of door. Now, the frame can
be in another dimension. Thus, proving the dimension, while
accepting, even justifying, three dimensions and constructing a
bridge between it and another dimension. What seems strange is,
when another dimension is grasped as space. This is probably
because the grasp of that dimension is using this dimension’s space
definers. Part of using another dimension as the frame is, it helps
you understand dimension free of space. It is outrageous that space
is either measured in the world, or is held measureless in the mind,
quantitatively and qualitatively. Time, of course, is the same with
chronology and chronos. We go on measuring time and space, pars-
ing part and parceling them to heart’s content. Every sentence we
speak has to balance qualitative and quantitative. Beauty is thought
to derive from such a balance. Because quantitative issues have so
dominated thought since the 17" century. And to those issues are
added a predilection for concrete. Artists have been left with the
issues of qualitative abstraction. This is upsetting to me, because no
matter how great their very needed discoveries, they are seen as
not being important research and/or development in the real world.

So, there is the space to be measured and the space not to be mea-
sured. | have usually tried to cast my mind between them. That
seems uncomfortably close to immeasurable space. Perhaps, that
is because | labor under a persuasion for the abstract. Piero Man-
zoni, for example, being persuaded for the concrete, gets more
sensual. This is a condition, which allows him to say interesting
things about space. Things, which seem abstract, but are not. One
way | have experienced space, is while in Japan, a very two-dimen-
sionally oriented culture. | squint, thereby reducing my habitual
three-dimensional seeing down to two. The squinting flattens
everything. | am talking about the interior of a coffee shop, for

example. But | cannot tell if my sense of space comes from destroy-
ing the three-dimensional, or from creating the two-dimensional.
Of course, | am not interested in illusion created umpteen ways to
such fanfare, though | should be, and maybe will take up the sub-
ject later on. It is the real experience of space, which haunts me,
eludes me, fascinates me. It argues for all experience of the real.

I wonder what a dog thinks of space. Chucko, my dog, thinks in facts.
Comfortable, or not. On the right track emotionally, or not? Is there
space, or not? | am equally impressed by how careful he is, not to be
stepped on and how disregarding of feet when they are in the space
between him and where he wants to pee. He thus depends on my
spatial judgment. He never complains, when | yank him.

In the late 80s, people needed more space. In the new increased
space certain judgments became possible, the promise that a
new epoch had arrived. Many people were happy for unheard-of
liberties, but there was a new destructive energy unleashed. This
was the repeat of a pattern, where space starts within the self.
Even our understanding of an ambiguous human being is ambig-
uous. Perhaps that means space must be ambiguous, that real
space must accommodate measured and unmeasured space.
Easy to say, but ultimately, this space turns into ambiguity too,
without the possibility for definition. Does one hold the very
indefinable in one’s mind as space? Is space something we cannot
hold in the mind? Is there another entity, like mind, not just an
extension, like soul or consciousness, where all things fall, where
space does not have to be found, but is, like a promised land?

I once heard a behavioral psychologist talk about how the five senses
reform themselves upon waking after sleep, which was supposed to
prove a kind of ordering principle through self-observation emer-
gence from darkness into light. But as a two-way path reforming as
well as ‘unforming; it depicts real space, not illusory. | promised
myself—and us—to look at illusory space, though | normally would
never look at such a thing. Itis just a hunch, there is something inter-
esting to be found. What occurred to me was, in the relation between
light and illusory space, there are certainly artworks which have
taken this up. For example, James Turrell’s projected light cube in the
corner of a darkened room. We have to consider the interchangeabil-
ity of time and space. For example, in Ad Reinhardt’s painting. The

time you take from perceiving a black square to ‘not a black square’

defines a space Turrell objectifies. But Ad’s space is real, in the sense
his art is reality based, giving an actual experience of reality. It is the
purpose of existence. To do so takes enormous love and defines exis-
tence, leaving no doubt of its existence in doing so. Still, we have
nothing concrete except the frame.

Infinity is a point extended forever. This is dimension, but could it
be space? This is a question, which should be able to stand on its
own two feet. But even then, it may be about dimension. Space
eludes us once again. Is the very nature of space illusory? This is
what Turrell’s piece seems to bring, even as a relief, albeit serious, to
the quagmire of picturing space as real. Ad called his squares ‘abso-
lute paintings, because the artificial illusion was replaced by the
real. He himself enjoyed a reverse chronology. Also Rauschenberg
cleverly always started at the end and finished at the beginning. But

these searches and researches are again linked to larger cycles. Ad
had a very compelling side directed toward the Byzantine world-
view, so opposite from the Western-European, which calls it corrupt.
Each culture has its space. Is this illusory space as real as the culture,
which can be defended until death, as many have? That seems to
argue space is real. Why then is it so hard to be real? Scientists have
their problems, artists have theirs. Is representation of space a prob-
lem for artists? Decidedly, yes. You could say painting tries illusionis-
tically, so space cannot be an illusion in this sense. And sculpture
must be in it, which never is quite possible. A good question would
be: if we were to locate space in another dimension, would it mat-
ter? Oddly enough, | think it would. A keyword is‘matter’. | think the
matter of space would extend throughout. That proves light is not
illusory and cannot illuminate space. Ad was right.

So, ‘matter'—forgive me for taking advantage of the easy correlation
in English between the two meanings—has appeared suddenly in
the space-frame. We need to go on defining, trying to define, matter.
Just like we need to go on defining the human being endlessly, our
health depends upon it. Always testing the current opinions with a
mind toward creating new ones. Some get trapped; some get lost.
Do these imperatives require space? Do they operate in what we call
space? Is space then a kind of matrix? Do we enjoy having this matrix
played upon? Are there borders beyond which we are offended? Is
this matrix space, the same as, or a hindrance to its apprehension?
What is the imperative to represent space? Is this imperative what
defines the artist? One of the things? Or in which all things reside?
That we are in no way perfected, though we are perfect? Can we see
our inabilities in the inability to see space? Is space a mysterious
whole we claim to be, but are not, and thus we are removed from it?
The artist being what restores us to it, makes us honest with our-
selves. Why do we hate the idea of the corrupt artist so much?

The Japanese admire cherry trees, think symbolically the flowers
drop at their peak, not after, like other flowers. We should live life like
this. Perhaps the flowers take on a weight at full bloom that breaks
their stems. Many flowers seem to make light: daffodils, roses, and
cherry blossoms. Sitting under a blossoming cherry tree, the intoxi-
cation is more about space being created before it dies in the polari-
ties of the world. Maybe artists’ space is the moment space is born. Is
the space the artist wants to depict the space at the moment of
birth, or some other? Can one say the moment of birth is like all
things a priori? Then, is the space, which can be measured or not, a
posteriori? Is the space we want between, is that just a concept, a
word, not outside? Can space be put into a word like this? Can only a
philosopher or philologist examine this kind of space? Does it have
some unique capacity for depiction? Is it a space only seen in art? Do
we reach it through the a priori portal, thus the somewhat mystical
position of art? Why art is a language, for example? Why it has rules?
Why would we be asked to speak about space? The only space you
can speak about comes from and takes along with it a posteriori
space. Therefore it sounds very intelligent to speak about it, but you
never know what space you are talking about and forget the vehicle
is language, so you are really saying nothing about, well, space.

The same could be said of time. Certainly there could be no art com-
ing from the equal. To be asked to speak about space is therefore to
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ask you to make a fool of yourself. On the other hand an actual place

in the mind for the meaning it holds, for space, is a whole other
thing. If you look at almost any work of mine you see this space. This
is a space actually in the world, it is of/in art. How we make this space
could be the subject of a symposium directed toward each artist’s
very practice. It is very lonely work for the artist, for the world-space
is hostile and extreme individualism is backward. This space is
dimensionless and permanent, not personal, arbitrary. Achieving it is
like achieving art. You can feel it, whether it has ever been achieved
in a city’s culture, for example. You can feel if it has died, is living, or if
itis needed. Ordinarily, space is not something you look over. But the
space of art is easily recognized by this. This space might be repre-
sented by the frame, holding experience inside, creating another
space. This space has no words in it. A space with no place for words
is unthinkable. Filled with pictures. We like this space because it is
the only full embodiment possible within a tradition of word, deity
and origin. So, satisfactorily enhanced through genius. Jan van Eyck
always used words in his framing. In fact, the creation of the world
could be the creation of space. The word: this is the deity.

When have | ever experienced space? Never. Normally | go through
space on the way to the mailbox, as in a soup of air and light. An
invisible soup, something which defines ‘invisible’ When something
takes up space, it becomes visible. | can experience the visible, not
the invisible, unless mystical through the visionary, or as illusion. Is
space an abstract concept? How do we know an abstract concept?
By building a space around it? So, if the space is the abstract con-
cept, we build a space around a space and that is what we call‘space,
even projecting it into the universe? We do not like to think that we
cannot experience the real, but when you give up the false claim of
knowing the real, you can experience the real through art.

Certain artists give space. Tony Smith brought home an Agnes Mar-
tin painting. His young daughter said: “that’s not painting, that’s
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space.” So, are we asking ourselves: what is space? The way the world
sees it, or the way art sees it? How can you talk about space the way
art sees it? You cannot. Piero Manzoni, Yves Klein and Lucio Fontana
are artists who have focused on space, you could say in opposition
to time. Their work can be spoken of. The famous Yves Klein Blue,
nothing but ultramarine, becomes art as space. Fontana’s composi-
tions over and over reveal space and are usually titled ‘Spazio’ this or
that. | always liked them, so hungry for space am I. But what is it, |
feel about this space? Usually, | feel good, unburdened, expansive, as
if this abstract concept has become real, not tortured that the mind
has gone outside the body. Real space has been conjoined with the
space in experience. Color is part of this; color has been conjoined
through the process. Abstract concepts lack color, are colorless.
Space also is colorless, therefore cannot be experienced by itself.
What then is the relation of color to art? Why will man never domi-
nate art, his own invention? Why do Manzoni, Fontana and Klein
always come with the message of hope? Is the decline of hope
always associated with the decline of art’s ability to make space real?
The surefire acceptance we can experience space in life?

These three artists were particularly vulnerable to the loss of hope.
Have Mediterraneans, their mythology, always created hope from
the concrete? Fontana is suggesting he made the leap from the
spatial to the concrete, or vice versa through art. He was so hopeful
and excited with this discovery, for he could say it in words. One
quality of space is that it is ‘concrete’in the sense of real, a discovery
he made through art, that meant art was real, too. On this side of
the Atlantic, time had to be abstract. It was too much to say that
time was real, too. But it was great to say time was not real, some-
thing which was definitively not abstract, opening space for all.

My apprehensions of originary space coincide with the develop-
ment of human history through the great discoveries of inductive
and deductive reasoning. But my apprehension of non-originary

space is still more meaningful, helpful, affecting and truthful. | have
struggled to unify what is not remembered in originary space with
what seems like the same in non-originary space and in memory.
Thank you. Thank you for the chance to say that. It's a confession.

Peter Lodermeyer: Thank you very much, Richard, for this really pro-
found text. | like your confession that space is a subject you know noth-
ing about. Yesterday, | made a somewhat similar confession and talked
about 'the unknown space: In order to start a discussion it would per-
haps be helpful to talk about your current show Walking on Air at Pace
Wildenstein gallery. | think that most people here have seen it. So, |
would like to ask you how you dealt with the space, that impressive,
strong gallery space, in terms of it being a frame for your work.

Richard Tuttle: The space of the gallery as a frame? | think one of the
major themes in this show is the notion that ambiguity is not a bad
thing, but a good thing. Each piece has three different thematic lev-
els. The content of each piece is supported in three different ways,
which is one way more than is normally asked to support an argu-
ment. Peter, what you said interested me, because of some of the
things | was saying here about dimension. | mean, physicists are now
telling us there are eleven dimensions. So, how can we extend to a
dimension outside the three dimensions? | feel, in these new pieces,
that the framing as such is actually done in another dimension.

I love that. When Jan van Eyck built the picture plane that most of us
use in our daily lives, he would always include words on his frame. |
do not know why artists have forgotten that, because these certain
kinds of spaces can only be said in language. In Van Eyck’s case, he is
giving you a message that is ambiguous too, because he is either
using the frame to exclude the language, the word, the kind of space
that is in a word from the central area. In my talk, | say that space
then becomes a place for a picture. Or conversely, you could say that

he is holding in the frame as functioning, as coming from the exter-
nal world, which is not involved with that kind of space.

| feel the pieces in the show are in a direct lineage from Van Eyck,
because the word, of which we always undervalue the importance, is a
passage or a linkage to a dimension that can be used in framing. | have
made a lot of works, which are trying to see what it would look like if
you could look beyond the three dimensions, which | consider very
limiting. But in this case, it also says why we have the possibility to be
happy in the three dimensions that are primarily operative for us.

Back to the answer: The ambiguity in the framing is that the pieces
themselves are framed, as it were, from the viewpoint of another
dimension, as well as they are framed by the gallery space. A very
intelligent friend of mine said that we are still in a cubist period. If
you look at a little photograph from a cubist period, you see that
cubist art leaves the wall and goes out to the viewer, through the
space of the gallery and everything. You become cubistic, the
space becomes cubistic, the painting becomes cubistic. And that
is really great, that is a wonderful, wonderful feeling.

But as time has gone on, the cubist pictures have gone back to
the wall and just sort of sit there. | mean, just as the way this room
is set up and all of us being here, we are very much in cubistic
types of interrelationships. | am tired of living in a cubistic world,
but lo and behold, that turns out to be the linkage between these
ambiguities, which are as extreme as you could be. On the one
hand, you get an intense argument for the access to another
dimension, and then you get its opposite, where fundamentals
are clearly built within the three dimensions of a typical gallery
space. A lot of people have problems with the white cube. It is
something that allows the artist to play a social role, which nor-
mally does not exist for them because they are alienated.
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KEITH SONNIER

Text as presented during the symposium Space at
the New Museum in New York, USA, 4 April 2009

Keith Sonnier (* 1941 in Mamou, Louisiana, USA) is one of the first
artists who worked with light as a sculptural material. In the late
1960's he started experimenting with the combination of incandes-
cent light fixtures or neon tubes with all kinds of objects to explore
the diffusion of light through various materials and the surrounding
architectural space. Sonnier’s material and process based work
encompasses a large range of media including performance and film
(in the 1970s). His largest and most seen work is the more than 1.2
kilometer-long light installation (0.77 miles) at the Munich airport
(Germany) from 1992. He lives in New York City.

I usually talk about space when | talk about my work. | have always
dealt with space, but being invited to participate in this 'Space
Symposium' prompted me to make divisions in the different peri-
ods of my work and how | thought about space and how | used it
in each period of my work.

| use space constantly. Every artist does. When | first made objects, |
dealt with the space in between things. The first objects were
based on the five senses: on how something felt, or looked, even
on how something smelled. | began to notice that there were all
these different associations that came up when making the early
pieces. In the end the most intriguing thing about the sculptures
was that they became about the space in between, and what actu-
ally happened when you physically got inside the piece and how
the body actually felt being there. | began to conceive the works by
focusing on how a person would move within the space created by
the artwork. This was the start of my the interest in how work was
actually made in relationship to space. The floor-to-wall relation-
ships within space became important to the design of the work as
did the architectural confines of the space the work would eventu-
ally occupy. In defining a given space, the relationship of the floor
to the wall replaced the traditional sculptural base, or plinth, as a
support. You have to realize that, at that time, | was making sculp-
ture in which the base had been left behind. We didn't use it any-
more because of the influence of Carl Andre and Smithson. Even
Brancusi, in his towers and columns, the support is integral. This

approach to sculpture without the need for a traditional support
altered the spatial possibilities in ways that were very important in
influencing how | thought about making sculpture.

In order to develop this floor-wall-relationship further, my rubber
and latex pieces attempted to open up the frame of the space.
They not only used the architectural support of the wall and the
floor, but created an illusion whereby you feel you can physically
enter the wall: you can go into the space created by pulling some-
thing away (the latex) and move into the void created by having
done this. It's very much what happens in cinematic space: the
camera opens up the frame and moves into the space itself.

| began to introduce light into the idea of the 'space-in-between.
Before, all the pieces were based on touch, or different kinds of tan-
gible principles, but not so much light and only infrequently
sequenced light. In particular I'm thinking about a series of pieces
called In Between, where | stood in front of the piece and watched
the lights on either side of the sculpture blink on and off and some-
how this seemed important in the creation of a sense of another spa-
tial dimension. It was this weird kind of psychological thing where |
could sense that | could somehow go into the wall. It was very
romantic in that way too. This series of work introduced transpar-
ency by actually allowing you to see through space. By leaning the
work on the wall and by using the architectural support of the wall, |
could physically move into it. | was beginning to use the camera a lot
at this point too, so | could photograph being inside the sculpture.

Somehow the light, the reflection, the physical being of the person
in the sculpture—and the fact that one could physically move
through the art—became increasingly important to me. | began to
embrace light, at first it was incandescent light, in a very intense way.
But it wasn’t until | started using neon, which is a 'gas' generated
light, that the effect of the color became much more intensified. The
psychological affect of color and how it altered space became very
interesting to me. These early glass and neon pieces from the sixties
provided the groundwork for all the architectural installations that
were later done on a much larger scale as public commissions.

I had a sculpture installed in my studio for a while and it evolved
into the beginnings of a set that was used to make a tentative




body of video work. The sculpture was called Mirror Act and it was
made from two parallel mirrors: one on one wall, and one on the
other. In the space that was created by the placement of these
two mirrors, | did at least ten years of video work. Mirror Act was
the set for the early simple television narrative pieces that were
done in what | came to refer to as an 'infinity channel' The two
mirrors facing each other began to create a different kind of space
(like a channel) and a much more complex kind of space for me to
work within. Before, | could stand in front of the work and some-
how attempt to move into it, but now with these mirror pieces, |
could literally be in the sculpture and see both my front and my
back. It was this front and back sort of working idea that began to
alter my thinking about using light and working within architec-
tural space. When | stood in the sculpture and the mirrors allowed
me to open up the frame so to speak, | could begin to set up a
different kind of dimension. As | mentioned before, | could see the
front and the back, the top and the bottom of the space, | could
move into space in its entirety. | could literally go into it and feel
all its dimensions. These ideas were very important to me and led
to the video works which in turn led to a whole new way of
approaching the architectural work that would came later.

These works allowed me to think about another type of space:
deep space. What was beyond this concept of the enclosed
space? | thought about space in terms of being literally immersed
in the space. In a way it was this research into the concept of deep
space that led to a series of sound works. | began experimenting
with radio waves, sound waves, different types of radio signals,
and wrote radio plays for theater people. | began to bug tele-
phones. | did interactive sound pieces, where one space was con-
nected and amplified and bugged to another space, which in turn
was amplified and bugged back across the country. So, say you
were in the Los Angeles space, your voice would be in New York.
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You could feel these people were enclosed in a confined space,

but there was also this sense of the sound traveling through the
expansive space between.

After the sound pieces, | tried to make this same sort of transmission
happen visually. After several years of research, | formed a bogus
kind of company called the “Send/Receive Satellite Network” with
Liza Béar. We made propaganda tapes to convince NASA that we had
to be allowed the use of a satellite. It was hilarious. For me, this
opened up a political arena: going to Washington and dealing with
NASA, presenting these ideas and why we had to actually use the
satellite and what it was going to cost. The first tapes were all propa-
ganda. | went to four blast-offs. The first one | went to was at Cape
Canaveral and it was hilarious. A big bus took us to the site and there
were all these people there, Indian Chiefs from the West, business-
men and others who wanted to invest in the project. In the end we
were allowed to use the satellite that | actually saw go up—it was a
CTS satellite, a low flying one. We convinced NASA to loan us a satel-
lite truck. We did a weekend of interactive connection, with actors,
musicians and artists in downtown New York City.

In the 80’s, the art world reverted back to normal, with paintings
and lots of bronze sculptures. | had to reinvent myself once again,
because | realized that if | were to continue to make art and have
some sort of interest in space, | would have to try and work in
other directions. | went back to the early work, and from there to
a series of works that dealt with the environmental use of space;
how one physically moves through space.

Fluorescent Room was made in Eindhoven, in the Netherlands. It
was completely lit with fluorescent powder. It was like a wild abstract
disco. The piece was extremely successful and being inside it felt like
being in a kind of lunar landscape: it felt like you were moving in
deep space in a controlled abstract environment. It brought to mind

some of the early works where | felt | could enter the space, where |

could “move” through the mirrored glass. This led to a totally
renewed embracing of the architectural element and a new under-
standing of what contemporary architecture is really about. The
recent current trends towards what | refer to as 'skin’ architecture has
really changed the traditional notion of architecture.

Being an artist, one continues to make art no matter how absurd
one’s investigations might have become. | made a lot of draw-
ings and a lot of sculptures, and | began to use the kind of
objects that | was seeing and reading about. | made a series
called Antenna as I'd become interested in what sound waves
actually looked like. | did a lot of research in sound: how one
might actually draw sound, and how one might draw sound and
space and those kinds of phenomena.

There was a series of inflatable pieces that | did very early on and
that began to re-enter the work. | got interested in atomic bombs
and what happens to a space when a bomb goes off: the impact,
the explosion and the implosion.

After this body of work | started working with the idea of architectural
space and how a pedestrian—I think of the viewer as a pedestrian in
these circumstances—might negotiate and move through the space
to experience the art. | did airports for a while, lots of them. Now | am
working on a type of space that is a totally natural type of space. | am
doing work in a cave and am trying to deal with space in its most
primitive sense. The piece is in Japan and is an old abandoned quarry.
I learned a lot about space from doing the architectural work.

I had such a strong background in color, but began to think about
color as being able to create a volume within architectural space.
It made designing the pieces a lot more interesting and challeng-
ing to me. It led to some huge commission works.
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Questions

Karlyn De Jongh: Your light installations are partly material objects and
partly light. The light seems to go beyond the material space of the
object. How do these ‘two’ aspects relate to one another?

Keith Sonnier: Sometimes objects can transmit or project light. In
the larger sculptural works that are not environmental, but are
more architectural in nature, light can be perceived as a volume
that one could physically move through. In the floor-to-wall
works, especially the works that deal with projection or reflection
(mirrors), one can move into the pictorial space and in doing so,
one becomes aware of the parameters of the space.

KDJ: How does the physicality of the viewer relate to the seemingly not
so physical light?

KS: One has to consider the psychological aspects of light... take the
moon for instance... it affects us all; it affects the tides; it affects the
world. Light on the surface of the body affects the mind.

KDJ: In your symposium text you spoke about moving through a
space. And that you see the viewer as a pedestrian, someone that
moves through space. Do you see this moving as a bodily action? Or
is it something intellectual as well? How do you understand the
encounter the viewer has with your work?

KS: 1 have always approached work with a somewhat 'situational’
condition in mind: one moves into the work; one moves out of
the work; one moves past the work. The sculptural conditions of
space are very different now as we no longer think of sculpture
as merely an object on a pedestal.

KDJ: To be able to move through space, it seems the space needs to be of
a certain size. How important are size and scale for you?
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KS: One can think of space as a microcosm or a macrocosm... in the
sense that it is either small and you look into it, or it is big and it

encompasses you. And then of course there is infinity.

Question from the audience: Do you consider color a material in the
architectural sense?

Keith Sonnier: Yes, pretty much. At the beginning a lot of archi-
tects didn’t; they were very pissed. But that changed a lot and |
have great working relationships with architects now. Even if it is
just white light it still has a tremendous amount of volume. The
new architecture is 'skin' architecture: transparent and translu-
cent. It provides a kind of lit volume within space.

Question from the audience: Your early neon lights date back to the
early sixties. That is about the same date as Dan Flavin, isn't it? Are
you influenced by him?

KS: | am ten years younger than Flavin. Flavin was never really
forthcoming. | referred to Flavin as prétre manqué and he referred
to the artists of my generation as Dada Homosexuals. But we did
get along, even though he was hard to talk to. | was friendlier with
Donald Judd. Flavin is a great artist but he’s from a different gen-
eration, a different outlook. The Minimalist artists were not very
established and so they really had trouble accepting us. | feel |
have more in common with Rauschenberg. But | am interested in
lots of different kinds of art and lots of different artists.

Question from the audience: You seem to be a very interdisciplinary art-
ist. | feel that in contemporary art nowadays, there is not so much inter-
disciplinary work being made. How do you see this development?

KS: | think you are right. The art world is going to change a lot with
this recession. Everybody has been interested in what | call ‘art on
the hoof”: let’s get it sold, let’s get it merchandized, and let’s get it
bought. My generation wasn't so interested in that. | was amazed
whenever anything was sold. | am very happy that I've sold work. But
I think that in order to interact with something, you have to devote
some time to it. It is about personal endeavor and personal research.
I am glad Mr. Tuttle has time to study his Sanskrit. | think that this
kind of thing is very important. Artists are supposed to do that. Art-
ists are supposed to delve within many different levels of the culture.
Our job is to acculturate society. We need art in order to live.

The art world has become a very big machine now; we might
have to readdress what it does for the culture and why we need it.
In America it became very much equated with economic value.
Before the last twenty years this didn’t apply so much. We are a
global art world now which | think is a very important and inter-
esting development. One must have a world view!
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SABUROOTA XH =EB

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 2 April 2008

Text edited: January 2009

Saburo Ota (* 1950 in Yamagata, Japan) is a conceptual artist. His series
such as Date Stamps and Seed Project reveal the core of his concept
indicating the continuation and expansion of time and space, and also
pinpointing particular places and times in history. In Ota’s investiga-
tions, for instance his series Post War, questions of human existence and
self-identity arise, making time and space visible as central existential
categories. Saburo Ota lives and works in Tsuyama, Japan.

Date Stamps

In 1980, | had my first solo exhibition. | exhibited portraits of peo-
ple close to me. During that time | often visited galleries in Ginza,
and in that way | encountered contemporary art. At that time, | did
not have any questions, | made paintings. But after | saw Minimal
art, Conceptual art, New painting, Installation, etc, | lost the foun-
dation for my paintings and | could not draw a line on paper any-
more. | tried a new expression, not classical painting, but it was not
easy to find out what to do. In the beginning | thought it would be
good to learn lithography, so | started going to a print school and
although I learned techniques, | could not create art at all.

I had started looking at all kinds of prints existing in ordinary life. For
example, shopping receipts, train tickets, account statements from
ATM machines and stamps from post offices. Stamps are definitely
printed, so we can say ‘prints, a postmark also is a kind of stamp, so
it can be considered a‘print’. | thought, with stamps and postmarks |
have the possibility of many combined expressions. | bought a
sheet of 100 stamps, separated them, and | put each stamp on a
postcard, which | sent to my own address. To restore to original, |
peeled off the glued postmarked stamps from the postcards and
they became one sheet of one hundred used stamps.

When | was looking at the postmarks of this sheet, it came to my
mind to create the art work, Hundred Consecutive Days of Postmark
Dates. Postmarks are records of time and place. | thought, if | go to
the post office myself and | get the postmark, it will become the
proof of my existence. At that time | was busy thinking about how |
myself can exist within my work. It was a very important subject for
me. | could make clear the issue with a work, which is recording my
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present location. But, | did not have any confidence about the ques-
tion concerning whether postmarked stamps could ever be accepted
as an art work. To get over my fear, | had to go to the post office every
day. At that time | had just read a book, American Indian Poetry, that
described how, through repetition you can lose your fear; you should
get used to the unknown thing, and by doing so, you can incorpo-
rate it in the system of the things which you already know.

My postmark collection did begin on 5 July 1985, and until now it
is an ongoing work of art. The last time | counted, | had collected
over 6,500 postmarks. | collected more than 2,000 stamps with the
same picture printed on it. | have reckoned that | can do this proj-
ect until around the year 2015. These small stamps would repre-
sent 30 years of my life, and | will leave the footprint of a human.

In 2000 | had a solo exhibition at the CCGA, a museum in Fuku-
shima, Japan, and the exhibition title was Saburo Ota—Daily Exis-
tence. | mainly exhibited the Date Stamps there, and after several
years the information still exists on the Internet. Rene Rietmeyer,
the initiator of the project Personal Structures and this symposium
on ‘Existence; found me on the Internet by searching the word
‘Existence’ In fact, what happened here was that, by using the key-
word ‘Existence;, he had found ‘my Existence’.

Stamp-Map of Japan and Korea

From the postmark on the stamp | can find out when and where the
letter was posted. If you look at it in a different way, | can say that the
postmark proves the ‘existence’ of that town in the world on that day.
On the morning of 6 August 1945, the atomic bomb was dropped on
Hiroshima. From that day, the 6 August 1945, the postmark from the
center of the explosion does not exist, simply because the post office
of the city itself had disappeared from the earth.

My work, the Stamp Map of Japan and Korea contains postmarked
stamps which | collected from all main post offices in Japan and
Korea, | put each postmarked stamp on the wall in the position
corresponding with the location, where it was postmarked. By
doing so, | created a map out of postmarked stamps and it was
this work | exhibited. In order to be able to collect all these post-
marked stamps, | had sent out a letter with a return postcard
inside and in that letter | had written my preferred postmark date
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and my explanation of why | wished for the card to be sent back
to me on that specific day. | had put a stamp on the return card
and had sent them out to post offices in various locations, almost
everybody sent it back. The stamps | used were postmarked 6
August 1990, exactly 45 years after the atomic bomb. | wanted
the stamps to become a visually present form, creating in our
eyes the true existence of all those cities. [The postmark reads
2.8.6, because the official Japanese postmark on stamps displays
not our calendar year, but the amount of years that the present
emperor is instated, then the month, then the day.] | actually also
sent my translated letter with return cards to Korea. The reason
why | included a foreign country was that radiation contamina-
tion is simply not just one country’s issue any more.

For my art work, | chose the 41 yen stamp, Crystal Light and Prom-
ising Clouds, because | saw an association with the flash light and
the mushroom cloud of the atomic bomb. Sometimes there are
other stamps on my map, which is because the post office man
sent me, for whatever reason, another stamp back, but with the
right date. | got back a total of 981cards from Japan and 174 from
Korea. Korea is closer than | thought. If | in my life still have the
chance, then | would like to do one more similar work, collecting
postmarks from South Korea, North Korea, China, Russia and
Japan to create a map of Nihonkai, the Japanese sea.

Seed Project

Seeds of plants can ride on a breeze because of their lightness; they
burst open and stick on humans and animals with their hooks. Seeds
have found many ways to go other places than the places they origi-
nate in. Stamps can go further by putting them on a card and mailing
them. I thought, if | can put seeds on a stamp, | could bring them more
far than by natural power. So, | had started creating works by putting
seeds on Japanese paper. At that time, 1991, | was living in Tokyo and
on the weekends | took my sons to a large park. Little children like the
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tiny things they can pick up. While spending time with them, it looked
like I myself, had started to become interested in small seeds.

On the stamps | created with these seeds, | printed the place and
the date where the seed was collected, as well as the name of the
plant. Plants can only grow in particular places and under the right
conditions, and seeds have a specific time to grow. | am recording
my existence by collecting postmarked stamps. | think | could say
that, seeds of plants themselves also express time and place.

My seed project consists of three parts: collection, conservation and
sowing. Putting the seeds in a frame is ‘conservation; putting the
seed on a stamp, putting the stamp on a special postcard and then
mailing that card, that is ‘sowing’ At the beginning | was sowing my
seeds any time people wanted, so | had no time to put stamps in a
frame. | did put separate stamps in a Petri-dish and exhibited that,
but later my main form of presentation became eight stamps on a
framed sheet. The number of seeds and the structure of the arrange-
ment on the stamp are dependent upon what kind of seeds they are.
The smaller grains and flatter seeds are the most useful for my work.

In the spring of 1994 my oldest son was entering primary school.
Because of this my family decided to move to Tsuyama in Okayama,
Japan. Tsuyama is my wife’s hometown. It has a relatively mild cli-
mate throughout the year and it is surrounded by fields, a moun-
tain, forest and has a river. It is very green there. The following year,
1 January 1995, | started to collect seeds there as a daily routine.
One year, 365 days, each day is somebody’s birthday or celebration
day, so if  do not miss one day in creating my work, this is how | can
connect with all people. Actually, for every season certainly some
kinds of seeds exist. It looks like as if all kinds of life die out in the
desolate winter fields and hills, but in fact, they contain treasures of
seeds. | take the seeds into my hand and when | imagine them
sprouting and blooming, | get a positive feeling about the future.

Post War 50. Who am I?

In 1931 the Manchurian Incident began with the Japanese inva-
sion of China. Many Japanese were sent into the Manchuria and
they were called Manmou (#ER), Pioneer Immigrants. In 1945, on
the Chinese continent, especially in the old Manchu, many of the
children and woman were left behind in the chaos of our defeat
and these children and women became separated from their rela-
tives. For 33 years, until the conclusion of the peace treaty
between Japan and China, they grew up mostly adopted by Chi-
nese families, but because most of the people had broken up with
their relatives at an early age, their identity had been lost.

In 1981, 36 years after our defeat, the ministry of welfare had
started a program for them to visit Japan, to look for relatives, but
of course identification was truly difficult. In 1994, a photograph
book called Who am I? reached my hands. There were portrait pho-
tographs of 1092 people, photos of Japanese orphans in China,
photographer by Taku Aramasa, a document from 1981 to 1990.
Aramasa, born in 1936, had been in Manchu during his early child-
hood years, and one year after our defeat, in 1946, he came back to
Japan. He took portrait photos of all the orphans who came to
Japan to find their relatives, and in 1990 they published the book.

| learned about it from the newspaper, and | realized that even now
Japanese orphans exist in China and that they are basically living in
China and Japan at the same time. | got the idea to present this in my
work. So | asked Aramasu if | could create stamps with the portraits
of the orphans based on the documentation in his book, and Ara-
masa liked that idea. | had chosen from each group of unidentified
orphans which visited Japan in their search for relatives, a man and a
woman. On my work | printed, the name of the orphan, the separa-
tion date and location, blood type, estimated age in 1945 and the
title of my project Post War 50. | also placed on the stamp sheet their
Japanese name, family structure, parents, family’s job, life situation
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from the time they were still with their family, physical features, the
situation of the separation and the date they visited Japan.

In order to express the feelings of the orphans and the disaster of
the war, | thought the only title for my work could be Who am I?, so
| used it. At that time, | just had moved away from Tokyo and | did
not have friends, | was lonely. | did not have much work as a graphic
designer and that gave me an additional insecure feeling. But after
[ finished my work and | looked back at it, my loneliness was unim-
portant compared to the feelings of the orphans, people who do
not know themselves, separated from their own country.

The End

In November 2008, | had a solo exhibition in my hometown at
the Yamagata museum Saburo Ota—Daily. There | exhibited my
works from after 1985, 27 selected series with 3 concepts, ‘War,
‘Life/Seeds’ and ‘Existence’. From that exhibition, | presented in
this text four works which all have a strong relationship with
‘Existence’. | would like to interpret these four works as follows:
Date Stamps is: my existence, Stamp-Map of Japan and Korea is:
the existence of space, Seed Project is: the existence of life, and
Post War 50, Who am I? is: the existence of identity. We are living
within Time and Space, nobody can escape Time and Space, |
want to continue to create works while watching myself and oth-
ers as being One Existence in the universe.
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PETER LODERMEYER

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 2 April 2008

The idea behind this series of symposia is to make the fundamen-
tal prerequisites of the production and reception of art a theme in
itself. In terms of form and content, the fine arts can deal with the
most varying fields, but it is impossible to imagine subjects as be-
ing independent of time, space, and existence. These three realities
are not only basic themes in art, but apply in general to the way we
perceive the world and structure our thoughts. There is virtually no
being imaginable, which would not be present in time and space.
Time and space are the fundamental forms of our way of looking at
the world. And there is no perception or notion imaginable in time
and space, which would not immediately have to do with our exis-
tential constitution as human beings. Only because of the way we
are, which obviously differs considerably from other forms of life, and
especially from the essence of non-living things, is there something
like a world, which may be perceived, experienced, interpreted, and
changed by us. The point of departure for our symposium trilogy Per-
sonal Structures: Time - Space - Existence was the question as to what
these three basic themes mean for contemporary art, what possibili-
ties are presented here for explicitly making them into subjects, and
how this in turn reverberates in what and how contemporary art may
look like and be perceived today. It seems obvious that what we nor-
mally refer to as non-objective art is better suited for dealing with
these questions than figurative works, which by their very definition
are oriented to identifiable themes, which may be depicted. | do not
wish to enter into a discussion here of whether—on a deeper level—
something approaching a form of the fine arts that is completely free
of representation is at all possible. As a pragmatic solution there was
the option to focus the discussion on only those artists who do not
work figuratively, and who, using a concentration (I prefer this term
to the more customary term reduction) of their formal and concep-
tual means, make a topic of the basic subjects named above.

The fact that our symposia take place in Amsterdam, Tokyo, and
New York not only provides an opportunity to discuss our subject
on an international level with as broad a perspective as possible. It is
also to make immediately clear that the locations we speak at, and
the languages and cultures we move about in, exert a very decisive
influence on the contents. The symposium on the subject of time
took place in June of 2007 in Amsterdam, a city whose architecture
already refers back to historical periods in time. The Golden Age of
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Netherlandish Art, the 17% century, is still ever-present as an archi-

tectural reality today. The Amsterdam symposium took place in the
rooms of the society of artists Arti et Amicitiae, housed in a building
from the mid-19* century. Piet Mondrian, one of the key figures in
the development of modern art, became a member of this society
in 1897, the same year he had his first exhibition there. Certainly, it
had something to do with this environment, with the genius loci of
Amsterdam, that the lectures of our symposium had a strong refer-
ence to history and dealt with the subject of time, above all from the
angle of the historicity of art. This made it all the more important to
have as a kind of critical counter-pole an artist like Lawrence Weiner
as a guest, who in his contribution came out against a contempla-
tion of art using historical criteria. In Amsterdam he defended this
counter position. In an interview Dan Graham granted me a few
weeks ago in New York, he in turn was critical of Weiner’s attitude
towards the subject of time, calling it a“60s’ utopia of instant present
time". This one example just goes to show the importance of placing
varying opinions alongside each other in our symposia. The Personal
Structures project, and the symposia that go along with it, see them-
selves as an open forum for discussion, where a plurality of views
and opinions from various cultural and language backgrounds may
be articulated. This is why it is imperative in terms of concept to al-
low the speakers and artists complete freedom regarding how they
approach the basic themes of time, space, and existence.

The fact that the symposium on existence is taking place precisely
here in Tokyo always seemed totally obvious and clear to me for one
particular reason. The artwork that, in my opinion like no other, for-
mulates an elementary existential statement so concisely, precisely,
and convincingly was, after all, made by a Japanese. Of course, | re-
fer here to On Kawara, in particular to his | am still alive series—tele-
grams from the beginning of the 1970s. Granted, Kawara does not
come from Tokyo, but was born in Aichi. He did begin his career as an
artist in Tokyo in the 1950s, however, before he moved to New York in
1965, by way of Mexico and Paris. It was in New York that he achieved
an international career, the first contemporary Japanese artist to se-
cure a place in all the great museums of the world. What | find so
fascinating about Kawara’s telegram series is that, for all its simplicity,
it is so tremendously complex. “l am still alive. On Kawara”—a single
sentence and a name, printed in block capitals and sent as a tele-

gram to various addressees. The work has not been certified with a
personal signature, but is signed with the mechanical typewriting
used by post offices; thus, it is confusingly personal and impersonal
at the same time. The sentence “l am still alive” is the confirmation
or ascertainment of one’s own existence—what could be more im-
portant than this? And yet the sentence is empty of content, banal
even, since one would have to be alive in order to be able to make
any kind of statement at all, artistic or otherwise. Precisely this act of
making us aware of what is apparently self-evident is what reveals
its tricky depth of meaning. That one little word “still"—"l am still
alive"—transforms the banality into subtle, existential drama. It is de-
rived from the quiet implication of what Martin Heidegger regarded
as the fundamental structure of human existence. Presence is ‘Being-
toward-death’[Sein zum Todel]. Still being alive means to be conscious
of the fact that there will be a time when this will no longer be the
case. It is this knowledge, from which all of Kawara’s works draw their
existential seriousness and conceptual stringency. On Kawara’s | am
still alive series will undeniably take on a different character from that
very day on, when the artist is no longer alive.

When the Personal Structures symposia assume that space, time,
and existence are three fundamental themes for every artistic activ-
ity, then we must bear in mind that these themes portray concepts,
which have been formed throughout the centuries by philosophical
contemplation, but also by the simple practices of life. In their mean-
ing and connotations, concepts are dependent on being embedded
in the culture of the respective language in which they were formu-
lated. Such insight brings the whole weight of the problems of trans-
lation into the picture, which will characterize our symposium to a
large degree. Saburo Ota has just opened the symposium with his
lecture. | will only find out what he said when | have had the opportu-
nity to read the transcript of his lecture in translation. On Kawara did
not write his telegrams or his other text works in his native Japanese
tongue, but rather in English, the language of the international art
business after World War Il. Takashi Kiraide once wrote in a beautiful
article about the works of On Kawara: You have to understand “that
by excluding precisely his native tongue, Japanese, the art works of
On Kawara have wholly taken on the relationships of language in our
century. Itis a language, which—being robbed once and for all of its
nature as native language—had been blown out into the world and
relinquished to the public; [...] a language, which gradually reveals
the identity crisis of the ego of the person who is narrating”

Speaking to you here in Japan as a German art historian, | am very con-
scious of the problem of languages and their questionable possibility of
being translated. Since arriving on Monday at the airport in Narita and
seeing this country for the first time, it has been impossible for me to
ignore that | am moving about in language space that is very foreign to
me. In order to have a better chance to make myself understood, | am
speaking to you in English, a language which, you will have noticed, | do
not have complete command of. When Heidegger refers to language as
‘the House of Being' [das Haus des Seins] | imagine this house rather to
be like the houses ‘worked on’ by Gordon Matta-Clark: full of cracks and
breaks, full of unexpected openings and incalculable risks upon enter-
ing. This, too, has directly to do with our way of existence. In an age of
globalization, we are more conscious of this than ever.

In speaking here of ‘existence’, | do not know the entire ramifica-
tions and scope of what happens to the meaning of my words once
they have been translated into English, and | know even less what
will happen with this transformed meaning when it is heard by a
mostly Japanese audience. This risk itself reveals, | think, a basic ex-
istential condition of mankind: that of being able to be a foreigner
and guest. | will return to this subject in a moment.

| have already stated that it is important to leave our symposium
speakers complete freedom concerning how they choose to under-
stand and interpret the basic themes of space, time, and existence.
For example, the English ‘walking artist’ Hamish Fulton told me in an
interview at the beginning of 2007 that the most important theme
for him is time: “Existence then would come into something that, in
recent years, has to do with the state of the planet” What he means
here is the unpredictably great challenge we all see ourselves faced
with due to the worldwide change in climate. It is understandable
that the concept of “existence” would cause an artist like Fulton, who
is interested in nature and ecology, to first think of the existence of
mankind as a species. In addition to the ecological threats to human
existence, some artists have made themes of other threats, such as
the atom bomb or man’s genetic manipulability and his transition
to a ‘post-human’ species. There are two reasons why | perceive the
concept of existence differently, namely individually, and related to
the person. For one, | am skeptical of attempts to use art for a precise
definition of themes that are ethically and politically complex, such
as the threat to mankind. Here is where the argumentative proce-
dures of science and philosophy undoubtedly have an advantage.
The other thing is that, for me, with my background of studies in Ger-
many of art history and philosophy, the concept of existence is un-
avoidably linked to the individual because of what Heidegger terms
the Jemeinigkeit ['mine-ness'] of being. This means | view the concept
of existence in the tradition of the European Philosophy of Existence.
Contrary to the philosophical system of, say, Hegel, this philosophy
views man’s being not from a universal concept of reason or intellect,
but from the conditions of the individual existence. This individual
existence is what we all, each person for him/herself, must live. We
may not delegate it, or divide it. It is‘mine-ness.

(I would only like to state here as an aside that | am aware that ex-
istence-philosophy, especially that of Heidegger, found its way to
Japan very early. It is nice to know that for decades now, owing es-
pecially to the philosophy of the ‘School of Kyoto, a philosophical
dialogue has been going on between both cultures, among other
things between Heidegger’s ontological thinking and Zen thinking
on the absolute nothing. Recently | came across a fitting remark
made by the philosopher Riuji Endo from Tsukuba during a visit to
Germany. He says “that we could try to communicate with one an-
other, not ‘face to face; but‘back to back'’ After all, for all our moving
more closely together now, we are still of varying origins”? | under-
stand this to be a communication that does not seek consensus, but
rather does justice to the various cultural backgrounds.)

In this connection, | would like to stress not only Heidegger’s, but also
Jean-Paul Sartre’s, significance because he makes it especially clear
what it means to be an artist, emphasizing freedom and responsibil-
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ity in the choice of one’s own existence. The artist’s existence can
serve as a model to illustrate the structure of human existence in
Sartre’s thought, because it makes clear what it means to choose to
be oneself. In my many conversations with artists, it is one of the
most exciting topics for me to hear each time how they have found
out for themselves that they not only want to be artists, they have
to be artists. Often enough this knowledge had to grow and assert
itself in the face of an unsympathetic environment, and against the
prevailing notions of economic reason. The German artist Wolfgang
Laib once told me about his works with pollen, for which he sits in
fields for months, laboriously collecting his material. “Collecting pol-
len is a very special activity, challenging everything in our society
that has to do with time, what you do in a day, what you do in a week,
in a month, why you do things, and the way you do it. This reverses
all such activities.”If Laib were to think along conventional economic
lines, he would simply hire assistants to collect his material for him.
But his art emphasizes precisely the unity of work and life. It grants
him the “experience of intensity and independence that allows me
to create something from out of my innermost, something no one
else does. This is actually the simple mystery of my life.”

Whenever artists connect their activity to the existential experience
of time, it comes to such reevaluations of the conventional notion
of economy. | think, for example, of Roman Opalka, who has been
painting pictures with rows of numbers for more than forty years
now. Nothing new is produced here; it is rather merely one’s own
existence, the experience of time in one’s life that is made visible
here. The rows of numbers do not hold any surprises in store. There
is no recognizable goal, only a linear progression that comes to an
end at some time or other, simply because life comes to an end at
some point, without us being able to document this end. This unfin-
ished quality is what Opalka refers to as infinity. Some critics referred
to Opalka’s concept as craziness, but what often goes unrecognized
here is that it has the purpose of making the absurdity of life bear-
able (these were Opalka’s exact words to me in Amsterdam).

| consider the work of Heartbeat-Sasaki, who will be performing
here tomorrow, as closely affiliated to both On Kawara and Ro-
man Opalka. Sasaki also holds no surprises in store. In his works
ever since 1995, he has been repeatedly making visible the
heartbeat in a simple arrangement of oscillating marks. And they
are always red, the color of blood. Making his marks go up and
down as the visualization of the rhythm of systolic and diastolic
actions, this is existential ‘music’ that accompanies us from our
prenatal existence to our last day. (That this really can be music
has been demonstrated to us by the great Russian dancer Mikhail
Baryshnikov, who once danced to the rhythm of his own heart-
beat, made audible with amplifiers.) The apparent self-evidence
that our hearts beat for as long as we live is illustrated in these
works in all its amazingness. We are moved precisely because we
are conscious of the fact that this rhythm will one day end. Only
because of this, does each individual mark the artist draws attain
its special significance as a document of a certain, fleeting mo-
ment in a time series, which—we all know, and yet are not, for
the most part, wholly conscious of—is terminal.
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I mentioned already that the artist’s existence is especially suited for
demonstrating certain basic principles of our existence. | cited as a
reason first the fact that artists must develop and define themselves,
often under adverse social conditions. In conjunction with this | will
now return to a subject | mentioned above, that it is part of the es-
sence of our human existence to be a foreigner and a guest.

Joseph Kosuth, whom | am particularly delighted to welcome here
in Tokyo as a guest of our Personal Structures Symposium, dealt with
this theme extensively with his threefold installation in Frankfurt,
Dublin, and Oslo in 1995 and 1999. In his book Guests and Foreign-
ers. Goethe’s Italian Journey, he speaks about the role of the artist.
“There is the experience of the artist as ‘guest; and the artist as ‘for-
eigner, working with a language he/she does not speak nor read,
yet‘speaking’ with that language within another system (art) which
has a cultural life within an international discourse. [...] One can
be a celebrated cultural guest and have the socially foreign pro-
fession of the artist. One can be the guest of the art market and
equally easily its foreigner. One can be, as well, art history’s guest
as well as its foreigner. The artist works in an interface which is be-
tween the two. Being one makes the other all the more an organiz-
ing presence.” With these words Kosuth refers to texts written by
the philosopher Hans Dieter Bahr in Vienna, who has studied the
state of being a guest, recognizing it as an existential, fundamen-
tal structure of our existence. When Kosuth says that the artist is
working in an interface between guest and foreigner, we can add
that this is transmitted to the viewer of the art as soon as he or she
seriously confronts himself/herself with the works of an artist. By
entering into a dialogue with the work of an artist, getting into it,
so to speak, the artist becomes the host. When looking at art, | feel
over and over again as if | were a guest of the art, a foreigner to it. In
recent years, | have visited dozens of artists in many countries. Very
often | have found myself a guest at their studios. And | have repeat-
edly perceived very clearly in their works the core of foreignness,
of something, which cannot be wholly grasped with my concepts
and my interpretations. What we somewhat casually refer to as the
subjectivity of the artist is revealed to the viewer as a complex set
of characteristics of the work of art, which is not at our disposal, and
not completely transferable to us in meaning and understanding.
That there is always an element of the foreign between the work of
art and the viewer is nothing we need to lament. The idea of a com-
plete understanding with nothing left unresolved is mere utopia.
Precisely in perceiving what is foreign and unavailable to us lies the
chance of forming and giving profile to one’s one subjective exis-
tence. The subject experiences itself in the dialogue encounter with
the other, the foreign element. Only by means of this encounter do
we have the chance to meet as guests again and again, and thus,
the chance to grow. Exactly here is where | see the existential mean-
ing of the sensual and intellectual encounter with art.

1 Takashi Hiraide, Die Revolution des Augenblicks. On Kawara als Sprache, in: On
Kawara. Erscheinen — Verschwinden. Mit einem Text von Takashi Hiraide. Heraus-
gegeben von Udo Kittelmann, Cologne 1995, pp. 31-46. Quote, p. 45.

2 Quoted after: www.capurro.de/zen.htm.

3 Joseph Kosuth, Second Memorandum, For Guests and Foreigners, in J.K., Guests and
Foreigners: Goethe’s Italian Journey, Frankfurt a. M. / Basel 1999, pp. 56-71, quote p. 59-60.
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SANNA MARANDER

Film presentation at the Setagaya Art Museum,
Tokyo, Japan, 2 April 2008

Text by Peter Lodermeyer

Sanna Marander (*1977, Sweden). She lives and works in Rome, Italy.

Nothing to Communicate—Sanna Marander

The most astonishing thing about Sanna Marander’s drawings—provided
this genre designation applies at all—is the contrast between her simple,
linear figures redolent of children’s book illustrations and the highly com-
plex speech and thought situations these figures are involved in, and into
which they draw us as viewers/readers. For example, when she has one of
her typical bunny-like figures say: “I have nothing to communicate’, the
abyss opens to what linguists refer to as ‘performative contradiction’ The
statement that you have nothing to convey is itself a communication—
and as such it precisely does not say ‘nothing: The statement and the act
of stating it contradict each other. It is most likely no coincidence that it
is an ‘animal’ that speaks here. This belongs to the topoi of philosophi-
cal anthropology that man, as a zoon logon echon, a being with the gift
of speech, differs fundamentally from animals; the speechless animal has
nothing to communicate. But when it speaks nevertheless, like it does in
fables, fairy tales, and children’s stories (or in dreams) then it is mostly an
allegory for human, all too human characteristics. One of the prerequi-
sites for a text to function—and | indeed regard Sanna Marander’s works
as texts—is what studies of literature oriented to the aesthetics of recep-
tion call the “basal expectation of meaning constancy.” This expectation
by the viewer/reader, that a constant layer of meaning runs through the
course of the text, is perhaps most striking where it is duped the most.
Only at a very superficial glance do Marander’s drawings seem like car-
toons, drawn jokes. Their structure, however, is much closer to that of the
dream. Sigmund Freud once described the difference between dream
and joke as follows: “The most important difference lies in their social
behaviour. The dream is a completely asocial, psychical product. It has
nothing to communicate to anyone else. (...) A joke (...) is the most social
of all the mental functions that aim at a yield of pleasure!? Sanna Ma-
rander’s works do not pull the viewer over to her side by her coming up
with a successful punchline for him, through which the text and picture
may suddenly be ‘understood; revealing their ‘meaning’ Quite the con-
trary, in general they allow all such expectations of meaning to collapse,
virtually denying any kind of communicable idea and dissolving them
in paradoxes and indeterminable ambiguities. This is what creates their
enigmatic character—and their artistic meaning. They do not function by
illustrating contents stipulated by someone else; precisely because they
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communicate ‘nothing; they clarify, at least somewhat, how pictures and

texts function as a communicative means in the first place. This is—like
the interpretation of dreams—an ‘asocial’ process (in the Freudian sense)
in as much as it only happens very individually, since each viewer/read-
er must create his own context (or rather: may playfully create it). Let's
put it to the test: The same drawing six times seems simple enough, a
snail and its shell. Does the snail approach it or does it remain in place?
Is it its own shell or a different one? The texts are neither speech bubbles
nor picture captions; they have been added more like footnotes to the
drawings. Their reference to the scene portrayed remains ambiguous, if
not completely mysterious. How would it be if we looked at these draw-
ings in the context of philosophy? Because, for example, Horkheimer and
Adorno once claimed in a text associated with their famous Dialectic of
Enlightenment: “The emblem of intelligence is the feeler of the snail, the
creature ‘with the fumbling face™ Or because Sanna Marander reads Ki-
erkegaard and likes to view her drawings as a “Kierkegaardian landscape’,
“that is to say a construction where human situations, reflections, and in
particular different world views are confronted™, and because the fairy-
tale writer Hans Christian Andersen allegorized his critical relationship to
Seren Kierkegaard, six years after his death, in the fairy tale The Snail and
the Rose Tree—with the snail as the personification of an introspective
Kierkegaardian philosopher.®> Above all, because the lines of the text re-
veal themselves to be quotes by Nietzsche to his steadfast interpreter, or
rather, they are fragments of sentences Nietzsche wrote in various essays
and fragments that have come down to us. Does this knowledge help us
to discover the meaning of this drawing? Not at all! A work of art is not
a crossword puzzle that can be solved. No possible context per se offers
a privileged access. But by placing these drawings in the context of phi-
losophy, at least it becomes clear what Sanna Marander’s drawings have
to say on the theme of ‘existence” In quite a humorous way, they make
clear—entirely in the sense of Nietzsche—that all life, all living existence,
even the simplest organic form of life (such as the slug, for example), pre-
supposes interpretation. Life is interpretation.

1 Wolfang Iser, Der Akt des Lesens, Munich 1990, p. vi.

2 Sigmund Freud, Jokes and their Relation to the Unconscious, SE 8:179.

3 Max Horkheimer & Theodor W. Adorno, Dialectic of Enlightenment. Philosophical Fragments.
Edited by Gunzelin Schmid Noer. Translated by Edmund Jephcott, Stanford 2002, p. 213.

4 E-mail to the author, 17 August 2009.

5 Hans Christian Andersen, The Snail and the Rose Tree, in: H.C.A., Complete Fairy
Tales, London 1997, p. 853 ff.
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TOSHIKATSU ENDO

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 2 April 2008

Text edited: April 2008 - January 2009

Toshikatsu Endo (* 1950 in Takayama, Gifu Prefecture, Japan). Endo’s
sculptural work stems from the realization of “a certain sense of absence,
a feeling of something lacking” and the unattainable desire to fill this
‘lack” in human existence. He offers images and interpretations of such
elementary forces as fire and water, addressing the most basic human
energies. Inspired by excavations of age-old sacrificial places and ‘primi-
tive’ sacrifice ceremonies, the works of Toshikatsu Endo draw the viewer
to them through their powerful, elementary shapes (mostly circular),
scale and textural energy. Lives and works in Saitama, Japan.

About Existence and Concerning Phenomena of the Empty Space

Introduction

Existence, the theme for this symposium is, as you are aware, a
complex theme. It is a universal and eternal philosophical issue,
and we cannot reach a simple, satisfying answer for this subject.
In fact, | would claim there are as many answers as there are
humans in this world. The reason why each human lives within his
or her own context and each is only able to think of those things
he or she is able to question, that is a very difficult theme.

It is not up to me as an artist to solve this question. |l am only in a
position to address it, to try to expand the discussion of the indi-
vidual by using my personal context as an artist. Furthermore,
wherever there is a place where | am attached to art, like in this
symposium, art itself already provides a platform for the question
of existence; we cannot remove ontology as a basic requirement,
as a medium of outgoing correspondence. Art is the special field
that oscillates intensely between a linguistic and a non-linguistic
aspect, in which we often move to duplicate an ontological man-
ner through exposition, construction and destruction.

Existence and language

In art, questioning existence is a matter of questioning the human
condition, and questioning the human condition also entails a
questioning of language. Furthermore, our human consciousness
of things that happen serves as a point of view of objectifying
ourselves as well as having the possibility for us to see ourselves
objectively, like gaining a perspective of ourselves from the out-
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side. | think, for this reason, we should first talk about language as

the foundation of ontology. As mammals, why are we humans
distinguished from other mammals? As | just said, because of the
inherent human desire that we are relentlessly driven to the
objectification of things, but it is not because we are highly deve-
loped mammals, the reason is rather because we are defective.
Because of failure, for example, we at are born prematurely, and
so, for that reason we had to come up with an incubator, a close
relationship to a mother, for a long time. And through the process
of mirror images, called education with language as a medium,
the sense of the self as well as our subconscious region began to
form. Then, gradually we created for ourselves a very complex
artificial environment, which is a mental structure, and this struc-
ture grew to become part of ourselves. | think that that is the ori-
gin of existence and our roots. Because of such a starting point,
the artificial environment became very unstable, and this is why
we are in search of temporary stability and we are always driven
to exist and to the objectification of the outside world. And for
humans, who are dominated by language, the result of there
being no limits to the language mechanism, has been that exis-
tence has become endlessly open. On the other hand, disengage-
ment from reality is one side of the language mechanism and we
have therefore become close to an illusionary existence. The fact
is, we have lost our realistic base as given to us by nature, using
culture now as a replacement; in other words, because of the con-
structing with language we have started living in an illusionary,
artificial environment. Ultimately, we have become first and fore-
most a virtual existence. | think it is here that we exist in ontology.

In the beginning we humans were in close contact with reality, but
a world built by language is strong in altering phenomena. Lan-
guage changes the original meaning of the actual situation. We
started to separate and become distanced from realistic bases, over
time becoming increasingly abstract. And, because the language
mechanism is filled with abstraction, humans began to understand
and recognize the world. We humans have no consciousness with-
out language. Without language we do not believe existence exists.
That means for us, we perceive the world and gain our experiences
through seeing with our eyes and our other senses, and this is
mediated by language. In other words, how we see the world can

be endlessly extended, and because of that, any world can be pos-
sible. It follows that there is no firm structure of the world, nor is
there any abstract concept such as a concrete ‘thing’ in the world.
Before our eyes there stands a constructed language, made up by
the combination of a collective language filled with false appear-
ances and the illusionistic experienced world, which, in the process,
only takes on a more diffusive reflection. Basically in the first place,
there were polymorphous perversions, such as those noted by
Freud, and then later a certain value structure was shared as an illu-
sionary combination. Ever so gradually, it has become something
that could only exist in the world as shared values.

I will try to cite a specific example of this as an explanation. For
instance, there is a thing, a stone. This object has been named stone,
for us this object now exists in front of our eyes. But, we wonder if
we really are looking at a stone or not, we start noticing. If we are
looking at the stone, then this is really true, in reality it looks like we
are looking at a stone, but are we really looking at an object called
stone or more precisely, are we merely looking at something
defined by the word stone? Between the thing called a stone and
the origin of the object itself there may be a gap, which is not easy
to span. These questions have arisen in me. We begin to see things
perceptibly by giving them a name first. But, if we see something
similar in nature to the stone, we then become very uncertain. What
is the stone itself? What are the differences between things referred
to as stones and why is it not easy to recall a thing in front of your
eyes when it has not been named, not been identified? What are the
differences between ‘giving something a name’ and the ‘essence of
existence’? First of all, for us existence is defined through language,
so in the case of the stone, is it possible to understand it, without
having previous experiences? No, in reality that is already impossi-
ble, isn't it? Moreover... do we have the possibility to see the stone
for the first time only through the mediation of language...? If |
understand it in this way, for us, the existence of the thing is only
possible by giving a name to the thing. On the other side, without
language mediation we could not begin with our understanding of
it. | think that, considered from this viewpoint, there are no contra-
dictions. As you can see from what | have said, in certain steps of the
image of existence, my personal context is involved.

About Mono-ha

In Japan there is an art movement called ‘Mono-ha’ One of the
members of that movement is the artist Lee Ufan. Ufan has writ-
ten about the theory of Nobuo Sekine, in which he has expressed
important thoughts. One statement is “wipe the dust from Mono
(the thing)” Later, the term Mono-ha came to represent the move-
ment. | take that word myself as being essential for the encounter
between humans and things. In his article Lee Ufan mentioned a
real encounter with Mono (the thing) by wiping the dust from
(Mono) the things. He says you have to start with that first. We are
human, and exist just as (Mono) the thing itself exists or perhaps |
should say both we and things exist. How may we have a pure
encounter with things? First of all, we need to wipe the dust
deposited on the surface of Mono (thing), and confront the thing
itself as a naked form not attached to any impurities. This is how
he expresses it in a metaphorical sense. Back when Lee Ufan first
stated this, it became the base line for the art of Mono-ha.

‘Dust’is related with Mono or‘dust; which is related in turn with exis-
tence. It means the ‘deposit of too much used, dead language’This is
how | understood it. The thing covered by ‘too much used, dead lan-
guage’ became an impossible thing to have an encounter with. We
can only look to a non-mediated pure thing through a fixed set of
thoughts. If that is so, it can never become a fundamental pure
encounter, a path towards opening a new dimension. It does not
amount to bare existence being confronted in a direct way. Thus,
from the other side, when we desire a primary encounter with Mono
(the thing), we first wipe off the ‘dust’ covering the surface, which is
in fact, wiping off ‘too much used, too much dead language’

Conversely, are there encounters with ultimate existence? Actually,
I would claim we can only achieve it subjectively by approaching it
in a form as exposed possible. An absolutely successful mediated
encounter with a thing or an existing form means: The ‘covered
existence, the language of the dust’ has been completely removed,
so that the bare existence phenomena are fully exposed. Please try
to imagine in this case that the reality of the situation is the exposed
gap area itself, the scorching heat that uncovers everything, burn-
ing away all taboos, like an open volcano. It is impossible to keep
on doing this. The unseen thing, the hell, you must not look at it. If
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you look at it, you might collapse in total fear. | could venture that

this area also marks where the exposure of the contradictory
dimension of the disclosure of existence begins.

I will try to explain this from another angle using the stone as an
example. The stone exists everywhere in daily life. Normally when
we see the stone, we immediately recognize it as stone. With our
eyes, we consider a stone to be a stone; this is an ordinary method.
It is the gray area of security and immobility, relaxed, as it contains
no disclosure or crises. By the way when from the stone, as an axi-
omatic classification of stone, the deposits of dust on the surface
have been wiped away, and all customary perceptual notions have
been removed; what then is left over, is the stone which is not cov-
ered with any dust and has now reached the state of absolute
purity. It can be assumed as being a stone, as the stone in the world
of absolute purity. Perhaps for us it is an impossible perspective to
imagine, isn’t it? For us, who have become humans existing with
language, therefore the thing reduced to purity and the world of
direct encounter has been shut off from the beginning on. The only
encounter that seems possible is mediated by language. The first
encounter opens the door to the next dimension, a realistic stone
encounter with language. We can reach an approximate value
through the process of removing the dust of too much dead lan-
guage. | think this is the only way possible for us.

Things and Language

I have spoken about the relationship between the thing and the lan-
guage. Next it is the thing itself and the name of the thing. | would
like to explain a little bit about this, which amounts to expressing
doubts concerning classification. | will take granite as an example.
Please try to imagine certain minerals. For instance, there is this huge
piece of rock sticking out of the sea, which we generally refer to as
the land. And when it becomes a bit smaller, it is a mountain, and
then at a moderate size it is the rock, if the pieces are even smaller
than that, they are known as stones, and then they become sand...
Although it is all the same granite material, the change of scale
changes its name and meaning completely. In fact, depending upon
which part of the substance we are seeing, which context we are
seeing them in, such things become very unclear indeed. Certainly
since these things share the same scientific, chemical symbol, we are
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looking at the same thing in each instance, but in reality we identify
them differently. Under such circumstances, a world constructed by
language seems vague, illusionary, and doubtful. And in fact, con-
sider the daily life we live, we think we live in a world that has esta-
blished a certain position, but in reality we live in a vague area. Such
is the life of humans and the evidence that the uncertainty we live in
brings a characteristic increase in fantasy, passion, and eroticism.

Anima and Language

| have referred to us as humans who essentially live a linguistic
existence that | have explained in basic detail; | would like to pro-
ceed to the next stage, which initially concerns the mechanisms
we have constructed through language. If | speak in this context,
we attribute value to words and we recognize the world we live
in, even as we continue that process. And this language of the
world, the artificial or cultivated world, is not the way it is in the
natural world, one defined by instinct. The two can be imaged as
being opposite poles. Because of artificiality there is no limit, and
there is no ‘having a break’ By way of illustration, non-linguistic
animals such as the dog or the zebra do not have culture. Their
specific instinct keeps their species going through reproduction.
And this is the reason they do not change their lineage. The sur-
viving form cannot be changed; the same form is virtually
repeated from the very beginning when the species occurred. We
as humans, however, don't have such form phenomena anymore
or rather, since the form is considered to be unlimited and uncer-
tain in its continuation, it brings us, on the contrary, a variety of
development. For example, we create magnificent cities, establish
systems and institutions, and develop many kinds of tools. Also,
many architectural buildings and other constructions have
evolved, we are developing space.

But, within that process, there is only one thing that can stop the
chain of language construction. There is something limiting the
phenomenal world of language. | feel it is an extremely important
part of it, namely, the thing we call: life. In fact, it literally means it
is the vital body of the human and its living physical form. Only
here do we connect with the non-linguistic life form of the wild
animal, only here is the part we share with them. We are separated
from the wild because we have advanced. So, before the language
departed, and far away from the humans we are today, our living
body and with the left over parts of instinct have come down to us
from ancient times along with an increase of sadness. But this is
the sadness of existence, by all kinds of meaning, for us that are
the roots of life, attached to the sacred passage deep inside.

What is then the living human being? What is the body itself,
which we can maintain for our species and which must repeat
itself in the reproduction process, independent of human’s choice
and our activities? That body of course is not created by humans,
and certainly not by human language, but it was acquired and has
been successful since long before the linguistic creature. Under-
stood like this, it might be said we belong to otherness. That point
of human existence we deny unlimited language and attach limi-
tation to. At the same time, on the other hand, it connects with
eroticism as the roots of energy and activity of the human world.
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When | define the existence of the human being for myself, | would

say we are defined by language at the same time, as | just men-
tioned, the living body is also limited by this. There is, | think, a
polarity between human’s insane beauty and its embodied anti-
pode, between passion and reason. In fact, individuals as an organ-
ism and the limits of that continuation, the human’s spiritual tran-
scendence and the time limit of the existing human body, the end
of its physical presence, induce the cycle of sadness and embody
the dynamics of sadness. And life and death, the existence of the
two sexes, eroticism going together with the excitement of their
association, gradually brought such opportunity to a magnificent
dimension. Life, sex, god and death, those associations are the only
things that prove our existence and they are deep inside us.

Language and Sacrifice

We humans are linguistic animals, and at the same time we exist
we have a physical life as well. Both of these poles cross each other,
a form of existence that has continued since ancient times. This
bipolarity gets overheated and creates a spark, this dimension is
being located in our innermost existence. Within us this most fun-
damental area has been created and this is space-time itself. | look
at this as it has been done since ancient times; it is accompanied
with the destruction of life as a religious act. | assume that that act
is fundamental, this phenomenon is seen early on by all religions
and is unevenly distributed in the depths of any of the cultures.
These are the reasons for the spiritual attributes of humans. The
destruction of life as a religious act within a communal act or inhe-
rent act, is the general definition of sacrifice. Sacrifice is a collective
ceremonial act, to offer a sacrifice is to be considered transcenden-
tal existence. An act of killing, to be chosen by fellow men of a
community or acted upon one self, the destruction act of the living
body appears to be sacrifice. And gradually, those definitions gen-
erally shift towards the destruction of animals, a doll or a sculpture
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of animals, which were made as objects for representation. All such
acts are carried out in relationship with a divine thing.

This act of destroying life in a ritual space, is part of primal human
nature, a cruel act whose potential has not been lost even in these
modern times; it has merely changed shape, changed location.
| think its meaning has been updated and its appearance disman-
tled. Although accompanied by a kind of barbarianism, without it
being tradition, in daily life we do not recognize the situation. It has
changed shape like it is trying to avoid that it can be predicted and
| think that it might have erupted in many places. The mystery of
this sacrifice is that this object of fear, without our being able to
reason it logically, attracts people very much. But in the end, that
eternal mystery, since it has two opposite poles within us, is tearing
us apart with its ambiguous power. Rejecting this interpretation is
blocking one’s way and brings us to the place of silence.

Context of the Works

I would like to talk about this based on the context of my own
works. First of all, the work on the first photo shows the origin of the
concept | was talking about before. It was made for an outdoor exhi-
bition in Tokorozawa in 1978. At the onset of making this work, | had
a completely different plan but, by trial and error and several acci-
dents, at the end it turned out in this form. First, | made the hole
with a diameter from about 2 meters (7 feet) in the ground and in
the center | placed a container filled with water. | repeated this work,
making several holes. As | continued with this method, | was seized
with a certain illusion. It was like images of excavated remains, and
at the same time because of the substance of water, | saw images of
archaeologically-excavated ruins. | became obsessed with this illu-
sion. This water which | had just poured in was no longer simply
water now. Not water as in H,O anymore. It became rather cultural,
human history and memories cumulated from layers began to
appear. Special water, the water of a culture, a substance with the

accumulated set of meanings, a collection of symbols, | saw it as if it
was the representation of the collection of the unconscious. | myself
was in doubt and surprised by the sudden appearance of an illusion
or angle for viewing the world. | was overcome with dizziness, spin-
ning around to see the world. | felt like | had excavated water in an
archaeological manner, that water became the intensified represen-
tation of the primal. And at the same time, | began to remember
another important thing. It was the memory about the remains of
the Buddhist temple at my home town. From that temple only one
stone was left and it was said to be a big stone from the foundation
of the five floors high pagoda. | remembered this stone. A circular
hole was dug for the stone foundation, said to be for the main pillar
of the tower. Now these days, the building and pillar are both gone,
only this stone is left and the hole is always filled with rain water.
This was a place where | played when | was young. When | was creat-
ing the work | mentioned before, | was reminded of this stone. Fur-
thermore, there had been a tradition in which a woman was buried
under this foundation stone. In Japan when building a strong build-
ing meant to last for a long time, it had been a custom to bury a girl
under the pillar as a kind of sacrifice. This is the concept of animism
with superstition in the background. Indeed, could a girl have been
buried under there...? | remembered the story of this tradition. At
that time in my mind, | felt a constant flow of fragments of con-
nected unconscious images. The water, which filled the hole that
had lost its pillar, that water itself and this image of the dead body
are vertically connected, | felt the full context of all kinds of intu-
ition, the continuity had been established. That water, the circular
form of the hole, and the representation of death, this kind of mean-
ing managed to become connected with unusual life, religion,
sacredness. | claim that it connected vertically.

The anthropological meaning of the act of burying a girl alive is sacri-
fice. In Japan it is called AfE [human pillar], which means human
sacrifice. That ritual, | could say, is a kind of sacrificial ceremony and,
the water that filled up the area above the foundation stone, above
the girl who had been sacrificed, that water is clearly not just water.
The phenomenon that appeared to me was that it sounded like the
water was whispering to me to tell me to read the signals of the
depths of what had happened to the girl. In that context, this water
and the water mentioned in my work also appears in a representa-
tion-related context, not just as a chemical material condition, not
just as H,0, the essential meaning of water. This is not limited to Asia
and the Japanese culture; | think that Europe and Africa are also basi-
cally connected, although at the surface they look different. Water is
used as a symbolic material and in many cases, treated as such. It
occurred to me that water as a substance contains those different
meanings. After some time, the story of the sacrifice became unre-
lated to the foundation stone of my hometown Buddhist temple, but
while | was using water in my work, | began to think that ignoring the
cultural factor would be impossible. Therefore, | often use water now.

About the Circle

For this event, as shown in the second photo, | used water. | buried
several round containers in the ground in the shape of a circle and
I made a water circle. This was just a one-day event, | had started
working in the morning and | worked until sunset, and then |

destroyed it. | returned home that night. | had made my first work
as a circle structure. Some months later in the gallery, | used old
utility poles and lined them up and installed them in a circular
form, this circle being composed of wooden pillars. | carved the
top part of the pillar and placed water on the top, just at the height
of my eyes, the circle-shaped surface of the water placed on top of
the pillars created a circle of water... as shown in the third photo.
In the midst of installing this work, | had a strange physical experi-
ence. While | continued working, going in and out of the circle, as |
approached the circle center, a feeling of power began to exert
itself. As | went to the center, | felt as if a vertical power extending
downwards was penetrating me. Like with the energy of the circle
shape, | thought this may be just an illusion; but | was strongly
affected by it. This energy, felt like places with a magnetic field.

During the time that | made these works, | heard the news of the
remains of a circle structure being excavated from the Jomon period
(5000 years ago) on the coast of the Sea of Japan. That shape was
almost the same as my circle work which | mentioned. | made a
replica of these Jomon period remains. | divided a chestnut tree into
halves, each with a diameter of about one meter (40 inches) and
lined them up into a circle shape. This form was also a common
structure, similar to the stone circle in England [Stonehenge].

What | remember from that time was a feeling | had experienced
during my last installation as well, energy like a magnetic field within
that circle. This time | might have experienced close by the center of
this work some kind of vertical power of the constructed object of
the circle structure from the Jomon period. | think that the meaning
of the circle structure of the Jomon period, might be connected at
some point. | understood that this circle structure was repeatedly
rebuilt in the same place. The trees would always rot; and then they
would rebuild at the same place. | think that they repeated this sev-
eral times, the circle was rebuilt at the same spot. This circle structure
had totally different pillar traces from a normal house, a house
around a dwelling pit, and they were scattered around the center,
the circle structures, of the village. That means, and here | speculate,
the circle structure must have been a certain kind of special place.
The remains were only leftover parts from the wooden pillars, the
top part did not exist anymore. So, how high was the top, what kind
of structure was it...? | cannot know this, but for me, considering the
structure and the place it was built in, | think it must have been a
special place or ceremonial space for a symbolic religious service.
A religious, service-like event may have been performed...

Further excavation results, digging deeper, showed remains of an
ancient circle structure from where archaeological findings dis-
covered large quantities of the bones of creatures. It was a very
fascinating and important discovery that strongly attracted me.
There were innumerable dolphin- and human bones and a
wooden sculpture, which looked like a totem pole. It was under-
stood to be from the local life of the late Stone Age. The dolphin
at that time had been an important protein source. Wherever cir-
cle remains of ancient structures are found, there are also aban-
doned places with the bones of dolphins. It had been a place such
as those known places containing large mountains of shells. How-
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ever, later in the knowledge of the study of Confucianism, most of

the shell mounds, which seemed to be merely a garbage place,
had included memorial services for the shellfish. These were spe-
cial places, a notion, which is generally gaining in strength. That is
why this place may also have been a ritual place of mediation for
the dolphin, and a place made for establishing contact on a tran-
scendental level. | think it was a special place running vertically
through space-time. In this context, unknown, undefined sculp-
tures could be made. These remains are called ‘Mawaki Iseki’,
located on the coast of the Sea of Japan, similar remains are exca-
vated intensively, for example in Niigata and Toyama in Hokuriku
and also in the area of Shiga. Up to now, | would guess they have
discovered about 10 places. Probably underground in other
places there are many more tree-pillar-circle structures asleep
under ground. Whether or not they are excavated sometime soon,
| think that outlines of the primitive religion from the Jomon
period will be gaining in clarity. In the north-east district of the
Japanese island, Honshu, there are more stone circle remains. It
becomes clear that the stone circles from the north of Japan are
graves of leading figures of the area. So, it shows that the use of
circularly arranged wooden pillars is concentrated only near the
Hokuriku area. In one way or another, they have religious pur-
poses pertaining to death, which seems logical to me.

From the fact that the dolphin bones appeared as archaeological
finds, the natural hypothesis is that this was the place where the
world of the death spread through space, with the bones of the
dolphins as representation. Perhaps that place was the particular
place for the sacrificial ceremony for the dolphin... The sacrificial
location surrounded by the circle of wooden pillars, this structure
was the space which included the empty, hollow, space, which
comprised the inside place surrounded by a circle. And the inside
of the circle is the concentration of the peculiar magnetic energy
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that towers in the center. | mentioned before, as the energy whose
magnetic field appeared as shape and as death, life, sex, violence
and destruction, this turning place is a representation for a deeply
related and affected ritual. It embodies a combination of the verti-
cal representation, and the place and form that strive to reach holi-
ness. All the power of my imagination joined together here.

Uneven Distribution of Empty Space Phenomena—

Eastern and Western Types

These empty spaces are about life and death, the place where non-
routine religion was founded. The interpretation, which arises, is that
here is where sacrifice developed. So, it is my belief that sacrifice has
connections with the empty spaces, with their dynamic force, their
energy. This vertical energy and the strength for opening up human’s
living body have parallels. That is why that place where we fall into
the depth of human existence is the dimension where the place of
sacrifice is opened. But, what | should not fail to state is how impor-
tant it is to open the physical level as a place of sacrifice, and we
must also bear in mind the importance of the existence of the lan-
guage structure. Sacrifice is nothing more than an artificial and cul-
tural act. Even by falling into the depth of human existence, without
language we cannot create our structures about existence. So, for
instance, the extent we are seeing the non-verbal world on the sur-
face, that essence exists only as a linguistic event. For example, ani-
mals which do not have language cannot have complicated customs
like sacrifice. That is also why the vision of sadness appears at our
side, in humans with language. Language is obtained in the process
of creating some kinds of system such as the custom of sacrifice and
those dealing with the relationship to life; | am convinced this had to
arise from necessity. In that space-time, empty space phenomena
appear that are directly related to and associated with the four ele-
ments of fire, water, earth and air. Since the beginning of humanity,
these have always accompanied our environment and are related to

materials. | think that it is in connection with them that we have
established our view of the world since ancient times.

A characteristic of my Japanese culture, or Eastern culture in general
is, that this culture, as has often been pointed out before, has empty
space in its very center. For example, Roland Barthes indicated that
there is an empty space called Imperial Palace in the center of Tokyo,
the Japanese capital. Shinto, the Japanese religion, animism, uses a
mirror as Goshintai - fEI#{A (an object representing a god). Goshin-
tai - fEJ##4K is central to the representation of what is inherent to
religion (sometimes another Goshintai is used). This mirror normally
stands on the other side of the door and that round mirror which is a
two-sided mirror, is hidden quietly. That mirror, the two-sided mirror,
is an amazing thing. It shows everything and thereby empties itself,
getting into becoming empty space itself. Roland Barthes points out
that that is the shape of representation in Japanese culture. In addi-
tion, the mirror takes away the center by having empty space in it,
embodying the unique construction of society.

According to Roland Barthes, in western culture there is God,
monotheism, seated at the center of society. It is the acquired order
of the circle that has a center point. European culture all began
from that structure he said. | think, by comparing it, there are surely
clear differences in the structures, but, | think the center of the
empty space phenomena is also there, hidden in the European cul-
ture. For example, there are stone circles in England, or also the
amphitheatres can be seen as representations of these phenom-
ena. Or even the structure of the European streets, which are the
expanse of the concentric circles from plazas, for the most part
rectangular in shape. There are places where there is nothing in the
center of the Plaza, the circle, and there are the empty places. In
fact, | think, on a fundamental basis, Eastern and Western structures
correspond with polytheism and monotheism. We may define
these cultures by having the empty space phenomena in the cen-

ter and cultures, which are packed with rules and norms. However, |
wish to get closer to the bottom of this, to the level affecting the
depths of the human society where the empty space energy exists
that appears in the center of the circle. | think in this respect both
Eastern and European cultures have a lot in common.

Sacrificial Ceremony in the Work (1)

The concept with the burning empty space phenomena exists in
one of my works [the circle shape on the full-page photo]. Of course,
this concept theory is a contradiction, this burning of the empty
space phenomena, it's not possible to burn a non-existing sub-
stance. Therefore this is only symbolic, a metaphoric expression. The
title of the work is EPITAPH. It is created with wood; a tube-shaped
form which is about four meters wide, hollow and the thickness of
the wood is about 60 centimeters. | built the wood up and put oil
over it and after that | burned it on the field. The tube-shaped form
was a symbol for the empty space phenomena and at the same time
a representation of the grave monument. It is also the representa-
tion of the body. And burning it with fire is, to burn the symbol which
is the empty space ‘as the sacred place’ of the community, and at the
same time burning the representation of death. The burning of the
dead person’s bodies continuously destroying it and then sacrificing
it, those are the only reasons for it. Driven by emotion from this
action and experiencing my innermost, if | had to express my emo-
tions in words, it would be ecstasy, enjoyment with a sexual under-
tone, suffering, overflowing with enthusiasm and fear, this major
confrontation, set against a fountain of multiple and conflicting
interpretations about a situation, | can only express it like this.

In any case to burn the hollow, so to speak, the‘sacred place; is para-
mount to burning god. In addition, it is on a par with the sacrifice of
god. From this composition, destroying the body as sacrifice, as well
as an Gogh cutting off his ear, as it is dealt with by Georges Bataille, |
might venture, it touches the sacrifice of god. In Georges Bataille’s
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opinion, the most pure form of sacrifice is the sacrifice of oneself.
The pure form of sacrifice is: to organize a sacrificial ceremony, to
execute the sacrifice and to receive the sacrifice. It is the shape in
which those three parts unite together, and by space-time trans-
formed from a sacrifice to god into the sacrifice of god. As a thing
following the sacrificial ceremony, Georges Bataille cites sacrificial
body mutilation as an example. For me, Van Gogh cut off his ear as a
gift to a person, perhaps Gauguin. In essence, what Van Gogh did,
he must have felt like being the sun itself, god itself, he sacrificed
himself like the sun. This is why most of his pictures from his late
stage are turned towards the sun. Van Gogh sacrificed his own ear
and he turned into the sun itself, to which he continued to devote
his entire existence. The sun is slowly destroying itself, burning itself
and it keeps on continually giving selflessly itself as the only one
existing thing for us. Symbolically the sun is making a sacrifice, is
god, priest and, at the same time, sacrifice as existence. The sun is
the character of existence, sacrificing itself to god and by sacrificing
itself it became god, and therefore it became a sacrifice of god. Van
Gogh, who himself by nature is sacrifice religion, in the end by sacri-
ficing himself, I would say, he moved to the other side of the wheat
field and he arrived at space-time, a sacred place. | think that the
sacrifice of the empty space contains those momentums.

Sacrificial Ceremony in the Work (2)

The origins of my works may be traced to my student days in my
human body sculpture class. A certain experience is related to that.
I noticed the connection years later, that strong mental relationship
or continuity that | have deeply rooted in my memory. At that time,
| experienced difficulties with the sculpture practice of using clay to
make sculptures of nudes. Because the submission deadline was
coming close and | had continual doubts about how to make a
sculpture of a nude, | stopped working with the clay. | switched to a
direct method of applying plaster. At first | welded a support rod
and made a rough form and | attached plaster to that and started
modeling. | used newspapers so that the plaster wouldn't leak from
the gap of the reinforcing rod, packing them inside the reinforcing
rod. | worked in that way and | pushed forward the modeling work.
The next difficulty was that | could not unite the bust of the sculp-
ture well with the lower half of the body, so | severed the bust from
the lower half of the body. The next step was to remove little by lit-
tle the pieces packed inside of the work and hollow it out through
that process, but | wanted to shorten my work time, so | placed the
flame of the gas burner inside my sculpture and burnt it. The result
was that the smoke which was coming up by the burning paper
and the smoke of the acetylene gas, spread over the inside and the
outside of my sculpture, meaning that | ultimately mutilated and
scorched it; it became a miserable human body. During that pro-
cess, | actually experienced certain emotions and a sense of
destruction, like setting a living human body on fire and destroying
it. In that rough work, | felt my own intoxication by excitement
being immersed from that mood. And | had a completely incohe-
rent reality experience, | understood that | would not have experi-
enced these emotions if | had created human sculpture as figura-
tive art and at the same time, | felt a kind of fear and loneliness, a
guilty consciousness. The act | had performed was taboo in art.
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Unexpectedly | had been trying to reach a taboo place. However, |
felt excitement there and | even remember sexual pleasure and
that condition extended very deep and distanced me. | continued
the experienced sacrifice through space-time, scared by deviation
phenomena. After that | stopped such actions.

The manifestation of Sacrifice

A life-and-death related invasion, violence, sexual pressure, tran-
scendence and holiness, | think that these elements, colored by
space-time, appear in the now and the past and come up in various
forms and in unusual places. For example some time ago in Japan a
crime was committed, a life destroyed; a 14-year-old boy had cut off
the head of another 10-year-old boy and hung it on the wall of the
school gate. The boy’s confession was a declaration of the action of
his work as a sacred ceremony and in the statement after his arrest
he declared, “When | was in the fifth grade of elementary school (ten
years old), | had my first erection while | dissected a frog, and later in
my first year of Junior High School (thirteen years old), | imagined
dissecting a human being and greedily devouring the intestines,
then | masturbated” That is what he said. And he said about the
crime, “I did get an erection while | tightened his neck, | ejaculated at
the moment | cut off his neck”, and further, when I hung his neck on
the front gate of the school, “I got excited without giving any stimu-
lation to my genitals and | had an orgasm, many times". That is what
he said. Across this story of the young boy’s crime there seems to be
some kind of anthropological primitivism, | think | can say there is
something in it which is connected with the ancient form of sacrifice.
For example, a famous custom from ancient Central America is the
sacrificial ceremony of the Aztecs. They believed that honoring the
sun god always called for blood. They thought if they did not sacri-
fice blood, the sun would stop shining. Prisoners of war or members
of the community were chosen for sacrifice by their priest. These
persons were laid upon the stone altar, tied down, and then a stone
blade was driven into their chest and their heart, still beating, was
removed and offered to the sun, while they screamed facing the sun.
Also, the flesh of the sacrificed person was eaten by members of the
community. In fact, | think there is something those ancient ceremo-
nies have in connection with the story from the young boy.

Concerning the Empty Space Theory

I return to what | said earlier ‘about the circle’ In the first half of this
article, | spoke about the inherent power acting inside of the circle
structure. Jomon-ruins were discovered at the coast of the Sea of
Japan, the remains of a complex of circular structures, which had
been built by lining up wooden pillars. It contained the empty space
in the center and at the same time, the bones of innumerable dol-
phins were discovered directly beneath the empty space, which |
have spoken about before. And this fact shows these ruins were a
special place that was extended vertically with spirituality. | also
spoke about the inherent power acting inside of the circle, which is
somehow related. In finding out what is important for questioning
the meaning of existence, the crucial elements are: language, life,
sacrifice and the circle with its empty space. | imagine this to be the
final arrival point of my text. Therefore, now | am going to conclude
by explaining the ‘'empty space theory"

First of all, | would like to explain why | connect sacrifice with the

excavation of the collected dolphin bones brought together in the
Jomon remains. Life during the Jomon period was similar with the
life form of the Eskimos, they lived on a diet of marine species such
as dolphins and seals. In the northern part of the Japanese islands,
the Ainu way of life had continued until modern times, these culture
forms are overlapping with the Jomon culture. By referring to these
two examples, | think we can see this more clearly. For example, |
refer to the Eskimo way of life according to what was written by Mar-
cel Mauss in his book of the early 20® century, Seasonal Variations of
the Eskimo. | think there we can see the situation. Of course it cannot
be made directly equivalent to the Jomon society, their fighting with
nature, or their hunt without the use of modern weapons, or the
communication with nature, but | think there is the possibility to
speculate upon their homogeneity with the Jomon society. There is
a particular importance in the Eskimo society attributed to the time
between the warm summer period and the dark hard winter period,
in between changes, almost anything that is continuing to live in the
same form, is changing its way of living. During summer, each family
spreads over the inland area, engaged in normal family life. But
when winter comes, their family structure is dismantled and reorga-
nized into another framework. For example, men gather along the
coast and create a life group with a big, shared house. They live in a
cooperative housing arrangement and regardless day or night, feast
continually, staying high, and often going crazy in such situations.
Marcel Mauss sees it expressed in beautiful thoughts, such as sor-
rowful poems, and as a result he regards the situation as religious
life. Every day they are exposed to risking their lives because of the
continuous group hunt activities, their half-trance states, where they
conquer their fear and then go out for hunting. This is how they
reached a passion for religion. The feasts, prayer, play, and work—all
of these things we cannot easily separate from each other. They are
shared together, as are the possessions of the person, the captured

animals, and also concerning women, there is no individual ‘owner-
ship’ Everything is shared by the cooperative of society members.
Through the communal properties there are no fights over owner-
ship. The fear of death due to the dangers from hunting is the most
prevalent, but by getting into a state of emotion, you can overcome
fear. When the winter is over, however, this way of living is sponta-
neously dissolved again and the members go back to their other
family life. Perhaps by illustrating these details of the dolphin and
seal catches by the Eskimos, the state of Jomon society becomes
transparent. | think, furthermore, we can see a parallel relation of the
religious feeling and the deposited bones of the dolphins.

For the Ainu, the people who used to live in the north of Japan, it
was not the dolphin, but rather their life form had always relied
upon the brown bear as their primary source of protein. For them,
the brown bear was also a significant religious animal. In a religious
context, they would capture a bear cub and respectfully over time,
raise it separately from the brown bears they usually eat. So, this cub
was given the finest food, better than the regular meal for them-
selves, and it was attributed the greatest respect as it grew. Then
they waited for the right moment, and the community commenced
with the ritual. They built the altar and killed the bear that grew up
entirely in the center of their human circle. It was killed by a group
of people and then the head of the bear was cut off and worshipped
on an altar and prayed to. After that, the animal was skinned and
tanned and the meat, organs, brain and all those parts included
were given separately to community members so that everyone
could partake. | think the implication of this ritual is to get in touch
with a transcendental meaning. For example, the Aztec gave a heart
as task of sacrifice to the sun, and for the Ainu, sacrificing the bear to
the community of god was an offering proffered for successful bear
hunting and thanksgiving to the bear. The slaughter was the con-
tinuing devotion to the divine and also joy. It was a sacrificial cere-
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mony. This is one of the reasons on which we might agree that the
mental state of the Ainu and the mental state of the Jomon society,
overlapped with each other. The group action must be deeply con-
nected with the same kind of mind-set in the Jomon culture.
Although, with the example of the Eskimo and Ainu, there the con-
creteness of the empty space phenomena or circle structure almost
never occurs. But, for instance, there were indeed examples where
the Eskimos and the Ainu in unusual space-time circumstances
appeared as ceremonial sacrificed space-time in the inverted world
in an everyday space-time construction, it is certain that it is not
possible to see from the outside what the hidden area is, the interior
of the empty space, but | think it is safe to say there is no doubt that
the empty space phenomena themselves exist within there.

| spoke from different angles about what sacrifice means, but even
at present it does not change its eternal mystery. Sacrifice is to
cause a mental state of the imagination to switch to another
dimension of possibilities. Violence and cruelty exist as an attri-
bute of sacrifice. They are reversed psychological dimensions
located in the limitlessly deep beyond. Sacrifice is a kind of a vio-
lent mechanism, which has been brought up to the visible world.
The sacred dimension is the part of the community, which nor-
mally lives as taboo. We experience it when it revives on this side
of the community, and its experience becomes fear and joy, as
appears with the shared psychological experience involved with
life and death. The construction of the process in which the world
has been reversed, this level is a metaphor-like image, even if
visual from the inside of space-time, when you look from outside,
it itself is invisible, it is the thing which is not there, in fact it is only
the area of the perception of the empty space. There is no specific
thing to be seen, at the place of the community, only space-time is
inspiring a sense of magnetic field, it is an implicit recognition.

Until now | have spoken about the empty space characteristic
mainly as it appears in Japan, as | mentioned before | think it is
also hidden in Western context. There, for example, the existence
of Jesus Christ, that should be read in context with sacrifice and
the empty space phenomena and that gives us an indication.
Jesus, executed on the cross, this clearly takes on a sacrificial cha-
racter. This sacrifice started before he was born. He received atten-
tion but when he died they buried Jesus in a rock tomb, a cave, to
show the true meaning of his sacred existence, to work he exists in
a quiet way. In fact, from the beginning on he was holy, but he
stayed on this side of the world, so to speak as a normal human
existence. Through Jesus’s execution he disappears; the location
where Jesus was buried became hollow and void, empty, the
empty space. And by becoming the empty space, he attracts
thoughts of people who pursue the hollow. They create questions
for the hollow void and answer them themselves and the empty
space itself becomes a movement. This process repeats itself and
accelerates. The thoughts of the people back then matured in
their process of development and as a result a thing called the
New Testament was written. This is the point where | would claim
that systematized Christianity had begun. The energy that is com-
ing up from that bible was to be further accelerated by the pres-
ence of the empty space, the absence of Jesus.
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Also in parallel with this revival story, | have come to believe in the
existence of ‘The Zone' as in The Stalker of Andrei Tarkovsky. ‘The
Zone, which has the supposed potential to fulfill a person’s inner-
most desires, when seen in parallel with the absence of Jesus, pro-
vides for the first time a concrete image of the empty space charac-
ter. This movie, The Stalker, does not say much. A certain place
appears but it does not disclose what kind of place it is. Because of
certain circumstances the place was closed as being taboo. It was
suggested that it is a place where something seems to have hap-
pened, falling meteorites or visitors from outer space, and it all
goes quiet as an alien world which only is called ‘The Zone' But,
there are guides for anonymous people who somehow managed
to get into it illegally, and it brings up questions as to why they
have the wish to go there illegally. What does ‘The Zone’ mean for
those anonymous people with their guide who want to try to get
in? This film does not show anything related to that. We are just at
the beginning, only to be encouraged to think about this, eventu-
ally the region called ‘The Zone, no one comes up with meaning or
is expecting answers, and it leads to the thought that the empty
space itself does not have the will to simply answer the question of
meaning. | think, ‘The Zone’ is the representation of the empty
space phenomena. It shows a ‘room; in the center of ‘The Zone,
where humans are granted a wish. The opportunity to realize the
desire is in a certain sense a miracle and a sacrament that reminds
us of a sacred center. Therefore the location for ‘The Zone'involved
the centralized dynamic forces as such, the distant location, the
invisibility, indicated by the illusion from the daily world we nor-
mally live in. | imagine that this perhaps could emerge for the first
time in space-time. It is as if the thoughts separate from the con-
sciousness of individuals, like the sea of Solaris to be actualized as a
visual thing, the insides of the thoughts in the community, these
thoughts are like small fires lighting up the place. | would like to
say, this is a place where the illusions that have been eliminated
from daily life are collected. When the intruder from ‘The Zone’ was
brought back by the guide and returned to the original location, he
noticed that not a thing about him had changed, the nature of ‘The
Zone'does not allow to look into the inside without violating taboo.
Therefore, the person who had returned was the equivalent of hav-
ing sacrificed himself. The specific location phenomena of ‘The
Zone' or the empty space phenomena, by any meaning, does not
allow an invasion by a member which is living on this side of the
world, it only appears to members from outside of the community.

If we can create a sculpture as an entity, including the complete
essence of the nature of these empty space phenomena, it would
be the ultimate sculpture. But at the same time, ironically, these
works of art are only possible as invisible things. In that sense, the
sculpture of the empty space phenomena occurs only in its con-
ception. In reality it is not possible to create this; only the thoughts
of the possibility for creating the ultimate sculpture exist. So, for
an artist, ‘Sonzai’' 77 7£ [Existence], which are thoughts deep inside
humans or an illusion, is the ultimate sculpture, you might find a
light on the horizon by maintaining an awareness concerning all
thoughts that are hidden deep inside.
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MASAO OKABE [[@E8 B4

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 2 April 2008

Text edited: February 2009

Masao Okabe (* Japan, 1942) creates an awareness of our cultural
history by showing this history through the technique of frottage: by
rubbing with a pencil or crayon over paper, he brings forward the
texture of the object underneath.

In Touch with Cities—Rubbing Hiroshima

Pencil and paper, this simple and elemental method, is what | used
to get into touch with cities. | put paper on the irregular street sur-
face, and using pencils and crayons | rubbed over the paper and | got
this intriguing feeling of surprise, like the shape itself was going
through the paper and emerging above. | think, also the recollection
of memories came with the sense of touch being transmitted
through my fingers. Only through the movement of my hand did the
shape appear, and at the same time, by the act of me moving, |
myself was transferred on the paper. These two factors connected to
create the appearance on the paper. By my hands, the form was
transferred, recorded, and transmitted: this is the frottage technique.
It is similar to the Oriental tradition of ink impression (7<), which
was a very popular method of old typography and print technology.

I have been working for the last thirty years with this technique. By
using this method | have made rubbings of many cities. They are
traces of the forms of the cities and traces of the activities of peo-
ple’s lives. Places where layered deposits of the happening of time
and traces of history have been engraved. For me, in my art work, |
have brought the past to the present in Paris, Rome, Venice, Lyon,
Noosa in Australia, Taipei, Kwangju in Korea, and many parts of
Japan, but | would say my life work was born in Hiroshima.

I had been asked by the Hiroshima City Museum of Contemporary
Art in 1986 to make a work with the theme of ‘Hiroshima’ It seemed
that the museum people were interested in my art by seeing my
project from the streets of Paris in 1979, and they approached me
with the suggestion for the project On the streets of Hiroshima. But |
was strongly concerned about making a work with Hiroshima as
topic. As a person who had not experienced the bombing of Hiro-
shima, could | create art work with Hiroshima as the theme? For my
answer, | had to recall my memories of experiencing the air strikes
during the war. I was born in Nemuro, at the tip of the eastern end of
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Hokkaido, and just three weeks before the atomic bomb was

dropped, there were air strikes for two days by aircraft carrier-born
planes which came up all the way through Japan, up to the north.
The war had also extended to the eastern cities in Japan. Eighty per-
cent of my city was burned to the ground and we lost many houses.
| was three years old at that time, and there were scenes of burning
fire; it was my personal experience and it has stayed in me as mem-
ory. Without having my old memories inside me, | could not have
gone to Hiroshima. After that, After Hiroshima, Hiroshima remained
attached to me and has accompanied me through my lifetime and
its feeling has stayed in me and | have felt the connection inside me
because of my art having the theme of Hiroshima.

All over the streets in the city of Hiroshima, life and death are bur-
ied. The ruined city lies just fifty centimeters beneath the earth’s
surface. | thought the only way | would be able to deal with Hiro-
shima, the Hiroshima that had lost so many and so much through
the atomic bomb, was to make a direct rubbing of the street with
a pencil on a boiling hot summer day.

I made the work Danbara area (about 2000 meters from the hypo-
center). This is an area where there were survivors from the bomb,
because people were living very close to each other in that old part
of the town and it was within the shadow of the mountain. | took
the frottage from that area, slowly going towards the center of the
explosion. | called it Stroke on the Road in Hiroshima (1987-1988). It
was a big project and it took two years to finish.

Because the technique of frottage is simple and direct, by using this
work concept you can bond with the city itself. | could develop the col-
laboration and a workshop with the citizens in the city. With the con-
cept and technique of myself and while sharing the creativity with the
people, | could look into their history and their lives from that region
and city. With my work | could expose the connection with time and the
memories of the past. The best thing | was able to do is that | could
share with the people the pleasure of touching their city by hand.

In the summer of 1996, | had a workshop, the Hiroshima Memoire 96
(Hiroshima city museum of Contemporary Art), with 90 people,
adults and children living in Hiroshima. The workshop consisted of
two different works from two places in Hiroshima.

One piece was the Hiroshima memorial park, near the A-Bomb
Dome, the monument for the A-bomb victims; the approach to this
place is a street, a hundred meters long, paved with flagstones. | did
a rubbing of it using red oil chalk, touching the ground with my
hand, thinking of the connection with what lies underneath.

The second piece was the platform of the former Ujina Station. That
was the last station before reaching the military port, the Ujima har-
bor, where there were 560 meters of remains: it was large. In doing
this project | thought of the assailant and the victim. After fifty one
years of Hiroshima was a collaboration with the participants in order
to think together about the meaning of Hiroshima.

It was the summer school holiday time and the weather was boiling
hot. I had many children who participated, and spent a magnificent
time with them. Traces we took from two places touch Hiroshima.
They were made by our hands and became print art on a huge scale,
but for me it was not just a print, it memorized each participant.
Since then, my project, workshop and exhibition in Hiroshima, has
begun a life of its own, supporters gather together and have started
the project Rubbing Hiroshima, the ten thousand people’s workshop,
and this art project is still continuing and active.

In 2007, at the 52" Biennale di Venezia, | exhibited works from
Hiroshima at the Japanese pavilion; | displayed them on the walls
of the space. | also presented the stones from the Ujina Station
platform. My exhibition describes history, shown by the collected
stones from the place and by recording the time of past through
frottage on paper, ‘Making art with the body".

These stones are from the Kurahashi Island in Hiroshima. The whole
island is made out of volcanic stones. Sixty-three years ago the
inhumane nuclear fire burned on these stones, they became atomic
bomb stone. This is the place where numerous soldiers and major
weapons left to fight three big wars in Asia and, on August 6, 1945
it was also the place where the atomic bomb hit. It is like a symbol
of the boundaries between the perpetrators and the victims of
wars of all sorts. | stayed there for nine years. | faced these stones
and | was rubbing their past by making the frottages. It turned out
to be over 4000 pieces in all, ‘The skin of Hiroshima’ | thought the
audience of my Venice exhibition should get an impression of the
traces of that place, and get caught up in its atmosphere.

Also, in the center of the exhibition space, | placed three tons of
stones from the Ujima platform, which had been hit by the bomb, on
a rusted iron exhibition stand and displayed them there.

| often heard, “This space does not need any explanation”. The
atmosphere of the place within that space went straight into the
audience themselves. | had created a place for it, this exhibition is
the memory of Hiroshima, HIROSHIMA - 1945, by seeing these
two words printed in the work, the audience could understand it.
They looked silently into the works and gently touched the
stones. They went back to the entrance and after carefully reading
the message from Commissioner Chihiro Minato by the ‘Hiro-
shima damage map; Is there a future for our past?, they left the
space; it was an impressive sight for me.

Also in the Venice pavilion, every day | had a workshop rubbing

atomic bomb stones. This gave an even stronger impression to the
people. The rough textures of the irregularly shaped stones were
taken into their hands together with the sounds of the movement.
We take things in with our body and we understand the subject. It
was not showing the devastation of the atomic bombing at all, but
the feelings from the hands, that solid feeling which recalled memo-
ries, quickened imaginations. | got the feeling that by my presenta-
tion in the Biennale space, | could share the history of that time.

| touched many traces of Hiroshima. Fragments of figures of the
city emerged on paper. To record all the responses, the movement
of my hand, the sound, the making visual of the past, that is my art
and without the people of Hiroshima, | could not have achieved
that art. One of the participants said, “Frottage is a universal act,
through which we can come in touch with the presence of our life.”
The project Rubbing Hiroshima is a collaboration with citizens and
the artist, we touch the memory of Hiroshima and the acts which

we create can be inherited by the next generation.

Chihiro Minato said in his opening speech in Venice, “This exhibition
is just one form of the question, the question which we probably can
never answer. We only have the possibility to achieve ongoing ques-
tioning for hope and peace, we have to believe that our power
remains to continue to question together with other people.”

My art has a relation with the ‘energy of others; | also could say,
with the city. Traces of life of people from the city. These traces
were made through repeating life and death. | touch with my
hands the deeply deposited layers of memory and history, and |
rubbed it out to reveal it. Through the response of the city trans-
mitted through my fingers, | became excited and at the same time
| was deeply moved, “the city itself is a huge place”.

It was in 1979 that | had begun on the streets of Ivry-sur-Seine in
Paris. Since then, for thirty years, | have focused my art on the
‘energy of others; the ‘response from others’ With the frottage-col-
laboration with the people of the city, | touch the city. By moving
my hand, | create an opportunity to give eyes to the city, with its life
and history. It is also sharing the pleasure of learning through art.
I would like to say, “My art connects the people and the city.”
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YUKO SAKURAI

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 3 April 2008

Yuko Sakurai (* 1970 in Tsuyama, Japan) grew up in Tokyo. Her work
addresses traveling as an existential experience of time and space.
Although she mainly uses oil paint on wood panels, she doesn’t con-
sider her work as painting, but rather as objects. It is always about
her personal and emotional relations towards the places she has visi-
ted or where she has stayed for a longer period of time. Consequently
she lives in various places in Europe and the USA.

When | think about ‘Existence), what comes to my mind first, is my
own existence. My thoughts about the meaning of ‘existence’ are
based on my consciousness about the passage of time and the
acknowledgement that |, although living in the present, cannot
detach myself from the past. My present being as a person is an
accumulation of the past. The history of my own life and my sur-
roundings and life environment are deeply related, that is my own
existence and that is connected to the future in a natural way.
Therefore, taking good care of my everyday life is very important
in order to recognize the existence of myself.

Outside of Japan | often have been asked the meaning of my name:
Yuko. The meaning of my ‘Yu ()" is freedom, ‘Ko (F)" is child. Yuko
means ‘freedom child’, freedom (EH) in Japanese means ‘accept
self’, it means ‘conforming one’s own intention and original nature’.
Therefore freedom (BH) is its own fundamental concept. It is not
like there is freedom somewhere else and we can get it or we can do
what we want. Freedom has to have a strong base within you, within
oneself. Freedom, responsibility, self-consciousness. They all connect
with existence. They mean that | have to face my own existence, and
lead my own life, and to be aware of my own life. | want to connect
with my art and | want to express myself in my work.

My existence, Yuko Sakurai, started in Setagaya, Japan, and several
months later | was born in my parents’ hometown of Tsuyama and |
grew up in Machida, Tokyo. When | was young, each summer we left
Tokyo and went to Tsuyama. My family spent their vacation there, at
my grandparents’ home in the countryside with cousins, uncles and
aunts all together in the same house. The living environment in
Tsuyama is the total opposite of Tokyo and the experiences there
had a substantial impact on me, and contributed to who | am today.
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Learning from nature, having a life with cousins from a completely

different environment, sharing a room and everybody sleeping
together on futons, living together, having a sense of sharing and
receiving. Real life experiences, hearing and seeing the history of
my grandparents, all these experiences which | can never ade-
quately describe in words—this is what | gained every summer in
Tsuyama when | was young. Even though | grew up in Machida,
Tsuyama is my hometown, the foundation of my own existence
and a base. My grandparents passed away some years ago, but
whenever | go back to Japan, | always try to visit Tsuyama. From
those childhood traveling and life experiences | learned how
important it is to have interaction with people through traveling.
Travel, adventure, meeting with people, and connecting with
nature is now deeply tied to my existence, and has a strong influ-
ence on my life and the creation of my art works.

I have two main concepts in my art. One is ‘self-expression’ from the
daily routine of my own life and my ‘relation’ to the circumstances
surrounding me. The other comes from my traveling in which | have
experienced ‘impression; ‘touching’ and ‘myself’ which are all
embedded in my work. Also the title of my work, | take from the
name of the place, the name of the mountain, river, bridge, or street.
For me, because | have a day-to-day life, going on a journey brings
me much excitement. And from the journey | go back to the ordinary
routine of life, | then rediscover more of the inspiration and the
impression from the journey. So for me, both are very important to
experience the journey. | can be conscious of subtlety, dedication
and sensitivity by using all my senses, and | am able to move my feel-
ings, going deep into nature and also experiencing the joy of the
interaction with people. | create my art as a way of transferring with
abstract language. It is my way of expressing my feelings.

Because my father is a sculptor, | grew up with art in a natural way
and it was always close by. | was always interested in art, but | also
learned that as an artist it is not easy to survive and | never had
enough confidence, so | did not do it and instead | went into mak-
ing French pastry. | think, one of the characteristics of the cuisine
world is, when you eat, it's gone, so, it has a moment of excitement,

and one can keep that taste only as memory. Art, however, can
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keep the form a long time, the emotion stays present and one can
have a dialogue with the object, there is a sense of coexistence.

The creation and respect for the essence and the materials—
these are points where the art and the food world display similari-
ties. To express my own existence in my work and share my activi-
ties with people, | felt that that has value. | wanted to create my
own art work. To create my own language for expressing my feel-
ings was to put my life into the art work by using my own form
language and | began to feel very comfortable and felt fascinated.
By creating my own work and continuously observing my work,
gradually | developed a sense of myself. Because of my presence
and my own consciousness in my work, | can share myself with
the viewer for many years to come. | hope that | can transfer a lit-
tle bit of my intentions to the people through my works. | am
grateful to feel that my art will age over the years, as a part of
myself, together with the person who has acquired my work.

The Japanese have a strong relationship with nature. We care about
feeling the four seasons and that is deeply tied to life. We are excited
to have contact with nature in our daily life and are moved by it and
we also share those emotions with other people, | think that is beau-
tiful and that is the beauty of being Japanese. Because | left Japan, |
am looking into Japan from the outside. | feel | have a distance. For
that reason | can now better understand the beauty of Japan.

During a trip through Japan in March-April 2008, | had an amazing
Japanese cultural experience. Overnight, an ordinary local shopping
street appeared transformed with lanterns and pink flags, it had
changed completely to the ‘Hanami’ (cherry-blossom festival) mood,
this also occurred in all other cities which | visited. There was a
Hanami atmosphere everywhere. Not only on the national news
where they were showing the cherry-blossom’s weather front every
day, and following the situation of the flowers already some months
ahead of Hanami. | felt that we, as a whole country, were being influ-
enced by the Sakura, the cherry-blossom. It had a big impact on me,
especially after not having seen the Hanami season for nine years.
The Hanami event in Japan is one of the biggest seasonal events in
Japan. | realized very deeply on this trip that the cherry-blossom fes-
tival is so important. | understood that enjoying the life of Sakura
(cherry-blossom) in those short moments, is the awareness of our
existence. The beauty of magnolia, plum, peach, cherry-blossoms
and the beauty of fresh young green leaves, | enjoyed each moment.
| was moved by the short period in which the season seemed to
change. Getting a sense of those changes of nature, while being
conscious of its role in life, as in Japanese life, | felt a high sense of
beauty. Japanese sensitivity may come from being conscious about
the progression of the seasons, and this being in their life.

For a long time | have been interested in the work of Hamish Ful-
ton and for our project | was able to visit him at his studio in Eng-
land. In preparation for that visit | studied his work more deeply
and by doing so, | found that Haiku have influenced his work. In
the process of understanding his work, | also had to re-discover
my Japanese culture. When | was at school | learned Haiku but
only as memorization and | could not really understand the mean-
ing of the Haiku poems, so, after my studies were finished, they
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were gone from my life. But during my study of Hamish Fulton’s
work, the meaning of Haiku came to me in a very natural way.
While creating my works, | realized | have similarities with Haiku
and with the landscapes of Hokusai. It is just a different way of
expressing oneself by traveling. | am discovering my own
thoughts, my consciousness of my own existence by traveling, |
felt that the simple and profound message in Haiku has a com-
mon point with my activities and creation.

| got the opportunity to interact with many interesting artists from
all over the world. Getting in touch with the outside, and by having
stimulation from others and sharing moments together, | became
more aware of my own existence. | think thereby I started to find my
own identity. | would like to continue creating art as a medium to
express the consciousness of my existence. Therefore it is very
important to interact and be stimulated by people, who show me
the awareness of my own existence, as well as staying connected
with nature, to stay aware of the existence of the universe, | would
like to keep exploring, keep discovering existence.

In addition to this, | would like to say something about Time and
Space. When | think about ‘Time’ as a subject in my work then,
time is not just a single moment. For me time is continuity. | gain
my experiences by traveling and by my surroundings of my daily
life | use ‘city’, ‘street’ and ‘area’ for my work as subjects. Traveling
gives me new experiences, new situations that are fascinating in
my life, but | also center my daily life very much around my base.
When | get back to my base, | can feel more strongly the differ-
ences between where | have been and my base. Awareness of
beauty and appreciation for having been there on that location, |
get those feelings because | came back to my base.

My work is not just an impression of a single moment, take for
example my work: La route vers la Bretagne. My first destination
abroad, in 1996, was France, which | visited again in 1997, and
after that | have always had a very special feeling towards France.
In the summer of 2004 | finally got a chance once again to visit
France, Brittany. | started my trip by car in the Netherlands, driving
towards France and the excitement stayed with me through the
whole trip. All the impressions which | got on that 800 km [500
miles] road along the coast until | reached Brittany became a work.
Measuring 120 x 220 x 10cm, [47" x 86" x 4"], warm yellow ochre
colors contain my happiness, the peaceful feeling | had gazing out
at the Normandy coast, the strong wind against my body, the
smell of nature, etc..., six horizontal lines on the surface—this
expresses the streets needed to get to the destination, up and
down, the hilly atmosphere, the long way... continuity. | do not
express myself just by giving a visual impression, | get impressions
by using all my senses and it is that what | express in my work.

| care about time. When | see a chance before me, | try to take it,
while using my full consciousness to get the maximum experi-
ence with all my senses. For this reason | can create work also
from just a one-hour trip by bicycle, or just sitting on the backseat
of a car. | do not decide upon the subject for my work until | get
back from my trip. | put all information in myself when | am some-
where. Then after that, most of the time, | chose the subject at my

base in a relaxed situation and | look on the map at where | have
been and follow all the streets | took. Until 2009, in Europe many
decisions were taken in Heusden, and when | was in Miami, deci-
sions were often made at the beach. When somebody asks me
where my home is, | answer that | do not know yet, that | am still
searching for my home myself. | do not feel as if Japan is my home
anymore, | feel Japan is where my roots are, my origin, even my
Japanese language has become halting. One day | would like to
find my base, my space for daily life. Until now, | am open for all
directions, | am still looking for my space. But | am enjoying my
kind of gypsy life, to get all experiences from this world inside of
me. | do not recollect merely beautiful visual experiences for my
work. | express myself using all my experiences, how much impact
they had on me and what | learned from these places. | also
always include my own present time into my work. | do not make
a work about where | have never been as a dream or desire... It is
nice to have wishes in life, and make them happen, but | care
much more about the reality of myself and of my existence.

| use the same subject in different times, but | do not repeat the
same content in my work, not at all. | gain something more in me, in
myself by time, and you get always different experiences even in the
same place, also feelings change, the atmosphere is different each
time. For this reason | have many works related to Heusden, Nether-
lands, since it was my base in Europe for several years.

My works express my development as a human being and | like this
way of creating a time document. Perhaps | have this consciousness

about time because | am Japanese. Japan has four very beautiful

seasons and by tradition we have many ceremonies and an appreci-
ation for each season and each month of nature and also for season
related food. | now live in a Western society, so | do not perform any
of those ceremonies, but | still am conscious about them, and | carry
the meaning of day and month in me. | think for the last couple of
years now... finally | have felt | can go more back to my own culture.
| feel much stronger who | am as a Japanese now, and it is a nice feel-
ing to have, | can recognize different cultures and | can take it inside
me from different directions. Before, | thought when | adopt other
cultures, over time | will lose my personality as a Japanese, but it has
not been that way. Now, | can say | am a Japanese woman who likes
to travel the world, who likes to be in and out of Japan. Because of
traveling to many different places, | can now, looking from outside,
see more of the beauty of Japan. | can learn faster from new places,
and | can see differences much easier, | gain my life experiences. How
much you can see, you can hear, you can experience... this is all
about your consciousness, and awareness of yourself, for your time.

For me, my work is part of myself, because it contains my deep
and honest emotion. My work contains the time in which | made
it, but when | see work that | made 5 years ago, | notice that it
grew older over time. Yet feel that | see that time, | recall my expe-
riences, the recollection of me, myself. My work is self-evidence, a
time document. And | am aware of the present time in which | am
living now, by seeing myself.
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RENE RIETMEYER

Text as presented during the symposium Existence
at Setagaya Art Museum in Tokyo, Japan, 3 April 2008

Rene Rietmeyer (* 1957, Netherlands) creates objects, which he calls
‘Boxes! His works are, as he says, ultimately nothing other than the
proof of his existence.

About Existence, Coexistence and Art.

Historians, philosophers, archaeologists and many others, have
long been debating the question of what is it that distinguishes
us humans from animals, and up until now, we have not reached
a clear, universally accepted answer.

Humans

All animals learn how to obtain access to food and other resources
from their environment, but when an animal dies, the only knowl-
edge that does not die is the directly transferred knowledge. All
other knowledge the animal has accumulated in its lifetime dies
with the animal. For humans, though animals as well, the case is
somewhat different. Many animals can use gestures and sounds
to communicate with each other, but it seems that only humans
can communicate information in so many different ways and with
such nuances, and only humans have learned how to preserve
knowledge for generations to come.

Knowledge can be transported over generations not only through
writing or other means, but also through Art. Art provides proba-
bly the most powerful evidence of how humans perceive their
world. The existence of art is one of the signs that humans most
likely have a broader and more complex ability to communicate
then other animals. It seems to be that only humans can commu-
nicate things that are abstract or that do not exist. | believe that
the art humans make is also proof that humans are capable of a
certain awareness concerning their own existence.

The earliest indication of the existence of art among humans is the
physical evidence of powdered pigments that has been left behind.
Humans seem to have ground up pigments and used them to paint
themselves or their surroundings. Evidence of the use of pigment
in southern Africa has been dated back over 100,000 years. My
belief is that the use of language goes back even much earlier than
this, but that the development of art by humans must be related to
the development of a constantly improving use of language and
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increasingly refined communication. The human need to commu-

nicate, not only through spoken words, but also with and through
art, seems to have been in existence at least since that time.

Around 40,000 to 50,000 years ago, the first figurative objects no
longer created for purposes of daily survival as well as the first
musical instruments and cave paintings were made. These forms
of communication show some of the ways in which humans
expressed themselves. From then on, in many parts of the world,
human artistic expression developed fast. Humans began to pro-
duce not only paintings and carvings, but also ornamental items
to wear on their body. Through their art, humans created a figura-
tive as well as symbolic representation of their world.

First through the cave paintings, and much later through writing,
photography, sound and other methods, the knowledge individ-
ual humans gained during their lifetime could be preserved from
now on, which provided an enormous advantage to future gen-
erations. When exactly this process of preserving knowledge
started is not clear, but this process has not changed even today,
and because of the availability and increasingly easy accessibility
to the growing amount of knowledge, this process is reaching
ever more humans and continues to accelerate.

During the Early Stone Age a positive difference in knowledge
acquired by each subsequent generation, was not very great, or
most likely, not present at all. Now, generally speaking, each suc-
cessive generation already has significantly more knowledge and
has developed further than the previous generation, whereas ‘fur-
ther’ is not to be understood as necessarily ‘better’. This state of
being more developed also does not seem to have made us any
more satisfied or to guarantee us a better life quality. We can only
hope that we humans will finally accept the consequences of the
knowledge and awareness of the fact that we do coexist with
other living beings and we should soon come to a global consen-
sus and begin to use all available knowledge for the better of the
planet as a whole. Although humans can now easily adapt to big
changes in our environment, this ‘coming to a global consensus;
will even prove necessary for the majority of the human race in
order to continue living under so called quality circumstances.




!
|

Communication

Communication is a basic need for all human beings, at least for
me it is. My need to communicate is mainly driven by curiosity
and my will to interact with other humans. My will to communi-
cate is probably inherent to human nature. Here and now, | am
trying to communicate with you, but here in Japan, and in several
other countries | have traveled in, the people | meet do not seem
to really understand my language and gestures. Therefore, |
mainly try to communicate through the objects | create, but com-
munication with another living being still needs the use of some
kind of language. Although several other artists seem to have no
problems doing so, | do not want to make artworks by using
words | might not even understand myself. | do not want to use a
language that uses words, also because | think that such a lan-
guage reaches a too limited number of people and | would like to
reach many people. Therefore, even now, | have to use words and
sentences which can be easily understood by many. So, when you
create an artwork with the use of words, the only solution to
reach many people seems to be to translate the artwork, the
words, in as many languages as possible. That just doesn't seem
efficient and accurate enough for me to transport the contents |
wish to communicate. The quality of art in general lies in the pos-
sibility for experiencing different people expressing similar or dif-
ferent contents while presenting the meaning they wish to com-
municate by choosing different forms of communication.

Reaching everybody in the world is impossible, but some people,
not taking into account human creations, like God, have managed to
reach many people with their words, and some of them had a posi-
tive, some had a negative influence on the development of signifi-
cant parts of mankind. There are many ways to reach, communicate
with, other humans. There are many languages and forms of expres-
sion. Because of the way | have decided to live my life, | cannot reach
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many people. But in order to reach as many | can, without offering
up my own personal life quality and being able to maintain my own
personal egoism, | decided to create objects. By doing so | decided
to make use of an abstract language with formal elements like color,
shape and material. With this type of communication, it may not be
possible to convey thoughts as precisely to another person as when
both people speak exactly the same verbal language, but the use of
an abstract language in an art work seems to reach many peoplein a
more location-independent and timeless manner than other means
of expression in visual art. This was one of the reasons why | chose
this abstract language as my main form of communication.

Several conceptual artists say that the form of presentation of an
art work should have no value, but if you want to give an idea a
physical presence, then you have no other choice than to use for-
mal elements and it is impossible to create a form of physical pre-
sentation without value. The best you can do is to try to transport
the intended meaning with a reduction of formal elements. Since
there is no escape for acknowledging this and dealing with it any-
way, it is the best option we have. Besides, it seems that, at this
point in time, the reduced use of formal elements does represent
me, is me and also seems to communicate better with the audience
my works encounter, much better than the use of them in a more
baroque way. However, of course, | am aware that no language is
universal. The use of whatever language and the perception of
whatever language remains a very subjective and personal matter.
Therefore, explaining the ‘meaning’ of art is always very difficult,
because so much depends on the cultural context of the work and
on the ideas we ourselves bring to the interpretation. Even if an art-
work consists only of words, the observer can hardly do more than
speculate on the given meaning. | claim that the objects | make are
first of all about the meaning they represent. They contain my
awareness of my existence and because | want to communicate my
awareness to myself as well as to you, | created those objects and |
had no other choice than to use formal elements. Amongst other
formal elements, | had to use color, shape and material.

Awareness

| am aware that | exist and that time passes, therefore | know that my
present existence becomes past, and | therefore know that | have
existed in the past. At the moment of the actual execution of my
works, | always express my subjective memory of my existence in that
past. The conscious action of the creation of each of my objects them-
selves is an expression of my awareness of my momentary existence.
While making my works, they express my existence and my coexis-
tence in the past and present. But as time passes, my works might be
nothing other than the proof that | have once existed. But at this
moment in time, | still do exist, and you still seem to exist as well.

| believe that gaining awareness about time, space and existence
can be of great help in creating a more satisfying personal way to
live our lives. Many people claim to have read texts by philosophers
or other great thinkers, but reading and even understanding the
knowledge acquired is not enough. This acquired knowledge should
actually have an influence, real consequences, on how we live our
lives. This all sounds so ‘logical’ and easy, but in reality it seems that

most people still do not really reach sufficient awareness of their

own being in order to be able to self-define their own existence.
Only to a certain extent can you make accountable that through lim-
itations owing to the physical circumstances you are in, you were left
no better choice and were forced to come to the choices you made.

Here, in this conference space in Tokyo, we see and experience
several different human beings and many of them have come
from very different parts and cultures of this world. And although
we are all humans, we are not the same. Our brains do not operate
exactly the same and during our lives we have all lived through
many different experiences. Therefore, we have often come to very
different thoughts, opinions, philosophies and choices.

To be human includes being surrounded by and being part of the
physical, factual, concrete everyday world. Our world is here, now
and everywhere around us. We are totally immersed in it, we are
nowhere else, we are here and now, and we have to make the
best out of that. Once we arrive at the realization that each of us is
a distinctive entity, we have to fulfill our own destiny. We should
start to question the input from our culture and start to rethink all
values we have been taught in order to create, to self-define our
own identity, our own being. To try to understand all the different
identities represented in as many humans seems essential for
developing a global human existence with quality.

At least since the times of Socrates, philosophers have raised and
discussed many questions and sometimes they have even come
to conclusions. We cannot create any awareness without the use
of language, but several philosophers lose themselves in words
and definitions. Although these philosophical discussions about
existence stimulate our intellect they have not yet helped us to
really comprehend the subject matter. There are no answers. But,
whether we agree with all the thoughts about time, space and

existence or not, without a doubt, in their search for truths, they
at least have helped to create a greater awareness. So, we might
not have gained any knowledge but we certainly have created
opinions. There is no reason why we exist, and we ourselves will
have to give value and meaning to our existence.

| exist and you exist. Regardless of all the different thoughts and points
of view about existence, | simply have no other choice than to come to
this conclusion. This means, | exist amongst other objects and living
beings that exist at that same moment in time as well. The awareness
of my existence always includes the awareness of my co-existence.
There was a time when | did not exist and there will come a time when
[ will not exist anymore, but at this moment in time, | do exist.

The awareness a person has established for himself cannot be mea-
sured, but it can be expressed, in words, sounds or objects, for others
to read, hear, see or feel, and to be understood by those who have
reached a certain level of awareness themselves. | am not sure if we
are the only animal aware of its own existence and of the fact that
each of us will die in the not so distant future. We like to believe we
are the only creatures who can reach this level of consciousness, but
elephants for example, seem to respond with grace when they
encounter the remains of a deceased family member. Do they not
have any awareness at all, or can it be that we just have great difficul-
ties in communicating with the elephants because we do not speak
the same language as they do and so we must guess what they
think. Is it because | come from another culture and | do not speak
Japanese well enough to understand what you are thinking and why
you think like that? Can | ever find out what you are really thinking?
How can | find out how aware another living being is about himself
and his surroundings? | need communication. Communication
seems to be the key factor, not only communication with the other
living beings, but also the communication with oneself.
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appropriation strategies in the 1960s. His work has consistently explored
the production and role of language and meaning within art. Kosuth
lives in New York City and Rome, Italy.

‘Existence’ Applied | Joseph Kosuth

‘The self posits itself, and by virtue of this mere self-assertion it exists;
and conversely, the self exists and posits it own existence by virtue of
merely existing. It is at once the agent and product of action; and
hence the’l am’expresses an Act!

J.G. Fichte.

What | will do today is to briefly outline a certain view; it's my view of
art and it will attempt to underscore an aspect of its relationship
with philosophy, both implicitly and explicitly. What | say begins with
a necessary understanding by you that it is grounded in a practice of
art. My comments should be seen as part of a kind of manual or
handbook for a device, but they shouldn’t be confused with the
device itself. That device, that practice of art, has dialectically evolved
along with the handbook itself over a forty-year period. If you've
seen my installation last summer at the Venice Biennale, or the instal-
lation at the Sean Kelly Gallery in New York last year, or my last instal-
lation at this moment visible on the facade of La Casa Encendida in
Madrid, you already know that updates on my practice are ongoing
and continuous. However, | won't be speaking of my present work
today. For our purposes here | need to go to the beginning.

The evolution of my handbook is more than consistent and even
more sporadic. It emerges when and where needed. Today we add
a chapter because | have been asked to address the question of
‘existence’. To do that this chapter of the handbook will attempt to
look at the origins of my practice with an elliptical view of what
may constitute the origin of its ‘theory’ and, simultaneously, possi-
bly provide a better understanding of its history. What | say should
be understood as framed by the issue of ‘existence’ even when it is
only an argumentative presence just out of view. This is our context
today. What a philosophical discipline might feel obliged to con-

front directly and explicitly within one or another of many estab-
lished discourses, my writing, which is itself philosophically home-
less outside of the practice which goes with it, is not compelled to
participate within or satisfy. It qualifies itself on other grounds as
part of a larger context than an academic discipline would permit.
And please take that as an explanation, not an apology.

| was asked by The Museum of Modern Art in New York in 1969 to
describe my work for the catalogue of a rather quick and imper-
fect attempt to give a public presentation of what they saw as a
phenomenon, taking place way downtown, called ‘Conceptual art,
by participating in a group show called Information. This is how |
put it then, and please forgive the pretensions of a 24 year old:
‘Every unit of an (art) proposition is only that which is functioning
within a larger framework (the proposition) and every proposition
is only a unit which is functioning within a larger framework (the
investigation) and every investigation is only a unit which is func-
tioning within a larger framework (my art) and my art is only a unit
which is functioning within a larger framework (the concept ‘art’)
and the concept of art is a concept which has a particular meaning
at a particular time but which exists only as an idea used by living
artists and which exists only as information. To attempt an ‘iconic’
grasp of only a part or unit of the above paragraph (which means
to consider one action a potential ‘masterpiece’) is to separate the
art's ‘language’ from its ‘meaning’ or ‘use’. The art is the ‘whole’ not
‘part’;. And the ‘whole’ only exists conceptually.” No question, that’s
at least part of what | had to say in 1969.

Whatever one would want to say now about that project called
Conceptual art, begun over 40 years ago, it is clear that what we
wanted was based on a contradiction, even if an intellectually
somewhat sublime one. | wanted the act of art to have integrity (to
this end | discussed it in terms of ‘tautology’ at the time) and |
wanted it untethered to a prescriptive formal self-conception. So,
in my talk to today | will return, in a sense, to the origins of my
thinking as | approach the question of ‘existence’ One could say
that it is both the starting point of how | began to form my own
conception of my existence as an artist, and thus a man, and it con-
stitutes the tool by which |, if not also society itself, can reflectively
approach those issues which form our conception of existence.
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At one point in his writing Wittgenstein discusses the question of
existence and says the following:

‘I | say “I wonder at the existence of the world” | am misusing lan-
guage. Let me explain this: It has a perfectly good and clear sense to
say that | wonder at something being the case, we all understand
what it means to say that | wonder at the size of a dog which is big-
ger than anyone | have ever seen before or at any thing which, in the
common sense of the word, is extraordinary. In every such case |
wonder at something being the case which | could conceive not to
be the case. | wonder at the size of this dog because | could conceive
of a dog of another, namely the normal size, at which | would not
wonder. To say “l wonder at such and such being the case” has only
sense if | can imagine it not to be the case. In this sense one can won-
der at the existence of, say, a house when one sees it and has not
visited it for a long time and has imagined that it had been pulled
down in the meantime. But it is nonsense to say that | wonder at the
existence of the world, because | cannot imagine it not existing. |
could of course wonder at the world round me being as it is. If for
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instance | had this experience while looking into the blue sky, | could
wonder at the sky being blue as opposed to the case when it’s
clouded. But that’s not what | mean. | am wondering at the sky being
whatever it is. One might be tempted to say that what | am wonder-
ing at is a tautology, namely at the sky being blue or not blue. But
then it's just nonsense to say that one is wondering at a tautology.

Obviously Wittgenstein is not arguing against the existence of the
world. While he cannot support an assertion of an absolute, com-
pared to a relative, value because it would lie outside the world,
he is saying one can however acknowledge the experience of a
‘feeling of wonder’ at the world. It is simply that the ‘wonder’ that
Wittgenstein feels becomes nonsense when put into words. His
sense is that the wonder which he feels when he confronts the
nature of existence, shares the same kind of significance as reli-
gious and ethical truths. The wonder we have at the world isn't
nonsense even if what we would say about it is.

‘In a sense this brings us back to the issue of contingency. We begin
with ‘the existence of something’and would like a verbal explanation

but cannot have one. What then do we face? We have, of course, the
famous statement of Jean-Paul Sartre in his book Nausea: “The
essential thing is contingency. | mean that, by definition, existence is
not necessary. To exist is simply to be there; what exists appears, lets
itself be encountered, but you can never deduce it. There are people,
| believe, who have understood that. Only they have tried to over-
come this contingency by inventing a necessary causal being. But no
necessary being can explain existence: contingency is not an illu-
sion, an appearance which can be dissipated; it is absolute, and con-
sequently perfect gratuitousness. Everything is gratuitous, that park,
this town, and myself. When you realize that, it turns your stomach
over and everything starts floating about...

So we have nothing less than the contingency of existence itself. We
are forced to face the alternative to ‘something;, which is nothing.
The way in which death lurks ahead for all of us forms our experi-
ence of existence more than anything else. Martin Heidegger has
said that “Only by the anticipation of death is every accidental and
‘provisional’ possibility driven out. Only being free for death, gives

Dasein it goal outright and pushes existence into its finitude. One
has grasped the finitude of one’s existence, it snatches it back from
the endless multiplicity of possibilities which offer themselves as
closest to one — those of comfortableness, shirking, and taking
things lightly.... But finally, as Joshua Schuster, in discussing Der-
rida, tells us:"...Since we have yet to ask, what is death? We have
avoided asking for the simple reason that we do not know who to
ask. Who could tell us, guide us to ask the right questions, lead us
into familiarity which we presume corresponds with knowledge? Is
there a question which can question the non-empirical, what is out-
side epistemology, what has no thought, what is at the limits of lim-
its? It seems to me a philosophical commonplace now, as many
claim, that “death can only be represented.” On one level, this asser-
tion may be true, but in order to speak competently about the pas-
sage of dying, | must already have an understanding and recogni-
tion of death, a pre-theoretical understanding of death. This is
already to suggest that death lurks not in representationality, but in
between the spaces of what is representable. Well, this question
remains open ended. | could say, more on death later, for all of us.
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But, for the moment we shall return to my existence and thus my
work. | want to suggest we consider, as a distinction, a rather sim-
ple diagram of something far more complex, probably, than tau-
tologies, from a standard textbook on the theory of scientific mod-
els. It's one which distinguishes models as being of two types, one
being an illustration and one a test. | understood from the begin-
ning that art was essentially a questioning process. What I felt such
questioning directed us toward, of course, was not the construc-
tion of a theory of art with a static depiction (a map of an internal
world which illustrates) but, rather, one which presumed the artist
as an active agent in the world, one concerned with meaning; that
is, with the work of art as a test. It is this concept of art as a test,
rather than an illustration, which remains. In my text of 1968, ‘Art
after Philosophy, | proposed for us to see art as an analytic propo-
sition, essentially a tautology whose interior construction could
not be put in play as ‘content’ about the world. What is not often
understood is that it is not the same as to say that the process of
the practice, culturally, socially and politically does not have effect
on the world. Indeed, there is no greater manifestation of our exis-
tence in the world than art. What it says, manifested as a process of
art, and in the resulting consciousness that it constructs, is the
most telling reflection about our existence available.

Yet, for a further look at tautologies, consider Paul Engelman, a
close friend of Ludwig Wittgenstein and the collaborator with him
on the house for Wittgenstein's sister in Vienna, who has com-
mented about tautologies that they are not ‘a meaningful propo-
sition (i.e. one with a content): yet it can be an indispensable intel-
lectual device, an instrument that can help us—if used correctly
in grasping reality, that is in grasping facts—to arrive at insights
difficult or impossible to attain by other means.

The tautology was a useful device for me, in both its theory and its
practice, in my work of the 1960's in specific ways. To give a concrete
and early example | would cite my own work from 1965, from the
Protoinvestigations, of which ‘One and Three Chairs’ (with examples
in this series to be found at The Museum of Modern Art in New York,
Centre Pompidou in Paris and the Reina Sofia in Madrid) to ‘Clock—
One and Five’ (from the Tate Modern in London) all being represen-
tative. This work, using deadpan ‘scientific style’ photographs which
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were always taken by others, employed common objects and

enlarged texts from dictionary definitions. The physical elements
were never signed, with the concept of the work being that this
‘form of presentation” would be made and re-made. Necessary
because the floor and /or wall should show the one seen with the
object. The reason for this was an important part of my intention:
eliminate the aura of traditional art and force another basis for this
activity to be understood as art, that is: conceptually. For me as well
as for other artists at that time, the issues of modernism were rap-
idly becoming opaque. One effect of this work was to‘sum up’ mod-
ernism for me, and once that was visible | was able to use that view
to get past it, as the work which followed showed. Thus, for me, this
work was both a‘summation’ of modernism and the way out of it.

Yet, the use of tautologies in the Protoinvestigations has generated a
variety of confused responses. One aspect of this work was my
attempt to actualize a Wittgensteinian insight: by drawing out the
relation of art to language could one SPACING begin the production
of a cultural language whose very function it was to show, rather
than say? Such artworks might function in a way which circumvents
significantly much of what limits language. Art, some have argued,
describes reality. But, unlike language, artworks, it can also be
argued, simultaneously describe how they describe it. Granted, art
can be seen here as self referential, but importantly, not meaning-
lessly self-referential. What art shows in such a manifestation is,
indeed, how it functions. This is revealed in works which feign to say,
but do so as an art proposition and reveal the difference (while
showing their similarity) with language. This was, of course, the role
of language in my work beginning in 1965. It seemed to me that if
language itself could be used to function as an artwork, then that
difference would bare the device of art’s language game. An artwork
then, as such a double mask, provided the possibility of not just a
reflection on itself, but an indirect double reflection on the nature of
language, through art, to culture itself. ‘Do not forget, writes Witt-
genstein, ‘that a poem, even though it is composed in the language
of information is not used in the language-game of giving informa-
tion! Whatever insights this early work of mine had to share, it did,
and most agree it initiated within the practice an essential question-
ing process which, for the past forty years, has been basic to it. It

should be obvious that the ‘baring of the device’ of the institutions of
art would begin at the most elemental level: the point of production
itself, the artwork. Seeing the artwork, in such a context, forced a
scrutiny of its conventions and historical baggage, such as painting
and sculpture itself as an activity. So, first inside the frame and then
outside. One goal at the time of work which followed, like The Sec-
ond Investigation, was to question the institutional forms of art.

Our contradictions illuminate. How can art remain a ‘test’ and still
maintain a cultural, and thereby socially formed, identity as art,
that is, continue a relationship with the history of the activity
without which it is severed from the community of ‘believers’
which gives it human meaning? It is this difficulty of the project
which constituted both its ‘failure’—as Terry Atkinson has written
about so well—as well as the continuing relevance of the project
to ongoing art production. It would be difficult to deny that out
of the ‘failure’ of Conceptual art’s original project emerged a rede-
fined practice of art. Whatever hermeneutic, and | really can’t
think of a better word for it, we employ in our approach to the
‘tests’ of art, the early ones as well as the recent ones, that altera-
tion in terms of how we make meaning of those ‘tests’is itself the
description of a different practice of art than what preceded it.
That is not to say that the project did not proceed without para-
dox. Can one initiate a practice (of anything) without implying,
particularly if it sticks, it as having something akin to a teleology?
Indeed the very concept of the ‘avant-garde’ which frames it even
if unintentionally, when unspoken and presumed, is teleological.
The fact itself of a perceived end of modernism, with Conceptual
art playing a major role in that, suggests a continuum, if only in
the form of a rupture. This is one of the ways in which Conceptual
art’s success constituted its failure. What it had to say, even as a
‘failure; still continued to be art. Much art of the past couple of
decades internalized the basis of such work, though such work no
longer has to call itself ‘conceptual, and if that’s not obvious
enough I'll say it again later. The paradox, of course, is that the
ongoing cultural life of this art consisted of two parts which both
constituted its origins, as well as remained—even to this day—
antagonistic towards each other. The ‘success’ of this project (it
was, in fact, finally to be believed as art, which obviously is why |
am invited here today to speak), was obliged to transform it in
equal proportion to its ‘success’ within precisely those terms from
which it had disassociated itself from the practice of art as previ-
ously constituted. Within this contradiction one is able to see, not
unlike a silhouette, the defining characteristic of the project itself:
its ‘positive’ program remains manifest there within its ‘failure; as a
usable potential. One test simply awaits the next test, since a test
cannot attempt to be a masterpiece which depicts an implicitly
totalizing reflection of the world. Indeed, the art | speak of was
finally understood to be only part of the path of a reflective pro-
cess, ultimately only comprised of some manifestation of think-
ing, and it is only over the course of time that the process of a
practice can make the claim of describing more than the specific
initial program of its agenda. Such work, like any work, is located
within a community, and it is that community which gives it its
meaning. But meaning given is meaning which, as such, implicitly
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defines its own limits. And those limits, when understood well,

describe what future work might possibly be. Art is always a proj-
ect on limits. Now | ask you: how can a view of limits ever be
reduced to simply being an object?

Going back, we can ask: what is the character of the ‘tests’ | dis-
cussed? As Wittgenstein put it: In mathematics and logic, process
and result are equivalent! The same | would maintain, can be said
of art. | have written elsewhere that the work of art is essentially a
play within the meaning system of art. As that ‘play’ receives its
meaning from the system, that system is—potentially—altered by
the difference of that particular play. Since really anything can be
nominated as the element in such a play (and appear, then, as the
‘material’ of the work) the actual location of the work must be seen
elsewhere, as the point, or gap, where the production of meaning
takes place. In art the how and why collapse into each other as the
same sphere of production: the realm of meaning.

’

As for the project of Conceptual art, we know that what is ‘different
doesn’t stay different for long if it succeeds, which is perhaps
another description of the terms of its ‘failure’ as much as its ‘suc-
cess. Thus the relative effectiveness of this practice of art was
dependent on those practices of individuals capable of maintaining
a sufficiently transformatory process within which ‘difference’ could
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be maintained. Unfortunately practices begun in the past are sub-
ject to an over-determined view of art history whose presumptions
are exclusive to the practice of art outlined here. The traditional
scope of art historicizing—that is, as a style, and attributed to spe-
cific individuals—is most comfortable limiting itself to perceived
early moments which are then dated and finalized. My discussion of
those moments here is precisely intended to suggest another
approach, one which suggests their usefulness here in the present.
Without that they are doomed to relevance only to historians. While
such conventional ‘credits’ provide for the kind of tidy art history
both professors and newspaper critics adore, we've seen that it
stops the conversation just where it should begin. In actual fact, the
continued ‘tests, now, of the original practitioners (in those rare
instances where they still constitute a test and not simply a recog-
nizable market entity) should be considered on their own merit
equally along with the ‘tests’ of other generations, insofar as all are
present now, and all constitute, together, our present reflection on
existence. Also, together, they are capable of an accumulative effect
as part of the present cultural landscape from which meaning is
generated. Indeed, we may be left with the consideration that the
meaning we produce in our life is what defines our existence.

Let’s try it from this direction. My work, and Conceptual art later as a
general practice, began with the understanding that artists work with
meaning, not with shapes, colors, or materials. Anything can be
employed by the artist to set the work into play—including shapes,
colors or materials—but the form of presentation itself should have no
value, formally or otherwise, independent of its role as a vehicle for the
idea of the work, even if we must consider that ‘vehicle’ as part of the
idea of the work. (Ah, the dialectical beauty of it all!) Thus, when you
approach the work you are approaching the idea (and therefore, the
intention) of the artist directly. An ‘idea; of course, as an artwork, can
constitute a cultural force that is as contingent (within the web of
belief) as it is complex, and when | have said that anything can be
used by (or as) a work of art, | mean just that: a play within the signify-
ing process conceptually cannot be established, nor limited, by the
traditional constraints of morphology, media, or objecthood, even as
what it has to say is shaped by the limits which permit itself to be man-
ifest in the world. It is precisely here where art is a reflection on exis-
tence. It is by resisting those limits, confounding them and reforming
them that it defines what those less concerned can happily call ‘cre-
ativity" If art has human value it is because it is capable of asking ques-
tions which other activities cannot. In art the question of existence is
not an academic puzzle, it is actually manifested, reflected upon, and
made visible in its own process and result in the world.

Art can manifest itself in all of the ways in which human intention
can manifest itself. It is in this regard that human existence is
recorded and reflected upon. The task for artists is to put into play
works of art unfettered by the limited kinds of meanings which
crafted objects permit, and succeed in having them become not
simply things of a discourse that demonstrate a search for authority
and validation, but the production of artists as authors within a dis-
course, one concretized through subjective commitment and com-
prised of the making process. It is the historically defined agency of
the artist working within a practice that sees itself as such a process,
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wherein an artist’s work becomes believable as art within society.
The ability of that process to see itself constitutes the moment of
reflection in which humanity’s existence is brought into view. To do
that, work must satisfy deeper structures of our culture than that sur-
face which reads in the market as tradition and continuity. Here is
where ‘authenticity’ finds its voice and form. As Michel Foucault has
said, ‘Indeed, it is along this vertical direction of existence, and
according to the structures of temporality, that the authentic and
inauthentic forms of existence can best be allocated. This self-tran-
scendence of the existent in its temporal movement, this transcen-
dence designated by the vertical axis of the imaginary, can be lived
as a wrenching away from the bases of the existence itself. Then we
see crystallizing all those themes of immortality, of survival, of pure
love, of unmediated communication between minds. Or it can be
lived, on the contrary, as “transcendence,” as an imminent plunge
from the dangerous pinnacle of the present.

The more enriched our understanding of that ‘text’ of art becomes,
so does our understanding of culture. A focus on meaning, by
necessity, has focused our concerns on a variety of issues around
language and context. These issues pertain to the reception and
production of works of art themselves. That aspect of the ques-
tioning process some thirty years after | began my work, which
some have since called ‘institutional critique, began here, and it
originated with Conceptual art’s earliest works. It is but one of its
consequential aspects. As | said at the beginning of my remarks
today, these ongoing comments on this process, which some rec-
ognize as constituting a theory, really cannot be separated from
the works which informed them.

The Second Investigation was my response to this situation. While |
felt such work as ‘One and Three Chairs’ had initiated such a ques-
tioning process, it was increasingly limited by this new reading being
given to work using photography because of the work of other art-
ists in the following years using photography. The Second Investiga-
tion work used as its ‘form of presentation’ anonymous advertise-
ments in public media such as newspapers, magazines, billboards,
handbills, and, as well, television advertising. This is understood to
be the first known use of such a context for the production of art-
works, and it should be seen as something specific and quite differ-
ent from the billboard art which followed in the next decade, where
this presentational strategy was often used as an end in itself. The
content of the advertisements | utilized in 1968 were based on a ‘tax-
onomy of the world’ developed by Roget as The Synopsis of Catego-
ries for use in his thesaurus. Each ad was an entry from this synopsis,
which, in effect, put into the world the fragments of its own descrip-
tion. What this initiated, of course, was a questioning of the ontology
of artworks: the role of context, of language, of institutional framing,
of reception. For me, the concerns of this work focused clearly on
what was to remain a central concern of my art.

Yet, limited as | have acknowledged it was in some regards, the
‘tautology’ which | employed at the beginning of Conceptual art
was a useful device in blocking the ‘mirror effect’ which can com-
promise works which utilize elements from daily life (even if it was
language) and do so without telegraphing the knowledge that it

was art to the viewer based on the choice of morphology or
media. For my project the meaning of this work could not be
established a priori by a tradition which preceded it. The need to
re-constitute art as a questioning process necessitated it. The
descriptive role of art was put into disequilibrium: one could con-
struct ‘a picture of relations’ (even if dynamic or contingent) and
use it as a ‘test’ by putting it into play within the meaning-system
of art. Such a work proved not to be an illustration but a demon-
stration, a test, and in so doing it told us some things about art
and culture, and the function and role of both in society.

In summation, it was apparent to me by the mid-60’s that the issue
for new work was not around the materialization or de-materializa-
tion of a work, in fact, it was not even concerned with materials. The
issue which defined my work, as well as that activity which became
known as Conceptual art, was the issue of signification. What are the
questions pertaining to the function of meaning in the production
and reception of works of art? What is the application and what is the
limit of language as a model, in both the theory and the production
of actual works? Then, following from that, what is the role of context,
be it architectural, psychological or institutional, on the social, cul-
tural and political reading of work? It was these issues which sepa-
rated Conceptual art from the modernist agenda which preceded it,
and it is this non-prescriptive practice which has remained flexible
enough to endure and, quite obviously, continues to provide a basis
for Conceptual art’s ongoing relevance to recent art practice. Indeed,
what | alluded to before, | find it interesting that when | started my
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activity | had to give it a special name, ‘Conceptual art’ (which was
meant to be only descriptive but now seems partly apologetic) but
the work of younger artists now can just be called art.

As artists we all begin to construct with what is given. We take, we
steal, we appropriate fragments of meaning from the detritus of
culture and construct other meanings, our own. In the same sense,
all writers write with words invented by others. One uses words, all
having prior meanings, to make paragraphs which have a mean-
ing of one’s own. As artists, we steal not only words or images, vir-
tually anything at all. As | mentioned a moment ago, it was clear by
the mid-60's that the existing institutionalized form of art, the par-
adigm of painting and sculpture, could no longer itself provide for
the possibility of making ‘a paragraph of one’s own! It had, for art-
ists, become the sign and signage of the ideospace of modernism:
an over-enriched context of historicized meaning institutionally
signifying itself and collapsing new meanings under its own
weight. What | realized, and this is what | believe my work shows,
was that by reducing any ingredient of cultural prior meaning to
being a smaller constructive element (functioning as a ‘word’ ele-
ment, one could say) | could then construct other meanings on
another level, producing ‘a paragraph of my own’from what is cul-
turally given and still remain within the context of art sufficiently
enough to effect it. Once such work succeeds in being seen as art,
it has altered it. This has been a basic aspect of my practice and
has, for over forty years, necessitated some form of theft, now
called appropriation, as is evidenced throughout my work.
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No one better defined one important aspect of artistic practice than

Kierkegaard, in 1843, when he stated, ‘The difficulty facing an exist-
ing individual is how to give his existence the continuity without
which everything simply vanishes’ to which he then provided his
own answer: ‘The goal of movement for an existing individual is to
arrive at a decision, and to renew it/ What we are discussing, of
course, is something basic to artistic practice: repetition. Kierkeg-
aard’s point, ‘The dialectic of repetition is easy; for what is repeated
has been, otherwise it could not be repeated, but precisely the fact
that is has been gives to repetition the character of novelty. Perhaps
the question, both for artists and for philosophers, is how one can
satisfy the decision of our practice and do so without the a priori
meaning which our traditions imply by their own forms.

Finally, for reasons quite similar to why Kierkegaard needed litera-
ture to ask philosophical questions at one moment in history, those
reasons have no less relevance now for me as an artist. The philoso-
pher who turns to art, as Kierkegaard did, shares the same space, is
forced to confront the same modus operandi, as the artist who sees
his or her project as having a philosophical dimension in a period in
which speculative philosophy has lost its relevance. It seems to me
such speculative questions, which once comprised philosophy com-
pletely, must now be manifested, not simply asserted. What | mean
by manifested is that they be anchored to the world by locating
themselves within that cultural discourse, art, which reflects as it
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forms consciousness. That is, such questions must be manifested in a
way which reflects what we can acknowledge as ‘the real’ since they
are linked to that horizon of meaning, one we call culture, that is the
constructive web of our social reality: it is there where all of our con-
sciousness is formed. Because of that, the once-called ‘visual arts’
have evolved into being a much larger context, and clearly one no
longer limited to one sense, visual or otherwise, if indeed that was
ever simply true, in which all our inherited cultural forms are put into
philosophical play. It is there that an engaged project on meaning
proceeds without an academic or formal prescriptive prejudice or
agenda, satisfying at least Wittgenstein and Nietzsche, as well as
most likely a few others. One pauses and considers Beckett's com-
ment in Texts for Nothing:‘It's the end what gives the meaning’ being
locked in continuous play with Ad Reinhardt’s well-known state-
ment:“In art, the end is always the beginning.”

And, to end this, I'll offer two last thoughts. The first is from C.D.
Broad, Wittgenstein’s first philosophy professor at Cambridge:*...the
future is simply nothing at all. Nothing has happened to the present
by becoming past except that fresh slices of existence have been
added to the total history of the world. The past is thus as real as the
present! And, finally, Willard V.0.Quine: ‘A curious thing about the
ontological problem is its simplicity. It can be put into three Anglo-
Saxon monosyllables: ‘What is there?’ It can be answered, moreover,
in a word - ‘Everything”

HEARTBEAT - SASAKI

Drawing performance at the Setagaya Art Museum,
Tokyo, Japan, 3 April 2008

Text by Peter Lodermeyer

Heartbeat - Sasaki (* 1964, Japan). Lives in Tokyo.

If there is anything at all akin to a soundtrack of human existence, then
it is most likely made up of the music of heartbeats. On the 23" or 24"
day of human embryonic development the heart has already been
sufficiently formed so that it begins to beat for the first time. In an
average life this will repeat itself two to three billion times. The entire
pre-history of our intra-uterine life was based at one time on some-
thing the philosopher Peter Sloterdijk refers to as the ‘existential beat’
or the ‘cardiac basso continuo’ “The prose of normal existence is based
on the fact that human beings, starting from birth, make such a trivial,
but at the same time incomprehensible, discovery: The world is a place
carved out of stillness, where the heartbeat and the primeval-soprano
[of the maternal voice] have been catastrophically silenced.” Heart-
beat-Sasaki’s artist pseudonym is his program: When during a trip to
China, the artist, who lives in Tokyo, suddenly realized that each and
every individual among these human masses is the bearer of his or her
own built-in rhythm machine, he based his entire subsequent produc-
tion on making this primal music audible once again. In the rhythm of
his own and other people’s hearts he draws—in red, of course, as any
other color would be ridiculously mannered—on paper, on walls, on
plexiglass, on photos... It is always the simple zigzag lines going up
and down, in keeping with the systolic and diastolic beats, and slowly
expanding to become long lines, surfaces, entire rooms: it is the spa-
tially visible temporal dimension of the pulse. On the basis of this con-
cept Heartbeat-Sasaki combines the media of drawing, painting,
installation and performance to form a unique overall work. During
the drawing performance at the conclusion of the Existence Sympo-
sium at the Setagaya Museum in Tokyo the artist used a loudspeaker
to amplify my heartbeat. By making the intimate sound public, exter-
nalizing the internal, which is at once familiar and foreign, oscillating
between soothing and scary, a resonant room full of associations
came about, where all the viewers/listeners participated. In the rhythm
of this thumping bio-techno-music, and like a teacher with red chalk,
Heartbeat-Sasaki drew for around 45 minutes his lines on a black-
board, the most didactic of all media, for as long as it took to cover it
completely. The simple and powerful message of Heartbeat-Sasaki is:
“To be conscious of the beat is to feel life’itself.”

1 Peter Sloterdijk, La musique retrouvée, in: PS., Der dsthetische Imperativ,
Hamburg 2007, p. 8-28, quotes p. 10, 11, 12-13.

Heartbeat - Sasaki (* 1964, Japan). Lebt in Tokio.

Wenn es einen Soundtrack der menschlichen Existenz gibt, dann be-
steht er am ehesten aus der Musik der Herztone. Bereits am 23. oder
24.Tag der menschlichen embryonalen Entwicklung ist das Herz soweit
ausgebildet, dass es zum ersten Mal pulsiert. In einem Menschenle-
ben von durchschnittlicher Dauer wird sich dies 2 bis 3 Milliarden Mal
wiederholen. Unsere gesamte intrauterine Lebens-Vorgeschichte war
einmal grundiert von dem, was der Philosoph Peter Sloterdijk den
Lexistentiellen Beat” oder den ,kardialen basso continuo” nennt. ,Die
Prosa des gewdhnlichen Daseins hat ihren Grund in der Tatsache, dass
Menschenkinder vom Moment der Geburt an eine so triviale wie unver-
standliche Entdeckung machen: Die Welt ist ein von Stille ausgehohl-
ter Ort, an dem der Herzbeat und der Ur-Sopran [der Mutterstimme]
katastrophisch verstummt sind.”’ Heartbeat-Sasakis Kiinstlername ist
Programm: Als der in Tokyo lebende Kiinstler wahrend einer Chinareise
sich plotzlich dessen bewusst wurde, dass jeder Einzelne inmitten die-
ser Menschenmassen Trager einer kdrpereigenen Rhythmusmaschine
ist, hat er seine gesamte anschlieBende Produktion auf das Wieder-Hor-
barmachen dieser Ur-Musik gegriindet. Im Rhythmus des eigenen oder
fremder Herzen zeichnet er - selbstverstandlich in Rot, alles andere
ware ein alberner Manierismus — auf Papier, auf Wande, auf Plexiglas, auf
Fotos... Immer sind es einfache Zickzacklinien, ein Auf und Ab im Takt
der Systolen und Diastolen, das sich langsam zu langen Linien, zu Fla-
chen, zu ganzen Radumen erweitert: ein verrdumlichendes Sichtbarma-
chen der zeitlichen Dimension des Pulses. Auf der Basis dieses Konzepts
verbinden sich bei Heartbeat-Sasaki die Medien Zeichnung, Malerei, In-
stallation und Performance zu einem einzigartigen Gesamtwerk. In der
Zeichnungsperformance zum Abschluss des ,Existence”-Symposiums
im Setagaya Museum in Tokyo verstarkte der Kiinstler mit einem Laut-
sprecher meinen Herzschlag. Indem der intime Sound 6ffentlich wurde,
Inneres duflerlich, vertraut und fremd zugleich, oszillierend zwischen
Beruhigung und Erschrecken, entstand ein Resonanzraum voller Asso-
ziationen, an dem alle Zuschauer/Zuhérer partizipierten. Im Rhythmus
dieser wummernden Bio-Techno-Music zeichnete Heartbeat-Sasaki ca.
45 Minuten lang wie ein Lehrer mit roter Kreide seine Linien auf eine
Schultafel, das didaktischste aller Medien, solange, bis sie vollstandig
bedeckt war. Die ebenso einfache wie eindringliche Lehre Heartbeat-
Sasakis lautet: ,To be conscious of the beat is to feel life’ itself.”

1 Peter Sloterdijk, La musique retrouvée, in: ders., Der dsthetische Imperativ,
Hamburg 2007, S. 8-28, Zitate S. 10, 11, 12 f.

159



" ﬂ 1| f {
f’fﬂﬁ; M M* ” ”W
&"(‘ N{ 'Wa ‘
%

i w J
M 4’5‘

’ Mt 'Me‘,/ i' W W

V,!: v,«w i i ««“? "w

'
i »
'“ i’ﬂ sw ‘MW

Lﬁ‘ fﬁh}ﬂ}ﬂ’im p‘@[ﬁﬂﬂ}‘ ;pr ‘f‘ ¢ T . T 6 ‘ “" ,“ A’*‘
‘d’{'{fﬁﬂﬁﬂ‘hﬁ.gi }m m”%‘ H D) W‘h L (A ;'1 w‘r} i fﬂi”-!?\,‘ﬁf i i g y..«” M’

(R M*{lf # T ;“»W

! gt j il lm MM»HH il muu‘f “‘4;

."J’w x;':‘:'pf “Tu% :Mt't M’*i it i ‘M‘ﬂﬁa 4*“‘ w’i’ i 'ﬁ;‘ r’i%vWP KAJ ﬁ M
m}‘l WW Wunm ? »mm ?W&w i i

M
Wil ru
m %fu M’rﬁ(ﬂ wf@mu,i’u It i @%; i u"‘ "‘ui*x W’” J!* ‘*u‘uf:u Hm ”W

\ umkw W i u i “
.ﬁw,;;W‘W4»w;.a~n’¢3"{'$n$ﬁf?" i "’*“i'f:::'v‘***‘**‘i»ii:?:'*ﬁﬂ“:?lﬁiﬁ,w If"%‘*"”“«“‘”*:‘ W ’; jih W'ﬁ
Wﬁ i *mm’ 1" - J:‘ i e *u i M‘ﬂ V
”A W ‘v’“ﬂ” f“‘f rr’ fs @““i ::u H‘ﬂfﬁqﬁu‘f*ﬁ’ ”\‘Mmri 5':1 ":” m’
iy ’4 p“*h‘ﬂ‘“ ) *fm i Wﬁ?‘:"’"ﬂ '“
, W b
il M!H H" mzmmf u- Um 1“? } J i,!

f lﬁ H i
i i r:‘ﬂf’w"}m? . Jm;hn hie n“ﬂ’ﬂa‘?* ;m”*,*f,,‘ﬁ;#f‘ m (e

w rH Wity




TIME - SPACE - EXISTENCE

Symposium at

53 Biennale di Venezia
Palazzo Cavalli Franchetti
Venice, Italy

4 June 2009

163



PETER LODERMEYER

Text as presented during the symposium Time Space
Existence at Palazzo Cavalli Franchetti in Venice, Italy,
4 June 2009

After the trilogy of the Personal Structures Symposiums on the sub-
jects of ‘Time, ‘Space’ and ‘Existence’ in Amsterdam, New York, and
Tokyo it would appear that this Venetian epilogue on the theme of
‘Matter’ is a little out of place. Whereas space, time, and existence
designate general, empirical pre-conditions, matter seems to be an
object of perception, sensually perceptible materiality, which we
know intimately. And in fact: time and space are not empirical facts,
we may not perceive them. Rather each and every perception pre-
supposes them. This is the reason why Kant referred to them as
‘forms of intuition’ And neither is existence a mere empirical fact
we may be sure of beyond any doubt. Descartes’ Meditationes as
the foundation charter of modern philosophy show the great
methodical and argumentative efforts one must make in order to
prove beyond a doubt what seems to be such a simple fact of exist-
ing. His “ego cogito, ego existo” however, did not hold up as a
staunch and reliable basis, as a fundamentum inconcussum for the
subsequent philosophy, especially since Nietzsche. For the existen-
tial philosophy of Heidegger or Sartre, for example, existence (i.e.,
human existence) may only be described as a dynamic structure,
ultimately as a highly complex process.

Matter, or respectively, material—both meanings being inherent to
the English term ‘matter’'—on the other hand, appears to be a tangi-
ble, empirical reality. The everyday definition goes something like
this: Matter is everything that has mass and volume, i.e. takes up
space. But for centuries we have been living in a scientific culture
that has not been dealing with the mere appearance of things, but
rather vehemently and with the greatest effort, desires to know what
things really are. The question as to what matter actually is, we are
fully justified in saying, has been the central task of research for the
natural sciences in the last hundred years. We must acknowledge the
results it has produced as a revolution—and we ask ourselves how
our entire culture would change if these results and their implica-
tions with all their consequences were indeed generally internalized.

The research explications of what we think we intuitively know
about matter has been correctly determined by philosopher Peter
Sloterdijk as follows: “The higher the degree of explication, the
more intense the possible, even unavoidable strangeness of the
newly acquired knowledge.” What physics knows today about the
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essence of what we naively refer to as matter, is actually utterly

strange. | do not pretend to dispose over specialist knowledge,
but only wish to list a few facts about which, granted, we as edu-
cated people have heard, but as a rule our power of imagination
does not suffice to “grasp this knowledge” adequately. That matter
consists of atoms is something we learned when we were still at
school, “although” as Sloterdijk says, “the much quoted atoms,
these epistemological contemporaries of the 20" century, are for
me still on the same level as unicorn powder and the influences of
Saturn”—in other words, pure superstition. And the fact that the
atoms are in no way a-tomos, non-fissionable, is something that
the 20™ century has revealed with all its dramatic results: Atom
bombs as well as nuclear power plants owe their efficiency to this
fact. That the so-called atoms may certainly be split, and indeed to
the extent that the so-called elementary particle may no longer be
described as ‘particles; but if at all as a dynamic haze of relations
and probabilities, this fact runs fundamentally counter to our
assumptions regarding the substantiality of substance. And this to
such a degree that a physicist as renowned as Hans Peter Durr
could declare without hesitation: “I have spent 50 years—my
entire life in research—with the question concerning what lies
beyond matter. The final result is very simple: There is no matter.”

And now, what does all of this have to do with art? On the surface,
absolutely nothing! But indirectly the transformations the concept
of matter has been undergoing in the natural sciences have had an
undeniable effect on art, and have been reflected in it. One early
example is the attempt the early Cubist theorists such as Apollinaire,
Gleizes, and Metzinger made to justify this painting style by refer-
ring to the most recent research, most notably, the theory of relativ-
ity, the discovery of the ‘fourth dimension; etc.—often in an odd mix
between popular science and wild speculation. Another example
would be the Informel painters after World War II, who directly or
indirectly tried to introduce the experience of nuclear fission, the
transformation of matter into energy (E=mc?), with their destructive
and yet fascinating aspects, into their dynamic structural painting.
Of course, the themes of matter and material bear special relevance
to the area of sculpture. The ultimately Aristotelian notion that
sculpture brings together form and matter, i.e. accomplishes the
spiritual forming of a material that has no form per se, a material
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which is ideally durable, potentially ‘everlasting;, and hence with a
stable form such as bronze or stone, had become invalidated with
the emergence and dynamization of the concept of matter. The
development of this artistic process, which was launched at the lat-
est with Picasso’s Cubist sculptures, is known.

No longer considering matter to be merely the substrate of a form
process, but rather making visible the energetic potential of the
materials themselves, and giving them heretofore unknown artistic
forms was the program of a wholly new understanding of sculpture
beginning in the 1960s. The name Joseph Beuys deserves mention
here before all others in terms of the attentiveness to energetic (and
emotional) processes, which may be connected to the characteris-
tics of the material. Best known is Beuys’s predilection for using fat as
a material, which had never before found use in sculpture. Here the
commentary by the artist: “My initial intention in using fat was to
stimulate discussion. The flexibility of the material appealed to me
particularly in its reaction to temperature changes. This flexibility is
psychologically effective—people instinctively feel it relates to inner
processes and feelings. The discussion | wanted was about the
potential of sculpture and culture, what they mean, what language
is about, what human production and creativity are about. So | took
an extreme position in sculpture, and a material that was very basic
to life and not associated with art” As we already notice from this
quotation, the physical properties of the material—in this case fat—
are so generalized by Beuys that it may become a metaphor for artis-
tic, cultural, even social and political processes. It is not my intention
to enter into a discussion of Beuys's concept of art here, but | do
want to mention one example of the fact that certain physical
research results have been adopted in art. In 1965 Beuys set up a text
listing a whole series of scientific and semi-scientific concepts, each
forced into the equation with the equal sign “= human (h) “: “Bender
of space = the human (h) / Bender of time = the human (h) / (...) Cre-
ator of substance = the human (h)’, etc. Concepts such as impulse,
field, quantization, energy, matter, and causality are identified with
the human and the addition (h). This h is known to us from physics as
the Planck constant, which holds a fundamental role in quantum
theory as a physical constant. By equating this constant and with
humans, Beuys demonstrates his anthropocentric approach focused
entirely upon the creative potential of humans.

S
e

Let us bear in mind: The revolutionary development of the physi-
cal picture of matter has also been reflected in the artistic treat-
ment of the material. Granted, this is not in the sense of an “illus-
tration” of physical research, but in the sense of a sensitivity
towards the material using the physical and chemical characteris-
tics as form potentials and as energetic (also emotional) centers
of power. Only through this change in the scientific concept of
matter, it would appear, has the boundless expansion of the use
of material become possible in art, which literally comprises the
entire spectrum from shit (such as the Merda d’artista by Piero
Manzoni) to gold (for example, as used by James Lee Byars). As a
radical example of the concept of matter extended completely
into the Energetic, which is certainly not only found in Beuys’s
works, we need only think back to an exhibition by Robert Barry
in 1969, in which the exhibition room was ‘filled’ only with radio
waves. That Barry actually regarded the waves as material is
proven by a statement made by the artist:“The carrier waves have
several very beautiful qualities. For example, they travel into
space with the speed of light. They can be enclosed in a room. The
nature of carrier waves in a room—especially the FM—is affected
by people The body itself, as you know, is an electrical device. Like
a radio or an electric shaver it affects carrier waves. The carrier
waves are part of the electromagnetic spectrum of which light
waves are also a part. A carrier wave is a form of energy. Light
waves are made of the same material as carrier waves, only they
are of a different length. A person is also a source of some kind of
a carrier wave. Let me call that telepathy.”

The fact that light itself became an artistic material, for Dan Fla-
vin, and later for Keith Sonnier, Robert Irwin, and others, is suffi-
ciently known. Here, considering the exhibition that is taking
place in this institute [Glass Stress], | would like to speak of a mate-
rial which interacts with light like no other, and is thus particularly
able to make visible the new energetic definition of the concept
of matter, namely glass. Glass is at once entirely connected with
two elementary metaphors of the western notion of pictures:
what | mean here are the notions known to us in art theory since
the renaissance of the picture as an open window and as a mirror.
That glass was, and is, used for both, the window as well as the
mirror, needs no further elaboration—but what is remarkable is
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that glass, despite its sheerly overused connection with basal
image metaphors, has never become a major material for artistic
work. | do not wish to speculate here about the reasons for this,
but would merely like to point out that glass, at least in the short
period of the early 13™ century, was the material and medium of
one of the most advanced genres of its time, namely the high-
gothic glass window with its extremely complex picture stories.
That the church window recently became a hotly debated
medium once again, is one of those strange phenomena of the
Post-Modern Era. When the window in the south transept of the
Cologne Cathedral was glazed according to a design by Gerhard
Richter with 10,5000 squares in 72 colors in a random order, a pas-
sionate debate arose concerning how much obligation to content
contemporary art could create.

Of all things, this is how a work of glass painting became a test case for
the question as to whether or not contemporary art could still convey
religious messages and in addition, activate social bonding powers.

Even though glass, as | mentioned, was never the preferred mate-
rial of the Modern, still it certainly has played an important role at
several pronounced and significant turning points of artistic devel-
opment. Precisely where the concern was for the transition from
painting as the leading medium of modern art to a conceptual
understanding of art, it is interesting to note that glass repeatedly
emerges as a working material. One of Duchamp’s major works, the
famous La mariée mise a nue des ses célibataires, meme, done from
1915 to 1923, was notably carried out on glass, and is often simply
referred to as The Large Glass. This is Duchamp’s attempt to break
free from the painter’s signature, to leave “retinal art” with its total
focus on the visual, behind. Duchamp is supposed to have said in
retrospect in 1958, “l used glass because in this respect there are no
prejudices. A painter, who leaves the canvas blank, still places
something before the viewer that is understood as an object per
se. It is different with glass: except in relationship to space and the
viewer, you do not linger before the blank places.” The parts of the
picture where the colorless glass may be seen thus dissolve the
object character of the painting and function as relational hinges,
as connecting elements to space and the viewer.

Precisely this characteristic of glass, namely, of remaining more or
less “invisible” and as a result playing a functional part in the recep-
tion, occurs again in the concept art of the likes of Joseph Kosuth in
the 1960s. By this it becomes immediately evident how much
Kosuth owes to Duchamp’s notion of art. His early works with glass
such as the Leaning Glasses and the glass boxes (each 1965) take up
the aesthetics of minimalism, the simple geometric forms, for exam-
ple the cubes of Sol LeWitt or Donald Judd, the leaning of things
against the wall of artists such as John McCracken (who actually
began to make his color-planks one year later, 1966), as well as the
repetition of identical forms. But where Kosuth’s works fundamen-
tally differ from Minimal Art is in his use of language, the words writ-
ten on the objects of glass. They refer—tautologically—to the work
itself and name nouns and adjectives we assume when we look at
the objects: box, cube, empty, clear, glass as well as glass, words,
material, described. The ‘described’ indicates that we never simply
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view things. Viewing cannot take place without descriptive con-
cepts. We always use concepts in order to be able to perceive as a
certain something at all what we perceive visually. Having elevated
this fact of the unavoidable weave of viewing and concept into an
artistic statement is the achievement of Kosuth's conceptual work.
Colorless glass is an ideal material in this undertaking because it
takes a background position, and because of this, its object-like
character is visually strongly reduced anyway. As with Duchamp, it
opens the work of art in terms of the relationship to space and the
viewer. It is worth taking a moment to point out the parallels to
physical research. Just as quantum physics dissolves the concept of
“matter”into a dynamic “relational structure” (Hans-Peter Dirr), Con-
cept Art also transforms the work of art into a relational structure
consisting of language and visual elements. This is why Kosuth
declared the context to be his actual material. In this respect, “con-
text” is not only the exhibition space and the institutional frame-
work within which a work of art is shown and reviewed, but also the
cultural context, i.e. all elements being included into a culturally
defined relationship (philosophy, language, history, etc.).

All of the artistic procedures, which | have quickly pointed out
here, the energetic notion of matter with Beuys, the dissolution of
the notion of material into the immaterial (with Barry) or in con-
textuality and language (with Kosuth) have in turn themselves
become ‘material’ for many artists to work on further since the
1960s. One pronounced example of how minimalistic forms, a
certain conceptual procedure, but also making light and color a
theme (for which Gerhard Richter’s cathedral window is a further
marked example) all find their ways together in an idiosyncratic
oeuvre may be witnessed in the work of the American artist Roni
Horn. The fact that she has repeatedly worked with glass in recent
years is remarkable in this connection. Her floor objects of col-
ored glass make a theme of the energetic aspect of glass and
light, the interplay between transparency, opacity, and reflection,
depending upon the viewer’s perspective and the light situation.
There are also the age-old metaphors of the picture: The window
and the mirror return in her works in an unexpected form. About
her two-part blue object Blue by Blue of 2007, she says character-
istically: “The experience of blue unlike most colours is always half
you. So this is a pair that is both mirror and window. The window
contains the view of blue. The mirror reflects the blue in you.”

Matter, material, and its characteristics have been individual param-
eters of artistic work since the 1960s at the latest. Form and content
do not suffice, material has taken on an equal role for the quality and
meaning of works of art. It seems vital to me for our experience of
the world that the scientific research of matter be supplemented by
an artistic research of it. That glass with its diverse properties and its
fascinating capacity to unite the most varied qualities will increas-
ingly play a role as an artistic material in addition to its functional
and handicraft importance is something we may safely assume.
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RENE RIETMEYER

Text as presented during the symposium Time Space
Existence at Palazzo Cavalli Franchetti in Venice, Italy,
4 June 2009

Rene Rietmeyer (* 1957, Netherlands) creates ‘Boxes. With their mate-
rial, size, color and texture, they address time, space and existence.

The subjective use and perception of matter

Matter, Material, Materiality

Around 450 BC the Greek philosopher Empedocles proposed one of
the first theories that attempted to describe the things around us. He
argued that all matter was composed of four elements: fire, air, water,
and earth. He thought that the ratio in which these four elements
were combined, decided the properties of all matter and after we
died, we would turn into fire, air, water and dust again. Approximately
50 years later another Greek philosopher named Democritus realized
that if you would take a stone and break it into two pieces, each part
would still have the same property values as the stone from before
the splitting. He came to the conclusion, that if you would continue
to break the stone into ever smaller pieces, eventually you would
come to a piece, that would be so small, that the piece itself, could no
longer be divided into two parts anymore. He called these smallest
possible pieces: atomos. Aristotle and Plato, rejected the theories of
Democritus. Aristotle accepted the ‘fire, air, water, earth’ theory of
Empedocles, and because Aristotle had many people who believed in
him, the theory of Democritus would have to wait almost another
2,000 years before being rediscovered. Proving that, both Aristotle
and Plato, could be seriously wrong sometimes as well.

Especially in the last hundred years we have to come to the conclu-
sion that this subject is even much more complex and difficult to
understand as it seemed. In praxis however, almost all artists are not
concerned with the latest developments in the research of matter,
and |, myself, honestly cannot understand the latest findings any-
more as well. | can therefore only touch the surface from the physical
discoveries and ongoing philosophical discussions. Kant tried to
explain the difference between matter, material, and substance. Marx
and Hegel tried to explain the differences between, material and con-
tent and material, latest from that point on, was not just a physically
present object anymore, it became to have meaning. In the late twen-
tieth century, Heidegger’s thoughts gave way to the use of the word
‘materiality; and Clement Greenberg, as an art critic, made an enor-
mous effort to redefine the value of the work of art and discussed
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thereby the significance of physicality in visual arts. Michael Fried

claimed: “the materials do not represent, signify or allude to anything;
they are what they are and nothing more.” Material that had been only
part of the form of the art work, as opposed to being part of the con-
tent or meaning of the art work, this material now did become an
important factor of the meaning of the art object itself.

Over the years many philosophers and even scientists have come to
many different opinions and since art is no science, artists have taken
the freedom to believe in, and express what, they subjectively like
best. An artist simply does not have the time and understanding
capability anymore to deal with this subject as intensively as special-
ist researchers do. We therefore can only include a very limited know-
ledge within our works, which makes our use of questions concern-
ing matter within our art works even more subjective, and as long as
we do not pretend that we know, there is nothing wrong with that.

Matter; | would describe today as: something that is physically pres-
ent, which emphasizes that it is at least something, something every-
thing has been made out of. Solids, liquids, and gases are the most
common states of matter that exist on our planet. Everything around
us is matter and the atom is considered the most basic unit of matter.

Material; commonly refers to physical present matter, but there is
also material which is associated to non-physical present matter,
such as spoken words, magnetism and electricity. The material
aspect of things, for example an art work, is often not obvious. In
the late twentieth century the actual meaning of material became
associated with the abstractness of art and that brought the word
‘materiality’ into the discussions about art works.

Materiality, has become one of the crucial aspects while discussing
the characteristics of the media used to create a work of art. The
materiality of an object seems to be; our perception of the material
the object is made of; the perception of the qualities, the values of
the materials as such. The different interpretations of Matter, Mate-
rial and Materiality, seem to be one of the crucial aspects in under-
standing the characteristics of the media artists work with.

How do humans perceive matter

Matter values are personal not universal, although there are similari-
ties in perception. Knowledge about the history of a certain material
has influence on its perception. Personal experiences with materials




in the past, influence the momentary perception. Material contains
qualities which transport emotions and meaning. Qualities such as:
color, smell, texture and also, the sheer knowledge about what mate-
rial the art work has been made of creates an emotional reaction.

Each series | make, begins with an idea. My main concern is the pro-
cess of realizing what exactly | want to express, how to communicate
and how to realize this in the best way possible with the available
material. Once each Box gains physical reality, the perception of its
meaning and emotional impact are up to the spectator, including
me. Only by realizing my ideas in the object and the completion of a
series of Boxes, my thoughts are made visible and can be perceived.
Once | have finished my work and I display it, | have no control over
the way a viewer will perceive my work. Different people will under-
stand the same thing in a different way.

Three-dimensional art of any kind is a physical fact. The physicality is its
most obvious and expressive content. Good art is made to engage the
mind of the viewer by reaching his brain in any way possible. The physi-
cal aspects of my work emphasis the use of certain materials, matter,
because of its specific materiality. The choice of which material | use,
underlines the idea which was the foundation for the creating and sup-
ports what | want to communicate. New materials are one of the great
afflictions of contemporary art. Some artists confuse new materials with
new ideas. The ‘tradition’ of using non-traditional materials and found
materials in art goes back awhile, at least since Braques and Picasso’s
collages and Duchamp’s urinal. Today we are accustomed to seeing
everyday things in museums or galleries. For me, the good use of non-
traditional materials has to transform that material so that it becomes
something else than the novelty of the material itself. Generally most
artists who are attracted to these new materials are the ones who lack
the strictness of mind that would enable them to use the materials well.
It takes a good artist to use new materials and make them into a work of
art. The danger lies in making the physicality of the materials so impor-
tant that the material itself becomes the idea of the work.

Objectivity, subjectivity and perceptive reality

We human beings cannot perceive things or events objectively at all. A
statement is objective if it is neutral and not influenced by prejudices,
feelings and interests. An objective statement is consequently inde-
pendent of the person who makes this statement. It is only when we
could know and understand everything on earth and in the cosmos,
that objectively correct observations are theoretically possible. How-
ever we are still a long way from this, even the so-called knowledge we
previously thought we had gained has been revised many times. So,
for example the model of the structure and properties of an atom has
drastically changed in the last fifty years. Many times scientists were
convinced that we now know ‘everything’ but our knowledge is con-
stantly expanding. Those things which we recognize as good and cor-
rect in science and technology today, can be proven incorrect or
incomplete in the future while perhaps being the basis of new findings.
Even our perception within the scope of science and technology is
therefore also subjective. To my opinion objectivity cannot be achieved,
and should therefore also not serve as a goal, we should rather learn
how to deal with and see the beauty of subjectivity.

‘Perception’is how we view our world: ourselves, others, events. It was
not long ago, Alfred Adler who first introduced to psychology the idea

that perception is a matter of subjectivity and personal perspective.

Our perception of everything around us (perceptive reality) is purely
subjective. There are a number of factors that affect perception. Among
them is the personal need to see events a certain way. Our perceptions
are not simply how we ‘see’ things, but what our minds make of what
we choose to see and not see in an event. This becomes the ‘meaning’
of the event, a meaning that is highly personal. In the course of our
personal development our own perception changes. It is however
true that no one can force us to develop ourselves further. If for
example we want to be miserable for the whole of our life because of
the end of a relationship, we can do so. The decision is ours alone.
How we experience the world is simply our subjectively perceived
reality. The nice thing about subjectivity however, is the possibility of
influencing the situation ourselves. If my perception is subjective
then |, I alone, have all the options of influencing or being influenced
in a given situation. | alone decide whether | think that something is
good or bad, pleasant or unpleasant, cold or hot, beautiful or ugly.

Many people assume that having this subjective influence on the
neutral picture happens in our subconscious, but we also can con-
sciously modify the way we perceive things. We ourselves can influ-
ence it, and we also can allow it to be influenced by external forces.
But we can only create awareness with the use of language; we have
to give words to our observations. These words are being taught to
us and they are the tool for our communication with others, but also
with ourselves. If we enlarge the amount of words we are capable of
using, or if we learn to address the words more specific to the
observed thing, our consciousness and therewith our emotional per-
ception will change. As long as we speak the same language, the dif-
ferences in the way of using words seems relatively small, but as
soon as we have to discuss with for example an artist from Japan, the
different meaning of similar translated words becomes obvious and
communication with words can lead to serious misunderstandings.

171

Fortunately it seems possible to communicate without words as well,
not only by using figuration in an art work, but also with an abstract
language. Although colors are of course not understood the same
everywhere, there are similarities in how we perceive for example the
color red. The subjective perception of colors has been extensively
studied, with a focus on single colors or on combinations of a few col-
ors. It is a challenge to understand the subjective perception of colors,
but it is obvious that the emotional impact of color on humans is an
important factor in how we perceive our surroundings. The sight of
blood causes excitement in primates, it means something important.
We therefore use red for important things, like Stop signs, green can
calm people down. Colors seem to have subconscious effects of which
however we can become aware, although the origin, why, most often
can only be guessed. But even our own perceptions are not exactly
the same on a day by day basis; they depend on Location and Time.
For a great part, the way we for example perceive the exact same
object on different occasions, depends on our own personal situation
of that moment, and on the space which surrounds the object.

Commonly we are not consciously aware of all the factors involved and,
although perception seems to be so personal, there are general tenden-
cies in how we humans perceive our surroundings, the things we
encounter. Our mind is capable to create awareness about our own
individual possibilities for perception, but it needs to be developed
gradually. It is often astonishing how little time we take to experience
consciously the emotional impact an object has and how little we con-
sider the meaning certain materials carry within them. If we would
experience, perceive, materials and our surroundings more consciously,
and if we would integrate the concrete application of these thoughts to
our everyday lives, we would be more aware of our own existence.

Knowledge about how matter will mainly be perceived and awareness
how | perceive it myself, is the mean influence in the choice of the mat-
ter, material, which | use for the objects, the Boxes, | am going to make.
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MARINA ABRAMOVIC

Conversation between Marina Abramovic, Peter
Lodermeyer, Sarah Gold, Karlyn De Jongh, and
Rene Rietmeyer

Palazzo Cavalli Franchetti, Venice, Italy, 4 June 2009

Marina Abramovic (* 1946 in Belgrade, Yugoslavia, now Serbia). Perfor-
mance artist since the early 1970s. Lives in New York City.

Peter Lodermeyer: I saw you in the 1980s in Bonn doing an impressive per-
formance with Ulay. You sat at a table for 24 hours. In terms of everyday
life a completely boring action, but even today I still think about it and it
still has an emotional impact on me. | wonder why you call your art Body
Art; I think it is “Emotion Art”. Are emotions the material you work with?

Marina Abramovi¢: You see, at the beginning of the 70s, it was Vito
Acconci who invented this title ‘Body Art. And he doesn’t come
from the visual art tradition: he comes from writing. He was a writer,
and a poet before that. So, he actually said, “The body is the place
where things happen.” And the body is my place where things hap-
pen, for me. He actually supplied the title in the 70s: Body Art. But
then in the 70s this term was not used anymore. Actually, not for a
long time. So then Body Art actually became Performance Art. But
then, Performance Art is such an unclear title: especially if you see
different countries, performance can be, you know, performing a
music piece, it can be a performance of dance or theater. So it’s not
really an exact term for my kind of work. We'll never really find the
right title. But it’s not just about emotions. | mean Performance Art.
If somebody asks me, how | would define the question “What is Per-
formance Art?’, | would say each artist will give his own different
statement. What | can explain about performance is the following:
it is a mental and physical construction, which | step into, in front of
an audience, in a specific time and place. And then the performance
actually happens; it's really based on energy values. It is very impor-
tant that there’s a public present; | could not do it in my private life.
This is not considered performance. Plus, | wouldn’t have the energy
to do it. So for me it is really important that actually energy comes
from the audience and kind of translates through me, like | filter it,
and let it go back to the audience. The more audience, the better
the performance gets. That’s because there is more energy you can
work with. Of course the emotional element is there too, but there
are so many other elements. They have to be unrehearsed and they
have to be very direct and pure. They really have to confront your
physical and mental limits. At the same time, for me and especially
now, I'm very interested in pieces with a long duration: for me, time
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is very important. This is why I'm actually involved now in devel-
oping my performances. That’s why | like your title. Let’s talk about
time, consciousness, and existence. It's quite interesting.

Karlyn De Jongh: Yesterday we walked around the exhibition upstairs
with Joseph Kosuth and he said about Rene Rietmeyer’s work that “it
suffers from aesthetics.” What Kosuth seems to have meant with say-
ing that the work is “too beautiful’] is that the beauty is sort of in the
way of the possible meaning of the work, of what it is the artist wants
to express. In your work you use your own body as a medium. You have
a very beautiful body; you are a very beautiful woman. Do you ever feel
that this beauty is in the way of what you want to express? Do you think
this beauty affects the reception of your work by the viewer?

MA: | don't think that. It's kind of a complex question. First of all, for a
very long time, | worked on a piece dealing with this problem: Art must
be beautiful, Artist must be beautiful. This piece was, however, doing the
exact opposite: not talking of beauty and actually denying the idea of
beauty, because actually I really think if art is only beautiful, it's really
short, short-lived, limited in a conceptual way. For me, this whole idea
that art has to have many lives is very important. Every society and
every culture has to take part of the meaning of the work as they need
it. So, sometimes it is about beauty; sometimes it is about symmetry;
sometimes it has to be disturbing; sometimes it has to be political. And
other ways have to be, you know, social. There are so many layers that
one artwork has to have. If it is only just beauty and just aesthetics it
is not enough. So, of course, it's an obstacle in my work, but | hope
my work is not just that. And, you know, I'm sixty-three, | don't think
I'm beautiful as far as my body is concerned anymore. My body, it’s
older. It's good to be older, so it's not about that. But it doesn’t mat-
ter because | don't see the body that way. In my private life | could be
very self-conscious, but the moment | am there, in front of an audi-
ence, it doesn’t matter that my body is old, not old or beautiful or ugly,
or whatever. It's about the context and the meaning what you want to
say, it's about ideas and not about the visual part at all.

Sarah Gold: But a person is not just a visual part: it's the expression of the
body, the expression of the face. And that’s a lot.

MA: Yes, but this is charisma. We're talking about charisma. We're not
talking about anything else. That's another thing. Performance is a




very difficult art form. It's one of the most difficult: you have to deal
with presence. You have to be there, here and now, one hundred per-
cent. If you're not there, one hundred percent, the public is like a dog:
they could sense an insecurity and just leave. What | mean is: you can
perform in front of a public with your body, but your mind can be in
Honolulu. For the public it’s all the same, you can look at the perfor-
mance, but you can be, who knows where, answering your Blackberry.
In that case you're not there. The idea is how to actually create a piece
so that the consciousness, your body and the moment of Now is there.
Then you really have something; then you really have a dialogue. Not
only you, but also the public has to be there. This is why in staging
dangerous moments, or staging things that even the artist has never
done, there is fear because he doesn’t know how he is going to suc-
ceed. That keeps you in the present time, you're not going to wander
somewhere else, because you're there with the artist and the artist is
there in the space too. So it's about here and now. You know: the past
we know, it's already happened; the future is not clear. But the present
is the only thing we can deal with. And that’s escaping us so much; the
performance is really about presence. If you escape presence during
your performance, your performance is gone. There are so many bad
performances in the world because it's hard to do a good one.

SG:Ithink a part of the quality of your performances was the integrity, which
was visually present, that was the aura, the charisma. | saw a photograph
of you as a young girl in 1970 and already there it was present within you.

MA: But again, it is always you, the mind and the body. You have to
be there. There is a beautiful sentence from Bruce Naumann that he
always likes to say: “Art is a matter of life and death.” It sounds melo-
dramatic, but it is so true. If you take whatever you do as a matter of
life and death, being there one hundred percent, then things really
happen. Less than one hundred percent is not good art. It's so hard to
do it, but it is the only way. And this means: no compromises.

PL: In an interview you made once a statement that if you had a star-
ship to leave the galaxy with, you would do it, because you are always
interested in going beyond the limits. What are the limits you're still
fighting with and would like to go beyond? What is the greatest chal-
lenge, or what is the strongest fight or struggle you have with limita-
tion? Is it the materiality of our body?

MA:No, itis notabout materiality at all, that is really the most unknown
notion. It's actually sub-consciousness and un-consciousness. That's
what is really the most interesting. And how to understand that? To
me it is so important to introduce time in performance, because our
lives are becoming shorter and shorter. This is why I'm now struggling
to make performances longer and longer. | really like that moment
when the performance becomes life itself. That is really something I'm
working on. I'm doing a retrospective next year at MoMA. The title
of the retrospective is “The Artist is Present”. I'm literally performing
three months every single day. And | would like somehow to find a
system so that the performance would become life. That it’s actually
timeless; it becomes just timeless. | always say to the audience:“l don't
want you to spend time with me looking at my work; | want you with
me, to forget about time. Kind of open up the space and just that mo-
ment of here and now, of nothing, there is no future and there is no
past. And that you can extend eternity.’ That is really my biggest wish.
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PL: The limit you would like to go beyond is time?

MA: No, it is about being present. And being present longer than...
You see, there are so many different meditation traditions in differ-
ent religions all around the world and they all talk about the same
thing. How to get into that moment of Now? That moment of Now
that is always escaping us. For an artist performance is a tool; it is
not an aim. Like any other tool, like a painter has his tool, a carpen-
ter has his tool. Performance is a tool. Nothing other than a tool. For
me it is the tool | choose for bringing me to that moment.

PL: Do you think that artists nowadays are better able to do this than
religion, meditation methods or rituals are? Is it more fitting to our
culture nowadays?

MA: Yes, it's very funny. When you talk about spirituality in art it is very
badly received. The artist doesn’t want to talk about spirituality; you
don't talk about these kinds of things. It's too spooky. It's something
like New Age and it doesn’t look good. Older forms are already ex-
hausted and we don't believe anymore. Religion has become an in-
stitution we don't believe in anymore: we know it’s wrong and more
corrupt than anything else. And real ascetic traditions of the past are
not alive anymore. So, there we don't have any examples in order to
actually take it into our own exercise. We have to make our own system
based on experience and different traditions. To me, the really impor-
tant cultures that changed my life are the Aboriginals and Tibetans.
Aboriginals, because they are really made that way; they're born like
that. But the Tibetans have their techniques to get there. And from
these two traditions—to which | exposed myself for a long period of
time—I actually could learn some techniques. These | can introduce
in my work. And not only |, but also the young artists can do it. For
me it's very important to not just do it for myself. At one point in your
life, you have gained some experience and you want to pass it on to
a younger generation. | think this is a very important task of an artist.
This is why I'm always talking about the artist as a servant of society.
We have to see our function that way. This is why building ego or... It
becomes a kind of Hollywood-star look, which is really fake. Especially
in Italy, I think it's amazing, you have this kind of star-looking artist that
you can't even talk to because he is God. He doesn’t want to talk to you
because he’s better than everybody else. This will completely destroy
the work. It is not you that is important; it is the work that is important.
That's the big misunderstanding. The best pieces of artwork in the me-
dieval times, you didn’t even know the name of the artist. That’s much
more healthy for an artist, instead of building that kind of stardom
image. That's why the economic crisis is so good now. It is the best
thing ever happened to art. Too much money—and money becoming
a commodity—is never good. It never amounts to anything good. And
it's funny because, the more the economic crisis stays on this course,
the more performance... So these are good times, again.

KDJ: You just mentioned that the here and now, the present is very
important to you. Also in your statements you often write “in a given
space.” Would you say that time and space are in a way materials that
you work with in your performances?

MA: Time and space are quite important. If you're talking in the here
and now, the actual time should not exist. So, at the same time you

have a contradiction. Because you have to have a space where things

have to happen in order to determine this space inside where things
happen. And then you have to allot a certain amount of time that
you are going to give to yourself to make things happen, in which
things are going to happen. It's very important. If | say, for example, |
will be performing for ten hours, | don’t even know what it looks like,
ten hours. So you enter a kind of unknown construction, which you
created for yourself. But then you have to have the willpower to actu-
ally keep your word. No matter how difficult it is. It's a very important
task. It's so easy to give up, but not to give up... You give it a certain
time. You don't give up; you do it, no matter what. And then in this
period of time—it can be ten hours or five or whatever it is—regard-
less of everything that could happen on the exterior, for example
when the electricity goes out or everybody has left the space... the
performance should not finish. No matter what, you have to do that
period of time at this site. It is very important for your self-respect.

SG: You are such a different person than | am. | have difficulties putting a
needle in my own skin, just the pain, just the trying to destroy my bodly,
I could not do it. And | see you taking medication voluntarily, torturing
your body. Are you never worried that you might destroy your own body?
You seem to have had this fatalism: “who cares? If | die, | die. If I live, | live”.

MA: You have to remember that both of my parents are national
heroes. Just so you know. So, it must be something with the genes.
But apart from that: because you pay so much attention to the
body, the body is not important; it's the mind that is important.

SG: But you need your body to live a long time. Don’t you want to live a
long time? We spoke with Roman Opalka yesterday and he says, “I'm not

”

stupid: I'm not just painting numbers, I'm also alive. | have sex, | drink...

MA: I don't drink, | don't smoke, and | don’t take any... | exercise four
times a week with a trainer. | am very careful about where I'm go-
ing. But this is another thing than the work. The work is something
other than my private life. Okay, let me explain this: You have to
understand that, when you do the work, you do it from your super-
self, which is different than your ordinary self. You have to make this
distinction, because it is not my private self who is doing this. The
moment | decide I'm entering this construction | make, you're not
your little self anymore, you know the one that can feel the pain, or
doesn’t want to cut the meat. When | cut myself, cutting garlicin the
kitchen, I cry. But if | do it in front of the public, | do it for a purpose.
| do it for the idea... I'm doing it with the purpose of giving the
message to others. You're actually unhurt. You're totally protected.
I lay on ice, naked for half an hour. And the doctor told me that my
kidneys would just... you know... | never had anything.

Life’s just getting longer. The mind can make you sick, can make you
healthy, can make you jump out of the window. It can make you tre-
mendously happy. Everything is about mind. The body is a tool. And
the mind controls it. Our mind is the subject we need to understand,
how to use it. We have to ask: “Why am | doing this?” That’s much
more important. It's not a little girl who wants to spin... First of all,
did you ask yourself why so many other cultures and shamanism use
the techniques of, or even go to face the kind of clinical dying ex-
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perience? They do that. Why do they do that? Why do they cut the
body? Why do you think they’re doing that? It's very easy in our lives

to do things we like. If you're doing things you only like, you'll never
go anywhere. You will always repeat the same patterns. Things just
happen over and over again. But if you do things you fear and you do
things you don't know, there is a very big chance that you will actu-
ally open up your consciousness. One thing is confronting your own
fear. If you're afraid of pain, this is exactly what you have to do to find
out what this pain is. When you open the door to pain, you'll find out
that you actually might be able to control it. You'll be free from the
fear of pain—which is a great feeling. This is why the Shamans are do-
ing it. So, go and stick some needles in your body, it's a good exercise!

’

PL: | can imagine that your performances really can change peoples
lives. What kind of reactions do you get from your audience? Do people
write to you? Do they tell you something about what it did to them?

MA: The piece | did at the Sean Kelly Gallery', when | didn't eat for
twelve days... You see, this is a very important piece for me, because
the ideawas that | purified myself. Can | purify the space? Can I change
the molecules in the air? In the way when people come to see me, it is
a kind of time-stop: it can be three minutes, five seconds. In New York
people don't have time for anything, but they came and stayed for six
or seven hours, the longest they could stay. There were twelve thou-
sand people. And | was so surprised that at the end of this thing | had
boxes of things that people had left me: handkerchiefs, necklaces,
and little messages. | didn’t do anything. | would just stand there and
look at them. That’s it, you know. But it is about presence. | was re-
ally standing and looking at them. And that makes all the difference.
They could see me as | could see them. It’s very minimal. It's all about
energy, which is invisible in a way. But if you really go through puri-
fication, you elevate your consciousness and that really affects the
audience. In an invisible way, but it is true. It's a huge work you have
to do to create that kind of aura in the space. Without it, it doesn’t
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work. And to be able to do this... You see, in these days I'm standing
all the time on the edge of the platform. At this edge of the platform
are the ladders with knives. You see, I'm always standing on the edge.
It's just the moment that | will not be there with my mind and body, |
will fall on these knives and cut myself. So, that exact point of danger
is what puts my mind and body in the here and now time. The public
knows it and they are there with me. This is the point. When you just
sit on a chair, it's not there: you have to get to that edge; you have to
really... It's nothing new. In the Sufi dance technique there is an ex-
ercise where they spin round and round. In this spinning around you
have the possibility to really lose your consciousness. But you have
the guys outside with swords cutting the air. If you lose the balance
of consciousness, you'll fall outside the circle and be cut in pieces.
You have to do the spinning and you have the possibility to actually
lose control. But at the same time you have to have an enormous
control of the mind not to do it, because you are going to die. When
you create this kind of edgy situation in performance, | stage that
situation in order to get to the point of elevating the mind. But when
you elevate your mind, automatically it is sent to the public. That’s
why it becomes so emotional. This is why people come and cry. It's
kind of the totality of the situation, if | can explain...

Rene Rietmeyer: It seems that the communication you have with your public
is not just by your performances but also by spoken words. So, beyond your
performances you do communicate through well-spoken words, and it does
transport what you want to communicate during your performance.

MA: No, you see, this is very wrong. Because, when you see the piece
and you don't have anything to do with art, you just come from the
street... You have to getit emotionally. You have to getitin your stom-
ach and not in your brain. Later on you can talk to the artist, you can
understand the theory. There is so much art where you have to read
lots of theory in order to understand the work. And if you don't read
this theory, there is nothing there. And actually the work is becom-
ing illustration to the theory. This is the art | don’t accept. You have to
have the art; you have to feel with your stomach. Then you can go in
the theory. Now we're talking. | have to be able in the performance
to tell all this without saying this: you have to feel it. Later on you can
talk. Without feeling, it doesn’t work. You know, | was always asked,
“How do you know it is a good work of art?” It is very simple: You sit in
the restaurant and you have a strong feeling that somebody is watch-
ing you. You turn around and you realize somebody is watching you.
This sensation sometimes happens. But if you come to a space and
you have the feeling somebody is watching you, and you turn around
and itis a work of art. So, what is a good work of art? That energy that
turns you to look behind. There has to be energy.

SG:Iread about your ninety days walk on the Chinese wall, and | found it
a beautiful present to yourself. Not to serve the public; not for us, but just
for yourself. Does that performance differ from the work in the Sean Kelly
Gallery where you wanted to communicate with the spectator?

MA: No, it was not just for myself. It was conditioning myself in or-
der to make a work of art. After this | made lots of objects, transitory
objects, which the public has to use. | could not do that if | did not
walk the wall. The Chinese Wall was the only performance where the
audience was not present. At the same time, | wanted to experience

how | can walk on an energy grid system. And if you're all the time at
the edge of sleepiness, you can have some kind of transformation of
yourself. It would be the state of mind in which you get new ideas.
So, this was the conditioning for me, not the performance itself. After
this performance | created a series of works, which were actually for
the public. Because | understood it is not enough that the artist goes
through an experience; the public has to go through an experience
as well. The objects were created with quartz, copper or iron; they
all have a certain energy. You have to spent time with them before
you can get to certain experiences. Now in Manchester, | am doing
this whole new thing, The Drill. We never spend time educating the
public. The public doesn’t have a clue how to look at something for a
long duration of time without getting bored. How we can go beyond
the boredom? How we can see things when nothing is happening?
So, this is my big task now: to teach the public to do that.

SG: Opalka said that as soon as he has the feeling he cannot stand proud
in front of his canvas, he will stop working. Will you stop?

MA: | have a big problem with Opalka, because there is something
wrong there. You see, Roman Opalka was very strict about his work—
not just him, but a lot of American minimalism as well. Roman Opalka
made a body of canvases enough at the end of his life. He had two
sizes: one traveling size and one that can go through his studio door.
He paints his numbers from seven in the morning until four. It has all
the ritual and process. And when his paint runs out, he stops painting.
My really big question that | only started to ask after | actually went
through these Aboriginal and Tibetan experiences is: To me it is not
clear what will happen by doing this kind of very meditative work.
What will happen if you change? He is not expecting to change. He is
not accepting transformation. That is totally wrong. So, it has become
a very bureaucratic thing. You are producing, producing, produc-
ing... But this is like stamping eggs, you know, for the supermarket.
Or putting stamps on the envelops for the post-office. What happens
if you retransform through this process? Meditation techniques are
made for transformation; they are elevating the mind. Opalka is do-
ing all that, which is great, but what happens if this brings you to this
other side? Then you have to accept that. | don't see that he's accept-
ing that. He still has this kind of factory idea. That’s really not right.
He's not just a different type of person; the aim is transformation. Art
is a tool to transform the human mind. The aim is to elevate the mind.

KDJ: A few weeks ago | was interviewing Tehching Hsieh in his apart-
ment in Brooklyn, USA. He seems to be an important person for you as
you dedicated your current project in Manchester to him. He did a sever-
al one-year performances. He told me he is not producing art anymore,
that he is tired and just goes in life. Do you think you will reach a point
that you will no longer do performances and just live your life?

MA: I'm making this work Abramovic¢’s Choice which | dedicate to
Tehching. He'’s a big master. But it’s not that he doesn’t work anymore,
this is a complete misunderstanding. He made the most magnificent
performances over a five-year period, each performance a year. After
this he transformed. That's why he’s not working. He is making life.
That's why | believe him and not Opalka, for exactly the same reason.

SG: That you accept changes means that you are flexible. Does that
mean that in your last performance we will be allowed to see you dying?

MA: I'm making a theater play with Bob Wilson in which I'm doing
a rehearsal of my own funeral. Why do you have to be dying? Dy-
ing is not about death. It's about the luminosity. It's not about dy-
ing; it is about luminosity. Luminosity is the most important thing
for a human being to have.

PL: To come back to Roman Opalka. You said, when a transformation hap-
pens he doesn’t accept it. But when it really happens then you have no
choice, then you have to accept it. Then his work would change anyway.

MA: This is a totally good point. But it is also strange: the mind has to
be open. Somehow the artists of that generation, especially the mini-
malists, have something that prevents the mind from being open in
this way. They are stuck in repetition, in a hermeneutic system. | don’t
mind if you don't accept change, even if it is a period of time...

SG: When you accept those changes, the events that occurred in your life,
they must have had certain results. Did meeting Joseph Beuys or Her-
mann Nitsch change anything for you in the early stages?

MA: | don't think so. You see: I'm not inspired by artists; artists are
always inspired by somebody else. | always like to be inspired by the
source. The sources for me are waterfalls, volcanoes, earthquakes,
the shamans, spiritual masters; they were really on the source. This is
what artists get inspiration from, but then it is already second hand.
| was inspired by living with the Aboriginals. That changed my life
tremendously. | understood so many more things from living with
these people, more directly than being inspired by artists.

PL: How important is it for your performances to be connected to
natural time rhythms? I've read that you prefer to finish your perfor-
mances on nights when there is a full moon.

MA: It would be ridiculous not to because there is so much energy.
Actually I'll finish before full moon night. It is not constructive to
do something after a full moon night: the energy just goes down.
It would be ridiculous.

RR: 1 asked On Kawara the question: “Would you have done anything
in your life to get more satisfaction out of your own personal exis-
tence?” What is your answer to that question?

MA: Yes. Actually I'm a disaster now. I'm just divorcing, so it’s a bad
time for me. There is a lot | missed; | didn’t pay attention to my
private life. I'm married to my art. There are certain types of sacri-
fices to be made. You can't have everything. | don’t have children;
I don't have any kind of normal life, because it's impossible. But |
really, really love what I'm doing. That’s all | have actually.

1 The House with the Ocean View at the Sean Kelly Gallery, New York, November
15 - December 21, 2002.
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HAMISH FULTON

Conversation with Peter Lodermeyer

Fulton studio, Canterbury, UK, 27 March, 2007

Hamish Fulton (* 1946 in London, UK). Since the early 1970s Fulton’s
concern has been the experience of walking (“no walk, no art”), initially
using photography, later in large-scale wall paintings.

PL: I'm interested in the basic themes of time, space and existence. It
seems your work is related to all three of them. Your art involves
making walks through landscapes in order to experience how you
move through time and space. Could it be that, as you do this, you
are actually consciously aware of time, space, and existence?

HF: These three entities? Probably not. Of the three, | would say:
time. Existence then would come into something that, in recent
years, has to do with the state of the planet. Originally, time would
be a very normal kind of contemporary art issue which, in my
case, is specifically related to walking and nature.

PL: Does it mean that you do your walks in order to experience time
more consciously?

HF: | didn't start out with the idea to do that. | started with the idea
to want to make walks. And from that, the consequences emerged,
such as starting to see it has to do with time, and time has to do with
your lifetime, which has to do with death. You work in space before
you are dead. You can have all those different ways of looking at it.

I had the idea to commit myself to the activity of walking in a land-
scape. It can be in a city as well. But at that early point, in 1969, of
course, | was too young to understand what the implications were or
what it could all become. Through the passage of time, things have
developed and turned into considerable issues in my mind.

PL: When you first started in 1969, you wanted to make walks. And you
knew you wanted to be an artist. Were these two different wishes
related right from the beginning? Was it clear for you that you wanted
to try this wholly unusual combination of walking and making art?

HF: The first thing was being an artist. That's what | believe | am.
That's what | do and what | did. | didn’t want to do anything else. That
was completely clear. | don’t have any doubts about being an artist.
That's sort of the beginning point. Then, being at St. Martin’s School
of Artin London in the mid-1960s, certain ideas were kind of floating
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about. It’s a little bit difficult to say exactly where they came from. |

thought about this quite a bit. There were issues of some people
thinking that maybe behaviour is more interesting than an object.
And from that, different ideas grew. And then there was the idea of,
say, always working indoors: When you were a student at St. Martin’s,
when you were looking at people spending considerable amounts
of time making objects indoors and maybe also breathing dust or
something from the construction of the work, then you thought:
well, you won't do that. You're going to the streets outside of St. Mar-
tin’s, Charing Cross road where you then thought, oh, that’s com-
pletely fantastic here. When | went back inside, into the studio space,
then this change between the two venues seemed to become very
big in my mind. And so, for example with Richard Long in 1967, actu-
ally it was on February 2", we organized a group walk with some
other students, and we met on the corner of Greek Street near
Compton Street. We tied up the students with a piece of rope going
around them. It’s a walk that goes along the pavement from the cor-
ner street in Soho right to the front door of St. Martin's School of Art.
It takes you maybe 3 minutes, and we took 15 minutes, walking
really slowly, going around, coming up to the front. And then the
police said: “Are you making a political point or are you simply an
obstacle?” Which, considering it was only 15 minutes, is quite good
that we had that kind of attention. We came to the front door and
there we had little notices which said: If you want to cross this
line...—we drew a line in the front area of the entrance to the
school—If you cross this line then join us and we could go for a walk
to the countryside, which is what we did. If you are going on pave-
ments the whole way, you eventually come out in the fields. And this
year, forty years later, | went to the corner of the two streets and |
stood there until exactly 11:15. And then | started for a 15-minute
walk towards the front door of St. Martin’s and | walked on to the
countryside. It's the only walk I've ever made where the exact minute
has been repeated. So then really... factually—it's not a sort of gloss-
over, it's about facts—when | was a student at St. Martin’s, | made a
whole lot of different kinds of works. They weren't all the same kind
of things. They weren't all about walking at all. That would be inac-
curate to say that. | made a lot of different kinds of things.

PL: What kind of things?

HF: | made sculptures. | was also involved in a two-week project that
was kind of the breakdown of the idea of making paintings or mak-
ing sculptures. It was part of the project that we were able to orga-
nize. We had two weeks where we could organize our time. And so
what | did with two other students was we hitchhiked non-stop from
London to Andorra and then hitchhiked back again. And | taped all
the times of all of the lifts. So, we started hitchhiking in London and
went down such and such a street. With every lift, | made notes like
11 oclock, Toulouse, 115.8 kilometres further along, all these different
times. So, works like that were starting to happen. And then, in 1969,
when | went on my second trip to the west of the United States to
visit sites of the Native American, like the site of the Battle of Little
Bighorn. These days you can actually read books by indigenous peo-
ple who say that this battle was a classical battle where the industri-
alized European people clashed with the indigenous people living in
the place. That was an important thing to think about, and | have
been thinking about that ever since, actually...

PL: That means you were not just interested in the beautiful landscape. ..
in Montana, right?

HF: That's right, yeah.
PL:...but in history and in different cultures as well?

HF: Yes, this is really the beginning of cause and effect and conse-
quences of things, because then going back to St. Martin’s, you feel
very strongly this kind of fork between, say, when you're making
paintings and you're working within the world of history of painting
and then history of contemporary painting or even history of
abstract painting versus—neither better nor worse but different—
these other thoughts about people, how people treat each other,
how people treat the environment and the landscape. So that’s the
trip, sort of the beginning of these kinds of thoughts. In 1972,  made
a walk from the north of Scotland to the southern tip of England,
over a thousand miles. From that time on, absolutely everything that
I made after that was from a walk. There was a period of deciding in
1969 to make walks, and maybe a little bit photography, since | was
interested in photographs. And then in1972, this is so incredible, this
span and spectrum of life and people and places, my walking con-
tinuously the whole way, for over a thousand miles. | thought: That’s
it! That's what | want to do. All the way through, as time has gone on,
| can identify the walks I've had, say, in the last 4 years or the last 5
years that were not that great in a strong way. Or say, even ten years
ago. So with the passage of time and the consistent activity, the
commitment to walking, you have some things to think about
because it's one fundamental subject, which can evolve.

PL: In 1972, you took a decision to only make art that is related to
your walks. This was a clear choice. “No walks, no art’, is your state-
ment. Did you begin right away by documenting your walks and tak-
ing photos or creating objects related to your walks?

HF: Yes, | started there with photography because, going back to St.
Martin’s, if you have a studio, you are building things and you are
indoors, you spend time indoors, that's one thing. And then you
have the weight and the physicality of something, and that’s another
issue. So when you took a camera in those days, the mid-60s, early

1970s, it wasn't like it is today. | mean, actually it felt quite revolution-
ary at that moment in time. Now it's sort of normal, you say, “Well,
this is the camera, and it is really a light thing. You go into the land-
scape, into the place and you're able to take your photographs.” So
that afterwards we say, “Ah yeah, landscape photography, isn't it?”
But it wasn't really like that. People like myself didn’t know anything
about taking photographs. We had no photographic ability, no
knowledge of the history of photography. All the way through the
‘70s into the ‘80s, people would look at one of my photographs, and
they would come from the photography world and say, “Oh, really? It
looks really boring. This is a really boring view.” But it's about the
choice of a view, which is saying something. Previously or from
another part of the world of photography, composition and print
quality were big issues. Some of the people who take landscape
photographs had a truck or a van, so they could go along and wait
for the best bit of weather, and they could decide to wait for a rain-
bow or something, take a photograph of it, get back in the van, and
drive off. All the photographs that | take, | take only on walks and |
don’t wait for a better moment. | just take the moment while it is that
moment, and the photograph comes from that time. Even the so-
called interest in a view, you could argue, is completely boring.

PL: Did you take the photos in order to be able to communicate what
you experienced? Did you think, when you started....

HF: That's a good question.

PL: ...did you have the wish to share with other people? Did you think
“How can I share this experience that | have while I'm walking? | cannot
show a walk to other people, of course, so what could | do to convey it?”

HF: Yeah, this is one of those issues I've mentioned before. You
start to make art about walking in the late ‘60s, early ‘70s and you
don't know where it's going to lead or what it means, or what the
implications are. So, then you can say, well, you take a photograph
of a landscape to convey to other people what a place looks like.
That makes no sense, but then you have to say it's not possible to
convey the experience of a walk to somebody else who hasn't
been there. Then you start to have the whole huge range of prob-
lems of how you can convey something to somebody else.

PL: But, unlike your walks that provide you with a personal, subjective
experience, your installations look clean, impersonal, even ‘minimalist.
What is the reason for eliminating subjectivity in your artworks?

HF: If you just have writing on the wall, that doesn’t look at all like
a landscape. Some years ago, in the late 80s, | had a show in New
York and | was talking to somebody who was writing something,
and he said: "l don’t like your work. It's too cerebral. What | prefer
is tactile landscape work.” That means it is actually outdoor sculp-
tures, outdoor materials brought indoors. That’s more tactile and
so it seems more direct and clear. It's not a photograph of some
material. It is material. But when the person says that my work is
too cerebral or, as you were saying, so ‘clean’ or ‘impersonal; the
discussion now is about the appearance of the artwork. It's not
about the understanding of the reading of the contents, of what
it is saying. That's completely different. When you're going for a
walk then you wouldn’t describe walking as cerebral, you describe
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it as physical, for example. But | totally understood the questions.
They were referring to the artwork. They just haven't gone further
and thought about what they were reading into the artwork.

PL: This was not quite what | meant by my question. When you do your
walks you have a very strong personal experience there. You feel your-
self moving through the landscape, you are so close to nature. | would
guess that this is a very intense experience. Yet the artwork that comes
out of this walk is so far away from your person, it seems. You have
taken your person and your subjectivity completely out of it, or not?

HF: Yes, not for everything, but for quite a few of my works, yes. | think
it feels to me, as the artist, that this is an area of creativity. It feels quite
creative. So, that’s part of the reason. If you made, say, four or five
kinds of works, then | think that the artist in question has a feeling that
this one is actually more creative, and that one is more normal, or with
this one there is less to do, while that one is becoming more depres-
sive, this one fits more into history, that one is more sellable, this one
is more..., etc. There is a whole list of qualities. The one that | actually
like, however, is when you move across, getting into making some-
thing, and you can sense that this feels creative for you.

PL: When you are walking, you are much more aware of what time
actually is because you are out of the normal everyday context. You
are close to natural time indicators or time cycles like weather, the sea-
sons, changes in daylight, or a river flowing. And then you do all the
steps. It’s like structuring time, step after step after step, and so on...

HF: Time is one aspect of it. Time can really mean something precise. |
think when you're talking about it, it sometimes is a struggle to find
exactly the right definition. | mean, | could say time is sort of a conse-
quence of walking. But then, philosophically, if you spend a few hours
thinking about it, maybe it might be the other way around.
I don't know very well because I'm not... (laughing) I'm not sure, but |
think that time is something that you become familiar with, coming
out of the walk, maybe rather than imposing time onto it, time comes
out of it, for you, whether you like it or not. | mean a lot of things hap-
pen on walks. Sometimes people describe me as the lonely English-
man, walking down misty country lanes. That can be one way of
thinking. But if you want to make different kinds of walks, you're try-
ing to do different things. And so then you have this walk, that walk,
that kind of walk, these walks, and so you have a vocabulary or reper-
toire of different kinds of walks. Sometimes you make that walk and
then it becomes like a different one. And inescapably, they all have to
do with time. So, sometimes, | set out for a walk with a certain length
of, say, 71 kilometres a day, for 7 days in succession. This becomes
completely about time. | made these certain walks like that, one after
the other, a few years ago. The key aspect of doing this actually is an
alarm clock, because after you have walked 71 kilometres the first
day, it’s a little bit tiring. Then you get up and you go on to the next
day. And then, the third day you actually really need the alarm clock
to be able to wake up on time. Because now, say, on the fourth day,
you're completely inside, you're kind of a time-object because you
made this commitment to time to do this. And then you start to
realise, well, maybe, in my life, maybe it's the only moment when all
circumstances are perfect. They all come together. Some of them are
uncontrollable like weather or temperature. And if somebody has
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completely pissed you off and you've run out of money and you're
sort of obsessed and your mind isn't structured, you cannot actually
balance your mind in a good way. So, when you're doing this 7 times
the 71 kilometres, then in the middle, you're completely inside this,
because it's not walking back that way. You know what you've done,
and then you know the future is also like that, and so you're com-
pletely inside this invisible object. That's why I called it an ‘invisible
object! And so | had these statements where | said: “Is it yesterday,
today, or tomorrow?” because, at a certain point, certain days become
so completely identical, and you're doing a walk exactly the same
route for seven days, your mind can easily play tricks, through fatigue,
so that you're not sure because you were here exactly yesterday, even
though you know that’s other people’s schedules. Sometimes | would
come to a crossroads, and a car would come along when | was there
at exactly 5 minutes to 8. So you come across other people’s time
schedules. It's a totally fantastic experience. Once | tried to walk 80
kilometres each day, it was in June, because you have the fantastic
maximum amount of daylight. But the weather was much colder, and
| actually got completely chilled. The temperature had gone down
quite a bit in the course of the day and all the muscles of my legs
completely chilled right through. | couldn't walk. | struggled to get on.
I had to phone my wife. She came and collected me in the car, my
muscles were so thoroughly chilled. But previously for these 71 kilo-
metres, the weather had been perfect and my mind was right and
everything was just right. So, that's a certain sort of moment, some-
times | think wow, | know | can walk more than that 71, but the legs...,
it's not just a question of physically being able to do. You have to have
other conditions to be correct as well. So maybe then you think about
that. That's quite difficult.

PL: Do your walks show a certain time curve of intensity? When do
they feel most real for you? Is it when you are in anticipation of them,
or at the start, in the middle, at the end, or even afterwards?

HF: Yeah, they're all a little bit different because you have an idea to
do a walk and you have the question: “Could you do this walk?”
Answer: “Yes | could do it” because you know you can do it. But the
question is: “Have you done this walk?"“No.” You have these different
kinds of stages. Some walks you know that you can do it, but can you
walk just straight through your life to get the time and the mental
condition to build or successfully complete the plan? So you know
that you can complete it. But another kind of walk is the joint com-
mercial expeditions where the outcome is completely unclear, which
is fantastic. You're really not sure if you can do this. | was incredible
lucky with all the conditions again. In 2000 | joined a commercial
expedition to climb an 8,000-meter high mountain in Tibet and so
going up to 8,000 meters. | was a nervous wreck beforehand because
it was not too many years before, say, 20 years before, people were
writing: if you go to 8,000 meters without oxygen you will suffer
brain damage. Your brain cells might die off and not come back at all.
That's why | was really, really nervous beforehand. But then, when |
was going up to the mountain on an expedition, we paid the money,
and | made sure | earned the money myself, | didn't want to have
money from some exterior source that | would have to earn or that |
would have to fight to go up the mountain and have to pay people
back. Otherwise it can really start to bother you. There is enough
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pressure to go up a mountain without money pressure. | was very
lucky I got the money and went on this trip and this climb. I'm not a
mountaineer or climber. Sometimes | met people who were climbers
and there were people who just have this ability. They were obvi-
ously serious mountaineers, much more experienced—I haven't got
any experience—but even experienced people could get to a cer-
tain point, and then become ill. And then there was somebody like
myself, an artist. | was able to go up to over 8,000 meters. That was
really hard for me to believe. In fact, whenever | get concerned about
something, | actually think of certain moments like “that was a beau-
tiful sunrise going up that mountain”. It was actually really helpful. It
gave me a good feeling because, again, that's a certain moment in
your life. Probably | could do it again, but maybe | won't. | don't
know. What | do know is | did do it. But, of course, when you've done
that, then you stay euphoric for quite a long time. This sense of
euphoria at the end of certain walks is quite discernible. And then
actually—no, don't think it’s ridiculous—but then you have a little
bit of heightened perception. When you finish your walk or climb
and you come back down to a town filled with humans again, then,
in those first moments, you have a certain heightened sense.

PL: You just referred to a situation that could have been quite dan-
gerous. | think when such a thing poses a great danger, you experi-
ence time even more consciously, right?

HF: Yeah, | longed to spend time in a cage with a tiger with the door
locked. (Laughter).

PL: Do you consciously take risks? Have you ever been in a really dan-
gerous situation during your walks?

HF: Yes, sometimes. It's not something that | go looking for, but | defi-
nitely would defend mountaineers who want to do that. They get
criticized for taking this risk. Of course, however, the risk is the thing
that gives you the mental energy, the physical energy to do it. If
there were no risk, they actually wouldn't be able to do it. Because
you need the risk, as a kind of system, so you have the energy, the
skill, the state of mind, and the concentration to do such things. But |
do think that there are some different kinds of walks, and when one
becomes a little bit dangerous, then that’s part of the repertoire.

PL: Wouldn't it make sense to make a conscious effort to walk slowly,
to make time go slower in a way because we live in a world where
everything is going way too fast, and the speed is far too great? Can
walking be a way of slowing down the speed of our lives?

HF: Yes, that’s one of the possibilities in the different kinds of walks
that | make. Last year | went to the Gila Wilderness, which is in New
Mexico. If you go there, actually time does slow down. Or rather, it
doesn't slow down, it’s exactly the same amount of time, but we say
that. It's a way of describing something, ‘time is slowed down; or
‘sped up’ or whatever. When you go in there, at the beginning, you
are in this kind of interim period and you can feel the changeover.
As you were rightly saying, we live lives that are far too quick, and
we are somewhat in competition with machines. And when you go
there, there are no machines at all, and there is no exterior kind of
contact. You go there, you sort of slow down into a rhythm, and
then you start to pay attention to nature, and all these other things

184

going on in nature which, when we are living a sped-up life, we
don't get the time for. And | would say that’s probably the direct
source of global warming, the ping-pong to global warming. Peo-
ple have been so busy for quite a long time, and nature is either
something like a garden—stupid—or like going to a beach on a
holiday—stupid—, going skiing—stupid. Actually, to acknowledge
the existence of nature is very serious and we have discounted it.

PL: Talking about global warming, is there a political aspect in your work?

HF: Yeah, | think it has always been there, but very indirectly,
maybe so indirectly that nobody could perceive it (laughing). But |
think, whether you're walking in towns, or whether you're walking
or camping or country walking or whatever, | think it does have a
political dimension. And then, of course, when you go road walk-
ing, then it's even more obvious. | have made lots of road walks. |
have quite a strong feeling about that. You're legally allowed to
walk there, but society thinks that you shouldn’t be there. You're
slowing things down for the car. You're an obstacle. But | think that
now the work is slowly becoming more political. Even writing
those two words, ‘Global Warming' Previously that could have
referred to an artwork about landscape issues. It was not clear
enough for people. Obviously | am completely involved in the sub-
ject matter. So, | say this is political. But then the next person looks
at it and says: where? It’s only a translation of the meaning of what
it might be about. But then, consequently, it becomes political.
I think today you have to actually just say ‘global warming’ or what-
ever itis. There is no doubt and that's completely clear.

PL: Obviously, you like counting, counting the days, counting your
steps during a walk, counting the stones you touch, and so on. So,
counting numbers is giving time a structure. Is it something that is
necessary when you are alone in the landscape? Is counting then an
aid in dealing with the ‘unstructured’ time during the walk?

HF: Somebody could be critical and say, it is obsessive or obsessed
or a neurotic kind of work. It's possible. On the other hand, if you
have a tree, you say: well, there is a number of leaves up there. You
know, that's just too amazing to be true, isn't it? (Laughing) And
how would you count them and who would count them? We're not
interested in an estimate. Why should | estimate? The question is
how many leaves are actually on this tree? So, things actually do
have numbers. Once you've got a system of counting, then it follows
that you can apply this system to something. How many days have
you walked, how many paces in one day? | made a walk where |
counted a 100,000 paces or steps. There is a difference between a
step and a pace. A pace is where, say, you walk on flat pavements,
where you actually walk in a regular, measured way. Thus, paces are
very similar as you go along. Whereas steps... you're going up a hill,
and then you're going down, and then you have to jump across a
stream and go through woods, you can't establish a pace. These are
just steps. If you ask for a walk across a country, say, from the east
coast of Spain to the west coast of Portugal, then | could say, it takes
about 21 days to do that. But it might be 18 days, or it might be 22,
because it's raining or | got ill or something. You actually don’t know
what the number is going to be. It will be a number, but you can't
say for sure exactly that it should be about 21. That’s one thought

and then the next one is where | actually say I'm going to walk for 9
days, | going to walk for 7 days... So, | actually set a number in
advance. For example, | walked from the south of France to the
north of France, from Narbonne to Boulogne and | wanted to take
21 days to do that. | started on June the first and | wanted to end on
the solstice, June the 21 At the beginning, you don’t know,
whether you should go really fast, or you are unnecessaryly nervous
or you should be really nervous. And in the middle, then you take a
map and you calculate and you realise you have to go up to a cer-
tain speed if you want to arrive at the coast on the solstice. Which is
what | did. That’s releasing time and space in certain kinds of ways.

PL: You are interested in different cultures. Obviously you have a special
relationship to Japan. You made several walks there, and when | look
around here in your studio | see many books on Japanese culture.

HF: Years ago there was this coming together of Liking Hiking, a hik-
ing club, for the preparation of hiking, which in the late 1960s, early
70s seemed like some form of minimalism. And then | got to liking
walking and then | eventually read that some of these Japanese
poets were walking poets. So, obviously you go for the famous ones,
Basho and so on. But then you can come up to 1940, which is when
a man like Santoka Taneda died. He lived in an era of cars, aircraft
and telephones, but he lived more a traditional wandering, walking,
hiking style of life. You can have those kinds of influence, which fit
into something. | read a lot about Japan before | went, never think-
ing that | would ever go there. And then | was offered an exhibition
in Tokyo, so | had the opportunity to go there and | thought, well the
first thing | want to do is not to go to Kyoto. The first place | want to
go to is Hokkaido, to go to a landscape and then, from the land-
scape go to culture. So, | went to Hokkaido, I've been there a few
times. Nature in Japan is a big subject. Because, when you have a
Zen garden, it looks in a sweeping statement like a style of some-
thing quite natural. In fact it’s highly controlled. And so you have
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this dialogue with nature in Hokkaido, a more open volcanic land-
scape, snow, ice and rocks. You go into Kyoto, visit the gardens
there. This presents you with a lot of art in a way. That means you
can see art in some of these Japanese cultural things that people
have done. That way Haiku is kind of Minimal, the Zen garden is like
Land Art. So, it goes on. It gives you something to value it.

PL: And then there are the famous ‘marathon monks’ of Mount Hiei.
You went there to make a walk.

HF: Well, it's amazing—people being able to perform enormously
long continuous walking marathons. Yeah, | did go to Mount Hiei,
which is north-east of Kyoto. I've gone round it 28 times, a marathon
monk goes round 1000 times. (Laughter) So, they basically define
the rules. That makes them really interesting, of course. | met Rein-
hold Messner. | wanted to meet him anyway. Then | had an opportu-
nity to meet him at an exhibition. It's this sort of defining the rules of
human beings, of what a human being can do. | asked Reinhold
Messner that question: Going up the mountains, is it a spiritual
experience for you? And his answer was: “No, | didn't go into the
mountains for a spiritual experience, | wanted to do the impossible.”
Which is like a different focus. With the marathon monks, basically
they do something that people can't normally do at all. It’s so diffi-
cult. It's beyond comprehension. And even I've read, | don't know
where, that even 1 or 2 people from the west had tried to go there.
Of course, they don't last. And | think they don't last because they're
not Tendai Buddhists. And I'm not a Tendai Buddhist, but | would
say, that’s the engine, the energy source that the monks are able to
do that because their Tendai Buddhist minds can do that. If you've
got some other reason for doing this, like being a sports person,
maybe that’s not sufficient in order to give you the energy to do
that. Maybe. Anyway, | went there quite a few times and | didn’t
actually ever want to walk straight into an official meeting with the
marathon monks. Ideally, the best way would be a chance encoun-
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ter. Which is what | had. | was going on the path through a leafy
wooded area, which then came to a crossroads, in bright sunshine.
So, the sand was very light. And a man called Utsumi [Shunsho]
came down the other way, all dressed in white and suddenly... |
thought: Oh. And because you said, | might have read several books,
or thought about and read about him for 4 or 5 years, and then by
chance he just comes there. | was wearing shorts. He just looked at
my legs... (imitating Utsumi’s sceptical look and laughing). It was
very good, actually cool... Then he was gone. But in terms of what |
prefer, | would prefer that to meeting somebody from the British
Council. That wouldn’t be the same. It was literally a million to 1
chance to meet him. | think that what they have trained themselves
to be able to do is incredible. | mean they do things that are impos-
sible, like sit there for nine days. They don't sleep, they don't eat, and
when they drink then they have to spit it back out again—for nine
days, and that’s after they’'ve done 1,000 of the others. | get an
American magazine called Outside. In Outside you get profiles of
Californian surfers. One of them is called Laird Hamilton, a famous
surfer. With Utsumi it’s not the same thing (laughing). They're using
their mind and body in a different way.

PL: I would like to ask you the same question that you asked Reinhold
Messner: Do you make your walks for a spiritual experience? Does walk-
ing on our planet have a spiritual or religious dimension to you?

HF: Yeah, | understand the question. It’s like a sort of definition, isn’t it?
Walk would be the definition of those two words. So, | could say yes.

PL: But you could also say no, right?

HF: (Laughing) Well, ‘religious’ is probably too much. Because then
you'd have the same, maybe which religion?

PL: Yes, that’s my next question.

HF: (Laughing) Buddhism would be the nearest one for me, but
I'm not a Buddhist. | find it the most interesting because it can
have these sort of contemporary ideas, ideas that have to do with
being very practical for mental health, these Buddhist habits of
asking yourself very personal, direct questions. About cause and
effect, this ‘where does this problem come from’ thing. You know,
when you track it all way back, then you must take responsibility,
you can’t blame somebody else. You've traced it all way back. You
have to change your ways, otherwise shut up, don't keep com-
plaining. It can be very practical, disentangling things which are
troubling you. | think, Buddhism is good in that way. But spiritual,
what would spiritual mean? If you would ask “Is walking life-
enhancing?’, | would say: “Absolutely, yes”. “Does it make life more
interesting, does it make life better, does it make you happier?”
I would say: “Yes" “Is walking good?”“Yes". But is it religion? | don't
know, maybe not. Maybe in an interpretive way, but not as a reli-
gion. Walking can be a break. If something is troubling you and if
you're disturbed about something, then the activity of walking
can actually help that. So, | think, in different ways it's quite
healthy. I'm not a health freak myself at all, but | think, that it can
be quite healthy, and then health is also mental health as well.
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PL: You walk for 40 years, round about. Of course, we're getting older
and one day walking will not be so easy anymore. The body changes,
it has changed already in the last 40 years in this or that way. How do
you experience the change of your body?

HF: Yeah, | think | have come to appreciate walking more as an older
person than as a younger person. So if | would say it as a negative
thought, | might say: Well, | wasted time when | was younger, not
doing certain walks that | could have done then. | didn't have the
idea or the mental energy to do it. | think when you grow older, then,
say, you're going for a big mountain. When you're older, you are less
supple, you don’t bend so well. A younger person can be faster, and
more just use the burning energy, but the older person maybe can
still get up the mountain as well. It takes longer, but maybe get up
there for other reasons. You're more familiar with it. You have a con-
stant time of familiarity with being intense. What happens to your
mind when you go to a certain place? It can be a different country, a
different mountain, you think, here | am again, at this place again,
which is a real mental place. So | think, there are real benefits in
being older. But if | was having miserable thoughts, then | might say:
well, maybe | should not have wasted my time when | was younger,
because | didn’t think so much about walking or different kinds of
walks or how you could extend walking. | was doing quite normal
walks. And then by 2000, | did realise | was getting older, so what |
tried to do is another kind of a walk, such as go up a mountain, or
make a walk that is quite long, but not really extremely long. And so
that leads one to another question. | made the walk from Bilbao to
Rotterdam. That was something like 2148 kilometres, which is not
small and not really big, but it's bigger than a smaller one (laughing).
So, then | asked myself the question: how far can | actually walk? And
in the end, there are other conditions that figure in, such as time.
Have you got the time to do this? Can you put aside this time to do
this? Have you got the money to do this, because if you would fly,
there is a flight back and forth between Bilbao and Rotterdam, it
would be 30 Euros or so by Ryan Air or something. But if you walk, it
costs hundreds. Walking can become expensive if you want to stay
fit and well and clean and functional. | think if | were seriously
decrepit or ill and old then | would make walks where | walked
counted paces. | would relate old age to counting paces of done
walks earlier about counting. And | could join up to the previous
walks in that way. But | do think that when you realize you're getting
older, it's not exactly panic, but then you do think you want to try to
do a few things in the next few years, because in reality, after the
next few years, then you won't be able to do this. You know, when
you're younger, you have those 35 years to play with: “I'll do this next
year”. You can lose 35 years when you're younger. But when you're
older, you have 2 or 3 years.

PL: Would you still be an artist if walking weren't possible anymore?

HF: If | lost my legs, for example, in a car crash or something, then
| would still be an artist. What | would do is: | would get all my
material and | would go back to the beginning and make a whole
new generation of artworks from my records.

PL: Were there any particular walks that have been extraordinarily
important for you, walks where you felt it was a very crucial experi-
ence or it was something special?
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HF: Yes, some walks that | made were for different reasons, |
wouldn’t say the best walks, or the most important walks, that’s
quite difficult, because they're all like people, they're all different,
you know. But for example, it's not the top of the list but an impor-
tant one was a guided walk in Alaska during a three-week back-
packing trip in Alaska. | was lucky enough to see a lot of grizzly
bears and black bears. And they're actually wild bears. They're not
bears from a National Park that eat hamburgers. They are actually
really wild bears that eat berries, you know, the really small ber-
ries. Huge animals that eat berries. (Laughter)

PL: This is pretty impressive, | guess.

HF: Yes, it's really impressive, because it's wild. When you go walk-
ing, you carry all those habits with you, not just your own habits,
also society habits. And society has rules, which, until you cross the
line, then you don't even know that they exist. And so, when you
encounter grizzly bears in open landscapes, not in zoos, you really
realize: this is new. This is not what I'm used to, something different
is happening. You make an evaluation or something. It’s really
important to do that. Because the bear, normally, in his environ-
ment, is numero uno, the top. You know, somebody has a gun...
bang... and then the human is it. So that’s a whole question, isn't it,
about the way that we always want to change everything, we must
build everything and change everything. If you let something be,
then there’s something wrong with you. So, | think influence from
nature is really important, not nature on TV, actual nature.

PL: Do you, during your walks, feel like being part of nature, or do you
rather feel like a stranger, going through it as a visitor that passes it
and go back home again?

HF: When | worked with a guide, we actually couldn’t drive, there
were no roads in this place in Alaska, not even walking trails, noth-
ing. So, to get there, | had to fly in an aircraft. You go in a plane
with soft tires and land on a river bank, on the sand by the side of a
dry river. And the guide said that some people, when the pilot flies
away, have a certain moment of panic because it’s really unusual.
You see the plane flying away, and you think, “What if | break my
ankle,” you know? And you have that really heavy rucksack as well.
So, when you start like that, you start out quite nervously. You're
speeding a bit, and doing your thing all far too quickly. And then
you slow down. | think in the slowing down, you also clearly
understand that this is not where you come from (laughing). It's
incredible, and it's fantastic and it’s a privilege to be there. And it's
great, but, you know, you're actually a visitor. And also, then when
you see the bear, you are a visitor in the land of the bear.

PL: Looking around in your studio, in your bookshelves, | see many
books on mountaineering and different countries and other cultures,
but not any art books. So, | wonder if you really...

HF: (Laughing)
PL: ... see your work in the frame of reference of the art world.

HF: I am an artist. I'm not something else masquerading as an artist.
I'm completely an artist. But, I'm one of those super 60s artists see-
ing life as what they want to be dealing with in their art. In the
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bookshelves there might not even be one catalogue or book about
art at all. But that doesn't mean that I'm not an artist, that I'm not
interested in art or don't support artists. | think art is definitely
something to support, an artist is something to support. But I'm all
of that 60s-type of person where the material for my art, where
everything is outside of art, more or less. You can go and you can
see aboriginal dot-paintings or something. You are ignorant and
you say, “That’s beautiful”. Well you look at it and actually it's a map
of a landscape and we can't interpret it. So, we say this is a beautiful
painting, because we're relating it to the history of abstract paint-
ing. But | don't want to go into that world at all. It’s claustrophobic
for me, the thought of going into the world of art in that way. But
when | say that then some people think | don't like art. Of course, |
do like art very much because I'm an artist, you know. But | think
that the influences come very often from outside art.

PL: How did your attitude to walking change over the years?

HF: The most obvious change | would say is: When | started, then
there was no kind of issue of degradation of the environment.
I hadn’t thought about that. And | hadn’t thought that the human
impact on the planet would reach this state that it has now. | mean,
I've been to the Arctic, but not recently, where you go up and you
actually see polar bears losing body weight. And apparently the
weight of the polar bears has gone down on the average now. The
land they could cross is now water and so they swim too far and then
collapse and then there’s no food, and so on. | mean, | cannot verify
what | just said, scientifically. I'm not a scientist, | don’t know for sure.
But it is something that approximates this. But the melting of the
polar cap is causing the environments and the life of the polar bear
to be completely changed in our lifetimes. And the more you think
about it, this becomes more and more shocking, doesn't it?

PL: Arriving in Canterbury, | saw a big poster, an advertisement, say-
ing: WALK, DON'T DRIVE... Seriously. | thought that must be a
Hamish Fulton work (both laughing)... | wonder whether or not you
see yourself as a role model for other people?

HF: I think somebody has to do it. It's something that has to be done.

PL: But the problem is, the more people do the same, make walks in
those beautiful areas, the quicker they are not beautiful anymore. | think
what you do is, in a way, for the others? Do you know what | mean?

HF: Yeah, | think, it is something that has to be said. | definitely feel
that | can't rephrase it. | think the topic is so serious, so big, and |
can only occupy, activate, this small part of it all, work in a small
way. But | think that this subject is really big, really important. | can
feel it myself. But obviously I'm not talking about some egotistical
questions, I'm just saying no, it is necessary, | feel it's completely
necessary that somebody makes art about walking in these times.
And that is the change from when walking, at the beginning, was
sort of eccentric or escapist. | mean, when | went to art schools
and talked, there was always a certain line-up, | could basically
write a list of five or six criticisms that were ‘romantic’—what is
romantic?— and then ‘escapism’ and then... you know, there is a
kind of list. But now you can go to a symposium on walking. I've
come to one or two symposiums and now people were raising
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general questions about it, about the place of walking in society.
Recently | was not only walking in the landscape, but also making
group walks in towns or cities. This one, | can read it: “11 people
walking slowly in silence on pavements. North from 4th street for
15 minutes to Gregory Drive. East on Gregory Drive for 15 minutes
to 6th street. South from 6th street for 15 minutes to Peabody
Drive. West from Peabody Drive for 15 minutes to 4th street.
Champaign, lllinois, USA, 3 pm to 4 pm 2" March, 2005". So that’s a
change in the type of walking, from walking alone or with a guide
in Alaska to when walking is actually like a university campus.
That's a change in the work, but it is also variety. When you're
walking in the city, then you walk from where you live to... wher-
ever, for transport, then you go to work, and then you go to a store
or the bank, and then you come back... So you have these roots
that you are familiar with. When you do this kind of group walking,
then you're changing the familiarity or functional, practical walk-
ing into what | would call an artwork. And then the participant is
also the observer, so that, in a way, you don't need the artwork,
you don’t need the material result because the viewers are also
the people in it. | haven’t explained and | should explain that
maybe to walk around this block takes 7 minutes.

PL: That means you walked very slowly.

HF: You walk in silence and you have to have a watch, and you walk
just, | can't say for sure how many meters, 200 metres or something,
200, 200, 200, 200, and so you have to concentrate really on walking
slowly, to arrive at the corner, to taking exactly 15 minutes, not 10,
not 5, or not walking and stopping, but actually just arrive precisely
at that point in time. And this way you have entered into another
kind of a concentration. And you can change, you have completely
changed what walking in a functional sense is about. Walking from
the door of the university, to cross the street and then to the parking
lot, to get in the car and drive away. This is completely different.
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PL: The attitude towards walking is different in different cultures. | think
a kind of ‘tradition’ of walking exists in England and in Germany.

HF: 1 don’t know how many people are really interested in walking. |
would say the connecting point would be art. If | have an exhibition
in Germany, and it's art, and it's about walking, then people can
relate to the art. | went to Missoula, Montana, a university town
where | had an exhibition. It was very interesting for me. There were
lots of interesting people. They were not artists, but they were
maybe experts on bears, or they belonged to Earth First!, an envi-
ronmental group. You can meet all kinds of really interesting people.
So, then | have an exhibition and, of course, the illusion is that they
might like the work, and of course, they think it’s crap. They don't
say it's anything. At that moment it's a one-way street. | can be inter-
ested in what a lot of other people do, but a lot of other people I'm
interested in can't see what I'm doing and they don't really think
that it's necessarily art, or that it is art of any consequence, because
art normally, in that Missoula environment would be, say, some-
body with an ability to make a really good painting of the land-
scape, or produce a really good photograph of the landscape. But
also in England, you said England has this tradition of people walk-
ing, moorland walking, and so on. But, if they were asked to do this,
then they would say: “piss off”. They have no interest. Thus, the peo-
ple who did the walk were art students. That's why I'm definitely an
artist. | approach walking from the point of view of an artist, not pri-
marily as a walker. | try to put walking into a different context, to
make a different connection, which is very difficult.
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BRAM BOGART

Conversation with Peter Lodermeyer, Leni Bogart
& Sarah Gold

Bogart residence, Kortenbos, Belgium, 10 May 2007

Bram Bogart (* 1921, Netherlands) is one of the artists of the Dutch
‘Informel’ Bogart has been making works for almost 70 years, mostly
with concrete. Bogart lives in Belgium.

“We always think that a painting is ahead of its time. This is not true,
it's the public that is behind the times. The painter is always influ-
enced by his time, at the moment he lives.”

Bram Bogart

Peter Lodermeyer: For many artists time, space and existence are
very present themes which have an influence on their work. How
would you see your art regarding to these concepts?

Bram Bogart: | myself work because | want to do something, some-
times they say: do you have inspiration? Do | need that? No, | often
start 7 or 8 in the morning and sometimes continue working until
deep in the night, or even sometimes until 6 o'clock the next morn-
ing. Leni then brings me a cup of hot chocolate. But | always feel the
time pressure, | want to spend all my time with creating my work.

PL: Your frames are constructed very strongly, is it an important factor
for you to know that your work will exist longer than you?

BB: | try to take good care for the technical quality of my work. In
my early years my father made the frames | needed, then | made
them myself. | have a strong health, but the last 10 years | did get
some trouble with my back so now my son makes them. | think
that you should create a work that will exist trough time, not for
eternity, but it should keep existing as long as possible. Some art-
ists do not care at all, they work with material which lasts only for a
few years. When | was younger | did not think so much about that,
but now | take much better care for my works, in order to make
them last longer.

Sarah Gold: How do you yourself and your work relate to space? Your
work became very three-dimensional, hardly any “painter” from your
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generation used space that much. Was there a point in which you
decided to work three-dimensionally, or how did that develop?

BB: The oldest work made by me which I still own is from 1939. In my
early years my work started out figuratively and after that, in the late
1940s, my work became somewhat influenced by cubism. Unhappy
with the outcome, | moved to Paris and started to work figuratively
again. This figurative work slowly became more abstract but the work
also contained signs. The colors | used became more and more muted

colors. My work always naturally developed as | developed myself.

PL: My first direct encounter with a large work by Bram Bogart was
2003 in Cologne, Germany. It was a yellow work, it had everything in
it, painting, sculpture, architecture, Baroque, minimal, monochrome,
the work was much more than painting, it was a ‘Gesamtkunstwerk.’
Are you a painter, sculptor, do you make objects or is your work more

architectural? How do you see yourself?

BB: My work is no architecture, that develops slowly, | am looking for
spontaneity, that exists only in painting, not in sculpting. | paint with

matter, expressionistic, with form, movement and surface.

PL: Material and color seem to be one in your work, in your early
times you worked with much less bright colors, reduced colors, why?

They seem to fit good to the time of ‘Existentialism:

BB: My material is color. After having moved to Paris | worked with
reduced colors, Paris actually is a gray town, but also, the ochers
and blacks were much cheaper. Later, when | moved to Brussels, |
started with the colors, and because of the large white rooms

which I had there, | started to work also less playful.

Leni Bogart: When | first came in the studio of Bram in Paris, end
50s, everything was in one color tone. Everything was brown,

gray, black or white like, the table, chairs, the floor, it was all the

same. In Paris at that time, there was a large building where many
artists had their studios.

Some artists like Karel Appel and Corneille had made walls with
cardboard and wood to create their space. When Bram came to
Paris he had some money to live and he could have rented a stu-
dio in that large building, but there was an American artist who
asked Bram to build some walls with concrete and plaster and in
return he gave part of his space to Bram. With the left-over mate-
rial Bram started his first material paintings.

BB: | also bought the burlap very cheap, | just told Jan Hoet, it all
started out of poverty, and those early works are just as good as
the later ones, perhaps even better. After World War Il there were
not many materials.

PL: Your work of that time has similarities with the work of Jean Fautrier
and Jean Dubuffet. Did you know these artists?

BB: | met Fautrier later, but | did not like it at all. | saw drawings, |
found them weak. But | often made a tour trough Paris and | vis-
ited always some exhibitions, but most impressed | was by an art-
ist named Soltan, he is almost forgotten, but | saw him as the pre-
decessor of Cesar and Arman. | am not an intellectual, but | was
aware of the other artists around me.

LB: The group “Informelen’, nobody speaks about them anymore,
but that group was created in Bram’s studio. Steef de Vries, the col-
lector, came and stayed over. He gave the group that name, he knew
Tapies and Fautrier well, he named them ‘Art Informel’

PL: In the postwar years, Michel Seuphor as an advocate of geomet-
ric art, was an important man in Paris. There were many hard discus-
sions between the supporters of different directions at that time,
were you involved?

BB: Yes, | remember, Michel Seuphor had in 1955 an exhibition with
more than 100 works at Galerie Creuze in Paris and he was very
enthusiastic about it, and | remember that the salon turned from
Geometric to Tachistic and there where fights around that, but |
never really occupied myself with that.

Among others | was influenced by Mondriaan, | found Picasso over-
estimated. | thought his work was clever-made, he understood
shape very well and later started to play with it, but Picasso never
succeeded to create an abstract painting. Not understanding ‘Shape’
is something that | disliked by Cobra and later by the German ‘Neue
Wilde] they did not understood shape. Shape and texture in a paint-
ing is very important to me, especially the last stroke really must fit.
Two times | myself also thought that | was stuck. That was in the
period somewhere in the 50s, with the signs | used, | was searching
there, and one more time somewhere between 65-70. In those years
I looked back to a work I made in 63 and had to admit that that was
much better as what | was making at present.

PL: The presence of the artist is very visual within your work, because of
the material it seems as if you bring your own body in your work.

BB: Yes, that is right and | can not avoid that. For me the rhythm of
the texture is very important, the touch has to be right, the move-
ment of the touch. My work develops with me and with the cir-
cumstances. When | left Brussels and moved to a house with large
white rooms, my work became more structured. This work here, |
build the frame myself and painted it here on the floor, without
an assistant. You can see me in this work.

| lately saw a Chagall, very weak work, but it is a Chagall, it repre-
sents the person Chagall. But in my work there is more, | think my
vitality is also very present in my work, | have to be constantly in
good shape, a normal intellectual can not make work like my work.

191



WOLFGANG LAIB

Conversation with Peter Lodermeyer

Wolfgang Laib home & studio, Biberach an der
Riss, Germany, 6 August 2007

Itis a hot day in Southern Germany. The floor of Wolfgang Laib’s (¥*1950
in Germany) studio is covered with recent works soon to be shipped to
New York for what will be his first exhibition at the Sean Kelly Gallery. “It
usually doesn’t look like this here. Normally the room is pretty empty,”
he says. Through the high windows you can see the meadows of Upper
Swabia, where, year for year, the artist collects flower pollen from dan-
delions and buttercups. In the 1980s Laib achieved international
renown with his pollen works and milkstones, flat slabs of marble
intended to hold poured milk in the slightly concave surfaces. We cross
the meadow to the wax room. Due to the heat, Laib can only open the
room for a few minutes. Inside, the chamber offers an unbelievably
intense experience that engages all of the senses: the golden-yellow
color of the wax on the ceiling and walls, the coolness of the shaft that
extends 13 meters into the earth, the loud echo that causes you to whis-
perimmediately, as well as the infatuating scent of the beeswax.

Peter Lodermeyer: As you know, | am currently working together with
the artist Rene Rietmeyer on a book project called Personal Struc-
tures: Time Space Existence. In this connection, it seemed imperative
to meet with you, since you are one of the few artists whose art
focuses on all three themes.

Wolfgang Laib: | have often asked myself why | am so interested in
these themes. | think it has something to do with my studying med-
icine. A lot of people who do not know me so well fail to see a con-
nection and ask me, “What does art have to do with medicine?” But
the way | see it, | have never changed my occupation. | have done
in art what | wanted to do as a doctor. | began my studies with all of
the ideals you can possibly have. | noticed fairly quickly, however,
that medicine has become a natural science no longer for exis-
tence, life per se, but only for the material body. Granted, the body
is the prerequisite for human existence, but it is not what | have
been looking for and am still searching for. | quickly realized that |
would only be able to find the things | am looking for in art.

PL: Was it reasonable to expect to find these far-reaching themes in
medicine at all? Was this exaggerated idealism on your part?

WL: Yes, it was idealism, but on the other hand, | do not want to
be without it even today. And that means very simply: being a
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doctor and being an artist are the same thing, and this is some-
thing | find fantastic. Medicine deals with human existence and
with the human body, but not only with its material side. | called
my first wax room that | exhibited with Harald Szeemann in Berlin
in 1988, For Another Body. At the time, | was already harboring
hopes that the concern can be for an entirely other dimension of
existence, about what matter really is, about the temporal limits
of life, and everything that plays a role in this connection.

PL: Could you explain what you mean by “another body”?

WL: This is precisely what | find to be important. | believe it is entirely
crucial that art gives no definitive answers to these questions, like
the natural sciences or philosophy attempt to do this through their
development of whole doctrines. | find it a greater strength that art
instead shows designs in their totality —unexpected things can then
suddenly happen, which would not be possible within scientific sys-
tems. After six years of studying medicine, using this approach of the
natural sciences, in which everything must be proven and explained
by means of scientific evidence, | found this openness in art to be far
superior. It lends the whole an entirely different dimension.

PL: This brings me to a question that | often think of concerning artists:
the relationship between the intention of the artist and the work of art.
There are artists who claim to know everything about their work
because after all, they were the ones who ultimately made it.

WL: No, | see this completely differently. The power of art lies in
striking a completely open path. In the 1970s | was totally unknown
and had no contacts to the art world, and then, here in a village in
southern Germany, at the end of the world, | began collecting
flower pollen in a meadow and bringing it to people in New York,
Japan, and elsewhere. And then something happens, worlds begin
to change, in your head and everywhere else. This is because of the
openness of art. | do not know myself what it all means. For me, it is
different than for a painter, for example. For me it is less about cre-
ating than it is about sharing in something already there, and I find
that much better. A painter paints a picture and then it is he who
made it. But | did not make this flower pollen. | collected it. | have
initiated it all somehow, but what happens with it, what it sets off,
is something that happens in much greater processes.

PL: Lately | have been grappling a lot with the concept of presence.
If we see one of your pollen fields or wax works, we feel the presence
of these substances—and we relate to them immediately without
questioning their meaning.

WL: Yes, exactly. But nevertheless, these things contain symbolism
and meanings that may be connected to them, although to define
these and limit the works to them would be a pity. Putting a stamp
on something is the worst kind of thinking. If you want to deter-
mine the meaning once and for all, then it is all over. It is all about,
for example, simply looking at the milk in the milkstones, experi-
encing its presence and thinking about it, where it might lead us,
and what it might mean at this moment. To feel what an openness
such an experience can evoke—this is what | find decisive.

PL: Without Place—without Time—without Body, your installation at
the Konrad Fischer Gallery in Diisseldorf, consists of a large number of
mounds of rice, with five mounds of pollen in between. This is like an
open dream world, an imagined landscape of boundless expanse.

WL: In recent years, | have used this title several times, because |
consider it to be very important and central. You have to be care-
ful with titles. If you use too many, it compromises the whole too
much and they no longer bear much meaning. There have been,
over the decades, only a very few important titles, one of them
being The Five Mountains Not to Climb On, used in reference to
the mounds of flower pollen.

PL: That is an especially quiet and fragile work, though it shows how
vulnerability and gentleness can exert great power. But gentleness is
not always answered with gentleness. On the contrary, | could imag-
ine that it virtually invites aggression in some people.

WL: Oh, yes. Milkstones and pollen can trigger unbelievable
responses, even at exhibitions. In 2002, | had a large-scale show in
San Diego. A woman came to the museum with a water bottle,
passed all the guards, stepped into the flower pollen, and began
dancing in it. She was just about to pour out the water bottle
when the guards intervened. After that, the woman ran out of the
museum and disappeared.

PL: You could see it positively: after all, the work had a great emo-
tional effect on her.

WL: The quieter something is, the stronger the answers and reac-
tions. And it is good that it is this way.

PL: You are very interested in Indian religions, but also in Christian mys-
ticism. What do you think of Western philosophy? For example, | think
it is interesting that Martin Heidegger also comes from this areaq,
Mefkirch, only a few kilometers away from here.

WL: Particularly at the beginning of my studies, | attended a lot of
lectures in philosophy. | have also read Heidegger, and it was impor-
tant to me at the time. But that was a long time ago. What always
bothered me were these university philosophers. They stood there
in their perfect suits and talked about all sorts of things. But you felt
that these people were just so ordinary and normal. What they
talked about did not have anything to do with their lives. Ultimately
that repulsed me. In Indian philosophy, | feel that they do not phi-

losophize so much about things—but it is life per se. Having to do
with people in India, who may not be able to read and write per-
haps, but still have the Upanishads in their blood and live every
minute according to them, is something unbelievably important to
me. This is no romantic notion a la Gauguin, it is something very
intense. At the time, | began learning Sanskrit, which fascinated me
in contrast to these stiff philosophers. Indian philosophy has much
more to do with the art | was looking for, precisely because art is life
in itself. If | sit in a meadow and collect flower pollen, then it is not
some philosophical structure | erect. It is at all times the reality, a
reality that is so open, so indescribable, so free and so exciting.

PL: You used to emphasize that you regard your work as being political.
Do you see it this way today as well?

WL: I know that some people think | am an apolitical nature romantic
who sits in the meadows and takes no interest at all in social rela-
tionships. But a politician has influence on the today, at most he
influences tomorrow, but culture and art exert influences over cen-
turies. This sounds very naive to some people because they claim
that matters are decided on entirely different levels—in politics, in
economics—and art plays absolutely no role. But this is not the case
if you look at matters over longer periods of time. You can see it from
the past: ultimately art and culture, not wars and confrontations,
have stimulated change in people. Wars may have shoved this or
that boundary or shifted that balance of power back and forth, but
art and culture have carried mankind further, brought them some-
where else, and it has always been this way. | am still of the opin-
ion—and this may sound insanely naive—art changes the world.

PL: You refer to longer periods of time. How do these different time
spans relate to the theme of perceived time?

WL: Time is unbelievably relative. Collecting pollen is a very special
activity, challenging everything in our society that has to do with
time, what you do in a day, what you do in a week, in a month, why
you do things, and the way you do it. This reverses all such activities.
This is why time is so central to my work. And a cosmic world is also
involved, in which human life is like a spark and no longer plays any
role at all because it is so short in relation to cosmic time relation-
ships. This has always fascinated me, if you imagine what a human
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life is and what the life of a star is by comparison. And thus, time has
always won a central importance in my work. For example, the fact
that a milkstone is only filled for a few hours. What then is also an
eternity, and what is so transient? This theme of what is transient and
what is eternal has repeatedly taken on a central role in my work.

PL: Your works always relate to space. They influence space and are
themselves influenced by their environment. And then you create
rooms directly, not only in museums, but also in nature.

WL: This takes place on wholly different levels. | am extremely
spoiled in matters concerning exhibition galleries and also very rad-
ical in this respect. | have no desire to put on exhibitions in medio-
cre museum rooms. | have also had the opportunity of exhibiting in
several of the best museums, and was very particular when it came
to the rooms. What was important to me (and what has hopefully
always been the case) is that the radiance of these rooms will have
been changed by the few works that were exhibited there. If it really
works, then it happens that these are no longer merely art works in
a gallery, but the works mesh with the room, forming a unity, which
makes possible an entirely new experience.

PL: You have also created two wax rooms in outside spaces.

WL: | love both, the presence of the art work in a natural space,
but also just the presence in a more neutral environment.

PL: For years there have been a lot of polemics against these neutral
rooms, against the White Cube.

WL: | like it. It enables concentration and calmness, an intensity
that does not otherwise exist. Anything else would merely detract
our attention from the works.

PL: Years ago you built a wax room in the Pyrénées. You have built a
second wax room outside here on your property in Upper Swabia.
What does this terrain surrounding your studio mean to you?

WL: I like to show my wax room here to my visitors, but it is not open
to the public because | need a place where | can be alone and work.
Otherwise, the things | have made so far will no longer exist. This is
the reason | like to be here so much and work here in seclusion. It is
simply because of the intensity | can experience here, and that is

very, very important. Other artists need the intensity of great cities

in order to be able to work. | have repeatedly returned to this place,
and experience here the intensity and the independence that allow
me to create something from out of my innermost, something no
one else does. This is actually the simple mystery of my life.

PL: Your most recent works are granite sculptures that you made in
India with the help of native stonemasons. What surprises me is the
color. | would have expected you to let the stones speak for them-
selves in their materiality as stones. | thought at first that the stones
are painted. But they are not, are they?

WL: No, this is not painted stone, though it may look like it at first
glance. But this is, of course, not the concern anyway. | do find it so
exciting that although my works look very different visually, still
they have always remained the same in their content and what is
fundamental to them. These stones have a long history behind

them. Already in 1983, in my first works with rice, l included a black
stone, though in a somewhat different form. In The 63 Rice Meals
for a Stone, mounds of rice were distributed throughout the vari-
ous rooms at the Konrad Fischer Gallery, and then there was a
stone. | have never gotten this out of my head. | was also always
fascinated by the figures in Indian temples. These figures are
something entirely different than the material presence of a sculp-
ture. When | then see the best and most beautiful figures at the
Metropolitan Museum, they have been scrubbed, and everything
important about them has been polished away. This is what art
historians consider good, the purely material form—but what is
really important is gone. By contrast, there is the way people in
India treat these figures every day, how all kinds of things are
poured over them, like milk and honey, and how the figures turn
black from the votive lights and incense. What happens to such
figures visually, that is what | am concerned with in my new works.

PL: So it is oil and lampblack for the black stones and pigmented ghee
for the red. This has to do with the connection of art and life, and time.
Use is shown by these traces. In them, time is condensed.

WL: Yes, | have been rubbing the substances into my stones about
every two weeks. And now | am sending them to New York for the
exhibition. But | have told the people at the gallery that they have
to keep this up, that they should continue to rub the stones every
two weeks. The time is important in order to put depth to them. On
the invitation, there is a photograph of the stone quarry in south-
ern India where | work, titled Artist’s Studio in South India. | find it
nice that such a creation process has happened on a much wider
scale and not, for example, in a loft in SoHo. This is a much more
open process, the concern is for much, much more. And then the
rice also belongs to the stones. This black together with the white
rice—it is unbelievable what happens here.

PL: Do you still have other projects you want to realize?

WL: | would like to create art works that belong together in differ-
ent places throughout the world. So far, | have three ideas for works.
One | would like to make in America, in New Mexico, for example,
one in India, and one in Tibet. These works would be connected to
one another by content and idea in such a way that they form a
Gesamtkunstwerk, so to speak, that spans the world. | also have
more concrete ideas. Back in the 1970s | made an egg-shaped
sculpture for the grave of the poet and mystic Jalaluddin Rumi in
Konya, Turkey. It is an entirely traditional sculpture, just like a Bran-
cusi. But already at that time | realized that it was not my form: the
egg is simply a universal. | chose it very consciously. And in doing
so, | already had the idea back then to have a very large egg made
by several hundred stonemasons in India.

PL: What dimensions are we talking about?

WL: Maybe 10 or 15 meters. | would just love to do this. This would
really be a sculpture that is not by me, it would be a world egg, or
as they say in India: a Brahmanda.




WOLFGANG LAIB

Gesprach mit Peter Lodermeyer

Atelier Wolfgang Laib, Biberach an der Riss,
Deutschland, 6. August 2007

Wolfgang Laib (*1950 in Metzingen, Deutschland) begann 1968 ein
Studium der Medizin in Tiibingen und machte 1974 seinen Abschluss als
Arzt. Danach wandote er sich der Kunst zu, die er seither ausschlieB8lich
betreibt. Mit seinen Milchsteinen (ab 1975) und Pollenarbeiten (ab 1977)
wurde er beriihmt. Laib verwendet in seinen Skulpturen und Wachs-
rdumen interkulturell verstéindliche, archetypische Formen und elemen-
tare Materialien, um existenzielle Themen wie Geburt, Tod und Wie-
dergeburt, Kérper und Geist, Mensch und Natur anzusprechen.

Ein heiller Sommertag in Siiddeutschland. Der Boden des Ateliers
von Wolfgang Laib steht voller neuerer Arbeiten, die demndichst
nach New York zu seiner ersten Ausstellung in der Sean Kelly Gallery
gehen sollen. ,So sieht es hier sonst nicht aus, normalerweise ist der
Raum ziemlich leer] sagt Laib. Durch die hohen Fenster sieht man
auf die Wiesen Oberschwabens, wo der Kiinstler Jahr fiir Jahr im
Friihling Bliitenstaub von Léwenzahn und Hahnenfuls sammelt. Mit
seinen Pollenarbeiten und den Milchsteinen, flachen Marmorplatten,
in deren vertiefte Oberflidche Milch gegossen wird, erlangte Laib
Anfang der 80er Jahre internationale Bekanntheit. Wir gehen zusam-
men (ber die Wiese zu dem Wachsraum. Wegen der Hitze kann Wolf-
gang Laib den Raum nur fiir wenige Minuten 6ffnen. Dennoch ist es
ein unglaublich intensives Erlebnis, das alle Sinne erfasst: die gold-
gelbe Farbe des Wachses an Decke und Wdnden, die Kiihle des 13
Meter in die Erde flihrenden Schachts, der starke Widerhall, der einen
sofort zum Fliistern bringt, sowie der betérende Wachsgeruch.

Peter Lodermeyer: Wie Sie wissen, arbeite ich mit dem Kiinstler Rene
Rietmeyer an einem Buchprojekt mit dem Titel Personal Structures.
Time Space Existence. In diesem Zusammenhang wollte ich Sie
unbedingt treffen, weil Sie einer der wenigen Kiinstler sind, fiir die
wirklich alle drei Themen zugleich im Zentrum ihrer Arbeit stehen.

Wolfgang Laib: Ich habe mich selbst oft gefragt, warum ich mich fir
diese Themen interessiere. Ich denke, das hat sehr viel mit meinem
Medizinstudium zu tun. Viele Leute, die mich nicht so gut kennen,
sehen den Zusammenhang nicht und fragen mich, was hat Kunst
mit Medizin zu tun? Aber so wie ich es sehe, habe ich meinen Beruf
nie gewechselt. Ich habe in der Kunst das getan, was ich als Arzt
tun wollte. Ich hatte das Studium mit allen Idealen begonnen, die
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man nur haben kann. Aber ich habe ziemlich schnell gemerkt, dass

Medizin eine Naturwissenschaft geworden ist, die mit den Dingen,
die mir wichtig sind, fast nichts mehr zu tun hat. Da geht es nicht
um Existenz, um das Leben an sich, sondern nur um den materiel-
len Korper. Dieser stellt zwar flir meine menschliche Existenz die
Voraussetzung dar, aber das ist nicht das, wonach ich gesucht habe
und noch immer suche. Und so hatte ich schnell gemerkt, dass ich
nur in der Kunst die Dinge finden konnte, die ich suche.

PL: War es denn liberhaupt zu erwarten, dass diese weiter gehenden
Themen in der Medizin zu finden sind? War das nicht ein (iber-
triebener Idealismus?

WL: Ja, es war schon Idealismus, aber auf der anderen Seite mochte
ich diesen auch heute nicht aufgeben. Das bedeutet dann eben:
Arzt sein und Kinstler sein ist dasselbe, und das finde ich ganz fan-
tastisch. Medizin hat mit der menschlichen Existenz zu tun und mit
dem menschlichen Korper, aber doch nicht nur mit seiner materiel-
len Seite. Ich habe den ersten Wachsraum, den ich mit Harald Szee-
mann 1988 in Berlin realisiert habe, Fiir einen anderen Kérper
genannt. Das war damals schon diese Hoffnung, dass es dabei um
eine ganz andere Dimension von Existenz gehen kann, darum, was
Materie eigentlich ist, um die zeitliche Begrenzung des Lebens und
alles, was im Zusammenhang damit eine Rolle spielt.

PL: Kénnten Sie vielleicht ein wenig genauer erklédren, was mit die-
sem ,anderen Kérper” gemeint ist? Es bleibt ja immer relativ vage,
was Sie damit andeuten wollen.

WL: Genau das finde ich wichtig. Ich denke, es ist ganz entschei-
dend, dass die Kunst keine definitiven Antworten auf diese Fragen
gibt, so wie es die Naturwissenschaften versuchen oder die Phi-
losophie, die ganze Lehrgebdude entwickelt. Ich finde das sogar
noch viel starker, dass die Kunst das nicht tut, sondern dass sie im
Ganzen Entwirfe aufzeigt — und plotzlich kénnen dann ganz uner-
wartete Sachen passieren, die in wissenschaftlichen Systemen gar
nicht moéglich sind. Nach meinen sechs Jahren Medizinstudium
mit dieser naturwissenschaftlichen Herangehensweise, bei der
alles wissenschaftlich belegt sein und erkldrt werden muss, fand
ich diese Offenheit in der Kunst demgegentiber haushoch tberle-
gen. Sie gibt dem Ganzen noch eine ganz andere Dimension.

PL: Das fiihrt mich auf eine Frage, die mich in Zusammenhang mit vielen
Kiinstlern sehr beschdiftigt: auf den Zusammenhang zwischen der Inten-
tion des Kiinstlers und dem Werk. Es gibt Kiinstler, die glauben, dass sie
liber ihr Werk alles wissen, weil sie es ja schlieSlich gemacht haben.

WL: Nein, das sehe ich ganz anders. Die Kraft der Kunst liegt darin,
dass sie den Anfang eines Weges markiert, der vollig offen ist. In den
70er Jahren war ich vollig unbekannt, hatte keinerlei Kontakte in der
Kunstwelt, und dann fing ich hier in einem siiddeutschen Dorf, am
letzten Ende der Welt, damit an, in einer Wiese Bliitenstaub zu sam-
meln und brachte den unter die Menschen, in New York, in Japan
usw. Und dann passiert etwas, dann beginnen sich Welten zu veran-
dern, im Kopf und berall. Das ist diese Offenheit der Kunst. Ich
selbst weil3 doch gar nicht, was das alles bedeutet. Bei mir ist das ja
sowieso anders als bei einem Maler zum Beispiel. Bei mir geht es
weniger um ein Schaffen als um ein Teilhaben an etwas, das schon
da ist, und das finde ich einfach viel starker. Ein Maler malt das Bild
und dann ist er es, der das gemacht hat. Aber diesen Bliitenstaub
habe ich ja nicht gemacht, den habe ich gesammelt und ich habe
das Ganze irgendwie initiiert, aber was dann damit passiert und was
dabei ins Rollen kommt, das geschieht in viel groBeren Prozessen.

PL: Ich habe mich in letzter Zeit sehr mit dem Begriff der Préisenz befasst.
Wenn man eine lhrer Bliitenstaubfldchen oder eine Wachsarbeit sieht,
dann splirt man die Prisenz dieser Substanzen — und man verhdilt sich
sofort dazu, ohne nach ihrer Bedeutung zu fragen.

WL: Ja, genau. Aber diese Sachen haben dennoch sehr viele Sym-
bole und Bedeutungen, die sich daran ankniipfen lassen, doch
diese zu definieren und die Arbeiten darauf zu beschranken, wére
sehr schade. Das Schubladendenken ist das Schlimmste. Wenn
man die Bedeutungen festlegen will, dann ist es vorbei. Es geht
darum, sich z. B. einfach die Milch in den Milchsteinen anzu-
schauen, diese Prasenz zu erleben und dariiber nachzudenken,
wohin das fiihrt und was das in diesem Moment bedeuten kann.
Dabei zu spiren, was fiir eine Offenheit ein solches Erleben hat,
das finde ich ganz entscheidend.

PL: Einer Ihrer Titel lautet Ohne Ort — ohne Zeit - ohne Korper. Er
bezieht sich auch auf eine Installation in der Konrad Fischer Galerie in
Diisseldorf, die aus einer groSen Zahl von Reisbergen besteht, mit fiinf
Bliitenstaubbergen dazwischen. Das ist ja wie eine offene Traumwelt,
eine Vorstellungslandschaft von unbegrenzter Weite.

WL: Ich habe diesen Titel in den letzten Jahren mehrmals verwen-
det, weil ich ihn als sehr wichtig und zentral empfand. Mit Titeln
muss man immer sehr aufpassen. Wenn man zu viele Titel ver-
wendet, relativiert sich das Ganze zu sehr. Sie haben dann kaum
noch eine Bedeutung. Es gab, Uber Jahrzehnte hinweg, einzelne
ganz wichtige Titel, einer davon war Die fiinf unbesteigbaren Berge,
er bezog sich auf die Bliitenstaubberge.

PL: Das ist ja auch eine ganz besonders stille und fragile Arbeit. Daran
sieht man doch auch, dass Verletzlichkeit und Sanftheit eine unge-
heure Kraft haben kénnen. Aber Sanftheit wird nicht immer mit
Sanftheit beantwortet. Ich kénnte mir vorstellen, dass sie auf manche
Menschen im Gegenteil geradezu aggressionsfordernd wirkt.

WL: Oh ja, Milchsteine und Bliitenstaub kdnnen unglaubliche

Aggressionen ausldsen, auch in Ausstellungen. Es gab 2002 ein-
mal eine groBe Museumsausstellung in San Diego. Da kam eine
Frau mit einer Wasserflasche ins Museum, ging an allen Wartern
vorbei in den Blitenstaub hinein und fing an darin herumzutan-
zen. Sie wollte gerade die Wasserflasche ausleeren, dann sind die
Warter eingeschritten. Danach ist die Frau aus dem Museum
hinausgerannt und verschwunden.

PL: Man kénnte es positiv sehen und sagen: immerhin hat die Arbeit
eine starke emotionale Wirkung auf sie gehabt.

WL: Je stiller etwas ist, desto kréftiger sind die Antworten und Reak-
tionen. Das ist ja auch gut so.

PL: Sie sind sehr stark an indischen Religionen, aber auch an christlicher
Mystik interessiert. Wie steht es mit westlicher Philosophie? Ich finde es
zum Beispiel interessant, dass Martin Heidegger auch aus der Gegend
stammt, aus Mel3kirch, nur ein paar Kilometer von hier entfernt.

WL: Gerade am Anfang meines Studiums habe ich sehr viele philoso-
phische Vorlesungen besucht. Ich habe auch Heidegger gelesen, das
war mir damals sehr wichtig. Aber das ist lange her. Was mich immer
gestort hat, waren diese Universitatsphilosophen. Die standen da in
ihrem perfekten Anzug und haben (ber alle moglichen Dinge
geredet. Aber man spirte, diese Leute waren so stinknormal. Das,
worlber sie redeten, hatte nichts mit ihrem Leben zu tun. Das hat
mich schliefflich derart abgestoBen. In der indischen Philosophie,
fand ich, wird nicht ber irgendwas philosophiert, sondern das ist
das Leben an sich. In Indien mit Menschen zu tun zu haben, die zwar
vielleicht nicht lesen und schreiben kénnen, aber trotzdem die Upa-
nishaden im Blut haben und in jedem Augenblick entsprechend
leben, das ist flir mich unwahrscheinlich wichtig. Das ist auch keine
Romantik a la Gauguin, das ist etwas sehr Intensives. Damals habe
ich angefangen, Sanskrit zu lernen, das hat mich wahnsinnig faszini-
ert, im Gegensatz zu diesen steifen Philosophen. Die indische Phi-
losophie hat sehr viel mehr mit der Kunst zu tun, die ich suchte, weil
eben Kunst das Leben an sich ist. Wenn ich in der Wiese sitze und
Blitenstaub sammele, dann ist das kein philosophisches Gebaude,
das ich da errichte, sondern da ist jeder Moment die Realitét, eine
Realitat, die so offen ist, so unbeschreibbar, so frei und so spannend.
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PL: Sie haben friiher auch mehrfach betont, dass Sie lhre Arbeit als poli-
tisch empfinden. Sehen Sie das heute noch genauso?

WL: Ich weil3, manche Leute denken, ich sei ein unpolitischer Natur-
romantiker, der auf der Wiese sitzt und sich fir gesellschaftliche
Zusammenhdnge berhaupt nicht interessiert. Ich sehe das ganz
anders: Ein Politiker hat Einfluss auf heute und hochstens noch auf
morgen, aber Kultur und Kunst haben Einfluss auf Jahrhunderte.
Das klingt fur viele sehr naiv, weil sie sagen, die Dinge werden doch
auf ganz anderer Ebene entschieden, in der Politik, in der Wirtschaft,
Kunst spielt doch dabei tGberhaupt keine Rolle. Aber das stimmt
nicht, wenn man es in langeren Zeitraumen betrachtet. Man sieht
es in der Vergangenheit: Kunst und Kultur haben schlie8lich immer
die Menschen verdandert, nicht die Kriege und Auseinandersetzun-
gen. Sie haben vielleicht diese und jene Grenzen und Gleichge-
wichte verschoben, aber Kunst und Kultur haben die Menschen
weitergebracht, woanders hin gebracht, und so war das immer. Ich
bin noch immer der Meinung - und das mag wahnsinnig naiv klin-
gen: Kunst verandert die Welt.

PL: Sie sprechen von Idngeren Zeitréumen, kénnen Sie mir ein wenig
mehr zum Thema der Zeitempfindung sagen?

WL: Zeit ist unglaublich relativ. Das Bliitenstaubsammeln ist eine
ganz besondere Tatigkeit und fordert alles heraus, was in unserer
Gesellschaft zum Thema Zeit gilt, was man an einem Tag tut, was
man in einer Woche, in einem Monat tut. Woflir man etwas tut und
warum man es tut. Das alles stellt eine solche Tatigkeit auf den
Kopf. Darum ist Zeit auch so zentral in meinem Werk, da kommt ja
auch eine kosmische Welt mit hinein, in der menschliches Leben
wie ein Funke ist, Gberhaupt keine Rolle mehr spielt, weil es im
Verhéltnis zu kosmischen Zeitverhaltnissen so kurz ist. Das hat
mich schon immer wahnsinnig fasziniert, wenn man sich vorstellt,
was ein menschliches Leben ist und was im Vergleich dazu das
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Leben eines Sterns ist. Und so hat Zeit in meinem Werk immer wie-
der eine ganz zentrale Bedeutung gewonnen. Zum Beispiel, dass
ein Milchstein eben nur fiir ein paar Stunden gefullt ist. Was dann
auch eine Ewigkeit ist, was so verganglich ist. Dieses Thema, was
das Vergdngliche und was das Ewige ist, hat in meinem Werk
immer wieder eine ganz zentrale Bedeutung gewonnen.

PL: Ihre Arbeiten sind immer auf Raum bezogen. Sie nehmen auf den
Raum Einfluss und werden selbst vom Umraum bestimmt. Und dann
gestalten Sie ja auch direkt Rdume, in Museen, aber auch in der Natur.
Es interessiert mich, mit welchem Raumbegriff Sie umgehen.

WL: Das vollzieht sich auf ganz verschiedenen Ebenen. Ich bin ja
wahnsinnig verwohnt, was Ausstellungsraume angeht und bin da
auch sehr radikal. Ich habe keine Lust, Ausstellungen in mittelmagi-
gen Museumsrdumen zu machen. Ich hatte einfach auch die
Gelegenheit, in einigen der besten Museen auszustellen und war da
auch sehr wahlerisch, was die Raume angeht. Was mir wichtig war -
und was hoffentlich immer der Fall war - ist, dass durch die wenigen
Werke, die in den Rdumen verteilt waren, diese Rdume in ihrer Aus-
strahlungskraft verandert wurden. Wenn es wirklich gut wird, dann
geschieht es, dass es nicht mehr einfach Kunstwerke im Raum sind,
sondern dass die Arbeiten mit dem Raum zusammengehen, dass
eine Einheit entsteht, die eine ganz neue Raumerfahrung ermdoglicht.

PL: Sie haben aber auch zwei Wachsrdume im AulSenraum geschaffen.

WL: Ich liebe beides, die Prasenz des Kunstwerks in einem Natur-
raum, aber eben auch die Prasenz in einer neutralen Umgebung.

PL: Es wird ja seit Jahren so viel polemisiert gegen diese neutralen
Réume, gegen den White Cube.

WL: Ich finde den sehr gut. Er erméglicht eine Konzentration und
Stille, eine Intensitdt, die es sonst gar nirgends gibt. Alles andere
lenkt doch nur von den Arbeiten ab.

PL: Sie haben vor Jahren einen Wachsraum in den Pyrencien gebaut.
lhren zweiten AuBen-Wachsraum haben Sie hier auf lhrem Geldnde in
Oberschwaben installiert. Was bedeutet Ilhnen eigentlich dieses
Geldnde, auf das man ja auch von lhrem Atelier aus blickt?

WL: Ich zeige meinen Wachsraum hier gerne meinen Besuchern,
aber er ist nicht 6ffentlich zugéanglich. Denn irgendwo brauche ich
einen Ort, an dem ich fiir mich sein und arbeiten kann, sonst gibt’s
das alles nicht mehr, was ich bisher gemacht habe. Deshalb bin ich
auch so gerne hier und arbeite hier ganz zurlickgezogen. Es ist ein-
fach wegen der Intensitédt, in der ich hier sein kann, die ist ganz, ganz
wichtig. Andere Kiinstler brauchen die Intensitdt der gro3ten Stadt
der Welt, um zu arbeiten, und ich bin immer wieder hierher zuriick-
gekommen und erlebe hier die Intensitat und die Unabhangigkeit,
die es mir erlauben, etwas aus mir heraus zu tun, was niemand ande-
res tut. Das ist eigentlich das einfache Geheimnis meines Lebens.

PL: Ich méchte gerne (iber lhre neuesten Arbeiten sprechen. Es
handelt sich um Skulpturen aus Granit, die Sie in Indien mithilfe ein-
heimischer Steinmetzen angefertigt haben. Was mich daran (iberra-
scht, ist die farbige Gestaltung. Ich hdtte erwartet, dass Sie das Stein-
sein der Steine fiir sich selbst sprechen lassen. Ich war zuerst irritiert,
dass die Steine bemalt sind. Aber das sind sie ja gar nicht.

WL: Nein, das ist ja kein bemalter Stein. So sieht es vielleicht auf den

ersten Blick aus. Aber darum geht es dabei natirlich Gberhaupt
nicht. Das finde ich so spannend, dass meine Werke visuell zwar sehr
verschieden aussehen, aber im Inhalt und in dem, was dahinter-
steckt, eigentlich immer dasselbe geblieben sind. Und auch diese
Steine hier haben eine lange Vorgeschichte. Schon 1983, bei meinen
ersten Arbeiten mit Reis, habe ich einen schwarzen Stein dabei
gehabt, wenn auch in einer etwas anderen Form. Die Arbeit hiel3 Die
63 Reismahlzeiten fiir einen Stein. Die Reisberge waren in verschie-
denen Raumen der Konrad Fischer Galerie verteilt, und dann war da
ein Findling hier aus der Gegend. Das ist mir nie mehr aus dem Kopf
gegangen. Ich war auch immer derart fasziniert von den Figuren in
den indischen Tempeln. Diese Figuren sind etwas ganz anderes als
die materielle Prasenz einer Skulptur. Wenn ich dann im Metropoli-
tan Museum in New York die besten und schénsten Figuren sehe, die
sind abgeschrubbt und alles was wichtig ist, ist weggeputzt. Das ist
es, was Kunsthistoriker daran gut finden, die reine materielle Form -
aber das wirklich Wichtige ist alles fort. Dagegen steht der tagliche
Umgang der Menschen in Indien mit diesen Figuren, wie da alles
Maogliche dariiber gegossen wird, Milch, Honig, wie die Figuren
schwarz werden vom RuB3 der Opferfeuer. Was mit solchen Figuren
dann visuell passiert, darum geht es in meinen neuen Arbeiten.

PL: Es ist also keine Farbe, was Sie da verwenden, sondern Ol und Ruf3
bei den schwarzen und pigmentierte Butter bei den roten Steinen.
Das hat einerseits mit der Verbindung von Kunst und Leben zu tun,
andererseits mit Zeit. Der Gebrauch der Tempelfiguren zeigt sich an
diesen Spuren. In ihnen verdichtet sich die Zeit.

WL: Ja, ich habe meine Steine ca. alle zwei Wochen eingeschmiert.
Und jetzt schicke ich sie bald nach New York zur Ausstellung. Aber
ich habe denen von der Galerie schon gesagt, dass das weitergehen
muss, dass sie alle zwei Wochen die Steine einschmieren sollen. Die
Zeit ist wichtig, um da Tiefe hineinzubringen. Auf der Einladungs-

karte ist ein Foto von dem Steinbruch in Siidindien abgebildet, in
dem ich arbeite. Der Titel heif3t: ,Artist’s Studio in South India” Ich
finde es einfach schon, dass solch ein Schaffen viel breiter gestreut
ist und nicht einfach z. B. in einem Super-Loft in SoHo stattfindet.
Das ist viel offener bei mir, es geht da um viel, viel mehr. Zu den
Steinen gehort dann auch noch Reis. Dieses Schwarz mit dem
weil3en Reis, das ist unglaublich, was da passiert.

PL: Haben Sie denn Pléne fiir weitere Projekte, die Sie noch verwirkli-
chen méchten?

WL: Ich wiirde gerne an verschiedenen Orten der Welt Kunst-
werke realisieren, die zusammengehoren. Bisher denke ich an
drei Arbeiten. Eines wiirde ich gerne in Amerika machen, z. B. in
New Mexico, eines in Indien und eines in Tibet, und zwar sollen
die so vom Inhalt und von der Idee her miteinander verbunden
sein, dass sie gewissermallen ein weltumspannendes Gesamt-
kunstwerk bilden. Ich habe auch schon konkretere Vorstellungen.
Bereits in den 70er Jahren habe ich in Konya, in der Tiirkei, eine
eiférmige Skulptur fir das Grab des Dichters und Mystikers
Dschelaladdin Rumi gemacht. Eigentlich ist das eine ganz traditi-
onelle Skulptur, man denkt zum Beispiel an Brancusi. Aber schon
damals war es meine Idee, dass das nicht meine Form ist, das Ei ist
ja eine universelle Form. Ich habe sie ganz bewusst gewahlt. Und
dabei hatte ich damals schon die Idee, in Indien ein sehr gro3es Ei
von mehreren hundert Steinmetzen anfertigen zu lassen.

PL: An welche Gré3endimension muss man dabei denken?

WL: Vielleicht 10 Meter, 15 Meter. Ich wiirde das wahnsinnig gerne
machen. Das ware dann wirklich eine Skulptur, die nicht von mir ist,
ein Weltenei, oder wie man in Indien sagt: ein Brahmanda.
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ULRICH RUCKRIEM

Conversation with Peter Lodermeyer

Ulrich Rickriem studio, Cologne, Germany,
19 September 2007

Ulrich Riickriem (* 1938, Germany) has been considered one of the most
important stone sculptors since the late 1960s. The form of his works results
from the structural combinations of working processes. Lives in Ireland.

This interview requires a bit of an explanation. Around two weeks prior
to my visit to Ulrich Riickriem in Cologne, | wrote him a letter. After this
we phoned back and forth a few times to fix the date. What I did not
know was that Riickriem was busy with a conceptual work aimed at
bringing his work as an artist to a logical end. These works are based on
a grid of 7 x 7 horizontal and vertical lines. 7 points are entered into these
in a way that each horizontal and each vertical are only used once. The
lines connecting with each other result in figurations that Riickriem is
fond of designating as ‘birds. In this difficult existential situation where
an artist is involved in preparing his artistic finale, it was not only impos-
sible, but also seemed inappropriate to pose pre-formulated questions. It
seemed to make more sense to go along with the artist’s need to com-
municate, for all his jumps in thought, interruptions, and deviations, and
to document his statements—granted a selection of these. Also the fact
that Riickriem intermittently tended to break out into English in order to
address the Japanese photographer, who was accompanying me, is part
of it. In my opinion this appeared to be the best possibility for doing jus-
tice to Riickriem’s candid, direct, and straightforward nature.

Ulrich Rickriem: I am doing an exhibition, work that others can con-
tinue. Read this out loud.

Peter Lodermeyer: (reading) “Lines, dots, and surfaces are the basis of a
drawing. These may be realized on many picture carriers, in random places,
in the most various materials and techniques, individually or in groups,
black on white or in color. Positive or negative, over or next to one another.
The curator can spontaneously choose among these many possibilities
according to what he or she finds appropriate. Once he has understood the
rules that are fundamental to the work, he can develop or roll the dice for
the respective figurations himself. The picture carrier: paper, all sorts and
sizes; the walls: wall painting, directly applied or on a foil; the flooring: foils
or rugs; the ceilings: ceilings painted directly or on foils; the windows: trans-
parent foils; the canvas: printed; the print: as graphics or in a book.”

UR: Do you know what there is? This work has been precisely defined
in words. That is the crazy part, an exhibition only has such a text.
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Then | can say: “Here, this figuration!”, which | can then use. If you

have a wall, and divide the height by four, divide the width by four,
then the surface is thus reduced to a sixteenth. This would be the
point of departure, and everything that was beforehand (in my
work), approaches this point, and departs from this point now to
enter the figuration. That is the goal of my work. It is as if Lao-tse
would have said, if you take steps and they lead nowhere anymore,
then you have to stop, and change your direction. Otherwise you go
crazy, otherwise you make a fool of yourself in front of yourself. The
others are not so important, do you understand? Therefore you have
come to me at precisely the right moment. When, for example, you
write to me that | am a minimalist—I have never been one, and this
is something that hardly anyone has ever understood.

PL:But | did not claim this. | very cautiously ventured that | am interested
in artists who work with ‘minimalist’ characteristics.

UR: It doesn’t matter. At any rate, it isn't quite right. It looks that way,
because it is so simple, what | used to do with stone. | really did not do
anything but split something and then put it together again. | divided
something and reassembled it in its original form—which is, basically,
really stupid (laughs). You then see what has been done to this thing
and you can retrace it. Back then it was important to me that you
could comprehend a sculpture, and a work of art in general. That was
a political demand. After Tachisme, namely, we could no longer stand
this kind of art. We also couldnt stand Joseph Beuys. | never could
stand him because of the way he acted—always pointing a finger—
and then he told us how we had to live and think. The influences of
Rudolf Steiner. Well, | just can’t bear it. You can't go along with it if
you want to be free, you know. Somehow it is something very
bad. Back then | spent a lot of time with Blinky Palermo. We practi-
cally lived and worked together, for a long time.

PL: You shared a studio.

UR: We really did everything together. We helped each other out, just
to even exist. And that was great. | will never forget that for as long
as | live. Even though Richter and Polke are portrayed as being so
great, for me Palermo was the real painter with depth. That’s why |
take my works again to the wall, because the most beautiful things
Palermo did were his wall works. Unfortunately they do not exist

anymore. In Berlin | had a large exhibition in the Nationalgalerie. It
was like the Eight Queens Chess Problem. That means, you move
around all the elements as if on a chessboard, so that they are all
unable to beat one another, if you are dealing with the queens. There
are 92 variations of this. That is a given. That comes from the game.
The best things always seem to arise from things that make no sense.
Everything that somehow makes sense has nothing to do with artin
the first place. Whether there is religion behind it or anything else. If
the Pope wants to know the truth, and acts as if he knows it, this is an
outrage. It doesn't exist, truth. | would like to see the truth once.
| find it beautiful when | study Taoism—a kind of speechlessness
comes about that is accepted. Most important is actually the speech-
lessness, and this work here is speechless. The seven points here... It
was too much of an effort for me to always look for the center point,
so | shrunk the field to 7 x 7, and no longer 8 x 8. Then | have points of
intersection. There are 40 variations. These are the constellations [he
shows various constellations in his studio]. That one there is more or
less unborn or that one just born. Now that becomes the bird. | only
deal with what | see and say: Oh yes, that could be a bird. Do you
understand? Now comes the next point. Now | let the bird die. Now |
let him fly its feathers off, then what is left is only the body, and then
it is dead. Therefore, from birth to death, that is the abstraction of
thought in the aftermath. Look, that is the bird, and those are all of
his brothers. There are 2050 of them, only from one constellation.
And there are 40 constellations. Then | reach a sum of 600,000. When
you have grasped the rule, you can do it yourself. You can do the
whole exhibition in a room, on windows and doors. You can lay a rug
on the ground, and you can do infinitely much. That comes from
sculpture. In the Berliner Nationalgalerie, there you have the 40
plates. That is where this comes from. It has so many constellations
that the possibilities extend into the billions. And every 5 years they
have to lay the plates down differently. When | am 70 it will be the
third time. Then all those people in the art business can forget me. |
won't show up anymore anyway. | don’t want to see the people any-
more. | can’t stand them anymore. Go ahead and write that. | am sick
of the whole shitty art market, the whole shitty art business. You just
can't imagine how bad it is. You guys are still young, but you'll see: It
will get even worse, count on that. Just look at the Documenta, or
the Biennale. You can only hope to find a very quiet corner and be by
yourself, so that you don’t have to deal with it anymore. It has all dis-
solved. When an Englishman comes along and makes the world’s
most expensive work of art...

PL: The diamond-encrusted skull by Damien Hirst...

UR: ...and then he acts like he sold it. Then he buys it himself again,
that is just stupid. No one can believe that anymore. But basically, he
hits the nail on the head. That is what is deep inside, this commer-
cialization. All the constellations you see here, everything that
emerges, they get given away. That is my reaction to it. You can’t buy
them any longer. You can only be given them as gifts. | just don't
want to anymore. Do you understand that? This is an essential factor
in the whole thing. This is why | am getting out. | just don’t want to
any longer. | have named this constellation Icarus that | am making
for Kasper Konig [Ulrich Riickriem: Icarus. Museum Ludwig, Cologne.
14 December 2007—30 March 2008]. | found a configuration where |

thought, that is an Icarus. There are the seven points, | connect them
and then | have the surfaces. And then all at once a very small head
comes about. There are the wings, and there are the legs. That is the
human, that stupid idiot... That is everyone having to do with art.
They all have such a small head (laughing). Downstairs, when you
come in, that’s where they will be put on the windows. The windows
are so important for me because | have little to do with the museum
itself, because the window is the skin between outside and inside.
| have, so to speak, dug my own grave by making things that you
always have to put together again because they will get broken oth-
erwise. | have to build them so that they always have the same light.
Otherwise they are no longer the monoliths. And then | have to have
a room, otherwise they get drawn on and who knows what else. And
that is why | have always been dependent on rooms. | have also cre-
ated many rooms myself. But it is true: There is no use believing oth-
ers can think along with you, feel it together with you. So everything,
no matter what you make, though granted not sentenced to death,
nevertheless it can't last because it has been placed so meticulously
to the point. Just take the work in Bonn. They just suddenly go and
put little pebbles beneath the stone so that grass won't grow there.

PL: You are referring to the Heinrich Heine monument?

UR: You know, somehow it is dumb to make a monument to Hein-
rich Heine because he said, better to read my books, then you don’t
need any ridiculous monuments. There is this teeny-weenie trick.
They almost took it away from me, and | had to fight to keep it. The
writing has been blasted into this polished stone. | had split it twice
horizontally and then cut it again like that and again from the front.
So this disk opens up, polished. You can close it again. There is really
a door. You can only see the writing when the weather is right. If it
rains, it's gone. The dampness takes away the writing. And that’s the
good thing about it. It's like schizophrenia. The most important
thing is actually that any sculpture can only remain in a public
space, in my opinion, as long as the environment is suitable. 50% of
a sculpture in public space is the place, anyway. There are only a few
artists in the world that work with place. If the place changes itis a
damage of the sculpture... | had to do a sculpture in front of a bank.
So, | closed my eyes and said okay. There was the building and here
the entrance. And next to the entrance | could place the stone.
That'’s like in Japan and also in other cultures: the stone is pushing
away the bad ghosts. So, no bad things can come through the door.
That's a very old custom. | didn't know that. Always when | asked
where do you want to place it, the answer was: next to the door. |
didn’t know why. Until | went to Japan one day and did a little
research and saw how important the entrance is.

PL: Your configurations function like a machine that produces forms.

UR: That is a machine that makes these things, and you stand before
it, astonished. What is perhaps the most important thing: | did not
want to do something about which someone says that the one thing
is more beautiful than the other. | can well understand it when some-
one says this. It is normal. Something gets activated in your brain that
you have already stored. When you say “structure”—if you can use
such a super-word, then these are structures that are at the root of
this. There are many aspects | also have in my work. For the works in
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stone, there are the four basic forms. You can actually derive them all
from architecture. First the pillar. Then the disk slice, which is really
nothing more than a wall, the disk standing or lying; what lies is the
floor or ceiling then. Next comes the block, the cube, which actually
contains everything. At the end | have now made two works where |
no longer enter into this volume, no longer cut, planed, or polished it,
but only split it. | have varied the placements of how they have been
put together. There are around 25 to 30 possibilities for placing them.
This is now on display in my museum in Sinsteden, one of them. It is
also an end-piece. Split once, cut once. Thus, it all amounts to goals in
my last work. When | say “last’, it is not dramatic. The reason, | know
now, lies in the work itself. You really can't make anything for a certain
place and then keep this place for all eternity. The place is always
going to change. | have to deal with that, with the fluctuation of
changing time and nature. Nature takes away some of it, after all.

PL: That is precisely our topic, time. Time, space and existence.

UR: Yes, and it is also very important to realize this. This is why | no lon-
ger like to go to museums so much, because museums do the exact
opposite. Actually it is a conservation of ideas, something the Futurists
opposed back then. But of course, you can always go into a museum
and learn something you need at that moment. There are always
excuses for why museums are still important, and devil knows what...
I don't need it anymore. | no longer like the museum atmosphere.

PL: But you made all those works. They are also worth preserving...

UR: That’s what'’s so crazy. You can't understand that, you just can't
get it into your mind. When a man like Sol LeWitt died, he did so very
many walls. Then | can understand why he made so many of them.
He couldn't help it. It was like a motor for him. | really liked him. Sol
LeWitt was very nice. And who is also nice is Niele Toroni. He is won-
derful. What he did for the walls (at the Museum Ludwig), above the
elevators, is just right. This raises again the issue of location. He
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bought up all the brushes he could find. All kinds of brushes, the col-
ors and then the differences between them. There are a lot of possi-
bilities within the reduction. It's the same with this here, there are
600,000 possibilities. I'll make you one today. And then you will see
how easy it is. | do that every day. It's a kind of meditation. And then |
listen to music, to Bach, always the same, the Goldberg-Variations.

PL: I always ask myself why so many artists show such reverence for the
Goldberg-Variations. Probably because they are so clearly structured.

UR: It isn't only the Goldberg-Variations. | have nearly all of Bach’s
works. And besides, Telemann was even more gifted mathematically.
Bach was not so good in math, but he had it inside of him. He had a
lot of children, lots of trouble. But back to the basic forms. They are
all ashlar blocks. The only exception is the wedge form that comes
from stone quarries, where | began. And then there is another nice
thing, and that is why | am so happy that the birds come automati-
cally—because of Brancusi. There are such wonderful works by Bran-
cusi. | built doors like he did. | made a table, | accompanied his infi-
nite column with a finite column. | do all of this with my processes,
i.e,, the splitting, cutting, and removing. Never adding anything.
When | take away something, you could restore exactly what |
remove back to its place. So there is a repeated return to the begin-
ning, and here (with the constellations) it applies as well, from black
to black. The last ones are totally black then. This is what fascinates
me the most. You have the Zen-Buddhism, it depends on Tao. Tao-
ism. Lao Tse. Nobody knows really when he lived. Nobody knows if
he really existed. It doesn’t matter. All he made is this book, Tao Te
King. And that is fantastic. When you do something at the point and
suddenly you come to a smile. The only thing you can do is the lotus
flower and smile (laughs). That's all you have to do. There is no expla-
nation anymore. And then you are really happy. And | would like to
go there. But before that | have a lot to do. | don’t want any more. |
want to go to the park and play ping pong with my son.

PL: In the article you say you can also make constellations with color. Does
this work? In black they have such a clear, graphic structure, but in color?

UR: Yes, someone who really understands color is going to have to do
that. So, if someone comes and says, | want that in color, then that's
what he gets, then that is what he can do. This is the very last possibil-
ity: By going to a gallery or a museum and having the space shrink to
a certain dimension. Then you have shrunk the space, very compactly.
Then you do this work, and then it is closed with graphite. Then you
begin the exhibition almost as if you were in a cage, and you are inde-
pendent of the exhibition conditions. This would then be the last exhi-
bition | do. The basis is always the shrinking rectangles. That shrinks in
space and that shrinks inside the room. And then comes the thing
with the squares. These are the divisions of the square, and that is the
bird. This will be my last exhibition and then | am even independent of
space. This is what | do for the space—and then | am gone.

PL: So your intention is to pack everything up, like that legendary Chi-
nese painter who disappears into his picture at the end.

UR: Yes. It's a long way in sculpture. At first, there was God on top of
the column, then the king, later the bourgeois, the most important
people of the so-called democracy. Now it is empty. There is an exhibi-

tion going on in Frankfurt at the moment, | think. [Taryn Simon: An

American Index of the Hidden and Unfamiliar, Museum fiir Moderne
Kunst Frankfurt, Germanyl. There is something very interesting about
when people are going to die, then they sign a paper to have them-
selves preserved so that they can be woken up to life again in 100
years. They give them an injection and then they can wake up in 100
years. They believe that in 100 years the human race will be able to
bring somebody who died back to life. So, they give them all kinds of
treatments, their bodies will be in ice, and all kinds of things... It costs
a lot of money. It's amazing. And she [Taryn Simon] as an artist, took
photos. It is interesting, she loves to do that. Do you have to be an art-
ist to do that? ‘That’s the question. To see that in a photo as art, that’s a
question for me to stop. | always had the feeling that art destroys
itself. This is also a function of art. It might be that this is also present
inside me. Maybe it's in myself, too, that | don't like me anymore. It
could be that | don't like my art anymore after a while because | get
bored with looking at my art. So, take it away from me. It's vanishing,
it's gone. | don’t want to be cynical. Maybe it’s nice. It is something like
when a doctor helps someone, although he knows he is dying, it must
be something like that. When the doctor helps somebody to survive,
for a moment it's fantastic. But the patient still dies. Haha, what
bullshit. You live a little bit longer but you are going to die. Another
interviewer will come on the 15" and after that | will not give inter-
views anymore. | no longer want to. This is the next to the last time.
You do things you think are logical, honest, and clean. This is very
important. But you can’t maintain this, because it can’t be done, since
there is far too much dirt around. You can only catapult yourself away,
take yourself away, become ever less. This is again an example of the
fact that you really only produce a formula anymore for an exhibition.

PL: 1 find it intriguing to see an artist at the point where he says: | am get-
ting out of everything now. When you say you no longer like your art, this is
apparently an exaggeration. What did making art mean for you after all?

UR: It was a dream. A dream! It was wonderful. | was able to live like
others have lived. So, at the very beginning | admired Brancusi and
Lehmbruck, at a time when | was doing the heads, figurative things.
Later there were the Constructivists. Then | met good people,
Albert Schulze Vellinghausen, who took me along to Paris. Then |
met Giacometti. | never went to art school. When | entered a stone
quarry for the first time, immediately—because | was a stone-
carver—I found the material most suited to me. This was a return to
my beginning. The moment a stone is broken out of the rock is
really the most interesting. After that | dont do much to it. This
then, was my work. And then the place: where something stands
and how it stands. And then there were the themes arising out of
that. And now | have finished. | have worked through the themes.
Now | can really only repeat myself. Of course, | could still do some-
thing particular for a very particular place. That would still work.
But not necessarily. | also have enough money. | don’t want to earn
any more of it. Now | can disappear. It is also my private matter. | do
not want to put the blame on all the others. Do you know, it is really
very interesting. It is already inherent to the thing that it has to
stop. Now, for example, | can learn to play piano. Why not? In Octo-
ber someone is coming to teach me to read notes. That would be
nice to someday play one of Bach’s fugues on my own. | can also
continue to do these drawings | am now making until the end of
my life. | can do that as well. But | will never sell them.

PL: Won't you miss the work in the stone quarry, breaking out the stones?

UR: That was always nice. But | have seen it a hundred thousand
times. This would be the wrong kind of romantic. You know, if you
speak the Tao aloud, you no longer have it. That is highly interest-
ing. If you want to do something very contemplative, you will
never accomplish that. Because this is something lying nicely in
the dark and it very simply may not be spoken out. Art begins
where it may no longer be spoken out.
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HENK PEETERS

Conversation with Peter Lodermeyer

Peeters’ home and studio, Hall, The Netherlands,
26 November 2007

Henk Peeters (* 1925 in The Hague, the Netherlands). Together with
other Dutch artists, including Jan Schoonhoven, Jan Henderikse and
Armando, he founded the NUL movement in the 1960s.

Peter Lodermeyer: As you know, our topic is: Time Space Existence. At
our symposium in Amsterdam you spoke about time. But | think your
work perhaps has even more to do with existence. That would then be a
good topic for us to speak about today. The NUL group you belonged to
developed during the time of ‘Existentialism’ and has to do with typi-
cally existentialistic philosophy in as much as you could define your own
existence, choose your identity (?) in this postwar situation. There were
no obligatory traditions and—this is probably the sense of ZERO as
well—you had to begin at NUL, the point zero.

Henk Peeters: Yes, and we also thought it was the end of an epoch,
that was it. Painting itself is over, the museums are over, and of the
feeling was a bit like a new Futurism there. Such thoughts were
strongly present, and also there was the fact that we had to start to
find new collectors for art, a different art for art-interested people,
because around painting there was only a very limited, not a very
far-reaching influence there. And we thought, we will begin now to
change architecture, politics, everything. We no longer remained
limited to pictures in the sense of painting.

We, the Dutch, had a lot of things in common with the Germans, since
we also wanted to start new again. And the Italians had the same feel-
ing. With the Italians we even had, | think, our first connections, because
Lucio Fontana, Piero Manzoni and Enrico Castellani exhibited here with
us at a very early stage. So we met them like that and we became friends
with them. For me it was easiest with the Germans, because | could
speak directly with the people, the Germans hardly spoke French. In
Disseldorf Alfred Schmela, the gallery owner, was very important. He
began to exhibit Yves Klein, Manzoni, Castellani, etc. And then there was
Udo Kultermann, the director at that time of the museum in Leverku-
sen. He was always up to date; in those days he made the exhibition
Monochrome Painting in 1960. The Dutch did not participate in that
exhibition, but many Italians did. The notion of what was behind it at
the time always changes. Naturally the epoch does not change, but the
opinions about it change constantly. History functions that way. It
always changes; each day one sees it differently again.
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PL: That means one must interpret history again and again, from a

changing temporal perspective.

HP: Yes, and that was important for us: we wanted to have influence
on the creating of our new society. We really thought a new society
would come; the revolution is not so far away, we thought. In that
post-war period most of us were members of the communist party,
and we thought: Now it will start! | was also in that party, up until the
very end. [1989 the CPN entered an alliance with GroenLinks (Green-
Left) and was dissolved in 1991].

PL:1am interested in the connection between your work and the topic
of existence, because | think, after the Second World War, when there
still was no functioning art enterprise, if you decide to become an art-
ist in such a situation, you must make an existential draft neverthe-
less, you must focus all power in one direction, without knowing
whether everything will work out.

HP: Yes, you risk a lot. Therefore most of us still had another occupa-
tion. You had to make money. Armando worked as an editor at a
newspaper, Jan Schoonhoven worked at the post office, and | taught
art history at the academy. We had to earn something, because sell-
ing art was very difficult. No, to be able to live from our art, that hope
we did not have. Today already young artists directly begin having
exhibitions in order to make the press. | think it should not be done
like that. You should begin with something different than the goal of
success or influence. Art must face the society hostilely; you must
want to change something and therefore you should have another
opinion. Art develops through resistance. Even if some of us later
earned well, commerce was nevertheless for us a completely unin-
teresting side of it. We wanted something of that to be seen, of what
we were searching for, what we meant.

PL: I recently met with Wolfgang Laib. He told me: "I am still of the
opinion—and this may sound horribly naive: Art changes the world.”
This impulse to be able to change society through art, how long did
that last for you?

HP: (Whispers) Up to today! Laib is right, but it takes a long time, it
does not go so fast. But it always continues, there is still so much that
we do not understand, so much we do not know. That has to be dis-
covered nevertheless. That is how | see art: as something that moves,




not as something static. And art has never been like that. In the
whole history of art it always was about development, there has
always been change, always something new.

PL: What role does humor and irony play in your work?

HP: A very large role. Without them one could not live at all. Relativat-
ing and ironizing are an important part of art. If | am annoyed about
something, humor is the best solution to put the annoyance right.

PL: What annoys you in art, in the realm of art or in our society?

HP: Not being free. The fact that there are always powers, which sup-
press us. We must always take care to show that: that there is sup-
pression. Those are our enemies. People who abuse their power, yes,
they are my enemies. Therefore we also began intellectually with
Marx and Engels, with the theory of the struggle of the classes. It still
exists; unfortunately the suppressed ones no longer easily under-
stand that they are suppressed. Think of George Bush: that people
let themselves be suppressed in such a way, that they hardly have an
opinion of their own anymore. It is not the question whether the
opinion is correct, but we must nevertheless always have the free-
dom to express another opinion and with that be able to show that
everything can be seen relatively. It bothers me, if that is not possi-
ble. And that does not really exist anyway, because there are always
the ones who possess and the ones without possession. And | stand
at the side of the ones without possession; | have to think of them:
which possibilities are there to change this?

PL: In the 1950s and 60s, was Sartre important for you then? After all,
Sartre was the philosopher of personal freedom, the freedom in the exis-
tential life plan.

HP: Oh yes, of course Sartre played a large role. And what came phil-
osophically after that in France, likewise had a large influence. For
example, what Michel Foucault wrote about the structures of power,
is still important to me. And in Germany the Frankfurt school—Hork-
heimer, Adorno etc.—that always interests me, even if | am not so up
to date any longer with philosophy.

PL: If you say, you are on the side of the suppressed ones, the ones with-
out possessions, is that at all readable in your work, or is that also only
perceivable for an intellectual elite?

HP: I always tried to have a distance in between. We do not always
have to identify ourselves with our own ideas in the work; the work
does not always address that. The problem is also: | never liked politi-
cal art. That anyhow is not the way it goes. Art has a completely dif-
ferent voice and completely different possibilities than politics has.
The politicians also never understand anything about art, that hardly
interests these people.

PL: Do you know the phenomenon that you are surprised by your own
art, that you do not understand your own work, or that only with large
time delay you can see what you have been making there?

HP: | can only say that the meaning of my work always changes, also
for me. | always see my work differently. The objects remain the
same, but my opinion about them changes. From the ZERO works |
hardly saw anything in the 90s; those are all gone. | have almost no
old works anymore. And in the long run | destroyed also too much.
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PL: Destroyed? Really? Were you too self-critical there?

HP: Yes. That also simply became too much. That is the big problem: it
multiplies. Each day | have a new idea. As soon as | open my eyes, |
think: ,Hm, again a good idea”, but there one must be very careful. If
something comes out of it, you ask yourself: where do you go with it?

PL: After the Ecole de Paris in the post-war period New York was the cen-
ter of the art world. What meaning did American art have for you?

HP: Mark Rothko and Barnett Newman were the most important for
me. Pop art amused me. That is nevertheless a beautiful critical atti-
tude, not being against it, but to participate. But the Americans had
a very big influence in the museums. Amsterdam was totally influ-
enced by America in the 60s and 70s. Giant formats, giant prices and
nevertheless well sold.

PL: Was it important for your existence as an artist to be part of a larger
group? Usually as an artist you find it important to differ from others, to
have an unmistakable identity.

HP: The group was the only possibility to realize something. For the
exhibitions, transport, insurance, etc. you needed money. From the
museums there hardly came any support. Thus we had to do that by
ourselves, and together with three or four friends you could create
more than you could alone. Later you could see that what had
appeared to be a group, was in fact completely different artists. And
it should also be like that, we were completely different humans, but
we nevertheless had a connection in our art, at least in the 60s, after
that this developed in a completely different way.

PL: Could you at least convert a little of what you had as hopes and uto-
pias into society, into the institutions?

HP:1do not see that. | saw it in the 60s and 70s in art education. Then,
there was a fast development, then we had success, we saw new
things, new ideas, but later, in the 90s that changed again com-
pletely. Then they made traditional paintings again. But that also
passes. What surely changes, is the way of creation, in design in the
last century Bauhaus had a big influence. But with pictures... | am
still mostly interested in what one calls the 'new media’ It began with
photography, with film and video and nowadays it also continues
with computer art. In this sense there is still something to discover. If
the media change, new ideas show up as well. For example, with the
Venice Biennale (2007) you again see many new things, that have
something exciting after all. And you also see that no longer hap-
pens very much in painting.

PL: We have—more indirectly—dealt with the topics time and exis-
tence. How about space, was that a topic for you?

HP: Space always plays a role, but a topic? What has always been a
topic for me was contact, touch. It is that, with which we begins,
when we come into the world, we discover the world by touch.
| thought, there was the beginning. That is always important in
my work: that one can touch it. That is also why the materials are
so important. | discovered that only late, and now | am trying to
build a philosophy around it. | ask myself, where this side in me
comes from. Touching itself is something very important, also the
cowskins have to do with that.
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PL: The skins are ambivalent for me, on the one hand funny and ironic,
on the other side they are somewhat tragic too, because, in order to
make this work possible, in the end an animal must die for it.

HP: There is still another side to it, but only very few know it (whis-
pering): | am vegetarian. And every time | look at a cow, | think: Oh,
what is your purpose here in life? To eat and to be eaten! When we
see how cows are kept, also pigs or chickens, there are thousands on
top of each other, they no longer get to come outside.

PL: Perhaps we could return to the subject of the artist’s existence one
more time: to be an artist is a completely different kind of occupation
than, let’s say being a civil servant or being a secretary. You do these jobs
for a while, and then you retire. But you are usually an artist for your
whole life, until you die.

HP: And here we have only spoken about half of my occupation. |
am not only an artist, | am also a psychologist. | also studied it in
Leiden, and | worked in psychiatry there. Today | still work as a psy-
chologist, for an association for sexual reform. We were founded
over birth control. It began like that, then offices were established
for consultation about sexual problems, and now we have well
over 7,000 inquiries per year over the Internet. It is mostly children
and young people, who contact us there. And the most beautiful
thing is: most of them have Arab names. | think that is very impor-
tant, because that will become the next revolution. Those young
people begin to think about such things. They have very practical
problems, of course: they don't ask philosophical questions; they
want to know how it is with prevention, etc.

PL:Is there a connection between your art and your work in psychology?

HP: Yes, the liberation. As it is possible in art, it is also possible in life.
If you are suppressed... These children are all suppressed, and we
are as welll There is always a system or a Pope standing behind it—

and they suppress our freedom. To convince the people that they
must free themselves, that is in art as well: you must free yourself
from what others prescribe for you. You must question things. Sexu-
ality also begins with that. Sex is not only there to put new children
into the world, it is also a possibility to connect with people. | con-
sider that to be a very important possibility.

PL: According to Sigmund Freud, Eros and Thanatos belong together.
Has death been a topic for you?

HP: That will come (laughs). In art? No. | think, it will continue always,
even if | am not any longer present. It is a continuous development.

PL: Do you think about what will become out of your work later?

HP: Something will always re