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conceptual appropnaton

are so labeled at least as much hecause
their work is a repiay of their Conceptualist
forbearers as because of their confidence in
the great ideals of historic Conceptuat Art—
the primacy of language and the struggie
against the reification of the art object.

The most obvious example of this is provi-
ded by the work of Mario Garcia Torres, for
example What Happens in Halifax Stays in

: .. Hatifax {in 36 Siides) (2004~06), an enquiry
"into a secret piece by Robert Barry, and

gven more Sing Like Baldessari (2004}, a
karaoke version of LeWitt's 1968 Sentences

“on Conceptual Art with the additions and

repetitions from Baldessari Sings LeWitt
(1972), a video in which John Baldessari

sings LeWitt's famous text. But since with
Reena Spauiings, Bernadette Corporation
and Claire Fentaine the subject was artists’
collectives, here we should mention Conti-
nucus Project, should also be mentioned,
whose activities likewise iliustrate the double
dialectic of the blurring of roles and statuses
and the choice of reproduction over produc-
tion. Continuous Project is a group whose
members include the art critic Bettina
Funcke, the graphic artist Joseph Logan and
the artists Wade Guyton and Seth Price.(9}
Their original opus, Project # 1(2003), rather
significantly consisted of a photocopy of
the first issue of Avalanche (1970-76), the
legendary New York magazine put out hy

¥ade Guyton. Unirtied. 2008, 17, 5 x 12, 5 om. (Court. de Marustel. Epson DURABrite ket on book page

Liza Bear and Willoughby Sharp. Does this
reprint furn the artists into critics or the critic
and graphic artist into appropriationist
artists? In any case, the paratext of an
artwork, its printed reproduction, now seems
to be not just the counterpeint of critical
discourse, but aiso the background against
which contemporary figural action stands
out. The remarkabie Printer Drawings
Guyton initiated in 2005 present Photo-
shopped motifs printed on pages from books
bearing illustrations of artworks.{10) Thus
our time bears witness to the singular and
mutual overfapping of the logics of concep-
tual and appropriationist art. Take, for exam-
ple, Le Plein (shown at gb agency, Paris, in
late 2008), a digital print on a wrap-around
sheet of paper by Yann Sérandour listing all
of the objects assembled for the reconsti-
tution, on the occasion of the Hors limites
show at the Pompidou Center in 1994, of an
eponymous Arman piece. The concept here
is that of the already-existing artwork.
Weiner's third sentence, like the second,
needs to be completed: the piece need not
he huilt because it has been already.

Translation, L-S Torgoff

(1) Lawrence Weiner, “Sentences on Conceptual Art,”
Statemenis, Louvis Kellner Foundation, 1968,

{2} Karl Marx, Collected Works, Capital, vol. 1, New York,
International Publishers, 1996,

(3} Bernadette Corporation, Reena Spaulings, Boston,
MIT Press, 2005. Bernadetie Corporation is a multi-
disciplinary, variable-membership collective founded in
1994. Pivotat members include Joha Kelsey (co-direc-
tor, with Emily Sundblad, of Reena Spaulings Fine Art
galiery), Antek Walzcak and Bernadette van Huy,

{4} The "French branch” of Readymades beiang to
everyoned, founded by Thormas in NYC the previous year,
(8) Philosopher Fulvia Carnevale and artist James
Thornhill started Claire Fountaine in 2004, Reena
Spaulings Fine Art is its New York gallery.

{6) Action Directe was a radical organization that carried
out armed actions in the garly 1980s. The citation comes
from his description of life in prison: ”| have forgotten
what night is like. it's never dark In your prisons. We're
always under orange-haloed spoltfights, like the high-
ways in Belgium and supermarket parking fots.” (Jean-
Marc Rouillan, Je hals les mating, Dencél, 2001)

{7} See art press 354, March 2009,

{8) Historians will note the difference of method: what
Saint Phalle shot with a carbine in 1961 were nol bags
of paint that splattered all over blank canvases but
assemblages of objects and materials stuck in plaster,
with the paint-filled bags hidden behind them, so that
the impact of the buliets made the liguid gush out over
the whole three dimensional pieces. One could consi-
der that Guillaume Lancien not only revisited her tech-
nigue but improved upon it.

{9) Josh Smith and Kelley Walker regularly work with
the group.

(10} For more an Guyton, see Marjclaine Lévy's article
“Guytorn/Epson: Exceed Your Vision,” 20/27 no. 3, 2000.




FLASH REVIEWS

SINTA WERNER
. LONDON

Confronted by two large mirrors
that scemingly echo the exhibition
space, your first reafization is that
your reflection is missing, And
that you are not facing mirrors,
but a compiex three-dimensionat
architectural installation.

Initially,theeffectismesmerizing,
but a step further in any direction
reveals the trick. “Grey Arcas”
oniy works from a very specific
viewpoint and its charm has a lot

carefully plotting a spectacle and
immediately divulging her secret,
Visitors are left confused in this
deceptive example of Albertian
perspective, invited and tempted to
step, literally, through the looking-
glass. Beyond this trick, Werner
highiights the idiosyncrasies of the
gallery space in a {ascinating mise-
en-zbyme.

However, in light of the other
works in the show, “Grey Areas”
appeals more to challenging
everyday perceptions. A series of
photographs that combine collages
and images of mirrors reflecting an
interior also articuiate a fantastic
architectonic space. If' somewhat
fess convincing in their execution,
perhaps because they are a new
addition to the artist’s practice,
they nonetheless show a coherent
concern and a depth of refiection
that make Woerner an cxciting

to do with the fleetingness of the prospect.
illugion, as if Sinta Werner was Coline Milliard
CHANTAL AKERMAN

- LONDON

structural

The content and
elements of Chantal Akerman’s
works shown here slide invisibly
into a compelling consciousness of
viewing,

Towalknexttoone'sshoelucesinan
emply fridge (2004} is set across two
rooms. Sequences of handwritten
text from a childhood diary kept by
Akerman’s grandmother, a victim
of Auschwitz, drift throughout
the first reom, caught most readily
on two expansive semi-circular
screens. These sculptural entities

create a pathway to the second
room. Here further disclosures
from the diary unfold; the footage
is repeated across two side-by-
side screens, each a marginai
differential of the other.

This double image enforces the
closeness and tension between the
twe women depicted (Akerman
and her mother) as they unravel
their family history from passages
of the diary. In contrast to the
intensity of spoken conversation
Women from Antwerp in November
(2007) is compelling in its silence,
its stiliness amplifying codes of
gesture; that of women smoking,
framing a vernacular of machismo
concurrent with film noir. Nearby
is Akerman’s influential Hérel
Monterey (1972), describing in
concentrated and detached detaif
the archilecture and inhabitants of
a cheap hotel. These works affirm
Akerman’s importance.

Charles Danly

MATTHEW MCCASLIN
"~ -LONDON

Each work in “The World is
Turning” incorporates some form
of modern technology. However,
the works also pay homage fo the
natural world, cither directly, as in
the makeshiftshrine to avideoofan
cternally setting sun, or indirectly,
through a symbolic form.

The exhibition hums with the
drone of machinery and each
work is connected via electrical
cabies. In this way, McCaslin draws
paraliels between  technofogical

forms, while investigating the
significance of each.

Wallflower (2008), is made up
of several TV monitors, each
portraying a rapidly accelerated
video of a fower in the process
ol bleoming. The imagery is so
majestically contrived it could be a
screensaver On & Compuler, or even
a mathematically generated fractat
design. Intended or not, the effect
is here, and in the video of cows
grazing — under a black light —
McCaslin proves the diminishing
cffect of mediating the natural
world. However, his over-cool
treatment  of natural processes
suggests that this is just the point he
is trying to make. In intertwining
sunsets, TV monitors, black lights
and images of cows, McCaslin
portrays the natural environment in
a state of flux, and peril — perhaps
threatened by the pervasiveness of
human interventions.

Charlotte Bonham-Carter

constructions and natural life
REENA SPAULINGS
-PARIS

A photogenic display of canvases,
i light boxes {after Merlin Carpenter)
| reading “Die Collector Scum” and
! aruined floor using the remainders

of Wade Guyton’s previous show

at the galfery — the exhibition
i looks like an ironic summer group
! show. With a revolving stand of K8
! Hardy's postcards or a set of master
keys mimicking Claire Fontaine’s
work, the show presents Spaulings’s
¢ identity as multiple and shared.
' A series postraying the IndyCar
| racing star Danica Patrick (hardly

known in France) seems like a
tongue-in-cheek comment on the
fiction of Reena Spaulings and her
enthusiastic reception in Paris.

Its title, “Courbet  Your
Enthusjasm,” mocks fascination
for the avant-garde, recalls Larry
David's TV show Cwb Your
Enthusiasm, which depicts the West
Coast millionaire life of the former
Seinfeld author.

Spaulings’s show at London’s
Sutton Lane, “Bialystoker,” also
alluded to this type of comedy. As
the main character of Mel Brooks’s
movie The Producers, Bialystock
accidentally meels success with a
musical he has designed to flop;
Larry David’s everyday life is an
ordeal of embarrassing situations
and mean humiliations where
wealth and one-liners are of no help.
Anti-heroes for whom money and
fame aren’t myth and excitement
but misunderstanding ard farce.

Benjamin Thorel

Thorel,

Benjamin,

“Reena Spaulings.’
% g

> Flash Art Oct. 2008.



REVIEWS: REENA SPAULINGS

The popular US sitcomn Curb Your Enthusiasm, in which Senfeld creatorfexecutive producer
Larry David plays an exaqgerated version of his bipolar seff. is sorme kind of reference for the
exhibition Courbet Your Enthusiasm, which stars a consortium of dealer(s) and artist(s) operating
under the fictional guise of Reena Spaulings.

In fact, Reena Spaulings is the name of a gaflery, Reena Spaulings Fine Art. opened in
2004 in New York by John Kelsey and Emily Sundblad. The gallery tock its name from the
main protagenist of an epcnymous book coauthored by the members of the international
collective Bernadetie Corporation (which happens to be represented by the gallery). Kelsey and
Sundblad are also the primary instigators of fictional artist Reera Spaulings. Reena Spaulings the
gallery and Reena Spaulings the artist are interchangeable. Some artists that the gallery actuaily
represents may take part now and then in giving Reena Spaulings (gallery and fictional artist) a
body of work and an irenic spirit (rather than an actual definable style).

The ensemble of works exhibited at Chantal Crousel (ail work 2008) includes s lot of trash
(literally) and derision, and many (awful) paintings, celebrating Reena Spaulings's bipolar identity.
The gallery's walls are dressed up with recent additions to Enigmas, an ongeing series, begun in
2005, that features stained tablecloths stretched on the walls like paintings - the dirty remains of
past openings and dinners, whose hosts are named in the titles (Artforum, Brooklyn Museumn,
etc). A few paintings cynically revisit genres — such as stilt life, in Nature morte vivante, depicting a
dish of oysters (which are eaten alive, as we know) - or historical schools such as Poinitillism. in the
series Dans fa rue, New Museurn (featuring Pointillist representations of the New Museurn in New
York), Finally, two lightboxes have pride of place in
the middle of the gallery floor. The first, Courbet
Your Enthusiasm (AFA), illuminates a random
photograph of an artistic gathering scanned from
Colin De Land: American Fine Arts, 3 2008 bock
about the dealer Colin De Land, who died in 2003 E AS
and was known for his ambivalence towards the art :
market. The second, Danica, ifluminates the scan  GALERIE CHANTAL CROUSEL, PARIS
of an autographed photo of the American female 21 suwe - 2 auvcust
racing-driver Danica Patrick; it is an image of pride
and battle.

What, though, is Reena Spaufing’s battdler Is
it a battle or rather a cynical experiment to expioit
and celebrate the superficiality of a system that
attaches more importance to a work’s monetary
value than to its actual worth? While mocking
the dealerfartist relationship by unifying them
completely, Reena Spaulings never attempts
io redefine the market’s rules, How far can the
farce go? Violkzine Boutet de Monvel

Damica, 2008, Lighthox and Lwo
guratrans tacan of i auvtogropied
choto of the racecar driver
Danica Patricxi. Phote: O Fliov
Kleinefenn. Jouriesy the ar
Galewra Chantad Crousel, Paris

Boutet de Monvel, Violaine. “Reena Spaulings: Courbet Your Enthusiasm.” Art
Review Oct. 2008.



BESPRECHUNGEN

NEOLIBERAL GOTHIC
Uber Stephan Dillemuth und Nils Norman bei Reena Spaulings, Mew Yorl

Stephon Diliemuth, Nils Nerman, ,You have been misinformed”, Reena Spoulings, New York, Ausstetlungsonsichl

184

Mckee, Yates. “Besprechungen.” Texte Zur Kunst Dec. 2008.




Nach einigen kolluborativen Arbeiten, Aktionen und
projekten In den vergangenen Jahren haben sich die
Kiinstler Stephan Dillemuth und Nils Normun dies-
mal zu einem gemeinsamen Auftritt in der New Yorker
Galerie Reena Spaulings zusammengefunden, um die
wucherungen der kapitalistischen Krise in eine Instat-
|ation zu fibersetzen. In konspirativer Manier verfolgten
sie mediate Spuren und andere Hinweise fiir die aktu-
ellen geselischattlichen Verdnderungen und Bedro-
hungen — und bezogen sich damit nicht zuletzt auf das
Feld der Kunst selbst. ’

Neben abgetrennten Gliedmafen wurde dabei auch
die Frage in den Raum gestellt, weiche Moglichkeiten,
sich unter den gegebenen Umstéinden dberhaupt noch
zum Markt zu verhalten, vorhanden sind ~ und wohin
gin strategisches Jein flihren kénnte.

Neoliberal Gothic" — so kénnte man am chesten
den vorherrschenden Stimmungswert von ,,You
Have Been Misinformed”, der jlingsten Ausstel-
lung von Stephan Dillemuth und Nils Norman
bei Reena Spaulings, beschreiben. Diese Schau,
ein wahres Kompendium ruindser Riume,
abgetrennter GliedmaBen, schauriger nicht-
ticher Traumbilder und grotesker Ansichten
vampirischer Raublust, apokalyptischen lrrsinns
und irmlicher Verkommenheit, setzte die volle
Assoziationsmaschinerie in Gang, die sich mit
,Gothic" als einern historischen Genre verbindet.
Doch erwies sich die von Dillemuth und Norman
heraufbeschworene Diisternis als etwas voli-
kommen anderes als das ,,New Gothic”, das, mit
Vertretern wie Damien Hirst, Aida Ruilova oder
Banks Violette, einige europdische und amerika-
nische Kunststrémungen um das Jahr 2000 herum
kennzeichnete, Diese Tendenz, die von Kritikern
wie Jerry Saltz und Kurator/innen wie Shamin
Momin als vage millenarisch-9/11-geprigter Zeit-
geist verbucht wurde, dern es um eine Auseinan-
dersetzung mit ,dem Negativen, dem Melancho-
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lischen und dem Barbarischen” gegangen sein
soll, lieB} sich am treffendsten mit dem erkliren,
was Benjamin Buchloh einst als ,,Chiffren der
Regression" diagnostiziert hatte. Unter die-
semn Begriff wurden kiinstlerische Flucht- oder
Sublimierungsversuche angesichts krisenhafter
sozialer Bedingungen symptomatisch, die mit
Rickgriffen auf mythische, libernatiirliche oder
obskurantistische Themen einhergehen.’ Dille-
muth und Norman dagegen haben ihre Morbidi-
titsistherik in Form einer kritischen, wenn auch
letztlich zynischen Reaktion auf die gegenwirtige
weltweite Finanzmarktkrise und deren bald zu
erwartende Auswirkungen auf die &konomischen
und institutionellen Kreisliufe der Kunstwelt
formuliert. In den Worten der Pressemittetlung
zur Ausstellung: ,This is a credit-crunch, pre-
art-crunch extravaganza - don't miss it!” (,Das
Spektakei piinktlich zur Kreditkrise und kurz vor
der Kunstkrise ~ auf keinen Fall verpassen!™)
Eine so klangvolle Ansage wurde dann durch
die recht spirliche, wenn nicht gar drmlicke
Ausstellungsinstallatioﬁ Liigen gestraft. Im hin-
teren Teil der Galerie hing ein grofer, horizontal
angeordneter Keilrahmen von der Decke herab,
auf dem eine verbiasste, dem Anschein nach ver-
witterte Rasterstrukeur zu sehen war, bei der jede
Zelleinheit ein wechselndes Muster dreieckiger
Fitllformen aufwies, wodurch anscheinend eine
Art minimalistische, zugleich aber auch deko-
rative Wandmalerei wie aus den 1g70er Jahren
angedeutet werden sollte, Entlang der sonstigen
Galeriewinde war eine Reihe vertrockneter, aus
weiflem Gips gefertigter Baumstiimpfe sowie
zwei kleinere, vertikal angeordnete Keilrahmen
zu sehen, auf deren einer Seite sich schwach der
Abdruck einer Ziegelmauer abzeichnete, wihrend
die anderé Flecken unklarer Herkunft, Gips-



kreide-Spritzer und urbane Uberbleibsel aufwies,
darunter eine zerkniillee, abstolend wirkende
Dotlarnote. Die abgetrennte Hand einer Schau-
fensterpuppe war so auf die Oberfliche der ersten
Bildtafel montiert, dass sie sich & la Robert Gober
auf scheinbar unpassend surrealistische Art und
Weise in den Raum des Betrachters aussireckte.
Mitten in der Galerie stand ein bankartiges,
rechtwinklig angeordnetes Cbjekt aus schlecht
gestrichenem Sperrholz. Seitlich von dessen
oberer rechter Kante befand sich ein in Auflésung
begriffener, aus Gips gefertigter Negativabdruck
vom Winkel des L-Balkens. Bei niherer Betrach-
tung wies dieser Eck-Abguss kaum sichtbare
Abdruckspuren eines Kérpers auf, erinnerte damit
an die indexikalischen Verweisungsverfahren
postrinimalistischer Prozesskinstler/innen wie
Bruce Nauman oder Ana Mendieta und warf nicht
zuletzt die Frage auf, wer oder was an diesem
unklaren Tatort seine Beweisspuren zuriickgelas-
sen hatte.

Und diese Frage, die die Betrachter als
forensische Ermittler in einer Art abgehalftertem
Gothic-Mystery ansprach, war im Verhilmis zu
den zeirgendssischen Referenzen abzuwigen,
die im zentralen Teil der Ausstellung in Szene
gesetzt waren: drei aufeinander getlirmue, grofie,
uberalterte Fernsehgerdte, auf denen ein Loop aus
grotesken Portrits verschieden situierter Akteure
aus Wirtschaft und Kunst zu sehen war, worliber
wiederum ein Schriftband exotische Finanz-
markrtools wie ,collateralized debt obligation”
und ,.credit défault swap® erlauterte. Bei einem
der Portrits handelte es sich um angeeignetes
Filmmaterial von einem pseudopopulistisch-
apokalyptischen Live-Ausbruch des sich selbst
zum , Einzelginger” stilisierenden CNBC-Finanz-
experten Jim Cramer vom April 2007, mit dem
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er auf die sich damals abzeichnende Krise deg
Hypothekenmarits reagierte; ein anderes zeige
eine preisgiinstig produzierte Parodie auf Vicrgy
Pinchuk, einen ukrainischen Oligarchen und
WMega-Sammler” zeitgendssischer Kiinstler wie
Damien Hirst oder Jeff Koons, der sich durch
geschickte Ausnutzung des neoliberalen Priva-
Lisierungsprozesses Im staatseigenen Eisen- und
Stahlindustriesektor der ehemaligen Sowietéko-
nomie bereichert hat. Ein drittes Portrit galt il
Ruprecht, dem Chef der Kunsthandelsabreilung
bei Sotheby's. Im Video wird Ruprecht als eine
Art makabre Paul-McCarthy-artige Figur mit
schlecht angeklebter Pappnase und vom Kinn
herabrieseindem Blutrinnsal dargesteilt, die von
der Transzendenz des kulturellen und finanziellen
Werts , herausragender Werke zeitgendssischer
Kunst” spricht, und dies anscheinend gerade-
wegs von der Innenfenster von Reena Spaulings,
Die vierte Figur im Videoloop, von demselben
~Schauspieler” verkorpert, ist wohl so etwas

wie ein heruntergekommener Doppelgdnger der
Ruprechit-Figur, Der figt der falschen Nase noch
eine Pilotensonnenbriile, eine Truckermitze und
einen speckigen dunklen Haarmop hinzu. Man
sieht dieses zwiespdliige Schauspiel, bei dem er
wie unter Zwang vor dem riickwirtigen Fenster
der Reenz Spaulings Gallery auf und ab tigert und
schlieBlich, anscheinend unter groBen Schmer-
zen und an einen nicht ndher beschreibbaren,

in Luftpolsterfolie verpackten (Kunst-)Gegen-
stand gekralit, durch die gesamte Galerie kriech.
In einer anderen Szene spricht er direkt in die
Kamera, er gibt bauchredend ein Statement von
Damien Hirst zum Besten, bei dem von dem
~Konsortium" die Rede ist, das der Kilastler fir
den Ankauf von ,For the Love of God", seinem
beriichrigten diamantbesetzten Schidel, gebildet




hat, und dabei lisst er die zynische Bemerkung
fallen, das sei ,eine sehr demokratische Art des
Kunsiverkaufs". Einsprengsel zwischen diesen
Momentaufnahmen sind Nahansichten einer
diirftig verkicideten Zombie-Hand, die an einem
Blackberry herumfummelt, eine Replik auf die
abgetrennte Hand, die von der abgehingten Tafel
herunterbaumelt, zugleich jimmerliche Materia-
lisierung jener theologischen Figur der , Unsicht-
baren Hand”, die den Fond fiir das Imaginire

des , Freien Marktes" bildet. SchlieBlich sieht
man noch, wie diese Figur mitten in der Nachr

in unterschiediichen Stadien physischen Verfalls
ziellos durch Straflen, Treppenhiuser und tber
ffentliche Plitze des Finanzviertels von Manhat-
tan taumeit; die Figur changiert zwischen den
Gestaiten eines Obdachlosen, eines niederge-
schlagenen Manager-Vampirs, einer stidtischen
Big-Foot-Variante, eines ausgebrannten Bohemi-
ens, der in einer grotesken dérive umher stolpert.?
An einem bestimmten Punk: rollt sich diese Figur
in der L-formigen Nische einer minimalistisch
anmuterden Sitzbank auf einem &den Firmenvor-
platz zusammen, womit dann ein erzihlungsrele-
vanter Tipp zur (Nicht-)Identitit des entropischen
Kérperabdrucks geliefert wird, die im realen
Galerieraum zu sehen ist,

Mit dieser $zene wird kiar, dass Norman und
Dillemuth einem so etwas wie die von Robert
Smitksen inspirierte Verschiebung dieses archi-
tektonischen Orts — 77 Water Street lautet die
genaue Adresse — hin zum Nicht-Ort der Galerie
vorgefithrt kaben, indem sie die Betrachter in
¢ine Scheinruine eintreten lassen, die an die
kitnstlich gealterten gotischen Architekturele-
mente in Sanderson Millers berithmtem Land-
schaftsgarten in Hagley Park aus der Mitee des 18.
Jahrhunderts erinnert. Statt als Fragmente einer

fernen Zivilisationsepoche zu wirken, verweisen
die von Norman und Dillemuth angedeuteren
Ruinen allerdings weit eher auf die zuleczt aus-
gelaufene Ara der korporativ verfiigren , Kunst
im &ffentlichen Raum®, die einem im Vergleich
zu den obszénen, privat im Umfeld von Figuren
wie Damien Hirst verfiigten Massenspekeakeln in
threm verhiltnismafig aufrichtigen Streben nach
einem moderaten, guten Geschmack und einer
vermeintlich demokratischen Zuginglichkeit
licherlich naiv vorkommt.

Dillernuths und Normans Ehrgeiz lag darin,
eine schlagende Formulierung Fir die zuvor
erwihnten kunstgeschichtlichen Referenzen und
zeitgendssischen politisch-Gkonomischen Ereig-
nisse vorzalegen, indem sie in Szene setzten, was
Buchloh vieileicht als die , Embleme des melan-
cholischen Infaptilismus des Avantgardekiinstlers,
der seines historischen Scheiterns gewahr gewor-
den ist”, bezeichnen wiirde. In Buchlohs Augen
betraf das besagte ,Scheitern™ das Verhiltnis
gewisser zwischen den Weltkriegen aktiver, (und
in einern Analogieschluss auch) aus der Reagan-
Ara stammender Kiinstler zn progressiven Formen
gesellschafispolitischer Verinderung, Doch fiir
Dillemuth und Norman ist die von den Kiiast-
lern verfehlte historische Rolle weniger die von
gesellschaftspolitischen Katalysatoren als vielmehr
von zynischen Agenten des Marktes, die halsbre-
cherisch auf den Wellen kapitalistischer Ventures
surfen und jenen das narzisstische Spiegelbild
liefern, die auf die Rendite ihrer Arbeitskraft
spekulieren ~ von Grofsammlern wie Pinchuk
zu den Schmalspurkennern, die Monat um Monat
neu die Karriere des jeweils gerade aufblitzenden
akademischen Malereistars boosten.

Obwohl sich nun Dillemuth und Norman
eher diagfiostisch denn symptomatisch auf solche



Erscheinungen beziehen, stellt sich doch die
Frage. ob sie nicht ihrer eigenen Art des Zynismus
aul den Leim gehen, die darin besteht, die ver-
borgenen Verstrickungen dieser oder jener Insti-
tution zu enthitlien, sich selbst dabei aber auf eine
moralisch hdher stehende und lerztlich machtlose
Position der , Kritikalitat” zuriickzuziehen. Auf
diesen Punkt bezog sich zuleizt auch Jacques Ran-
ciére in einem Gesprach mit der Kritikerin Fulvia
Carnevale und dem Reena-Spauiings-Mitbegriin-
der John Kelsey, das in Artforum erschienen ist:
wDie Kricik am Marku ist zur verkniffenen Wert-
urteilsiibung verkommen, die emanzipierte Ein-
stellungen und Handlungsformen gar nich erst
aufkommen lasst."? Klarerweise geht es Ranciére
nun nicht darum, den (Kunst-yMarkr schlicht zu
bejahen oder ithn als gegeben hinzunehmen, ihn
interessiert vielmehr, die Vielfalt an Mirkten,
Institutionen und Feldern der Produktion und
Distribution kiinstlerischer Arbeiten zu erkennen,
die noch nicht zur Génze durch jene Logiken der
Spekulation, der Warenférmigkeir, des Spekakels
determiniert sind, die in dem hoch exklusiven
und leichr zu verurteilenden Bereich am Werke
sind, der von Figuren wie Koons oder Hirst
beserzt wird.* Hier kénnte man an die ganze Welt
der nichr profitorientierten, stipendienbasierten
Institutionen denken, etwa an Art In General

und Creative Time, universititsnahe Programme
wie das Vera List Center for Art and Politics an

der New School, auf Zusammenarbeit beruhende
Kunstriume wie 16 Beaver, ja sogar an einen tak-
tisch doppelbédigen quasi-kommerziellen Raum
wie Reena Spaulings selbst. Natirlich sind alle
hier Genannien in unterschiedlichem Mafe durch
die jeweils aktuelle Lage des spekulativen Kunst-
markes beeinflusst. Doch erscheint wichtiger, dass
sie durch die lingerfristigen Investitionen und
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Engagements staatlich-institutionetler und priva.
wirtschafilicher Akteure aus einer liberalen Elige
beeinflusst werden, die bei ihrem Umgang mit
Kunst zwar nicht einfach am Profit interessier;
sind, die dennoch aber selbst auf vielfiltige Weige
in groBe Kapitalvorkornmen an globalen Mirk.
ten verstrickt und somit in hohem Malle Risiken
ausgeserzt sind. Zwar wird sich also die derzeitige
Krise der Finanzmirkte zweifellos schidigend
auf zeitgendssische Kiinstler/innen auswirken,
doch wird deren Reaktion in der Mehrzahl der
Fille wohl weniger in existenziellem Leiden
Baudelzire’schen Ausmales bestehen, das sie ob
ihrer vermeintich so promisken Beziehung zum
kommerziellen Kunstmarkt beschleicht; vielmehy
wird es fiir sie um die Frage gehen, wann und wo
sie zu einer Zeit tiefer Budgereinschnitie einen
temporiren Lehrjob, ein staatlich finanziertes For-
schungsstipendium oder eine privat gesponserte
Partnerschaft mit einer NGO oder einer Stiftung
ergatrern kénnen. Anders ausgedriickt beziehen
sich die meisten Kiinstier/innen auf den Kunst-
markt wie auf eine indirekte Instanz, die mit
anderen zusammenhdngt, als Teil ihrer banalen
Arbeitswirklichkeit, in der #s um die Nachhaltig-
keit ihrer Berufsausiibung geht, und nicht um die
groBe Dialektik der Moderne, die in Form oder
Gehalt ihrer Werke zu verhandeln wire.f

T.J. Demos hat bereits festgestellt, dass Not-
man sich zwar sehr filr mégliche Verstricktheiten
zeitgendssischer Kunst mit der Machenschaf-
ten des so genannten ,.Spektakels” interessiert,
dass der Kiinstler jedoch seinen pessimistischen
Standpunkt oft auch dadurch abgemildert hat,
dass er unmégliche, | utopische” Visionen zu
alternativen sozio-dkologischen Verdnderungen
des kapitalistischen Stidtebaus vorlegte, und diese
formiitieren gerade in ihrer mangelnden Verwirk-




Stephon Dillemuth, Nils Norman, You Haove Been Misinlormeg™,
Reeno Spoulings. New York, 2008, Ausstellungsonsichit

lichungsnihe substantielle politische Anspri-
che an die Agenten neoliberaler Privatisierung,
die auf eine ,Rickforderung von Gemeingut"
zielen.® Was Demos als eine ,.ironische Verdopp-
lung” beschrieben hat, die einen Ausweg aus der
anscheinenden Handlungsunfihigkeit vorange-
gangener kinstlerischer Modelie einer negativen
Kritikalitdt anstrebe, fehle nun in |, You Have
Been Misinformed" ganz und gar. Hier weichen
etwaige ueopische Energien gallebiverer Aggres-
sivitdt gegen einen gleichgiltigen Watschenmann
wie Hirst.

Angesichts einer Krise, die in ihrem plane-
tarischen Mafistab, in ihrer technischen Kom-
plexitit und ihrem katastrophischen Potenzial
leicht die Grenze der Vorsiellbarkeit iiberschreitet,
erscheinen die temporiren autonomen Zonen und
urban-agrarischen Kommunen, die Norman in
friheren Arbeiten, wie etwa dem gegen Gentri-
fizierung gericheeten Projekrposter , Edible Forest
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Garden Park and Monument o Civil Disobe-
dience Adventure Playground” (2001), polemisch
heraufbeschwor, tatsichlich ganz unangemessen.
Dagegen erscheint die in ,,You Have Been Misin-
formed" vorgelegte Alternacive gleichermaBen
kurzsichtig wie melanchelisch, wenn man sie
etwa mit ,,Red Lines, Death Vows, Foreclosures,
Risk Structures”, der letzten Ausstellung des
Center for Urban Pedagogy im MIT Center for
Advanced Visual Studies vergleichr.

Mit ihrer Bezugnahme auf Info-Asthetiken
nach dem Bauhaus und auf postmoderne, gegen
die Ideologie der Ausstellung gerichtete Praktiken,
erstellt die Ausstellung des CUP eine visuelle
Genealogie des US-amerikanischen Nachkriegs-
Hypothekenmarktes und zeichnet zugleich die
Verstricktheit stidtischer Erscheinungsformen
der Ungleichheit nach .. Rasse” und Klasse mit
der schrittweisen Deregulierung der globalen
Finan:zsysteme im Laufe der vergangenen zwanzig




Jahre nach — ein Verhilinis, das sich exemplarisch
an der Ausbreitung riuberischer, minderwertiger
Hypothekenkreditpraktiken zeigt, deren Unkon-
trolliertheit und kurefristige Profitorientiertheit
die jiingste Welle von Bankenkonkursen in den
Vereinigten Staaten ausgelost hat. Wihrend das im
Ausstellungstitel , You Have Been Misinformed”
angerufene ,Du” im besserwisserischen und
himischen Hab-ich's-nicht-eh'-schon-immer-
gesagt-Tonfall adressiers wird, hat das CUP seine
Ausstellung im Center for Advanced Visual Studies
als Plattform fiir eine weit reichende éffentliche
Debatte eingesetzt, an der sich Urbanist/innen,
Altivist/innen, Historiker/innen und Finanz-
expert/innen beteiligten und die sich mit den
Ursachen der Hypothekenmarke-Krise und deren
Auswirkungen auf die gefihrdetsten gesellschafi-
lichen Gruppierungen in den Vereinigten Staaten
beschiftigten. Das CUP kann durchaus etwas mit
den ,gotischen” Qualititen der gegenwirtigen
Krise anfangen, was schon bei einer Beschifti-
gung mit der Etymologie des Begriffs ,morzgage”
beginnt — wértlich iibersetzt der , Todesschwur”
Doch durch sein ermittlerisches Forschen nach
dem, was Marx die ~vampirische” Logik des
Kapitalismus genannt hat, besteht das CUP darauf,
dass wir bei den gespenstigen Landschaften der
Anwohnerpfindung vnd der kommunalen Spar-
politik — und den Spuren unertriglichen Leidens
darin - ansetzen. Und nicht bei der andavernden
danse macabre, die Clemnent Greenberg zufolge die
Avantgarde mit ihrer , goldenen Nabelschnur”
auffihrt.

VATES MCKEE

{Ubersetzung: Clemens Krimmel)
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JStephan Dillemuth and Nils Norman  You Have Been Misin.
formed.”, Reena Spaulings Fine Arts, New York, 17, Juli big 20
September 2008,

Anmerkungen

¢ Benjamin H. Buchloh,  Figures of Authoruy, Ciphers of
Regression™, in. Art After Modernism. Rethinking Repre-
sentavion, Brian Wallis (Mg ). New York 1984, 5. 167 Eine
Sammlung historischer Texte zum 50 genanaten , New
Gathic”-Phinomen in den Jahren seit 2000 bietet: Gilda
Williams {(Hg), The Gothic, London 2007, $. 36-66 Prakii-
scherweise verortet Williams diese Texte im Verhilins zu
klassischen lierarischen und theoretischen Quellentexten
von Horace Walpole iiber Sigmund Freud bis hun zu Mike
Keltey, dehnt jedoch letzien Endes die Bedeutung des
wGothic”-Begriffs auf alles auch nur ansatzweise Gruselige,
Verstdrende, Abjekte oder Fremdartige aus - ein Risiko, das
diesem bekanntermailen schwer zu fassenden Begniff von
sich aus schon zu eigen ist.

1 Standbilder der nichtlichen Streifziige dieser Figur fnder
man in einer kleinen, forokopierten und von Paner-
son Beckwith gestalteten Broschire, die als ironisch
scheinbohemistischer, niederbudgetierier , Katalog" zur
Ausstellung You Have Been Misinformed" verteilt wurde.
Ebenfalls darin enthalten waren die Zeitungsartikel, aus
denen man sich fiir die Darstellungen von Pinchuk und
Ruprecht bedient hatte, zudem noch ein Glossar, das die
im Videoloop verwendeten Fachausdricke der Finanzwell
erliuterte. Die Videoportrits selbst kann man sich aul
Billemuths Website anschauen: hitp://www.societyofcon-
trol.com/dillemuth/2008_spanlings/main.him.

3 Vgl das Interview mit Jacques Ranciére von Fulvia Carne-
vale und John Kelsey, .Art of the Pessible”, in: Astforum,
Mirz 1007, 8. 256269,

4 Eine prancierte und streithare Auswahl von Analysen zum
Thema ,Kunst und Kunstmirk:e”, bei der leider die Rolle
ven nicht profitorientierten Stiftunger und selbstorgani-
sierten Kiastler/innen-Riumen zu kurz komme, findet sich
in der Sonderausgabe von Artlorum von Apri! 2008 ~ mit
Hirsts |, For the Love of God* auf dem Cover.

¢ Vgl hierzu den wichtigen Text von Gregory Shalette zu
den Bedingungen gegenwirtigen kiinstlerischen Arbeitens,
.State of the Union™, in: Ardorum, April 2008, 5. 181f., sowie
seine verschiedenen theoretischen Fassungen zu kunste-
rischer ,dunkler Materie” unter htp://gregoryshotette.
com/writings/writing_index.himl.

& TJ. Demos,., The Cruel Dialectic: Gn the Work of Nils
Morman", in. Grey Room, Nr. 12, Herbst 2007, §. 32-¢3.



Anthony Huberman

TOASTER'S

A nouvelle vague of exhibition premises

OE

Absurd as it may sound, a iot of cu-
rators think they're cowboys. Young
mavericks eager o be the lone muse-
urm ranger burst onto the scene with
dramatic salvos in hopes of becoming
sudden superstars, and of eventually
aging inte leather-faced badasses.

More genuinely adventurous cura-
rors, on the other hand, are suspi-
cious and critical of the cult of the
individual, The growing role of collec-
tives in contemporary art, along with
the recent interest in fake or elusive
identities, points o a time and place
where anonymity trumps fame and
where the cowboy mentality doesn't
count for so much.

Like France.

Yes, France, The artworld considers
France sleepy, provincial, crushed by
the weight of its history, And such
stereotypes do contain plenty of truth,
The French are the champions of the
"Non, ¢'est pas possible,” and the word
bureaucracy comes from the French fora
reasgon; to get things done, the right
stamps have to appear in the right
spots on the right pieces of paper that
have to be handed to the right person
at the right moment.,

But innovative curatoria} approach-
es are far from being un-French.
Setting aside a number of elder states-
men and -women {Philippe Vergne,
Christian Bernard, Catherine David),
we find a great many younger curators
eager to experiment, Generally the
members of this demographic prefer
independence, working without the
institutional layers hovering above
them. Freelance curators Vincent
Pécoil, Natasa Petresin, and Florence
Derieux have organized idiosyncratic

exhibitions in venues all over the
country and in the rest of Europe. The
Parisian curatorial duo Work Method
has put forward unusual propositions,
such as the photocopy-based show "Jirt
KovandaVS. reste dumonde(Tentatives
de rapprochement),” mounted at GB
Agency in 2006. The pair of Thomas
Boutoux, a writer and editor, and
Paris-based American artist Oscar
Tuazon recently launched Castillo/
Corrales, a tiny storefront space that
hosts many of the most interesting and
unexpected programs in town, and
that obeys no rules but its own: it
can shift identity from a gallery to an
office, hotel, studic, or bockstere all in
the span of a week.

If Castilie/Corrales moves explic-
itly teward collectivity, the group
Toasting Agency provides an even
clearer example of such an approach.
its founders, Alexis Vaillant and Eva
Svennung, chose in 1999 to form not
a gallery or an alternative space bur
rather an "agency” that works with
art, artists, exhibitions, publicarions,
and other collaborators sometirnes
far outside the artworld, The two
took inspiration from the phenom-
enon of “toasting,” which began in
late-1960s Jamaica, Radio IJs would
add their own vecals, or “roasts,” to
a song as they played it live on air,
The DJs would thereby make use of

existing music as avehicle tocontain—

and distribute-—their own personal
changs, political tirades, or rhymed
storytelling. The rest is history: dub,
rap, hip-hop, and conremporary
sample-based music.

To toast represents a parvicular
strategy of survival in today's world

- of big culture machines. tn is origi-

nat sense, as a covert taceic of {politi-
cal) inrervention within the fabric of
public airwaves, 1o teast is to claim an-
tonomy while inhabiting a systern and
delivering a message without needing
to build che bulky machine that deliv-
ers it. As adapted by Svennung and
Vaillant, toasting is a philesophy of
retaining independence while gain-
ing access to larger infrastructural
“machinery.” It offers & promising
strategy for curating: stay [ree, use
what’s there, collaborate, melt into
the background, and spend time with
the art rather than on constructing its
support system. To toast-~if it is truly
possible to do so—is to look beyond
simplistic divisions between inside
and outside, and to insist that, per-
haps, the little people aren’t against
the Man but can ride on top of Him,
The Agency’s first project took
place in a driving school in the third
arrondissernent in Paris, where Sven-
nung and Vaillant found all they need-
ed for a slate of events they’d been
wanring 1o put on: a reom with rows
of chairs, a projector, and a screen,
When driving classes were not tak-
ing place, the room in the center of
town sat empty. They brokered use of
the space free of charge, and so began
Toasting Agency’s "Lectures, Talks,
and Readings in a Driving $choeol”
{1999-2000), which claims a curi-
ously varied group of participants:
Jean Baudrillard, the actress Pascale
Dauman, the tranny model-singer
Amanda Lear, and others, (Empha-
sis on “claims.” Precise records of the
event are scant.}) The absurd choice
of a driving school as a site for cul-

Huberman, Anthony. “Toaster’s Choice.” Modcrn Painters Dec. 2007-Jan.

2008.

tural production was clearly not a
“critique” of, or alternative ro, the art
apparatus. It was more a declaration
that context doesn’t rmatter, as long
as it ¢can move art atong.

Also in 1999-2000 was “Hair Styl-
ing—Cut of the Month,” a yearlong
exhibition at Coiffures Complices,
a hair salon in the l4th arrondis-
sement. Without an appointment,
visitors could drop by for a haircut
designed by a different artist each
month: Jenathan Monk, Bless, Berna-
dette Corporation, Matthieu Laurette,
Elena Monresinos, et al. In Octo-
ber 1999 Toasting Agency presented
“From Camouflage to Free Style, 1," a
groupexhibition that took place inside
David Shrigley’s solo at Yvon Lambert.
Incerspersed throughout Shrigiey’s
show were works by Olaf Breun-
ing, Martin Kippenberger, Tobias
Rehberger, John Tremblay, and Cer-
wald Rockenschaub, ameng others.,
Far from being a hijack of soreecne
else’s show—a la Banksy, for exam-
ple—"“From Camouflage” was done
in full cooperation with Shrigley and
Yvon Lambert; it was an expression of
community and of the potential for
astworks to wander.

Alter 2000, Toasting Agency’s focus
shifted toward ToastinK Press, which
published a variety of books and
catalogues—~including Bernadette
Corperation's cellective novel Reena
Spaulings, with Semiotext{e)--as well as
a free quarterly in French and English
called Pacemaker, which featured “texts,
conversations, essays, quotes, fictions,
translations, stories, horoscopes, re-
potts, love letters and prescriptions.”
The “jocuserious” zine provided a wel-

MAY THIELULAURETTE
HAIRTATTOO (THE LABEL IS

X, FASHION ALL TIME TOP 40
SELECTED8Y THE FACE), 2000
FROMA HAIRSTYLING-CUTOF
THE MONTH . SALON COFFFURES
COMPLICES, PARIS, 1999-2000
COURTESY THRE ARTIST, TOAY KRG ACTLLY
PARIS NLOWDELABARRA, LOWDOH, ANG
NEWEERART GALLERY, OTECEI, BELLILI
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come counterpoint te the usual tenor
of discussion in Paris, a city where
art discourse tends to be didactic. The
most recent issue appeared in summer
2006, with contributors including Fia
Backstrom, Larry Beil, Claire Fontaine,
Adriana Lara, and Jan Verwoert.

That same year, Vaillant split off to
pursue his own projects, but Svennung
continues under the Toasting Agency
name. Most recently she helped pro-
duce the exhibition-cam-residency
“Orra de vaqueros,” in collaboration
with the like-minded Mexico City
curatorial group Perros Negros. (The
show titie transiates to “Another Story
About Cowboys,” a Mexican saying
that refers to a tall tale.) Rather than
articulate a specific theme, Sven-
nung selected artists whom she felt
had (or might have) certain affirities
with each other and invited them to

COSMO3 ECOLEDECQNDUITE
SITEQFTOASTING AGENCY
"LECTURES, TALKS, AND
READINGS{NADRIVING
SCHOOL," PARIS, 1999-2000

live for a month in the heart of the

Mexican capital: Kari Holmagvist,
Allora and Calzadilla, Jay Chung and
G Takeki Maeda, Marie Carcia-Torres,
Minerva Cuevas, and others. then, she
iet the artists do as they pleased, with-
out prescription, and allowed wharever
might happen to happen. According
to several of the participants, the out-
come was a highly productive period
of intetlectual exchange, [riendship,
and collective artmaling. The mate-
rial results were on view at the Labo-
ratorio Arte Alameda and other sizes
in Mexico City in spring 2007, then
traveled to the Centre d'Edition Con-
tempoeraine in Geneva that summer.
One of Toasting Agency’s still-
unrealized projects is its most
ambitious and represents the clearest
example of its aims. Titled "Holiday
for Plywood, " this group exhibition
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would rake piace inside 2 Hollywood
movie, Werking to gain entry to the
set of a feature film already in produc-
tion, Svennung has invited artists to
consider ways their works could be
installed in the set, becorning part of
the film's background. Although the
iniriative resembles Mel Chin's In the
Name of the Place (1996), for which he
and his collaborators inserted objects
into episodes of the TV series Melrose
Place, “Holiday for Plywood™ would
operate according to the logic of a
group show unfolding across the time
span of a movie, as if viewers were
encountering them one next to the
other in a real space. The exhibition
would gradually reveal itself over 90
minutes, With any luck (and more
fanding), it will socn be on view in a
theater near you.

In a recent e-mail, Svennung said
that Toasting “insists on the idea that

REENASPAULINGS
MERCADO{NOME DIVIERTO NADA,

Vi CCENTRE
T EMPORAIE Ceeth. 007

COURTLIVBAC BALKCHT DART
CONMMPORAL LEHEVA

exhibitions are not the [mal desmm-
tion of the artwork. 1t is where their
‘second life’ begins."” In this view,
curatorial concepts are Trojan horses
for the creation of new artworks,
new beginnings for old artworks,
or future collaborations between
artists, Curators don’t “land” in a
context and commandeer it with
a long-winded menologue; rather,
they “roast,” entering contexts that
don't belong to them—and which
can be outside the artworld—rto
open a field of play for artworks. As
curators, they recede. The ideal that
Toasting Agency represents is to be
less a cowboy than a good guest: it's
rot about riding hard and hoping
for fame bur instead about being an
elegant, thoughtful, and charismatic
raconteur whose stories spread like
rumets as they are retold by others,
fact mixing with [ction.




Untided 40

Reena Spautings

Sutton Lane, London, LK
14 Octaber to 18 November 2006

Reviewed by Cameron Irving

Reena Spautings, Hislysteker, Installation view, 2006, Courtesy Recnn Spavlings and Sutlon Tane,

As branding becomes more and more
prevalent in late capitabst cuiture, who or what
is benind-a name becomes increasingly more
difficult 1o locate. Ivanchises serendipitously
merge with other franchises, whilst traditional
positions of identily become shadowy. [his
dynamic has [or some time been rellected in
contemporary art production, and as a visitor
te an exhibiton containing works atributed to
a certain ‘Recna Spaulings’, the parallels
become acutely apparent.

Spaulings is the fictional ollipring of the
Bernadette Corporation ~ a coliective that shuf-
fles tts internal anatomy to suite particular proj-
ects, One of these collaborative projects man-
ifested as a multi-authored novel ltled after the
protagonists name, simply ‘Reena Spaulings’.

The characier has subscquently been reinvent-
ed as a fictional artist, and also uy a dealer
pased in New York, The gallery ‘Recna
Spaulings Fine Art’ operates in Manhattan’s
Lower Lastside, and is founded by key mem-
ber of Rernadeite Corporation John Kelsey,
with artist Emily Sundblad. Although Kelscy
and Sundblad are primarily responsible for the
Reena Spaulings phenomenon, an exhibition
of her work can involve the participation of a
loosely assembled body of collaborators, some
of which exhibit at ‘Reena Spaulings Fine Art’
uinder their own nases.

Spaulings’ first exhibition in London com-
priscd drawings and paintings that take for thetr
subject matter the group’s native city of New
York and the art openings and performance

Irving, Cameron. “Reena Spaulings.” Untitiled 40 Spring 2007.



events that have happened under the roof of
‘Reena Spaulings Fine Art’, Like a lot ol exhi-
bition titles, arbitrariness is often a determining
factor, and the only relevance of the choice of
‘Bialystoker’ lor this outing at Sutton Lane
{apparently (his 18 the name of a retirement
home situated next to the gallery in New York,)

In the small conlines of the London gallery,
a forty by eight feet un-siretched canvas lay care-
lessly crumpled on the floor. Painted in amateur-
ish acrylics, The Bricks (2006} is a double-sided
emblematic pattern of municipal bricks and
mortar that can - in theory at least - be worked
on by any amount of contributors. Offering the
viewer nothing but a blank tagadce, the wall-on-
a-roll relegates an emblem of structural stabili-
ty, reducing it o nothing more than a motfl Tt
prompis obvious references to its collaborative
origin, but with a shght sting mn its tail. T'he sell-
conscinusly painted brickwork only achieves a
e semblance of recognition, as if o ape the
aesthetics of a ‘community project” and sncer at
the orthodox pohtical correctiiess of collabora-
fon,

On the far wall, a2 work posing as an
abstract painting turns out to be a tablecloth
that has been swiped {rom an opening
Stretched taught over a frame Enigma 2 (2005)
is an cxample of a scrics of tablecloth works
that display wine stains and cigarette ash that
by default parody painterly abstract forms, This
initially appears as a hight-hearted exposé of
debauchery that lurks behind a mask of sophis-
tication, however the work avoids self-rightecus-
ness and instead makes each gallery punter an
un-witting producer of their own ‘Modern Art’
as they hooze and chat.

By comparison, other images of art scene
stufl were hung in surprisingly smart frames.

Made from photographs taken at openings,
small charcoal drawings attempt to document
performance events and installation views, but
the renditions are awkward and knowingly inac-
curate, Gropped by black matte board that
practically obscure each image, we get a
glimpse of a gallery pulling the spotlights back
on itself. The full extent of this self-referential
narcissisim s evident from the works of the same
series that are simply drawings of existing
Spaulings’ works, such as fragments from The
Bricks or a drawing entitled The Enigma (2006},
which appears to be a mini black and white ver-
sion of a tablecloth picce.

During my own visit, a gallery assistant
kindly led me to another space that presented
some sloppy pscudo-peintillist renditions of
Manhattan luxury accommodation. Stacked on
racks, I was encouraged to handle the paintings,
and pull out cach at will, disregarding (some-
what predictably} any sense of preciousness.
This kind of reworking of deeply unfashicnable
art historical styles has its own history, and I find
the aesthetic parallels to the work of BANK dif-
ficult to put out my mind.

The assistant also informed me they were
‘bad’ paintings, pcrhaps worried the irony
might escape me. 1 {found this irksome and start-
ed to wonder how much more ‘Qogging’ of the
proverbial ‘dead horse’ ironic painting will be
forced 1o take. What concerns me even more s
the ease at which work of questionable quality
can slip through panoptic structures engineered
by collaborative art groups. The flipside of
‘freedom’ granted hy anonymity and fictional
avatars, ultimately leads to an art for which
responsibility is endlessly deferred, and in this
case it facibtated the situalion in a mostly pre-
dictable way.
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The Collective Conscious

By HOLLAND COTTER

Contemporary art is a multibillion-dollar global industry. But why does such a big deal look so small, so slight, with
its bland paintings, self-regarding videos, artful tchotchkes and shoppable M.F A, artists-to-watch? There has to be
another way to go, an alternative to a used-up "alternative." By far the most interesting option so far, one that
began to be news a few years ago and has increased its visibility since, is the work of miniature subcultures known as
collectives. Basically, art collectives do away with the one-artist-one-object model. They come in various sizes and
formats: couples, quartets, teams, tribes and amorphous eyberspace communities. Sometimes a group of artists
assumes the identity of a single person; sometimes, a single artist assumes the identity of many. Membership may be
official, or casual, or even accidental: friends brainstorming in an apartment or strangers collaborating on the
Internet from continents away. And they may or may not refer to their activities as art. Research, archiving and
creative hacking are just as likely to produce objects, experiences, information that is politically didactic or end-in-
itself beautiful, or both. One way or another, joint production among parties of equal standing — we're not talking
about master artist and studio assistants here — scrambles existing aesthetic formulas. It may underniine the cult of
the artist as media star, dislodge the supremacy of the precious object and unsettle the economic structures that
make the art world a mirror image of the inequities of American culture at large. In short, it confuses how we think
about art and assign value to it. This can only be good.

Consider, for example, the work of a collective with the name 0100101 110101101.ORG. It consists of two young
Spanish artists, Eva and Franco Mattes, who call their art "media actionism." Last year, they produced an elaborate
international promotional campaign (posters, magazine, trailer, etc.) for a Hollywood-style war film titled "United
We Stand," starring Penélope Cruz and Ewan McGregor.

The images in the poster and trailer, with barely disguised but heroicized references to the current war in Iraq, can
be taken as typical examples of Hollywood-style propaganda-as-history. But the layers of deception go deeper. The
film itself, echoing President Bush's triumphal "Top Gun" turn, exists only as advertising. It is a fiction built on
fantasy. But thanks to an extensive poster campaign, the nonexistent film may lodge in our consciousness all the
same.

For an earlier project, the collective created a benign computer virus as a work of art and made it available on a
computer disc. For another, it hacked the Nike Corporation's Web site, inserting an "official" announcement of
Nike plazas to be built in cities all over the world. If art can be defined as the purposeful shaping of images to
embody and expand ideas, this collective's activities easily qualify.

If you want to locate the discrete work of art, however, you have a problem. You can own a piece of the "United
We Stand" project by buying (or stealing) a poster, and you might get the virus whether you want it or not. What's
really on offer, though, is conceptual substance: ideas about surveillance, ownership and the pervasiveness of the
cultural propaganda otherwise known as popular entertainment.

Other collectives, several of which are represented in the 2006 Whitney Biennial, which opened last week, stretch
conventional definitions of art and artist even further, into the realm of activist politics, scientific experimentation

and historical reclamation,

Critical Art Ensemble, now well known because of the 2004 investigation of one of its members, Steve Kurtz, on
suspicion of bioterrorist activities, combines the first two elements. Well aware of 1960's communalism, and directly
influenced by collectives from the AIDS movement — Act Up, Gran Fury, Group Material -— Critical Art
Ensemble operates as a combination of scientific investigative unit, anticapitalist guerrilla cell, public service agency
and multimedia art studio. It has conducted research into government and corporate control of biotechnology and
biogenetics, and then presented its findings in publications, exhibitions and public performances that sometimes



take the form of laboratory demonstrations. For a German performance with the artist Beatriz da Costa, the
collective tested food brought by visitors for genetically modified organisms, whose import European Union officials

claimed had been banned.

A related performance about genetic engineering and organic food was scheduled for the Massachusetts Museum of
Contemporary Art in the summer of 2004. But it was canceled after the police, answering a 911 call that Mr. Kurtz
made from his home after his wife had a fatal heart attack, confiscated what they deemed were suspicious bactenai

substances.

The substances were materials for one of the collective's art projects, which are always science projects. It would be
easy to think that the government officials prosecuting Mr. Kurtz are simply too obtuse to see the "art" in Critical
Art Ensemble's work. Yet it is just as likely that they see an art of potentially subversive information and don't like it.

Critical Art Ensemble is one of many art collectives operating on the principle that information is power and that it
is most effectively made available through a combination of science and aesthetics. Another such group, the Center
for Land Use Interpretation, combines history, environmental science and art to reveal the use, or misuse, of public
land in the United States, with particular emphasis on what it sees as the excesses of the defense establishment.

The means that the collective uses are organizationally complex and specialized, beyond what any individual artist
could manage. They include environmental research, book publication, exhibitions, an elaborate Web site and
guided tours of military sites, chemical-weapon incinerators and abandoned shopping malls.

They are far less interested in producing art objects than in providing an experience of the world through a
scientifically based aesthetic language of symmetries and disharmonies, tones and shades, concreteness and
abstraction. Like the earth artist Robert Smithson, they locate the poetry of dissolution in geology. Unlike him, they
don't physically shape the land itself, but shape the way you think about it. Through their art-as-science, or science-
as-art, you make the environment, natural and constructed, your own without owning it.

If this collective model represents an alternative to the object-fixated market economy of art, other models are
notable for turning conventional ideas of what an artist is inside out. For the singular artist-as-genius that is the
foundation of the entire art industry, including sales exhibitions and criticisrm, they substitute multiplicity,
anonymity, unpredictability.

Otabenga Jones & Associates, for example, is the identity assumed by four young African-American artists based in
Houston (Dawolu Jabari Anderson, Jamal Cyrus, Kenya Evans and Robert A. Pruitt). Ota Benga was a real person,
an African pygmy brought to the United States in 1904 and exhibited in a cage at the Bronx Zoo as a kind ofliving
illustration for Darwin's "Origins of Species." Otabenga Jones is an invented character who is both a conceptual
artist and a historian with an interest in critically reconstituting the connective tissue between African and African-

American cultures.

In a recent solo show in Chelsea, his work revisited the Bronx in the 1970's and 80's, when hip-hop and graffiti, art
forms with a communal base, were first becoming widely known. At DiverseWork in Houston in 2005 he and the
four artists who sometimes use his name installed the equivalent of a sidewalk flea market selling bootleg DVD's and
designer knockoffs.

The installation carries references to other artists: David Hammons, who once sold snowballs on the street in New
York, and Georges Adeaghbo from the Republic of Benin, who creates marketlike, altarlike outdoor installations.
The piece also suggests that as commercial operations, there is no essential difference between the "art world" and
the "real world," the gallery and the flea market, except for a protective divide. Qutdoors, you could get arrested for
selling bootleg goods; inside the art world's precincts, you're probably safe.

Otabenga Jones is four artists acting as one, with their four voices simultaneously blended and distinctive. The
collective called the Atlas Group/Walid Raad, also devoted to recovering a social history, is one artist acting as
many, specifically as the nonprofit research foundation called the Atlas Group. The subject in this case is the war-
torn history of modern Lebanon, considered through installations of materials ranging from videotapes of prisoners
being interrogated and tortured to photographic archives assembled by one Dr. Fakhouri.

But there is no Dr. Fakhourt. And although some of the Atlas Group material is based on real sources, much of it
was produced by Mr. Raad, an artist based in Beirut and New York. Once you know what you're seeing, the work,
usually presented in installation form, takes on an absurdist comic edge. At the same time it vividly evokes the
almost preposterous horror of war itself, which Mr. Raad experiences both first hand and from a distance, and has



evoked as semifictional collective memory.

Surely the most complicated of all collectively conceived art personalities in circulation at present
is the polymath entity named Reena Spaulings, who is an artist, an art dealer and a character in a
novel. The gallery that carries her name on the Lower East Side of Manhattan, is by this point the
best known and most conventional aspect of the Spaulings enterprise, though it didn't start out
that way.

It was initially a storefront studio for the artist Emily Sundblad, who was in the United States
from Sweden and was legally required to have a mailing address for residency. She and her
partner, John Kelsey, used the space to create what amounted to an art project in the guise of a
gallery, Reena Spaulings Fine Art, playing host to performances as well as exhibitions that lasted,
in some cases, only a matter of hours.

Although artists have often become dealers, the Spaulings story flips the order around. It was only
after the gallery became commercially viable that Spaulings had a solo show in a Chelsea gallery,
a collective effort that incorporated elements from the Lower East Side space. At the same time,
an autobiographical novel titled "Reena Spaulings" (Semiotexte, 2004) appeared.

To further confuse matters — and confusion of authorship, gender, media and other categorizing
labels that the art market relies on to track product is the point of the Spaulings project — the
book is the work of a second collective, Bernadette Corporation, with which Mr. Kelsey is
affiliated. In the 1990's it created a fashion line and published a magazine (Made in U.S.A.); last
year it established an underground film studio in Berlin. The novel itself was written by dozens of
contributors, primarily via the Internet, and in the assembly-line mode once used by Hollywood
filrn studios to produce scripts.

Indeed, like many collectives today, Bernadette Corporation exists largely in cyberspace,
demonstrating that artists no longer require a place — a studio, a Chelsea — to make and show
work, or a gallery system to promote it. In addition, just as collectivity de-emphasizes the
singularity of the artist, digital media eliminate, or transform, the idea of the personal "touch”
marketed as creative individuality. (The strenuous call for the revival of painting in the past few
years might be seen as, in part, a reaction to the perceived encroachment of digital forms.)

Internet-savvy collectives like this one — and some collectives exist exclusively on the Web — take
a holistic view of art as a long-term social process, rather than a short-term formal event. Just as
important, they want to get their work out, free, to as wide an audience as possible, and the
Internet lets them do so.

Unsurprisingly, both Bernadette Coorporation and Reena Spaulings were created by artists well
versed in anticapitalist and anticorporate politics. Nor is it surprising that the gallery itself, after
its free-form early days, became a going commercial concern, in the process having its edge
blunted through its capitulation to the system it supposedly bucked. The gallery, in fact, has
recently received critical reprimands around matters of self-promotion. So where will its
founders take.their project now?

Finally, it's important to acknowledge that making art collectively is by no means an automatic guarantee of
radicalism, as the example of the much-touted Wrong Gallery proves.

A collaboration of three highly visible art world movers — Ali Subotnick, Massimiliano Gioni and the artist
Maurizio Cattelan —— it's a sort of free-floating curatorial project with no permanent address. For awhile it occupied
a niche behind a locked glass door on a Chelsea street where it gave short-run shows to chic young artists. In
conjunction with the biennial, it has organized a group show at the Whitney.

The Wrong Gallery's Whitney show is on a bad-boyish theme that Andy Warhol more or less finessed with his
"Most Wanted Men" paintings 40 years ago. And this collective itself feels like tired old news. It's strictly an insider
operation, limited to mildly tweaking the conventions and protocols of the art world while supporting business-as-
usual. No wonder the industry thinks it's just the cleverest thing and gives it full approval.. Like the art world in its
present form, the Wrong Gallery is prominent and powerful, and trifling.
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Reena Spaulings

The money sure comes in handy, too. Only
it’s funny money. It seems completely
disconnected from any relation to labor. "Holy
shit a little money is alright. I just think I
might have gotten a little more of it though.
Why is it that when you do so little for it, no
amount of recompense is enough.

Holy shit this is six months' worth of standing
guard at the Met. I just think that when
you're serving time for it, a sense of reality
allows the dollar amount to remain small and
still seem OK, to trickle in at the same pace
as the hours do, whereas when you're selling
nothing you're selling an essence which is
priceless. Why is it that essences are so
light? Holy shit it's my economy, an economy
of essences.

Setin post-911 New York City, Reena Spaulings was written by
a large collective of writers billing itself as The Bernadette
Corporation. Like most contemporary fiction, it is about a female
twenty-something who is discovered while working as a museum
guard then becomes a rich international supermodel. Meanwhile,
a bout of terrible weather seizes New York, leaving in its wake a
strange form of civil disobedience that stirs its citizens to mount a
musical song-and-dance riot called "Battle On Broadway."
Fashioned in the old Hollywood manner by a legion of
professional and amateur writers striving to achieve the ultimate
blockbuster, the musical ends up being about a nobody who
could be anybody becoming a somebody for everybody. The
result is generic and perfect. Not unlike Reena Spauldings itself,
whose many authors create a story in which New York itself
strives to become the ultimate collective experiment in which the
only thing shared is the lack of uniqueness.

About the author;

“Bernadette Corporation: Reena Spaulings.” Semiotext(e) Feb. 006.

order this book

“lust as Godard soueht
with Tout Va Bien not
onty 1o make a political
movie bulﬁuisn o make
a movie in a political
way, so this nevel s
mare aboui the
political connatations
of the collective
process of praduction
than the final rexuit. In
the creation of a
characier whose
‘thoughts and actions
are not spanned by the
asthor's mind' B.C,
play a game that
fottows the same fines
of their own
guasi-corporate front
and their profiling of
the black bloc's refusal
of political identity,
subverting the
capitalist fixation with
ndividualism' and the

art world's need {or

stardom - a literal

getting rid of oneself."

— Emily Pethici
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The artist-collective Bernadette Corporation was founded in a .
night club in 1994. In the beginning the group organized whole review
Spontaneous, purposeless events in public space. Then in 1995
they morphed into a fashion label, then a self-publishing company
that, from 1999 to 2001 published ap art magazine called "Made
in USA." Bernadette Corporation has also produced films,
including Hell Frozen Over, 2000, and Get Rid of Yourself, 2003,
as well as exhibits at art galleries and museums throughout the

world.
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Sl\(i FHE TFOUNDING T of Reenu Spaulings
sometime in 2004 a cloud of mystery has
hatng over the phenomenon, Who — or what—
is Reena Spaulings? Painter of legal tender,
rendered in the washy stvie of Michael
Krebber? Sovereign nation/shi wowy corpor-
fion”? Fietiona) performer of are-you-a-genius-
or-are-yvou-ai-idict dindectic of youth culture?
A New York gallery?Yes, toall.

For the reeord: Reena Spaclings is a Now
York-based fictional artist whose primary
catalysts are Jehn Kelsey and Emdy Sundblad,
though a flucating cast of collaborators —-
Jura Koether and Ei Arakawa are twa of them
—often participaivs in the coflective's projects.
Reena Spaulings Fine Art i a oy, shoddy
gitllery in Manhatwa's Chinatown  that
Sundhlad and Kelsey opened in 2004 one of a
smalt erop of gallenes in tive neighborhoed that
eschew codlifned presentational strategies of Hs
Chelsea peers. With its perpetually dravwn gate
and sign saving nothing very legible. Reena
Spauiings never really looks open. Finally,
Reena Speadings 15 the title and protagonist of
aoaovel written by international collective
Bermadette Corporation, a group of artists,
writers, and flimmakers of which Kelsey is a
member, [n other words. Reena Spaclings is an
art werld brand,

Such manufactured  mystery  isn’y
URCOMMON in COMCpoOrary art: no less man-
stream 1 publication than the New Yook Tinies
recently profited Reena Spaulings snd other
collectives participating in this year's Whitney
Bienal. and the author. Holland Coter. gently
critigued the Spuulings enterprise in relation to
“matters of self-promotion.” The allusion was
likely 10 Spuulings’ recent exhibition of a suite
of Merlin Cupenter’s paintings. The pieces, all
on the ground and leaning in stacks agaist the
wall, could b handled and leafed dhrough by
any visitor. hike a casual fhp through 4
maguzine. The paintings were clumsily
realistic depictions of actual pages from recent
art publications (including Flash Arty with
articles about Reena Spaulings Fine Artand its
exhibitions. Self-referential, sure. but the
gesiure neatly inverted concrete an world rela-
tonships: critics whose opinions ostensibly
determine an artist’s reception found an
uncomfortable spotlight on their own labor.
And 2 sccond relationship was Nipped: Reena
Spaudings herself, Carpenter’s dealer in this
case, was instructed by the artist o paint wishy
backgrounds that would serve as a background
for the articles Carpenter later paumd The
dealer-as-pimp. taking & 50% share of the
artist’s labor for cutting adeal, was uanstormed
by Carpenter into a laborer and a collaborator
— forced 1o earn her 30% — restructuying the
hicrarchical dynamic that Tocates “dealer” u
rung above “artist” on the art workd food chain,

Spaulings works in the same ambiguously
washy puitting stvle for her series of “Money
Pamdings.” stoppily painted banknates. mostof
which are somehow detamed. Money Paliring
{ Purpie Dollar) looks like an unfinished
American dollar. Conspicueus blank spaces
pepper the abjeet not, as if te prnter suddenty
realized his shift was over and slipped into the

From top: SETH PRICE, first solo exhibition. 2064, Installation view; JOSH SMITH, Josh Smith, 2004,
Installation view. Opposite: EF ARAKAWA, Toward A Standard Risk Architecture, 2006, Performance
documentation, All images: Courtesy Reemit Spautings Fine Art, New York.

5 pm sunlight before finishing his work. Money
Paimting (Divy Feo) is soiled with cigarelte
ashes. Defamaticn. in fact, pervades Spaulings’
artistic oceuvre. In her 2005 show ar

Huswellediger, Spandings showed a legian of

flags. as Uf procluming herself a sovercign
quecn with this regal showcase of what she
dubbed in an enigmatic press release “hardeore
art” Flags nornully symbols of atlegiance
and pride ~— became objects of ubjection in
Spaulings” hands. Many were caked in cruddy
black paint, several were painted with a brick
pattern, and one flowed into a basin. which
tneluded a photocopy from a pom magazine.
Spaulings’ two picces in this yew’s
Whitsey Biennial are both awaings munufac-
tred by the Chinatown signage company
Eastern Color Sign. No.2. a blank vinyl fagade
of a shit brown hue shiced in two, presides

dumbly in a corner hike a discarded mistake
aronghdraft. When the curators convesed tha i
the awning would have to fitin a tight spow
Spaubimgs requested that the staff “do wh
they h;-d to do 1o make it fit. for example w
a saw” Emily Fisher Lan is @ white awnin;
mounted above the Whitney's fourth- ooy
elevator entrance. partinlly obscuring
maunted text that brands the museum’s fourn
floor its Emily Fisher Landau Galleries.
dectaration of offtcial sponsorship by the vies-
chairwoman of the museum’s bouard.
Spaulings’awning obediently u,pmmm e
it shields. but also includes varous anreinned
nonsense-brands: tmages of crustaceuns.
cell phone, a diamond, a wasch — readvimude
logos for Chinatown's many businesses o
questonable legality, black holes of cor-
talisin in New York™s 10002 zip code.

Moy Juwse 2006 Flash Art 9°



Above: REENA SPAULINGS, Flag, 2004, Studie view. Below from left: MERLIN CARPENTER, Made
in L'SA 2, 2005, Oit and acrylic en canvas; REENA SPAULINGS. Moncy Painting (Colonial Dotlary, 2005.
Mived media on canvas, 91 x 198 em, Courtesy Galerie Chanta! Crousel. Photo:Florian Kleinefenn,

Each of these picces take exalted
objects/voncepts - flags. muscum patronage,
money — and totally deflate them. Each
exposes and impliciily anacks an example of
capitalist structuring that, as Reena thinks o
hersell in Reera Spaulings. ™. .not only
controds each sttuation but, even weorsg, also

IERTEE

98 TFlash Art May Jusz

trics to ensure that, most of the ume, there isno
situation.” Reena Spardings may be the best
way tocome to terns with the Reena Spaulings
projuct as a machine of situation-creation,
Written by a lengthy cast of Bemadette Corpeo-
ration members and shifting exhilaratingly in
narrative stiuciure, the novel is a Plerrot fe Fou-

like manifesto about ridding one’s self of
bourgeals values and achieving mastery over
one'’s thoughts, usieg Reenw’s twentysomg-
thing body and braim as ity vehicle. Tis denoue-
ment 18 hardeore art epitomized, a violent
ciywide spectacke of vielence and anarchy, all
made possible by the uhimate hardeors at: a
hurmcane that devastates New York,
“Self-promotional™ quibhles aside, the
most valid eriticksm of Reenu Spaulings may
be that it's scenester siuff, that its fabricated
downtown personi is @ seobbish and escapis
delection from the “real world.” or at feast the
real art world. This is kegitimate, but perhaps
irrelevant (o Reena Spaulings™ concerns,
which scem to be o vacate a space (literally
and figuratively) somewhere in the dizzying
halls of 21st century capitalism that accom-
modates poctic dissent and wiilful defection
from real world and art world economic
systems that blunt creativity (and criticism)
by enveleping. branding and ircarporating i,
Bernadette Corporation began to blaze this
path in the "90s and continues (o today with
its chamelean presence: as a fashion label,
publishers of the confusing magazine Made
in USA, and Almmakers, Will Reena fall prey
to vultures’! Maybe. After all. she did becoime
a thong model in Reena Spaudings. But then
she strategically blew the cash on nothing
much at all, forcing o total refashioning of the
seHf and making creative complacence
untenable. s there a dream of ongoing
creativity directly connected to. inclusive of
all of your activities”” Reena wistfully asks
fashion designer Karl Lagerfeld in Reena
Spaulings. The potential of this dream is the
essence of Reena Spaulings. a

Nick Stiffman i3 cal aveist, etietor antd writen, He is a cire-
torial aebvisor for RS Iustintte of Conewparary An ond
{ivex it New Fadl

John Kelsev and Enily Sweedbbed wre the divectors of
Reena Spaedings Pine Are, New Yok,

Reenae Spawlings i o collecsive founded in 2004 11 New
York.

Selected sobo show: M5 “The One & Only”
Heswellediver & Co. Gailery: New bk

Selected group shews: 20006 " Mdke Youer Own Life," A,
Phidadetphic: " Bewere of o Hoby Whare”" Godorie Chomed
Cresesed, Parts: Whitey Bivnnndd, Whitney Museum, New
York, 20030 " Paiuers Withowr Pafrrings & Paindngs
Withena Painizrs.” Qrchasd Galtery, New York; The Baltic
Trienusivd 2005, CAC Vilnius,




Cotter, Holland. “Reena Spaulings.” The New York Times 4 Feb. 2005.

Art in Review; Reena Spaulings

By HOLLAND COTTER

Haswellediger & Co. Gallery
465 West 23rd Street, Chelsea
Through March {9

Reena Spaulings is a fictional artist, performer and art dealer who is making a solo debut with this show, sort of.
Behind the Spaulings name stands an international array of artists assembled for the exhibition by the collective
known as the Bernadette Corporation. Formed in 1994, the collective has produced films, albums, magazines and
books. One of its permanent members, John Kelsey, is co-director, with Emily Sundblad, of Reena Spaulings Fine

Art on the Lower East Side.

The most visible component of the Chelsea installation is a suite of handmade flags, each the same size, each of
different design, none exactly commanding a salute. One is painted with solid brick patterns, another is caked with
tar, a third stained with red wine. S4ll others are festooned with mussel shells, plastic flowers, dolls and glass tubes.

The show also includes a collaborative novel tided "Reena Spaulings," compiled from passages written by numerous
contributors. And in a few weeks a new CD will appear: a version of the Velvet Underground's classic "White
Light/White Heat," recorded by artists recruited by Bernadette, among them Brian Degraw, Lizzi Bougatsos, Rita
Ackermann, Jutta Koether, Seth Price, and Hanna Liden and Klara Liden. The latter two are sisters, and Klara
Liden's recent solo show at Reena Spaulings Fine Art was one of the best of the season so far.

Reena Spauling's Chelsea debut is, by the way, Haswellediger & Co.'s third show since it opened last fall. Each has
been strange and good, and unlike anything else in the vicinity. The gallery has, so far anyway, clearly been
drawing oh the kind of controlled anarchy associated with Colin de Land's American Fine Arts, recently closed on
West 22nd Street. Maybe that spirit will continue to spread through Chelsea. And with any luck, there goes the

neighborhood. HOLLAND COTTER



Bentley, Kyle. “Reena Spaulings.” Artforum Feb. 2005.

Reena Spaulings

Author: Kyle Bentley 7 P

01.22.05-03.19.05 Haswellediger, New York

Reena Spaulings is an art dealer (with an eponymous gallery on Grand Street;, the title character
of a Pynchonesque novel, and now an artist currently showing at the newish Haswellediger & Co.
She is also, of course, a fictional persona dreamed up by the members of the collective Bernadette
Corporation. The show provides an opportunity to investigate the various projects orbiting this
elusive character. One can check out the novel and a CD, titled Fite Light/White Heat, with
tracks by the usual downtown suspects (Lizzi Bougatsos, Seth Price, Rita Ackermann, et al}. But
the main attraction is an assortment of flags, standing at attendon or crossed like the crests of an
oddly regal family of anarcho-bohemian LES scenesters. The flags—fabric remnants and
tablecloths—are smeared with thick black paint or stained with (presumably cheapj red wine.
They are adorned with plastic figures and utensils, fake flora, skull-and-bones appliqués, and
various heavy metal detritus—*“hardcore art” is, after all, what Reena claims to produce in the
confessional letter that serves as the show’s press release. Animated by the artist-marketers behind
her, Reena is similar to Annlee, but, unlike Pierre Huyghe and Philippe Parreno’s mail-order
manga character, Reena is never represented visually. She’s “pre-aesthetic,” absent and therefore
ever-present—the hostess who left her party before it began. To quote our novelists: “How is she?
Young and ugly and beautiful. All in one vehicle. A sponge, a vacuum.”
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Bernadette Corporation .

Anarchy and fashion, identity, celebrity and a collaboratively written novel

Bernadette Corporation has been operating as a fictional corporation since 1994. Working from behind the biank
facade of its loge, core members (John Kelsey, Antek Walzcak and Bernadette van Huy) reorganize their internal
structure oxn an-ad hoc basis, frequently collaborating with others. They continually recast themselves in different
guises, including a DIY underground haute couture label and the self-published magazine Made in USA (named
atter Jean-Luc Godard’s ‘worst film"), often working at the borders of art and fashion. in 2001 Bernadette
Corporation followed the anti-capitalist protest movement to Genoa for the demonstrations at the G8 summit. The
resulting movie, Get Rid of Yourself (2002), centres on the accounts of the Black Bloc, a collection of activists and
anarchist-affiliated groups that congregate at varicus events, often in order to disrupt mainstream demonstrations
while preserving their anonymity with menacing black uniforms. Footage of violent clashes between armed police
and activists is interspersed with glossy fashion images of ‘radical noir’, juxtaposing the bland passivity of high-
capitalist fashion with a carnival of destruction and looting. A series of intercut vignettes feature Chloé Sevigny
alone in an apartment, falteringly rehearsing statements made by the Black Bloc. Like Godard's strategy of casting of

Jane Fonda in his 1973 film Tout va bien to popularize his post-1968 message of class struggle, Bernadette

Pethick, Emily. “Bernadette Corporation.” Frieze Mar. 2005.



Corporation employ a well-known actor to disseminate their cause. At the same time Sevigny’s slightly apathetic
distance from the lines she reads serves as an acknowledgement of the limitations of an art project that frames the
radicality of others. Recently the group have taken their foray into the realms of fiction in their collectively authored
novel Reena Spaulings {2004), which involved the participation of over 150 anonymous writers and took three vears
to complete. Embracing the Hollywood stlgdio screenwriting system, they invited a core group of writers including
Jutta Koether and actor/poet Jim Fletcher to thrash out a storyline, farming out areas of the text and assigning
different functions of the overall scheme. Seamlessly edited, the book is a summatjon of multiple experiences of, and
perspectives on, its main subject, New York City, seen through the eyes of its central protagonist, Reena Spaulings —
a ‘material entity’ dreamed out of the city, a place that is ‘constantly exposed to the forces of communism’. Reena is
depicted as a continually morphing, interconnected, social, sexual being who moves through the city as it shapes her
subjectivity; her body is an open, receptive, shared space, frequently coerced by others, ‘a site for things to take
place’. After starting out as a gallery attendant, in a series of obscure escapades she is headhunted as an underwear
model, converses with Slavoj Zizek at an A-list cancer benefit Strokes concert, hobnobs with Karl Lagerfeld in uitra-
hip night-club Waste, discovers an addiction to loss and becomes embroiled in anarchist actions, at which point she
momentarily changes her name to Marcks Engels. The city also goes through a transformation. At one point it is
devastated by a tornado that leaves behind it a trail of destruction, ripping though a gym of buff male models along
the way. Spontaneous gang violence sparks up around the city and a virtual war zone of civil unrest creeps in, a kind
of hallucinatory uprising of collective unconscious desire. While Reena seems only too happy to detonate a bomb for
one of her ‘gang-guy’ mates, one gets the feeling she is not wholly committed to the cause. With the help of her agent
she eventually repackages her rebellion into the planning of a song-and-dance riot ‘Batﬂe on Broadway’, proving
capitalism’s consistent ability to turn its own critique into fuel for its fire. As with many of Hollywood’s committee-
authored leading characters, there is a lack of depth to Reena’s persona. However, a literary masterpiece was never
the ambition. Just as Godard sought with Tout va bien not only to make a political movie but also to make a movie
in a political way, so this novel is more about the political connotations of the collective process of production than
the final result. In the creation of a character whose ‘thoughts and actions are not spanned by any author's mind’ BC
play a game that follows the same lines of their own quasi-corporate front and their pro_ﬁliﬁg of the Black Bloc’s
refusal of political identity, subverting the capitalist fixation with ‘individualism’ and the art world’s need for
stardom — a literal ‘getting rid of oneself. At the same time, while BC’s fictional ‘incorporation’ knowingly forms a
sense of mystique around their activities, it also keeps their political position ambiguous. As Reena’s agent Maris
Parings says in the book: ‘it was first of all a question of emptying out the space behind the company logo, which

functions as a sort of mask or fog bank behind which anything at all, or nothing, could take place.’

Emily Pethick



- Does Reena give interviews?
- Here we go..

- Can you tell us more about her stating: "The reason T
opened Reena Spaulings Fine Art in the first place was
because I thought the only sincere way to be an artist
anymore was to be a dealer®

- This was a reference to the press release for Broodthaers’
first gallery show, where he announced his career shift from
poetry to visual art..

The idea is that it doesn’t matter what an artist makes so
iong as her work is circulated in a system over which she
has no real control. On the one hand, becoming a dealer
pecoming an artist is about creating the conditions within
which one's work can happen differently in a place like New
York. In an intensely commercial context it is not enough
to merely fabricate products. Reena Spaulings is a case of
also fabricating the work’s gallery and the dealer who
represents it, even the other artists who conspire or
compete with her, the working hours and the business climate
they share, the press and the promotion, taking over all the
aspects of one’s exposure in the city as well as one’s
exposure to other dealers and other artists, etc. Reena
prefers to displace herself between these two functions,
artist and dealer, in order to exploit the fictional
possibilities of both.

What’s fictional about those possibilities?

- There is the flashy wheeler-dealer fiction, the New York woman
fiction, the young genius fiction,the I am a machine fiction, the
communist fiction, the booming market Ffiction, the suicidal
fiction..

A good friend, Claire Fontaine, has been working on an idea of
the artist as ready-made, the idea that everybody who makes art
is already somehow appropriating a prefabricated notion of
authorship.but what happens when this notion is collectively
taken up and shared between friends? To be an artist like Reena
Spaulings or Claire Fontaine is to establish a figure and a
function behind which a few people can find the freedom to work
at a new distance from authorship, ownership, and signature
style. The fiction allows a sort of detachment, a situation of
desubjectivization, and thus another way of connecting ones
production to that of others. And to fictionalize a dealer is to
re-appropriate the business function, the power of representation
and the production of value, and to occupy these things with
other kinds of relations and behaviors. Fiction is maybe another
way of saying the possibility of creating possibilities. And when
the art world agrees to get sucked into your fiction it also
agrees to give itself up to the possibility of being rewritten.



Can you just tell us in a few words how you've been working,
who you've been working with, and what type of events/shows
have taken place in the gallery?

The first show was an unauthorized Michael Krebber
exhibition, with pages torn from the artist’s catalogue and
taped to the wall. This event was followed by a long
backroom phase of almost total darkness and anonymity. The
gallery changed its name to Sky High Art, and then changed
it to something else again. There were week-long shows, one-
hour shows, an anonymcous group show under the title “Robert
Smithson.” Reena then started a country music band and the
gallery was transformed into a sort of urban barn. Arocund
this time, a Japanese performance artist named Ei Arakawa
was hired to renovate the place using the latest digital
gaming software. Then there was Stephan Dillemuth’s midnight
unveiling of his spaghetti sculpture in June. Throughout
this first chaotic half of a year, the artists we show today
began to appear, as if ocut of nowhere. These include Klara
Liden, Josh Smith, Agathe Snow, Seth Price, Jutta Koether,
K8 Hardy, Josephine Pryde, Claire Fontaine and many more.

About Reena as a collective muse, artist and dealer combined
- the dream profile... This particular frame, in parts
structurally pulled out from a literary project (the
eponymous Bernadette Corporation novel published this year)
is an achievement in itself - in today's N.Y. particularly -
a fluctuating space to work within and from. How does this
space/frame inform the projects of the artists you invite?

“Reena Spaulings,” the collectively-authored novel, is
something else, a Bernadette Corporation project that
happens to share the name Reena and some collaborators with
the gallery. Reena Spaulings Fine Art and Reena Spaulings
the artist, however, is not a Bernadette Corporation
procject.

Soon after Reena established herself as a NY gallerist, a
montrous painting-on-wheels by the artist Reena Spaulings
appeared at PS1 Museum. This work was noticed by another
gallery, Haswellediger & Co., which offered Reena her first
soclo show in Chelsea late last year. Then the bock appeared
and Reena-space was confused again. She became a gallery-
artist-novel and New York has been following her radical
displacements with curiosity and amazement ever since. The
artists showing at Reena Spaulings instantly become
conspirators and collaborators in this unpredictable
process. They enter the backroom/brain/business on Grand St
with a desire to become Reena-fied.



- The flags that the "uberartist" made for the Haswellediger
Gallery were a brilliant response to the actual invitation to
exhibit there. No single 'signature' but a multiplicity of them;
flags but no flag-bearer (other than the name Reena Spaulings),
no representations and not really consumable emblems of anything
either, or? And then the V.U. White light/white heat covers.

The flags definitely filled that space in Chelsea. The record is

actually three records: we remade WL/WH three times, scng by
song, with many different women singing under the name Reena.

- How the business going?

- Fine, we are deing our first art fair this summer.

That’s yet another type of exposure.

- And another way of keeping the fiction real.

- Does Maris Parings and her likes show up at your openings?

- NYC is swarmed with this particular kind of power lady and
they definitely show up. They have to. They are afraid of
Reena. She is a shark and she is shaking things up in the
business field. The other dealers watch her every move.



LAY

NOTES ON MONEY (PAINTING)
by Reena Spaulings

I’ve made some money, I’ve made a few paintings, and I think I’m qualified to say something about it:
they are both abstract. Like money, art takes on value, loses it again, circulates, is reproduced, is
something we “make” (or fake), it comes between me and you, and it changes us. Lately I’ve been
making money paintings. [

Marx said that money is a “real abstraction.” Also, it has a “look” (not pretty or ugly, exactly),
although 1t’s not something you really look at. But how like a painting a 100 Euro note is, when I think
of it. For example: Where does its value come from? Why does it move me so? Does it really exist?
And did I really make it? Mostly, though, painting and money interest me for two reasons: each other.

They say that money makes money and we know that it also makes art - or at least has an influence on
its making. The more money there is, the more art shows up (and the more it looks like art). My money
paintings are not cash, they are sensations. They are expensive in every sense. I put everything into
them. I really wasted myself. Now they are for the eyes, to be spent in a glance.

Sometimes I imagine something like an invisible, blacker than black market — something more like an
anti-market. When the official market crashes you will finally be able to see these paintings as if for
the first time. Only then will eyes open to receive uncountable sums just by looking or will they
encounter total bankruptey. For now, these are ambiguous and deviant notes, aesthetic cash, beautiful
dollars. They are also counterfeits, forgeries, standing in for painting-painting. In this world, painting
is work like any work. In the anonymous backroom, people are the money. They don’t represent
values, they literally embody and produce them. They move each other like money. In the backroom,
images have no meaning other than themselves.

We found some very strange money that was used inside camps for displaced persons. A person
displaced from Lithuania to Germany at the end of WWII had a special displaced money to spend — not
Lithuanian or German but these temporary UNRRA notes that only had value on the inside (where
nobody belonged). They were designed, made and spent inside the camp. Who knows what else was
displaced as these notes circulated there? Did they buy socks or sex or potatoes? What were these
things worth in a camp? What is the meaning of the short sentence that appears on the back of the five-
unit note? All we know for sure is that this is ghost money and it’s worthless now.





