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I am not
interested
in leaving
things
behind, but

ideas

He has become famous as a »cooking artist« — a misunderstanding that has almost concealed the real
questions raised by his work for the past twenty years. Via email, Raimar Stange spoke with RIRKRIT
TIRAVANIIA about this subject and the :leu}'s-surgrising way that the artist has read Western culture

against the cultural attitudes of his homeland, Thailand.
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»Ich will
keine D

Ideen
hinterlassen«

Er ist als »Koch-Kiinstler« beriihmt geworden - ein Missverstindnis, das die wirklichen Frage-
stellungen seiner Arbeit seit gut 20 Jahren nahezu verdeckt. Dariiber, und iiber seine immer wieder
iiberraschende Weise, die westliche Kultur mit der Geisteshaltung seiner Heimal Thailand kritisch
gegenzuh?sem hat Raimar Stange sich mit RIRKRIT TIRAVANUA via E-Mail unterhalten,
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#Far Eastern thought is not concerned with substance,
but with relationships,« remarks Byung-Chul Han in
his book Hyperkulturalitit (2005). Free from any pre-
scribed dichotomy of subject and object, Rirkrit Tira-
vanija explores this relational connection in his work
by using a variety of formulations. The different me-
dia used by the artist, which are often negotiated in co-
operation with exhibition visitors or colleagues, range
from installation and sculpture to performance and
graphics, posters and sound insallations to videos and
books. So, it is no surprise that Tiravanija played a ma-
jor role in Nicolas Bourriaud's theatre of »relational
aesthetics«. Though at first sight convineing, this posi-
tioning is questionable; for, as eritic Helmut Draxler
rightly noted, Bourriaud’s cult book of the nineties fo-
cuses specifically on »good relations, which art can al-
legedly use to oppose capitalism’s logic of alienations,
This concentration on harmonious relations swiftly
shifted some art from the nineties into the proximity
of a compliant event culture.

Among other things, I asked Tiravanija about the
possibilities and boundaries of this kind of affirmative
relational work within a politically precarious context.

RAIMAR STANGE: When did you get the idea for your
weooking-situations 2«

RIEKRIT TIRAVANI]JA: One day I was walking along
West Broadway on my way to visit a gallery where 1
was supposed to participate in a group exhibition (cu-
rated by Robert Longo). 1 was thinking about the situ-
ation - that this would be the first time my work would
be exhibited in New York. It seemed like a lot of pres-
sure to succeed, so I decided to take the opposite atti-
tude, which was to relax. Then and there, | decided to
make something that was very close to me and that
was part of my everyday experience. When 1 made
the first cooking piece, it was not about cooking at all
(I suppose it has never been about cooking!), but was
rather a (kind of] museological critique — about cul-
tural fragmentation (the removal or displacement of
cultural artefacts from one (original) context to an-
other, i.e. from the East to the West (from my perspec-
tive]). It was about reanimating certain structures in or-
der to address the shifting of context, to bring back the
everyday to objects which had been catalogued into a
certain sphere of cultural value, such as the Elgin Mar-
bles in the British Museum or — more closely related
to my background - the Buddha statues and ceramic
pottery in all sorts of museum in the West.

STANGE: Sometimes you cook, and other peaple eat; some-
times you let people cook, for example in your exhibition in
Ludwigsburg in 1997 Why do you switch roles? Do you
want to reflect aspects of production as well as of consump-
tion in your cooking-perfarmances?

#Das ferntistliche Denken orientiert sich nicht an der Sub-
stanz, sondern am Verhiiltnis«, stellt Byung-Chul Han in
seinem Buch »Hyperkulturalitit« 2005 fest. Dieses rela-
tionale Verhiiltnis jenseits einer vorgeschriebenen Dicho-
tomie von Subjekt und Objekt lotet Rirkrit Tiravanija in
seiner kiinstlerischen Arbeit mit unterschiedlichen For-
mulierungen aus. Das Spektrum der dabei ins Spiel ge-
brachten Medien, die oftmals in Kooperation mit Ausstel-
lungsbesuchern oder Kollegen erarbeitet werden, reicht
von Installation und Skulptur, iiber Performance und
Zeichnung, Plakat und Hérstiick, bis hin zu Video und
Buch. Kein Wunder also, dass Tiravanija auf Nicolas Bour-
riauds Bithne der »relationalen Asthetiks cine Hauptrol-
le spielte. Doch diese auf den ersten Blick iiberzeugende
Positionierung ist durchaus fragwiirdig, denn Bourriauds
Kultbuch der 90er Jahre hat seinen Fokus vor allem, so
stellte schon der Kritiker Helmut Draxler treffend fest, auf
»gute|n] Bezichungen, welche die Kunst angeblich der
kapitalistischen Entfremdungslogik entgegensetzen kén-
ne«. Genau diese Fokussierung auf harmonische Relatio-
nen hat Teile der Kunst der 90er Jahre schnell in die Nihe
einer wohlfeilen Eventkultur geriickt.

Uber die Maglichkeiten und Grenzen solcher eben

| auch affirmativen Bezichungsarbeit in einen politisch
| prekiiren Kontext habe ich Tiravanija unter anderem

: befragt.

RAIMAR STANGE: Wann hattest du die fdee zu deinen »Koch-
Situationen«?

| RIRKRIT TIRAVANIJA: Ich ging den West Broadway
| entlang, auf dem Weg in eine Galerie, wo ich zu einer
| Gruppenausstellung eingeladen war (kuratiert von Robert
| Longo). Ich dachte iiber die ganze Situation nach, dass

meine Arbeit in New York das erste Mal ausgestellt wird.
Der Erfolgsdruck schien mir enorm, und so entschied ich
mich fiir das Gegenteil, nimlich es entspannt anzugehen,
Ich waollte etwas machen, das mir sehr vertraut und Teil
meines Alltags war, Bei meiner ersten Koch-Arbeit ging
es anfangs gar nicht ums Kochen (es geht eigentlich nie
ums Kochen!), sondern eher um eine (Art) museologische
Kritik. Es ging um kulturelle Fragmentierung (das Entfer-
nen oder die Verschiebung kultureller Artefakte von ei-
nem (dem urspriinglichen) Kontext in einen anderen,
zum Beispiel vom Osten in den Westen (aus meiner
Perspektive)). Es ging um die Neubelebung bestimmiter
Strukturen, darum, die Verschiebung des Kontexts anzu-
sprechen und Objekten ihre Alltiglichkeit zuriickeuge-
ben, die in eine bestimmte Sphiire kultureller Werte auf-
genommen wurden, wie zum Beispiel die Elgin Marbles
im British Museum oder - niiher an meiner Herkunft
die Buddha Statuen und Keramiken in allen méglichen
Museen des Westens.

ES IST EIN MOMENT, IN DEM
MAN SELBST ETWAS PRODUZIERT
UND ZUGLEICH KONSUMIERT
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TIRAVANIJA: | was trying to reanimate objects (from
readymades to pre-readymades) by reintroducing their
function. A pot is a pot, a stove is a stove, and a chair
is a chair. Initially, I didn’t completely understand the
Western dichotomy of »subject-object«. In Thai culiure
we don’t have the same perspective; we have neither
subject nor object - in a funny, Buddhist (philosophi-
cal, semiotic) way. When | started to cook and serve
food (without planning to, purely by coincidence), 1
quickly realised that viewers {readers, critics) were in-
terpreting the work as performance in a Beuysian
sense, as a staged situation, which meant that viewers
had a certain distance to it. [ felt that this distance rep-
resented the gap in Western thought between ssubject=
and »object« which 1 needed to attack and dismantle
— the »doubt« about the author, or the »doubt« about
the subject’s position or positioning. So, in order to
confuse the positions, I implicated the viewer. 1 sup-
pose that raised questions regarding production and
consumption, In talking about the works, I often bring
up the idea that people sometimes walk on a floor
sculpture by Carl Andre, only to find out midway (or
all the way] through that they have been walking on a
sculpture. Suddenly people are afraid that they did
something they were not supposed to do (allowed to
do). The curtain drops; it is a moment in which one
produces and consumes at the same time.

SOMETIMES | MEET EXPECTATIONS,
THOUGH UPON CLOSER EXAMINATION
THERE SHOULD BE SOME SURPRISES

STANGE: Af Skulptur Projekte Miinster in 1997, you
surprised everyone by exhibiting a piece of puppet theatre,
How did that come about?

TIRAVANI]A: 1 like that - ssurprised!s | would like to
go from one surprise to another, or rather [ would like
to not satisfy too many expectations. Sometimes |
meet expectations, though upon closer examination
there should be some surprises, [ was thinking about
the peaple living in Miinster and how they might have
a love-hate relationship with the exhibition, with the
fact that every ten years their park (nature) gets turned
into a culture park (seulpture). I started to do some re-
search — looking into the place’s dark past - and found
out that the zoo in Miinster was a site of some con-
tention; the man who founded the zoo was a priest
who was interested in biology, which conflicted with
Christianity’s creation myth, and he was therefore ex-
communicated, But this Christian town has a society
that works to raise money for the zoo, The society puts
on theatre performances {a drunken theatre) where
men dress up, play female roles (and vice versa) and
get drunk on stage - in other words it is debauched
and out of control. One play performed at the theatre
told the story of a family of farmers, in which the old

STANGE: Mal kochst du sellst und andere essen, mal fit ou
andere kochen, wie elwa bei der Ausstellung im Kunstoerein
Ludwigshurg 1997 Warnm dieser Rollentoechsel? Gelit es dir
bei deinen Koch-Performances darum, sowohf Aspekte der Pro-
duktion wie solche des Konsums zu reflektieren?

TIRAVANIJA: Ich versuchie, Objekte neu zu beleben
(von Readymades zu Pri-Readymades), indem ich ihre
urspriimgliche Funktion wiederherstellte. Ein Kochtopf ist
ein Kochtopf, ein Ofen ist ein Ofen, und ein Stuhl ist ein
Stuhl. Ich verstand die westliche Dichotomie von »Sub
jekit-Objeki« anfangs nicht ganz. In der Thai-Kultur gibt
es diese Perspektive nicht. Wir haben weder Subjekt noch
Objekt - auf eine lustige buddhistische (philosophische,
semiotische) Art. Als ich mit dem Kochen begann [was
nicht geplant war, sondern rein zufiillig Passierle:“ £l
kannte ich schnell, dass die Bewrachier {Leser, Kritiker)
die Arbeit in einem Beuysschen Sinn als Performance in-
terpretierien, als eine Inszenicrung ... Was eine be-
stimmie Distanz schuf. Ich spiirte, dass ich diese Distanz
die im westlichen Denken vorhandene Kluft awischen
»Subjekix und »Objekt« darstellt, angreifen und abbauen
musste — »Zweifels am Autor oder an einer Subjektposi-
tion und Subjektpositionierung. Um die Positionen durch-
einanderzubringen, bezog ich also den Besucher mit ein.
Ich denke, das warf Fragen zu Produktion und Konsuma-
tion auf. Wenn ich iiber diese Arbeiten spreche, erwiihne
ich oft, dass Leute manchmal iiber eine Bodenskulptur
von Carl Andre spazieren und erst am halben Weg (oder
am Ende] bemerken, dass sie iiber eine Skulptur gegan-
gen sind. Es gibt einen Moment des Erschreckens, etwas
Verbotenes getan zu haben, der Vorhang fillt, und man
begreift etwas. Es ist ein Moment, in dem man selbst ¢t-
was produziert und zugleich konsumiert.

STANGE: Bei »Skulptur. Projelite 1997« in Miinster hast du
iberraschend ein Marionettentheater prisentiers. Wie kam e
dazn, was war die fdee?

TIRAVANI]A: Das gefillt mir! Uberraschend! Ich hiitte
gerne eine Uberraschung nach der anderen und will nicht
zu viele Erwartungen erfiillen. Manchmal erfiille ich sie,
aber wenn man genauer hinsieht, gibt es Uberraschun-
gen. Ich dachte iiber die Menschen nach, die in Miinster
leben und dass sie wahrscheinlich eine Hass-Liehe 2u
dieser Ausstellung haben, weil alle zehn Jahre ihr Park
(Natur) in einen Kulturpark (Skulptur] verwandelt wird.
leh begann zu recherchieren, auch die dunklen Seiten des
Ortes, und fand heraus, dass es um den Zoo in Miinster
viele Auseinandersetzungen gab. Der Griinder des Zoos
war ein Priester, der sich fiir Biologie interessierte, was im
Widerspruch zum christlichen Schiipfungsmythos stand,
und weshalb er exkommuniziert wurde. Aber in dieser
christlichen Stadt gab es einen Verein, der Geld fiir den
Zoo aulstellte. Der Verein veranstalieie Theaterauffithrun-
gen, bei denen sich Minner verkleiden und Fravenrollen
spielen und umgekehrt und sich alle auf der Bithne be-
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parents wanted their son {their only son) to take over
the family farm, but the son refused because he
wanted to be an artist. He left the farm for Miinster.
The farm was then passed on to his sister and her hus-
band, but in time the farm ran into trouble and fell
into debt. At a desperate moment before the family
was going to lose the farm, word armrived to their son
in town. By then, he had become an established artist.
He returned home to save the family farm using the
fortune that he had made as a successful artist. Yes, the
artist saves the day! I'm sure it was a surprise in those
days!

yI also wanted my work to invelve the local people
in order to close the gap between the community and
the outsiders. I wanted to work with a school that was
located near the original site of the zoo. (It has long
since been relocated.) | came up with the idea of pup-
pet theatre because 1 was looking for a form that was
sculptural as well as one with a built-in handicap for
the players. The thought was that this might create
chaos and emulate drunkenness!

| AM INTERESTED IN THE POSSIBILITIES
THAT CAN BE ARRIVED AT WHEN PEOPLE
PUT THEIR IDEAS TOGETHER

STANGE: In your exhibition Social Capital at Migros
Museum in Zurich in 1998, you installed a supermarket,
Also inclwded in the show was an awto repair shop produced
in collaboration with Franz Ackermann as well as works by
other artists, for example Douglas Gordon and Dan Flavin,
How important is collaboration in your work?

TIRAVANIJA: It is imporiant to the same extent that
an audience should be involved in the work. 1 am not
interested in authorship; 1 am interested in the possi-
bilities that can be arrived at when people put their
ideas together. There are ideas that have been released
into the world of culture that I find important to quote,
re-present or re-address. And [ think that there are al-
ways ideas that we should reconsider. After all, time is
a siructure constantly moving forward. [ am not inter-
ested in leaving (any) things behind; | am interested in
leaving ideas behind. Like a good recipe, everyone
knows what it is, what it tastes like and even how to
make it again — perhaps even differently, following
their own interpretation; or perhaps it would be a base
for something completely different, a possibility.

STANGE: Jn the 90s your work was discussed in the context
of relational aesthetics. How comfortable are you with your
work being framed in this way ?

TIRAVANIJA: I am comfortable with frames, and
I'm comfortable not to be framed by it. One works as
a living, breathing subject. One shifts and changes (I
hope] with experience. [ think it has become clear by

ICH DENKE, ES IST MITTLERWEILE KLAR, DASS
ALLES RELATIONAL IST, SOGAR COMPUTERPIXEL

trinken - mit anderen Worten, es ist wild und unkontrol-
liert. Ein Stiick handelte von der Geschichte einer Bau-
ernfamilie. Die Eltern wiinschten sich, dass ihr Sohn (der
einzige Sohn) den Hof iibernimmt, aber er weigerte sich,
weil er Kiinstler werden wollte, Er verlief den Hof und
ging nach Miinster. Der Hof wurde an seine Schwester
und ihren Ehemann iibergeben, aber nach einiger Zeit
gerieten sie in Schwierigkeiten und verschuldeten sich. In
dieser ausweglosen Situation, in der die Familie Gefahr
lief, den Hof zu verlieren, erfuhr der Sohn in der Stadt da-
von. Zu diesem Zeitpunkt war er bereits ein erfolgreicher
Kiinstler. Er kehrte nach Hause zuriick und rettete mit
dem Reichtum, den er inewischen angehiiuft hatte, den
Hol seiner Familie. Ja, der Kiinstler war die Rettung! Das
war damals eine Uberraschung, da bin ich mir sicher!

Ich wollte auch, dass meine Arbeit die Menschen vor
Ot einbindet, wm die Distanz zwischen der Stadt und den
Besuchern zu verringern. Also hatte ich die Idee, mit einer
Schule zusammenzuarbeiten, die sich in der Nihe des
Alten Zoos befand (der schon vor langer Zeit verlegt wur-
de). Ich entschied mich fiir ein Marionettentheater, weil
ich nach einer Form suchte, die zugleich skulptural war
und den Spielern die Darstellung erschwerte. Ich dachte,
es kiinnie Chaos erzeugen und den Eindruck von Betrun-
kenheit, vielleichi!

STANGE: In defner Ausstellung »Das soziale Kapital= 1998
im Ziiricher migras museum hast du einen Supermarkt instal-
liert, Linter anderem war da in Zusammenarbeit mit Franz
Ackermann eine Awtowerkstat! aufpebaut. Auch Werke anderer
Kiinstler, etwa von Douglas Gardon ader Dan Flavin, waren zu
sehen. Wie wichtig ist die Kooperation mit anderen Kiinstlern
fiir deine Arbeit?

TIRAVANITA: Genauso wichtig wie das Publikum in die
Arbeit miteinzubezichen. Ich bin nicht an Autorschalt in-
teressiert. Mich interessieren diec Miglichkeiten, die ent-
stehen, wenn Menschen ihre Ideen zusammenbringen. Es
gibt Tdeen in der Kulturwelt, die ich fiir so bedeutend und
wichtig halte, sie zu zitieren und/oder wieder zu zeigen
und neu zu bearbeiten. Und ich denke auch, dass es im-
mer Ideen gibt, iiber die man neu nachdenken sollte,
Schlieilich ist die Zeit eine Struktur, die immer fortschrei-
tet. Ich bin nicht daran interessiert, Dinge (irgendetwas)
zuriickzulassen. Mich interessiert es, Ideen zu hinterlas-
sen. Wie ein gutes Rezept, jeder kennt es, weib, wie es
schmeckt und wie man es nachkocht - vielleicht sogar ein
bisschen abgewandelt. Oder vielleicht ist es die Grund
lage fiir etwas ganz anderes, eine Miglichkeit.

STANGE: [ den 90¢r fahren wurde deine Kunst im Raknen
der «Relational Aestheticr= diskutieri. Fihlst du dich wohl in
diesemn Kontext?

TIRAVANI]A: Ich kann mit Rahmen gane gut leben, aber
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now that everything is relational, even computer pix-
els. However, | have always had a problem with aes-
theticizing. To me, that seems to be just another Bap,
and a gap that I have tried to dismantle, Aesthetics is
a Western concept; it separates subject from object,
And as | mentioned earlier, for me, no such distinction
exists,

STANGE: JTigether with Kamin Lerdchaprasert you founded

"IneLani, a project in the norihern part of Thailand, where
you experiment with alternative ecological and ecomonric
models, Can you tell me a bit more about the project and
what you are doing there?

TIRAVANITA: Not doing much, but a lot. The Land has
now existed for over ten years. It combines different
desires: on the one hand, a desire for a safe house - a
place of rest, but also a place to think and to have ex-
changes outside or aside from the normal spheres, a
desire for a retreat outside of the grid; and, on the
other hand, a desire to experiment with living struc-
tures — towards holistic ideas, without idealism, with-
out property, without ownership, and essentially with-
out expectations, It is really a rice field when in season
as well as a place for contemplation. It is a landscape
upon which to act, a surface on which to build models
and a table around which to meet. But it is only those
things when there is a need and a will for such interac-
tion. It lays fallow when there is no water, it becomes
lush when the rain falls, and it becomes impossible
when water floods the plains. It is the desire of many,
but most of the time it is only a possibility. It is what
many imagine it to be — beyond what it actally is.
Still, it is there, and it has reached much of its poten-
tial, although it has failed in other ways. It was built,
and it has fallen. And others will arrive to build on
bath the failures and the successes.

STANGE: Has your teaching influenced or changed your ari
[freactice?

TIRAVANIJA: Yes, I have been influenced by it. But,
no, I would not say that it has changed my practice.
Rather, | see it as part and parcel of the practice. | am
interested in the exchanges and the possibilities to
think and work with others. Teaching is a part of that
relationship. It has its speed and its duration, and I
want 1o spend that kind of time thinking and talking.

STANGE: Ohver the past few years, your work has become in-
creasingly political. I am thinking here, for example, of the
Demonstration Drawings (2007-ongoing) as well as the
mural and the buttons where you ask: Where is Ai Weiwei
(2011). How do you explain this developrment in your work?

| HAVE ALWAYS BEEN IDEOLOGICAL
IN MY APPROACH TO ART MAKING AND
THE POTENTIAL OF ART MAKING

auch damit, nicht in einen Rahmen gesteckt 2u werden,
Man arbeitet als ein lebendes, atmendes Subjekt. Man be
wegt und iindert sich durch Erfahrung (hoffentlich). Ich
denke, es ist mitlerweile klar, dass alles relational ist, so-
gar Computerpixel. Allerdings hatte ich immer ein Pro-
blem mit Asthetisierungen. Fiir mich ist anch das pine
Kluft, die ich versucht habe abzubauen. Asthetik ist ein
westliches Konzept. Es trennt das Subjekt vom Ohbjekt,

| und wie ich schon sagte, gibt es fiir mich diese Unter-

scheidung nicht.

STANGE: D bist mit Kamin Levdchaprasert Begriinder des
Projekies »The Land«. Ihr testet im Novden Thailands, in der
Niihe von Chiang Mai, andere Formen zon (Wologie und Oko-
nomic ans. Was genau passier! dort?

TIRAVANL]A: Nicht viel, aber doch sehr viel, sThe Lands«
existiert nun schon seit iiber zehn Jahren. Es erfillt
verschiedene Sehnsiichie: einerseits nach einem sicheren
Zuhause - einem Orl, um sich auszuruhen, aber auch ei-
nen Ohl des Denkens und des Austauschs auBerhalb der
gewohnten Sphiiren, der Wunsch nach einem Riickzugs-
ort aullerhalb des Rasters. Und auf der anderen Seite, die
Sehnsucht, mit dem Lebendigen zu experimentieren -
mit holistischen ldeen, ohne [dealismus, ohne Besitz,
ohne Eigentum und vor allem ohne Erwartung, Es ist je
nach Jahreszeit tatsiichlich ein Reisfeld aber auch ein Ort
der Kontemplation. Es ist eine Landschaft, auf der man
agieren kann, eine Oberfliche, auf der man Modelle
bauen kann und ein Tisch, an dem man sich trifft. Aber
all das ist es nur, wenn es das Bediirfnis und den Willen
fitr solche Interaktionen gibt. Es liegt brach, wenn es kein
Wasser gibt, es wiichst Gippig, wenn der Regen filly, und
es ist unmiiglich su bewirtschaften, wenn die Ebene dber-

flutet ist. Es verkiirpert die Sehnsucht vieler, aber vor al-
lem ist es eine Méglichkeit. Es ist, was viele sich darunter
vorstellen, jenseits seiner Realitit. Dennoch, es ist da und
hat viele seiner Potenziale ausgeschipft und andere ver-
fehlt. Es wurde gebaut, und es ist zusammengebrochen,
aber es werden wieder Leute kommen und an beidem ar-
beiten, den Fehlern und den Erfolgen.

STANGE: Beetnflusst oder verdndert das Unterrichten deine
kiinstlerische Praxis?

TIRAVANI]A: Es beeinflusst mich, aber ich wiirde nicht
sagen, dass es meine Praxis verindert. Eher sehe ich es
als wesentlichen Teil von ihr. Ich interessiere mich fiir den
Austausch und die Mijglichkeiten mit anderen zu denken
und zu arbeiten. Zu Unterrichten ist Teil dieser Bezie-
hung. Es hat seine Geschwindigkeit und seine Daver, und
ich miichte diese Art von Zeit verbringen, mit Denken
und Sprechen.

STANGE: Uber die fetzten paar Jahre wurde deine Arbeit zu-
nehmend politisch. Ieh denke hier zum Beispiel an die » Demons-
tration Drawings= (2001-07) ebensa wie an das Transparent

SFIKE N - 312 Perpar - Rixkes? Tinpanga
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The land foundation, Chiang Mai, Thailand

Uty nrugermemctzemaler, R

Photn: Liz Linden

TIRAVANI]A: | have always
been ideological in my ap-
proach to art making and the
potential of art making, and
I have always been sceptical
about institutional structures
or institutional boundaries.
This doesn't mean that 1
have worked or lived out-
side the bounds of such
structures, but certainly, in-
stinctively, [ have always
been doubtful. Already since
Ronald Reagan's presidency
and continuing untl now,
the political divide present in Thailand has influenced
this attimude. OFf course, China and Thailand are differ
ent in many ways, but parallels can be drawn between
the corruption of power and the abuse of information
(disinformation) found in each. The rhetorics and the
manipulation of the media, although blatant, are
highly divisive. The battle is now being fought for
stakes in the future of the country, and the question of
a new [republic) state has everyone on their toes.
Opinions, innuendoes and rumours are everywhere,
and the need to rewrite the constitution looms large.
But isn’t that the case in many parts of the globe?
Everywhere, we feel the shift of power under our feet;
how can we not address it, even with our tongues in
our cheeks!

STANGE: One final question: What are you reading at the
mament ?

TIRAVANI]A: Roberto Bolaio, The fnsufferable Gaucho;
Jiilius Koller: Universal Futurological Operation (a cata-
logue put together by Roman Ondik); Simon Garfield,
Just My Type. A book about fonts; Roberto Boladio, Be-
tween Parentheses: Exsays, Articles and Speeches 1998-
2003; Tom Mueller, Extra Virginity: The Sublime and
Scandalous World of Olive Oil; and Golf Digest, the Feb-
ruary issue with the »Hot Lists evaluating the latest
golf equipment. —

und die Buttons, wo du fragst:
wWhere ix Ai Weiweir (2011).
Wie erkidrst du diese Entewicklung
in detner Arbeit?

IRAVANIJA: Mein Zugang
sum Kunst-Machen [und sei-
nem Potenzial) war immer
ideologisch, und ich war auch
sicherlich immer skeptisch ge-
geniiber institutionellen Struk-
turen oder Grenzen. Das he-
deutet nicht, dass ich jenseits
der Strukturen arbeite oder
lebe, aber ich tue das sicher in-
stinktiv mit Zweifel. Die politische Spaltung in Thailand
beemnflusste diese Einstellung. Natiirlich sind China und
Thailand in vielerlei Hinsicht unterschiedlich, aber der
Machtmissbrauch und der Missbrauch von Information
{Disinformation) in beiden Lindern dhneln einander bis
zu einem gewissen Grad. Die Rhetorik und die Manipu-
lation der Medien, obwohl offensichtlich, sind heichst po-
larisierend. Der Kampf um die Zukunft des Landes findet
jetzt gerade statt, und die Frage nach einer neuen Repu-
blik beschéftigt jeden. Meinungen, versteckte Andeutun-
gen und Geriichte kursieren tiberall, und das Bediirfnis
nach einer neven Verfassung ist ein grofies Thema. Aber
ist das nicht in vielen Teilen der Welt der Fall? Uberall
spiiren wir, wie sich die Machtverhiilinisse verschieben.
Wie ktinnten wir das nicht ansprechen, sogar mit Ironiel

STANGE: Eine letzte Frage: Was liest du gerade?

TIRAVANI]A: Roberto Bolafio, »The Insufferable Gau

chos; Jilins Koller {ein von Roman Ondik zusammenge-
stellier Katalog); Simon Garfield »Just My Tyvpe. A book
about fontse; Roberio Bolano «Between Parentheses:
Essays, Articles and Speeches 1998-2003«; Tom Mueller
#Extra Virginity: The Sublime and Scandalous World of
Olive Oil«; »Golf Digest«, die Februar Ausgabe mit der
#Hot List« zum neuesten Golf-Equipment, —

Awy dem Engltschen vom Stofan Thch
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Rirkrit Tiravanija, Soup/No Soup

18 tasses de bouillon de 1égumes (environ 2500 ml), 5 tiges de citronnelle, 5 feuilles entieres de kaffir
lime (ou combava), 1000 grammes de tofu mou, coupé en carrés... 15 000 bols soit 5 000 litres de soupe
auront repu 8 000 a 10 000 personnes au Grand Palais le 7 avril dernier.

Un silence quasi religieux régnait alors, vers 22h, quand nous sommes arrivés. Deux rangées de tables
assez sommaires traversaient la nef de part en part ; il restait encore de la place pour accueillir de nou-
veaux convives. Le petit bol de carton en main, il fallut décider ot nous asseoir : la tablée art contempo-
rain, aux coOtés des curateurs de la Triennale et des artistes présents, ou, comme dans un restaurant ou une
aire de pique-nique, parmi la foule des inconnus. La solution fut de manger un premier bol d’un c6té et
un second de 1’autre. La premiere option fit que notre diner ne différa guere d’un autre buffet de ver-
nissage, le chauffage en moins ! La seconde, recréant une certaine intimité au cceur de la tablée, sembla
nous permettre d’apprécier plus aisément la situation. Nous installer a I’écart des personnes que nous
connaissions nous laissa une plus grande liberté d’observation. Le calme était sans doute 1’élément le
plus frappant de cette soirée, renforcant la sensation d’un moment privilégié dans un tel batiment. Débar-
rass€ des artifices par lesquels nous I’appréhendons habituellement — stands de foires ou autres dispositifs
d’expositions qui font que, presque jamais, nous ne venons au Grand Palais pour voir le Grand Palais, ex-
cepté peut-Etre lors de Monumenta mais c’est 1a encore I’occasion de le parcourir au travers du filtre des
ceuvres qui y prennent place — le lieu nous apparut dans toute son immensité qui le rendait paradoxale-
ment moins tentaculaire : rarement nous avions pu le contempler d’un seul coup d’ceil. Chacun semblait
y avoir trouvé sa place. Tandis que certains se sustentaient joyeusement, des enfants improvisaient une
course d’avions en papier, un homme exercait sa voiture téléguidée... On a méme entendu dire que, plus
tot dans la journée, un petit concert de guitare avait ét€ improvisé.
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La différence d’avec tous les autres « événements culinaires » organisés par Rirkrit Tiravanija ? Princi-
palement les dimensions du projet comme du site qui I’accueille. Un traiteur et son équipe avaient pris la
place de I’artiste en cuisine et des bénévoles d’Emmaiis étaient venus préter main forte pour le service.
Quelques-uns auraient méme ensuite été embauchés par le traiteur, prouvant sans préméditation la validi-
té de « I’utopie sociale » parfois reprochée aux dispositifs de 1’artiste. L on pouvait €tre sceptique quant a
la reproduction a I’échelle « institutionnelle » d’un concept qui a plus de vingt ans d’existence ; consécra-
tion ou redite, il était permis de douter. Pourtant, ce fut un moment fascinant que de voir le Grand Palais
mué en coquille vide préte a accueillir toutes les interprétations possibles. Beaucoup d’amateurs d’art le
peuplaient en effet mais il est tout a fait plausible de penser que la foule était plus bigarrée que cela, les
médias ayant fortement relayé 1’invitation a cette grande soupe populaire et gratuite servie au coeur d’un
des joyaux de la République.

Faisant pour ainsi dire office de cartel, la recette était affichée sur un petit panneau, entre les tables et le
buffet. Opérant presque comme une mise en abyme de 1’ceuvre, elle s’ offrait sans mystere, aussi simple-
ment que le bol de soupe qui nous était tendu derricre. [...] porter a ébullition et laisser bouillir 5 minutes
pour parfumer [...] jusqu’a ce que les champignons soient tendres [...] réduire a feu doux et ajouter le
lait de coco [...]. L’art de Tiravanija ne se laisse toujours pas cerner par les définitions, il se déguste avec
gourmandise.
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Media Farzin. “FEAR EATS THE SOUL,”
artagenda.com, April 2011.

The most striking thing about Rirkrit Tiravanija’s recent New York show is also its most organic aspect: the
windows and doors of the main exhibition space have been removed, exposing the interior to the street. From
the outside, the space looks empty except for the soaring black letters spray-painted on the walls. Once inside,
visitors can piece together the show’s bleak title from the letters: FEAR EATS THE SOUL. The exhibition is
built on many references, some obvious (the 1974 Rainer Werner Fassbinder film, Andy Warhol’s Pop appro-
priations), others more personal and revealed only through conversation with the artist (the recent shooting in
Arizona, Gordon Matta-Clark’s Window Blowout of 1976).

Activities within the space, however, are well in keeping with Tiravanija’s aesthetic of cheerful interaction,
which can be as engaging as it is unremarkable. There is a plywood structure that houses a t-shirt factory/
shop, where political slogans collected by the artist can be “hand-screened while you wait” by Nick Paparone,
a student of Tiravanija, at $20 each (with online orders conveniently available). Interactions with visitors are
genuinely warm, albeit straightforwardly commercial and slightly awkward. Compared to a “real” shop, the
conversation and curiosity are somewhat more forced, since the metonymic “framing” of commerce as art una-
voidably conditions the exchange, as does the inevitable cynicism of the commodity of dissent (“Does Rirkrit
ever stop by? Can I really buy a t-shirt? Can I change what it says?”).

Next door to the factory is a reconstruction of Tiravanija’s first show with Gavin Brown in 1994. For that
show, Tiravanija’s artworks, or rather his working objects, were paired with Warhol artworks borrowed or re-
made for the occasion: a wok placed next to a Brillo box, for example (the latter a replica by artist Mike Bidlo).
The entire 1994 show is redone here as chrome replicas, bland and shiny “art objects” that form a contrasting
pair to the livelier “factory” next door. There is even a tiny office in the back with exhibition catalogues, a
newspaper, and James Cliftord’s The Predicament of Culture. “I had hoped Gavin would be working there
most of the time,” Tiravanija mused. “I guess that shows how things have changed.”

While some things, like the size and success of Brown’s gallery, have changed, others have remained the same.
Tiravanija’s installations of the past twenty years have consistently focused on everyday activity. In the main
space, window frames have been leaned against the entrance walls, next to shovels, crowbars, and brooms left
behind by workers who had dug the small hole in the ground. The hole was then covered with a metal sheet,
an indistinguishable makeshift manhole cover except for its slogan: “THE WAY THINGS GO.” (Back to

the earth, perhaps?) The pit was used to prepare the meal that the artist served to guests at his opening, an
ancient Mayan dish of marinated pork that is slow-roasted by being buried a hole in the ground along with
heated stones.

Cooking has defined Tiravanija’s two-decade career of hospitable art-making. Several cookbooks, multiple
cook-ofts, and endless meals later, the basic recipe has changed little. In the recent show, the “soup kitchen”
next door to the main gallery featured a weekly rotating menu drawn from various exotic and local cuisines (all
recipes available online at soupnosoup.com). The artist put in several appearances, but much of the work was
done by assistants and hired helpers who amiably introduce visitors to the food and the work. But it would

be a mistake to judge the work by the quality of the conviviality it generates or even the connotations of its
recipes, despite their deliberate references to the artist’s ethnicity and his interest in difference.
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The exhibition’s title is more explicit about Tiravanija’s larger concerns, which might grandly be called the
human condition. Ali: Fear Eats the Soul was the English translation of Fassbinder’s Angst essen Seele auf. The
film first appeared in Tiravanija’s Untitled 1994 (Fear Eats the Soul), a bar he constructed at Esther Schip-
per’s storefront gallery in Cologne that only served beer and cola. Fassbinder’s two lead characters, a German
cleaner and a Moroccan mechanic, meet in the film’s opening scene over the aforesaid drinks, and commence

an unlikely relationship that brings out their own deepest fears as much as the xenophobia and racism of their
surroundings.

“Fear eat soul,” Fassbinder’s Moroccan hero says in his stilted German. The same kind of “foreign” slip ap-
pears in the Tiravanija billboard that links the show’s main gallery and soup kitchen: “THE DAYS OF THIS
SOCIETY IS NUMBERED,” reads the t-shirt on the clothesline. Soup and t-shirts, food and clothing: Tirava-
nija employs these basic, thoroughly commercialized elements to mobilize bodies and their everyday needs and
desires towards something slightly less commercial, slightly less stratified, and even slightly less fearful and
isolated. This is all done gently, with a disarming smile and the “native” hospitality of an outsider, a position
that Tiravanija has not hesitated to use to his advantage. But the visitors also become outsiders as they navi-
gate a space that mixes hospitality with commerce, public with personal, and genuine with theatrical. Decades
of “relational aesthetics” later, there is still a productive awkwardness about Tiravanija’s spaces, which may be
why he continues to stage and restage them.

“The way things go is that they take time,” Tiravanija once wrote about the artists Fischli and Weiss. The
phrase comes back on the manhole cover at the entrance to the gallery. Like Fischli and Weiss’s videos, the
Mayan roasted pork, and pretty much everyday life itself, these installations are stages for slow unfoldings.
They combine lofty humanism with mundane blandness, but are saved from the fate of either by being groun-
ded in real time and space. What matters are the small moments of negotiation brought out by the ambiguous
identity of the spaces, which are never quite seamlessly one thing or another, whether galleries, replicas, kit-
chens or workshops. His ambitions might be grand, his means unremarkable, but Tiravanija’s artwork, as this
show proves, can still be affecting in its unsettling ordinariness.

1 View of Rirkrit Tiravanija’s <FEAR EATS THE SOUL» Gavin Brown’s enterprise,
New York, 2011.
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2 View of Rirkrit Tiravanija’s <FEAR EATS THE SOUL» Gavin Brown’s enterprise,
New York, 2011.

3 View of Rirkrit Tiravanija's "FEAR EATS THE SOUL" Gavin Brown's enterprise,
New York, 2011.

4 View of Rirkrit Tiravanija's "FEAR EATS THE SOUL" Gavin Brown's enterprise,
New York, 2011.
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5 Rirkrit Tiravanija, untitled 2011 (t-shirt, no t-shirt),
2011.

6 Rirkrit Tiravanija, untitled 2011 (558 broome st, the future is chrome), 2011.
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8 Rirkrit Tiravanija, untitled 2011 (t-shirt, no t-shirt), 2011.
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1969 ldentical Lunch, which was, incidentally, restaged this vear at
New York's Muscum of Modern Art), she isn't in the business of rran-
subscantiation. If her various reframings ask thar we look at all kinds
of things and activities again, these things and activities are not—o my
mind at least—wholly recast, but retain an aspect of their provenance
in the world outside of acsthetic or ideational rehabilitation, Unlike
Duchamp (or, rather, the pervasive understanding of Duchamp),
Knowles isn't only *pointing” at things to render them “concepts™
instead, her procedures allow her found objects to retain something of
their grit, and, though one risks romanticizing her practice by saying
g0, each feels like it has a history—hath before Knowles, and owing to
her interest in ir. And though these objects have acerued a kind of
symbolic value simply by appearing in Knowles's frame, they remain
clearly beat-up and ragged—roorn, by any other standard.

In her recent show at James Fuentes LLC, *Clear Skies All Week,”
Knowles presented fourteen works, all of which were produced during
this decade bur whose materials, it seems, were collected by the artist
over the course of some forty vears. A number of pieces comprised
objects placed on framed raw cotton andfor raw flax. These works
often incorparated shoes, or parts of shoes (another trope Knowles has
long pursued), and also included a work glove, a plastic glove, an egg-
beater, an exhausted be of glue, rwine, and instances of less definable
organic matter (what looked 1o be bones, rocks, twigs). Placed together,
approximating rebuses but refusing to cohere into readable meanings,
the compositions were often attended by stamped words [usually also
the title and usually also colloguial or aphoristic), as in one work from
2001, A Rollig Store Gathers No Moss,

In other pieces, such as the strangely elegant Cave Wall, 2003—in
which lentils are embedded within a sheet of oar flax—Knowles allows
materials 1o remain more abstract. And in several “Event Threads™
from 2006, vertical lengths of thread hang like wispy talismans carry-
ing various items found by Knowles in her peregrinations. If, as a
teacher of mine once told me, every object is a slow event, Knowles's
“threads™ embody this concepr, delivering quiet narratives via the
barest of means,

—[ohania Burion

Rirkrit Tiravanija
GAVIN BROWN'S ENTERPRISE

Rirkrit Tiravanija has always understood, intuitively and intellecrually,
thata gallery is a social frame, at once guasi-privare and quasi-public,
wherein a diverse range of encounters and frictions connected to ritals
of making, displaying, and consuming art are staged. [ vividly recall his
exhibition “Untidled, 1992 (Free)™ at 303 Gallery, for which structural
elements and appurtenances from the space’s back affice were displayed
i the front of the gallery, and the office was converted into a radimen-
tary cooking and cating arca, with free curries offered daily, I saw this as
a deftly materialized symbolic intervention, playfully utopic and post-
utapic, but probably not an attempe to subvert or reinvent the funda-
mental economics of the commercial art system. Early an, Tiravanija
recognized the inherent contradictions and the intrinsic limits of his
art—that any actuality or notion of “free” is embedded within a complex
matrix. By staging quotidian social processes—cooking, eating, and
eleaning up—within the gallery space, he exchanged a post-commodity
ethos of generosity and humility for the normative small entrepreneunial
codes of a commercial gallery, while acknowledsing that such activities,
occurring within the frame, are codified as an expanded art condition.
In “Fear Ears the Soul,” Tiravanija glanced back at—and reconfig-
ured—his own history. The artist created an operational soup kitchen

{which he called Soup No Soup) that prepared and distributed soup
on Thursdays, Fridays, and Saturdays throughout the duration of the
show; located right next to the gallery space proper, it maintained a
delicate autonomy. Tiravanija's gesture was characteristically unas-
suming, humble, and, finally, symbolic—i.c., it was either a place just
for soup, just for arr, for both, or something beyond—and, as with his
earlier ad hoc kitchens, he seemed to be asking whether the sociocul-
tural ritual of cating, framed by the gallery as ar, is substanually dif-
ferent than any other experience that one might have in the dense
urban environment.

I this spinit, Tiravanija sought to make Brown's space as coexten-
sive with the street as possible. The show’s title was prominently spray-
painted across various gallery walls in huge, oversize black letters, and
one could see it from ourside, since the gallery’s windows, doorframes,
and relared wrilitarian hardware had been removed; moreover, the
space itself was open to the public twenty-four hours a day, seven days
aweek (though with a secarity guard on-site]. Transformed into a space
more or less “mansparent” to the outside world, the gallery invited in
those who might not ordinarily reespass into the white cube. The theme
of transparency continued inside, where one encountered a pile of
hrown earth next to a large industrial steel plate (with two machined
holes, two small viewing portals into the excavated part of the gallery
below); nearby, leaning against the wall, were wols—shovels, brooms,
wooden planks, etc.—apparently utilized in this site-displacement. This
gesture suggested a way for Tiravanija to make visible or unpack his
OWI PrOCEss,

Reflecting further on the tropes of his own artistic production,
Tiravanija constructed a pair of plywood rooms thar replicared the
dimensions of Gavin Brown’s original diminutive gallery space ar 558
Broome Sereetin 1994-57, and one contained replicas of arnfacrs firse
displayed within the context of a 1994 exhibition that Tiravanija pro-
duced and curated there, In this quasi-retrospective look back ar his
own history, Tiravanija rendered the gallery a platform upon which ro
reenact recognizable tropes, and to propose new moves. A second ply-
wood room housed a functional T-shirt factory and shop, open the
same days and hours as the soup kitchen, where one could purchase
T-shirts at twenty dollars a pop. Turning out shirts printed with such
playfully activist slogans as THE DAYS OF THIS SOCIETY 18 NUMBERED,
ASIANS MUST EAT RICE, FREE CHINA FROM TIBET, RICH BASTARDS
BEWARE, and FEAR EATS THE 50UL, the factory served as an archive of
Tiravanija's previous T-shirt projects, which have always suggested,
perhaps ironically, the conflation of everyday fashion, politics, and
identity. In the end, though. this show might be understood as a rest-
mony to the gallery as a platform for cultural production—hut also to
its enduring limits 25 a frame,

—Joshua Decrer

Wigw of “Rirkrit
Tirawanija,” Wal bont:
uniitiod 2001
Piywood structue:
untited 2021,
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Rirkrit Tiravanija
Gavin Brown's enterprise
New York

After two decades of supplying gallery
visitors with pad thal and curries, Rirkrit
Tiravanija knows that a free meal and cheap
clothing are an easy way to win over a New
York audience, In his exhibition "FEAR EATS
THE SOUL", what surrcunded these two of-
ferings seemed almost beside the point. On
a sk Saturday afternoon, the cavernous
spaces of Gavin Brown's enterprise werg
empty, and emptied out, The usual front door
was locked, but the gallery's fromt walls were
completely removied, with the door frames
leaned up inside, and foor-1o-ceiling spray-
paint lettening spelling out the exhibition's
title. Despite the space being accessible 24
hours a day, no acts of vandalism could be
seer; shovels, tools and piles of dirt were
lined up perfectly, undisturbed. While the
gallery itsell took on a superficial sense of
transparency, its staff was made even more
inaccessible than usual: the entryways inta
the offices and reception area were com-
pletely bricked up. An assumption was made
that the information conventionally offered
via press release or checklist was unneces-
sary, that the exhibition and its production
were self-explanatory.

Not surprisingly, most visitors could be
found in the shelter of the soup kitchan.
Customers lined up to be served or perched
on stocls, and the red walls were covered
with witty paintings by gallery artist Spencer
Sweeney, highbrow versions of bad café
art, {(The back room, in which the soup
kitchen was |ocated, hosts The Musewm of
Spencer Sweenay, an ongoing installation,)
People could akso be found clustered in the
T-ghirt shop where, for 20 dolkars, you could
purchasze a freshly silk-screened T-shirt with a
choice of shogans ranging from the gener-
alty banal to the specifically political, many
taken from past works by Tiravanija: | HAVE
DONUTS AT HOME', "IRAN, IRAD, IKEA, I'M
BUSY"; 'BRING ME THE HEAD OF THAKSIN
SHINAWATRA', Perhaps mast pointed within

the context of work-obsessed New York,
though, was the May ‘48 Situationist motto
'NE TRAVAILLEZ JAMAIS', There Was somea-
thing for everyone, but each statement also
coflectively contributed to the constructed
Identity of the artist himself. In these two
spaces of exchange and distribution, people
were talking, interacting and generally inhab-
iting the roles that Tiravanija has encouraged
wvisitors to take on throughout his work,

Yet there was one conspicuously hocked
docr in the exhibition, behind which was
a phywood replica of Gavin Brown's origl-
nal S0MD space, containing a restaging of
Tiravanija’s first exhibition there in 1994,
Almast comically dwarfed inside Brown's cur-
rent galkery, the recreation served as a literal
comparison of how far both artist and dealer
had come. Originally, Tiravanija had paired his
everyday chjects with works oy Andy Warhol;
a wok next to a Brilko bax, stacks of glass
beer bottles beneath a Mao silkscreen, The
updated version, however, cast each plece
in chrome, monumentalizing the coming-
together of art-world megastars. These
sequesterad, precious sculptures acted as
shrine to a mythic past, but also to the idea of
the luxury art object. Functioning as the only
works of visible commercial value in the en-
tire exhibition, these objects were preserved
as fossils, whereas the libarated experience
of the open gallery, the free soup and the
affordable T-shirt belonged to the present
moment, While visitors took advantage of the
unconventional accessibility to the gallery, the
artist, and the work (50 much 50 that during
the exhibition's run, Brown's car had been
taken for a joyride by two visitors when it was
parked inskde the gallery, keys in the ignition).
it still fiedt like business as usual, an exagger-
ated display of democratic art processes 1o
the usual contemporary art audience. The
tithe's reference 10 Rainer Werner Fasshinder's
celebrated 1974 film Al Fear Ears the Soul,
inwhich a couple prevails against discrimina-
tion, sugeested only the vaguest association
with the humanist idealism of works like the
soup kitchen, but fedt ambiguously powerful
when rendered in three-metre-high letlering
Uncioubtedsy, the title also looked great on a
sounvenir T-shirt
Lumi Tan

Rirkeit Thravanga
“FEAR EATS THE SOUL'
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“Art and Food are Never as we Imagine”
Rirkrit Tiravanija '

by costanza paissan

Rirkrit Tiravanija, Courtesy: Kunsthalle Bielefeld Photo:

Antoinette Aurell - opposite page: Rirkrit Tiravanija, Untitled (young man,

=]

if my wife makes it...), 1999,

wooden chopsticks, plastic and metal bowl Courtesy: Gavin Brown’s Enterprise, New York

A column on the relationship between art and cuisine cannot
avoid speaking about the work of Rirkrit Tiravanija, the Argen-
tinian artist of Thai origin who uses the medium of cuisine, en-
dowed with strong social and political values, as a principal (but
not sole) mode of expression and communication. In his work
Tiravanija explores the potential of food as a medium for con-
tact and interaction with the “other”. The act of cultural nego-
tiation and exchange runs throughout — and even traverses —
the sharing of the meal, a secular rite characterized by the prin-
ciple of dialogue, and of communion, in which the senses are
put into play alongside the intellect, and feelings alongside me-

mories, passions and instinets. A creative itinerary, such as that

of Tiravanija, in which food assumes a depth and multiplicity
of facets, that rises above the mere possible momentary and per-
formative character of the meal, to open up to conceptual, cul-
tural, poetic and social relapses, renders the works of the artist
among the most interesting, influential, and dynamic of recent
decades. We will now follow this line of inquiry, lingering on

some of the fundamental thematic knots, in which the reflection

of the artist in relation to food are condensed.

Food is memory. Marcel Proust expresses this essential charac-

. teristic in his masterpiece A la recherche du lemps perdu. A drop of

tea and a bite of madeleine become for him the stimulus for per-
sonal reflection based on aesthetic sensation. Food can be a ve-
hicle for an intimate and profound exploration of the internal
world of memory, for a renewed and conscious trip into the past,
into the experiences of one’s own life or into a more general hi-
story of the world. “I grew up around the kitchen of my grandmo-
ther; who was a well known teacher of both Thai and Continental
cuisine; besides teaching, she had her own restaurant and her
own television show. This became a significant factor in my de-
velopment as an artist. I learned the art of sharing and giving,
This sharing and giving came in the form my grandmother
knew best: the preparation of food and the sharing of meals,
In my work over the last ten years, I have become known as the
‘cook’ of the art world. T have, more or less, used the kitchen and
cooking as the base from which to conduct an assault on the
cultural aesthetics of Western attitudes toward life and living, I
have found food to be a2 common medium for creating condi-

‘tons and experiences for communication that do not always en-
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tail Janguage, but which have a spiritual dimension, In the com- .

miundl et of ¢ooking and caling together, T hope that it is Pos-
sible to cross physical and imaginary boundaries.” The artist’s
work for the Open section of the 1998 Venice Biennale, Unitled
(Liwelse Seventy-Onej explored the social and historical fou ndations
of food. The Gile recalls the year in which Marco Polo lefi Ve-
nice to explore the Asiatic World, from which he brought back
the knowledge of, among many other things, oriental food. Ti-
ravanifa displayee on that occasion a canoe, a series of kewles,
tables, and crockery from which to serve a continuous supply
of noodles 1o the public.

As far back as 1992, at the 503 Gallery in New York, the exhi-
bition space had already been tirned into a social place in which
to enjoy art in a completely new way, in comparison o establi-
shed canons: at regular intervals, during the exceution of the
wark Untitled 1992 (Froe} (presented again more recently at the
David Zwirner Gallery in a context of further mediation of me-
mary}, the artist served oriental meals 1o the public for frec.
The previous yean, within the environment of the group show
Wealth of Nations in Warsaw, the work of Tirvanija openly de-
maonstrated the artist’s political values, and his depth: of reflec-
tion on the broad dynamics of the contemporary world: thwe
work Untitled (Artificial Flavoring) consisted of two huge suitcases
filled with American branded bacon and yogbur( flavored po-
tato chips. While these chips were destined 1o he quickly devoy-
red by the public, attracted by the novelty of “western® flavousing,
the emply suitcases remained as a residual sculptural form, The
food symbol of American consumerism was thereby oflered in a
completely novel context, transformed as Poland was by the fall
of the Berlin Wall: the ardst reflected upon the distance between
opposing politico-cconomic models and on the value of food,

nourishment and constmption in the recent history of the world..

Food is home. Its taste and smell characterizes in a mique way
each person’s abode, so becoming part of the specific identity
of the individual. In the work of Tiravanija food is a vehicle, a
machine for the senses, enabling the artist to Journey on roads
to the places of his origins, of his family; o the many places in
which he grew up {from Argentina, where he was born in 196 1,
to Thailand, to Canada, to-Ethiopia, up to the United States
and to Germany, where he lives and works today). In 1996 for
the show Unfitled 1996 (Tomorraw is Another Lay) the artist recrea-
ted his own New York apariment inside the Kohisher Kunstve-
reiy; kitchen (funcional and working), bedroom, bath and fiving
room remained open twenty-four hours a day - a house for the
public, a theatre production of daily tife, a reactualization of tse
domestic environment, of its rites, including dining (as well as sex,
sleep and personal hygiene). “The situation is not about looking
alart, It is about being in the space, partcipating in an activity,
The nature of the visit has shifted (o emphasize the gallery as a
space for social interaction, The wansler of activities such as

cooking, cating o sleeping inte the realm of the exhibition PR

puls visitors into very intimate i unexpected contact, The di-
splacement creates an acute awareness of the notion of public
and private, the instalfations funcrion like scientific experiments:
this displacement becomes a tool and exposes the way scientific
thought processes ave constructed. The visitor becomes a pr-
licipant in that experiment,” Tiravanifa has created meany hou-
ses: from the Téa House, an oblique cube-house created for the
Villa Manin in 2006, to The House the Cai Buill (2008-2009), a
curatorial project presented at the Galerfa Salvador Diaz in Ma-
drid consisting of a model of the Thai house of Tiravania, in
which he invited other artists (Liam Gillick, Pierre Huyghe,
Martha Rosler....) to present their own works, as part of a collec-
tive platform, : :

Food is a journey, Travel éxp_eriﬁ_n_ces are often remembere_d in -
terms of the tastes of .the new and diverse foods that characte-
rize cach new place, In the work of Tiravanija this aspect is
often exalted: nomadism and walking, interculturality and mee-
ting are elements central to his life and his artistc approach. For
the show Coctdo ¥ Cruds, held in Madrid in 1994, Tiravanija ar-
rived at the airport with a bicycle wurned into a mobile kitchen,
“Lembarked or: an absurd walking tows, from the airport to the
center and then avound the.city, in the hope of cooking a lunch or
a supper with the people that I met. There was nobody around!
In reality 1 knew some people and others came to meet me, but
itwas very difficidt 10 do. The work was active as long as it re-
mained outside, once it entered the musewm it turned into the
usual sculpture placed on the foor” - '
Along similar lines, one might also look to the work Unéitled (Bon
Voyage Monsiewr Ackermann) (1995), “a nomadic work of food and the
road”, an itinerary between Berlin and Lyon in which the artist,
together with Franz Ackermann, an Opel cay, a stove and three
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