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artnet news

In Five Short Years, the Berlin Program for
Artists Has Helped Dozens of Art-School
Graduates Find Their Way. Now, It Faces an
Uncertain Future

After losing a key grant, the program's administrators are looking for a path
forward.

The halls of the Gropius Bau in Berlin are unusually quiet and the
lights are mostly off these days, as museums in Germany remain
closed. Last fall, however, there was a buzz inside, as young artists
set up temporary studios at the invitation of the museum’s
administrators.

The Berlin Program for Artists, a nomadic mentoring program
founded in 2015, had been installed there for three months. On the
day of my visit, Swiss-American artist Anne Fellner had several

canvases laid out on the floor and pinned to a wall. Former program
participant and 2020 guest mentor Elif Saydam stood with Fellner,
talking about the works and catching up.

Through the echoing galleries, program co-founder Angela Bulloch
and participant Nadja Abt had another conversation that could be
heard as a hum. The chopped landscape of Berlin—the Topography
of Terror monument is just below the Gropius Bau, with a Mazi-era
parliamentary building across the street and glass high-rises in the
distance—was visible just outside. Yet the landscape is changing,
and the spry and transmutable organization is trying to forge a path
amid shifting tectonic plates of financial realities.

Kate Brown

In Five Short Years, the Berlin Program for Artists Has Helped Dozens of Art-School Graduates Find Their Way. Now, It Faces
an Uncertain Future

Artnet, January 21, 2021

https://cutt.ly/oj]LXOW
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BPA group meeting in Monika Baer's exhibition at nbk, Berlin {2020).

A Look at the Landscape

Berlin has long attracted fledgling artists looking for space, leading
to an astoundingly diverse art scene in the years since the fall of the
Wall. BPA, as the two-year program program is commonly known,
was founded five years ago by Bulloch and artists Simon Denny and
Willem de Rooij with that cohort in mind. The three artists, who are
also teachers, felt that post-graduate years can often be particularly
isolating for artists; to combat that, they established something like
a residency program with no residence requirement, focusing
primarily on fostering conversations among artists.

“After graduating, it’s not uncommon to follow a singular path and
lose that proximity to practices that diverge from one's own,” says
artist Adam Shiu-Yang Shaw, a second-year participant who
completed his MFA at the Royal Academy in Sweden. *“The program
comprises distinct positions, some of the participants occupying
rather disparate pockets of the community.”

The program exists largely behind the closed doors of artists studios
around the city, a place where a room of one's own is increasingly
hard to come by—since 2015, when BPA launched, rent has
increased by 30 percent in Berlin. What’s more, despite its ties to
institutions and prominent figures in Berlin (among the program's
mentors are Wolfgang Tillmans and Olaf Micolai), BPA is caught in a
surprising state of precariousness as well. Come March, funding may
dry up completely.

Kate Brown

In Five Short Years, the Berlin Program for Artists Has Helped Dozens of Art-School Graduates Find Their Way. Now, It Faces
an Uncertain Future

Artnet, January 21, 2021
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*We are very worried right now,"” says de Rooij. *We cannot put our
program on heold for even a year, because the needs of participants
are not put on hold either. Their needs for connection and exchange
don't become less [pressing]. Substantial, consistent, and longer-

lasting support is essential.”

Artists Willem de Rooij, Angela Bulloch, and Simon Denny, co-founders of the
Berlin Program for Artists. Photo: Piero Chiussi.

Kate Brown

In Five Short Years, the Berlin Program for Artists Has Helped Dozens of Art-School Graduates Find Their Way. Now, It Faces
an Uncertain Future

Artnet, January 21, 2021
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Cyclical Conversations

The program started out as a whisper, with ten participants meeting
mentors in one anothers’ studios. In the past few years, BPA has
evolved into a public-facing enterprise with perennial exhibitions
and a talks program, the latter taking place at the KW Institute for
Contemporary Art. It is a desirable format, last year, around 200
artists applied.

“Because we are artists, we constantly question the program, so it is
always growing, merging, and moving," says de Rooij, who is Dutch
and teaches at the Stadelschule in Frankfurt. His colleagues are also
transplants and professors: Bulloch, who is Canadian, teaches
alongside Denny, who is from Mew Zealand, at the Fine Arts School in
Hamburg.

The trio noticed a typical pattern among art-school graduates: many
move to a larger city, look for a studio, try to make some money, and
ideally land shows and find other kinds of support. But the course is
often indirect, and may last up to a decade.

*We know the challenges young artists face after finishing school,
and we know what kind of support is needed in these years,” de
Rooij says. “Institutionalized formats for artists to ‘learn on the job'
exist in other countries, but not in Berlin or in Germany.” And while
comparable models, like the Whitney Independent Study Program in
New York, do exist, BPA is different in that it charges no tuition, has
no set roof over its head, and focuses specifically on local artists.

As part of the program, participants are invited to visit the studios
of artists who would octherwise be less accessible, such Katharina
Grosse, who has a pair of factory-like spaces with full-time staff.
Intra-artists conversations are not the only exchange; mentors may
include art writers or curators, like KW's director Krist Gruijthuijsen

who was a guest mentor last year.

“Certain hierarchies are inherent to the workings of an art school,”
de Rooij says by way of contrast. "At BPA, we opt for a more
reciprocal form of exchange.”

Discussions are meant to be loose, horizontal, and focus on how the
art is made and what guestions artists ask themselves while
working. “It is not about pedagogy because most mentors are not
necessarily coming in with a teaching background,” says Saydam,
the former participant and current mentor. “They are peers at a
different stage in the same trajectory.”

Kate Brown

In Five Short Years, the Berlin Program for Artists Has Helped Dozens of Art-School Graduates Find Their Way. Now, It Faces
an Uncertain Future

Artnet, January 21, 2021
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Throughout the years, the school’s lean overhead has been paid for
through state funding. That includes mentors are paid for opening
their doors for studio visits, and program participants are paid to
take part.

But now, the program's organizers need to pivot. In December, they
learned that a crucial government grant had been denied, meaning
money would be unusually tight in an already difficult terrain.

The Berlin senate for culture, which has been doling out the grants,
was not able to provide a specific answer on why the program would
not be funded this year, even as it emphasized that there was no
less money available than in a previous grant cycle.

“We can clearly observe how it becomes harder each year for artists
to find working space in the city's centers,” says de Rooij. “If Berlin
continues to push artists out to the peripheries, it will influence the
artistic infrastructure, but also the larger social fabric of the city. In
other European capitals we see how monocultural city centers
became devoid of innovation.”

With that in mind, the program's founders are determined to
continue, and are already testing out alternative funding formats,
including a private patronage system. Denny has also made a
limited-edition silk scarf depicting the Tesla factory that is currently
under construction on the city limits. The design is a reminder of the

complicated forces pulling at Berlin, of an incoming tech class that
may further suffocate the city's dynamism.

No matter its future, BPA's participants and mentors agree on the
benefits it has already provided.

*The interactions in BPA are cumulative and mean more over

time,” Saydam says. “It all feeds back into the art scene. On a
networking level, the benefit is clear. But on a social level, having an
infrastructure where you know you will see certain people regularly,
that becomes more about community.”

Kate Brown

In Five Short Years, the Berlin Program for Artists Has Helped Dozens of Art-School Graduates Find Their Way. Now, It Faces
an Uncertain Future

Artnet, January 21, 2021
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FRANKFURT

Willem de Rooij

PORTIKUS
Alte Bricke 2 / Maininsel
March 27-July 17, 2021

In this compact but extraordinarily layered

exhibition, Willem de Rooij poses unresolvable

View of Willem de Rooij's Pierre Verger in Suriname, questions regarding the ethics and efficacy of
2024 appropriation, an art-historical tradition that
has long informed the Dutch artist’s own
practice. An adagio-paced carousel of black-and-white photographs is projected onto an
imposingly minimal one-way mirror. These 257 images were made by Pierre Verger
—pbhotojournalist, self-taught anthropologist, and initiate of the Candomblé religion—during
an eight-day trip to Suriname in 1948. Shipped back to his native Paris to be archived by his
mentor and associate Pierre Boucher at the ADEP photo agency, the pictures eventually arrived
at Verger’s adoptive city of Salvador de Bahia, Brazil, where a local publisher, Corrupio,
expressed interest. De Rooij presents the photographs in the thematic order Verger conceived in
1982—“Hindu,” “Marche,” “Rues,” “Whanhatti,” “Kromanti”—leaving us to surmise the
purposes for which they were made, be they editorial or ethnographic. The photographs show
dwellers strolling among colonial villas; historical re-enactments of indentured Indian workers
being brought to Suriname by the Dutch; pullulating street markets; rarely seen ritual night
dances. Verger’s long and complex engagement with the African-Brazilian diaspora—which led
him to receive a doctoral degree at the Sorbonne on one hand, and to become a spiritual
ambassador between Bahia and Yorubaland in West Africa on the other—is reflected in the
pictures. We watch him watching Suriname and, thanks to the generous pause de Rooij leaves

between the images, we see ourselves watching, too.

— Francesco Tenaglia

Francesco Tenaglia
Willem de Rooij — Portikus
Artforum, May, 2021
https://cutt.ly/vbM7gmT
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What Five Years of the Berlin Program for
Artists Taught Us

The co-founders Simon Denny, Willem de Rooij and programme alumni explain
why artists are essential to the fabric of Berlin

Carina Bukuts: What was your main aim in founding the Berlin Program for Artists (BPA) in

20167

Willem de Rooij: Simon [Denny], Angela [Bulloch] and I all teach at art schools in Germany,
where we work closely with our students and often remain in touch with them long after they've
graduated. Unlike law or medicine, where you learn essential skills on your first job, artists often
find themselves working alone in their studio after finishing their studies. While there are
successful programmes for postgraduates abroad, such as the Independent Study Program at
the Whitney Museum, we couldn’t identify an institution in Berlin dedicated to supporting

emerging artists at the moment in their careers when they need that extra level of connectivity.

Simon Denny: When I graduated in 2009 and moved to Berlin, I was lucky enough to find
myself in a very supportive environment, which I think was a feature of an art world at that time
with more immediate commercial potential for younger artists. Now the environment has fewer
opportunities for graduates in the places where I received them when I started out here. We
saw that gap and wanted to fill it by creating a slightly formalized infrastructure for young
artists, which is content-based and goes back to the idea of exchange. In 2016, we setup a
very informal version and then workshopped it each year to improve it. We have also been

generously funded by various public institutions here to do this development.

CB: Sofia, you were part of the very first edition of the BPA. How did you hear about the

programme and what expectations did you have?

Sofia Duchovny: For the pilot edition, a group of mentors proposed recent graduates, and my
former professor, Monika Baer, put me forward for it. After finishing art school in Frankfurt, I
decided to move to Berlin and, even though I didn’t know what to expect, I was very curious
about the programme. For me, personally, it felt really good to have a structure and to be in

touch with other artists.

Carina Bukuts, Willem de Rooij, Simon Denny, Sofia Duchovny and Anne Fellner
What Five Years of the Berlin Program for Artists Taught Us

Frieze, December 16, 2020

https://cutt.ly/Ljl4DPP
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BPA founders Willem de Raooij, Angela Bulloch and Simon
Cenny. Photograph: Fierc-Chiussi

CB: What would you see as the key differences compared to other forms of art education?
SD: BPA is about community; it's not an educational format. We meet the participants as peers

who have been in most cases working a bit longer in this space. In addition, the programme is
focused on sharing knowledge, but not on giving instructions. In Hamburg, where I teach, I
have a class of between 30 to 50 students who are at a very different stage - so I am able to
have a different kind of exchange with BPA, and the participant’s experiences and field are

closer to my own.

SF: The structure of BPA is very loose, so you're able to focus on your practice as an artist
without having to worry about delivering anything in that sense. What makes it so unique, 1
believe, is that it's very much about exchange. Many deep relationships have emerged from it

that I still value today, and which have helped me grow as an artist.

CB: How is the programme structured?

WdR: Since the third edition, in 2018, we've been selecting artists via an open call of up to 200
applications, from which per year ten artists are invited to take part. A large percentage of
them have graduated from German art schools, so you can see there's a real desire for a
programme like this here. However, we aim to keep BPA diverse and look carefully at
participants’ cultural background, gender, nationality and age: we want them each to bring

different knowledge to the group and for as many circles as possible to intersect. We recently

Carina Bukuts, Willem de Rooij, Simon Denny, Sofia Duchovny and Anne Fellner
What Five Years of the Berlin Program for Artists Taught Us

Frieze, December 16, 2020

https://cutt.ly/Ljl4DPP
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also changed it from a one-year to a two-year cycle, so that first and second years overlap and
we all have more time to get to know each other. These relationships grow over time and we
understand the programme as two-way street, in which we also want to learn from the younger
generation. BPA doesn’t have a physical home. As a mentor, you have several individual studio
visits with participants during the day and, in the evenings, we meet as a group in one of the
mentors’ studios. This gives us insight into different studio models and, since we travel across
the entire city, we get to know different neighbourhoods as well. After these five years, we

gained a broad insight in how artists navigate and use the city.

CB: How do you feel about the working conditions for artists in Berlin?

AF: Even though it’s harder and harder to find studio spaces, there are still many possibilities
and I especially like the variety of spaces in which people work — be it in an industrial building
or in their bedrooms. My studio, for instance, which is a shop front, also doubles as the project
space Sangt Hipolyt run by my partner Burkhard Beschow, where [ intend to host a series of
events next year and collaborate with other artists. One of the great things about Berlin is that

spaces are quite fluid.

CB: Willem, you moved here almost 15 years ago. What are your thoughts?

WdR: I think the senate is working very hard to come up with custom-made solutions for
different generations of artists. I will never say that it's good enough, but I can see that they
are creative and engaged. I think we all agree that artists are essential to the fabric of Berlin.
However, it’s not only young artists that need support: mid-career and older artists often live in
precarious situations, too. That is why they should receive constant care — it can't stop for a

minute.

Carina Bukuts, Willem de Rooij, Simon Denny, Sofia Duchovny and Anne Fellner
What Five Years of the Berlin Program for Artists Taught Us

Frieze, December 16, 2020

https://cutt.ly/Ljl4DPP
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CB: BPA now has temporary studios at Gropius-Bau. What prompted your decision to

collaborate?

WdR: It all started with an informal conversation with Stephanie [Rosenthal]. This experiment
with Gropius-Bau has been really instructive as it does a lot to the self-understanding of an
artist to see their work in this monumental building. Last year, we started a series of artists talks
in collaboration with Kunst-Werke, which has also been very fruitful. One of the reasons we
launched BPA was to give something back to a generation of artists who hadn’t yet had access
to the same opportunities we had. It’s fantastic to see museum directors like Stephanie at

Gropius Bau and Krist [Gruijthuijsen] at Kunst-Werke subscribe to that mission.

AF: Even though the pandemic cut short some exhibitions that were planned to take place at
Gropius-Bau, my time here stills feels very special and I wanted to create work which would
commemorate that in some way. I'm currently working on a series of virtual plein-air canvases,
painting from webcam footage of the Point No Point Lighthouse on the coast near Seattle,

where I come from.

I¥ ZGEOTTINHINE S

Siman Denny, Berlin Blue, 2020, 100 ® 100cm, printed silk scarf edition
tor BPA. Courtesy: the artist

Carina Bukuts, Willem de Rooij, Simon Denny, Sofia Duchovny and Anne Fellner
What Five Years of the Berlin Program for Artists Taught Us

Frieze, December 16, 2020
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CB: What are your future plans for BPA?

SD: We recently started a friend circle as we realized that, even though we're really visible to
young artists, there might be more people out there who don’t know about us but would be
interested in connecting with and supporting the programme. There are many tech start-ups
and creative people working in Berlin and we think it could be interesting to bring these worlds

together in some way or other.

WdR: There’s definitely room for improvement when it comes to philanthropy and private
investments in the arts in Berlin. Another goal is to be able to offer higher stipends to our
participants and greater support with obtaining visas. While the programme is free of charge,
we can't really offer much additional assistance, and I'd love for that to change. The
collaboration with Gropius-Bau has also showed us how great it is to offer space to the artists,

so perhaps this will also be something to look into.

Main image: BPA alumna Sofia Duchovny in discussion with mentor Angela Bullech, 2017, Phatograph: Eric Belf

Carina Bukuts, Willem de Rooij, Simon Denny, Sofia Duchovny and Anne Fellner
What Five Years of the Berlin Program for Artists Taught Us

Frieze, December 16, 2020
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Willem de Rooij Finds Complexity
Underrated

Ahead of his exhibition at Portikus, Frankfurt, the Berlin-based artist
answers our questionnaire

Willem de Roaij, Negative Flag, 2020, from the project Four Flags,
Amsterdam. Courtesy: the ortist; photegroph: Ernst wan Deursen

What was the first work of art you loved?

In my grandparents’ study hung Isaac Israéls’s 1930 portrait of my great-
grandfather, the pedagogue and educational reformer Rommert Casimir. He w
almost two metres tall and appears somewhat stern in photographs. But, in thi

portrait, he looks mild and thoughtful, like his daughter: my grandmother.

What is underrated?

Complexity.

«Willem de Rooij Finds Complexity Underrated»
Frieze, October, 26, 2020

https://www.frieze.com/article/willem-de-rooij-finds-complexity-underrated
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What is the most important book you've read lately?

The catalogue that accompanied Sung Tieu's beautiful exhibitions at Haus der Kunst
in Munich and Nottingham Contemporary, Oath Against Minimalism (2020},
designed by Dan Solbach. Throughout the book, the colour black is replaced with
silver. I'm also reading Anton de Kom, who was a Surinamese anti-colonial activist
and author. His seminal 1934 text Wi slaven van Suriname (We Slaves of Suriname)
was recently reissued by The Black Archives in Amsterdam. Their co-founder, the
anthropologist and activist Mitchell Esajas, wrote a new introduction.

What surprises people about you?

I'm a dyslexic who owns thousands of books.

What do you like to do when you’re alone?

I'm an artist — I work!

Who do you miss?

Jeroen de Rijke would have turned 50 on 9 October this year. Our collaboration
began in the early 1990s, during our studies at the Gerrit Rietveld Academie in
Amsterdam, where he taught me more than anyone. Together we formed the artist
duo De Rijke/De Rooij, until he passed away while researching future projects in

Takoradi, Ghana, in 2006. I miss him every day.

WILLEM DE ROOIJ

Willem de Rooij is an artist. He teaches at the Stadelschule, Frankfurt, Germany, Rijksokademie,
Amsterdam, the Netherlands, and Berlin Program for Artists, Germany. His installation Verger in

Suriname will be on view at Portikus, Frankfurt, from & Novermber to 31 Jonuary 2021,

«Willem de Rooij Finds Complexity Underrated»
Frieze, October, 26, 2020

https://www.frieze.com/article/willem-de-rooij-finds-complexity-underrated
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Abwesenheitsnotiz: Willem de Rooij

Erinnerungen an Moengo

Was machen Kiinstler im Sommer? In unserer Serie
"Abwesenheitsnotiz" bitten wir um ein Lebenszeichen.
Willem de Rooij ist nach Surinam gegangen, um die
Kunstszene vor Ort kennenzulernen

English version below

Wiahrend meines Aufenthaltes in Surinam im vergangenen Monat besuchte ich die
Eréffnung des Moengo Festival of Visual Arts 2018. Moengo, heute ein verschlafenes
Nest an der dstlichen Grenze Surinams, bildete zur niederlandischen Kolonialzeit ein
Zentrum des Aluminiumerz-Abbaus. Als die Minen vor etwa zehn Jahren schlossen,
verlor die Stadt ihre 6konomische Basis, wodurch gerade die jiingeren Bewohner
gezwungen waren, in die Hauptstadt Paramaribo und ins angrenzende Franzosisch-
Guayana zu libersiedeln.

Marcel Pinas, ein einheimischer Kiinstler, hat eine Reihe von miteinander
verkniipften Initiativen ins Leben gerufen, um die Gegend wiederzubeleben. Der
Schwerpunkt liegt auf Wissensproduktion und -erhalt rund um die Kultur der
Maroons, den Nachkommen versklavter Westafrikaner, die aus der Zwangsarbeit auf
von Niederlindern betriebenen Zucker- und Kaffee-Plantagen entflohen waren. Die
Tembe Art Studios empfangen regionale und internationale Gaskiinstler, die
eingeladen sind, Arbeiten in und {iber Moengo zu produzieren, oft auch im Dialog mit
der Bevolkerung. Das Contemporary Art Museum Moengo (CAMM), aktuell das
einzige Museum fiir zeitgenossische Kunst in Surinam, sammelt und zeigt diese
Werke sowie auch Arbeiten surinamischer Kiinstler, die nichts mit dem Austausch-
Programm zu tun haben. Das Moengo Festival schlieBlich ist jedes Jahr einer
anderen Sparte gewidmet: Musik, bildende und darstellende Kunst.

« Abwesenheitsnotiz: Willem de Rooij. Erinnerungen an Moengo »
Monopol, August 28, 2018
https://www.monopol-magazin.de/abwesenheitsnotiz-de-rooij

Der niederlandische Kiinstler
Willem de Rooij ist Professor
fir Freie Bildende Kiinste an
der Stadelschule in Frankfurt
am Main und
Griindungsdirektor (mit
Angela Bulloch und Simon
Denny) von BPA // Berlin
program for artists.
Anzeige
ANZEIGE
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Fiir die 6. Ausgabe des Moengo Festival of Visual Arts mit dem Titel Tembe fu libi I
hat Marcel Pinas die Kuratoren Pauline Burmann, Patrick Lacaisse und Vincent van
Velsen berufen, die zusammen 23 Kiinstler aus Surinam, Franzdsisch Guayana,
Westafrika und den Niederlanden einluden. In und um die stillgelegte Moengo
Polyklinik herum haben sie eine Ausstellung von beispiellosem Umfang und Ehrgeiz
realisiert, in der Werke bekannterer Kiinstler (Bernard-Akoi Jackson, Ton Zwerver,
Dirk van Lieshout) auf jliingere Positionen (Annemarie Daniel, Neil Fortune) stofien.

Seraven Pinas, der in Moengo lebt, zeigte eine Serie gekonnter Collagen, die aus
der ganzen Bandbreite kultureller und visueller Traditionen schopfen, die
charakteristisch fiir Surinam ist. Rinaldo Klas, der Pate der zeitgendssischen Kunst
in Surinam, wurde in der Polyklinik von Moengo im Jahr 1954 geboren. Seine intime
Installation aus mit rotem Aluminiumerz hergestellten Zeichnungen ruft
Erinnerungen an seine Kindheit hervor. Ruben Cabenda ist relativ neu in der
Kiinstlerszene und trotzdem schon Tutor an der Nola Hatterman Art Academy in
Paramaribo. Er hat mit dem in Moengo lebenden Dichter Furgill Raafenberg eine
Serie phantasievoller, kurzer Animationsfilme gemacht, die auf Flatscreen-Monitoren
an den Winden eines fritheren Behandlungszimmers liefen.

Zwei aufstrebende Kinstler aus Amsterdam beeindruckten mit gréBeren
Installationen. Marecel van den Berg bearbeitete die Winde und Decke eines
fritheren Krankenzimmers mit Spriih-Farbe, Stoffbannern und groBformatigen
Zeichnungen und Gemaélden, die die formale und konzeptuelle Sprache vergangenen
und aktuellen Widerstandes durch die Linse eines jungen afro-hollindischen Mann
zitiert. Ragquel van Haver ist eine junge talentierte Malerin, die in den letzten
Jahren einige Preise in den Niederlanden gewonnen hat. Fiir Tembe fu libi II hat sie
eine Aullen-Skulptur aus leeren Parbo Bierflaschen gemacht: eine leichte Erinnerung
an Marcel Duchamp verschmilzt mit der Afaka-Schrift, die zum Schreiben der
Kreolsprache Aukaans (auch bekannt als Ndvuka) verwendet wird, die die Maroons
in der Region Moengo sprechen.

Memories of Moengo

During my stay in Surinam earlier this month I visited the opening of the 2018
Moengo Festival of Visual Arts. Moengo, today a sleepy town on the eastern border
of Surinam became the main site of bauxite mining during the Dutch colonial era.
When the mines closed around ten years ago, the city was left stripped of its
economic backbone, foreing especially younger residents to relocate to the capital
Paramaribo and neighboring French Guyana. Local artist Marcel Pinas founded
a number of interrelated initiatives to revitalize the area, with a special focus on
knowledge production and preservation around the locally important Maroon
culture carried by descendants of enslaved West-Africans who fled forced labor on
Dutch-owned sugar and ecoffee plantations. The Tembe Art Studios (TAS) receives
local and international resident artists who are invited to produce work in and
about Moengo, often in dialogue with the local community. The Contemporary Art
Museum Moengo (CAMM), currently the only museum for contemporary art in
Surinam, collects and displays these works as well as works by Surinamese artists
unrelated to the residency. Finally, the Moengo Festival is an annual event
alternating festivals for musie, visual- and performing arts in three-year cycles.

« Abwesenheitsnotiz: Willem de Rooij. Erinnerungen an Moengo »
Monopol, August 28, 2018
https://www.monopol-magazin.de/abwesenheitsnotiz-de-rooij
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For this 6th edition of the Moengo Festival of Visual Arts named Tembe fu libi 11
Pinas appointed curators Pauline Burmann, Patrick Lacaisse and Vincent van
Velsen, who brought together 23 artists from Surinam, French Guyana, West Africa
and the Netherlands. Set in and around the abandoned Moengo Polyclinic they
realized an exhibition of unparalleled scope and ambition, confronting work by
more seasoned and well-known artists (Bernard-Akoi Jackson, Ton Zwerver, Dirk
van Lieshout) with emerging positions (Annemarie Daniel, Neil Fortune).

Seraven Pinas, who lives in Moenge, showed a suite of skillful painterly collages,
bearing testimony to the broad range of cultural and visual traditions
characteristic to Surinam. Rinaldo Klas, the godfather of contemporary art in
Surinam, was born in the polyclinic of Moengo in 1954. His intimate installation of
drawings made with red bauxite evoked memories of his childhood. Ruben
Cabenda is relatively new to the scene but is already a tutor at the Nola
Hatterman Art Academy in Paramaribo. He collaborated with Moengo-based poet
Furgill Raafenberg on a series of imaginative, short duration animations that
were shown on a flat-screen monitor mounted to the wall of a former treatment
room.

Two up and coming artists from Amsterdam impressed with larger installations.
Marcel van den Berg treated the walls and ceiling of a_ former hospital room
with spray-paint, textile banners and large-scale drawings and paintings quoting
the formal and conceptual language of past and present resistance through the lens
of a young Afro-Duich man.

Ragquel van Haver is a talented painter who won several prizes in the
Netherlands over the last years. For Tembe fu libi II she made an outdoor sculpture
made of empty Parbo beer bottles, merging a faint memory of Marcel Duchamp
with the Afaka syllabary that visualizes Aukan (also known as Ndyuka), the creole
language spoken by Maroon people in the wider Moengo region.

« Abwesenheitsnotiz: Willem de Rooij. Erinnerungen an Moengo »
Monopol, August 28, 2018
https://www.monopol-magazin.de/abwesenheitsnotiz-de-rooij
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Des Horts, Joy. « Pas de roses sans épines », Revue, February, 2018

http://www.revuemagazine.fr/art/joy-des-horts/.

REVUE

PAS DE ROSES SANS EPINES

Le retour du floral comme sujet majeur, parfumé de significations subtiles, subversives et poétiques, offre
l'occasion de se pencher sur une pratique contemporaine qui embrasse dans ce motif «décrépi» une
multiplicité d’approches vers ce que les fleurs symbolisent : le décoratif, le mineur, 'éphémere, le kitsch,
I'émoi facile.

i, au Moyen-Age, la fleur revét un caractére symbolique (dans le cycle marial, le lys, I'iris, 'ancolie sont posés
aux pieds de l'archange Gabriel) et représente I’harmonie retrouvée dans /"Hortus Conclusus, I'art du XVI®
siécle l'isole de la scéne religieuse et lui donne une existence indépendante et moralisatrice dans de grandes
Vanités. Stimulée par les découvertes scientifiques de nouvelles variétés dans des compositions naturalistes,
des études d’herbiers ou trompe-l'ceil, c’est véritablement au XIX® siecle que la fleur se confond avec la
grande histoire de la peinture, chez Delacroix, Courbet ou Fantin-Latour. Avec les impressionnistes, le motf
floral se pare d'un nouvel éclat : en plein air, le peintre étudie l'intensité de la lumiére; les fleurs deviennent
autant de taches colorées, accidents nécessaires aux jeux de clarté. Les fleurs de Manet, aux formes suggérées
par des indications rapides, illustrent sa vision de la modernité, tandis que Berthe Morisot se réclame de
Corot et de ses harmonies grises. Le décor floral s'épanouit aussi dans 'ornementation graphique et
V'architecture, des lignes sinueuses de 'art nouveau i la rose de Mackintosh et aux mosaiques végétales de
Klimt. Les artistes du XX° siécle se sont presque tous, a la suite de Cézanne, essayés i la peinture de fleurs.
Bonnard trouve dans la fleur 'exaltation domestique du bonheur bourgeois, tandis que Matisse la disperse en
arabesques colorées et flamboyantes. Aprés la Seconde Guerre mondiale, I'art prend un tournant plus
intellectuel et la fleur tombe dans I'oubli, considérée comme 'apanage des peintres du dimanche. Elle
retrouve cependant un regain d'intérét chez des artistes pop et les Nouveaux Reéalistes (Warhol, Wesselmann,
Raysse, Klein), agrandie ou multipliée a 'infini. Irrémédiablement absente dans les Pots de fleurs de Raynaud,
elle suscite toujours émotions et réflexions.

Willem De Rooij & Jeroen De Rijke
Bouguet I, 2002

Certains artistes contemporains trouvent dans la fleur une puissance symbolique poétique et politique.
Ouvrir le champ artistique aux emblémes diplomatiques et a la grande Histoire, c¢’est libérer les fulgurances
romanesques, les bréches poétiques venues s'infiltrer dans notre monde hyper-rationnel qui ne concorde plus
avec la sensibilité des étres. Contre la beauté intrinséque et universelle, certains artistes —a la suite de l'art
contextuel émergeant lors des années 80-90 — incorporent dans leurs ceuvres politique et sociale, reprenant
I'argument du philosophe frangais Jacques Ranciére, selon lequel le «sensible» n’est pas le domaine exclusif
de l’art, mais est aussi une dimension de la politique. Ranciére considére la « division du sensible » comme un
processus dans I'espace et dans le temps, les frontiéres entre l'art et la politique se veulent souples et
dynamiques. Lart n’est pas « essentiellement politique » parce qu'il a une dimension politique, mais parce
qu‘il «configure un sensorium spatio-temporel qui détermine les modes d’étre ensemble ou séparés, a
l'intérieur ou a 'extérieur, en travers ou au milieu de.» Il se référe a la division entre les images artistiques et
non artistiques, problématisée dans la série des Bouguets, initialement commencée en 2002 par le duo
hollandais Willem De Rooij et Jeroen De Rijke. A premiére vue, leurs compositions florales suggérent un
sentiment d’harmonie, par l'attention minutieuse du détail, ol composition et palette sont méticuleusement
pensées. Le spectateur glisse dans un plaisir sensoriel saturé de couleur, démonstration naturelle et simple de
beauté. Cette forme de beauté la plus générale n’est pas un espace a part. Au contraire, la réalité, et toutes ses
facettes imprévisibles, peut y pénétrer i tout moment: le bouquet, forme inoffensive et séduisante, est associé
i un texte sur I'engagement hollandais pour la liberté irakienne. Le texte décrit la célébration de leur féte

nationale par une délégation hollandaise en Irak, durant laquelle le commandant appelle a la lutte contre la B = W
menace de L'Crat islamigque. Implicitement, Willem De Rooij et Jeroen De Rijke s'interrogent sur ce qui b
constitue les canons et se demandent dans quelle mesure ces derniers peuvent étre déplacés, en affirmant s, vace, soct, descriptan Ecrie Wts des heurs wse

o r . . re . 13 ) - . . ’ d'installation A Ia Calerle Chantal Crousel, Paris 2041
qu'il ny a pas de séparation entre I'’éthique et 'esthétique. Peut étre est-ce ainsi: lorsqu’on ne peut plus wee Faucorisation oe Fartists <t Galerie Cnantal Crouse!

supporter, au risque de s’y noyer, 'intensité, la richesse, la complexité et la beauté d'une couleur, d'une forme, A
d’une odeur, un mot, une phrase balaient tout ceci pour agir en tant que détonateur, bien plus puissant que
toute référence explicite. A 1’ére des grands enjeux politiques et idéologiques, Willem De Rooij et Jeroen De
Rijke vont au-dela de 'examen des conventions esthétiques pour dégager le potentiel critique du beau: une

cristallisation des sens radicalement modifiée en outil de réflexion incisif.
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Chamberlain, Colby « A“Stories of Almost Everyone” », Art Forum, January, 2018.
https://www.artforum.com/museums/id=73330

ARTFORUM

“Stories of Almost Everyone”

HAMMER MUSEUM

LOS ANGELES

January 28 - May 6

Curated by Aram Moshayedi with lkechulowu
Onyewuenyi

Thanks to Gotthold Ephraim Lessing and Clement
Greenberg, the Greek statue of Laocodn is indelibly
associated with modernism’s strict separation of narrative
and plastic arts. Now that medium-specific studio artists have
ceded ground to project-based multitaskers experimenting
with documentary, ethnographic, and archival research,
however, pernaps we need to revisit the story behind the
statue. After all, who is Laocodn if not the first critic to caution
against accepting an artwork at face value? This survey of art
from the past twenty years, featuring more than thirty
international artists, will foreground how objects are tasked
with relating (and, more problematically, verifying) historical
narratives. One notable inclusion is Jill Magid's The Proposal,
2018, a diamond ring made from the ashes of the preeminent
Mexican architect Luis Barragan. A catalogue with
contributions from Lynne Tillman, Julie Ault, Chris Kraus, and
others should offer crucial insights into whether contemporary
art has become a vessel for ecstatic truths or simply a Trojan
horse.

Willem de Roolj, 3-part tracksuit (facket, t-
shirt, pants), size L, 2015, polyester and cotton
embroidered tracksuit. From “Stories of Almost

Everyone.”
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« Willem de Rooij on Secrer Power by Simon Denny », Mousse On Display, December 2017-January 2018. pp.197

Willem de Rooij on Secret Power by Simon Denny

Secret Power, Simon Denny’s New Zealand pavilion at the 56*" Venice Biennale, consisted of two interrelated installations

in two locations. The point of departure was the visual culture of the Five Eyes intelligence alliance (between the United States,
the United Kingdom, Canada, Australia, and New Zealand), as revealed in documents leaked by NSA contractor Edward
Snowden in 2013. As a case study, Denny presented interpretations of work found on the public-facing Behance and Linkedin
profiles of former NSA creative director David Darchicourt.

At the historical Biblioteca Nazionale Marciana, Denny exhibited a host of three-dimensional interpretations of contemporary
digital logos, memes, graphs, and drawings exhibited in vitrines made of server racks of the kind used in data collection
facilities. Juxtaposed with the library’s opulent murals by Ptolemy, Fra Mauro, Titian, and Tintoretto, striking visual and concep-
tual resemblances became apparent between iconographies of nation, knowledge. intelligence, and defense in the sixteenth
and the twenty-first centuries.

At Marco Polo Airport, monumental prints of the abovementioned sixteenth-century murals and ceiling decorations were
installed on the floors of the immigration and luggage collection areas, providing yet another reflection on notions of statehood,
commerce, and global aspirations and realities, both in the past and in the present.

Secret Power thus served as a complex reflection on data collection, its underlying power structures, and multilayered interests.
At the same time, it brought Simon Denny’s skills as a sculptor to the fore. Operating at the complex intersection between
appropriation, interpretation, and site specificity, the objects he produced reflected on themselves, their physical surroundings,
and each other in a constant dialogue. The transformation from server rack to vitrine read like a powerful statement on the

role that digital data plays in the lives and work of contemporary artists.
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van de Ven, Suzanne. « Willem de Rooij KW Institute for Contemporary Art / Berlin », Flash Art 50, Issue 317, November 23, 2017.
https://www.flashartonline.com/2017/11/willem-de-rooij-kw-institute/
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éﬂ 1/6 Willem de Rooij “Whiteout” installation view at KW Institute for Contemporary Art,
2017. Photo by Frank Sperling.

Review / November 23, 2017 Share Tweet Mail

Willem de Rooij KW institute for Contemporary Art /
Berlin

While the eyes grow accustomed to the half-light of KW's central ground-floor
gallery, the ears are exposed to the swelling cries of sled dog communities at
dusk in llulissat, Greenland. As if from a choir, an assembly, or a scattered crowd
of wailers, their howling rises up through twelve speakers positioned around a
square of benches installed in the center of the hall.

Together with the 16-mm film triptych 'm Coming Home in Forty Days (1997), the
sound installation fufissat (2014) is the pivot point of Willem de Rooij's “Whiteout.”
For this first institutional solo in Berlin after the acclaimed “Intolerance” at Neue
Nationalgalerie in 2010, De Rooij has selected works from the past two decades,
associating recent pieces with key works from his collaboration with Jeroen de
Rijke between 1994 and 2006. The resulting constellation doesn't purpose to
survey; it instead directly addresses the passing of time between then and now as
marked by the two central works, both relating to that outlying Greenland town.

I'm Coming Home in Forty Days, with its slow panoramic take of an iceberg near
llulissat, pared down to its core elements and hovering between depiction and
abstraction, is flanked by related works: the C-print Dead Seal (1996-99), the
monochrome /’'m Coming Home in Forty Days (2001) and various production stills
from Biue Table (2004). Juxtaposed with the changeant weaving Blue to Blue
(2012), these works appear to be investigations of Coming Home's traces through
space and time.

Meteorologically, a “whiteout” is a disorienting weather condition whereby
snowfall or ice causes an optical disappearance of horizon and reference points.
In the seventeen years between the capturing of the image and De Rooij's return
to llulissat to record the sound, the iceberg melted, Denmark further withdrew its
political influence on Greenland, and Jeroen de Rijke passed away. Knowledge of
biographical or otherwise contextual facts, however, is not required for one to
become acutely aware of one's own physicality in the spaces of this exhibition.
When leaving the building one can hear the howling as if coming from its gut. Be it
concerning pure beauty, (geo)politics or an abstract sense of grief, “Whiteout”
achieves the maximum impact of the coexistence of reduction and abundance: in
here absence is apparent, its presence almost tangible.

by Suzanne van de Ven
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g 2/6 Jeroen de Rijke / Willem de Rooij, Detall of “Blue Table" (2004) Courtesy of the artist;
Installation view KW Institute for Contemporary Art, 2017, Photo by Frank Sperling.
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g 3/6 Jeroen de Rijke / Willem de Rooij, Detail of “Blue Table” (2004) Courtesy of the artist;
Installation view KW institute for Contemporary Art, 2017. Fhoto by Frank Sperling.

g 4/6 Willem de Rooif “llufissat” (2014) 12 channel digital audio recording, speakers,
Courtesy Galerie Buchholz, Berlin/Cologne/New York; Galerie Chantal Crousel,
Faris; Regen Projects, Los Angeles; Friedrich Petzel, New York; Installation view at
KW Institute for Contemporary Art, 2017, Photo by Frank Sperling.
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g 6/6 Willem de Rooif “Nlufissat” (2014) 12 channel digital audio recording, speakers,
Courtesy Galerie Buchholz, Berlin/Cologne/New York; Galerie Chantal Crousel,
Paris; Regen Projects, Los Angeles: Friedrich Petzel, New York; Installation view at
KW Institute for Contemporary Art, 2017, Photo by Frank Speriing.

g 5/6 Willem de Rooif “llufissat” (2014) 12 channel digital audio recording, speakers,
Courtesy Galerie Buchholz, Betfin/Cologne/New York; Galetie Chantal Crousel,
Faris; Regen Projects, Los Angeles; Friedrich Petzel, New York; Instaliation view at
KW Institute for Contemporary Art, 2017. Fhoto by Frank Sperfing.
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BERLIN ART WEEK FEisige Exkursionen, die Projektraume in Berlin — und Tipps fiir Entdeckungstouren

ufall oder nicht. Als Willem de

Rooij vor Kurzem nach Wil-

mersdorf zog, wohnte im glei-

chen Griinderzeithaus schon

seit Lingerem ein anderer ehe-
maliger Daad-Stipendiat, der ukrainische
Fotograf Boris Mikhailov. Dabei hatte der
niederlindische Konzeptkiinstler seine
‘Wohnung iiber der Schoneberger Viktoria
Bar eigentlich verlassen, weil es ihm in
der Potsdamer Strafie mit all den neuen
Galerien und schicken Lokalen fiirs Kunst-
volk zu dérflich geworden war, wie er es
nennt. Das Enge hatte ihm auch schon in
seiner Heimatstadt Amsterdam irgend-
wann nicht mehr behagt. Deshalb war de
Rooij 2006 ja hierher gekommen. Als das
Daad-Jahr fiir ihn endete, blieb er, wie so
viele andere. Berlin war zu seinem neuen
Zuhause geworden.

Der Holldnder schitzt die Anonymitit.
An seinem neuen Standort diirfte sie ihm
bewahrt bleiben. Sein Nachbar Boris Mik-
hailov hat hier als street photographer eine
der schonsten Berliner Serien aufgenom-
men: vornehmlich Pensionire mit beige-
farbenen Blousons und Gesundheitsschu-
hen auf dem Weg zum tiglichen Einkauf
um die Ecke. Das ist noch immer so: weit
und breit kein Hipster in Sicht.

‘Willem De Rooijs neues Quartier wirkt
auch nach dem Einzug noch recht leer, die
‘Winde sind kahl. Das soll so bleiben. Die
Spezialitit des Konzeptkiinstlers, der
gerne zu Hause arbeitet, ist das Kombinie-
ren, das Arrangieren von Bildern. Jedes
dauerhaft hingende Werk wiirde dabei
nur stéren. Vor allem im Berliner Zim-
mer, wo der groe Tisch steht, auf dem
die Reproduktionen hin- und hergescho-
ben werden, bis das Arrangement bis ins
Kkleinste Detail stimmt.

, Wir miissen immer eine Wahl treffen®,
erklirt de Rooij seinen Rigorismus. Das
versucht er auch seinen Studenten an der
Stidel-Schule in Frankfurt am Main zu
vermitteln, an der er seit 2006 lehrt. Ne-
ben anderem bringt er ihnen dort das
Nein-Sagen bei angesichts der vielen Bil-
der und Ausstellungen, die an sie herange-
tragen werden. ,Just say no!“ hat er als
markiges Motto von einer Werbekampa-
gne Ronald Reagans iibernommen, der da-
mit Kinder vor Drogen warnte. De Rooij
selbst hat jetzt zum Gliick zugestimmt, als
sein Landsmann Krist Gruijthuijsen von
den Kunst-Werken bei ihm fiir eine Aus-
stellung anfragte. Gruijthuijsen leitet das
Haus in der Auguststrafe seit dem vergan-
genen Jahr. Die beiden kennen sich noch
aus A dam, doch ‘bei-
tet haben sie bisher noch nicht.

Eine schone Fiigung, denn damit be-
kommt de Rooij endlich wieder eine Gele-
genheit in Berlin, sein Werk zu zeigen.
Seine letzte Ausstellung liegt sieben Jahre
zuriick, ein furioser Auftritt in der Neuen
Nationalgalerie. Unter dem Titel ,,Intole-
rance* vereinte der Kiinstler 18 Gemilde
des auf Vogelbilder spezialisierten nieder-
landi Malers Melchior d’'Hond -
ter aus dem 17. Jahrhundert mit hawaiiani-
schen Federobjekten des 18. und 19. Jahr-
hunderts. Beides Insignien der Macht, nur
aus verschiedenen kulturellen Sphiren.

Die Assemblage, zu der auerdem ein
mehrbindiger Katalog gehorte, das erste
Werkverzeichnis zu den Federobjekten
und die erste Monografie zu d’Hondecoe-
ter, erdffnete vollig neue Rdume. Aus Stil-
wurde Sozialgeschichte, schlieRlich eine
Abhandlung iiber Fragen des Kolonialis-
mus und der Aneignung. Die Werke ka-
men unter anderem aus der Berliner Ge-

ildegalerie und dem Ethnologischen Mu-
seum in Dahlem. Die Macher des damals
noch fernen Humboldt-Forums erhielten
auf diese Weise eine Lehrstunde der be-
sonderen Art.

In den Kunst-Werken wird Willem de
Rooij, der 1969 in Beverwijk geboren

Heulen und holfen

PORTRAT Vor elf Jahren kam der Hollander Willem de Rooij als
Daad-Stipendiat nach Berlin. Der Konzeptkunstler blieb, wie so viele.
Die Kunst-Werke widmen ihm nun eine grofse Ausstellung,
in der Hunde und Eisberge eine Hauptrolle spiclen

Von Nicora Kunn

Gletschertreiben. Standbild aus dem 16-Millimeter-Film ,I'm Coming Home in Forty Days“ von Jeoren de Rijke
und Willem de Ro0ij (1997).  Foto: Courtesy der Kinstler/Galerie Buchholz

wurde, wieder verschiedene Elemente zu-
sammenfiihren. Er wird ihnen jeweils einen
eigenen Rahmen schaffen und doch die
Beziehung unter ihnen zum Thema ma-
chen. Der Bogen ist erneut weit gespannt,
diesmal auch biografisch. Den Ausgangs-
punkt bildet eine gemeinsame Filmarbeit
mit Jeroen de Rijke aus dem Jahr 1997.
Die beiden hatten sich an ihrem ersten
Hochschultag in der Rietveld Akademie in
Amsterdam kennengelernt und sich sofort
angefreundet.

‘Was mit gegenseitiger Hilfe bei den Ar-
beiten des jeweils anderen begann, entwi-
ckelte sich zu einer festen kiinstlerischen
Partnerschaft, die mit de Rijkes iiberra-
schendem Tod auf einer Afrika-Reise 2006
jah endete. Im Jahr zuvor hatten die beiden
auf der Biennale in Venedig noch den nie-
derldndischen Pavillon mit elegischen Film-
bildern zum Thema Migration bespielt; in
Berlin kannte man sie aus der Flick-Col-
lection mit einem faszinierenden Sonnen-
aufgang iiber einer Miillhalde in Jakarta.
Fiir das Daad-Stipendium hatten sie sich
noch gemeinsam beworben, de Rooij
musste alleine anreisen und konnte hier
Kraft fiir einen Neuanfang schopfen.

»Whiteout, so der Ausstellungstitel in
den Kunst-Werken, kniipft an die Anfinge
der kiinstlerischen Zusammenarbeit an.
1997 war das Duo nach
‘West-Gronland  gereist,
wo in der Bucht von Ilu-
lissat 300 Kilometer
nordlich des Polarkrei-
ses die Gletscher kalben
und gigantische Eisberge
im Wasser treiben. Einen
- Monat lang filmten die

4 beiden jeden Tag ein
Willem de Rooij  solch schwimmendes Ge-
birge, immer von einem
anderen Standort aus, immer wieder neu
die wechselnden Formen und Farben, die
Reflexionen auf Wasser und Eis.

Das Ergebnis ist ein 15-miniitiger Film,
dem Willem de Rooij nun ein neues Werk
gegeniiberstellt, ebenfalls 15 Minuten
lang und eb lls in Tlulissat d
Bei seinem ersten Besuch noch mit de
Rijke hatte ihn in dem 4000-Seelen-Ort
das Heulen der Schlittenhunde fasziniert,
von denen es weit mehr gab als Men-
schen. Auf jeden Haushalt kam eine Hun-
defamilie. Als er 17 Jahre spiter zuriick-
kehrte, brachte er einen Rekorder mit, um
Tone aufzunehmen, wieder einen Monat
lang. Die allabendliche Kommunikation
der Hunde erinnerte ihn an einen Chor, jaan
ein Parlament.

Das Hin und Her der Hundestimmen hat
etwas vom Schuss und Gegenschuss jener
handgewebten Textilien, die de Rooij eben-
falls in den Kunst-Werken prisentiert. Sie
entstanden in Geltow, nérdlich von Berlin,
in Zusammenarbeit mit einer Weberin.
»Blau zu Blau“ lautet der Titel des fast drei
Meter breiten Werks. Je nach Standort und
Lichteinfall - dhnlich wie bei den Eisbergen
-kommen die Blautone hochst unterschied-
lich zur Geltung.

Ob Hundestimmen oder farbige Fiden,
fiir de Rooij sind es Metaphern dafiir, wie
sich Individuen zusammenschliefen kon-
nen, wie Gesellschaften funktionieren. Als
Kiinstler sieht er sich keinesfalls abseits,
nur als Beobachter, sondern in der Verant-
wortung. Wie ernst er seinen Anteil sieht,
zeigt sich in dem 2016 gemeinsam mit An-
gela Bulloch und Simon Denny gegriinde-
ten Berlin Program for Artists fiir Akade-
mieabsolventen, um ihnen den Start ins Be-
rufsleben zu erleichtern. Hier lernen sie,
zum richtigen Zeitpunkt ,Ja“ zu sagen.

seon Lanener

— Kunst Werke. Institute for Contemporary
Art, Auguststr. 69, bis 17.12.; Mi bis Mo 11-19
Uhr, Do 11-21 Uhr. Erdffnung 13.9, 19-22
Uhr. Performance von Nina Kénnemann am
17.9.um 20 Uhr.
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Willem de Rooij zwischen
Scholle und Hundegebell

Willem de Rooijs letzte Ausstellung in
Berlin liegt schon sieben Jahre zuriick,
ein furioser Auftritt in der Neuen Na-
tionalgalerie. Unter dem Titel »Intole-
rance« vereinte der Kiinstler 18 Gemal-
de des auf Vogelbilder spezialisierten
niederlidndischen Malers Melchior
d’Hondecoeter aus dem 17. Jahrhun-
dert mit hawaiianischen Federobjek-
ten des 18. und 19. Jahrhunderts, beides
Machtinsignien, nur aus unterschiedli-
chen kulturellen Sphiren.

Nun hat der 1969 in den Niederlan-
den geborene Kiinstler endlich eine
neue Ausstellung in Berlin. In den
»Kunst-Werken« wird er wieder ver-
schiedene Elemente zusammenfiihren,
ihnen jeweils einen eigenen Rahmen
schaffen und doch gerade die Bezug-
nahme zum Thema machen.

Wieder ist der Bogen weit gespannt,
diesmal auch biographisch. Den Aus-
gangspunkt bildet eine gemeinsame
Filmarbeit mit Jeroen de Rijke aus dem
Jahr 1997. Die beiden hatten sich an der
Rietveld Akademie in Amsterdam be-
freundet. Die folgende kiinstlerische
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Willem de Rooij filmte das
Driften der Gletscher (oben);
seine Blumenbouquets sind
Metaphern fur politische
und gesellschaftliche
Ph&nomene

Partnerschaft endete jah mit de Rijkes
iberraschendem Tod 2006 auf einer
Afrika-Reise. Im Jahr zuvor hatten die
beiden auf der Biennale in Venedig
noch den niederlindischen Pavillon
mit elegischen Filmbildern zum Thema
Migration bespielt.

»Whiteout«, so der Ausstellungstitel
in den »Kunst-Werken, kniipft noch
einmal an die Anfinge der kiinstleri-
schen Zusammenarbeit an. Mitte der
goer Jahre war das Duo nach West-
Gronland gereist, wo in der Bucht von
Tlulissat 300 Kilometer nordlich des
Polarkreises die Gletscher kalben und
gigantische Eisberge im Wasser treiben.
Einen Monat lang drehten die beiden
jeden Tag ein solch schwimmendes
Gebirge, immer von einem anderen
Standort aus, immer wieder neu die
wechselnden Formen und Farben, die
Reflexionen auf Wasser und Eis.

Das Ergebnis ist ein 15-miniitiger
Film, dem de Rooij nun ein neues Werk
gegeniiberstellt, ebenfalls 15 Minuten
lang und ebenfalls in Ilulissat entstan-
den. Bei seinem ersten Besuch in dem
4000-Seelen-Ort hatte ihn das Heulen
der Hunde fasziniert, von denen es weit
mehr als Menschen gab. Als er 17 Jahre
spiter zuriickkehrte, brachte er einen
Rekorder mit, um diesmal Téne aufzu-
nehmen - die allabendliche Kommuni-
kation der Vierbeiner, die ihn an einen
Chor, ja an ein Parlament erinnerte.

Das Hin und Her der Hundestim-
men erscheint auf einmal wie Schuss
und Gegenschuss jener handgewebten
Textilien, die de Rooij ebenfalls in den
»Kunst-Werken« zeigt. Sie entstan-
den in Geltow, nordlich von Berlin, in
Zusammenarbeit mit einer professio-
nellen Weberin. »Blau zu Blau« lau-
tet passenderweise der Titel. Je nach
Standort und Lichteinfall, dhnlich wie
bei den Eisbergen, kommen die Blaut6-
ne hochst unterschiedlich zur Geltung.
Ob Hundestimmen oder farbige Fiden,
fiir de Rooij ist es eine Metapher, wie
sich Individuen zusammenschliefRen
konnen, wie Gesellschaften funktio-
nieren. NICOLA KUHN

KW Institute for Contemporary Art,
Mitte, 14.9.-17.12.2017
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Willem de Rooij, Intolerance, 2010, Melchior d’'Hondecoeter,
Pelican and Qther Waterfowl in o Park, ¢. 1650-1700,
Gemaldegalerie, Staatliche Museen zu Berlin.

Photo : Jens Ziehe, @ Staatliche Museen zu Berlin,
permission de | courtesy of Galerie Chantal Crousel, Paris
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Au cours des deux derniéres décennies, nombre d’institutions muséales
ont invité des artistes & construire des expositions, parfois a partir de
leurs collections ou avec leur appui logistique. On peut penser aux pro-
jets «carte blanche » du Palais de Tokyo, a la série Unilever de la Tate
Modern ou encore au programme Artiste en résidence du Musée McCord.
Au-deld des invitations lancées par des musées, on assiste a ’émergence
de pratiques artistiques qui intégrent des stratégies commissariales et
ol I'exposition sert de dispositif. A partir d’une conception de I'artiste
comme commissaire, je propose d’utiliser le terme «art commissarial »,
qui pourrait regrouper essentiellement les expositions mises en ceuvre
et déterminées par des artistes, qu’elles soient conceptuelles, critiques
ou collaboratives. Ces initiatives méthodologiques soulévent certes des
questions. Quelle place laisse-t-on a la création dans les démarches com-
missariales ? Les artistes ont-ils une plus grande licence de pratique que
les commissaires ? Comment établir un cadre éthique adapté a I'utilisa-
tion, & I'appel ou & lacommande d’ceuvres? Comment la notion d’auteur,
inhérente 4 I’acte de création, est-elle affectée par les démarches colla-
boratives ou de coproduction?

Ces questions seront explorées a la lumiére de I’exposition
Intolerance, de l'artiste néerlandais Willem de Rooij, laquelle constitue un
cas exemplaire d’art commissarial. Mais avant d’aborder spécifiquement
ce projet, faisons un retour sur le cycle de trois expasitions qui ont précédé
Intolerance, voire Iui ont préparé le terrain. En 2006, De Rooij présente une
premiére exposition a la galerie Chantal Crousel de Paris, ol il introduit son
intérét pour la peinture de Melchior d’Hondecoeter (Utrecht, 1636-1695).
De ce dernier, De Rooij utilise le tableau intitulé A Pelican and Other Birds
near a Pool - aussi connu sous le vocable « The Floating Feather » — pour
les invitations & son vernissage et comme titre de son projet. The Floating

a7

Willem de Rooij, Birds in a Park, 2007, vue d'installation |
installation view, Galerie Buchholz, Cologne.

Photo : permission de | courtesy of Galerie Buchholz,
Berlin/Cologne & Galerie Chantal Crousel, Paris

Over the last twenty years or so, many museums have invited artists to
build exhibitions, sometimes with works drawn from the institutions’
own collections or with their logistical support. One thinks of the Palais
de Tokyo's “carte blanche” projects, the Tate Modern’s Unilever Serfes, or
the McCord Museum’s Artist-in-Residence program. Apart frominvitations
by museums, we are seeing the emergence of artistic practices integrat-
ing curatorial strategies, in which the exhibition itself serves as a device.
Starting from a conception of the artist as curator, | propose to use the
term “curating-art,” essentially encompassing exhibitions—conceptual,
critical, or collaborative—conceived and organized by artists. These
methodological initiatives naturally raise some questions. What role does
creativity play in these curatorial approaches? Do artists enjoy greater
creative freedom than curators? What ethical framework pertains to the
use, solicitation, or commissioning of a work? How is the notion of author-
ship inherent in the creative act affected by collaborative approaches or
co-productions?

| explore these questions in light of Intolerance, an exhibition by
Dutch artist Willem de Rooij and an exemplary case of curating-art. Before
dealing with this particular project, however, we should take a look at a ser-
ies of three exhibitions that preceded and, indeed, laid the groundwork for
{ntolerance. In 2006, de Rooij presented a first exhibition at Galerie Chantal
Crousel in Paris, in which he introduced his interest in the painting of
Melchior d’Hondecoeter (Utrecht, 1636-95). De Rooij used d’Hondecoeter’s
painting A Pelican and Other Birds Near a Pool for the invitations to the
opening, and its more common name, “The Floating Feather,” as the title of
the project. The Floating Feather brings together three sets of work in the
Parisian gallery: a sculpture by Isa Genzken, two videos by Keren Cytter, and
designer clothes by Chinese-Dutch designer Fong-Leng. In the late 1870s,
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Feather réunit, dans la galerie parisienne, trois ensembles : une sculpture
d’lsa Genzken, une vidéo double de Keren Cytter et des vétements de
haute couture de la designeure sino-hollandaise Fong-Leng. A la fin des
années 1970, Fong-Leng traduisait, avec ses robes-manteaux, le passage
du flower power aux prémices du punk. Dans 'installation de Willem de
Rooij, les robes-manteaux sont présentées comme des sculptures : en
exposant dans une galerie ces objets qui ont été créés «en marge » de l'art,
De Rooij leur donne un nouveau point d’appui. Une deuxiéme exposition
confirme I'intérét de De Rooij pour I'art commissarial, cette fois a la galerie
Daniel Buchholz, a Cologne. Intitulé Birds in a Park, d’aprés une peinture de
D’Hondecoeter, ce deuxiéme volet est similaire & The Floating Feather en
ce sens que De Rooij collabore avec les mémes artistes ; néanmoins, les
éléments différent et se retrouvent dans une nouvelle mise en espace.
Ce n’est qu’a la troisiéme exposition de ce cycle que le projet de De
Rooij prend un tournant révélateur, I'artiste nous amenant en plein cceur
d’une déconstruction de la notion d*auteur. D'oli émerge le discours? Qui
en est I'auteur? L'image qu’il utilise pour I'invitation au vernissage de
I’exposition Birds (2009), a la Cubitt Gallery de Londres, est issue d’une
peinture longtemps associée a D’Hondecoeter, mais qui se révéla plutét
&tre I'ceuvre d'un de ses contemporainst. De cette méprise, De Rooij sou-
léve le caractére déceptif des ruptures d’authenticité. Suivant la logique
quil instaure dés le carton d’invitation, I’artiste réunit ici un corpus qui
problématise toutes les facettes de la notion d’auteur, bien au-del3 de la
double position d’artiste et de commissaire. D’abord, il signale I'absence de
la peinture Birds en apposant sur un mur un panneau descriptif 2 la maniére
de Sophie Calle avec Fantdmes (1991). Les robes-manteaux de Fong-Leng,
uniques et sculpturales, font place aux survétements des collections de
prét-a-porter que la designeure avait créés quelque temps avant la faillite
de la marque. Ceux-ci sont présentés sur des mannequins banals, comme
dans un magasin a grande surface. De Rooij réunit également des ceuvres
de Vincent Vulsma issues de la série ARS NOVA E5305-B; il s’agit de mono-
chromes noirs peints en appliquant une couche de peinture en aérosol sur
des toiles chinoises prémontées et toujours emballées dans leur pellicule
plastique. Plus loin dans Birds, De Rooij expose des affiches autographiées
de Sald o le 120 giornate di Sodoma, dernier film de Pier Paclo Pasolini. A ce
propos, les affiches qui promeuvent une image d’authenticité au moyen
d’une reproduction de 'autographe du réalisateur traduisent inévitable-
mentun malaise lorsqu’on prend en compte le fait que Pasolini était décédé
lors de la sortie en salle du film. A travers ces éléments, De Rooij se révéle,
somme toute, un «artiste-sujet?» dont I'exposition est déterminée par ses
gouts, ses intéréts du moment ou encore ses relations avec des collégues
artistes. La critique Juliane Rebentisch avance que «[...] c’est son nom [De
Rooij] en tant qu’artiste qui avale celui des autres artistes; c’est dans son
ceuvre que les ceuvres de ces derniers s’inscrivent - ceuvres qu’il s’appro-
prie ouvertement, dans cette perspective®». Plus loin, Rebentisch cerne ce
bris de l'auctorialité qui est si perceptible dans I'ceuvre de De Rooij: «[...] les
hiérarchies d’auctorialité (De Rooij comme simple “commissaire”, De Rooij
comme “maitre” qui crée I'installation) ont une autre fin : affranchir la sub-
jectivité esthétique de sa fausse assimilation i celle de I'artiste*». Suivant
la pensée de Rebentisch, la hiérarchie auctoriale que déconstruit De Rooij
méne & I'acceptation d’un auteur mobile, emprunté, « successif». Car si
De Rooij n’est point I'auteur des ceuvres qu'il expose, il demeure I'auteur
de leur sélection, de leur mise en dialogue, et il met a I’épreuve I'idée
contestée — voire contestable — du commissaire comme « méta-artiste,
penseur utopique et shaman®» empruntée 4 la pensée de Harald Szeemann

1. Juliane Rebentisch, « Montage and late modernity: Notes on Willem de Rooij’s
Intolerance », Willem de Rooij: Intolerance, catalogue d'exposition, Diisseldorf, Verlag
Feymedia, 2010, p. 40.

2.Ibid., p. 41.

3. Ibid. [Trad. libre]

4.1bid. [Trad. libre]

3.George Alexander, Tristan Sharp et NSW Art Gallery, 40 years: Kaldor Public Art Projects,
catalogue d'exposition, Sydney, Art Gallery of NSW, 2009, p. 4.
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Fong-Leng’s cloak dresses rendered the transition from flower power to
proto-punk. De Rooij presented these garments as sculptures in his instal-
lation, and by putting objects created on the “fringes” of art on displayina
gallery, he lent them new support. Another exhibition confirmed de Rooij's
interest in curating-art, this one at Galerie Daniel Buchholz in Cologne.
Titled Birds in a Park, after a painting by d’Hondecoeter, this second instal-
ment was similar to The Floating Feather in that de Rooij was working with
the same artists; nonetheless, elements differed and were given a new
spatial arrangement.

Only inthe third exhibition of the cycle does de Rooij’s project take a
revealing turn, as the artist draws us into the heart of his deconstruction
of authorship. Where does the discourse emanate from? Who is its author?
The image he uses for the invitation to the Birds exhibition at the Cubitt
Gallery in London (2009) is taken from a painting that was long attributed
to d’Hondecoeter but has since been found to be by one of his contem-
poraries.* From this mistake, de Rooij highlights the deceptive nature of
disruptions in authenticity. Continuing the logic set out with the invitation
card, the artist brings together a body of work that raises all the issues
relating to notions of authorship, going well beyond the dual position of
artist and curator. First, he signals the absence of the painting Birds by
affixing a descriptive panel on the wall, much like Sophie Calle’s strategy
in Fantdmes (1991). Fong-Leng’s unique and sculptural cloak dresses give
way to the overdressed ready-to-wear collection the designer had created
some time before the label went bankrupt. These are presented on ordinary
mannequins, as in a department store. De Rooij also brings together works
from Vincent Vulsma’s ARS NOVA E5305-B series of black monochromes cre-
ated by applying layers of spray paint onto pre-stretched Chinese canvases
still in their plastic wrap. Further along in Birds, de Rooij exhibits signed
posters from Pier Paolo Pasolini’s last film, Salé o le 120 giornate di Sodoma.
Here, though promoting an image of authenticity through the reproduction
of the filmmaker’s autograph, the posters inevitably create uneasiness as
one realizes that Pasolini had died before his film was released. All in all,
with these elements, de Rooij reveals himself as an “artist subject” whose
exhibition is determined by his tastes, his interests of the moment, or his
relationships with artist colleagues. Critic Juliane Rebentisch observes, “...
it is his name [de Rooij] as an artist that swallows up those of the other
artists;itisinto his work that their—in this perspective, clearly: appropri-
ated—works enter.” Later, Rebentisch delineates the break in authorship
so perceptible in the work of de Rooij: “. .. the double gesture, the constant
inversion with regard to the hierarchies of authorship (de Rooij as a mere
‘curator’; de Rooij as the ‘master’ who creates the arrangement) aims at
something else: the release of aesthetic subjectivity from its false iden-
tification with that of the artist.” Following Rebentisch’s thought, the
authorial hierarchy that de Rooij deconstructs leads to the acceptance
of a mobile, borrowed, “sequential” author. For although de Rooij is not
the author of the works that he puts on display, he remains the author
of their selection, of the arrangement of their dialogue, and he assays
the disputed—and quite disputable—idea of the curator as “meta-artist,
utopian thinker, and shaman,” borrowed from Harald Szeemann as early
as 1969. It is after this cycle of exhibitions—The Floating Feather, Birds in
a Park, and Birds—that de Rooij presents the intolerance project at Neue
Nationalgalerie in Berlin in 2010.

While the exhibitions that preceded Intolerance employ images
of d’Hondecoeter’s paintings, it is only with the financial and logistical
support of Neue Nationalgalerie that de Rooij manages to bring several

1. Juliane Rebentisch, “Montage and Late Modernity: Notes on Willem de Rooij’s
Intolerance,” Willem de Rooij: Intolerance, exhibition catalogue (Diisseldorf: Verlag
Feymedia, 2010), 40.

2.1bid., 41.

3.Ibid.

4. Tbid.

5. George Alexander, Tristan Sharp, and NSW Art Gallery, 40 years: Kaldor Public Art
Projects, exhibition catalogue (Sydney: Art Gallery of NSW, 2009), 4.
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Fong-Leng, Parasol, 1979.

Photo : permission de | courtesy of Scheringa Museum of
Realism, Spanbroek & Galerie Buchholz, Berlin/Cologne &
Galerie Chantal Crousel, Paris
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dés 1969. C’est a la suite de ce cycle d’expositions - The Floating Feather,
Birds in a Park et Birds — que De Rooij expose le projet Intolerance a la Neue
Nationalgalerie de Berlin en 2010.

Alors que les expositions qui précédent intolerance font appel, sur le
plan de I'image, aux peintures de D’Hondecoeter, ce n'est qu’avec I'appui
financier et logistique de la Neue Nationalgalerie que De Rooij réussit a
réunir en un seul lieu physique bon nombre d’entre elles. Par cette entre-
prise, De Rooij réaffirme sa position d’artiste usant de 'exposition comme
d’un dispositif idéel. Intolerance présente deux corpus, soit une sélection
de peintures du studio de D’Hondecoeter et des featherworks, objets féti-
ches ou usuels confectionnés a partir de plumes et provenant de I'archipel
d’Hawai. Que révéle au juste De Rooij en juxtaposant ces deux corpus?
D’un point de vue conceptuel, I'artiste choisit ces deux ensembles selon
le principe qu’ils incarnent respectivement des signifiants d’un pouvoir
situé dans leur époque et relatif & leur territoire. Avec Intolerance, de Rooij
propose une réflexion « triangulaire » sur les débuts du commerce mon-
dial, les conflits interculturels et les influences stylistiques.

Né en 1636 a Utrecht, aux Pays-Bas, le peintre D’Hondecoeter est
surtout connu pour ses peintures animaliéres, ses natures mortes et
ses scénes de chasse. Au début de sa carriére, il peint des oiseaux de
ferme : canards, poules, oies, cogs. Ce n’est que subséquemment, avec
I’essor du commerce maritime et 'introduction, en Europe, de nouvelles
espéces d’oiseaux exotiques, qu’il élabore des compositions aviaires
fantaisistes, des scénes illustrant des volées de bétes a plumes. La
carriére de D’'Hondecoeter prend un tournant important lorsqu’il ajoute
a sa clientéle le roi des Pays-Bas Willem Ill et la nouvelle élite issue de
la bourgeoisie marchande, qui lui commandent des peintures ol sont
représentés des oiseaux exotiques, signe de prospérité et d’un certain
esprit d’aventure. On pourrait souligner ici que ces peintures constituent
des objets de pouvoir dépeignant d’autres objets de pouvoir. En somme,
de 180 a 250 peintures sont attribuables au studio de D’Hondecoeter.
Le succés que connait le peintre entraine une dissolution du principe
d’auteur, comme le souligne De Rooij dans un entretien avec le com-
missaire Dieter Roelstraete : « Les peintures de D’Hondecoeter sont de
facture inégale; ainsi, une partie de son ceuvre - qui est considérable
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Willem de Rooij, Intolerance, 2010, vue d’installation |
installation view, (Hawaiian featherworks & Melchior
d’Hondecoeter), Neue Nationalgalerie, Berlin.

Photo : Jens Ziehe, © Staatliche Museen zu Berlin,
permission de | courtesy of Galerie Chantal Crousel, Paris

of the actual paintings together in a single place. In this endeavour,
de Rooij reaffirms his position as an artist who uses the exhibition as an
ideal device. Intolerance presents two bodies of work: a selection of paint-
ings from d’Hondecoeter’s studio, and some “featherworks,” ordinary or
fetish objects made from feathers and of Hawaiian provenance. What does
de Rooij reveal by juxtaposing these two bodies of work? From a conceptual
point of view, the artist has chosen these two ensembles because they
embody signifiers of power from their respective eras and territories. With
Intolerance, de Rooij proposes a “triangular” reflection on the beginnings
of world trade, intercultural conflicts, and stylistic influences.

Bornin the Dutch city of Utrechtin 1636, the painter d’"Hondecoeter
is especially well known for his animal paintings, still lifes, and hunting
scenes. At the start of his career, he painted farm birds: ducks, geese and
roosters. Only later, with the development of maritime commerce and the
introduction of new species of exotic birds into Europe, did he develap
whimsical aviary compositions, scenes illustrating flocks of plumed
creatures. D'Hondecoeter’s career reached a major turning point when
his clientele expanded to include King Willem Ill of the Netherlands and
the new bourgeois business elite, who commissioned paintings of exotic
birds—a sign of prosperity and of a spirit of adventure. One could men-
tion here that these paintings constitute objects of power depicting other
objects of power. Allin all, between 180 and 250 paintings are attributed to
d’Hondecoeter’s studio. The painter’s very success dissolves the principle
of authorship, as de Rooij points out in an interview with curator Dieter
Roelstraete: “Not all of d’Hondecoeter’s works are equally well made, and
there is a certain element of conveyor-belt banality to some of his output,
which is considerable in terms of volume..... This ambiguity of authorship
is another facet that fascinates me, since it plays an important role in
my own work.” The intense production of paintings in d’Hondecoeter’s
work engendered a repetition of subjects, even literally a repetition of
compositions. “I [Willem de Rooij] found this repetitive aspect of the work
quite attractive—as a visual strategy, but also as an artistic gesture....

6.Dieter Roelstraete, “Artists at Work: Willem de Rooij,” Afterall Online (November 2, 2010),
accessed February 9, 2015, www.afterall.org/online/artists-at-work-willem-de-rooij.
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en fait de volume - se caractérise par une certaine banalité typique du
travail a [a chaine. [...] Cette ambiguité del’auctorialité est aussi un aspect
qui me fascine, car elle occupe une place importante dans mon propre
travail®». La production intensive de peintures entraine, dans I'ceuvre
de D’Hondecoeter, une répétition des sujets, voire littéralement une
répétition des compositions. «Je [De Rooijl trouvais cet aspect répétitif
de I'ceuvre plutdtintéressant, non seulement comme stratégie visuelle,
mais aussi comme acte artistique. [...] C’est presque comme regarder un
téléroman ou quelque chose de trés convenu’. »

Dans le regroupement et I'articulation des corpus, De Rooij fait en
quelque sorte ressortir les défauts des beaux-arts et les qualités des
objets ethnologiques. Les piéces provenant d’Hawai sont considérées
comme d’une grande rareté et exigent des précautions quant a la lumi-
nosité ou au degré d’humidité de la salle d’exposition. Ces conditions
transforment I'espace de la Neue Nationalgalerie, construction a la fois
sévére et lumineuse de I'architecte Mies van der Rohe. Les fenétres
sont recouvertes d’un filtre, ce qui crée une pénombre constante, et De
Rooij érige en plein centre de la salle un module ol les éléments sont
accrochés ou encastrés. Disposés sans intention didactique (absence
de fiches descriptives ou de textes d’accompagnement), les artéfacts
ethnologiques miment et confondent les codes de présentation de I'art
actuel. D’un point de vue méthodologique, De Rooij emprunte au travail
d’un conservateur de musée en réunissant en un méme lieu des groupes
d’objets dispersés dans toute I’Europe. La présence des featherworks
dans I'exposition Intolerance est, comme le souligne I’artiste lui-méme,
le symbole du pillage culturel qui explique la présence de ces rares
objets dans les musées d’Europe. Dans le catalogue exhaustif du projet
Intolerance, la directrice de I’'Ethnologisches Museum de Berlin, Viola
Kénig, souligne que les musées étaient complices d’une dissémination
des biens culturels : «A une certaine époque, les musées d’ethnologie
étaient des comptoirs déguisés, de grands magasins de biens culturels
provenant du monde entier®. »

De Rooij ne souhaite pas établir une hiérarchie de valeur entre
beaux-arts et artéfacts ethnologiques. Dans sa proposition artistique,
les peintures de D’Hondecoeter, qui célébrent une vision romancée de
Iinconnu, sont associées a une production culturelle instrumentalisée
et répétitive, alors que la présence a Berlin des featherworks témoigne
des politiques d’acquisition, de conservation et de prét de biens culturels
appartenant a d’autres cultures. Parallélement aux stratégies discursives
qu’il déploie, De Rooij formule une définition personnelle de I'exposition
comme médium distinct. S’il est en mesure d’explorer les différentes
formes que peut prendre I’art commissarial, c’est entre autres parce qu’il
se retire de la production pour se concentrer sur la sélection d’ceuvres.
L'analogie entre le travail de commissariat et le travail artistique est
d’autant plus évidente chez les artistes dont la pratique est associée
a une démarche indicielle ou idéelle plutdt qu’a la création d’objets.
L’art commissarial contribue assurément, tout comme le commissariat,
a rendre compte de ’exposition comme espace théorique, espace en
constante définition.

6. Dieter Roelstraete, « Artists at Work: Willem de Rooij », Afterall Online (2 novembre
2010), www.afterall.org/online/artists-at-work-willem-de-rooij [consulté le 9 février
2015]. [Trad. libre]

7. 1bid. [Trad. libre]

8. Benjamin Meyer-Krahmer et Willem de Rooij (dir.), « Fareword », Hawaiian fea-
therwork: Catalogue raisonné of pre-1900 feathered-god images, cloaks, capes, helmets,
Diisseldorf, Verlag Feymedia, 2010, p. 8. [Trad. libre]

Guillaume Adjutor Provost est un artiste transdisciplinaire et chercheur vivant a
Montréal. Il poursuit des études doctorales & 'Ecole des arts visuels et médiatiques
de 'UQAM. Ses recherches portent sur les stratégies commissariales comme actes de
création. Son travail a été présenté |ors d'expositions salos et collectives au Québec, en

Ontario, aux Etats-Unis, en Belgique, en Allemagne, en Autriche et en France.

It’s almost like watching a soap opera, or anything based on a strang sense
of the formulaic.” :

In a sense, in the selection and articulation of the body of work,
de Rooij brings out the faults in the fine arts and the qualities of the ethno-
logical objects. The pieces from Hawaii are considered extremely rare and
require tight control of light and humidity in the gallery. These conditions
transform the space of Neue Nationalgalerie, a solemn yet luminous con-
struction by the architect Mies van der Rohe. The windows are filtered,
creating a constant half-light, and in the very centre of the gallery, de Rooij
erects a uniton which the elements are either imbedded or hung. Arranged
with no didactic markers (no descriptive text, no labels), the ethnological
artefacts mimic and mix the codes of representation of contemporary art.
From a methodological point of view, de Rooij borrows from the museum
curator’s work by bringing into a single space works that were dispersed
throughout Europe. As the artist himself points out, the featherworks in
Intolerance are a symbaol of the cultural plunder that explains the presence
of these rare objects in the museums of Europe. In the project’s exhaustive
catalogue, Viola Konig, director of the Ethnologisches Museum in Berlin,
points out that the museums were complicit in the dissemination of cultural
goods: “Ethnological museums were once trading posts in disguise, depart-
ment stores for cultural wares from all over the world.”®

De Rooij does not wish to establish a hierarchical relationship
between the fine arts and ethnological artefacts. In his artistic propos-
ition, d’Hondecoeter’s paintings, which celebrate a romantic vision of the
unknown, are associated with a repetitive and instrumentalized cultural
production, whereas the presence of the featherworks in Berlin attests to
acquisition, conservation, and lending policies for cultural goods belanging
to other cultures. Alongside the discursive strategies de Rooij employs, he
formulates a personal definition of the exhibition as a distinct medium. If
he can explore the different forms that curating-art may take, it is in part
because he withdraws from production to concentrate on the selection
of the works. The analogy between curatorial work and artistic work is all
the more evident with artists whose practices are marked by an indicial
or ideational approach rather than by the creation of objects. Curating-art
certainly contributes, as does curatorship, to realizing the exhibition as a
constantly redefined and theoretical space.

[Translated from the French by Ron Ross]

7. 1bid.

8. Viola Kénig, “Foreword,” in Benjamin Meyer-Krahmer and Willem de Rooij (eds.),
Hawaiian Featherwork: Catalogue Raisonné of Pre-1900 Feathered-god Images, Cloaks,
Capes, Helmets (Dusseldorf: Verlag Feymedia, 2010), 8.

Guillaume Adjutor Provost is a transdisciplinary artist and researcher living in Montréal.
He is pursuing doctoral studies at the Ecole des arts visuels et médiatiques de I'UQAM. His
research focuses on curatorial strategies as acts of creation. He has presented his work
in solo exhibitions in Québec, Ontario, the United States, Belgium, Germany, Austria,
and France.
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Maaike Lauwaert. «Willem De Rooij Weltkulturen Museumy, Arzforum, February 4 - March 29, 2015.

http://artforum.com/picks/id=50584

Willem De Roojj
WELTKULTUREN MUSEUM

Willem De Rooij’s deceptively simple installation P e

is composed of three similar striped blankets, in ‘

beige, light brown, and dark brown, displayed in —_— =, :
seemingly identical vitrines. But, as the saying !

goes, the devil is in the details. The one installed |

in the middle,, Blanket, mantle, dates back to the i

nineteenth century and comes borrowed from '!

the Weltkulturen Museum’s ethnographic collec- Ad ¥ B b

tion. Just the slightest bit flufly, its uneven edges ™

. T .. i S
shimmering lightly from the overhead neon, this is Ly \\\
one of only fourteen extant of its kind of Cali- /i -

fornian blanket. Credited to a variety of indige-

nous tribes, these status objects are composed of
tightly woven duck and goose feathers. Flanking Willem de Rooij, Double II, 2014-2015, camelhair, sheep wool,
the original are copies commissioned by De Rooij.  linen, 45 x 57».

Titled Double I and Double IT (both 2014-15),

these feature straight edges, show no signs of use or age, and are made of camel hair, hence looking less
downy and soft than the older version. Although his replicas are clearly expertly made, their main function in
the show seems to be to rally around and uplift the original mantle’s value.

Camels have featured in a sound installation by De Rooij before, as have objects from ethnographic collec-
tions, such as feathered ceremonial accoutrements from eighteenth-century Hawaii. The title of the exhibi-
tion as a whole, “double double,” is also an appropriation, one of a more banal origin: the southwestern fast-
food chain In-N-Out Burger’s sandwich of the same name. This corporate evocation of the region from which
the blanket originates adds a note of fatalistic humor to a historically heavy exhibition.
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PARTSar t

Willem De Rooij

Black and Blue

27 oct.-24 nov. 2012

Paris 3e. Galerie Chantal Crousel

(Quatre oeuvres tissées main, et une composée a partir de tissu wax,
se font écho et finissent par former une seule et unigue installation
s'articulant autour du bleu et du noir. Si «Black and Blue» apparait
d'abord comme un travail sur la menochromie, c'est surtout le

glissement imperceptible d'une couleur vers une autre qui nourrit notre
= _’ réflexion.

B ra Frangois Salmeron

Deux toiles se ressemblant a s'y méprendre se présentent a nous, et ce
n'est qu'aprés un certain temps d'observation que nous réussissons a
les différencier clairement: sur notre droite Blue, et face a nous Black.
Si le titre de ses deux ceuvres se rapporte évidemment a deux couleurs
bien distinctes, leur tonalité respective demeure malgré tout assez
proche, et leur format est quant & lui tout & fait similaire.

En s'approchant de Blue, on réalise qu'en réalité, le coté droit de la toile
est plus foncé que le cdté gauche. Clest comme si la surface était
balayée par un geste qui foncait peu a peu la toile, de maniére quasi
imperceptible. On a donc affaire 4 un tableau qui s'obscurcit du bleu Créateurs

vers le noir, alors que dans un premier temps, il peut donner 'apparence | ® Willem De Rooij

d'un monochrome. Lieu

Willem de Rooij actualise ainsi un principe de continuité entre deux & Galerie Chantal Crousel
couleurs, qui s'enchevétrent et donnent l'impression de compénétrer
l'une dans l'autre.

De méme pour 'oeuvre Black ol, lorsque nous nous plagons nez-a-nez
face a la toile, nous nous rendons alors compte que nous n'avons pas
véritablement affaire &4 un monochrome. En effet, la technique de
tissage gu'emploie Willem de Rooij est fort subtile, et entreméle en fait
du bleu avec du noir. Une vision lointaine ou a mi-distance de |'ceuvre
donne limpression d'un monochrome, mais en plongeant dans le détail | e sSS—
de la composition, il existe déja une fusion entre le bleu et le noir.
Ainsi, 'artiste néerlandais entrecroise différents fils de polyester
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Francois Salmeron. “Willem De Rootij, Black and Blue”, Paris-art.com, Novembre 2012.

synthétique, et permet de faire participer le bleu au noir, sans pour
autant altérer |a tonalité noire dominante que nous percevons.

L'osuvre de Willem de Rooij s'attéle également a décliner d'autres
genres de formats avec Closure qui se déploie sur 4,30 m, ou Blue to
Blue dont les motifs nous séduisent. Aussi, nous découvrons étendue
sur le sol 'oeuvre Blue to Black, sur le bord de laquelle est imprimé
«véritable wax imprimé au Ghana». Par 13, 'exposition se référe a
['histoire, et notamment aux anciennes routes coloniales ou marchandes
reliant 'Europe au monde.

Ce tissu de coton typique de 'Afrique MNoire se trouve a son tour
imprimé de bleu et de noir. Cette ceuvre offre un nouveau dégradé de
couleurs, avec différents tons de bleu, virant peu a peu vers le noir.

L'art tisserand semble ici reprendre les connotations politiques que
Platon lui prétait d'antan: rassembler des entités hétérogénes et les
faire évoluer sur un méme plan, dans un ensemble qui les transcende.
L'enjeu de l'art tisserand est de réussir a faire tenir ensemble des
individus, et a créer un collectif qui ne se réduise pas a une simple
juxtaposition d'entités hétérogénes. Le collectif comporte «quelque
chose de plus» qui fait qu'il ne se réduit pas a une simple collection
d'individus.

Et se lier les uns aux autres, c'est se reconnaitre en autrui, sans pour
autant perdre sa propre spécificité ou sa propre identité. L'art tisserand
interroge finalement la possible articulation entre l'individuel et le
collectif, entre la similitude et la différence.
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Willem de Rooij

KUNSTVEREIN, MUMNCHEN, GERMANY

Taping Precognitive Tribes, 2012, needlework with thread

The light-flooded spaces of the newly renovated Kunstverein
Miinchen — with their eight-metre-high ceilings and new grey-
green floors — reopened to the public with an exhibition of large-
format woven pictures produced by Willem de Rooij between 2009
and 2012, presented together for the first time. The show's title,
“Untilted’, was not a misprint, but visitors were left to decide
whether it was a playful allusion or a deliberate ‘slip’. The
spectrum of reference is a recurring theme for De Rooij. In the
show's accompanying booklet, the artist chose to reprint Tom
Holert's 2008 lecture 1 Was Interested in ...": Interest and
Intuition in Art Discourse’, in which the art historian cites
examples of interviews where artists proclaim their interest in

a theme or subject. The lecture notes the subjective character

of artistic referentiality, echoing psychologists of the 19th and
early 2oth centuries, who identified personal background and
professional tendencies as the main motivations behind
subjective influences.

In his hand-woven tapestries, De Rooij counters the often
seemingly arbitrary ‘T'm interested in ..." of contemporary art —
what he calls ‘referential terror’ — by attempting to block out
references. Yet he does so as an artist whose last major exhibition,
‘Intolerance’ at Berlin's Neue Nationalgalerie in 2010, was all
about reference. In that show, De Rooij combined a selection of
17th-century works by the Dutch bird painter Melchior
d'Hondecoeter, with feathered cult objects from 18th-century
Hawaii. Although the woven pictures eschew this kind of
subjective referential juxtaposition, it is clear that De Rooij can't
quite escape the frame of reference of the aesthetic field.

Eva Maria Stadler, “Willem De Rooij/Kunstverein Miinchen”, Frieze, n°148, June July August

Digital
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2012, p. 196-197.

The ‘repetitive crossing of threads from two different directions’
that oceurs in the woven works, as the museum's introductory text
puts it, remains a complex operation, however simple it may
appear at first. Creating transitions from one colour tone of fabric
to another, as De Rooij does in Black ro Black, or between ten
different shades of pink in Mechanize her Jenny (both 2o11),
evokes the classic topoi of abstract painting. Each work carries the
self-referentiality of the picture as an aesthetic artefact, while the
process of abstraction itself, as Theodor W. Adorno put it, requires
a universal exchange of associations, links and ties within the
framework of art's referential system. The aesthetic charge of De
Rooij's woven works, therefore, depends substantially on the rich
discourse of painting.

‘In fact, when men are fabricating thought, / It goes as when a
weaver'’s masterpiece is wrought. / One treadle sets a thousand
threads a-going, / And to and fro the shuttle flies; / Quite
unperceived the threads are flowing, / One stroke effects a
thousand ties’, says Mephistopheles in Johann Wolfgang von
Goethe's Faust: The First Part of the Tragedy (1808). And which
threads are being crossed here? De Rooij gleefully deplovs
anagrams, encryvption and coding in titles or his works (Vertigo's
Doll, 2010, for example, is an anagram of ‘silver to gold”). But
these puzzles are not intended to hide a particular meaning. The
working viewer thus begins the task of weaving thoughts, crossing
the threads and casting his eves — for example in the show's
largest work, Taping Precognitive Tribes (2012), a horizontal
panorama that combines the colours that occur in the other works
in the exhibition - from blue to brown to silver to black to gold to
pink. Or from the new colour of the gallery floor to the whitish
green of the melted water flowing in Munich's Isar river. The
connections are not binding, but De Rooij's show does raise
fundamental questions concerning the institution's role in image
production and the system of relations and values governing
aesthetic exchange.

Appearing monochrome at a distance, the colours of De Rooij's
tapestries shimmer and vibrate, shine and seduce. In this
exhibition, the artist’s ‘no’ to reference becomes a clear ‘ves' to
impact. The question remains as to how emancipatory this
inversion of the hierarchy of reference might be. One can enjoy the
pictures on the basis of free association, embracing them and
abandoning oneself to them. Yet their critical potential continues
to benefit from the very references the artist sought to avoid.

Translated by Nicholas Grindell

Eva Maria Stadler
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Jorg Heiser, “Willem De Rooij, As We Speak”, Frieze, n°134, October 2010.
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As We Speak

INTERVIEW

American artist Christopher Williams’ major solo
show at Kunsthalle Baden-Baden this summer and
Dutch artist Willem de Rooij’s current exhibition,
‘Intolerance’, at Berlin's Nene Nationalgalerie, both
highlight the connection between conceptualism and the
image, between appropriation and autonomy. The artists
discuss whether referentiality in art, if once polemical,
has become an orthodoxy and if so, is there is a way out?

[

Matthias Herrmann, the president of the Vienna Secession from 19g9-2006,
photographing himself in the exhibition ‘Christopher Williams & Jeroen de
Rijlee/Willem de Rooij', Secession, Vienns, 2005—6

Willem de Rooij As a starting-point for this conversation I
sent Chris the transcript of a public discussion I had with Jeff
wall in the framework of the conference series ‘Rotterdam
Dialogues’ (2008-g) at Witte de With in Rotterdam in April last
vear (the entire series of transcripts has now been published by
Witte de With). Jeff and I spoke mainly about the notion of
referencing, both from very different angles and experiences,
obviously.
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Christopher Williams In this talk two particularly interesting
points were raised: one was the idea of using a conversation as a
model, and the other was the characterization of the period of art
production in the mid-to-late 1970s as ‘the era of polemical
referentiality’. He said he felt that after the project of Concepiual
art, which involved the de-legitimization of the image, making
pictures at that time was a polemical act. What struck me was that
during this period Jeff published his first catalogue, which
exemplifies that very idea. Each double-page spread had, on the
right-hand page, one of Jeff's transparencies — for example, The
Destroved Room (1978) or Young Workers (1978/83) — and, on
the other side, a network of references or source material: a still
from a Hitchcock movie, a Delacroix painting, a Chris Burden
performance, a photograph by Richard Avedon or an album cover
by Public Image Ltd. Since he has not used this tactic in
subsequent publications, perhaps he has reconsidered such
explications, but for me at that time it was perfect because I could
see how complex layers of information could be condensed into a
single photograph.

This came at an important time for me, amidst a backdrop of other
cultural developments, such as Screen Magazine, T.J. Clark, Jean-
Luc Godard's videos, Fassbinder, post-punk music, and the first
English language translations of Situationist texts.

WDR Butin that conversation, Jeff also said that right now
we're at a point in time where we might have to revise that take on
referentiality, because that way of working has turned into an
orthodoxy. At the moment there is such referential proliferation
going on in art that some pieces seem to legitimize themselves
only through the interestingness of their references.

Jirg Heiser The orthodoxy of referentiality — do vou see it more
with younger artists?

WDER  We all have to deal with it right now, artists of all ages.
Whether we find our sources in books or on the Internet — so much
of what inspires or triggers us has already been produced, or
mediated or processed in another way by someone else, another
author.

CW  When I started working, using existing cultural material
meant you were taking a critical position — and I find a lot of
vounger artists that I talk to claim it's just material, and for them
there is no reason to take a position.

WDR The actual appropriation is not problematized anymore.

CW  Exactly, and I think that describing the kind of work being
made in the era of polemical referentiality helps underline the
culture that Jeff's pictures came out of, and mine. I'm thinking, for
example, of Argument (1978) by Anthony MeCall and Andrew
Tyndall. The film is a critical reflection on the economic situation
of the artist — the accompanying publication included an essay
entitled “The Artist as Businessman' — and of masculinity, using
The New York Times Magazine as the object of investigation. Yet
the film was not the primary object of the piece; the discussion
after screenings of The Argument was seen as an equal element of
the overall project.

Another example is Frost and Defrost by Daniel Buren, a project
realized at the Otis Art Institute Gallery in Los Angeles in 1979.
Over the course of the show, workers removed the ceiling panels,
eovered them with Buren's striped wallpaper, put the panels on
display, and then put them back up into the ceiling, with the
stripes facing up so that at the end of the show you would just have
an empty gallery again. The work was a direct response to a work
that Michael Asher had done in 1977 at the Van Abbemuseum in
Eindhoven, where he had taken out the skylight's glass panels,
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and - over the course of the show — cleaned and reinstalled them,
the exhibition ending when they were all back in place. For me, as
a young artist, these projects were very important because they
presented the clearest idea of the art work as a dialogical activity.
While it may seem strange now, at that time, when I first started
working with photographs, the choice of medium seemed to have
political implications.

JH What exactly made adopting photography political?

CW  Photography at the time was still not considered a primary
medium for art work. Also, the first generation of Conceptual
artists had de-skilled photography to the point that it wasn't
deemed necessary to develop it as a craft, creating a situation
where anyone could feel that they could make art with readily
accessible means. The fact that it didn't have much of a place in
museums and the art market made it an attractive place for artists
attempting to work outside of mainstream culture. Also, the most
interesting female artists at that time — such as Barbara Kruger,
Louise Lawler and Sherry Levine — were beginning their work
with photography, and so it seemed to me to also have feminist
implications.

JH Do vouthink there is anything ‘polemical’ left in
referentiality today?

WDR Rather the opposite. It has become a completely
mainstream convention. I'm amazed by the flood of art pieces I've
seen lately that consist of a photograph of a book that the artist
finds interesting. Or a book in a showease. Or sculptures that
consist of a bookshelf on the wall with a number of books on it. Or
a photo of a bookshelf. Or a photo of a book in a showease. These
books might be interesting, but the photos and sculptures are
usually not. I find it so unfair to art that the form of the work gets
ignored in that way.

It was so inspiring to see Rodney Graham's recent show at the
Museum fiir Gegenwartskunst in Basel. A couple of works brought
together the work of Sigmund Freud and Donald Judd. Graham
ended up using Judd's works as bookshelves or pedestals of sorts
for Frend's books — an artistic twist that touches on the problems
of referentiality and appropriation, but brings them into a
slapstick-like sphere, making it hilarious. None of the bookshelf
pieces I've seen lately seem aware that these works exist.

I'm not saying that it shouldn't be possible to work with
references. It just doesn't seem to be happening on a reflective
level. In the process of referencing, artists often forget to make the
art piece.

JH Maybe for younger generations of conceptual artists, this is
about accelerating appropriation to the point of infinite regress.
Christopher, vou teach at the Kunstakademie Diisseldorf, and
Willem, vou teach at Stidelschule in Frankfurt am Main — how do
vour students approach the question of appropriation and
referentiality?
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WDR Idon'tthink that for our students it's different from the
way it is for us. We're all living in the same world at the same time
and we can all gain inspiration from art history on the one hand,
and all other cultural sources on the other, and we all experience
the excitement as well as the burden of all that. I think we're in the
same boat.

JH How did vou deal with these questions when you and
Christopher did your first collaboration, for the joint exhibition at
Secession in Vienna, in 20067

WDR Iwas working together with Jeroen de Rijke [who passed
away in 2006] at the time and the three of us were invited to share
the stage. We had been asked to produce two separate exhibitions
but we decided to turn it into one collaborative project instead.

CW  The conventional way of doing it would have been for one
artist to be in the main hall, and one in the basement spaces. We
decided to circumvent that hierarchical situation, by merging the
two exhibitions. So vou could wander through the exhibition and
walk towards a De Rijke/De Rooij work and bump into Williams
on the way, or vice versa. We had also turned the building's
distinctive mobile wall system — designed by Adolf Krischanitz in
the 19805 — into a part of the show by not covering up the modular
aspects of the wall. We agreed that the outside of De Rijke and De
Rooij's projection rooms was as important as the inside, so I did
not hang my pictures on the outside of their spaces.

WDR But as a counterpoint, we decided to hang one of your
pieces inside one of the projection rooms — it was only visible
when the projection was running,.

CW  There was acmally a third collaborator on the project,
Mathias Poledna, whom we invited to design the two separate
catalogues for the exhibition.

WDR The covers of these two catalogues look the same, so they
have our three names on the covers. Each volume shared the same
authors and the same installation shots — but then the images of
individual works are different. The whole design plays with the
idea of the doubling. Mathias designed the text into two columns
per page, but only one of the two columns is used for print. On the
back of that same page, again only one column would be used for
print. In this way,

heused the fact that paper is always lightly transparent: next to
each column of text one can see the text-column that is on the
backside of the page shine through. Next to each column of text,
vou see the absence, as well as the backside, of another column.

CW It was about confusing identities: whose catalogue is this?
Who are the collaborators? On the cover it says De Rijke and De
Rooij and Williams, so has Williams joined the other two? Is ita
group now? Who is responsible for the catalogues? Where is
Poledna’s name? We used the catalogues and posters, etc., as an
opportunity to open a field of questions as opposed to merely
providing information about the exhibition.

WDR Later you were asked to do a show with Mathias Poledna

at Kunstverein Bonn, which took place last year, and vou decided
together to deal with mobile wall systems, and how these systems
related to the history of exhibition making in the Rhineland area.

CW Mathias and I took the architectural elements of the
Secession exhibition as a starting point. The project was
conceived as a literal study of several examples of temporary or
mobile wall systems being used by institutions in the region
around that time. We borrowed and exhibited the walls without
refurbishing or repainting them. We actually were proposing

a typological study of mobile wall systems in use in the Rhineland
at that time of the exhibition, not a metaphorical or allegorical
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at that time of the exhibition, not a metaphorical or allegorical
structure. It wasn't about Vietnam.

WDR  Christopher and Mathias asked me to respond to their
work by organizing an evening in the installation. I screened two
films. Mirror of Holland (1950), a short film by Dutch filmmaker
Bert Haanstra of Dutch landscapes reflected in water. It's about
national representation and identity, popular topics in the era of
postwar reconstruction. The film depicts a set of reflections of
clichés of icons of Dutch identity (windmills, cows, sailboats,
bicyeles). The entity that threatens the Dutch landscape most —
water — in this film is the one that makes it visible. It's a symbiotic
interdependency not unlike the way art works relate to museums
walls. The second film I showed was The Divine renewal of Ise
Shrine by Seijin Koga, from 1973. It's about a 2,000-year-old
Shinto temple complex near the city of Ise in Japan, that every 20
vears is ritually deconstructed and moved to another location, on
which it is then reconstructed — an ancient form of mobile
architecture. The film shows all the steps of how the building is
taken apart and reassembled. The entire temple is built for a
sacred mirror hidden inside a box that no one is allowed to lay
eyes on.

JH  In both of vour respective oeuvres there is a trajectory coming
from Conceptual art, Minimal art and Institutional Critique, of
looking at things in a sort of sober, matter-of-fact way. At the
same time there are elements that are very playful, almost a bit
Crazy ..

DWR Idon'tsee whatwe do as crazy. I thinkit's a process of
very deliberate decision-making. Maybe we don't want to get bored
along the way.

JH Not crazy literally, but counter-intuitive — like the invitation
card for the Bonn show, which showed not mobile wall systems
but a photograph of three parrots, or De Rijke/De Rooij's The
Point of Departure (2002), which, after a series of films working
with single static shots, suddenly introduced special effects and
unhinged camera moves exploring a Persian carpet. Are these
decisions arrived at in a playful, intuitive way, or fully consciously,
strategically even?

CW  When working together, most of the decisions were made in
a very fluid way. I don’t know if ‘playful” is the right word, but we
were having fun and we were agreeing on things more often than
not. The parrots might be playful, but the photograph of the
parrots is not.

WDR ‘Playful is such a confusing word. I kept hearing it when I
first came to Los Angeles to teach at Art Center College of Design
in Pasadena. The students kept using it to describe their work. Of
course we have fun when making art, but ‘playful’ sounds like
kindergarten to me.

CW  And we're very serious about our fun.

JH Christopher, in the catalogue accompanying your recent
show at the Kunsthalle Baden-Baden, there is an introduction by
the then-director Karola Krauss but right underneath it in the
layout is another double-act: the transcript of the speech she gave
at the opening, covering very similar ground.
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CW  When I first started coming to Germany [ was surprised by
the length of speeches at opening receptions. For me they were

a strange form of theatre and I wanted to play with that idea. For
some time I have occasionally orchestrated performances that
have intervened in the conventions of these speeches. After doing
this kind of thing a fow too many times, people were starting to
expect that it would happen, so for Baden-Baden I introduced
audio feedback into Karola Krauss' opening speech. [ had
somebody standing near the speaker with a microphone clipped to
the back of his shirt, and when I gave a signal he would lean back
and the speakers would feed back. So in the catalogue, the
coloured elements in the speech refer to when the feedback was
hitting.

JH Sowhat seems like a hypertextual element, a meta-level of
reference, actually comes back to the literal, in this case the
indication of interference noise.

CW  Yes, and in the exhibition you also had that literalness.
There is one room where I exhibited three pictures that foreground
the basic elements of a space. One work depicts a mobile wall
system from Secession, another is of one of the Buren ceiling tiles
which I referred to earlier, and the third is

a socked foot pressing onto a floor. So the wall, the ceiling and
the floor are referred to with one image each, and in that way

it relates to the literalness of work from the 1960s and '70s, just
clearly describing and delimiting the space. But also, each work
is referring to another space, and, with the exception of the

sock, spaces where art has been exhibited.

JH  Willem, in vour work with Jeroen de Rijke describing and
delimiting spaces seemed central.

WDR  Our films were never looped but shown as timed
screenings, with intervals that would often take as long as the film
itself. This meant that more than 50 percent of the time we would
exhibit the empty exhibition-space. I first investigated how to put
the exhibition space on display in 1993 in a work named ‘Route
along 18 Corners’ - it's actually on show at the Temporary
Stedelijk Museum in Amsterdam at the moment. This work is a
series of images of corners in the Stedelijk that are grouped
together in a leaflet; visitors can take it along as they walk throngh
the building.

When Jeroen and I made Mandarin Ducks for the Venice Biennale
in 2005, counter to earlier works that had been very pared-down,
we tried to reach a point of referential exhaustion by referring to as
many things as possible in one work. When we were asked to
show Mandarin Ducks again in Amsterdam in the Stedelijk
Museum later that same year, we were able to frame it by showing
some works from the museum'’s collection. Some of these had been
formative for the script of the film, including for example Gerrit
Rietveld's Elling Buffet (1919), a group of cubist collages from Kurt
Schwitters” Merzmappe (1923) and two works by James Ensor.

JH Is this in line with the idea of explicit referentiality in Jeff
Wall's aforementioned 1970s catalogue page?

WDR  Yes, exactly. To use works by other artists in installations
under my name — I think of that increasingly as collage. Keren
Cytter,

Isa Genzken and Vincent Vulsma allowed me to include their
works in my installations. Different formats of shared authorship
have always been important in my work. The ‘Bouquets’ p. 184

- actual flower bouquets — I make are always co-produced with a
florist. To use found footage or works by other artists as
autonomous material is for me also a way to collaborate. In recent
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vears, for invitation cards announcing my shows, 1 started to use
reproductions of paintings by Dutch 17th-century painter Melchior
d'Hondecoeter, who painted only birds for more than 40 vears.
These images became emblems of sorts for those installations,
which often contained works by other artists. These images of very
different kinds of birds fighting for space in the same pictorial
frame - for me they echo the idea of different heterogeneous
elements coming together, in a pictorial way as well asin a
conceptual way.

In the same period I discovered ceremonial feather-covered objects
from 18th-century Hawaii at the Museum of Ethnography in
Berlin-Dahlem - helmets, capes and larger-than-life heads
depicting gods, worn by chiefs and carried around in processions.
Tryving to find out whether these fascinations had anything to do
with each other, I started to combine images of the paintings and
objects on paper. But I soon realized that what I really wanted was
to simply see the actual objects combined. So I decided to bring
together a number of those paintings and objects, without the
usual layers of mediation, not trving to claim ownership other
than putting them into a different context. I've been basically
working on making that happen for four vears now: these pieces
come from collections all over the world. As no substantial
catalogue on either D'Hondecoeter's work or the Hawaiian objects
was ever made, it became quite important to produce knowledge.
The work that I've now made at the Neue Nationalgalerie in Berlin
is an installation on the one hand, and a threefold catalogue on
the other. We produced the first book on D'Hondecoeter's work, as
well as a catalogue raisonnée on all Hawaiian feathered objects
known.

CW  And how have vou installed the work?

WDR 1designed one purely functional freestanding wall inside
Ludwig Mies van der Rohe's glass cube, which serves only to
display both the bird paintings and the feather-covered objects. I
wanted it to look like the paper collages I made as sketches when I
started to think of these two groups of objects in combination. So it
looks quite flat. Another important element is a set of window
treatments that serve to bring the light down but leave some of the
building's kev characteristic, its transparency, in tact. It was not
harder to deal with Mies’ space than with other spaces. Making an
installation fitin a space is always the same challenge, no matter
how connotated the space is or what size it has. ‘Intolerance’ does
nat refer to Mies, but it does deal with notions of nation and
national representation.

JH What exactly is it that interests vou in this combination?

WDR In pre-Christian Hawaii these feathered ohjects were
meant to create a connection with the divine and scare off the
enemy. These capes and helmets were worn by chiefs, so they were
indicators of power. D'Hondecoeter's bird paintings often depict
birds that come from four or five different continents. Exotic birds
were rare and expensive imports — so these paintings depict status
symbols, and at the same time they are status symbols. So for me
the idea of representation, political as well as pictorial, is the
nexus of this group of ohjects. They represent establishment.
D'Hondecoeter used certain motifs again and again in his images,
with the help of students and assistants. Sometimes these
assistants, Adriaen Coorte for example, would later use these
motifs in their own works. Just like the feathered objects which
were produced by different groups of specialized craftsmen, in
D'Hondecoeter's images authorship is something very ambigunous
- Ilike to look at them as being produced by groups of people
rather than by one person. I like the idea that copving, borrowing,
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referencing and appropriating were at the time completely
mainstream and accepted artistic strategies — they had to be due to
the high demand.

CW Do the works have allegorical titles?

WDR  Some of them do. For example, the one of the raven robbed
of the feathers that he had stolen from other birds in order to look
better himself (The Raven robbed of his false Feathers, undated).
It's based on a fable that was often used by painters and writers at
the time. The picture shows a gang mob scene basically, with the
raven being brutally attacked by a large group of other birds.

CW  On the frozen canal in Amsterdam last winter, my partner
and I suddenly heard the most insane sounds, and what we
witnessed was a group of white birds that had encountered a
single black bird in their neighbourhood, and they were attacking
it. It was literally along the lines of black and white.

WDR Holland can be a tense place, and looking at those images
of birds fighting I often think about that. It is remarkable that
someone spends his life painting conflicts.

CW 1was going to ask you if there was a relationship between
Mandarin Ducks and these bird paintings, and then I realized the
very title implies there is.

JH People behaving like birds, the cock, the peacock ...

WDR The set of Mandarin Ducks was decorated with
representations of the exotic, like a faux-Japanese screen that is
very central in the film, on which two Mandarin ducks are
depicted. Everything on that set that relates to another culture is
fake — the mask from Japanese Noh theatre, the African zebra-
hides, the Islamic patterned stained glass windows - all were
made in Amsterdam.

CW  Bringing two things together, the bird paintings and the
feather objects — do vou have an idea of how they're affecting each
other, or how one affects the reading of the other?

WDR  Well, that of course is what this entire project is about -
want to see what happens.

CW  For me, one of the most attractive features of your project is
that you are not only referring to something, but, through
commissioning scholarly work on the material, you are also
producing real knowledge about the subject.

JH  For both of you, because of the way vou display objects, it
seems that the exhibition itself often becomes the art work.

WDR I'm not too comfortable with the word ‘display’ because it
makes it sound as if we're working in a department store.

JH By display I simply mean the way you make something
available for being looked at.
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WDR Invites, press release, websites — everything is part of the
work for me. I started to see the rooms in which my films were
shown as part of the work for a very practical reason: it was a way
to escape from curatorial terror. I would continuously receive
requests for my films to be shown next to or under or behind
someone else’s work. It never worked, and that's why I started to
understand that the work should come with a room.

CW  But the Hawaiian feather objects never knew they were
going to be next to the Dutch bird paintings ...

WDR No, that's true, and their makers did not leave us any
instructions for how to show them either...

CW Isaw a performance in Paris some years ago where dancers
used very specific African head-dresses. The headpieces were
almost six-feet tall - taller than the performers wearing them. To
be able to dance and bow with these huge things demanded
incredible skill. A few vears later I attended on of Jean Rouch's
weekly film seminars at the Musée de 'Homme, and I then saw
the context that these headdresses had originally been made for. It
was for a village where the houses were about eight-feet high, with
very narrow streets between them. The bodies of the dancers
remained invisible behind them, and you just saw these wooden
shapes going by - like a puppet show. At the performance, there
was no reference to the reason why these things were so high in
the first place. It's a really simple kind of critique, but within
ethnography there's always a discussion about whether you
present enough context or not. What I find interesting about vour
exhibition project is that you are actually amplifying the alienation

WDR That process of alienation for me is one of the main
subjects of ‘Intolerance’. I'm not an ethnographer — I'm looking at
how the process of becoming exotic changed these objects and
what that changed status means for me now as a producer and
consumer of images.

CW  The different specialists vou got involved to contribute to the
catalogue - do vou know what they make of the project?

WDR  They all seem to be very excited and curious about it — but
we have encountered problems in terms of loaning the Hawaiian
ohjects. Especially American institutions are sensitive to the fact
that these objects are still sacred to some people in Hawaii, so they
don't want them to travel. I went to see two feathered gods in the
depot of the Peabody Museum at Harvard University, and they
were stored in boxes that were open on the front, but covered with
very light linen curtains: in that way the gods would not have to
stare into the empty depot!

CW  When you chose the title Intolerance, were vou thinking of
the D.W. Griffith film from 19167

WDR There had already been some quotations from Griffith's
movie in the seript for Mandarin Ducks — so ves, I was thinking
about that. For a long time, T had ‘Intolerance’ on a list of possible
titles, and this was finally the time that I felt it fitted.

CW  Are any of the Hawaiian gods happy ones?

WDE Yes, there are the ones with the corners of the mouth
pointing downwards — a sign of disrespect towards the enemy. But
there are also the ones that have a happy face - the gods of
prosperity. They operate in a constellation that Adrienne Kaeppler
(who wrote the featherwork section of the catalogue) refers to as
“paired opposition’.
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JH Will any of that information be provided in the exhibition?

WDR A little bit but not too much because it's very much about
the visual encounter between the objects. I don't want to explain
too much. There is the publication though that excessively
illustrates and contextualizes the exhibits.

JH That's the back-story problem in art making today — what
information to include or to withhold, or to putin a separate
place?

WDR I'mworking in two ways at the moment, it's kind of
schizophrenic. The show in Berlin is a very referential project that
needs a lot of text, but the exhibition ‘Slit or Gloved' that I made at
Galerie Daniel Buchholz in Cologne last February was completely
devoid of text, and quite abstract. 1showed a flower arrangement
named Bouquet V and a large tapestry of linen interwoven with
silver and gold threads, a slow gradual colour shift from silver to
gold (Vertigo's Doll, 2010). I'm thinking of that piece as a work
that refers to nothing — or at least that's what I was aiming for. So
I'm pulling it towards one extreme with one project, and towards
the other with another project.

JH Christopher, your last show at Galerie Gisela Capitain in
Cologne had a very distinetive press release, which in a good way
didn't match the show; it seemed like a different layer.

CW  Ata certain point I became frustrated by the necessarily
reductive nature of the standard press release, so instead I adopted
a collage style, allowing me to lay down facts or information in the
hope that it could spark more complex associations. So it's not
about telling people how to read it, but just about providing more
information. For example, the knowledge that a certain
percentage of the rubber in the Michelin tires of 1968 was
produced in Vietnam. The idea of riding around in Paris in ‘68 on
Vietnamese rubber has a kind of resonance, but it speaks in a very
different way than the picture itself, which is more related to
industrial photography. I think of the press releases as
functioning in an analogous way to Jeff's idea of creating a model
of a representation of a thought process.

WDR  Christopher, I'm currently working on a list of rules, kind
of like Lars von Trier's Dogme ys, to facilitate the production of
works that refer to nothing: non-referential art. Do you have any
tips?

CW  Ihave three rules but I'm not sure that they relate to non-
referentiality.

WDR On my first day in art school I was told: you cannot make
art about or with shoes, and also not about or with suitcases.

CW  Andwhat was that about?

WDR Itwas probably about Christian Boltanski being
fashionable with art students at that moment.
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CW  On my first day in art school I was taken aside by an older
student who said the way to be taken seriously here is to make
audio work - those were his words; have the four-track tape
recorder ready. And the next older student told me: don't produce
objects — collect them and keep them in a warehouse, but just
provide inventories. He collected vacuum cleaners. But I was
interested in the idea of montage, in the sense of reframing and
layering information, and of bringing as much history about
specific issues as possible into a single picture that was apparently
pretty straightforward. I wanted it to be really disproportional in
that regard.

WDR  Sothatit would have a really heavy representational
burden?

CW  Yes, that it would be stacked with multiple narratives,
multiple historical frameworks, and that it would have a real
weight to bear on that level. Nowadays I'm trving to make simpler
pictures that have less of a representational burden, that provide
another way of speaking.

JH Do youthink there is a kind of historical exhaustion of the
possibility of invention in art?

WDR It could be great if we'd end up again in a sitnation like
17th-century Amsterdam, when it was possible for entire groups of
artists to all use the same motif, or all use the same iconographical
structure for a piece; when it wasn't a problem to do what has
already been done. The idea that art is something that has to
constantly renew itself is really an incident in art history. Was it
invented in the Romantic era, let's say 200 vears ago? You only
have to go back a couple of centuries to a time when this notion
was not so central in the production and consumption of art.

JH Butaren't we always on the lookout for things that are
interesting, that surprise us?

CW  Iactually have an interest in the specific opposite of what
vou are proposing, which is to photograph something in exactly
the same way it was photographed before. It's also why I had the
idea to not only appropriate a certain kind of image, but
appropriate its very site of production - for example working with
professional object photographers and their studios. That means if
I want to make a photo of apples I find an object photographer
who often makes photos of apples. So the image produced that way
is basically like the images they use in the supermarket around the
corner. But if vou look at the kind of deseriptive clarity, and the
amount of information implied in my apple picture, it's something
that vou won't find in the advertising. So it's a simple strategy: that
there's always a lot more to look at. It's a way of not only using
found imagery, but also gaining control over its production. In
terms of the political implications of what I'm doing, it would be
about creating the context for a certain kind of looking: to use an
image associated with advertising, but create the conditions to
slow down and look atitin a way that industrial images are
almost never looked at. The art context is one of the few places
where speculative thought and disinterested observation can still

happen.
JH Andcan polemical referentiality still happen, too?

WDR When I started teaching at Stiidelschule I used a logo for
my class that was an image of Nancy Reagan lobbying against
drug-use by kids in the 1980s; it included the slogan ‘just say no'. I
used it as a motto for the class because I wanted to talk with the
students about saying no to the demands of the art world - saying
no, in my understanding, is one of the most important weapons
that vou have as an artist.

Jirg Heiser
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Ever wondered if it were possible to have art without references? Berlin-based artist Willem De Rooij
investigates ‘non-referential art’, art that just ‘is". Hung on a temporary wall in the darkened glass cube of
Ludwig Mies Van de Rohe's Neue Nationalgalerie are paintings of fighting birds by 18th-century Dutch
artist Melchior d' Hondecoeter. Set back further are feathered masks and capes — 1yth-century ceremonial
objects brought to Europe from Hawaii.
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© Image/Picture Intolerance, which took four years to complete, brings together objects from
collections around the world. De Rooij wanted to see what happened when
they met...

The piece at the Neue Nationalgalerie is described as a three-
dimensional collage. A three-part publication is part of that. Where
is the work exactly?

It lies in the conversation between these two groups of objects — the feathered
b A = objects and the paintings. And, even more, between the installation and the
Photo by Sebastan Plze 400 images that form the core of the catalogue. I've taught myself to read

images since I was quite voung. That's basically what I do: I consume images
© ImagelPicture in the way other people consume text.

If you walk around that wall a few times, the objects seem to turn
into a frieze — or a tapestry or a triptych.

I constructed it like a storvboard. Combining and selecting the images felt like
cutting a film - like editing — and as vou move past, it feels like a story. On the
front wall, where vou come in, I tried to focus on representational and
confrontational elements. That's where you find the objects with the most
visnal impact. The rear side feels more intimate, more spiritual, and there are
more exotic birds.

The paintings seem allegorical. But they're hard to figure out.

Neue Right. I suspect metaphorical content, but there’s no art historical proof. Only
: - one piece has proven allegorical content: it shows a raven being attacked by
Natmnalga]m 1€ this heterogeneous group of birds, because he has stolen their feathers and
dressed himself in them to look better. So all these different birds come
Potsdamer Stralte 50, together to attack one isolated bird: it's something I found quite interesting —
10785 Berlin how scapegoating unifies a group.
030 2664 2304 0 Hondecoeter's religion isn't known, but a recurring motif of his, the pelican, is
Website a Catholic symbol. In 17th-century Amsterdam, Catholics weren't allowed to
Click Here build churches. But they could hold sermons in ‘hidden’ churches in houses
Fri-Wed 10-18:00. and barns. These churches often had bird’s names. It's much like how, in our
Thu 10-22:00 times, European societies ban minarets, but it's much less a problem to build a

mosque in a school or a garage.

Is your work about excavating images?
RELATED
Book launch: Willemm  I'm not an archaeologist. But this project became a bit of an excavation

de Rooij's Intolerance  because there was nothing published about these two groups of objects. I
would rather say my work is about combining, grouping, comparing and
analysing images.

Why is this piece called ‘Intolerance’?

The title isn't supposed to explain everyvthing... I'd see the title as the 12th feathered object or the 19th
painting in the installation - one of many ingredients in the story. It has a lot to do with whether these two
groups of images would be able to meet. I find it exciting to make two entities clash, or test their capacity to
mingle and this notion of ‘the two' has always been important in my work.

S0 it's not about colonial intolerance?

Many visitors automatically mistake the feathered objects in this installation for loot. That annoys me,
because in this case, and many others, the story of global exchange is much more interesting. Hawaii was a
sovereign state at the time these objects were brought to the West. Most were given away in acts of diplomacy
designed to strengthen ties with the Western world.

So, what is it about?

The paintings visualize global exchange of another kind: the exotic birds painted by Hondecoeter were
transported on the same Dutch ships as slaves taken from Ghana to the Caribbean. One way of looking at
Intolerance is that all these objects and paintings were produced to indicate, decorate and radiate power. On
a visual level, they want to impress. But it's not a riddle I can explain... if I see the installation now, it's still
an accumulation of loose ends trving to meet and merge. Where the electricity is located is hard for me to say.

What kind of artist are you?

I don't sincerely feel at home with just one medium. I've done all sorts of things - film, installation,
photographs and sculptures. In art school I started as a painter, but I couldn't stand paint. I guess I'mnot a
dirty hands-type person.
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Willem de Rooij, 'Intolerance’, 2010, Neue Nationalgalerie, Berlin. Painting, Melchior
d'Hondecoeter, Pelican and other waterfowl in a park, c. second-half seventeenth century,
142 x 161, 5cm. Collection Staatliche Museen zu Berlin. © Staatliche Museen zu Berlin.
Photograph: Jens Ziehe
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Ifthe basement of Berlin's iconic Neue Nationalgalerie is currently home to a (marvellous)
display of works from the museum's permanent collection that has been titled 'Modern
Times', how do we identify the time evoked in the temporary exhibition now on view on the
ground floor, Dutch artist Willem de Rooij's magnificent 'solo’ project 'Intolerance'?
Timeless, perhaps: that certainly, and somewhat paradoxically, seems to be an apt
description of the effect produced by de Rooij's idiosyncratie, tightly choreographed
Juxtaposition of two families of object that, at first sight, do not seem to have terribly much
in common: animal portraits from the Golden Age of Dutch painting on the one hand, and
Jfeathered ceremonial ohjects from eighteenth-century Hawaii on the other hand. De Rooij's
richly layered three-dimensional collage is the subject of the following conversation,
conducted in the artist's apartment in Berlin shortly after the exhibition opened in
September 2010,

DIETER ROELSTRAETE: I know that this show has been a long time in the making.
Perhaps you can tell us a bit more about its genealogy. What was the basic impulse behind
this unorthodox juxtaposition of seventeenth-century Dutch genre painting and feathered
ceremonial objects from eighteenth-century Hawaii?

WILLEM DE ROOIJ: I've been interested in the work of Melchior d' Hondecoeter for a long
time. I used reproductions of his paintings on several oceasions since I started incorporating
works by other artists in my installations - or spatial collages - in 2006. In this context, the
paintings by d'Hondecoeter functioned as emblems of sorts: I used his imagery on invitation
cards, so that on a conceptual level they operated as some kind of summation. Even though my
interest in his work was always there, I could never find much information on it, so producing
text on his work became an important part of the development of 'Intolerance’. Another
important decision was to install the actual paintings and the actual feathered objects - rather
than reproductions, since I did not want to talk about reproductions or the act of reproducing
in the installation. The book, of course, contains tons of reproductions.

DR: As for the relative dearth of information regarding d' Hondecoeter, his work is something
of an acquired taste - the kind of painting that is easily overlooked.

WdR: But I grew up looking at his work; he is well known in the Netherlands. Some of his
most important works are in the Rijksmuseum in Amsterdam, where I first got to see them. It's
interesting how one develops a kind of tunnel vision growing up in the Netherlands, looking
at Dutch painting primarily. Someone who grows up in, say, London or Paris can go see work
by Titian, Veldzquez and many more artists from all over Europe, but the Rijksmuseum is
almost exclusively dedicated to Dutch art.

Anyway I had long been interested in d' Hondecoeter's rather unusual position, and as I spent
more time with his work I started noticing that particular motifs kept on repeating themselves
- there was something almost Warholesque to his method. The big white pelican is one
particularly striking visual element in that regard, but there are many more. The positioning of
certain elements is repetitive, as well as the paintings’ overall composition and structure. I
found this repetitive aspect of the work quite attractive - as a visual strategy, but also as an
artistic gesture. It's almost like watching a soap opera, or anything based on a strong sense of
the formulaic.

Not all of d'Hondecoeter's works are equally well made, and there is a certain element of
conveyor-belt banality to some of his output, which is considerable in terms of volume. He did
run a large studio, and it is likely that different assistants would take over parts of the process
of producing these paintings. This ambiguity of authorship is another facet that fascinates me,
since it plays an important role in my own work.
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As for the Hawaiian objects: when 1 moved to
Berlin in the spring of 2006 I got to see one of
those feathered objects in the Ethnological
Museum in Dahlem - a head depicting the god of
war. I became interested in those objects and
discovered a lack of information, much like the
lack of information on the work of d' Hondecoeter.
I wanted to know more, but couldn't find anything
- because it didn't exist. So 1 decided to facilitate
the production of the knowledge I'd been searching
for, in the form of a set of publications that can be
used for further academic research in the future,

Anyway at first I didn't think about combining
these two different groups of objects I was looking
at, and I didn't think they had much in common.

DR: Other than the fact that they are, quite
literally, ‘birds of a feather'...

WdR: I honestly didn't even think of that - it
wasn't like I was so interested in feathers. But I
was struck by certain methodological convergences
in the production of both groups of objects, as well
as by the relative lack of 'research’ around them - a
highly charged term that I am very hesitant to use
in the context of this project, but that, to a certain
extent, is what it is: ‘'research’.

1 work with images - that is to say, looking at
images is what 1 do for my work: T have tables standing around my studio that are covered
with prints, postcards, books. I want to know about the genealogy of images, how they relate
to each other, what their original context is, and how this context influences the reception and
meaning of an image. Images of d' Hondecoeter and images of feathered objects started to

merge and mix simply because they were lying on the same desk. The visual dynamic that
started to crystallise interested me. I started wondering whether there is any deeper
relationship between the two - and that state of wonder is where I still am. I never meant to
reach any conclusions; I just wanted to see whether some of my most basic assumptions had
some degree of validity.

DR: Tell us a bit more about the feathered objects.

WdR: They date back to the late eighteenth century; that is to say, from around the time
James Cook first set foot on land in Hawaii. Cook was actually killed there, and his body was
brought back to England along with the first set of ceremonial feathered objects.

DR: As loot...?

WdR: It's more complicated than that. Many of the objects were stolen for sure, but many
were also produced as gifts or souvenirs, and many were traded or bought. In Hawaii these
sacred objects were always made for one person in particular, and when this person - a
chieftain, king or religious leader - passed away they could no longer be used, and this
probably facilitated their release into the colonial commereial eircuit. Some of the objects were
actually made for export purposes only - and this is probably related to the fact that Hawaii
was Christianised rather quickly, verv soon after Cook's 'discovery', after which these objects
took on a very different meaning. The objects’ previous ceremonial meaning had not only been
religious (all across the Southern Pacific feathers were used to establish a relationship with
the divine), but also political: they were carried around in situations of conflict for instance.
But in all circumstances they represented the political or commereial establishment.
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DR: So the feathered objects were made a hundred vears after d Hondecoeter painted his
birds. Itis interesting, though, that many of his paintings feature the types of birds of paradise
whose feathers were so sought after in the Southern Pacific societies you just described - you
could say that he was painting at the verv edges of Pacific exploration.

WdR: In one of his paintings you can actually see birds hailing from four different continents
- clearly a reference to the Dutch exploratory achievement. I am very interested in such
allegorical subtexts. If you imagine d' Hondecoeter's original andience, the well-to-do
burghers of seventeenth-century Holland, the first thing that comes to mind is the turmoil that
marked the Golden Age as a whole: a society that was in constant flux, not in the least because
of the influx of immigrants from the south following the fall of Antwerp in 1587, which did so
much to transform the existing cultural and intellectual climate. But there were also profound
demographic changes whose impact spread beyond the cultured upper classes - unskilled
labour also poured into Holland from the East. It is likely that these demographic shifts
generated a lot of stress, and one thing that can be said about d'Hondecoeter's birds is that
they often appear stressed out. They are always fighting, pushing each other away - I often
think of my own experiences of living in Amsterdam, which is a very dense place. However,
from an art historical perspective there is no literal proof that d'Hondecoeter reflected on his
physical surroundings when he painted these seenes. There is really only one painting in the
show with 'proven’ allegorical content, namely De raaf wordt beroofd van de veren waarmee
hij zich had getooid (The raven robbed of the feathers he wore to adorn himself,1671), and
that one definitely has a Protestant subtext.

DR: And as such, the installation certainly demonstrates to what extent these paintings were
the subject of a culture of literacy: this was art that invited reading more than anything else.
Now with regards to the acmal way vou installed these works, the series of four paintings with
identical pelicans hung next to each other inevitably makes for an entertaining moment. Do
vou mean with this to distinguish your installation from mere exhibition making?

WdR: There certainly is an element of slapstick to d Hondecoeter's paintings: besides many
other things I also find them quite ridiculous - itis a rather hysterical position. The same
could be said about some of the feathered heads that have a certain Muppet-like appeal. I'm
not primarily a fan or admirer of these objects; I'm more interested in their analysis. For me,
these objects are material that I use to produce a piece. It is hard to make art with material that
one is in awe of.

DR: The accompanying publication will feature essays by the world's leading experts on both
Melchior d'Hondecoeter and the Hawaiian feathered objects. How did the representatives of
those two very different professional spheres respond to the project?
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Dieter Roelstraete, “Artists at Work: Willem de Rooij”, Afterall, November 2010.

WdR: The response to my proposal to confront these two groups of objects with each other
was mostly enthusiastic. A couple of loans (of the Hawaiian objects more specifically) didn't
materialise in the end, though. Institutions in the United States in particular seemed to object
to the title of the project. Some Hawaiians still consider the feathered objects sacred, and the
negative connotations of the title scared some owners off. What is interesting is that when we
started to install 'Intolerance’ and the first feathered objects came in, the couriers that came
along with them were always extremely interested in the other feather objects - but supremely
indifferent to the paintings, as if they weren't even there. And the reverse was true for the
people who brought in the paintings. Specialisation obviously produces specialised viewing
habits...

DR: You mentioned the title just now, and that certainly is worth exploring in greater depth.
That the show was going to be called 'Intolerance’ was something you had established quite a
bit in advance, it seems.

WdR: I had wanted to use this particular title for vears, and when this project started to take
shape I decided to use it as a working title. It just never left; it grew with the project and stuck
to it. The title was never intended to explain the project - that's not what any title is for, in my
opinion.

DR: To see the word 'Intolerance’ printed on a flag in front of the Neue Nationalgalerie is a
strong image though - it does seem to comment on the confusion of ethics and aesthetics that
was so typical of the culture of high modernism that Mies van der Rohe's building embodies
emblematically. That building stands at the end of a trajectory that began many decades before
with the publication of a treatise by Adolf Loos titled 'Ornament and Crime'... And ‘ornament’
is at the heart of this project.

WdR: I don't really believe there is such a thing as a 'difficult’ space, placing an objectin a
room is always a challenge. In that sense I approached this space like I approach any other
space. Although I wasn't interested in engaging with Mies van der Rohe I felt that the building
and the title mix in an interesting way: it is a national gallery after all, and I've represented a
nation once before, in the Dutch 'national’ pavilion in Venice in 2005. The very notion of
‘representing’, of 'imaging’, is what my work is most deeply concerned with.

DR: Itis all the more striking, then, that not a single image adorns the walls of your
apartment.

WdR: If I hung an image on my wall, I wouldn't look at it any longer. I'd be looking at other
things instead - the blank spot next to it perhaps. I don't own much, but I do own a couple of
artworks that I love, and I'm very happy to have them packed away and to think of them
instead. I don't have to hang them on my wall to relate to them. Moreover, I do enjoy looking
at an empty wall very much. I don't like to engage with images out of coincidence - I prefer to
do so out of choice.

‘Intolerance’ is on display at Neue Nationalgalerie in Berlin until 3 January and also at
www.intolerance-berlin.de
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