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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-
mildegalerie 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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Maaike Lauwaert. «Willem De Rooij Weltkulturen Museum», Arzforum, February 4 - March 29, 2015.

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

Willem De Rooij
WELTKULTUREN MUSEUM

Willem De Rooij’s deceptively simple installation

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

nineteenth century and comes borrowed from

the Weltkulturen Museum’s ethnographic collec-

tion. Just the slightest bit flufly, its uneven edges

shimmering lightly from the overhead neon, this is

one of only fourteen extant of its kind of Cali-

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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Francois Salmeron. “Willem De Rooij, Black and Blue”, Paris-art.com, Novembre 2012.
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Francois Salmeron. “Willem De Rootij, Black and Blue”, Paris-art.com, Novembre 2012.
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Eva Maria Stadler, “Willem De Rooij/Kunstverein Miinchen”, Frieze, n°148, June July August

2012, p. 196-197.

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

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



Galerie
Chantal Crousel

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

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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