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Rutland, Beau. « Reena Spaulings, Museum Ludwig, Cologne », Arz Forum, VOL. 56, NO. 2, October 2017, p. 239

From left: Reena Spaulings, Advisors (detail), 2016, metal table; fourteen paintings
in acrylic on Dibond, each 34 x 26" Reena Spaulings, Latest Seascape #1, 2017,
acrylic on canvas, 55% x 78%" . Reena Spaulings, Bonjour! 1-3, 2017, il on Dibond
and mixed media. Installation view Photo: Britta Schiier.
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MUSEUM LUDWIG, COLOGNE
Beau Rutland

AFTER MORE THAN A DECADE of caustic yet playful teasing
of the contemporary art apparatus, Reena Spaulings has
been granted a retrospective—sort of. To offer some his-
torical background for the uninitiated: In 2003, writer
John Kelsey and artist Emily Sundblad opened Reena
Spaulings, a gallery on New York’s Lower East Side,
which has since launched the careers of many influential
artists. In 2004, artworks made by Kelsey and Sundblad
under the moniker “Reena Spaulings” began appearing
in group shows. Audiences then learned a great deal about
Reena—as both artist and gallery are usually known—
through the book Reena Spaulings (2005). Though offi-
cially authored by Bernadette Corporation—an already
mythic *90s art/fashion collective of which Kelsey is a
member—the narrative was infamously written by 150
individuals in B.C.’s circle, From time to time, other artists
have helped contribute to Reena’s artistic production.
Over the past decade, few artists or galleries in New
York have continuously held the attention of the art world
the way Reena Spaulings has. Blending cynicism and
sincerity, Reena has offered timely responses to various
issues that have long enlivened and/or bedeviled contem-
porary art: the artist-dealer, collaboration, self-reflexivity,
market reflexivity, and the possibilitics and limits of insti-
tutional critique, among others. Kelsey and Sundblad’s
fictional front woman has followed the path of Rrose
Sélavy and then forged ahead, finding new ways to deploy
the artistic alter ego as provocation and diversion; as a

trickster whose position between creator and creation
destabilizes both of those constructs and the systems in
which they are embedded. Every aspect of Reena Spaulings
is imbued with a mimetic quality, calling into question
whether her iterations of things we know—an art gallery,
an art career—should be considered authentic, although
nothing they do feels simulacral enough to be comfortably
called inauthentic, either.

This ambiguity was elegantly performed in “Reena
Spaulings: Her and No,” organized by Anna Czerlitzki.
The exhibition—a smartly installed, concise showing of
just four groups of paintings—belonged to the series
“Here and Now,” Museum Ludwig’s effort to upend the
formulaic institutional approach to presenting contempo-
rary art. With the succinct removal of two letters, “Her
and No” informed the visitor of the artist’s core principles
of wit and contradiction. Fittingly, the presentation went
wryly against the grain of the conventional institutional
survey. Familiar works were included, but virtually all in
the form of new versions—or, to borrow Sturtevant’s pre-
ferred term, “repetitions.” For instance, some viewers
might have felt déja vu contemplating the pointillist
landscapes that show Herzog & de Meuron’s New York
condo tower 56 Leonard, which closely echo Reena’s
2008 paintings of the very similar-looking New Museum.,
The repetitions afforded visitors the chance to see key
examples of the artist’s work while simultaneously provid-
ing Reena’s dealers with new inventory. Reena always
assumes a savvy audience, and it’s safe to surmise that
viewers were expected to perceive the latter benefit—an
acknowledgment of market realities similar in spirit to
Louise Lawler’s ingenious disclosure-as-object label in her
recernt MOMA retrospective.

And yet, a bit perversely, the repetitions that collectors
would presumably have found most enticing were not
included. With its tightly edited selection of works, “Her
and No” brought discipline to the artist’s roving output,
which seemed deceptively sober here. Aside from the
recent eye-catching abstractions painted by Roombas,
many of Reena’s best-known works—for instance, the
canvases fashioned from the sullied tablecloths of art-
world dinners—were absent.

From the beginning, Reena’s multifaceted identity has
afforded Kelsey and Sundblad the opportunity to mine the
various roles each plays within the art world (which, in
Kelsey’s case, includes the role of contributing editor of
Artforum), and the degree to which any given subject is
granted agency. The relationship between artist and col-
lector was lightly mused on in Bonjour! 1-3,2017, large-
scale slapdash paintings that enmesh imagery loosely
based on Courbet’s The Meeting (1854) with the addition
of more current signifiers like fidget spinners and a Texte
zur Kunst journal tote bag. Advisors, 2016, an updated
version of Reena’s mid-2000s portraits of art dealers,
attests to the consigliere-like status of art advisers to the
museum patron, the most valued position today. Within
weeks of the show’s opening, one of the advisers depicted
had placed “Adyvisors” in a notable private collection.

Ultimately, “Her and No” offered a tidy account of
Reena Spaulings the artist, though it might have been a
little too taciturn about the theoretical, economic, and

Every aspect of Reena Spaulings
calls into question whether her
iterations of things we know—an art
gallery, an art career—should be
considered authentic.

social apparatuses that Kelsey and Sundblad have thor-
oughly limned over the years. These complicated and
messy concerns, so critical to the project that is Reena
Spaulings, seem to have been reserved for discussion in
the exhibition’s catalogue, to be published next year—a
deferred continuation of the show’s dialectical maneuvers.
If the exhibition’s reticence was mildly frustrating to
fans, it was also perfectly in keeping with the refusals and
problematizations that have kept Reena’s work vital and
interesting all along. (]

BEAU RUTLAND IS A CURATOR AND WRITER LIVING IN NEW YORK

Visit our archive at artforum comlinprint to read Bennett Simpson on Bernadette
Corporation and Reena Spaulings (September 2004).
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«Les 5 expos A ne pas rater cette semaine», Les Inrocks, September 11, 2016.
http://www.lesinrocks.com/2016/09/11/actualite/5-expos-a-ne-rater-cette-semaine-11862554/

Reena Spaulings est née en 2004 avec une identité multiple, a la fois institution — pour mémoire, Reena
Spaulings avait ouvert sa galerie éponyme a New York — et artiste fictive a la téte du collectif Bernadette
Production. Représentée par la galerie Chantal Crousel, elle vient d’y réaliser in situ (information clé)
des peintures sur Dibond.

L’exposition ressemble a un bilan géolocalisé. Au plafond de la piece centrale, une carte du ciel corres-
pond a I’alignement des étoiles vues de Paris le soir du vernissage, samedi 3 septembre dernier. Accédant
aux autres salles, on sourit devant le portrait de Michel Houellebecq qui co6toie les créatures du jeu en
réalité augmentée Pokemon Go (choisies pour avoir été apercue dans le quartier).

Houellebecq et Grodoudou, les stars culturelles de 1’été, illustreraient le “clinquant” et “1’égarement”
décrit par Rilke dans Pont du Carrousel — titre de I’exposition. A moins que I’écrivain frangais soit
I’aveugle du poeme, “le juste inébranlable” ? On sourit alors davantage.

L’invasion des Pokemons remplace ainsi celle des punaises de lits de 1’été 2010 a New York (les cinémas
fermaient les uns apres les autres) convoquée dans une exposition précédente de Spaulings, Occupy Wall
Street. “Pont du Carousel est une exposition qui se localise, et nous localise”, lit-on dans le communiqué.
Reena Spaulings serait-elle la peintre absolue de la vie moderne ?

Jusqu’au 8 octobre Galerie Chantal Crousel a Paris
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Claire Mouléne. “Occupy New York. Une vision de Big Ap)ple déclinée sur fond de trompe "oeil
et de cartons a pizza,
Les Inrockuptibles N° 840, January 4, 2012, p. 85.



«2010. The Avatar as artistic strategy..», Arz since 1900, 2010, pp.764-769.
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David Lewis. «Reena Spaulings. Sutton Lane», Arz Forum, February 2010.
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Kleinman, Rebacca. “Moving In”, Art Basel Miami Beach, December 2009.

ART POSITIONS

Clockwise fram above: Reena
Spaulings, two instaliation
views of The Belgian Marbies,
2009; Agathe Snow, Jean Ann
Kennedy Smith, 2009, Pauline
Boudry and Renate Lorenz,
Saforania, 2009.

66 Art Basel ' Miami Beach 2009

MOVING IN

Art Positions makes the leap to the Miami Beach Convention Genter.

BY REBECCA KLEINMAN

or the cighth edition of Art Basel Miami Beach, the Art

Positions sector relocates from its outdoor, beachfront

hormne to the heart of the main show inside the Miami Beach

Convention Center. Solo and conceptual group shows are
exhibited by 23 galieries from nine countries. Here we highlight five
booths, including a newcomer from New York, an all-female group
show and a clever take on collaboration by Gaylen Gerber.

Eilen de Braijne Projects

For the group show “My Rising Phoenix,” the Amsterdam-based
gallery presents an all-female lineup. Spanish artist Lara Almarcegui,
whose mediums are photography, slideshow installation and printed
bools, explores themes of overlooked, often dilapidated architecture.

“Her work is about making us aware of the impact of nature,
especially in dense areas like cities,’ says Elien de Bruijne, an Art
Positions regulan,

There’s also a concentration of video art, Netherlands native Falke
Pisano looks to art itself and art history, as well as past abstract and
constructivist images, to create new work. She's fond of layering pieces,
too, according to de Bruijne, who cites a wall drawing layered with a
video and another abstract drawing as an example.

Berlin-based Pauline Boudry and Renate Lorenz’s collaborations
concern gender issues. Among their videos for the show, Salomania,
which documents the dance of the seven veils from the silent film
Salome, studies the characier’s image in film and modern dance.

James Fuentes LEC

Artist Agathe Snow takes the solo show to an extreme again for the
Downtown New York galtery. With an all-eacornpassing installaticn-—
right down to the booth’s very tables and chairs (rom which dealer and
collector broker sales—the total work of art is in the same vein as last
years weeklong dance marathon during the Whitney Biennial and
2007’s postflood depiction of New York, complete with mock news
coverage and beached whale.

“She makes muitiple, crossover works in different mediums based
on the samne project, like a performance plus video plus sculptures,” says
James Fuentes. Her Art Basel Miami Beach installation and sculptures
are a culimination of a long-term art series inspired by Leonardo da
Vinci and Renaissance philosophy. (Earlier this year, the New Muscum
exhibited a related work, a Neoclassical pillar presenting 21st-century
Renaissance theories.) “Her main influences are history and literalure;,’
adds Fuentes,

Wallspace

New York-based Wallspace premiered at Art Positions in 2008. Co-
director and co-owner Jane Hait says the move into the Convention Center
gives her gallery a larger platform in terms of visibility. This year, Hait will
be exhibiting Gaylen Gerber, Walead Beshty and Shannon Ebner, three
artists who play off of one another for a quasi-collaboration that has as
much to do with context as it does with each of their independent work.

“All their projects are distinct but overlapping,” says Hait. “The
concept also came about since one of the artists, Gaylen Gerber, is
known to delve into how different artists interact, so he oversaw the
overall booth”

Los Angeles-based artists Walead Beshty and Shannon Ebner are
also exhibited. Ebner explores the interaction between the uses of
language and the material concerns of photography, while Beshty's
mediums are photography and sculpiure, Gerber’s salvaged souvenirs
(from the work of artist Daniel Buren), presented in silver leaf, round
out the gallery’s offerings.

Selton Lane

Debuting at Art Basel in 2008, this London gallery returns with
an exhibition of works by fictitious arlist Reena Spaulings and the
renowned Belgian artist and poet Marcel Broodthaers, In regaids
to the unique pairing—one contemporary and the other a late, great
conceptual artist—Sutton Lane co-founders Gil Presti and Charles Riva
point out a distinct connection between the two, citing that both were
“born” artists in contrived ways: Broodthaers was a progenitor of the
rigorous, witly practice of critiquing art institutions, whereas Spaulings
evolved from the eponymous fine-art gallery in New York as a fictional
“artist, who actually represents a collective of artists.

i§ Gallery

Having shared a booth with two Scandinavian galieries in previous
Art Basel Miami Beach installments, this Reykjavik-based gallery was
ready to strike ouf on its own.

“We took a two-year hiatus to prepare for our re-entry with a strong,
single project,” says director Borkur Arnarson, who brings brand-new
work by Beulin-based artist Egill Seebjornsson. “We're very excited about
this work and happy to have it prerniered here”

The solo show builds on Sebjérnssors recent video installation
combining objects and projected video animations; everyday items take
on an unexpectedly lifelilke quality to encourage viewers to look at their
surroundings with a fresh perspective.
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Thorel, Benjamin. «Reena Spaulings.», Flash Art, October 2008.

Flash Art

A photogenic display of canvases,
light boxes (after Merlin Carpenter)
reading “Die Collector Scum” and
a ruined floor using the remainders
of Wade Guyton’s previous show
at the gallery — the exhibition
looks like an ironic sumimer group
show, With a revolving stand of K8
Hardy’s postcards or a set of master
keys mimicking Claire Fontaing's
work, the show presents Spaulings’s
identity as multiple and shared.

A series portraying the IndyCar
racing star Danica Patrick (hardly

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

fts  title, “Cowrbet  Your
Enthusiasm,” mocks fascination
for the avant-garde, recalls Larry
Pavid’s TV show Curb Yowr
Enthusiasm, which depicts the West
Coast milionaire life of the former
Seinfeld author,

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

Benjamin Thorel



Gross, Béatrice. «Le retour de la mort de 'auteur.», Double, Spring-Summer 2009.
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Boutet de Monvel, Violaine. «Reena Spaulings: Courbet your enthusiasmy, Ar# Review, October 2008.

The popular US sitcom Curb Your Enthusiasm, in which Senfeld creatorfexecutive producer
Larry David plays an exaggerated version of his bipolar self. s some kind of reference for the
exhibition Cowrbet Your Enthusiasm, which stars a consortium of dealer(s) and artist(s) operating
under the fictional quise of Reena Spaulings.

In fact, Reena Spaulings is the name of a gallery, Reena Spaulings Fine Art. opened in
2004 in New York by John Kelsey and Emily Sundblad. The gallery took its name from the
main protagonist of an eponymous book coauthored by the members of the international
collective Bernadette Corporation {which happens to be represented by the gallery). Kelsey and
Sundblad are also the primary instigators of fictional artist Reena Spaulings. Reena Spaulings the
gallery and Reena Spaulings the artist are interchangeable. Some artists that the gallery actually
represents may take part now and then in giving Reena Spaulings {gallery and fictional artist) a
body of work and an ironic spirit (rather than an actual delinable style).

The ensemble of works exhibited at Chantal Crousel (all work 2008} includes alot of trash
{literally) and derision, and many (awful} paintings, celebrating Reena Spaulings's bipolar identity.
The gallery’s walls are dressed up with recent additions to Enigmas, an ongoing series, bequn in
2005, that features stained tablecloths stretched on the walls fike paintings - the dirty remains of
past openings and dinners, whose hosts are named in the titles (Artforum. Brooklyn Museurn,
etc). A few paintings cynically revisit genres - such as still life, in Nature morte vivante, depicting a
dish of oysters (which are eaten alive, as we know) - or historicsl schools such as Pointillism, in the
sertes Dans fa rue, New Museurn {featuring Pointillist representations of the iNew Museum in New
York}. Finally, two lightboxes have pride of place in
the middle of the gallery floor. The first. Courbet
Your Enthusiasm (AFA), #luminates a random
photograph of an artistic gathering scanned from
Colin De Land: American Fine Arts, a 2008 book
about the dealer Colin De Land. who died in 2003
and was known for his ambivalence towards the art

rnarket. The second, Danica, iluminates the scan  GaLERIE CHANTAL CROUSEL,
of an autographed photo of the American female 23 oune -~ 2 aucust
racing-driver Danica Patrick: it is an image of pride

and battle.

What, though, is Reena Spauling's battle? Is
it 3 battle or rather a cynical experiment to exploit
and celebrate the superficiality of a system that
attaches more importance to a work’s monetary
value than to its actual worth? While mocking
the dealerfartist relationship by unifying them
completely, Reena Spaulings never attermnpts
to redefine the market’s rules. How far can the
farce go? Violaine Boutet de Monvel

RQEVIEWS: REENA SPAULINGS

PARIS




Mckee, Yates. «Besprechungen.», Texte Zur Kunst, December 2008, pp.184-190.

BESPRECHUNGEN

NEOLIBERAL GOTHIC
Uber Stephan Ditlemuth und Nils Norman bei Reena Spaulings, Mew York
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Staphan Dillemuth, Nils Nerman, You hove been misinfoermed”, Reena Spaulings, New York, Aussteliungsansicht
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Mckee, Yates. «Besprechungen.», Texte Zur Kunst, December 2008, pp.184-190.

Nach einigen kallaborativen Arbeiten, Aktionen und
projekten in den vergangenen Jahren haben sich die
Kiinstler Stephan Dillemuth und Nits Norman dies-
mal zu einem gemeinsomen Auftritt in der New Yorker
Galerie Reena Spaulings zusommengefunden, um die
wucherungen der kapitatistischen Krige in eine Instal-
tation zu Ubersetzen. In konspirativer Manier verfolgten
sie mediale Spuren und andere Hinweise fiir die aktu-
ellen gesetlschaftlichen Verédnderungen und Bedro-
hungen - und bezogen sich damit nicht zuletzt auf das
Feld der Kunst selbhst. '

Neben abgetrennten GliedmufBen wurde dabei auch
die Frage in den Roum gestellt, welche Méglichkeiten,
sich unter den gegebenen Umstanden liberhaupt noch
zum Markt zu verhaiten, vorhanden sind - und wohin
ein strategisches Jein fihren kidnnte.

.Neoliberal Gothic™ - so kénnte man am ehesten
den vorherrschenden Stimmungswert von ,You
Have Been Misinformed"”, der jlingsten Ausstel-
lung von Stephan Dillemuth und Nils Norman
bei Reena Spautings, beschreiben. Diese Schau,
ein wahres Kompendium ruindser Riume,
abgetrennter GliedmaBen, schauriger nicht-
licher Traumbilder und grotesker Ansichten
vampirischer Raublust, apokalyptischen Irrsinns
und irmlicher Verkommenbheit, setzte die voile
Assoziationsmaschinerie in Gang, die sich mit
.Gothic” als einem historischen Genre verbindet.
Doch erwies sich die von Dillernuth und Norman
heraufbeschworene Diisternis als etwas voll-
kommen anderes als das ,,New Gothic”, das, mit
Vertretern wie Damien Hirst, Aida Ruilova oder
Banks Viclerte, einige europiische und amerika-
nische Kunststrémungen um das Jahr 2000 herum
kennzeichnete. Diese Tendenz, die von Kritikern
wie Jerry Saltz und Kurator/innen wie Shamin
Momin als vage millenarisch-9/1(-gepragter Zeit-
geist verbucht wurde, dem es um eine Auseinan-
dersetzung mit , dem Negativen, dem Melancho-
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lischen und dem Barbarischen” gegangen sein
soll, lieB sich am tre{fendsten mit dem erkliren,
was Benjamin Buchloh einst als |, Chiffren der
Regression” diagnostiziert hatte. Unter die-
sem Begrifl wurden kinstlerische Flucht- oder
Sublimierungsversuche angesichts krisenhafrer
sozialer Bedingungen symptomatisch, die mit
Rickgriffen auf mythische, Gbernatiirliche oder
obskurantistische Themen einhergehen.' Dille-
muth und Norman dagegen haben ihre Morbidi-
titsdsthetik in Form einer kritischen, wenn auch
letztlich zynischen Reaktion auf die gegenwirtige
weltweite Finanzmarktkrise und deren bald zu
erwartende Auswirkungen auf die Skonomischen
und institutionellen Kreisliufe der Kunstwelt
formuliert. In den Worten der Pressemitteilung
zur Aussteilung: ,This is a credit-crunch, pre-
art-crunch extravaganza — don’t miss it!” {,,Das
Spektakel piinktlich zur Kreditkrise und kurz vor
der Kunstkrise — auf keinen Fall verpassen!™)
Eine so klangvolle Ansage wurde dann durch
die recht spirliche, wenn nicht gar drmiiche
Ausstel}ungsinstallatioﬁ Liigen gestraft. Im hin-
teren Teil der Galerie hing ein groBer, horizontal
angeordneter Keilrahmen von der Decke herab,
auf dem eine verblasste, dem Anschein nach ver-
witterte Rasterstrukiur zu sehen war, bei der jede
Zelleinheit ein wechselndes Muster dreieckiger
Fillformen aufwies, wodurch anscheinend eine
Art minimalistische, zugleich aber auch deko-
rative Wandmnalerei wie aus den 1970er Jahren
angedeuter werden sollte. Entlang der sonstigen
Galeriewinde war eine Reihe vertrockneter, aus
weillem Gips gelertigter Baumstiimpfe sowie
zwei kleinere, vertikal angeordnete Keilrahmen
zu sehen, auf deren einer Seite sich schwach der
Abdruck einer Ziegelmauer abzeichnete, wihrend
die andere Flecken unkiarer Herkun(t, Gips-
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kreide-Spritzer und urbane Uberbleibse! aufwies,
darunter eine zerkniillie, abstofend wirkende
Dollarnote. Die abgetrennte Hand einer Schau-
fensierpuppe war so auf die Oberfliche der ersten
Bildtafel montiert, dass sie sich 4 la Robert Gober
auf scheinbar unpassend surrealistische Art und
Weise in den Raum des Betrachters ausstreckte.
Mitten in der Galerie stand ¢in bankartiges,
rechtwinklig angeordnetes Objekr aus schiecht
gestrichenem Sperrholz. Seitlich von dessen
oberer rechter Kante befand sich ein in Auflésung
begriffener, aus Gips gefertigter Negativabdruck
vom Winkel des L-Balkens. Bei niherer Betrach-
rung wies dieser Eck-Abguss kaum sichtbare
Abdruckspuren eines Kérpers auf, erinnerte damit
an die indexikalischen Verweisungsverfahren
postminimalistischer Prozesskiinstler/innen wie
Bruce Nauman oder Ana Mendieta und warf nicht
zuletzt die Frage auf, wer oder was an diesem
unklaren Tatort seine Beweisspuren zurtckgelas-
sen harte.

Und diese Frage, die die Betrachter als
forensische Ermittler in einer Art abgehalftertem
Gothic-Mystery ansprach, war im Verhiltnis zu
den zeitgenossischen Referenzen abzuwigen,
die im zensralen Teil der Ausstellung in Szene
geselzt waren: drei aufeinander gettirmre, grofie,
iberalerte Fernschgerdre, auf denen ein Loop aus
grotesken Portrits verschieden situierter Akteure
aus Wirischaft und Kunst zu sehen war, worlber
wiederum ein $chriftband exotische Finanz-
markttools wie ,collateralized debt obligation”
und ,credit défault swap™ erliuterte, Bei einem
der Porurits handelte es sich um angeeigneres
Filmmateria! von einem pseudopopulistisch-
apokalyptischen Live-Ausbruch des sich setbst
zum , Einzelginger” stilisierenden CNBC-Finanz-

experten im Cramer vom April 2007, mit dem
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er auf die sich damals abzeichnende Krise des
Hypothekenmarks reagierte; ein anderes zeigre
eine preisgiinstig produzierte Parodie auf Victor
Pinchuk, einen ukrainischen Oligarchen und
.Mega-Sammler” zeitgendssischer Kiinstler wie
Damien Hirst oder Jeff Koons, der sich durch
geschickte Ausnutzung des neoliberalen Priva-
tislerungsprozesses im staztseigenen Eisen- und
Stahlindustriesektor der ehemaligen Sowjetdko-
nomie bereichert hat. Ein drittes Portrit gali Bill
Ruprechs, dem Chef der Kunsthandelsabteiiung
bei Sotheby's. Im Video wird Ruprecht als eine
Art makabre Paul-McCarthy-artige Figur mit
schlecht angeklebter Pappnase und vom Kinn
herabrieselndem Blutrinnsal dargestellt, die von
der Transzendenz des kulturellen und finanziellen
Werts ,herausragender Werke zeitgendssischer
Kunst” spricht, und dies anscheinend gerade-
wegs von der Innenfenster von Reena Spaulings.
Die vierte Figur im Videoloop, von demselben
+Schauspieler” verk&rpert, ist wohl so etwas

wie ein heruntergekommener Doppelgénger der
Ruprecht-Figur. Der flgt der falschen Nase noch
eine Pilotensonnenbrille, eine Truckermiitze und
einen speckigen dunklen Haarmop hinzu. Man
sieht dieses zwiespiltige Schauspiel, bei dem er
wie unter Zwang vor dem riickwartigen Fenster
der Reena Spaulings Gallery auf und ab rigert und
schlieBlich, anscheinend unter groBien Schmer-
zen und an einen nicht niher beschreibbaren,

in Luftpolsterfolie verpackien (Kunst-)Gegen-
stand gekralle, durch die gesamte Galerie kriecht.
In einer anderen Szene spriche er direkt in die
Kamera, er gibt bauchredend ein Statement von
Damien Hirst zurn Besten, bei dem von dem
JKonsortium™ die Rede ist, das der Kins:ler fir
den Ankauf von ,For the Love of God”, seinem
beriichtigten diamantbesetzten Schidel, gebiidet
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lat, und dabei lisst er die zynische Bemerkung
fallen, das sei ,.eine sehr demokratische Art des
Kunstverkaufs”. Einsprengsel zwischen diesen
Mornentaufnahmen sind Nahansichten einer
diirftig verkleideten Zombic-Hand, die an ¢inem
Blackberry herumfummelt, eine Replik auf die
abgetrennte Hand, die von der abgehingten Tafel
herunterbaumelt, zugleich jimmerliche Materfa-
lisierung jener theologischen Figur der ,Unsicht-
baren Hand", die den Fond fiir das Imaginire

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

in unterschiedlichen Stadien physischen Verfalls
ziellos durch StraBBen, Treppentbiduser und Gber
éffentliche Piitze des Finanzviertels von Manhat-
tan taumelt; die Figur changiert zwischen den
Gestalten eines Obdachlosen, eines niederge-
schlagenen Manager-Vampirs, einer stidtischen
Big-Foot-Variante, eines ausgebrannten Bohemi-
ens, der in einer grotesken dérive umher stolpert.®
An einem bestimmten Punkt roilt sich diese Figur
in der L-férmigen Nische einer minimalistisch
anmutenden Sitzbank auf einem éden Firmenvor-
platz zusammen, womit dann ein erzihlungsrele-
vanter Tipp zur (Nicht-)Identitdt des entropischen
Kérperabdrucks geliefert wird, die imn realen
Galerieraum zu sehen ist.

Mit dieser Szene wird klar, dass Norman und
Dillemuth einem so etwas wie die von Robert
Smithson inspirierte Verschiebung dieses archi-
tekionischen Orts — 77 Water Street lautet die
genaue Adresse — hin zum Nicht-Ort der Galerie
vorgefithrt haben, indem sie die Betrachter in
eine Scheinruine eintreten lassen, die an die
kinstlich gealterten gotischen Architekturele-
mente in Sanderson Millers berithmeem Land-
schafisgarten in Hagley Park aus der Mitre des 8.
Jahrhunderts erinnert. Statt als Fragmente einer
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fernen Zivilisationsepoche zu wirken, verweisen
die von Norman und Dillemuth angedeuteten
Ruinen allerdings weit eher aul die zuletzt aus-
gelaufene Ara der korporativ verfiigren ,,Kunst
im &ffentlichen Raum”, die einem im Vergleich
zu den obszdnen, privat im Umfeld von Figuren
wie Damien Hirst verfiigien Massenspekrakeln in
ihrem verhilinismifBig aufrichtigen Streben nach
einem moderaten, guten Geschmack und einer
vermeintlich demokratischen Zuginglichkeit
lacherlich naiv vorkornmt.

Dillernuths und Normans Ehrgeiz lag darin,
eine schlagende Formulierung fiir die zuvor
erwihnten kunsigeschichtlichen Referenzen und
zeitgenossischen politisch-6konomischen Ereig-
nisse vorzulegen‘ indem sie in Szene setzten, was
Buchloh vielleichr als die Embleme des melan-
cholischen Infantilismus des Avantgardekiinstlers,
der seines historischen Scheiterns gewahr gewor-
den ist", bezeichnen wiirde. in Buchlohs Augen
betraf das besage | Scheitern” das Verhiltnis
gewisser zwischen den Weitkriegen aktiver, (und
in einem Analogieschluss auch) aus der Reagan-
Ara stammender Kinstler zu progressiven Formen
gesellschaftspolitischer Verdnderung Doch fiir
Dillernuth und Norman ist die von den Kiinst-
lern verfehlte historische Rolle weniger diz von
gesellschaftspolitischen Katalysatoren als vielmehr
von zynischen Agenten des Marktes, die halsbre-
cherisch auf den Wellen kapitalistischer Ventures
surfen und jenen das narzisstische Spiegeibild
liefern, die auf die Rendite ihrer Arbeitskraft
spekulieren ~ von GroBsammlern wie Pinchuk
zu den Schmalspurkennern, die Monat um Monat
neu die Karriere des jeweils gerade aulblitzenden
akademischen Malercistars boosten.

Obwoh! sich nun Dillemuth und Norman
eher diagfostisch denn symptomatisch auf solche
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Erscheinungen beziehen, stellt sich doch die
Frage, ob sie nicht ihrer eigenen Art des Zynismus
auf den Leim gehen, die darin besieht, die ver-
borgenen Verstrickungen dieser oder jener Insti-
tution zu enthillen, sich selbst dabei aber auf eine
moralisch hoher stehende und letztlich machilose
Position der , Kritikalitdt" zurickzuziehen, Aul
diesen Punkt bezog sich zuletzt auch Jacques Ran-
ciére in einem Gesprich mit der Kritikerin Fulvia
Carnevale und dem Reena-Spaulings-Mitbegriin-
der John Kelsey, das in Artforum erschienen ist:
.Die Kritik am Markz ist zur verkniffenen Wert-
urteilsiibung verkommen, die emanzipierte Ein-
stellungen und Handlungsformen gar nicht erst
aufkommen lisst."? Klarerweise geht es Ranciére
nun nicht darum, den (Kunst-)Markt schlicht zu
bejahen oder ihn als gegeben hinzunehmen, ihn
interessiert vielmehr, die Vielfalt an Mirkten,
Institutionen und Feldern der Produktion und
Distribution kiinstlerischer Arbeiten zu erkennen,
die noch nicht zur Génze durch jene Logiken der
Spekulation, der Waren(6rmigkeit, des Spekrakels
determiniert sind, die in dem hoch exklusiven
und leicht zu verurteilenden Bereich am Werke
sind, der von Figuren wie Koons oder Hirst
beserzt wird * Hier konnte man an die ganze Welt
der nicht profitorientierten, stipendienbasierten
Institutionen denken, etwa an Art In General

und Creative Time, universititsnahe Programme
wie das Vera List Center for Art and Politics an
der New School, auf Zusammenarbeit beruhende
Kunstriume wie 16 Beaver, ja sogar an einen tak-
tisch doppelbddigen quasi-kommerziellen Raum
wie Reena Spaulings selbst. Natiirlich sind aile
hier Genannten in unterschiedtichem MaBe durch
die jeweils akiueile Lage des spekulativen Kunst-
markts beeinflusst. Doch erscheint wichtiger, dass
sie durch die linger[ristigen Investitionen und
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Engagements staatlich-institutioneller und priva.
wirtschaltlicher Akteure aus einer liberalen Bl
beeinflusst werden, die bei ihrem Umgang mj;
Kunst zwar nicht einfacli am Proft interessiers
sind, die dennoch aber selbst auf viell3ltige Weige
in grofle Kapitalvorkommen an globalen Mirk-
ten verstrickt und somit in hohem Male Risiken
ausgesetzt sind. Zwar wird sich also die derzeitige
Krise der Finanzmarkte zweifellos schidigend
auf zeitgendssische Kiinstler/innen auswirken,
doch wird deren Reaktion in der Mehrzah| der
Falle wohl weniger in exisienzieilem Leiden
Baudelaire'schen Ausmales bestehen, das sie ob
ilrer vermeintlich so promisken Beziehung zum
kommerziellen Kunstmarkt beschleicht; vielmehr
wird es fir sie um die Frage gehen, wann und wo
sie zu einer Zeit ticfer Budgeteinschnitte einen
tempordren Lehrjob, ein staatlich finanziertes For-
schungsstipendium oder eine privat gesponserte
Parterschaft mit einer NGO oder einer Stiftung
ergattern konnen. Anders ausgedriickt beziehen
sich die meisien Kinstler/innen auf den Kunst-
markt wie auf eine indirekte Instanz, die mit
anderen zusammenhdngt, als Teil ihrer banalen
Arbeitswirklichkeit, in der es um die Nachhaltig-
keit ilirer Berufsausiibung geht, und nicht um die
grofie Dialektik der Moderne, die in Form oder
Gehalt ihrer Werke zu verhandeln wire.$

T.J. Demos hat bereits festgestelit, dass Nor-
man sich zwar selir [iir mogliche Versiricktheiten
zeitgendssischer Kunst mit den Machenschaf-
ten des so genannten , Spekiakels” interessiert,
dass der Kiinstler jedoch seinen pessimistischen
Standpunkt oft auch dadurch abgemildert hat,
dass er unmégliche, ,utopische” Visionen zu
alternativen sozio-dkologischen Verinderungen
des kapitalistischen Stidtebaus vorlegre, und diese
formutieren gerade in ikrer mangelnden Verwirk-



i,
»
S
2 8
50
ta‘f.'ti
=
g1
=
®

Stephon Dittemeth, Nits Norman, You Have Been Misinformed”
Reena Spoulings, New York, 2008, Ausstetungsonsicht

lichungsnihe substantielle politische Ansprii-
che an die Agenten neoliberaler Privatisierung,
die auf eine ,Rickforderung von Gemeingut*
zielen.® Was Demos als eine L.ironische Verdopp-
lung” beschrieben hat, die einen Ausweg aus der
anscheinenden Handlungsunfihigkeit vorange-
gangener kiinstlerischer Modelle einer negativen
Kritikalitit anstrebe, fehit nun in ,You Have
Been Misinformed" ganz und gar. Hier weichen
etwaige utopische Energien gallebitterer Aggres-
sivitit gegen einen gleichgiltigen Watschenmann
wie Hirst.

Angesichts einer Krise, die in jhrem plane-
tarischen MaBstab, in ihrer technischen Kom-
plexitdt und ihrem katastrophischen Potenzial
leichr die Grenze der Vorstellbarkeit Gberschreitet,
erscheinen die temporiren autonomen Zonen und
urban-agrarischen Kemmunen, die Norman in
friheren Arheiten, wie etwa dem gegen Gentri-
fizierung gerichteten Projekiposter ,Edible Forest
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Garden Park and Monument to Civil Disobe-
dience Adventure Playground” {20c1), polemisch
heraufbeschwor, tatsichlich ganz unangemessen.
Dagegen erscheint die in ,,You Have Been Misin-
formed™ vorgelegte Alternative gleichermallen
kurzsichtig wie melancholisch, wenn man sie
etwa mit ,Red Lines, Death Vows, Foreclosures,
Risk Structures”, der letzten Ausstellung des
Center for Urban Pedagogy im MIT Center for
Advanced Visual Studies vergleicht,

Mit ihrer Bezugnahme auf Info-Asthetiken
nach dem Bauhaus und auf postmoderne, gegen
die Ideologie der Ausstellung gerichtete Praktiken,
erstellt die Ausstelhung des CUP eine visuelle
Genealogie des US-amerikanischen Nachkriegs-
Hypothekenmarktes und zeichnet zugleich die
Verstricktheit stidrischer Erscheinungsformen
der Ungleichheit nach ,Rasse” und Klasse mit
der schrittweisen Deregulierung der globalen
Finanzsysteme im Laufe der vergangenen zwanzig
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Jahre nach — ein Verhilinis, das sich exemplarisch

an der Ausbreitung réuberischer, minderwertiger
Hypothekenkreditpraktiken zeigt, deren Unkon-
trotliertheit und kurzfristige Profitorientiertheit
die jingste Welle von Bankenkonkursen in den

Vereinigten Staaten ausgeldst hat. Wihrend das im

Ausstellungstitel , You Have Been Misinformed”
angerufene ,Du” im besserwisserischen und
himischen Hab-ich's-nicht-eh'-schon-immer-
gesagt-Tonfall adressiert wird, hat das CUP seine

Ausstellung im Center [or Advanced Visual Studies

als Plattform fiir eine weit reichende offendiche
Debatte eingesetzt, an der sich Urbanist/innen,
Aktivist/innen, Historiker/innen und Finanz-
expert/innen beteiligten und die sich mit den
Ursachen der Hypothekenmarkt-Krise und deren
Auswirkungen auf die gefihrdetsten gesellschaft-
lichen Gruppierungen in den Vereinigten Staaren
beschiftigten. Das CUP kann durchaus etwas mit
den ,gotischen” Qualititen der gegenwirtigen
Krise anfangen, was schon bei einer Beschilti-
gung mit der Etymologie des Begriffs ,mortgage”
beginnt — wortlich Gbersetzt der , Todesschwur™.
Doch durch sein ermittlerisches Forschen nach
dem, was Marx die ,vampirische” Logik des

Kapitalisrnus genannt hat, besteht das CUP darauf,

dass wir bei den gespenstigen Landschalten der
Anwchnerpfindung und der kommunalen Spa-
politik ~ und den Spuren unertriglichen Leidens
darin — ansetzen. Und nicht bei der andauernden
donse macabre, die Clement Greenberg zufolge die
Avantgarde mit ihrer .. goldenen Nabelschnur®
auffithre.

YATES MCKEE

{Ubersetzung: Clemens Krimmel)

.Stephan Dillemuth and Nils Norman  You Have Been Misin.
formed.”. Reena Spaulings Fine Arts, New York, 17 Juli tus o
September 2008

Anmerkungen

Bemjarmin H.D. Buchloh, . Figures of Authority, Ciphers of
Regression™, in. Art After Madernism. Rethinking Repre-
sentation, Brian Wallis {Hg ). New York 1984, 5. 107 Fipe
Sammiung historischer Texte zum so genannten , New
Gothic"-Phinomen 1n den jahren seit 2000 bieter: Gilda
Willtams (Mg }. The Gothie, London 2007, $. 3666, Brakij.
scherweise veroriet Williams diese Texte 1m Verhdluns zy
klassischen lizerarischen und theoretischen Quelleniexren
von Horace Walpoie Gber Sigmund Freud bis bin zu Mike
Kelley, dehnt jedoch ltetzien Endes die Bedeutung des
.Gothic"-Begrifls auf alles auch nur ansatzweise Gruselige,
Versidrende, Abjekie oder Fremdartige aus ~ ein Ristko, das
diesem bekznntermaBen schwer zu fassenden Begriff von

sich aus schon zu egen st

@ Standbilder der nichdichen Streifzige dieser Figur findet
man in einer kleinen, fotokopierten und von Pater-
son Beckwith gestaltezen Broschiire, die als iromisch
scheinboheristisclier, niederbudgetierer Katalog” zur
Aussteilung ,You Have Been Misinformed” verteilt wurde,
Ebenfatls darin enthalten waren die Zeitungsarikel, aus
denen man sich fiir die Darstellungen von Pinchuk und
Ruprecht bedient hatte, zudem noch ein Glossar, das die
im Videoloop verwendeten Fachausdricke der Finanzwelt
erljuterte. Die Videoportrits selbst kann man sich auf
Ditlemuths Website anschauen: hup://www.societyolcon-
trol.com/dillemuth/2008_spaulings/main.hum.

3 Vgl das Interview mii Jacques Ranciére von Fulvia Catne-
vale und John Kelsey, .Art of the Possible”, in: Artforum,
Marz 2007, S. 206269

4 Eine nuancierte und streitbare Auswah!l von Analysen zum
Thema Kunstund Kunstmirkte”, bei der lewder die Rolle
von nicht profitorientierten Suftungen und selbsiorgani-
sierten Kiinstler/innen-Riumnen zu kurz kommt, finder sich
in der Sonderausgabe von Artforum von April 2008 — mit
Hirsts . .For the Love of God™ auf dem Cover.

§ Vgl hierzu den wichtigen Text von Gregory Sholette zu
den Bedingungen gegenwirtigen kiinstlerischen Arbeitens,
WState of the Union”, in: Artlorum, April 2008, 5. 1811, sowie
seine verschiedenen theeretischen Fassungen zu kiinstle-
rischer .dunkler Materie” unier http://gregorysholetie.
com/writings/writing_index.html.

6 Tl Demos,..The Cruel Dialectic: On the Work of Nils
Morman', in: Grey Room. Nr. 12, Herbst 2003. §. 12-¢3
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TOASTER'S CHOICE

A nouvelle vague of exhibition premises

Absurd as it may sound, a lOI of cu-
rators think they're cowboys. Young
mavericks eager 1o be the lene muse-
um ranger burst ento the scene with
dramatic salvos in hopes of becoming
sudden superstars, and of evenrually
aging into leather-faced badasses.

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

Like France,

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

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

country and in the rest of Eurepe, The
Parisian curatorial due Work Method
has put forward unusual propositions,
such as the photecopy-based show “jiri
KovandaVs, restedu monde{Yentatives
de rapprochement),” meounted at G
Agency in 2006. The pair of Thomas
Boutoux, a writer and editor, and
Paris-based American artist Oscar
Tuazon recently launched Castillo/
Corrales, a tiny storefront space that
hosts many of the most interesting and
unexpected programs in town, and
that obeys no rules but its own: it
can shift identity from a gallery 1o an
office, hotel, studio, or bookstore all in
the span of a week.

If Castillo/Corrales moves explic-
itly toward collectivity, the group
Toasting Agency provides an even
clearer example of such an approach.
Its founders, Alexis vaillang and Eva
Svennung, chose in 1999 te form not
a gallery or an alternative space but
rather an “agency” that works with
art, artists, exhibitions, publications,
aind other collaborators sometimes
far outside the artworld. The two
teok inspiration from the phenom-
enon of “toasting,” which began in
Iate-1960s Jamaica. Radio D}s would
add their own vocals, or “toasts,” to
a song as they played it live on air,
The Djs would thereby make use of

existing music as avehicle to conrain--

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

To toast represents a particular
strategy of survival in today’s world

xhlbltlom in venues all over Lhe - of big culture mach

“machinery,”

es. in its origi-
nal sense, as a covert tactic of (politi-
cal) intervention within the fabric of
public airwaves, to toastis to claim au-
onomy while inhabiting asystem and
delivering a message without needing
to build the bulky machine that deliv-
ers it. As adapted by Svenrnung and
Vailiant, teasting is a philosophy of
retaining independence while gain-
ing access to larger infrastructural
It offers a promising
strategy for curating: stay free, use
whar's there, collaborate, melt into
the background, and spend time with
the art rather than on constructing its
suppott systemt. To toast-—if it is truly
possible to do so—is to leok beyond
simplistic divisions between inside
and ouside, and to insist that, per-
haps, the little people aren’t against
the Man but can ride on top of Him.
The Agency’s [irst project took
place in a driving school in the third
arrondissement in Paris, where Sven-
nung and Vaillant found all they need-
ed for a slate of evenrs they'd been
\Ne'llll'i['lg to pll[ on: a room witls rows
of chairs, a projector, and a screen.
When driving classes were not tak-
ing place, the room in the center of
town sat empty. They brokered use of
thespace free of charge, and so began
Toasting Agency's “Lectures, Talks,
and Readings in a Driving School”
{1999~2000), which claims a curi-
ously varied group of participants:
Jean Baudrillard, the actress Pascale
Dauman, the tranny model-singer
Amanda Lear, and others, (Empha-
sis on “claims.” Precise records of the
event are scant,} The absurd choice
of a driving school as a site for cui-

mlal ploductmn was clearly not a
“critique” of, or alternative to, the art
apparatus. It was more a declaration
that context doesn't matter, as leng
as itcan move art AEOI]g.

Also in 1999-2000 was “Hair Styl-
ing-—Cut of the Month,” a yearlong
exhibition at Coiffures Complices,
a hair salen in the ldch arrondis-
sement, Without an appointment,
visitors could drop by for a haircut
designed by a different artist each
month; Jonachan Monk, Bless, Berna-
dette Corporation, Matthieu Laurette,
Elena Montesinos, et al. In Octe-
ber 1999 Toasting Agency presented

“From Camouflage to Free Style, 1," a

group exhibition that took place inside
David Shrigley's solo at Yvon Lambert.
Interspersed throughout Shrigley's
show were worlks by Olaf Breun-
ing, Martin Kippenberger, Tobias
Rehberger, John Tremblay, and Ger
wald Rockenschaub, among others.
far from being a hijack of someone
else’s show—a la Banksy, for exam-
ple~"From Camouflage” was done
in full cooperation with Shrigley and
Yvon Lambert; it was an expression of
community and of the porential for
artworks ta wander.

After 2000, Toasting Agency's focus
shifted toward Toastink Press, which
published a variety of books and
catalogues--including Bernadette
Corporarion's collective navel Reena
Spaulings, with Semiotext(e)--as wellas
a [ree quarterly in French and English
called Pacemaker, which featured “raxts,
conversations, essays, quotes, fictions,
translatiens, stories, horoscopes, re-
ports, love letters and prescriptions.”
The “jocuserious” zine provided a wel-

MAATTHILU LAURETTE
HAIRTATTOO (THE LABELIS
BACK, FASHION ALL YIME TOP40
SELECTED BY THE FACE), 2000
FROM TUAIRS Y LING~CUT OF
THE MONTH . SALON COIFFURES
COMPLICES. PARIS, 1999-2000
coun-rsnuwrm FORYTING AGIHCY
15, RTOWDS { ANARRA. L OUDON, MG
h( WICRARTCALLERY, OTEGEM BLLEIUR
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Anthony Huberman

come counterpoint 1o the usual tenor
of discussion in Paris, a city where
art discourse tends to be didactic. The
most recent issue appeared in summer
2006, with contributors including Fia
Backstrom, Larry Bell, Claire Fontaine,
Adriana Lara, and jJan Verwoert.

‘That same year, Vaillant split of to
purstie his own projects, but Svennung
continues under the Toasting Agency
name. Most recently she helped pro-
duce the exhibition-cum-residency
"Otra de vaqueros,” in collaboration
with the like-minded Mexico City
curatorial group Perros Negros. (The
show title translates to “Another Story
Abeout Cowboys,” a Mexican saying
that refers o a tall tale.) Rather than
articulate a specific theme, Sven-
nung selected artists whom she felt
had {or might have) certain affinities
with each other and invited themn o

COSMOS ECOLE DE CONDLITE,
SITEQFTOASTING AGENCY'S
“LECTURES, TALKS, AND
READINGSiNADRIVING
SCHOOL,” PARIS, 19992000

A Permis f.g.9
Voifurn
lulumnl-'q-u.,

‘a Peictagsanyy

live for a month in the heart of the
Mexican capital: Karl Holmgqvist,
Allora and Calzadilla, Jay Chung and
Q Takeldi Maeda, Mario Garcia-Torres,
Minerva Cuevas, and others, Then, she
let the artists do as they pleased, with-
out prescription, and allowed whatever
might happen to happen. According
to several of the participants, the out-
come was a highly productive period
of intellectual exchange, friendship,
and collective artmaking. The mate-
vial results were on view at the Labo-
ratorio Arte Alameda and other gites
in Mexico City in spring 2007, then
traveled 1o the Centre d'Edition Con-
remporaine in Geneva that sumuer.
One of Toasting Agency’s still-
unrealized projects is its most
ambitious and represents the clearest
example of its aims. Titled “Holiday
for Plywood,” this group exhibition

SO MODERN PAINTERS | DECEMBER 2007~ ANUARY 2008 [WWWW ARTINFO.COM

would take place inside a Mollywood

movie, Working to gain entry to the

set of a feature film already in produc-

tion, Svennuug has invited artises o
constder ways their works could be
installed in the sez, becoming part of
the film’s background. although the
initiative resembles Mel Chin's In the
Name of the Place (1996), for which he
and his collaborators inserzed abjects
inro episodes of the TV series Melwse
Place, “Holiday for Plywoad” would
operate according to the logic of a
group show unfolding across the time
span of a movie, as if viewers were
encountering them one next to the
other in a real space. The exhibition
would graduaily reveal itself over 90
minutes. With any luck {and more
funding), it will soon be on view in &
theater near you.

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

REEMASPAULINGS
ADO (NOME DIVIERTCO NADA,

VAQUERDS. CENTRE D'EDITION
CONTEMPORAINE, GENEVA. 2007
COURTCSY HAC-TATBILN T VAR
CONTTAPORAIY, CEREVA

exhibitions are not the final destina-
tion of the artwork, 1t is where their
‘second life’ begins.” in this view,
curatorial concepts are Trojan horses
(or the creation of new artworks,
new beginnings for old artworks,
or [uture collaboraticns between
artists. Curators don't “land” i a
context and commandeer it with
a long-winded monologue; rather,
they "toast,” entering contexts that
don't belong to them—and which
can be cutside the artworld-—ro
open a field of play for artworks. As
curators, they recede. 'the ideal that
Toasting Agency yepresents is to be
less a cowbey than a good guest: it's
net about riding hard and hoping
for fame but instead about being an
elegant, thoughtful, and charismatic
raconteur whose stories spread like
ruimors as they are retold by others,
[act mixing with fiction.
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The Collective Conscious

By HOLLAND COTTER

)

Contemporary art is a multibillion-dollar global industry. But why does such a big deal look so smail, so slight, with
1ts bland paintings, self-re garding videos, artful t«chotchkes and shoppable ML.F A, artists-to-watch? There has to be
another way to go, an altemative to a used-up "altermative." By far the most interesting option so far, one that
began to be news a few years ago and has increased its visibility since, is the work of miniature subcultures known as
collectives. Basically, art collectives do away with the one-artist-one-object model. They come in various sizes and
formats: couples, quartets, teams, tribes and amorphous cyberspace communities. Sometimes a group of artists
assumes the identity of a single person; sometimes, a single artist assumes the identity of many. Membership may be
official, or casual, or even accidental: friends brainstorming in an apartment or strangers collaborating on the
Intemet from continents away. And they may or may not refer to their activities as art. Research, archiving and
creative hacking are just as likely to produce objects, experiences, information that is politically didactic or end-in-
itself beautiful, or both. One way or another, joint production among parties of equal standing — we're not talking
about master artist and studio assistants here — scrambles existing aesthetic formulas. [t may underniine the cult of
the artist as media star, dislodge the supremacy of the precious object and unsettle the economic structures that
make the art world a mirror image of the inequities of Amenican culture at large. In short, it confuses how we think
about art and assign value to it. This can only be good.

Consider, for example, the work of a collective with the name 0100101110101 101.ORG. It consists of two young
Spanish artists, Eva and Franco Mattes, who call their art "media actionism." Last year, they produced an elaborate
international promotional campaign {posters, magazine, trailer, etc.) for a Hollywood-style war film titled "United
We Stand," starring Penélope Cruz and Ewan McGregor.

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

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

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

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

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

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

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

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

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

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

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

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

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

A collaboration of three highly visible art world movers — Ali Subotnick, Massimiliano Gioni and the artist
Maurizio Cattelan — it's a sort of free-floating curatorial project with no permanent address. For awhile 1t occupied
a niche behind a locked glass door on a Chelsea street where it gave short-run shows to chic young artists. In
conjunction with the biennial, it has organized a group show at the Whitney.

The Wrong Gallery's Whitney show is on a bad-boyish theme that Andy Warhol more or less finessed with his
"Most Wanted Men" paintings 40 years ago. And this collective itself feels like tired old news. It's strictly an insider
operation, limited to mildly tweaking the conventions and protocols of the art world while supporting business-as-
usual. No wonder the industry thinks it's just the cleverest thing and gives it full approval.. Like the art world in its
present form, the Wrong Gallery is prominent and powerful, and trifling.
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take the form of laboratory demonstrations. For a German performance with the artist Beatriz da Costa, the
collective tested food brought by visitors for genetically modified organisms, whose import European Union officials
claimed had been banned.

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

substances.

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

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

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

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

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

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

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

designer knockoffs.

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

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

But there is no Dr. Fakhouri. And although some of the Atlas Group material is based on real sources, much of it
was produced by Mr. Raad, an artist based in Beirut and New York. Once you know what you're seeing, the wark,
usually presented in installation form, takes on an absurdist comic edge. At the same time it vividly evokes the
almost preposterous horror of war itgelf, which Mr. Raad experiences both first hand and from a distance, and has
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Deux groupuscules artistigues
mettent en abyme Fart
contemporain, ses poncifs et

ses impasses. Sans renoncer

A trauver une issue esthétique,
Mais qui es-tu done Claire
Fontaine ? La formule consacrée
“vif et travaiile 4.." reste un peu
lettre morte pour lever le
masque de cette Claire Fontaine,
gui est en fait un personnage
fantéroe, une fiction, et une
véritable imposture. Signée
Jarpes Thornhill, un artiste
écossais, et 5a complice,

1a Vénitienne Fulvia Carnevale,
philosophe et fondatrice

de la revue anarchisante T¥ggun,
Un duo trés intello

qui renoue avec une pratique
politisée et clandestine
de¥art, Lexpo & Zoo Galerie
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dailleurs I'horizon violent

dégage ainsi des relents
insurrectionnels avec une petite
panoplie d'objets furtifs et
dangereux : titrés d'un ambigu
In God They Trust, maguant
ies échanges commerciaux et le
terrorisrue, de siniples quarters
équipés d'un crochet dépliable
corame les lames d’un coutean
suisse sont censés rester
indétectables au détecteur

de métaw. Tout aussi
incendiaire, la phrase “Je in'al
pas de mots pour vous dire
comme je hais 1a police”, extraite
du Made in USA de Godard,
tracée au plafond 4 la flamme
d'un briquet, fait écho au face-
a-face des jeunes insurgés avec
les forces de l'ordre en novembre
dernier. Ces émeutes sont

LES  ARMES

Les néons de Claire Fontaine

at crépuscidaire de toute lexpo.
A Vimage de cette vidéo qui
montre en boucle une photo de
voiture en feu &tre, & son tour,
détruite par le few. Soit une
parfaite mise en évidence

par l'artiste de la maniére dont
tout mouverent révolutionnaire
échappe A sa représentation.
Quelgue chose se perd

entre l'action politique et sa
documentation, et c'est cette
limite-1a gue Claire Fontaine
creusait déja avee un néon

dont Pallumage intermittent
correspondait pile 4 son
ressage : le mot “Strike”
s'éteignait ainsi dés que l'on

s'en approchait, Une roaniére

de mettre l'euvre en grave,

de ne plus la consacrer comme
un absolu au-dessus du réel. Or,
un autre groupuscule artistique,
irés 1ié & Claire Fontaine, méne
des coups d'éclat comparables.
Les New-Yorkais Reena
Spaulings, a la fois galeristes et
artistes, critiques d'art et éditeurs
aux noms divers et variés,
forment une fiction collective ou
une constellation trés fioue, sans
état civil bien réel. s exposent
4 la galerie Chantal Crouse!

des "peintures monétaires” qui
floutent avec une patte abstraite
le dessin des dollars américains.
Qu comment représenter ce
quest n tableau aux yeux du
marché - juste de 'argent sur
toile. Judicag! Lavrador
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Anthony Huberman. “Reena Sapaulings : elle est douée mais ce n’est pas David Hammons,”
02, (Paris) Spring 2006.
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Pethick, Emily. “Bernadette Corporation”, Frieze, March, 2006. p.106.
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Stillman Nick, “Reena Spaulings: an art brand”, Flash Art, May 2006. pp.96-98.
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Kyle Bentley, « Reena Spaulings », Artforum, February, 2005.
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Holland Cotter « Art in Review: Reena Spaulings », The New Tork Times, February 4, 2005.



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

- Czan you tell us mere about her stating: "The reason I
cpened Reena Spaulings Fine Art in the first place was
because I thought the only sincere way to be an artist
anymore was to be a dealer"”

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

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

What’s fictional about those possibilities?

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

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



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

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

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

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

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



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

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

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

- How the business going?

- Fine, we are doing our first art fair this summer.
That’s yet another type of exposure..

~ And another way of keeping the fiction real.

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

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

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

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

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

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

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





