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«Power 100», ArtReview, Volume 68, N°8, November 2016, p. 117.
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«Power 100», ArtReview, Volume 68, N°8, November 2016, p. 117.
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Lange, Christy. «1992. Rirkrit Tiravanija. untitled (free)», Frieze, 25th anniversary issue, NO.181, September 2016, p.118.
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«Performance von Rirkrit Tiravanija», MAK, September 22, 2016. 
http://www.mak.at/jart/prj3/mak-resp/main.jart?rel=de&content-id=1461203004311&article_id=1470964304040&event_

id=1470964304044&reserve-mode=active
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Anaël Pigeat, « Rirkrit Tiravanija, Galerie Chantal Crousel/6juin - 18 juillet 2015 », artpress, September, 2015, N°425, p. 30. 
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« Rirkrit Tiravanija - Galerie Chantal Crousel», NewsArtToday, July, 2015.
 http://newsarttoday.tv/expo/rirkrit-tiravanija-galerie-chantal-crousel/

Rirkrit Tiravanija – Galerie Chantal Crousel
06/06/2015 - 18/07/2015

Rirkrit Tiravanija, artiste thaïlandais né à Buenos Aires, est exposé du 6 juin au 18 juillet à la galerie 
Chantal Croussel. Cet artiste est l’un des plus influents de sa génération. Pourtant, ses œuvres créent 
souvent la polémique. Pour créer, il part d’objets quotidiens, de faits simples, souvent inédits dans les 
galeries.

La galerie Chantal Croussel expose actuellement deux œuvres de l’artiste liées à la musique rock. La 
première, est une reproduction des toilettes d’un bar newyorkais mythique qui a accueilli de nom-
breuses légendes du rock des années 1970. La seconde, est une scène en marbre sur laquelle se trouvent 
des instruments typiques de la culture rock : une batterie, une guitare, une basse.

Dans les deux cas, Rirkrit Tiravanija, pour qui le partage avec son public est primordial, laisse ses 
œuvres à la disposition du spectateur.

Cette exposition est riche de sens pour quiconque souhaite, à l’instar de Rirkrit Tiravanija, envisager 
l’art comme un espace de liberté permettant de s’affranchir des codes.

Infos pratiques :
10 Rue Charlot
75003 Paris
01 42 77 38 87

Du 6 juin au 18 juillet,
La galerie est ouverte du mardi au samedi de 11h à 13h et de 14h à 19h.
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Ivo Bonacorsi. « Run like hell », domusweb.it, July, 16, 2015. 
http://www.domusweb.it/en/art/2015/07/16/rirkrit_tiravanija_run_like_hell.html 

Rirkrit Tiravanija’s new work Untitled 2015 (run like hell), on display in Paris, seems an ironical 
attempt to construct a mausoleum for the now defunct punk aesthetic and celebrate the sense of aliena-
tion, perhaps for the purity of the marble or the super-clean sanitary fixtures – washbasins and lavato-
ries that greet visitors to the gallery.

This is all the more so given the adoption of ingredients such as Lardo di Colonnata, a pure fat product 
we happily associate with exquisite and age-old taste experiences.

A perfectly functioning 1:1 scale version concealed behind the main Chantal Crosel gallery entrance 
reproduces the toilets of the legendary CBGB in New York, a club that became a punk shrine in the 
1970s and closed in 2006, in a clear reference to the gentrification process underway throughout the 
Lower East Side. A reliquary version of the real CBGB survives in John Varvatos’ luxury boutique, 
where its walls and a large quantity of posters and memorabilia is conserved intact.
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Ivo Bonacorsi. « Run like hell », domusweb.it, July, 16, 2015. 
http://www.domusweb.it/en/art/2015/07/16/rirkrit_tiravanija_run_like_hell.html 

Here, this phantom presence and precise sampling from a real context are of a different nature and 
ready-made strategies are cancelled out. Of all the many nuances that have accompanied the thoughts 
and body fluids that passed over Mr Robert Mutt’s white ceramic (the name Duchamp signed on the 
founding ready-made urinal in 1917), Rirkrit Tiravanija’s display is a true exception and the invitation 
to use it crosses even its boundaries.
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Ivo Bonacorsi. « Run like hell », domusweb.it, July, 16, 2015. 
http://www.domusweb.it/en/art/2015/07/16/rirkrit_tiravanija_run_like_hell.html 

Taking a leak in one of France’s most highly regarded galleries seems quite irreverent and prompts 
thoughts on how the work of so many of his colleagues has evolved. Some, such as Pierre Huygue, 
uproot paving stones to construct sophisticated micro-environments on the roof of the Metropolitan 
Museum in New York. Others, like Philippe Parreno, stage multimedia super-productions at the Park 
Avenue Armory. But where has all the early energy gone?

The impression given by an investigation of the relationship between subject and object is that eve-
rything is caught up in the reflections of British sociologist Dick Hebdige who, about 30 years ago, 
lifted the lid on the powerful and unnatural fascination with subcultures. One of his pieces on style, 
based on an analysis of the punk aesthetic, gave the movement a theoretical reputation. An immense 
theoretical production and rereading of youth phenomena, from punk to grunge, placed the countercul-
ture scene on a par with high culture. Artists started harbouring a desire for legends and biopics, just 
like the most famous rockstars, helping to extend the domain of the punk aesthetic. 

Tiravanija presents today’s art world with this simple exercise of turning the tables. He relaunches the 
construction of altars and sanctuaries, like this one in real marble: no longer the typical set for a hard-
core performance but an unconscious monument to its impracticability.

Guitar, bass and drums all function perfectly and can be used but everything remains mute and, actual-
ly, unnatural. It is an explant of materials from their original setting and Tiravanija cites the Parthenon 
metope and marbles just like a modern-day Lord Elgin.
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Ivo Bonacorsi. « Run like hell », domusweb.it, July, 16, 2015. 
http://www.domusweb.it/en/art/2015/07/16/rirkrit_tiravanija_run_like_hell.html 

The exhibition measures the effort and significance of the re-enactment that has become so fashionable. 
Today, Classicism with a capital C is portable and even prêt-à-porter, as too the idea of postmodern 
vintage. The artist, who is known for serving excellent meals to the huge art public – and whose popu-
lar curries and soups have left traces in the public and private collections of museums worldwide – is 
now pushing himself farther. He does not want to resemble anyone else except in the marketability of 
the piece. His tasty and fragrant Lardo di Colonnata may be a bitter pill served up to the art system but 
it will not halt the obsession of collecting and trading in relics.

His marble basins for maturing the fatty pork back are minimal parallelepipeds, arranged on the gal-
lery floor and filled with edible fat which is not the same as Beuys rounding the corners of the Modern. 
Immersed in the rhetoric on food and eco-sustainability, in this alchemic mix of punk and classicism, 
all that springs to mind is the simple meal of Carrara marble workers and nostalgia for non-alignment.

© all rights reserved
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Frédéric Bonnet. « Rirkrit Tiravanija, ‘L’interaction avec le public m’a toujours intéressé’ », Le Journal des Arts, June 2015, 
N°438, p. 17. 
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 Mehdi et Badrou, les Kids. «Vie Rapide S1E67», Arte Creative, June 24, 2015. 
http://creative.arte.tv/fr/labo/vie-rapide-s1e67-mardi

Vie Rapide S1E67 - Mardi

Rencontre avec l’artiste thaïlandais Rirkrit Tiravanija, qui a eu l’idée d’exposer à Paris une reproduction des 
toilettes d’un ancien club mythique de New-York, le CBGB.

A demain, Mehdi.
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Claire Moulène. « L’artiste Rirkrit Tiravanija fait revivre la légende du CBGB par ses “dirty bathrooms” », lesinrocks.com, June, 23, 2015. 
http://abonnes.lesinrocks.com/2015/06/23/arts-scenes/arts/lartiste-rirkrit-tiravanija-fait-revivre-la-legende-du-cbgb-par-ses-dirty-

bathrooms-11755671/

Où est passé l’esprit du mythique CBGB, qui a fermé ses portes en 2006 
après trente-trois ans de bons et loyaux services ? Voici en substance la ques-
tion que pose l’artiste Rirkrit Tiravanija à la galerie Chantal Crousel, avec 
une reconstitution grandeur nature, sans fétichisme aucun, des fameuses “dir-
ty bathrooms” du club punk new-yorkais.

“Je prends le bar avec moi, je prends la scène avec moi, je prends les urinoirs dans lesquels j’ai pissé avec Joey 
Ramone.” On est en 2006, et Hilly Cristal, fondateur et gérant du mythique club CBGB, fondé en décembre 
1973 à Manhattan, annonce qu’il va déménager à Las Vegas, contraint de mettre la clé sous la porte après que le 
propriétaire du bâtiment a annoncé vouloir doubler le prix de la location.

Depuis c’est silence radio. Avec cette question qui reste en suspens et que contribue aujourd’hui à reformuler la 
drôle d’exposition que signe l’artiste thaïlandais Rirkrit Tiravanija à la galerie Chantal Crousel à Paris. A quoi 
tient l’esprit d’un lieu ? Suffit-il, comme le proposait Hilly Cristal de télétransporter bar poisseux et backstage 
pouilleux pour retrouver l’odeur de la sueur et de l’alcool, les cris et la puissance des shoots, les accords disso-
nants de Television et la voix de Tom Verlaine, les Perfecto des Ramones et le punk sexy de Debbie Harry ?

Suffit-il comme le fait aujourd’hui Tiravanija de reconstituer à échelle 1, les fameuses “dirty bathroom” du 
CBGB pour retrouver un peu du parfum contestataire du punk new-yorkais né sur les cendres de la contre-
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Claire Moulène. « L’artiste Rirkrit Tiravanija fait revivre la légende du CBGB par ses “dirty bathrooms” », lesinrocks.com, June, 23, 2015. 
http://abonnes.lesinrocks.com/2015/06/23/arts-scenes/arts/lartiste-rirkrit-tiravanija-fait-revivre-la-legende-du-cbgb-par-ses-dirty-

bathrooms-11755671/

culture, les relents de la guerre du Vietnam et l’insalubrité du Bronx ?

Tiravanija ne se fait aucune illusion apparemment, qui ne fait même pas mine d’importer, ou de reporter, les 
traces multiples, traces de doigts, graffs et stickers qui recouvraient littéralement les chiottes cradingues du 315 
Bowery ; mais livre ici un remake immaculé (bien que fonctionnel – les toilettes fonctionnent, vous pouvez y 
faire un stop) ces coulisses au moins aussi décisives que la piste de danse et la scène (que l’on retrouve plus loin 
dans l’exposition).

Les déclarations d’amour ou les insultes griffonnées à même les murs qui se sont accumulées au long des 33 
années d’activité du club apparaissent ici de façon quasi imperceptible, blanc sur blanc mais signalées par un 
léger relief à peine visible à l’œil nu.

Zéro fétichisme donc du côté de Tiravanija réputé pour ses expériences communautaires (repas partagé et puzzle 
géant) et son appartenance à un courant phare dans les années 90 : l’esthétique relationnelle, mais plutôt un geste 
fort avec cette entrée en matière imposée en quelque sorte, puisque le visiteur doit d’abord passer par ce sas 
historique et ironique à la fois, avant de revenir sur ses pas, faire le tour du pâté de maison et rejoindre le reste de 
l’exposition en passant cette fois par l’arrière-cour de la galerie ! Une façon de nous mettre le nez dans l’histoire 
et de nous proposer une expérience live du reenactment (pratique très en vue dans l’art contemporain et dont 
Tiravanija est l’un représentants).

    “Il témoigne d’un rejet total
 des circuits conventionnels et donne notamment le droit à tout un chacun de monter sur scène pour 
s’y exprimer, de manière plus ou moins talentueuse. Inspiré par cette culture de l’amateurisme et de
la contestation, Rirkrit Tiravanija provoque de manière récurrente des situations d’expérimentation,
laissant le visiteur interagir en toute liberté avec ses installations et faisant ainsi glisser son statut de
 visiteur à celui de participant” peut-on ainsi lire dans le texte de présentation.
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Claire Moulène. « L’artiste Rirkrit Tiravanija fait revivre la légende du CBGB par ses “dirty bathrooms” », lesinrocks.com, June, 23, 2015. 
http://abonnes.lesinrocks.com/2015/06/23/arts-scenes/arts/lartiste-rirkrit-tiravanija-fait-revivre-la-legende-du-cbgb-par-ses-dirty-

bathrooms-11755671/

Le reste de cette exposition chorégraphiée, qui attend du spectateur qu’il joue le jeu, face à un saut aux toilettes, 
s’y arrêtent éventuellement le temps d’un rail de coke ou d’une pause pipi, avant de parcourir quelques cen-
taines de mètres et de débarquer par l’arrière, joue sur la même corde, avec la reproduction millimétrée, mais en 
marbre, de la scène mythique qui vit passer Blondie, Suicide ou Patti Smith.

Les instruments, batteries, guitares et basses, activées le soir du vernissage par l’artiste en personne, sont désor-
mais à la disposition du public. Tandis que des bacs à glace, sans bière, mais remplis de lard de Colonnata (un 
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Claire Moulène. « L’artiste Rirkrit Tiravanija fait revivre la légende du CBGB par ses “dirty bathrooms” », lesinrocks.com, June, 23, 2015. 
http://abonnes.lesinrocks.com/2015/06/23/arts-scenes/arts/lartiste-rirkrit-tiravanija-fait-revivre-la-legende-du-cbgb-par-ses-dirty-

bathrooms-11755671/

lard blanc et fondant, un temps conservé dans des vasques en marbre de carrare dont sont aussi fait ces facsimi-
lés de glacière), jonchent le sol de la galerie.

Dans la salle adjacente : deux couvertures sérigraphiées sur toile du journal Libération affublées du même 
message, “on ne peut pas simuler la liberté“, font de l’œil à une série de dessins sur fond rouge (les mêmes que 
ceux présentés actuellement à la Biennale de Venise) recensant tous les soulèvement populaires de ces dernières 
années. Une façon de rappeler qu’en 2015, si les canaux de révolte ont changé, il souffle encore un vent contesta-
taire. Bien loin de l’East Village.

Claire Moulène

Rirkrit Tiravanija, Untitled 2015 (Run Like Hell), jusqu’au 18 juillet à la galerie Chantal Crousel. Paris.

Bienvenue au club

En 1973, le punk élit domicile au CBGB. Là, c’est l’histoire du mouvement qui s’écrit au fil des concerts.

Décembre 1973, le CBGB ouvrit ses portes au 315 Bowery, sur les cendres du Palace Bar. Trois blocs à l’est, 
c’était l’Avenue A. Deux blocs au sud, la lisière du Lower East Side. Au cœur du brasier. Peu avant, le Mer-
cer Arts Center avait fermé. Ses habitués (New York Dolls, Suicide…) se mirent à la recherche d’un havre. Le 
proprio Hilly Kristal, fan de blues, était convaincu qu’il pouvait attirer dans ce coin du Bowery (alors essentielle-
ment peuplé de clodos, de junkies et de bohèmes) les amateurs de country et de bluegrass. Qui ne vinrent jamais. 
Ou furent vite dissuadés par cet espace puant l’urine, au sol chroniquement sale, aux toilettes graffitées où l’on 
déféquait à la vue de tous, et dont les cuisines à l’hygiène moyenâgeuse abritait un chili infect dans lequel les 
Dead Boys aimaient à se branler…

Ainsi, le CBGB végéta jusqu’à ce que Richard Hell y programme un concert de Television, le 31 mars 1974. 
Héroïne en quantité. Accrochages. Pitreries de Tom Verlaine. Kristal jura qu’on ne l’y reprendrait plus, mais 
se vit supplier de remettre ça. Il céda. Après tout, son bar avait fait du profit, et pour cachet le groupe s’était 
contenté d’un peu de monnaie. La fois d’après, Television débarqua avec quatre blousons noirs : les Ramones. 
La suite est célèbre. Patti Smith élit domicile au 315 Bowery, aussitôt suivie d’une faune hirsute : Jayne County, 
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Claire Moulène. « L’artiste Rirkrit Tiravanija fait revivre la légende du CBGB par ses “dirty bathrooms” », lesinrocks.com, June, 23, 2015. 
http://abonnes.lesinrocks.com/2015/06/23/arts-scenes/arts/lartiste-rirkrit-tiravanija-fait-revivre-la-legende-du-cbgb-par-ses-dirty-

bathrooms-11755671/

Suicide, Johnny Thunders, The Dictators ou Malcolm McLaren – alors manager des New York Dolls – qui vint 
ici piocher quelques idées pour son futur grand projet.

L’histoire a été largement révisée depuis mais, en 1974, il n’y avait pas cent personnes qui traînaient au CBGB. 
Un an plus tard, le club était l’épicentre de l’underground new-yorkais, programmant Talking Heads, Blondie, 
Mink DeVille. Dans le public : Iggy Pop, David Bowie, Lou Reed ou Lester Bangs. Les mêmes se retrouveraient 
sous peu dans un autre haut lieu punk : Max’s Kansas City, sur Park Avenue South.

La décennie suivante, le hardcore y constitua son abri (Sick of It All, Madball, Agnostic Front, etc.) et, jusqu’à 
sa fermeture en 2006, il accueillit plusieurs gloires du rock qui vinrent y parfaire leur réputation (Guns N’Roses, 
AC/DC, Green Day, The Strokes, etc.). A sa place trône aujourd’hui une galerie d’art. De là, remontez jusqu’à 
l’angle de 2nd Street : Joey Ramone Place. Inaugurée en mémoire de ce que le chanteur “a apporté à New York”. 
Plus loin, sur Bleecker Street, un graffiti sur la grille d’une épicerie : “Metallic K.O.” Le dernier concert des 
Stooges avant implosion. C’était en 1974. Le punk new-yorkais venait de naître. Deux ans plus tard, l’industrie 
s’en mêlait. Peu après, la plupart de ses héros étaient lessivés.  
 
David Brun-Lambert
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Ingrid Luquet-Gad, Claire Moulène. « Le Top 5 des expos de la semaine », Les Inrocks, June, 14, 2015. 
http://www.lesinrocks.com/2015/06/14/arts-scenes/arts/le-top-5-des-expos-de-la-semaine-21-11753777/

Rirkrit Tiravanija
L’artiste thaïlandais nous avait habitué à ses reconstitutions grandeur nature d’es-
paces atypiques : une péniche conçue par le Corbusier ou son propre appartement 
new-yorkais, tous deux répliqués à échelle 1. Cette fois-ci, c’est au pipi-room 
d’un lieu mythique, le bar new-yorkais CBGB1, qu’il s’est attaqué. Un backstage 
qui convoque avec lui toute une histoire, mais aussi toute une époque : celle des 
Ramones et de Patti Smith, d’avant le néo-conservatisme et la normalisation. La 
deuxième partie de l’expo, une scène et des bacs à glace taillés dans le marbre 
(mais avec du lard de Colonnata à la place des bières), sont une tentative d’ins-
cription dans l’éternité de cette histoire de la contre-culture.

“Untitled 2015 (run like hell)” de Rirkrit Tiravanija, jusqu’au 18 juillet à la Galerie Chantal Crou-
sel à Paris
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 «Must see Paris», Artforum, Thursday, June 4, 2015. 
http://www.artforum.com/?pn=guide&show=mustsee&country=FR&place=paris 

Opens June 6th 2015

Rikrit Tiravanija’s fifth show with this gallery debuts two large-scale 
works: a replica of  the legendary (now-closed) New York City punk bar 
CBGB’s bathroom and a stage outfitted with a guitar, bass, and drum 
set. There will be a concert during the opening, and during the run of  
the exhibition, viewers are invited to get on stage and play. 
 
Rirkrit Tiravanija untitled 2015 (run like hell)
Jun 6 - Jul 25, 2015

Galerie Chantal Crousel
10 rue Charlot  / +33142773887 / crousel.com
Tue - Sat 11am to 7pm
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Brienne Walsh. « Top 5: More Summer Shows to See Around the World », huffingtonpost.com, June 25, 2015.
http://www.huffingtonpost.com/artphaire/top-5-more-summer-shows-t_b_7696172.html?utm_hp_ref=arts&ir=Arts

Top 5: More Summer Shows to See Around the World
Posted: 06/30/2015 10:06 am EDT Updated: 06/30/2015 10:59 am EDT

By Brienne Walsh, June 25, 2015

In the globalized world, it is possible to travel anywhere in the world, and see exemplary contemporary 
art that can't be viewed anywhere else. Below, we round up five shows in far-flung locations that can't be 
missed this summer.

1. Rirkrit Tiravanija: Tomorrow is the Question

Garage Museum of Contemporary Art, Moscow

Through August 23, 2015

One of five exhibitions heralding the opening of the Garage Museum's new home, which was designed by 
Rem Koolhaas and is located in a Soviet-era concrete building in Gorky Park, "Tomorrow is the Question" 
is the first solo exhibition of works by Rirkrit Tiravanija in Russia. Born in Buenos Aires, Tiravanija is best 
known for projects that involve relational aesthetics -- cooking meals, creating structures for living and 
socializing with viewers are central elements in his work. At the Garage Museum, he creates an installation 
based on his time spent in Russia participating in popular activities -- playing ping-pong, producing t-shirts 
and eating pelmeni, which are Russian dumplings. Occupying the Central and Skylight Galleries in the 
structure, which was originally a 1200-seat restaurant that opened in 1968, and was largely preserved by 
Koolhaas, Tiravanija has created a leisure space marked by a plush purple carpet, black ping pong tables, a 
t-shirt factory and a stand serving pelmeni. The installation will open up the museum to the city, drawing in 
crowds to what is arguably the most important space to see contemporary art in Russia.
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Frédéric Bonnet. «Festival Faites vos jeux!», Le Journal des Arts, n° 436, May 22 - June 4, 2015, p. 22. 
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Julia Michalska, Jane Morris, Ermanno Rivetti, Pac Pobric. «In the Giardini: five to see in Okwui Enwezor’s All the World’s Futures 
», The art newspapee, May 5, 2015. 

http://www.theartnewspaper.com/news/155425/

In the Giardini: five to see in Okwui Enwezor’s All the 
World’s Futures
The Biennale director’s critique of  capitalism is elegant and sleek 

Rirkrit Tiravanija’s Demonstration Drawings (2007) in All the World’s Futures

In his interviews in the weeks before the Venice Biennale opened to invited guests and press today, 5 May, 
director Okwui Enwezor promised the most politically oriented Venice for years. Speaking on the roof  terrace 
at the Ca’ Guistinian yesterday he discussed the difficulties of  installing his exhibition All the World’s Fu-
tures in the Palazzo delle Esposizione in the Giardini. “It’s an essentially Classical space, it is what it is, there 
are limits to what you can do with it”, he said. Despite this he said he had transformed the central gallery of  
the pavilion to a theatrical space dedicated entirely to polemical readings, including, as widely reported, Karl 
Marx’s Das Kapital. Surrounding that, he added, would be a “dim sum” of  artistic presentations.

Much of  the show is indeed a criticism of  late modern capitalism served up in a coolly elegant, even sleek, 
style (though many of  the works are troubling under the surface). Around the central Arena, individual 
artists, pairs and trios of  artists are given their own presentations, flowing one to the other. What is immedia-
tely apparent is the number of  less well-known artists, many born outside Europe and America, “rediscove-
red” older artists and women artists on display.
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Julia Michalska, Jane Morris, Ermanno Rivetti, Pac Pobric. «In the Giardini: five to see in Okwui Enwezor’s All the World’s Futures 
», The art newspapee, May 5, 2015. 

http://www.theartnewspaper.com/news/155425/

Violence
Walead Beshty, various works, 2013-15 
There is beauty in violence. Throughout the central exhibition at the Giardini, some of  the most compelling 
works are those that brutalise the imagination. In Christian Boltanski’s film L’Homme qui tousse (1969), at 
the start of  the exhibition, a man sits alone on the floor of  a darkened room and vomits blood while convul-
sing. An installation of  recent ceramic sculptural works by Walead Beshty includes a gripping front page 
newspaper photograph of  a murdered man, naked from the waist up, his face covered in blood. The final work 
in the show is John Akomfrah’s gorgeous three-channel video, Vertigo Sea (2015), pairing sweeping images of  
oceans and the Arctic with sickening documentary footage of  whaling and polar bear hunting.

These works mimic the violence of  capitalism, which is a key aspect of  Enwezor’s show. But how do we deal 
with the beauty of  violence? These pieces are hard to turn away from because they are aesthetically appealing 
in a way that much of  the show, in its conceptual coolness, is not.

Workers as units of  production
Jeremy Deller, Hello, Today you have a day off, 2013 
The reading of  Karl Marx’s Das Kapital is a fitting prelude to the viewer’s encounter with the works by 
Jeremy Deller, who filled the British pavilion at the 2013 Biennale, and Walker Evans, the 20th-century US 
photographer famous for documenting the effects of  the Great Depression.

Though separated by time and geography, their projects both speak of  the ills inflicted by capitalism on the 
working poor.

Deller’s work includes archival photographs of  anonymous, exhausted women workers in a South Wales 
ironworks taken during the industrial revolution, which he has irreverently titled The Shit Old Days. Next to 
these small, faded but touching images of  poverty hangs a giant fabric banner with the words Hello, Today 
you have day off (2013), which he took from an automated text message recently sent to a zero-hours contract 
worker to tell him his services would not be required that day.

Evan’s series of  photographs, taken from his famous 1936 book Let Us Now Praise Famous Men, made in 
collaboration with James Agee, are just as beautifully presented as Deller’s, though without any hint of  arty 
sarcasm. Bleak and dishevelled children and mothers and dust-covered workers stare out from elegant black 
frames.

Let’s not praise famous (white) men
Ellen Gallagher, Huma Bhabha, Emily Kame Kngwarreye 
So there are some superstar white male artists in the show (Andreas Gursky, Hans Haacke, for example) but 
they are few and far between. Enwezor is clearly using his platform to draw the attention of  the biennale 
crowd away from art market darlings (Oscar Murillo makes a surprise appearance) to lesser-known artists, 
from Africa, Asia and Latin America or their diaspora. A key room in the exhibitions places paintings by the 
Irish African American artist Ellen Gallagher, with a twisted, burned out tyre sculpture, Atlas (2015), and 
wooden totemic figures by the Pakistan-born Huma Bhabha. A large painting by the late Australian Aborigi-
nal Emily Kame Kngwarreye, Earth’s Creation (1994) completes the presentation.
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Julia Michalska, Jane Morris, Ermanno Rivetti, Pac Pobric. «In the Giardini: five to see in Okwui Enwezor’s All the World’s Futures 
», The art newspapee, May 5, 2015. 

http://www.theartnewspaper.com/news/155425/

Dramatic appeal
Thomas Hirschhorn, Roof  Off, 2015 

Although much of  the work on show is controlled, 
conceptual, monochrome, or archival, Enwezor has 
punctuated the display with some crowd-stopping 
installations and videos. He starts with a dramatic 
presentation of  sculpture by Fabio Mauri under the 
pavilion’s fresco-covered dome. A new site-specific 
work by the Swiss-born, Paris-based artist Thomas 
Hirschhorn apparently bursts through the roof  of  
one gallery of  the pavilion. A riot, almost jungle-
like, of  packing tape, insulation ducts and wire, fills 
a gallery, with discarded copies of  Plato’s treatises 
scattered at its roots. An actual tree (no biennale or 
art fair is complete without one) this time by Ro-
bert Smithson, enlivens a gallery of  works on paper.

Back to school
Das Kapital, readings and discussions in The Arena 
As clearly intended by Enwezor, it is impossible to navigate from one side of  the pavilion to the other without 
passing through The Arena, a large performance space with seating on two levels. Throughout the biennale 
it will be used for readings of  Marx’s Das Kapital (all three volumes, probably read through twice over the 
months of  the biennale) as well as other readings, lectures and debates. This is not the only overtly didactic 
work on show: from Hans Haacke’s World Poll (2015), Alexander Kluge’s philosophical and political videos, 
to Rirkrit Tiravanija’s Demonstration Drawings (2015), there is no escaping the fact that viewers are expec-
ted to be politically engaged. Isaac Julien’s KAPITAL (2013) even includes a lecture by anthropologist David 
Harvey, to some of  the art world’s leading directors (the Hayward’s Ralph Rugoff can be seen listening atten-
tively). Whether the art world (with it’s close connections to the 1% of  the 1%) will pay attention or simply 
feel like naughty schoolchildren who then run off to the yachts and parties, remains to be seen.

Thomas Hirschhorn’s Roof  Off (2015)



G
al

er
ie

C
ha

nt
al

 C
ro

us
el

 Lee Woo-young. “Breathing life back into museums”, The Korea Herald, September 1, 2014.
http://www.koreaherald.com/view.php?ud=20140901001176

Artist Rirkrit Tiravanija breaks the typical museum stereotypes. 

He cooked and served Thai curry to visitors at a gallery in New York in the early 1990s. 
What many thought was an opening event continued throughout the exhibition. 

He loves eschewing the usual museum paradigm: an artist, artwork and audience. He tur-
ned an exhibition space into a live radio broadcasting studio at the Guggenheim Museum 
in 2005. He set up a bookstore at the 2009 Venice Biennale and a pingpong table at the 
2012 Gwangju Biennale. 

Artist Rirkrit Tiravanija poses for a photo on his work 
“Demo Station No. 5” at Leeum, Samsung Museum of 
Art. (Park Hae-mook/The Korea Herald)
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 Lee Woo-young. “Breathing life back into museums”, The Korea Herald, September 1, 2014.
http://www.koreaherald.com/view.php?ud=20140901001176

Tiravanija received the Golden Lion for Best Artist at the 2009 Venice Biennale for his idea. 

This time, the artist presents another public-oriented work that invites people to watch and par-
ticipate in cultural activities at the 10th anniversary exhibition of Leeum, Samsung Museum of 
Art. 

“I imagine people to move around like they are in their daily life. Part of my interest is always 
to break down the distance between what we think as art or high art and what we do in our 
daily life,” he told The Korea Herald last week. 

The two-story wooden stage will serve as the venue for a fashion show, concerts and per-
formances ― unusual events for a quiet museum. There will be concerts of classical music, 
Korean traditional music and alternative music, with performances by professional dancers. 
At the same time, the audience can use it as their own playground, their own stage for piano 
performances, and a classroom, where they can learn how to play different drums from around 
the world. 

“It’s a platform for people to demonstrate something. It’s about showing your ideas as part of 
the exchange,” said Tiravanija, explaining the title of the work “Demo Station No. 5.” It is the 
fifth project in his “Demo Station” series, which started in 2005. 

The artist, who works in the United States, Germany and Thailand, said his work was about 
aspects of people’s lives that others paid little attention to. 

His interactive art started from an interest in archaeology. However, he was not interested in 
the conventional approach of displaying work in a museum, but instead wanted to breathe life 
back into galleries. He has turned what would have been lifeless installations into places where 
people can play, interact and share their experience with others. 

“When we come to a museum, we expect there’s some kind of meaning or information to learn 
from displays. We only read and look at what we are told. But we are not really having an 
experience,” he said. 

“I used food a lot in my previous works because it’s something that we all know and unders-
tand. It wasn’t about the food, but about people being together in the same place,” he explai-
ned. 

Recently, he began to work on films about people. The films are about the ordinary lives of a 
rice farmer in Chiang Mai, a poet and an artist, people that are barely paid attention to. But the 
2 1/2 hour film encourages viewers to find meaning and value in the lives of these people from 
different areas of society. 

“These are the kinds of people in the periphery, not someone we focus on every day. But they 
are important to us. They are poets and artists whose lives we don’t pay attention to. We’re 
interested in someone like Angelina Jolie, but I think it’s important we see both,” he said. 
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Emmanuelle Lequeux. «Rirkrit Tiravanija», Le Quotidien de l’art, numéro spécial juin 2014, p. 28.
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Marilyn Goh. « Rirkrit Tiravanija: Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D at Singapore Tyler Print Institute», 
Dailysevring, June 18, 2014.

http://dailyserving.com/2014/06/time-travelers-chronicle-doubt-2014-802701-a-d/

In 1992, Rirkrit Tiravanija converted the spaces of 303 Gallery in New York into a kitchen where he 
served rice and Thai curry to a crowd that became unwitting participants in a hybrid installation titled 
Untitled (Free). Seven years later, Tiravanija further blurred the experience between art and life in Unti-
tled (Tomorrow Can Shut Up and Go Away) (1999) by re-creating the interior dimensions and spaces of 
his three-room East Village apartment, then extending the invitation to the public to spend time in it the 
way they would in a friend’s home.

The transactional quality in Tiravanija’s hybrid installations is unmistakable, even for those who are 
sceptical of art that takes participation as its point of departure as well as its endpoint.[1] In fact, it’s 
better termed as relational aesthetics, a concept coined by Nicolas Bourriaud as a practice that seeks to 
establish “live” encounters in a carefully constructed environment where the experience of the viewer 
becomes the art in question, despite that smacking a little too optimistically of art’s relatively recent 
paranoia regarding the audience’s role and function in the gallery space.

Rirkrit Tiravanija. Doubt Does Not Travel in a Straight Line, 2013; etching, screen print, metal foil, horse 
hair, STPI handmade abaca paper; 99.5 x 99.5 cm. Edition of 6. Image courtesy of Singapore Tyler Print 
Institute.
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Marilyn Goh. « Rirkrit Tiravanija: Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D at Singapore Tyler Print Institute», 
Dailysevring, June 18, 2014.

http://dailyserving.com/2014/06/time-travelers-chronicle-doubt-2014-802701-a-d/

At the very least, Tiravanija’s staged tableaux of exaggerating, then capturing unscripted human respon-
ses throws the spotlight on the fine demarcation lines that stand between viewer, materiality, and artist 
by shifting the onus of art production to spectator-artist interactivity, even if the purpose of what the 
spectator is supposed to glean from his or her participation is often unclear. Considering Tiravanija’s 
constant desire to redefine these boundaries, it is surprising to find the apparent absence of the patois 
of socially engaged art and interpersonal activity in his latest show Time Travelers Chronicle (Doubt): 
2014 – 802,701 A.D. at the Singapore Tyler Print Institute, a conceptually driven exploration of time 
and space that’s loosely inspired by H.G. Wells’s novel The Time Machine.

Rirkrit Tiravanija. Almost, Always, Never, The Further the Distance the Closer Is Time, 2013; etching, 
screen print, metal foil, horse hair, STPI handmade abaca paper; 99.5 x 99.5 cm. Edition of 6. Image 
courtesy of Singapore Tyler Print Institute.
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Marilyn Goh. « Rirkrit Tiravanija: Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D at Singapore Tyler Print Institute», 
Dailysevring, June 18, 2014.

http://dailyserving.com/2014/06/time-travelers-chronicle-doubt-2014-802701-a-d/

Rirkrit Tiravanija. The Time Travelers Calendar B, Negative Present, 2013; embossing, screen print, ther-
mochromatic ink, STPI handmade extra-thick cotton paper; 114.5 x 114.5 x 3 cm. Edition of 4. Image 
courtesy of Singapore Tyler Print Institute.

At first glance, Tiravanija’s latest offerings appear to be set in stylish and sombre silver-gray flat sur-
faces that form circular planes of sharp but sterile contrasts against sterile white gallery-wall space. 
The quirky details emerge upon closer scrutiny: bold, squiggly sketches, the crooked branches of trees, 
precise mathematical lines that appear to be drawn by a giant compass—contained within silver circles 
of varying sizes. Silver is the show’s dominant color in white gallery space, chosen for its ability to “re-
flect and absorb time and space” and “to represent the possibilities of present, past, and the future.”[2]

The installations seem to be constructed around a narrative of measuring time in the realms of the 
physical (Moon Rise – Time Is Setting – Tomorrow Never Arrives posits the means of chronicling time 
through phases of the moon) and the metaphysical (Eight Chapter: Return to the Unknowing Desire, 
The Further One Travels the Closer One Returns (To Doubt); Spongebob’s The Surreal Realm of 
Nothingness, He Wakes Up Under the Tree Again). Arguably the most eye-catching of the works are 
eight life-sized screen prints, each chronicling a chapter in a traveler’s logbook, each telling a story of a 
merry romp through space and time beginning with evolutionary time and Charles Darwin’s tree of life 
(First Chapter: The Tree of Life, The Eclipse and Drink a Nigrone to the Future).
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Marilyn Goh. « Rirkrit Tiravanija: Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D at Singapore Tyler Print Institute», 
Dailysevring, June 18, 2014.

http://dailyserving.com/2014/06/time-travelers-chronicle-doubt-2014-802701-a-d/

Rirkrit Tiravanija. Sixth chapter: take the spin off, unwind, reverse directions, and shatter the bonsai, 
on the way back don’t forget to smile, 2013; screen print, metal foil, cast paper, STPI handmade cotton 
paper, stainless steel pedestal, 3D printed object; 259.5 x 259.5 cm; 4 sheets. Image courtesy of Singa-
pore Tyler Print Institute.
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Marilyn Goh. « Rirkrit Tiravanija: Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D at Singapore Tyler Print Institute», 
Dailysevring, June 18, 2014.

http://dailyserving.com/2014/06/time-travelers-chronicle-doubt-2014-802701-a-d/

Jocularly playful, the amusingly long titles of each work are guaranteed to trip up every well-meaning 
viewer, departing from the formal logic validating Wells’s narrator’s journey into the future. Throw 
a bowl of curry noodles, a martini glass, a math compass, and a miniature toy of Spongebob into the 
loop and these small three-dimensional objects on stainless-steel plinths, deliberately positioned in 
front of each flat screen print, add effervescent absurdity to the entire show. In all the materials used 
in the show, we’re also given glimpses into Tiravanija’s retrospective reconstructions of his entire 
oeuvre: the iconic curry experience way back in 1992, the Negroni cocktail imbibed before flights, or 
the mirrored surfaces in Untitled 2002 (He Promised) that explicitly reflected human activities rather 
than the architectural structures of the building. As such, they present a conflation of memories—and 
a retrospective of sorts—that override the phenomenological experience of time and bear witness, by 
their material presence alone, to the porousness that exist in the apparent lines dividing audience and 
artist.

Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D. will be on view at Singapore Tyler Print 
Institute through June 28, 2014.

[1] Claire Bishop, “Antagonism and Relational Aesthetics,” October 110, Autumn 2004.
[2] Rirkrit Tiravanija, Exhibition Catalog, Singapore Tyler Print Institute, 2014. 
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 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true

“At the time of this interview Ryan Gander is enjoying his last day at STPI before he returns to his na-
tive UK, and previous resident Rirkrit Tiravanija has returned for the opening of his solo show...” 

 STPI consistently delivers a challenging and exceptional exhibition programme. Resident artists – 
which in the past have included Ashley Bickerton, Eko Nugroho, and Do Ho Suh – are provided with 
an opportunity to use the Institute’s outstanding print and paper-making facilities to create works which 
are then presented in the Institute’s exhibitions. At the time of this interview, incumbent resident Ryan 
Gander is enjoying his last day at STPI before he returns to his native United Kingdom, and previous 
resident Rirkrit Tiravanija has returned to STPI for the opening of his solo exhibition. The overlap pre-
sents an interesting conjuncture in which to consider how two conceptual artists might approach their 
time at STPI and in particular, the demands of presenting object based work. 
Gander’s works are still to be finalised, but a glimpse of their progress reveals a disparate, but intri-
guing selection – including a splattered plinth and its twin, prints of printing blocks tentatively entitled 
A World you Don’t Want to Rattle, or We Go Dark For, and graphic extracts of police cars. Gander is 
known for his representation of everyday objects: what if a child’s den-of-sheets were remade in me-
morialising marble (Tell My Mother not to Worry (ii), 2012); what if all the pieces in a chess set were 
remade in Zebra Wood (Bauhaus Revisited, 2003)? He is also known for his language and performative 
works - for example Loose Associations Lecture (2002) consisted of a talk to slides that drew an intri-
guing line between seemingly disparate points on a cultural map - J.R.R. Tolkien to Inspector Morse to 
London’s Barbican Centre.
Ultimately, Gander is a culture magpie exploring a rhizome of trajectories to up-end accepted notions. 
It is for this reason, one wonders whether the final exhibition of Gander’s work will point less to a mar-
ked departure from his current practice, and more to a thoughtful and playful excavation of the medium 
of paper and print and what it means to be resident at STPI. 
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 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true

 For Tiravanija, while the residency and the current exhibition do signify a significant departure from 
his usual practice, there are important threads that reflect a continuation of concerns that have always 
characterised his work. Like Gander, Tiravanija’s work has steadfastly involved an analysis of the ‘eve-
ryday’, but he has more diligently pursued a performative approach to his practice – creating participa-
tory events that investigate the nature of human interaction through constructed social environments. A 
pioneer of relational aesthetics, an early work like Untitled (Free) starting in 1992, converts museums 
and galleries worldwide into a kitchen where he serves rice and Thai curry to visitors, transforming 
these spaces into places of communion.
The current exhibition at STPI, Time Travelers Chronicle (Doubt): 2014 – 802,701 A.D, marks the first 
time Tiravanija has presented an exhibition consisting solely of object-based work, but nevertheless it 
still provides a framework for active audience participation. Inspired by H.G. Wells’ dystopian novel 
Time Machine, the exhibition reconfigures the STPI gallery space into a time machine by a presen-
tation of eight life-sized silver works on paper, paired with 3D printed objects on chromed pedestals, 
each representing a series of time portals. There is no communal curry on offer, but instead an invita-
tion to mentally engage with the concept of time via an imaginative scenario of the artist’s own ma-
king.
 Can you remember the first artwork that initiated your journey with art?

Ryan Gander: I can, but it’s terrible.
That’s ok.

RG: Ok for you! Not sure it is ok for me?

Rirkrit is here now!

[Rirkrit Tiravanija joins the conversation]
Rirkrit, I was just asking Ryan if there was a first piece of art or an artist that initially inspired him to 
explore art. What about you?

Ryan Gander: We went for dinner last night for Chili Crab, and we were both asked why we became 
artists. I suppose this is the same.

Rirkrit Tiravanija: Yes, neither of us could answer that question.

Well instead - let’s look at the connections between the work you have created while resident at STPI, 
and your earliest work. Rirkrit, are there any threads between your early work, for example a work like 
Untitled Free (1992), and the work you created during your residency at STPI?

RT: I guess that is the difficult part for me – having to work with the medium of print and paper. The fact 
is - I have not really worked before to create objects (as such). So in having to work with an object, I 
tried to come up with a narrative that I thought would actually get people more involved with what it is 
that I am thinking about in creating that object. The exhibition therefore is actually still kind of interac-
tive. It is, in a way, a complete experiment to see how creating objects can still be interactive.
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 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true

 RG: The handprint work is very interactive.

[Gander is referring to a work in Rirkrit’s exhibition, The time travelers calendar B, negative present, 
where at a touch, traces of handprints are left behind to dissipate over time.]

RT: Yes, you have to put your hand on it for it to be activated.

But really it is pretty tenuous between what I used to do and what I am doing here.  One element that 
carries through is perhaps this relationship between a work and the time you spend with it. Which is 
something I was interested in when doing Free Untitled (2005) and the other more performative work 
that I have done since. In my work, I have always tried to present a framework in which people have 
to be engaged. I think I pretty much am trying to make a type of frame where people will have to enter 
into the work itself. In this situation, I am trying to present a narrative to the audience that requires a 
type of mental engagement – an engagement via their imagination.
Rirkrit, you were involved with Il Tempo del Postino. The question originally posed by the curators 
was: 'What happens if having an exhibition is not a way to occupy space, but a way to occupy time?'. 
You explore ‘time’ in the exhibition at STPI. Are there any connections between Il Tempo del Postino 
and the question posed by that project, and what you have done here?

RT: Il Tempo Postino was trying to re-frame the position of the viewer in the sense that when I am 
working with the performative, people are working through the work or the space itself, whereas il 
Tempo del Postino was trying to move the work through the people in a kind of fixed frame – which 
was a kind of theatre space condition. I think in this work I want the audience to enter into a certain 
narrative structure that requires them to use their mind to jog through the space.

The whole thing about the work here is that it is supposed to be a kind of time machine.

RG: Sometimes it is easier to give the audience a framework or restriction. 
Ryan, you also are a conceptual artist and have been put in a situation where you are asked to engage 
with the physical act of print and papermaking. How have you found the residency?

RG: Being here doesn’t feel like you are being required to make prints. For me, it feels like I am here 
to make artwork about prints. From the outside you have the perception that people come here and 
they make prints, but actually it might be print or an object – it is just about the notion of printmaking.
How would the work you have made at STPI relate to an earlier work like Loose Association Lectures?

RG: There are lots of trajectories that you can take through them, but it would depend on who you 
were. You could take the geographical one of walking around the exhibition, or chronological one, or 
an aesthetic one.  I mean, Loose Association methodology works with anything really.
I understand one aspect of the work you have created while at STPI also relates to the concept of time?  
I also wondered if history and different layers of history are relevant?
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 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true

 RG: History and time are relevant to everything. History is referenced in all of the works – they all 
reference bits of history – print history, history of this space, etc. But I think the works I have made 
here are a bit of a red herring because when you look at them, they all look different so it is hard to pull 
a thread through them. Essentially they all have something to do with blindness. I always knew I was 
colour blind - but when I got here I really realised I AM colour blind. Most of the work I make doesn’t 
have any colour in it  - colours are often irrelevant to the work. In thinking about the work I have been 
making at STPI, it all started with being blind and trying to nevertheless make a decision on a mark.
In relation to your work going forward, what do you think you will take away from this experience at 
STPI? 

RG: I will take away a really nice print of two lobsters, which I am going to put in my kitchen [laughs].

Any residency is good, but this residency is particularly good because you are tested. There are these 
amazing Jedi print masters walking around who are waiting here to tell you what to do. It would be 
easy to waste the opportunity, so you have to think on your toes and be light footed and quick with 
your decisions. I wish I could work that fast all that time.
So it is a place that has challenged you and one you felt demanded a thoughtful response?

RG: Absolutely.

RT: On my part, I actually have never before sat in a studio and made work – so it was a bit like being 
in prison – but it was a good prison. I definitely think you have to think on your toes. But for me, wor-
king in a studio was a revelation.

It is exceptional to return now and see the works all complete and ready to be exhibited. When I left 
STPI, the prints were partially made – we were testing them – so we weren’t really sure if they were 
going to work or not. So since I went away, the Jedi have actually made the works work. So it is quite 
an amazing thing to return and see the completed works. But it is a very different method of working 
for me. In a funny way it was an opportunity to step outside of my usual practice – like being on holi-
day, and I am trying to book myself back into this resort again [laughs].

You know the first question you asked – the one about the artists first memory of a relationship with a 
particular work – it’s relevant here, because in creating the work here for STPI, I thought a lot about 
the artists who originally influenced me, and there are references to those artists that were, and still are, 
very important to me – like Duchamp, Beuys, and Broodthaers. When I was a student going through art 
history and at journalism school, it was seeing these artists that made me interested in art and made me 
want to be an artist. It was looking at Duchamp’s urinal and Malevich’s White on White that triggered 
my interest in art.
So the residency provided you with an opportunity to re-visit these early influences – to come full 
circle? 
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 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true

 RT: Yes, it is interesting that I am actually referring to those things that originally inspired me to inves-
tigate art, now that I am being forced to actually create art objects.
Let’s discuss the work that appears in the Second Chapter of the STPI exhibition, Be sure to pack the 
toothbrush, eat Curry noodles through the wormhole?

RT: I wanted to achieve a type of passage through time using the prints. It all started from looking at 
Darwin’s diagram for the ‘Tree of Life’. It came up as I was leafing through some material when thin-
king about ideas for the work. Through the ‘Tree of Life’, I started to make this plot of a type of Time 
Machine - when you enter one end in a certain time and come out in another. Looking at Darwin’s sket-
ches of his diagram - it sort of explodes into a kind of time warp of information. I made a work for my 
exhibition at the Serpentine Gallery in London, which was kind of a retrospective work – a work really 
about looking back. I wasn’t very comfortable about putting my old works back together, so I wrote a 
small science fiction time travel story about people going back in time to look to find me because I had 
done some bad work, and they wanted to go back in time to stop me making the work. In typical scien-
ce fiction stories regarding time travel, there is always something you have to stop before the future 
happens. When I was in London I used to go to … Ryan, what is that patisserie place called again?

RG: Patisserie Valerie.

RT:  Yes, to Patisserie Valerie, and in my story, and in order to stop me making the bad works, the 
protagonists go to Patisserie Valerie and after eating a bowl of curry they are transported in time back 
to Untitled Free (1993) – so this kind of structure came into play with this idea of the ‘passage of time’. 
So I was pulling into play different kinds of possible scenarios about space and time. I want the viewer 
to imagine they are going through this space that actually is about moving through time.

RG: Rirkrit, if you could time travel where would you go?

RT: Well probably back to the Chili Crab, back to the last good meal [laughs].
Where would you travel back to Ryan?

RG: Well actually I have also just made a work about time travel. I made it this week at STPI. It’s a real 
subject. Mine is called There are People Having More Fun with Prostitutes or Toki No Nagare, 2014 
(Passage of Time). Louis Vuitton, [Mointe] and Goyard – they are luxury brands from the same street 
in Paris and they were all created around the same time, but they went on different trajectories and 
ultimately they are all now in competition with each other. So I thought about re-visiting history and I 
re-imagined them actually on conception all coming together and forming one company. So the work I 
have created takes the form of an art student’s portfolio and printed on the folio is a re-designed pattern 
reflecting the amalgamated brands. And this is left by the door at STPI and addressed to Emi the Direc-
tor of STPI, so it looks like it is somebody’s cheap portfolio that has been delivered. But it also has a 
monogram painted on it, ‘SS’, which stands for Santo Stern - an artist whom I sometimes make work 
by – a fictional artist.
Why did you create Santo Stern? 



 RG: I invented Santo because I saw how easy it was to make really bad art and I needed a vessel from 
which to release my own bad art – so I make work by Santo that is really horrible and I really enjoy 
doing it. If you can imagine the most disgusting artist that you could ever meet – morally, ethically and 
aesthetically – he is an arrogant guy and pig-headed and his work really grates. There is a work here by 
him.
Tell me about the work tentatively titled, Nothing is without Meaning?

RG: When I got here there were lots of plinths – they were dirty and so I reproduced what is essentially 
a dirty plinth. So, when you enter the gallery you see something that looks like it belongs in the works-
hop and which appears to have been accidently left in the gallery space. However, I made it as a twin, 
because I wanted the viewer to be aware that the work is where it should be – it’s not a real plinth, but 
in fact a work about mark making.

RT: So it is essentially a double print?

RG: Yes, it is a three-dimensional double print. But it is also two fake dirty plinths.
What about the titles you give your work - do the titles come before you make the work, or after?

RG: I made 11 works while at STPI – for two of them I thought of the titles while I was here and for 
the others….well I have a list of titles on my phone [holds his phone up and scrolls through titles], and 
I write titles when I think of them on this list, and then I just pick one.
Are you serious. Give me a title now?

RG: “Whispering Vagina” or “Dreamcoats”.
What about you Rirkrit - what about the titles for the works you have created for the exhibition at 
STPI?

RT: I made them as I went along. Sometimes something comes up and I just jot it down. Usually I 
don’t even title my work. But for this show, the titles – well they are more like sub-titles – something 
that is a portion of the larger thing.

RG: Do you ever title works to make them more complicated, or to divert the spectator? So they settle 
on different paths?

RT: In some ways – in this particular exhibition, it is about pointing the audience to things they should 
be thinking about. I am not very keen on making images, so the imagery is almost made via the nar-
rative structure - that is the platform – created in many ways via a sub-title (which is the title of a 
work).—[O]

G
al

er
ie

C
ha

nt
al

 C
ro

us
el

 «Ocula conversation. Rirkrit Tiravanija and Ryan Gander», Ocula, 2014.
http://ocula.com/magazine/conversations/rirkrit-tiravanija-and-ryan-gander/?preview=true
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Mark Rappolt. “Rirkrit Tiravanija”,  Art Review Asia, November 2013.

Rirkrit Tiravanija
Read the interview with the cover artist of  ArtReview Asia's November 2013 Power 100 issue
By Mark Rappolt

ARTREVIEW ASIA You’re doing the cover for our Power 100 issue. The vision of  power, the power of  
vision.
 So how is power exercised in the artworld? Does it have a capital ‘P’?

RIRKRIT TIRAVANIJA I think of  all places, 
the one that is very aware and weary of  power 
is the artworld. Perhaps it’s a strategy, perhaps it’s a game, but I think different spheres of  the artworld 
use (and display) power differently. Generally I don’t think most artists think about power in the same 
way that, say, a collector thinks about it.

It is certainly played with and played out, but one has to wonder if  it is all of  any consequence. I think 
it is interesting that there are some very powerful people in the artworld that never make the list, and I 
think that is where power lies.

ARA What role does art and the artist play in the broader social conversation today?

RT There are different levels or layers of  engagement. If  we look at Olafur [Eliasson]’s recent ‘little 
sun’, we can say it is broad. Or if  we look at Thomas Hirschhorn, it’s narrower but nonetheless a broa-
der reach than most artworks on display at Frieze Art Fair. But most conversations about art these days 
may not be so much social but rather commercial.

ARA Is art today for a few insiders, or for the many?
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Mark Rappolt. “Rirkrit Tiravanija”,  Art Review Asia, November 2013.

RT Art today is for the many insiders. There seem to be more and more people interested and involved 
with art, but that involvement isn’t about how art is relevant to the spiritual human construction. Ra-
ther, it is more for the material/ informational consumption.

ARA You used an extract from Calvin Tomkins’s interviews with Marcel Duchamp in one of  the ar-
tworks for this issue. In particular one in which the artist talks about the effect of  commerce on art. 
Why did you choose this? Is Duchamp a particular influence? Do you believe that artists are more inte-
grated today than they were at the time of  the interview? Can the mix of  art and commerce be proble-
matic?

RT Yes, Duchamp is a marker in the landscape I keep looking back to, to see how far we have come, and 
perhaps we can see that we haven’t gotten very far. Or perhaps it’s just cyclical, 
like Groundhog Day. The thing is, we already know how it is we wake up to each day, but we haven’t 
been able to change our desires enough, or perhaps we have not had enough desire to change things to 
move the situation into another plane.

Perhaps we believe too much in power. I think I was more focused on Duchamp’s idea of  going under-
ground, perhaps like a groundhog after he has seen the daylight or the light of  day.

ARA Perhaps I just want to ask the question that Tomkins asks Duchamp: do you feel the commerciali-
sation of  art in our time is the leading influence on art now?

RT Yes.

ARA The impact of  the kind of  ‘integration’ of  art into commerce that Duchamp talks about seems to 
have increased today in one way. Things are culturally as well as commercially exchangeable: both from 
one culture to another (let’s say a Takashi Murakami show in Doha, for example, or in a different way, 
your use of  the Thai constitution and Dieter Roth at Neugerriemschneider last year). Is this a good 
thing? Is it really possible for art in all its forms to be an international language? Doesn’t that negate its 
ability to be specific? (I’m not suggesting that these things apply to you – quite the opposite – but it 
seems to me that there are some dangers here.)

RT I think it is both integrated and specific. Perhaps specificity changes with context.

ARA I guess that last might really be a question of  translatability (partly with the Roth reference in 
mind). Are there some things that cannot be translated into art? That create a limit to the number of  
people who might be able even to ‘get’ them? And does an artist have a duty to reach out to an audience 
(I guess you could be seen as someone who does make an effort to reach out
to audiences)?

RT Well, a sausage is a sausage, whether one refers to Roth or not. But I don’t know if  it’s about rea-
ching out as much as it is about being clear, or being readable, and perhaps readability addresses transla-
tability. But we need to believe in what we are talking about.

ARA Can art change society, or does it just make people aware of  the potential for change in society? 
Perhaps I’m partly interested in how this might apply to the land foundation. [Initiated in 1998, the 
land is an experiment in generating a self-sustaining open space ‘of  and for social engagement’ out of  an 
artistic community.]

RT Art can change society. The land foundation isn’t about art, but many artists are involved.
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Mark Rappolt. “Rirkrit Tiravanija”,  Art Review Asia, November 2013.

ARA Are there differences between works you make in Bangkok and in NewYork? Does the atmosphere 
around you affect you in this way?

RT I guess that goes back to the context (condition) question. There are no differences in attitude, but 
perhaps the form can be in flux. I don’t know about atmosphere, but people rioting in the street affects 
me. Republicans wanting to repeal the Affordable Care Act affects me.

ARA You’re perhaps best known still for cooking meals in galleries. Can being ‘known’ for something in 
this way be a burden or a problem? Perhaps because people attend a show not to look but to have their 
preconceptions confirmed?

RT It is a burden one must use to kill preconceptions. Disappointment is good for the human social 
experience.

ARA Can anything be art? Is art inherent in concepts or in objects? Can an object detached from a 
concept be an artwork?

RT Yes.

ARA To what extent is art an expression of  free will? Do you believe in free will? Are you free to break 
the law?

RT We are never free, because we are burdened by too many preconceptions. What is breaking the law if  
you have no preconception of  what it is?

ARA What are you working on at the moment?

RT Free will.

This article was first published in the November 2013 issue of  ArtReview Asia
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Rirkrit Tiravanija - Station to Station
 August 2013

http://stationtostation.com/participants/rirkrit-tiravanija/

Rirkrit Tiravanija
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Rirkrit Tiravanija - Station to Station
August, 2013

http://stationtostation.com/participants/rirkrit-tiravanija/

Rirkrit Tiravanija will hand out a surprise to guests of  the New York Station to Station 
Happening.

According to art critic Jerry Saltz, Rirkrit Tiravanija’s works do nothing less than 
“bridge a mind-body gap that often exists in Western art.” Meaning: Tiravanija’s instal-
lations—which often combine food and communion among strangers within intimate, 
temporary worlds that contain all forms of  social interaction from conversation to sex—
stimulate the viewers brains and their bodies and open them up to experiences beyond 
just art appreciation.

Take for example the piece that Saltz was describing above: Untitled (Free) 1992. In it, 
the Buenos Aires-born, New York and Chiang Mai-residing artist took over a Soho galle-
ry and turned it into a family kitchen. Viewers were not asked to observe the preparation 
of  traditional Thai curry: They were implored to serve it to themselves and others and 
eat together, mix, and in so doing, become the art. As Rirkrit (everyone calls him by his 
first name) told a profiler, one of  his essential materials is “lots of  people.” Without the 
interaction of  the crowd, Rirkrit’s art lacks the final piece: The spark of  people touching 
the work and each other within—and because of—the art itself.

Maddeningly prolific, Rirkrit has brought works to museums and galleries throughout 
the U.S., Europe, and Asia. He is a professor at Columbia University School of  the Arts.

“I like to work in a very hopeful way,” Rirkrit told an interview in 2004. “I think hope is 
a kind of  faith in the human race.”
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Michael Wilson.“Stockhausen Syndrome,” 
Artforum, March 4, 2013.

http://www.artforum.com/diary/id=40075

Stockhausen Syndrome 
by Michael Wilson

Karlheinz Stockhausen’s OKTOPHONIE with visuals by Rirkrit Tiravanija at the Park Avenue Armory. 
(Photo: Stephanie Berger)

“WOULD YOU LIKE to join the inner circle?” Not the kind of  invitation I receive nearly of-
ten enough, but at the Wednesday night final performance of  Karlheinz Stockhausen’s OKTO-
PHONIE, the Park Avenue Armory’s latest coup de théâtre, an usher seemed determined to shift 
me from my arbitrarily chosen middle-section seat to one in the front row. This was after I, along 
with every other ticket holder, had been asked to remove my shoes and don a white cloak (actual-
ly closer to a kind of  disposable poncho), before heading for a circular white platform on which 
were ranged concentric rings of  minimalist deck chairs. This visually—and, presumably, spi-
ritually—unifying requirement was the brainchild of  jack-of-all-disciplines (installation, coo-
kery, Ping-Pong) Rirkrit Tiravanija, but it also jibed with the late composer’s kosmische aesthetic.

A senior couple behind me noted the mise-en-scène’s similarity to a planetarium’s, also recalling the 
latter venue’s popularity among smokers. And as if  on cue, I could have sworn I detected a familiar hea-
vy-sweet aroma. But most likely it was the power of  suggestion, things having become less free-’n’-easy 
since a marathon performance of  most of  the composer’s works was staged in a spherical auditorium 
at the 1970 Osaka World Fair. There was also an undeniable element of  Halloween to the setup, as the 
cloaked masses fumbled for their places in the dimly lit interior like myopic phantoms. (Stockhausen 
preferred that listeners experience his work in total darkness, but he was usually required to compro-
mise, often projecting a single moonlike disc of  light above the performers as a simple visual focus.)

As the crowd settled in, the lights faded to black, then flashed on again to the accompaniment of  
a burst of  electronic noise. This was overseen by “sound projectionist” Kathinka Pasveer, a long-
time Stockhausen collaborator and interpreter, who was seated behind a semicircular desk in the 
center of  the hall, a few feet away from me. For the next seventy minutes, Pasveer twiddled knobs 
on a mixer, perused an array of  laptops (the glow of  their Apple logos softened by draped whi-
te fabric), and bombarded us with music that, courtesy of  a cubic speaker arrangement (four spea-
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Michael Wilson.“Stockhausen Syndrome,” 
Artforum, March 4, 2013.

http://www.artforum.com/diary/id=40075

Kathinka Pasveer in Karlheinz Stockhausen’s OKTOPHONIE at the Park Avenue Armory. (Photo: Stephanie 
Berger)

kers just above ground level, another four forty-five feet up), zoomed around the space in a way 
that made mere quadraphonic reproduction seem rather half-assed. The volume wasn’t ove-
rwhelming, but the dimensionality of  the sound made for an immersive experience nonetheless.

OKTOPHONIE is part of  Stockhausen’s Licht (Light) cycle—seven operas, each of  which contains 
sections that also function as stand-alone works. OKTOPHONIE belongs to the second act of  Dienstag 
(Tuesday), the fourth opera in the cycle. According to the program—which also reproduces a section 
of  the unhinged-looking score as well as technical instructions such as “The rotations roughly fol-
low the pitch contour of  the glissandi: in the case of  a downward glissando the rotation descends, in 
the case of  an upward glissando it climbs again, more or less parallel with the glissando, and so on” 
[emphases the composer’s]—Dienstag focuses on the conflict between the angels Michael and Lucifer, 
and was inspired in part by the composer’s experience of  conflict as a teenager during World War II.

Attempting to describe the experience of  the piece itself  feels as futile as describing music always 
does. If  you’re a Stockhausen fan, you’d probably love it; if  not, probably not. As an enthu-
siast more in theory than in practice—I own one (rarely played) recording, 1968’s Stimmung, 
and have attended one previous performance, at Frieze Music in London in 2005—I enjoyed the ex-
perience without being truly awed. Perhaps the composer, who died in 2007, is a victim of  his own 
success, having become a major influence on composers in both academic and “popular” sphe-
res; it is difficult not to now find his work a little dated. So many of  the sounds here have been so 
thoroughly integrated into electronica and noise music that it’s easy to forget their originality.

Filtering into the ornate Veterans Room post-performance, clutching my free-drink ticket, I remembered a 
1995 gambit by the Wire magazine and BBC Radio 3 in which Stockhausen was sent tapes containing music 
by a clutch of  then current post-techno artists, and vice versa. This did result in the odd spark of  mutual 
admiration, but for the most part, the elder composer found the young pretenders’ efforts too repetitive, and 
the club kids noted their senior counterpart’s compositions’ undanceability. But Richard James, aka Aphex 
Twin, did at least offer the hand of  friendship: “He should hang out with me and my mates: That would be 
a laugh. I’d be quite into having him ’round.” Regrettably, if  unsurprisingly, the date was never arranged.
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Raimar Strange. “Portrait Rirkrit Tiravanija,” Spike, Spring 2012, p.60-71. 
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Mauricio Estrada Munoz “On Air” Code Couleur 13 - Centre Pompidou, May - August 2012, p.50-52. 
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Aude Launay. Rirkrit Tiravanija, Soup/No Soup, O2, N°62, summer 2012, p.69.

Rirkrit Tiravanija, Soup/No Soup

18 tasses de bouillon de légumes (environ 2500 ml), 5 tiges de citronnelle, 5 feuilles entières de kaffir 
lime (ou combava), 1000 grammes de tofu mou, coupé en carrés… 15 000 bols soit 5 000 litres de soupe 
auront repu 8 000 à 10 000 personnes au Grand Palais le 7 avril dernier.
Un silence quasi religieux régnait alors, vers 22h, quand nous sommes arrivés. Deux rangées de tables 
assez sommaires traversaient la nef de part en part ; il restait encore de la place pour accueillir de nou-
veaux convives. Le petit bol de carton en main, il fallut décider où nous asseoir : la tablée art contempo-
rain, aux côtés des curateurs de la Triennale et des artistes présents, ou, comme dans un restaurant ou une 
aire de pique-nique, parmi la foule des inconnus. La solution fut de manger un premier bol d’un côté et 
un second de l’autre. La première option fit que notre dîner ne différa guère d’un autre buffet de ver-
nissage, le chauffage en moins ! La seconde, recréant une certaine intimité au cœur de la tablée, sembla 
nous permettre d’apprécier plus aisément la situation. Nous installer à l’écart des personnes que nous 
connaissions nous laissa une plus grande liberté d’observation. Le calme était sans doute l’élément le 
plus frappant de cette soirée, renforçant la sensation d’un moment privilégié dans un tel bâtiment. Débar-
rassé des artifices par lesquels nous l’appréhendons habituellement – stands de foires ou autres dispositifs 
d’expositions qui font que, presque jamais, nous ne venons au Grand Palais pour voir le Grand Palais, ex-
cepté peut-être lors de Monumenta mais c’est là encore l’occasion de le parcourir au travers du filtre des 
œuvres qui y prennent place – le lieu nous apparut dans toute son immensité qui le rendait paradoxale-
ment moins tentaculaire : rarement nous avions pu le contempler d’un seul coup d’œil. Chacun semblait 
y avoir trouvé sa place. Tandis que certains se sustentaient joyeusement, des enfants improvisaient une 
course d’avions en papier, un homme exerçait sa voiture téléguidée… On a même entendu dire que, plus 
tôt dans la journée, un petit concert de guitare avait été improvisé.
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La différence d’avec tous les autres « événements culinaires » organisés par Rirkrit Tiravanija ? Princi-
palement les dimensions du projet comme du site qui l’accueille. Un traiteur et son équipe avaient pris la 
place de l’artiste en cuisine et des bénévoles d’Emmaüs étaient venus prêter main forte pour le service. 
Quelques-uns auraient même ensuite été embauchés par le traiteur, prouvant sans préméditation la validi-
té de « l’utopie sociale » parfois reprochée aux dispositifs de l’artiste. L’on pouvait être sceptique quant à 
la reproduction à l’échelle « institutionnelle » d’un concept qui a plus de vingt ans d’existence ; consécra-
tion ou redite, il était permis de douter. Pourtant, ce fut un moment fascinant que de voir le Grand Palais 
mué en coquille vide prête à accueillir toutes les interprétations possibles. Beaucoup d’amateurs d’art le 
peuplaient en effet mais il est tout à fait plausible de penser que la foule était plus bigarrée que cela, les 
médias ayant fortement relayé l’invitation à cette grande soupe populaire et gratuite servie au cœur d’un 
des joyaux de la République.
Faisant pour ainsi dire office de cartel, la recette était affichée sur un petit panneau, entre les tables et le 
buffet. Opérant presque comme une mise en abyme de l’œuvre, elle s’offrait sans mystère, aussi simple-
ment que le bol de soupe qui nous était tendu derrière. […] porter à ébullition et laisser bouillir 5 minutes 
pour parfumer […] jusqu’à ce que les champignons soient tendres […] réduire à feu doux et ajouter le 
lait de coco […]. L’art de Tiravanija ne se laisse toujours pas cerner par les définitions, il se déguste avec 
gourmandise.

Aude Launay. Rirkrit Tiravanija, Soup/No Soup, O2, N°62, summer 2012, p.69.
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Media Farzin. “FEAR EATS THE SOUL,” 
artagenda.com, April 2011. 

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

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

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

While some things, like the size and success of  Brown’s gallery, have changed, others have remained the same. 
Tiravanija’s installations of  the past twenty years have consistently focused on everyday activity. In the main 
space, window frames have been leaned against the entrance walls, next to shovels, crowbars, and brooms left 
behind by workers who had dug the small hole in the ground. The hole was then covered with a metal sheet, 
an indistinguishable makeshift manhole cover except for its slogan: “THE WAY THINGS GO.” (Back to 
the earth, perhaps?) The pit was used to prepare the meal that the artist served to guests at his opening, an 
ancient Mayan dish of  marinated pork that is slow-roasted by being buried a hole in the ground along with 
heated stones.

Cooking has defined Tiravanija’s two-decade career of  hospitable art-making. Several cookbooks, multiple 
cook-offs, and endless meals later, the basic recipe has changed little. In the recent show, the “soup kitchen” 
next door to the main gallery featured a weekly rotating menu drawn from various exotic and local cuisines (all 
recipes available online at soupnosoup.com). The artist put in several appearances, but much of  the work was 
done by assistants and hired helpers who amiably introduce visitors to the food and the work. But it would 
be a mistake to judge the work by the quality of  the conviviality it generates or even the connotations of  its 
recipes, despite their deliberate references to the artist’s ethnicity and his interest in difference.
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Media Farzin. “FEAR EATS THE SOUL,” 
artagenda.com, April 2011.

The exhibition’s title is more explicit about Tiravanija’s larger concerns, which might grandly be called the 
human condition. Ali: Fear Eats the Soul was the English translation of  Fassbinder’s Angst essen Seele auf. The 
film first appeared in Tiravanija’s Untitled 1994 (Fear Eats the Soul), a bar he constructed at Esther Schip-
per’s storefront gallery in Cologne that only served beer and cola. Fassbinder’s two lead characters, a German 
cleaner and a Moroccan mechanic, meet in the film’s opening scene over the aforesaid drinks, and commence 
an unlikely relationship that brings out their own deepest fears as much as the xenophobia and racism of  their 
surroundings.

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

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

         1 View of  Rirkrit Tiravanija’s «FEAR EATS THE SOUL» Gavin Brown’s enterprise, 
         New York, 2011.
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Media Farzin. “FEAR EATS THE SOUL,” 
artagenda.com, April 2011.

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

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

3 View of  Rirkrit Tiravanija's "FEAR EATS THE SOUL" Gavin Brown's enterprise, 
New York, 2011.
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Media Farzin. “FEAR EATS THE SOUL,” 
artagenda.com, April 2011.

5 Rirkrit Tiravanija, untitled 2011 (t-shirt, no t-shirt),
 2011.

6 Rirkrit Tiravanija, untitled 2011 (558 broome st, the future is chrome), 2011.
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t
Media Farzin. “FEAR EATS THE SOUL,” 

artagenda.com, April 2011.

8 Rirkrit Tiravanija, untitled 2011 (t-shirt, no t-shirt), 2011.

7 Rirkrit Tiravanija, untitled 2011 (558 broome st, 
the future is chrome), 2011.
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Joshua Decter, “Rirkrit Tiravanija, Gavin Brown’s enterprise”, Artforum, n°9, mai 2011, p 283.
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Lumi Tan. “Rirkrit Tiravanija, Gavin Brown’s enterprise, New York”, Frieze #140 July/August 2011.
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