
GALERIE JOCELYN WOLFF

INTERNATIONAL 
PRESS

PRESS SELECTION
2019-2022
 

Galerie Jocelyn Wolff | 43 rue de la Commune de Paris 93230 Romainville France | +33 1 42 03 05 65 | www.galeriewolff.com



Skip to content
Publication About Tique Art space Store Instagram

Features Six Questions Exhibitions Printed Matter Publication About Art space Store Instagram
Features

William Anastasi

Anastasi is one of the founders of Conceptual Art with, as well, with solid connections in his earliest works to Minimalism. In his work Anastasi delicately dissects the differences between
seeing and perceiving. He confronts the issue of presentation and exhibition itself and explores the question of “self-sameness” of objects – with tautological truths and perceptions.

All images Courtesy by the artist and Galerie Jocelyn Wolff

Anastasi’s practice is interdisciplinary, informed by physics, music and social thought. His sculptures, paintings, photographs have like his drawings consistently helped to define the mediums
themselves. Like his close friend John Cage, Anastasi is fascinated by the element of chance in creation.

Since the late 60s Anastasi developed his signature innovation of the use of process in what he refers to as his “unsighted drawings”. They were begun in 1963 and are ongoing in continually
developing strategies. Anastasi’s drawing practice embraces drawing as performance, the incorporation of chance, rigorous focus on the present and the body’s relationship to the drawing’s
execution. His referencing of the body in each of his various drawing strategies is evident from the smallest to the largest works. This is accomplished by a rigorously reduced phenomenological
approach where each gesture is tailored to its particular scale and method of execution. A series might begin by folding a paper small enough to fit into a tiny space – the pocket drawing or, in
the case of the subway drawing, by placing a small sheet that fits comfortably on his lap while in transit. The viewer later standing before these drawings senses the artist’s presence during their
execution.
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William Anastasi
Passion, 1967 - 2015
photomural, scaffold and pine plank Dimensions variable
Details : Photomural : 152,5 x 365,8 cm
Scaffold and pine plank : 91,4 x 426,7 x 61 cm, unframed
Exhibition view at Galerie Jocelyn Wolf, 2015.
Ph. François Doury

William Anastasi
Passion, 1967 - 2015
photomural, scaffold and pine plank Dimensions variable
Details : Photomural : 152,5 x 365,8 cm
Scaffold and pine plank : 91,4 x 426,7 x 61 cm, unframed
Exhibition view at Galerie Jocelyn Wolf, 2015.
Ph. François Doury
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William Anastasi
Continuum, 1968
gelatin silver prints mounted on aluminium Dimensions variable
Exhibition view at Galerie Jocelyn Wolf, 2015.
Ph. François Doury

William Anastasi
Exhibition view, „Camera aut o controle“ at Centre de la photographie; Genève, 2016
Ph. Centre de la photographie; Genève
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William Anastasi
Transfer, 1968
black and white video camera and monitor 25 x 41 x 51 cm
Exhibition view, „Camera aut o controle“ at Centre de la photographie; Genève, 2016
Ph. Centre de la photographie; Genève

William Anastasi
Exhibition view: „La Boîte de Pandore: une histoire de la photographie par Jan Dibbets“, 2016 at Musée d'art moderne de la Ville de Paris, 2016
Photo: Pierre Antoine_MAMVP
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William Anastasi
Without Title (One Hour Blind Drawing), 2012 pencil on paper
150 x 274.3 cm, unframed
Ph. Chloé Philipp
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SONY DSC
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William Anastasi
Without Title (Still Drawing, 5.20.12), 2012 graphite on paper
76.5 x 57 cm
framed
90.8 x 70.4 cm

William Anastasi - Tique | publication on contemporary art https://www.tique.art/features/william-anastasi/

7 sur 10 28/03/2022 à 16:58



William Anastasi
Without Title (One Gallon of industrial high-gloss enamel, poured), 1966/2013
high gloss enamel paint dimensions variable
Ph. Aurelien Mole
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ฎࢩԅᬯୟ᚜ྋࣁၶሿ҅ᘒฎਙᤈਖ਼ၾᣟ̶ᬯӞ୵᨝ጱ“ᇔᨶ௔”҅ᗌ०ԧ᫝ղ౲ᐒտଉᥢ҅෫

ወ౮ԅՈժ௛ฎᵙզቘᥴٌ᧍हጱܻࢩԏӞ̶
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Miriam Cahn֢̽ߝDecay̾

՜ժࣁ؉ՋԍҘ՜ժԅ֜ᩮ᫝᥃̵֛ᐻᶮ̵૲ჿጽᕖ҅ୟय़҅ࢀᚃ᮱ݻ፳ӧᎣݢ᧲ጱࣈොꂁ

ᒈҘ՜ժ՗ߺ᯾๶Ҙ՜ժฎই֜ࣁኮ૲౲ᕕӤತکᛔ૩ҘᬯԶወᳯୠᄓԭJocelyn  Wolff֖ԭ

Romainvilleጱᑮᳵ᯾҅ᬯ᯾ाӤጱኮ෫ӧଃ፳຤ᐿู҅ێๅٍܴᬼ௔҅ࢩԅਙժ՗๶෫ဩ᭗ᬦ

᧍हด஑“ྋଉ۸”̶ํ෸ᬯᐿ୩ᬼఽ୑ଉ୵᨝:   ᧘ই֢҅̽ߝጮՈᛗӤᜋఘ୯̾ҁWhite

Supremacy Porn҅12/15/19҂᯾ጱྜู࣋ว̶
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Miriam Cahn֢̽ߝB.t., 10.05̾

CahnጱኮӾ҅௔ڦଉଉ෫՗ړᬙҔӞӻᙄᙂݎᬡጱՈݻӞଷᘪᒈጱय़ઊᭆӤᬨ१Ӟ೦ҔӞӻള

Ӟӻጱۄ୽ဃفႮᮂၹବጱᜋ୸ደᭃԏӾ̶CahnኮᒟӥጱՈᇔ҅ᶎ੒፳ᦏٌ᫟֛ہᐶᛔ᫝ጱᐿ

ᐿఘ୵҅ӧݎӞ᥺҅ᘒ՜ժᗝ᫝ጱᷚวᜋ᧣ᬦԭᅬᅾ҅ᵙզᤩ୭فձ֜Ӟᐿطᨏ̶ᬯԶ᫝֛ፗ

ᶎᛔ૩ጱಽಯ҅ێզࣙਧጱ঵ாፗᒈԭኮ૲౲ᕕᶎԏӤҔ՜ժဌํᭈ᪒҅՜ժ੪ࣁྌ҅ࣈྌ෸

ྌ̶ڰCahnࣁJocelyn  WolffӷᳵኮୁԈېጱ઀ᥦ೜ํӞӻݶوጱਁݷ:   “౯ժጱܖො”ҁNotre

Sud҂҅ิᐏ፳ࣁഭक़ᬦᑕӾ౯ժྯӻՈጱ᥯ᜋಅ҅ࣁᬯӞᬦᑕሿݷ݈ࣁ“ᕮ຅ጱ”౲“֛ګጱ”

ፔ፳౯ժވ෸ṛଶٍ᨝݈ຄଶཛྷᔡጱොဩᩙԨٌ୵᨝̶෫ᦞ՜ժጱ፲፺ฎݶCahnአӞᐿ̶ێู

፡҅౯ժ᮷݇ӨٌӾ̶՜ժᑯ᭐ԧ౯ժ᭄҅ᵋ፳౯ժ҅׎ܨ౯ժᙧᬦ᫝݄҅ଚࣁஉᳩӞྦྷ෸ᳵ

᯾ᖀᖅᬯ໏؉̶
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Miriam Cahn֢̽ߝNichts̾

ՈժአӞᶎࢵ෪۱᥄፳Ӟ᷋Ӿৼᅨ୨ፗളಒݻॡᴡ̶ᰡᬊ੘೜ํ8܉ӡଙጱ܎ᤗ๗Ҕᘒ٠Ԫධ

Ӥӡጱᅨ୨Ꮶᇆ֢ԅᳬᘋጱ٠ᴚ܉ጯଙ๶҅౮܉Ԓӧտ೮ᖅ᩻ᬦ80ᑁ̶پᤈۖଃ๶ጱషఌఽܛ

ឍ᥿ۤᒍ໇௳ྯࣁӞӻจቖ̶՜ժਯᑍ०໒ԏՈҁless-than-human҂ጱ᫟֛ฎݢᅋᕷጱ̶ؾၝ

ਸ਼ጱන੘ᏦᇆғᬯԶᏦᇆ᭗ᬦ᫝๋֛ᚈ๋ܳفৼ᯾ൊݗጱێᮎԶ՜ժᦊԅ୑ᒒጱ౲ӧٍኞԾݻ

୧ጱࣈොᬰ̶فଂࢵਖ਼०໒ԏՈጱ᫝֛੗҅ܦইྌဌํձ֜ӳᥜݢզེٚᬰف౲ᐶ୏ਙժ̶᧔

ᦾጱᚆێԞᵋԏၾ०̶ጼᙐၾ०̶ෛࣳጱ०໒ԏՈጱᙂู֛ᶂࣁ෭طԏӥ̶
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Miriam Cahn֢̽ߝAtombombe, 07.09.1991̾

ਙپԒ੪ฎ႖֛ጱ୵ா҅឴ݐԧᰡزᔰ࿔۸෸ӧݶᇫாጱࢥᐿ᷏ᜋғᔇ̵ᖖ̵Ἆ҅զ๋݊ᕣ୑

ᬯٍᙂ᫝౮҅ݸӻᴤྦྷ̶ᆐࢥ࿔۸ጱک෸፡ݶӞӻ᫝֛Ӥݶࣁզݢ᠗̶ํ෸҅౯ժط෸ጱᐇݒ

ԅԧӞᶎទ଒҅ݍ੘ڊᅨ୨ጱশ̶ێ
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Miriam Cahn֢̽ߝTo the right, quick!̾

ಅํᬯԶ᮷ᤩ୯୽̵ᤩ᯿ෛփඎғӞޮ7ॠ̵24ੜ෸ݢᥠ̶ᬟहጱݚӞᒒ҅᫟֛Ֆᤩᥤ֢ฎԅ

Ո҅՜ժਯᑍᛔ૩੒ಅݎኞጱӞྺڔӧᎣఘ̶ᬊ੘ശ֛ฎ՜ժጱਞԔᑾ҅ฎӞӻӧෙीᳩጱڡ

ᤅӨᎪᅍጱڊտႴ။ӧෙფ᧡̶ࢿӞጱᶾࠔᕪၧฎӮኴ௔ጱ᧍᥺̶ᬟह౮ԅԧ޾մӱ̶ᬊ੘ڠ

य़ᚹٖ׆Ҙ᧡տࣁ౯ժྒݸ᧨ᦞ౯ժҘ୮ಅํጱ፲፺᮷ᤩᅑօ҅᧡݈ਖ਼ᦕ஑ᆬጱ᭛ଶҘ᧡๶ԅ

౯ժጱᚕྍᦇහ҅୮౯ժጱ݌ᚕ૪ӧ॔ਂࣁҘ᧡඿Ḟ෕ཾፑᬟᴠੴҁFrontex҂੒౯ժᛢ१ጱ᭛

ٟҘ౯ժጱᇌἸտᤩӞӻ෫Ո๢᫫կᖽٺԅӞԀහਁހҘ౯ժጱᚕܦտ౮ԅ૤य़ጱ෫୵๐࢏ۓ

ጱහਁٖਂӾᳬᳬطݎጱᖖᜋᅉᆎހҘ
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Miriam Cahn֢̽ߝHerumliegen/Fremdkörper̾

ઃਵ࣋᯾ᤩᙏᥴਂၚࣁᤈਖ਼ၾ᭙̶ဌํउ૱౲༏຋̶Րํጱۖᇔ҅ฎᮎԶڔӻӮᕉզ๶҅Ӟپ

ӥ๶ጱۖᇔ̶ਙժᑯᬦӞӻᑮ෹ԏ҅ࣈဌํጼᙐԞဌํٖᚍ҅֕ਙժํᶋଉᦄᥧጱᤒఘ̶ਙժ

ฎ“०໒ԏՈ”ࣁ፥ਫᬟᖭጱᙩ̶دਙժᒵஇ፳ᬟह᯿ෛ୏න҅ྯ22ੜ෸୏නӞེጱӞ๵ຄٌሀ

ᑳጱ᭗̶᭲ํԶ᭗ᬦԧ̶֕ဌํӞӻࢧ๶̶ᬟहጱݚӞ१ՋԍԞဌํ̶ਙժӾጱ຤Ӟӻ੒֦

᧔ғ“౯మᥝ֦ኮӥ౯ࠔӞጱᙆ̶؟”᧡տԅᮎԶᤩᥤ֢०໒ԏՈጱኞࡆ޸୸Ҙ᧡տࣁᬟह᫡

ӥ҅᧡݈տਖ਼঄ጱ᫝֛නࣁᬟኴಅࣁԏ॒҅զතᵞ᩼ᬦྌࣈጱᚕ֢ܦԅᦤഝҘ᧡տഗ᩸ᮎԶݝ

አ՜ժጱᚕᭈ᪒ጱՈӶӥጱಋҘ੠ࣁ्ݞኮ૲Ӥᅨ᤯҅ճ֡Ӟ᷋ᅨ୨҅Ջԍ᮷ဌํኸӥ҅ᴻԧ

᭜౯ڠҘᴻԧ֦҅ᬮํ᧡඿؟୑ᙆݒ౯ժጱ֢ګ௔ጱ᫝֛ٖ᮱̶᧡඿ࣁӮኴ઀ᐏ֢ԅᕍᔙक़ݻ

ժᙂ֛ጱ᷏ᜋ҅୮ྨ۪অਮ૪॓ٵঅࣁ૱࣋ӤกᎱຽհܕڊᛔ૩Ҙ
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Miriam Cahn֢̽ߝBlau̾ 

֦᧔ғ“౯ӧᕳձ֜Ոኮᙆ̶֦؟ᵙ᭲஫ԧ֦૪ᕪ᭳०ԧ֦ጱᶎ৿Ҙ”ࣁӮኴྪᅋ12ڹӡ2 ଙ܉ 

ጱ຤Ӟॠ֦҅٬ਧአӞӻᔜᏟጱ؟ࢶ੒ړᥴጱሿਫᬰᤈ᫨ᦲ̶፥ྋֵ֦ఽي᪁ጱฎಾᴻ᚜ጱۖ

֢҅ᘒӧฎ݄ൈᕲਙ̶֦՗ᛔ૩ӧड़໒ጱՈ୵୏ত̶ىԭਙጱᔜێᬦ̵ۃਙጱᴡڟԏ࿈̵ਙጱ

᦬ಅጱ໩ໜ҅՜ժአ޾ፊሄ̵೔ኸӾஞ޾ԧᔜᐟየᴺݐ෸҅՜ժ५ݶᖖᔰ̵ਙጱཿᅉ̶Өྌݨ

Ոᔄጱᚇᙓਖ਼ٌἒࣁӞ᩸҅൫ୌڊӞແ“Ո௔ԏ੻”̶࿞ᬱဌํՈտ֘ࣁ᯾ᶎ̶ᬯਖ਼౮ԅ՜ժీ

ைጱᕉஷᏧ̶ࣁ౯ժڊኞԏ҅ڹ᧡ਖ਼ڠ᭜౯ժጱਁݷҘ᧡տ൴ۖხ࿜਎ৼጱ࿜Ӿ൴ᓯҘ
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Miriam Cahn֢҅ߝUntitled 

౯᧔ғ“౯మᥝ֦ኮڊ౯ࠔӞਂࣁጱᙆ̶؟౯మᥝ֦ᕳ౯ኮጱᬯଏᙆ֢؟ԅӞղݳဩ෈կ҅զ

ྌݍ੒඲଱੒౯ጱՈኞಅ֢ጱൈᬿ̶՜ժտݎሿ౯ଚဌํᬦ՜ժמզԅጱ௔ኞၚ̶՜ժտኸ఺

ᬯԶ̶מጱၹᡗ̶՜ժӧտፘطݎਫฎٌݎ౯ಅ೜ํጱӷӻಋᛍԏӞ̶՜ժտ፡ᥠ౯ጱ१҅ک

֦֕տ؟፥ቘӞ໏ڠ᭜ਙժ̶֦ਖ਼አ୊ᖅ8܉ӡଙጱᰡጱደᭃ๶ᕲګᬯଏ̶؟ࢶ”֦᧔ғ“֦ဌ
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ํ఺ᦩکᬯӧฎ֦ጱᙆހ؟Ҙ֦տ಩֦ጱ᚜޾ձ֜Ӟӻ᩻᱇ᙂ֛ञፘႰႝހҘ”ંԭ֦ጱ᠗ᜋ

ጱ୩ଶ҅ਖ਼୚ᆮᬯӻӮኴጱᦇᓒ๢޾ྋׯ؁ࣁጱ໐ኪᒊጱᤒᶎ҅ঀՈጱᙈৼႹႹၶሿ̶Ԑಓᮏ

౲ྒԹ̶ᜋ୸౲ྒԹ̶ᕲኮ౲ྒԹ̶

Miriam Cahn֢̽ߝSchlafen̾

ඐ෈ | Élisabeth Lebovici

ᘉᦲ | ᰦӞ Unezzz

ᖫᬋ | ๟ӳ෭ Riri Chu
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century. On the adjacent wall, a triptych comprised three canvases, 
each just under a foot square and bearing one black imprint. The work 
was accompanied by another triptych of the same dimensions, each 
with one saffron imprint, scattered across the wall. Seen together, the 
intact and dispersed triptychs, both 2017, evoked the fi nal stage of 
replication during which newly produced virions burst from their host 
in search of neighboring cells to infect.

Opposite these apparently infected walls, the juxtaposition of two 
older paintings on a sliver of wall between two large windows 
addressed the here and now in more physical terms. Echoing the tall 
arched windows of the gallery’s facade, a small tondo bearing three 
burgundy imprints (1997) was hung just above an oblong rectangular 
canvas with six black imprints (2012). The tondo was originally made 
for a 1997 exhibition at capc Musée d’Art Contemporain in Bordeaux, 
France, in which Toroni showed numerous similarly painted wine-cask 
lids. And while this peculiar support and the wine-colored paint con-
nect the tondo to another time and place, this work inevitably takes on 
a new signifi cance according to its current context. In this case, the 
visual link that Toroni set up between his paintings and the windows 
seemed to mock the famous comparison of painting to a window in 
Leon Battista Alberti’s De pictura (1435). 

In a group of six painted collages from 2020, Toroni engaged 
directly with his own past. An important aspect of his practice, his col-
lages typically feature original photographs, invitations, and other 
archival ephemera related to the artist’s previous exhibitions. In one 
such piece, Toroni made fi ve orange imprints over a collage of photos 
taken at four different exhibitions. At the bottom of this composition, 
a photo depicting a painting Toroni made on a glass wall at Collection 
Lambert in Avignon, France, in 2004 perfectly illustrated the artist’s 
ability to cleave—in both senses of this word—distinct realms, whether 
temporal, spatial, material, or social. In the photo, the glass marked by 
Toroni’s imprints separates a Lawrence Weiner text work inside the 
exhibition space from the donkeys and chickens mingling outside. And 
yet while it stands between these two scenes, Toroni’s painting also 
incorporates both. Other photos in this collage document a 1978 exhi-
bition at the Kunsthalle Bern in Switzerland, a 1992 outdoor installa-
tion in Waiblingen, Germany, and a 1993 show at Galerie Tschudi in 
Glarus, Switzerland. By combining these far-fl ung souvenirs and then 
overlaying them with his signature imprints, Toroni effectively col-
lapses many layers of space, memory, and history to create new works 
of art for a new moment in time.

—Mara Hoberman

Miriam Cahn
GALERIE JOCELYN WOLFF

For feminist artists coming of age in the 1970s, painting was mostly a 
medium to be rejected. Miriam Cahn, for instance, started out draw-
ing, creating large-scale chalk and charcoal pieces on the fl oor. It was 
only in the mid-’90s that she took up oil painting. A pair of consecutive 
but overlapping presentations in Galerie Jocelyn Wolff’s two spaces 
featured almost fi fty works: One chapter represented that transitional 
period of the ’90s, presenting the artist’s little-known but crucial 
experiments with painted color; the other displayed her most recent 
work in oil. Collectively titled “notre sud” (Our South), the shows did 
not so much tell a story of progress as offer different perspectives on 
Cahn’s work.

Chapter one, which comprised color sketches of animals, plants, and 
humans in diverse painterly mediums that looked like they were glowing 
from within, engaged with issues of the body, sexuality, nature, and war. 

What appears to have concerned 
Cahn in these works, more than 
exploring the color spectrum, was 
carrying over the rapid, corporeal, 
performative working methods and 
immediacy from the charcoal draw-
ings. This was particularly evident 
in her work with primary-color 
pigments, which she had rubbed 
onto a series of concrete slabs in 
KÖRPERLICH (Physically), 1994, 
and pushed around paper with 
fi ngers and brushes in was mich 
anschaut (Looking at Me ), 1994, 
a sequence of faces mutating from 
owl to human. For watercolors 
such as träumend (Dreaming), 
1995, portraying in profi le a recum-
bent fi gure with a bright-red phal-
lus and breast resting her head on 
poisonous yellow ground, Cahn 
allowed streams of paint to run 
down the vertically affi xed paper, 
but in oil paintings such as Sara-
jevo, 1995, she layered pigment on 
canvas to create the intense contrasts and blurred outlines of a veiled face. 

Though Cahn’s more recent oil paintings on canvas and wood in 
chapter two were less luminous, they were also larger and more com-
plex, dealing with a wider range of subject matter. Disturbing scenes of 
barren landscapes with exposed bodies drowning, giving birth, mas-
turbating, or penetrating or punching each other evoked issues high-
lighted in the media, such as sexual violence or the refugee crisis. 
Quickly sketched works, which had been temporarily set aside and 
reworked, as indicated by their multiple dates, also allowed for mul-
tiple, incongruous interpretations. In IM DUNKELN (In the Dark), 
2019, a scene of sexual violence—dim but for the oppressor’s bright-red 
lips, single nipple, and erect phallus—the ghost of an earlier version in 
the form of another arm still showed through, adding another layer of 
ambiguity to an image that could not be classifi ed in familiar terms of 
pleasure or pain, rape or porn. A precisely sequenced digital slideshow, 
das serielle denken (The Serial Thinking), 2020, revealed the various 
stages of Cahn’s paintings. These images made clear that the artist’s aim 
in redoing a painting was not to make it better but to make it differ-
ent—perhaps to consider excluded possibilities. Though Cahn’s layer-
ing and reworking relied directly on the material properties of oil 
paint, the approach also recalled her drawing practice and her writing 
process. When crafting the text torture pictures in may 2004, in which 
she describes the relationship between one of the infamous 2003 Abu 
Ghraib torture images—of a female soldier holding the leash of a 
collapsed prisoner—and a performance by VALIE EXPORT, Cahn 
restarted eight times.

As epitomized by the title “notre sud,” which alludes to the body as 
much as to geopolitics, gender identity and oppressive relations, 
whether sexual or other, need to be reassessed according to diverse 
cultural and subjective perspectives. By confl ating categories such as 
personal/political, man/woman, human/animal, and painting/drawing, 
the artist questions fundamental hierarchies. What made this exhibition 
satisfying—despite its diffi cult-to-stomach images—was the way in 
which Cahn’s complex ideas about nonbinary identities emerge from 
her long-standing, corporeal engagement with her medium: the material 
realities of color and paint. 

—Elisa Schaar

Miriam Cahn, 
IM DUNKELN
(In the Dark), 2019,
oil on canvas, 
707⁄8 × 551⁄8".
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Entrevistas

DIEGO BIANCHI. LA
NECESIDAD DE NO SABER

Diego Bianchi (Buenos Aires, 1969) proyecta su práctica artística como un sistema de

relaciones sensibles que entrecruzan nociones de cuerpo, urbanidad, escultura en directa

observación del contexto, el comportamiento humano y la institucionalidad.  Su praxis se sitúa

desde el encuentro con lo ajeno y lo desbordado. En aquellas relaciones que Bianchi establece,

emerge desde la confusión una forma de conciencia desplegada del mundo. Por medio de la

tensión entre lo estable y lo inestable en los sistemas que Bianchi concibe es que aparecen

preguntas sobre la fluidez de los cuerpos, el desplazamiento de la identidad y la sensualidad. 

Il Posto Documentos, en su tarea de difundir, conservar y estudiar el arte contemporáneo

chileno y latinoamericano, invita al artista Diego Bianchi –parte de la Colección Il Posto– a

visitar Santiago de Chile. Durante su estancia, además de conocer a distintos artistas e

instituciones artísticas chilenas, participó en una conversación pública en Il Posto Documentos,

donde se trató de poner en tensión asuntos relevantes que se desprenden de su práctica. 

Creo que los museos prefieren trabajar más con artistas muertos que
con artistas vivos, que inclusive hay cierto temor a las propuestas de

los artistas por complejas problemáticas. Pero creo que es una
práctica que se está difundiendo, que hay muchos proyectos en los

que invitan a artistas a ponerse en “diálogo” con algunas de las
piezas o con alguna colección o con algo del museo. Me parece

saludable.

Antonio Echeverría: Dado que acabas de presentar en el CA2M en Madrid tu muestra Táctica
sintáctica, que desarticula la colección de la institución al entrar en tensión con las piezas y

los ejercicios museográficos que creas, me gustaría empezar preguntándote por el de devenir

en esta práctica institucional.  ¿Cómo se establecen estos vínculos con las colecciones

institucionales? y ¿cómo tu práctica ahonda en este ejercicio?

Diego Bianchi: En principio creo que surge como una inquietud de las mismas instituciones.

Como instituciones ligadas al arte, atraviesan contradicciones intrínsecas: por un lado, la

función de “museificar”, cuidar y valorizar lo que poseen, una política en relación a los objetos y,

por otro lado, no quedar tan apartadas de las prácticas contemporáneas, tan alejadas del

presente, para no convertirse en depósitos, en cementerios casi. Es una contradicción que

existe en la misma institución. Una contradicción no resuelta… entonces, en principio, cuando

llega este tipo de invitación, este tipo de problema, me generan algún fastidio instintivo, porque

siempre es más fácil trabajar en relación con la propia obra, pero enseguida entiendo que el

problema es clave, que es interesante lidiar con esta especificidad, y que involucrarse con el

tema abre muchísimas posibilidades.

AE: Por eso mismo estaba pensando también quizás que este devenir, que aparece como una

práctica institucional, también podría considerarse una práctica contra institucional dentro

de los límites de esta. En el fondo, una práctica de desarticulación, de desajuste y de desarme.

DB: Sí, por eso digo que hay una contradicción porque todo lo que se le propone al museo es

algo que al museo le provoca recelo, genera cierta intranquilidad. Creo que los museos

prefieren trabajar más con artistas muertos que con artistas vivos, que inclusive hay cierto

temor a las propuestas de los artistas por complejas problemáticas. Pero creo que es una

práctica que se está difundiendo, que hay muchos proyectos en los que invitan a artistas a

ponerse en “diálogo” con algunas de las piezas o con alguna colección o con algo del museo. Me

parece saludable, porque el museo, que funciona como un archivo, no solamente se encarga de

protegerlos, sino que lo pone en circulación y en diálogo con el momento que les toca atravesar.

Vistas de la exposición “El presente está encantador”, de Diego Bianchi, en el Museo de Arte Moderno de Buenos

Aires, 2017. Cortesía del artista y del museo

AE: ¿Cómo ocurre esta fricción en la práctica?  Se enfrentan miradas, por tu parte, estrategias,

dispositivos que utilizas para inclinarte hacia una desestabilización de estos sistemas

institucionales ¿Cómo se traduce esta clase de resistencia simbólica, si es que existe, por

parte de las instituciones?

DB: Sí, no sólo simbólicas, son resistencias reales. También la institución tiene todo un aparato

burocrático sobre el que se establece, entonces entra en fricción todo el sistema del museo,

desde el tema de seguridad, hasta cuestiones legales, económicas, laborales, etc. Aparecen

millones de problemas. Por ejemplo, en El presente está encantador se planteaba generar con el

espacio residual que rodeaba la sala un larguísimo pasillo con determinadas características para

que las personas que lo transitaban atravesaran diferentes relaciones con la arquitectura.

Entonces, planteaba leves distorsiones en el ancho del pasillo que yo pretendía que se

ensanchara y angostara en diferentes tramos, o que los escalones variaran progresivamente su

medida, todas ideas que eran por supuesto imposibles de implementar ya que ya todo está

reglamentado y el museo es la institución perfecta que debe cumplir con absolutamente todo lo

reglamentado.

Hay muchos ejemplos, desde la situación de iluminación, la distancia que hay entre las obras y

todas esas cosas que parecen que no son simbólicas, pero sí lo son, porque están basadas en

convenciones en relación a cómo debe apreciarse el arte. Algo que fuimos aprendiendo a lo

largo de más de doscientos años de historia de la institución museo. La lectura de las obras es

variable porque una obra es sensible a la relación con otra obra, a la altura en que está situada, a

las distancias, al baño de color… cambiar la relación aparente y física también transforma la

relación simbólica.

También que el museo está justificado en su función pedagógica. Debe enseñar e informar,

entonces cuando se cuestiona también el sistema en que esa información está dada genera

rispidez, porque estamos acostumbrados a que esté la cédula correspondiente con el título, la

fecha y los materiales, pero qué pasa si esa esa cédula está más lejos o está en el piso o no está y

el nombre es un acertijo. Se suceden muchos cuestionamientos, porque si bien el planteo inicial

se presenta como pura disponibilidad, los límites aparecen muy pronto, muy fuertes, muy

presentes, y en la negociación se va moldeando el trabajo.

Vivimos con los objetos, compartimos tiempo, experiencias,
intimidad, para luego descartarlos sin reparo. Yo siento cierta

responsabilidad con los objetos que utilizo, con los que consumo, con
los que encuentro en la calle, como si fueran casi mascotas perdidas

(risas). No sé, creo que tengo la obligación de llevármelos.

AE: En ese sentido, en la relación específica que hay con los objetos, me parece que existe una

cierta práctica de animismo. Es decir, de afecto por los objetos con los que te encuentras, con

los que trabajas. De ser así, ¿cuál es el tipo de afecto particular que surge con estos objetos ya

institucionalizados, que tienen estatutos distintos a los objetos con los que comúnmente te

encuentras? ¿De qué manera eso transforma la relación sensible con la que te relacionas con

ellos?

DB: Para poder trabajar intento no hacer diferencia entre objetos comunes y objetos

“especiales”. La relación no es afectiva en principio: se vuelve afectiva como consecuencia de

una experiencia en común con el objeto… suceden varias etapas de acercamiento y

observación. Ante cualquier objeto se presenta una observación básica, formal, que tiene que

ver con el color, el peso, la textura, el material, que después puede pasar a otro nivel de

observación más deductivo y tiene que ver con el uso de ese objeto, cómo fue fabricado, de

dónde viene, cuánto tiempo hace que existe, etc. Y podemos extender esa percepción de los

objetos considerándolos en un nivel más poético, pensando a qué se parece, a qué nos recuerda,

a qué cosas no se parece, o cuáles son sus antagonismos. Toda esa información está dando

vueltas y está ahí presente cuando trabajamos con objetos de cualquier categoría. Cuando

trabajo trato de considerar el objeto de arte fuera de su categoría especial para poder trabajar

con él, para poder conectar desde distinto lugar. 

Creo que los humanos tenemos mucha relación con los objetos que nos rodean, estamos en

contacto directo y constante con ellos, los tocamos permanentemente, es hasta erótica la

relación que establecemos. Hace poco vi a un hombre que orinaba en un mingitorio y sostenía

con una mano su pene, mientras que con la otra mano posteaba en Instagram… es gracioso ver

todas las asociaciones posibles que pueden hacerse.

Vivimos con los objetos, compartimos tiempo, experiencias, intimidad, para luego descartarlos

sin reparo. Yo siento cierta responsabilidad con los objetos que utilizo, con los que consumo,

con los que encuentro en la calle, como si fueran casi mascotas perdidas (risas). No sé, creo que

tengo la obligación de llevármelos. Pienso, “esto va a entrar en otro sistema donde va a ser útil”,

y lo que estaba tirado en la vereda va a terminar… no sé, lejos, en otro sistema de valor, o

generando una sensación estética y convirtiéndose en la clave de algo. Cierta empatía con la

categoría de lo bajo, con lo que está descartado, con lo que está a punto de desaparecer, con la

esperanza de poder redimirlos.

AE: Al prestarle atención a tantas cosas comienzan a aparecer problemas. Esta abundancia de

cosas, de objetos, de encuentros, de dispositivos, etcétera, supone también la necesidad de

tomar decisiones respecto al equilibrio, el desequilibrio, el control y el caos en relación a

ellos. Todos estos contrapuntos que se encuentran en tu trabajo, en el fondo, son

fundamentales, son los que producen la experiencia. En ese sentido, y habiendo leído un texto

en donde se hablaba sobre las máximas de Bianchi, me parece súper interesante pensar en

ello. ¿Crees que existe algún tipo de ética relacionada a tu práctica, de decisiones, de

jerarquía?

DB: No sé si nombrarlo como ética. Hay un modo de entender la práctica, una especie de

filosofía que se puede definir como continua, porque no tiene objetivo ni fin, sino que más bien

se trata de establecer la relatividad como norma, como una posibilidad de variación de todo lo

existente. Esto me permite acercarme a las cosas, a los materiales, a las situaciones, al trabajo

de los otros con una disponibilidad especial.

Antes nombraba los problemas, sobre todo en nuestros contextos latinoamericanos, que

siempre los entendemos como una imposibilidad constante que nos separa de lo que tenemos

deseo de hacer, como lo que se interpone entre la voluntad y los objetivos. Pero cuando

entiendo que el objetivo es difuso, el problema también se debilita y puede llegar a ser incluso

una herramienta que me aleje de mi intención inicial para conducirme a resoluciones que no

conocía de antemano, que exigen toda mi capacidad para sortearlo, y me parece que esa es la

ética con la que yo me acerco al arte: encontrar nuevas formas, nuevas soluciones que

visualicen la lucha constante que libramos contra la imposibilidad.

Me parece muy necesario saber atravesar esos momentos de no
control, esos momentos de no saber o de incertidumbre. No me

interesan en general las obras que no atraviesan ese proceso porque
siento que no sucedió lo alquímico propio del arte, lo que para mí

permite un encuentro inédito, una sorpresa aún para su autor.

AE: Lo que dijiste me parece muy importante. O sea, lo difuso no es una cuestión que

podamos evitar al hablar de tu trabajo y a mí me gustaría preguntarte por la idea de la

confusión. La confusión que creo que se devela en dos situaciones. Una es la confusión como

parte de la práctica, como una manera en la que aparecen estos objetos y situaciones, como

una postura en tu práctica, y por otro lado, la confusión que se produce con el espectador en

el encuentro con las obras. 

DB: Por un lado, generar confusión me parece en principio atractivo, si bien nunca me lo planteo

como objetivo sino más bien lo contrario… por lo menos que el arte genere confusión me parece

como un buen primer paso. Creo que mi trabajo atraviesa, y yo mismo atravieso, muchos

momentos de confusión. Me parece muy necesario saber atravesar esos momentos de no

control, esos momentos de no saber o de incertidumbre.

No me interesan en general las obras que no atraviesan ese proceso porque siento que no

sucedió lo alquímico propio del arte, lo que para mí permite un encuentro inédito, una sorpresa

aún para su autor. Y generar confusión en el público es en parte hacerlo partícipe de esta

situación. En general, en las instalaciones genero un tipo de “bombardeo” de estímulos; a veces

más sutil, a veces más evidente; creo que estimular los sentidos, activar el cuerpo con

determinadas cuestiones sensoriales, predispone la observación, para después sí conectar con

los indicios, los sentidos, las claves con las que se puede desentramar el aparente caos. Hay

mucha diagramación en cualquiera de mis trabajos, hay muchas leyes, muchas seriaciones,

muchas situaciones sintácticas que me impongo para trabajar y me gusta que estén visibles; no

me interesa ocultar datos, más bien lo contrario. Me gusta que la gente perciba esas puntas de

ovillos de las ideas, que entienda que eso conduce de una cosa a otra, que hay relaciones e

interrelación entre el arte y la realidad. A veces es algo a nivel perceptivo. Me interesa mucho

trabajar en el nivel perceptivo y en el nivel físico también, que los cuerpos entiendan cosas, y

que el arte no se reduzca a un proceso mental, sino que los cuerpos generen reacciones,

lecturas también, que aparezcan la vergüenza, el asco, la risa… ¿Será parte de la “confusión”?

Puede ser, pero una confusión positiva que genera una apertura perceptiva que permite

conectar a varios niveles.

AE: También hay un tema que tiene que ver con los recuerdos de las exposiciones.

Aparentemente, por algunos textos que se han escrito, se sugiere también que cuando uno ve

una exposición tuya, como por tal abundancia de cosas, uno tiende a priorizar quedarse con

algunas de ellas, mientras que otras simplemente se olvidan e incluso pueden aparecer en

sueños, etcétera. Como que entran en otra dimensión sensible, una dimensión psíquica

incluso.

DB: Recibo a veces mensajes de personas que me dicen que soñaron con alguna exposición mía

y cuando me empiezan a contar suele ser algo fantástico, pero completamente alejado de mí.

Pero hay algo que conecta con un recuerdo físico y experiencial que se lleva en el cuerpo, y que

vuelve de otra forma. Otro comentario lindo que a veces recibo como respuesta es que, después

de ver una exposición mía, la siguen viendo por la calle, como expandida en la ciudad y en otros

ámbitos. Hay gente que dice que se encontró un “bianchi” en una ventana de la esquina.

AE: Me gustaría volver un poco a la exposición más reciente en Madrid.  Al compararla con la

exposición en el Museo de Arte Moderno de Buenos Aires, ocurren situaciones distintas en

relación a las obras, que tú mismo me lo sugeriste. En el Moderno había una danza, la sala

parecía un espacio de baile, un encuentro, los cuerpos estaban liberados de alguna manera.

En el caso del CA2M, me parece que ocurre una cuestión que es distinta, o al menos se

expresa en una dimensión que difiere un poco de eso, que tiene que ver con que las obras de

la colección se encuentran atrapadas entre objetos, atrapadas en dispositivos. También hay

situaciones que son más frías, aparentemente parecen más calculadas. En ese sentido, ¿cómo

cambia la sensibilidad específica con la que tú te aproximas a la colección dependiendo de la

especificidad técnica de la colección, entendiendo que la colección del Moderno es muy

distinta a la del CA2M?

DB: Especificidad es una palabra que me resulta clave porque entiendo que no hay una fórmula

para acercarse a cada problema. Cada circunstancia exige una respuesta especial. Por eso es

que cuando se comparan las dos muestras resultan completamente distintas, si bien partieron

de un planteo similar. En el caso del Moderno, la selección estaba sobre todo centrada en

esculturas, donde en la mayoría se representaba el cuerpo humano. La acumulación de estas

esculturas en el espacio central de la exhibición con distancias mínimas entre ellas, sumada a

cuestiones lumínicas de oscuridad y estrobos que generaban sombras cambiantes, así como las

paredes espejadas y facetadas, generaban un ambiente que se podía asociar a la pista de una

discoteca poblada de presencias deformes. Esta idea se volvió central y me ayudó a organizar el

resto del espacio.

En el caso de Madrid fue completamente distinto. Primero no tenía relación afectiva, podría

decir, con los artistas que participaban. A la mayoría de las obras no las conocía previamente.

Además, el museo tiene una colección muy grande de fotografías de los años 90 en formatos

grandes. Era obvio que había que focalizarse en esa particularidad. Eso provocaba un punto de

partida completamente distinto al anterior. El tipo de displays y los formatos grandes

generaban situaciones espaciales que exigían trabajar de otra manera. Mucho del proceso se

realizó a distancia y a partir de una maqueta en escala. Esto hizo que el proceso incluyera una

parte proyectual más desarrollada, y es por eso que a simple vista pueda parecer calculado y

frío. Pero, transitándola, había muchos detalles para descubrir y se proponía al espectador una

observación casi performática, ya que su misma presencia circulando por rampas, plataformas,

escenarios, o indagando en los recortes o descubriendo obras ocultas, generaba situaciones

para el resto de los visitantes.

Las obras fueron elegidas en principio en base a temáticas que tenían que ver con el cuerpo, la

arquitectura o el mobiliario; después eso se fue ampliando y también apareció una atención

especial a los formatos, para que fueran grandes en general. Luego, en otra etapa, la disposición,

la escala y la tensión con que cada obra aparecía generaron situaciones arquitectónicas

espaciales en relación a cada una de ellas. Cuestionándonos qué podría suceder si el museo no

es solo un soporte pasivo, sino que el museo puede ser flexible y modificarse en relación con las

obras, generando espacios y modificando la arquitectura.

Pensaba que, con la incorporación de materiales blandos, materiales
que apelaran a la tactilidad, además de cuerpos flexionados, o cosas

que se pudieran estar pudriendo o modificando durante la exhibición,
iba a devolverles esa fisicalidad a los cuerpos que estaban encerrados
dentro de las fotografías y dentro de los marcos. También en la forma

de disponerlas en el espacio; procuré que fuera siempre en una
relación de tensión con el espacio, exigidas como si las mismas obras

estuvieran ejercitándose.

AE: Surge también la pregunta por la fotografía en sí misma como género, que hace aparecer

la detención o atrapamiento en el que se encuentran los cuerpos o lugares retratados.

DB: Sí, esa sensación a la que te referís fue el pequeño hilo desde el que tiré para generar mi

trabajo escultórico. Si bien muchas de las fotografías hacían referencia al cuerpo, el tipo de

display y las características de la fotografía en sí misma generan cierta distancia y frialdad, y lo

que yo pretendía hacer con mi trabajo era devolverle cierta carnalidad o cierta sensación de

corporeidad a estas piezas. Pensaba que, con la incorporación de materiales blandos, materiales

que apelaran a la tactilidad, además de cuerpos flexionados, o cosas que se pudieran estar

pudriendo o modificando durante la exhibición, iba a devolverles esa fisicalidad a los cuerpos

que estaban encerrados dentro de las fotografías y dentro de los marcos. También en la forma

de disponerlas en el espacio; procuré que fuera siempre en una relación de tensión con el

espacio, exigidas como si las mismas obras estuvieran ejercitándose.

AE: Están incómodas.

DB: Si, están incómodas, levemente incómodas. Esa incomodidad genera una fricción, una

invitación a “bueno, a ver… a despertarse”. A ver si es posible hacerlas reaccionar o no.

AE: En ese sentido también me parece que pensar un poco en el nombre de la exposición tiene

sentido. O sea, Táctica sintáctica. Yo pensaba en la palabra táctica en dos sentidos: uno táctica

de lo táctil, en relación al sentido, lo que se siente, pero táctica también como una operación.

Lo imaginas también como, en el fondo, esta relación con el cuerpo, pero no solamente el

cuerpo que aparece como forma, sino que también aparece como operación, como estrategia.

DB: Claro. Y la estrategia tiene que ver con la sintaxis. Si bien el título es ambiguo porque

contiene esas dos acepciones, clarificaba la estrategia de acercamiento a las obras que tenía

menos que ver con el contenido semántico que con el display, con el material del marco, con el

tipo de vidrio que tiene por delante, con la forma que tiene de colgarse, con las proporciones.

Con eso me refiero a sintaxis como el mecanismo en el que están insertas las obras y se combina

con el mensaje simbólico que sostiene. Intentamos con el curador cambiar el eje para

relacionarnos con estas obras. Para no relacionarnos desde lo simbólico, sino desde lo

sintáctico. A su vez, en la proposición escultórica que presenté estaba la relación táctil con el

mundo. Ahí estaba el doble sentido del título que clarificaba una postura, pero se agarraba del

sentido secundario de la palabra para generar el trabajo escultórico.

Por: Antonio Echeverría • 11.06.2022
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Vista de la exposición “Táctica Sintáctica”, de Diego Bianchi, en el Museo CA2M, Móstoles, Comunidad de 
Madrid, 2022. Cortesía: el artista y CA2M
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»I dissect concrete.«

In the Studio
Christoph Weber, Vienna

Thrust, jerked, thrown, wrapped, rolled – in Christoph
Weber’s hands, concrete, the commonplace material par
excellence, finds constantly new and surprising forms. His
objects move as if naturally between the expended brutality
and the unexpected poetry of the material. During the
interview in his spacious studio in Vienna’s Favoriten district,
the artist tells us how he approaches the contradictions of
concrete and how he works beyond them.

Christoph, your art has something earthbound to it. Could one put it that
way? 
It definitely has a certain grounded quality to it, plus its weight and the pull
towards the earth, plays a role of course. But above all, I’m interested in the
contrast between the solidity and the fragility of the material. I look for
contradictions, that is why I like to use concrete, as Adrian Forty put it so well,
“concrete is a material that constantly defies classification.”

Concrete is typically characterized by its robustness. What other aspect
would you want to show? 
Concrete does stand for robustness, but at the same time it is also quite brittle. I
intend to fight against the gray, dull impassivity that concrete represents. To do
that, I break it and try to dominate it. Or I manipulate it in its fresh, still very soft,
clay-like state. Or I possess it instantly in such an almost fluid state, that as it
sets, the fragility is in the foreground; this way, I don’t have to break the
concrete first in order to create spatial tension through contrast.

It sounds as if concrete’s acknowledged strength makes it a symbol for you
of human hubris and our urge to create absolutes. 
Exactly! Concrete is also one of the materials that mark the Anthropocene
epoch. From a geological point of view, it is already clear that concrete – along
with perhaps nuclear energy – is the sign of our times and will be left behind like
a new kind of stone. We produce an insane amount of concrete: 27 billion tons
annually. After water, concrete is the second most used material in the world.
Jan Zalasiewicz is a renowned geologist dedicated to this compelling topic.

To move from the ecological impact of concrete to the artistic one: As a
sculptor, you measure yourself against people who work with marble, the
great metamorphic rock that nature has given to us. Is concrete the marble
of man? 
Quite the opposite – for me, concrete is more like anti-marble. Marble has
always been the material for sculpture. Concrete is actually not a modern
equivalent of it. Some of my works, which are shiny or fragile, flirt with the
aesthetics of marble, but actually my initial aim was to criticize concrete as a
material of modernism and, moreover, to question its meaning in today’s world.
The goal is a fundamental investigation to filter out the agency of this material.

Do you remember how you began to deal with concrete and to think it
through as a material? 
It was triggered by my preoccupation with the geopolitical crisis of the Middle
Eastern conflict. My first concrete breaking works therefore take revenge, so to
speak, on this material that stands so much for the supremacy of the West. The
desire to fight an industrial society that seals itself off with massive barriers was
my trigger for destroying concrete. That led me to a kind of dissection of the
material that also showed the softness of concrete. But once you start working
with concrete, you realize how incredibly fragile it can be. So, over several
years, I have developed a vocabulary in which different aspects of the entire bio-
geo-chemical cycle always come to the fore.

What interactions with the material has that led you to?
At the moment, it’s the relationship between stone and concrete, which for
example, I’m working on together with Nikolaus Eckhard on a project in Israel.
But the whole nature-culture continuum – Rosi Braidotti talks about it in her book
The Posthuman – is incredibly exciting for me. What is natural and what is
artificial about the material? Concrete is 99 % natural materials, at the same
time it is highly artificial, not least because resource extraction is often heedless
and also it’s unsustainable because of the quantities involved. That’s a big
discussion that increasingly concerns me. In addition to this, what has always
fascinated me is the difference between external appearance and internal life.
That’s another reason why, out of psychoanalytic curiosity, I have always liked to
break open concrete to see what is actually inside. But as soon as I break it
open, the inside has already become the new outside! I have also tried to depict
various aspects of this confrontation with a simple gesture, as for example
described and shown in ‘Close Disclose’ which appeared in a 2020 edition of
Collectors Agenda.

Is the goal, especially in your more process-oriented works, to give
concrete its own expression beyond the usual perception?
I have had a strong desire to do away with the narrow form into which the
perception of concrete has been reduced. What happens when it has been
released? Usually concrete exists as petrified human action. What happens
when it is let go? Usually concrete is petrified human action. All modernism was
created on the drawing board and then cast in concrete. I contrast this with
works like Concrete (rolled), where the material to a certain degree seeks its
own form.

That sounds as if it would all work by itself. Actually working with concrete
is a huge logistical challenge. Is a certain daily struggle the price you have
to pay for large-scale concrete objects that may weigh many tons?
Quite. Moving the weight also requires increased concentration, which is
extremely good. Concrete requires you to work in a very deliberate way. It can
also be very satisfying to simply move a piece from A to B or turn it over to take
a different position. Sculpting really becomes a fulfilling activity that way.
However, it is always a struggle – even though I now have a forklift. 

What does the production of one of your objects in the studio actually look
like? 
First, I calculate what kind of mixture is needed. How quickly should the
concrete harden? This depends on whether or not I want to manipulate the
casting while it is still pliable. Then it’s off to the woodshop: There, I build a mold
that I have to be able to disassemble while the casting is still soft. The nice thing
about working with fresh concrete castings is that it is relatively quick and you
don’t have to be very precise. So it can be that the idea for a work comes up in
the morning and it is subsequently finished in the evening. For a few years, I had
a lot of fun working very quickly: Build the form, cover it, mix it in, and then
manipulate it again an hour later. In the meantime, I sometimes work quickly,
sometimes slowly, I sometimes work without any concrete at all, or even on work
that is only marginally related to concrete.

With three-dimensional objects – and your sculptures are sometimes quite
large – the context always plays an important role. How does the
environment have to be that your work opens up in the best possible way?
Most of the time it is the case that the place in which I am to work or am allowed
to work already exists. Accordingly, I then more or less spontaneously develop
pieces that respond to the place. Seen in this way, the gallery space is a space I
have learned to deal with and where I can develop well. But that doesn’t mean
that it has to be a white cube. Some works are formally so strong that they can
also work in a dominant space, but ultimately the white cube is the best place to
concentrate on the perception of a work.

So if someone were to step into our hypothetical white cube where one of
your works is exhibited, what effect would you hope would be triggered in
that person?
Ideally, the tension between fragility and weight as well as massiveness – not to
mention brutality – should be palpable in the space. Quite often, this creates a
vibration in the room that draws its power from this contradiction. This gives my
works their presence in space. This presence is the first point of contact with my
work and exposes for me important levels of meaning – political, historical,
ecological, and material-inherent symbolism.

Was it always clear to you that you wanted to become an artist? How did
this desire develop?
For me, it was a combination of photography, which I had been involved with
since my childhood, and literature. Thomas Bernhard was a strong influence,
which made me turn away from photography. One would think that I should have
made films out of the combination of photography and literature, but it turned out
differently. At the Academy of Visual Arts in Leipzig, where I had started with
photography, I finally got into a class for fine arts. There my work developed in
the direction of installation and object. I then wrote my final thesis on the
dematerialization and rematerialization of conceptual art.

As someone who comes from Vienna, went abroad to study, and eventually
returned: what is it to you that distinguishes the city as a place to make art?
It was a relatively pragmatic decision to return to Vienna from Leipzig, rather
than, say, going to Berlin. It was much easier for me to find a well-paid job in my
hometown. And that’s where it stayed. My first gallery was neither in Austria nor
in Germany, but Jocelyn Wolff in Paris. Vienna is the ideal place for producing –
especially for people who have lived here for a long time and have found a
reasonable studio. The size of the city is ideal. You can get everything, but it
doesn’t take forever to get it. And in the meantime there also exists a very lively
art scene. Twenty years ago, Vienna was still quite provincial with maybe two off-
spaces and ten established galleries.

In your environment, are there artists to whom you feel attached and whose
work you appreciate?
I find it indeed very nice to grow together with colleagues of my generation in
Vienna. Just around the corner, for example, Andreas Fogarasi, with whom I am
good friends, has recently opened his studio. Then there are Judith Fegerl,
Andreas Duscha, and Christian Kosmas Mayer. Also Sonia Leimer, who, like me,
is represented at Galerie nächst St. Stephan. To make the circle a bit more
international: Ján Mančuška, who unfortunately has passed away, but with whom
I shared a residency and had an intensive exchange on the topic of concept
versus materiality. From my time in Leipzig there are the filmmakers Clemens
von Wedemeyer and Maya Schweizer. 

Finally, what are you working on at the moment? 
There are several different projects. Via Zoom I have just been in Israel where I
am involved with the Artistic Research project together with Nikolaus Eckhard,
which I already mentioned briefly. This project is inspired by the concept of the
biblical stone, implying strength and resiliency as Alona Nitzan-Shiftan’s quote
“Israel is a nation of stone but a state of cement.” Another research project is
concerned with green-washing and marketing concrete as an environmentally
friendly building material. Results of this research will be on display at MAK at
the Vienna Biennale for Change. Furthermore, there is a project for the
Sculpture Park in Graz to be realized in in 2021, and a competition in Linz for a
memorial for refugees who have died since 2015. This is the immediate work –
challenges! – that I am really looking forward to. And recently, the Centre
Pompidou purchased the work Crack Stop Motion, for which I am still
developing a photographic extension.

Well, you certainly seem to have the feeling that there is enough material
with regard to concrete to work with for many years, don’t you? 
In the meantime my investigation has matured and is drawing wider circles.
From this extensive research, individual works can then arise again and again.
Among other things, the serial work Crack Stop Motion. The friction between
abstraction and reality has also arisen within my occupation with concrete from
the handling of the material, but goes beyond that. The casting versus the
manipulation of the fresh material, that is the concentration minimal versus post-
minimal, cast versus uncast. Somehow they are all formal correspondences of
the complexity of the material – and I like such contradictions.

Untitled (Gegenstück), 2018-2020, Concrete, 2 parts, overall 130 x 135 x 90 cm, Courtesy Galerie Jocelyn Wolff, studio view, Photo: Christoph Weber
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PRINZ GHOLAM
Prinz Gholam comes from Wolfgang Prinz (Leutkirch im Allgäu, 1969) 
and Michel Gholam (Beirut, 1963), artists of different origins and cultures 
who have come together in life and art. For 20 years, Prinz Gholam 
have developed their heterogeneous aesthetic practice (performance, 
photography, video, drawing) which uses the body to reinterpret diverse 
cultural references, from ancient sculptures to paintings, to contemporary 
art, film and media imagery. Their work, often created in locations of 
historic relevance like museums, archaeological sites or public spaces, 
suggests and reveals how our existence is influenced by the processes of 
cultural assimilation. A series of gradual or sudden absorptions that push 
individuals or groups towards the progressive and passive abandonment 
of their own culture, in order to try to assume the dominant culture, 
considered more sophisticated or prestigious than their own, leading to 
the loss of many or all of the cultural characteristics that made the group 
different and distinguishable. From different cultures themselves - one 
German and one Lebanese, Prinz Gholam are using minimal, reduced, 
subtle and choreographed actions to investigate how the normative and 
formal standards recognised in the field of aesthetics and mythology are 
formed, rendering our fascination and attachment to certain prevalent 
cultural canons visible. I met them in Rome in late June, in the splendid 
studio at Villa Massimo provided by the German Academy where they 
were able to spend a year creating an important body of work recently on 
show at the Mattatoio in Testaccio.

#CAPeople     Photography Prinz Gholam    

Interview Fabio Cherstich

“While Being Other”, performance and exhibition 
at Mattatoio, Rome - 2021
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When did your Roman adventure begin and where has it taken you?
W: We arrived in Rome at the beginning of September 2020. We were Rome Prize fellows 
at the German Academy Villa Massimo until the end of June 2021. Our stay immediately started 
with work for a performance at Palazzo Altemps which we were very lucky to show in October right 
before the lockdown. This triggered an intense work process in the studio. Towards the end of our 
stay, we received an invitation for a solo show at Mattatoio in Testaccio which opened on 13 July 
with works we made during this very productive year.

You spent the lockdown in your studio at Villa Massimo. 
Did this have an in!uence on your work?
M: The lockdown is precisely what it says ‘lock’ and ‘down’. At the same time, it meant we engaged 
with ‘being’ in Rome. Not just having Rome as a base while going to explore Italy’s other major 
cities. We had to be right here, to work and experience time in this very spot. We met many people 
who became dear friends, as we were all engaging in the here and the now together.

W: We started very large drawings on canvas over a period of 8 months. We also began working 
outside in the city which was quite empty. This experience was crucial in order to do the drawings 
and to create the masks that we used for the !rst time in the performance at Palazzo Altemps.  

What relationship do you have with the past? History has a fairly heavy weight here in Rome…
M: One of our drawings is titled “Now and the Past”. It epitomises the way we perceive 
the interchange between the weight of history and its in"uence on us now. 
Our work manifests itself purposely under the in"uence of culture. The now is very important. 
This is where experience happens.  

I know that your practice consists in observing the reality around you, 
what of your observations of Rome has remained in your work?
W: So many elements have come from what we have seen. In the !rst few days of our stay, we saw 
the Pyramid of Cestius, and we were fascinated by this strong architectural form that you hardly 
ever see in cities but very often in historical depictions in art.

The streets and contemporary anthropology nourish your work as much as history, 
art and tradition. How do you relate to the exterior when closed in the studio or a room 
in a museum? Isn’t that a paradox?
W: We saw an empty Rome during the lockdown. It looked like a theatre set to us, 

«We began 
working outside 
in the city which 
was quite empty. 
This experience 
was crucial 
in order to do 
the drawings 
and to create the 
masks that we used 
for the first time in 
the performance at 
Palazzo Altemps.»

«Our work 
manifests itself 
purposely under 
the influence 
of culture. 
The now is very 
important. 
This is where 
experience 
happens.»

sometimes heavy and 
oppressing, but also very 
fascinating. We began taking 
photographs with the masks in 
the streets. It became an artistic 
project that lasted months. 
For the !nal presentation 
at Villa Massimo in June, 
we used two of these 

photographs for large 
billboards in the streets, using 
a public media form normally 
reserved for advertising.

M: We used to go for our walks, 
taking a selection of two or 
three masks with us. At any 
given moment, a place would 

suddenly feel important enough 
to be captured. As if we would 
be reminded of another 
situation in another place. 
We would set up our camera 
and wear the masks. 
Then as quickly as possible 
we took many photographs 
until we felt we had tried 

out the possibilities.
Our work is always inclusive. 
When we work, we have 
to consider everything. 
When we work, our perception 
and sensitivity are highly active 
and so the impulses we have 
are valuable. We follow those 
instincts and evaluate later. 

We almost never perceive 
culture or institution as isolated 
and hermetic. That is why 
we do the work the way we 
do it. The inside of the museum 
is only a place which people 
get to by passing through the 
outside. So the outdoors 
is very important. 

Our !rst performance was held 
outdoors on a lot in the city. 

Do you have any favourite 
places in Rome or anything 
you particularly like 
to do here?
M: I am thinking of the 
dreamlike aspect. I have 

“While Being Other”
Studio1, Villa Massimo, Rome - 2021

“L’esprit de notre temps”
Studio1, Villa Massimo, Rome - 2021

“L’esprit de notre temps” 
Via Firenze, Rome - 2021
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“Pavilion of Wild Pinks” 
color pencil on canvas, 215 x 345 cm - 2021
Courtesy Galerie Jocelyn Wolff

“L’esprit de notre temps”
Villa Aldobrandini, Rome - 2021

“L’esprit de notre temps” 
Viale del Campo Boario, Rome - 2021

“PG Monogatari” (public garden)
colour pencil on paper, 50 x 70 cm - 2021

Courtesy Galerie Jocelyn Wolff

«We are so much 
in the now that the 
future is something 

very hypothetical 
and far from us.» 

«We feel that our 
work always develops 
in relation to a specific 
situation, so it is very 
open as to what 
we will do next.»
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to say that during the lockdown our walks were the most precious experience. How can you forget 
suddenly entering the park at Villa Aldobrandini and seeing the old Camelia trees and bushes 
in full blossom in early March? These frail and fragile "owers that drop to the "oor so easily. 
The Villa "oating at a height. I cannot imagine any other place at that time which had such 
an impact on us. This subject appears in our drawing “Pavilion of Wild Pinks”.

What are you working on and what would you like to explore in the future?
W: We have two bigger exhibition projects planned for next year, a solo show at Musée 
de Rochechouart in France for example. We feel that our work always develops in relation 
to a speci!c situation, so it is very open as to what we will do next.

M: We are so much in the now that the future is something very hypothetical and far from us. 
Palazzo Altemps was a place we always felt we wanted to do something in. When we visited 
it in 2009, we left saying, this would be a place we would love to do things in. We never told anyone. 
But 11 years later, in 2020, we received an invitation to develop some work there.
 
As visual artists, do you still believe in the power of images? What role do they have?
M: An ethical role, a moral role. It is much harder to make an image that is consistent, 
but it is possible.

W: Our work is always related to the image, as are our performances. Images are very telling, 
they reveal what they are, you can read them, see their intentions and implications. 

Performance art made you famous. Is performance still an act of resistance against 
the art market?
W: We weren’t thinking in those terms when we started doing live performances in 2004. 
It was a necessary part of the work we did together, but we think it has a strong political impact, 
especially when it comes to questions of identity.

I think your work embodies a unique formal grace… Was that your goal?
W: It is very di#cult for us to speak about that, as we don’t have the distance. We work without 
a preconceived idea of how it will look in the end. We work naturally with the ancestral and the 
new because we do not separate them. So, what you describe is linked to our sensibility and how 
we respond to our situation. Don’t forget, it is work done by two people. This is absolutely crucial, 
we are one creator together. It is the result of a long relationship.

Masks feature in all your work from Rome. Masks applied to drawings, worn by you and 
performers at the Mattatoio space. It feels as though these are an important new feature!
W: Yes, it started with the work at Palazzo Altemps at the end of October 2020. Two weeks before 

the performance, we were told 
that we had to wear masks. 
We couldn’t imagine wearing 
the medical masks and had 
to !nd a solution: we drew 
real masks for the whole face. 
It was very intuitive. We have 
since discovered all the many 
meanings and stories related 
to masks. The masks are always 
speci!c and related to what we 

have looked at, but they don’t 
take on the role of speci!c 
characters. In the performance, 
we often change our masks 
in order to show di$erent 
expressions, like appearances 
of cultural and historical 
memories.

What role does the public 
have in your work? 

Do you think about the people 
watching you? About your 
audience?
W: In the performance, 
the audience is more like 
a witness to a situation we have 
created, but there is also a very 
energetic confrontation. 
In the public space, the public 
is less de!nable and calculable. 
People are sometimes there 

without really being aware 
of what is happening. 
We believe that the work 
can also a$ect people 
subconsciously.

What is your relationship 
with fashion?
M: In my youth, I loved 
the theatre costumes and 
drawings of Jean-Pierre Delifer, 

an Armenian/Lebanese designer 
who mixed eastern and western 
styles in a very special and cool 
way. This was the threshold to 
the visual arts for me. 
We both like the idea that 
someone conceives clothes with 
thought and an intuition for 
momentum. That is important 
for our practice. We give a lot 
of thought to what we wear.

«We almost never 
perceive culture 
or institution 
as isolated 
and hermetic. 
That is why 
we do the work 
the way we do it.»

 It has to feel right. But this feeling 
changes.  So, it is a vital activity. 

What will it be like returning 
to Berlin, where you have 
always lived together?
W: We changed during our year 
in Rome and our work changed 
too. There is a gap: something 
necessary for our artistic 
practice to evolve.

“My heart is a poised cithara” 
(portrait) performance at Palazzo 
Altemps, Rome - 2020

“My heart is a poised cithara”
performance at Palazzo Altemps, 
Rome - 2020

«Our work is 
always related 
to the image, 
as are our 
performances. 
Images are very 
telling, they reveal 
what they are, 
you can read them, 
see their intentions 
and implications.»
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Ղෛ౮ᒈጱܖࣁᅾᅱᖍᳩ̶ےๅࣈॵԞտፘଫڹ୏଒”̶઀ᥦᥢཛྷ᩼य़҅Ո࿈᩼෺҅ᬯ“ޞ

ᐺՈᗦ๞ḅ——ᰂỻᗦ๞ḅጱ୏ḅภ਷ӤᥠکጱپԒ᮷ฎ՗क़ࣈᬳज़᩷๶ጱݶᤈ——᯿᭞
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Chris McCormack: Over the past few months we  
have seen some of the greatest shi!s in how people 
congregate in public. Given your closeness to the 
subject of crowds, with many of your works examin-
ing how an individual’s identity is altered or trans-
formed when part of one, I wondered how far you 
thought the current pandemic might alter our  
understanding of public and shared spaces. 

Clemens von Wedemeyer: I found myself returning  
to Elias Canetti’s Crowds and Power from 1960 and 
rereading his concept of ‘invisible crowds’. These are 
crowds of invisible bodies which comprise the dead  
and our ancestors, but also bacteria – and I would  
also add digital data to today’s crowd. Canetti observes 
that these invisible crowds induce paranoia, and we  
see the sharing of stories which question the origins of 
the virus and other conspiracy theories as part of that. 
The virus is also pushing us ever further into a digital 
environment, like we are sitting here now talking  
on Skype. As we are pushed more and more into using 
digital services we are also, for the moment at least, 
becoming more dependent upon them. 

Crowds are still gathering in public but under  
di"erent conditions. Protesters demonstrating 
against Benjamin Netanyahu in Israel, for example, 
are observing a two-metre distance from each other. 
Conversely, public demonstrations in the US have 
been politicised by Donald Trump supporters as  
an inalienable right to congregate. Are we seeing  
the fracturing of how the public convenes? 

I was interested in the crowds as you describe –  
the strange demonstrations where perimeters  

of how we gather has shi!ed – but we also see how  
vast daily crowds which flow through cities, those  
who move from A to B and back, have stopped. We have 
infrastructures made for thousands of people suddenly 
vacant, and this is something really astonishing to see. 

In 2018, I made the video Transformation Scenario, 
which deals with the subject of how algorithms might 
influence crowd behaviour. During my research I spoke 
with several social scientists, and one told me that if 
you stand in a very dense crowd and start walking, 
even when the light is red, then it is likely that the 
person next to you will start walking, regardless, 
across the street – the human crowd o!en moves like  
a swarm or a school of fish. So, if everyone is now 
standing two metres apart, this collective crowd 
movement will no longer happen. It is interesting  
to speculate on what this does to society, what the 
e#ect will be when we look back in several years. 

In the video computer animation 70,001 from  
2019 you recreated the Monday demonstrations  
in East Germany, which started in 1989 and were 
instrumental in the fall of the Berlin Wall. What  
was your interest in returning to these protests  
and re-picturing them as digital assemblies?

The work refers to an incisive protest that took  
place in Leipzig on 9 October 1989. I studied in Leipzig 
and, although I now live in Berlin, I continue to teach 
there. The whole incident is very well documented with 
videos and thousands of photographs, so I didn’t need 
to take a forensic approach; instead the film has more 
of a dreamy aesthetic. At first the film is closer to a 
reconstruction of the event, but it slowly gets more 
fictitious and more absurd – we see the sun rise and  

Transformation Scenario, 2018, video

 Crowd Control
Clemens von Wedemeyer interviewed by Chris McCormack 

The Berlin-based video artist discusses  
crowd phenomena, group dynamics,  
multiple perspectives and layered histories.
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is it a manifestation of these abstract relationships?  
How could we visibly form a digital crowd? Would it be 
di#erent if we could represent these numbers as human 
figures in digital space, like avatars in a computer game? 
It seems, however, that whatever you do in the digital 
realm, public space is still much more efficient – digital 
demonstrations cannot have the same efficacy as real 
ones. But these seem to be reinforced by conspiracy 
theories concocted on the internet.

We also see in 70,001 a building collapse – revealing  
it as a hollow digital shell. The soundtrack similarly 
drops out at this point, as if encountering a glitch  
in the file. From individual action to computer  
glitch, your work seems to suggest how an anomaly  
or disruptive action might question the veracity  
of a collective memory, and might even subvert it. 

Right. The glitch produces a disruptive digital transfor-
mation. There are several things happening in the film 
that reveal a non-realistic approach, and also perhaps 
my wariness of big masses – I am not a fan of big 
masses of people.

At the end of the film, the crowd becomes so dense 
that nobody can move any more. Conceptually, I was 
interested in the idea of a transition from the past to 
the present or future, and at the end it becomes quite 
dystopic and nightmarish. I even repeated the same  
set of figures at the end of the film, as if somebody  
was hacking the system to reproduce the same person 
and multiply it; inferring how political bots all look  
the same. 

This move from real to virtual crowds is a consistent 
subject of yours. From the early video Mass of 1998 and 
2013’s The Cast to the recent Transformation Scenario, 
they all consider the aesthetic, financial and logistical 
ways in which a crowd scene is assembled, clothed  
and fed. Hollywood cinema has o!en incorporated and 
employed extras – or supernumeraries – but increas-
ingly the movements and behaviours are mapped  
as predictive tools for ‘real world’ probabilities. 

I have always been interested to see how far cinematic 
images leave the screen and influence life, or not. 
Particularly the background in cinema and extras –  
you could say that people who are not active enough in 
political movements are acting as extras, just standing 
around. Cinema is also an example of how technology 
renders workers redundant, because extras can increas-
ingly be replaced by virtual supernumeraries.

The figure of a quietly agitating outsider, an anomaly 
that informs the whole, also returns throughout  
your work. In Faux Terrain, also from 2019, the  
film touches on the conditions of someone who  
appears to be an immigrant. It is also partly filmed  
at the Bourbaki panorama in Lucerne. What led  
you to this location? 

fall in the space of seconds and, whether it’s day or 
night, the crowds ceaselessly demonstrate and never  
go home. The perspective moves from a detailed eye-
level viewpoint before rising above the cityscape and 
then returning back down to the crowd – a sort of arc 
across the city. It produces a kind of drone image, 
which perhaps evokes police surveillance, but I also 
wanted to have this higher position in the centre  
of the film to show the scale of the protest. 

There was an unexpectedly high number of people 
taking to the streets that day in Leipzig, and as a result 
the organisers didn’t have the means to count all the 
protesters. They estimated 100,000 people took part, 
but they were conscious that authorities would have 
claimed this figure was fictitiously large, so they 
settled on the more modest amount of 70,000. I added 
an extra ‘one’ to this number, to suggest a subjective 
view or perhaps insert myself within this crowd. 

I was also interested in how we consider big num-
bers, how an action or event is counted or registered. 
For instance, if it says there are 70,000 likes on a 
Twitter account, how do we visualise this invisible 
data? To return to Canetti’s ideas of invisible crowds,  

How could we visibly form a digital crowd? Would it be different  
if we could represent these numbers as human figures in digital space,  

like avatars in a computer game? It seems, however, that whatever  
you do in the digital realm, public space is still much more efficient –  
digital demonstrations cannot have the same efficacy as real ones.

70,001, 2019, video
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The nuclear-fallout bunkers have remained empty 
since their construction in the mid 1960s, but in 2015 
some Syrian migrants were temporarily housed in 
them. Over the years, there have been debates in 
Switzerland about whether the bunkers should be  
kept, some of them having been neglected and fallen 
into disrepair. One bunker in Lucerne was once the 
largest in the world. Mostly I try to shoot in locations 
that reflect on the values of the culture. Like Michel 
Foucault’s notion of heterotopias, the architecture 
already produces a certain image of its society. How 
group dynamics are influenced by these architectures 
continues to be a subject of interest for me. 

Similarly, in Disaster Response Drill, we see what 
looks to be good governance, the work showing how 
progress is indebted to protecting its future, however 
speculatively, by preparing for a disaster. The ques-
tion of resilience, biological or financial – particu-
larly in this viral pandemic, which balances life 
against financial impact – cuts across the globe in 
di"erent ways, including Europe. This work seems  
to comment on these discrepancies and inequities.  

I was invited by the Kunstmuseum Luzern to  
do an exhibition there, jointly with the Museum of 
Contemporary Art Leipzig. I initially considered 
making a film at the museum but became intrigued 
with the panorama, a construction that has a strong 
relationship with the cinematic. At the same time, I 
learned that Je# Wall took the photograph Restoration 
there in 1993, and a copy is in the museum’s archive 
(Interview AM179). The tableaux depict the history  
of 87,000 soldiers crossing the border from France  
to Switzerland, where they sought refuge during the 
Franco-Prussian War of 1870–71. So this is a really 
important painting for Switzerland because it repre-
sents the country’s values, and it also coincides with 
the founding of the Red Cross. 

I met the restorer, the same person who appears  
in Wall’s photograph, and they allowed us to film  
where the diorama ends and dissolves into an illusory 
white ground – the faux terrain or false ground. Into 
this scene, I developed this figure of a stranger who 
doesn’t speak throughout the duration of the film, so 
you never know who she is. She becomes the classical 
model for a viewer to project on – a cipher. 

We also see a bunker made during the Cold War  
for the survival of Swiss citizens during a possible 
nuclear fallout. As we watch her move through  
the city, the way society protects nationhood takes  
on a powerful subtext – who is included and who  
is excluded? 

I liked the contradiction of ‘false ground’. The term 
seemed to refer not only to the situation in Switzerland, 
or indeed how Europe is dealing with immigrants,  
but also to the figure of the stranger. On the one hand, 
everything seems open, but on the other it is very 
difficult to enter society somehow, and this society,  
like in Faux Terrain, is always rehearsing its outcomes, 
mirroring its histories to itself to the exclusion of 
others. So this figure suddenly walks towards the 
crowds coming and she cannot enter, they push past her.

Disaster Response Drill, 2019, video

Faux Terrain, 2019, video
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individual passages are woven together so that memo-
ries and shi!s in time are produced, all of which revolve 
around the same location.

From the beginning, when I started shooting films 
and taking photographs, I was always interested in the 
view that I’m not seeing, what I am turning away from 
when concentrating on this view. By producing what 
might be considered a ‘false-image’ of reality, I became 
interested in how I might show its construction. So  
I started making ‘making of ’ films, and this would 
become a second layer, to show a multi-perspective  
view of a given scenario. Some of my works almost  
look like a group exhibitions, as I’m building several 
di#erent perspectives. I’m interested in presenting 
di#erent angles in order not to fall into one ideology, 
and to break down the wall of the screen into the 
exhibition space. 

We are continually pivoting or cycling through 
subjectivities or points of view in your work, o!en 
creating an uncomfortable closeness to the subject. 
None more so than in the multipart project POV and 
2016’s Against the Point of View. The work combines 
footage from the Second World War of a German 
soldier prohibiting a refugee or political prisoner 
from crossing a bridge, along with a virtual  
model of the scene. The action is replayed across 
di"erent perspectives, including from dead to alive. 
What led you to this subject matter? 

The footage that I used for this project belonged  
to my grandfather, who was a German officer in the 
Wehrmacht. I never met him, he died 20 years before 
my birth in the 1950s, but he le! an archive of films 
that he made during the Second World War. I had no 
personal relationship with the material, only through 
my mother. It is problematic material because it’s  
shot from the point of view of a German soldier, and  
I sought ways to analyse it, to destroy it, in order to 
have a di#erent view of it. So in this project I devel-
oped, partly in dialogue with the photographer Eiko 
Grimberg, seven di#erent ways to treat this material, 
one of which is the computer game that you mention.  
In this work, I’m interested in showing how the view of 
the German officer is constructed, with a forensic focus. 
For instance, to see how far the bridge is from the truck 
where this woman is standing, and to understand what 
he films and the positions and relationships they are  
all implicated in. In the three hours of material that  
he shot, this is the only instance where we see someone 
hiding their face not wanting to be filmed, hiding her 
two children. That is why I titled it Against the Point  
of View, because she understands what it means to be 
filmed by the oppressor. I wanted to see why he returns 
to film her again a!er walking a few metres, and to  
see how his interest and feelings might be made visible. 
Why did he return to her and not to another view from 
the place he was standing?

I really wanted to see one of those emergency services 
exercises, not least to see how the crowd moves under 
stress. Also, more prosaically, it’s not so costly to film. 
It almost felt like a procession, a bit like a ritual that 
society is producing – a ritual of security. It revealed to 
me how roles in society are hardened through routines, 
so everyone knows which role to play. Of course, these 
roles are o!en necessary, because once we have an 
accident it is good that people are organised, but it  
also closes down the possibilities of how we might 
otherwise respond to a situation such as an emergency. 

The scenario unfolds a!er a boat has supposedly 
capsized, an event that has happened countless times 
over the past few years in the Mediterranean where 
migrants are seeking help and shelter in Europe. But 
instead they are conducting a rehearsal of it in a lake 
in Leipzig. Maybe they didn’t think about it, or maybe 
they thought this is a trial run for when we do go to  
the Mediterranean and help others, not just ourselves. 
But all the extras were local people, from the next 
village or city, so it was a strange situation in which 
this society seemed to be taking care of only itself. 

Returning to how group dynamics are influenced  
by architectures, in Muster (Rushes), two characters 
break apart the set of the prison they are held in, 
revealing the construction of the scene, the lighting 
rig and camera equipment. Do you consider this  
a revelatory moment for the viewer? 

I made the three-screen work Muster (Rushes) for 
dOCUMENTA (13) in 2012. I was interested in this idea 
of opening a door through to a di#erent time. It is a 
nice cinematic e#ect, because you have this frame that 
you can change or use to lead the spectator to di#erent 
spaces or rooms that are normally unconnected. The 
building was once a convent, a prison, then a concen-
tration and labour camp, later a girl’s reformatory in 
the 1970s and today it is a psychiatric clinic that has 
also been the Breitenau memorial since the 1980s. Here, 
in that one place, one can see recurring patterns over 
time. In the linear feature film version, the three 

Muster (Rushes), 2012, three-channel video installation 

I liked the contradiction of ‘false ground’. The term seemed  
to refer not only to the situation in Switzerland, or indeed how Europe is 
dealing with immigrants, but also to the figure of the stranger. On the one 
hand, everything seems open but on the other it is very difficult to enter 

society somehow, and this society, like in Faux Terrain, is always rehearsing 
its outcomes, mirroring its histories to itself to the exclusion of others.
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sponsored version and ultimately more accurate 
rendering of an event, your work, although some-
times forensic, keeps us aware of its contingencies. 

It is good that Forensic Architecture produces evidence 
on specific events where it is really needed. And it’s  
a side-e#ect that while using pictures and videos as 
operative images for their analysis they restore a  
belief in images that had been lost in the past decades –  
in the ‘Photoshop era’. But they are using images as 
landscapes and data, not psychological triggers. It is  
a di#erent approach. I think there are always these 
two sides, or even more. Even when you are bringing 
images to court, there still remains doubt. So, it’s very 
interesting what they are doing, as they are conscious 
of this dilemma. Images are part of a system of rep-
resentation, like art. And the more one is stressing  
an objective view as truth, the more a subjective 
experience claims attention.

There is a sequence in Muster (Rushes) where we  
see a teenage boy putting on headphones while 
taking part in a guided tour of the former concentra-
tion camp. By picturing the despondency of the 
teenager, we see how the simple act of someone  
not listening becomes a layered action that redirects 
the present moment. 

In this moment of the film, the teenager tries to 
emotionally absorb the story for himself through  
punk music. It’s interesting and scary how fast this 
can happen, this blending of fiction and reality. It  
is something that everyone is familiar with, from 
dreams to the entertainment industry, how you can 
shi! your reality. I think this phenomenon needs 
analytical attention, but it must be experienced. 

Chris McCormack is associate editor of Art Monthly. 

Clemens von Wedemeyer is an artist based in Berlin. 

Why return to this material? 

These are the possibilities that I thought about at  
the time. I probably might do things di#erently now. 
My grandfather’s films were always in the back of  
my mind and how I might work with them. As people 
forget or repress National Socialist history, including 
nationalistic parties in Germany like the AfD, I think 
it’s a very necessary reminder to show this history, to 
demystify and analyse ostensibly banal points of view.

Another part of the project is the speeded-up 16mm 
film Untitled (Everything), where we see the motifs 
and outlines of war. Why did you decide to speed the 
film up? It becomes an almost physically convulsive 
account of how cameras enable recordings of trau-
matic histories. 

While showing all the material in one accelerated 
film, one experiences the dilemma between seeing  
all and seeing the gaps. I extracted sequences from 
the entire archive because I wanted to show that 
there is always more, that we are still seeing only  
a partial view within what is the entire contents  
of the archive. So you cannot really see, but, as you 
say, only see and feel motifs reappearing. It almost 
becomes an experimental film, like a flicker film.  
The place of experimental filmmaking enables both 
an analytic potential of looking at this film and also 
a physical, bodily experience of looking at it through 
a singular point of view. Untitled (Everything) was 
the only 16mm projection within an exhibition of 
video installations. In relation to this work, I also 
decelerated the same footage to physically render  
a range of how we might di#erently experience the 
duration of these images. 

I wonder what you think of the work of Forensic 
Architecture. While their work e"ectively redraws 
history using technology to provide a non-state-  

Against the Point of View, 2016, video 


