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Painting Beside Itself

DAVID JOSELIT

_ With a characteristic flourish of perversity linking painting 1o pasta, Martin
l.\lp;n‘.nlurrger identified the most important problem to be addressed m; canvas
since 1-'!.";-..1'}1::] in an interview of 1990-91: “Simply to hang a painting on the wall and
say that it's art is dreadful. The whole network is important! Even spaghettini
When you say art, then everything possible belongs 1o it. In a gallery that is djbﬂ
the floor, the architecture, the color of the walls.™ If we take Kippenberger at his

e ant question arises: How does painting belong to a network ?r'.f'his late

!‘!.tllt‘l]l-t'&:l'lll ry problem, whose relevance has only increased with the ubicuity
u.f rl.jgl_ml networks, joins a sequence of modernist qelI{'Sliﬂll:i: How does painting
:-.;g'ur,ﬁ.' in the semiotic aporias of Cubism or the non-objective utopias of m]:';,iqu
ical avant-gardes? How can the status of painting as matter be made exfrlicit ::i (=

thrpu_gh the incorporation of readymades, and the rise of the monaochrome a-u;i
seriality as well as the geswural techniques of dripping, pouring, and staining)?
.*".r.ul How J-'.H;[{I:.f painting meet the challenge of mechanical .l:tﬁrm!m'n'nu {as in mrnm;;‘c;
”.I :i[:ﬁpl'uprlatiun spanning Pop’s silk screens of the 1960s and the Pictures genera-
ton's return to painting in the 1980s)? None of these problems exists in isolation
or ever disappears; instead, there are shifts in emphasis in which earlier questions
are reformulated through newer ones, ‘ .

Certainly, painting has always helonged to networks of distribution

bition and exhi-

bition, but Kippenberger claims something more: that, by the early 19905, an
tﬂdwuduul p'.fiming should explicitly visualize such networks, And imhicrrl
kippenberger’s studio assistants and close associates (some might call them {'n]ldh:
orators}—such as Michael Krebber. Merlin Carpenter, and his inwrvi&m;'r of
1990-91, Jutta Koether—have developed practices in which painting sutures a vir-
[u;fl world of images onto an actal network composed of human actors, allowin

neither aspect to eclipse the other. In Koether's 2009 exhibition Lux Inferior aﬁ

I. "One Has to Be Able 1o Take 10" excerpts from an interview with M

W I artin Kippenberger by Jur:
Roether, November 199%0-May 1991, in Mariin Kippenberger: The Problem Ferspeetive, ul.. .-Kru:Hl;'.n]:Iﬁ;J:zir:

{Los Angeles: The Museum of Contemparary Ary; Cambridge: MIT Press, 2008), P 316

OCTORER 130, Falf 2000, pp. 125-134, © 2009 Ociober Magezine, Ld, and Massachuseits |
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most modern forms of representation. He was
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An exercise in cultural semaphore

A solo exhibition by Ryan Gander”” |
From February 25 to April 14,2012

eto share my belief and

ave to suppress their disbelief to be able to engage with the
works. So ,- peooe T

gaything from it. So if there is a

critique, maybe it's a critique of a bad sped@cor.
Ryan Gander i

Ryan Gander’s works take their origin froga research process, a development : blvways appears frag-

detours. One of the
scuipture, photo-
| lectures and other
everyday langua-

pfolding like a series of smoke s@eens, that lead the viewer into unexped
haracteristc® jgctice is to cregiartworks that take every possible for
q raphy and painting to installty ind and film, slideshows, objects and boo

entirely new forms—like the invention of a fictional word that he tries to pass intc
ige. Ryan Gander likes to surprise and unsettle his audience.

hile his works remain firmly connected to a conceptual logic, they provide snippet li lived experience,
ferring to various fields of knowledge, clichés, art history, the art world, and,
odes of appearance and mediation of art itself (the places of art, exhibitions and
ilso their reception in the press). The experience of art—from frustration to inac
impossibility of its transcription was the core of Gander's project «Locked Room Sceaflirion for ArtAngel
in London. The spectator was pushed into the role of a detective, approaching the as traces and

evidence, scrutinizing over material details and imagining those that couldn't be pdieived, a scenario
which ultimately led to troubling feeling of confusion.

t recently, to the
ir corollaries, but
ssibility—and the

Ly § i

e a creator when he
is exhibition marks an inter-

esting transition for Gander, who is frequently critical of artists who appear within their own work, and is
perhaps his most autobiographical show to date.

himself becomes both the director and subject in the production of wor
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CAMPOLI PRESTI

Dormitorio pubblico 1954

17 March — 5 May 2012
Campoli Presti Paris

24 March — 5 May 2012
Campoli Presti London

Carla Accardi

Luciano Fabro

Lara Favaretto

Marisa Merz

Uigo Mulas

Alessandro Piangiamore
Carol Rama

Santo Tolone

Giuseppe Uncini
Vedovamazzei

Curated by Marianna Vecellio

The exhibition, which has been developed at the two exhili
project.
The absent expository position is *“limbo" and appears in tirj

on venues in H nd London, is intended as a single

The exhibition draws its inspiration from Ugo Mulas's Do
The photograph, belonging to a series made in the early I
Milan, shows a dormitory in perfect order after its occupany
Mulas's intent was to produce a photographic archivé
morphological structure of the urban fabric and the things
artist’s own words, "on what is not known; i.e. the interig
want to see, or do not want to be shown [...] phatograpHl
when we enter a place is the fact that it is frequented, it
1 would like the protagonist to be a certain load-beari
which bears an anonymous throng [...] a sort of limbo™}
The exhibition will focus on the trace to which the pho! 9

itory, 1954.
the photographer to the City of

ing on the relation between the
g it, and lingering, abave all, in the
 is not seen or what people do not
ople; because what strikes us most
buld like there not to be any pecple,
Eall city, an unarticulated structure,

ion in his thinking.

ns in the form of a residual sign and
& of adding meaning and reinstating a

He in fact projects a removal of human presence Wi
something latent, and which, albeit fragile and almog
significant datum to the image.

The expository project suggests a reconsiderati
carrying out. The cancellation, or the simple
descriptive—the dormitory’s occupants are ng
the image to the point of an abstract-like ex
to reconsider the frame as a sculptural bo .
cement surfaces are reduced to the prima arial used. The Cementarmati, in the total
nakedness of their material being, neverthelt gRer with the indistinct monochrome surface, the
trace and remnant of a structural and compositional linguistic sign of sculpture. The round iron rods call to mind the
constructive sense of the work, and take on the significance of a mental and poetic trace. Undini wanted his works

hich the photographer declares he is
f as superfluous, secondary or merely
hts the rediscovery of the objecthood of
ion creates an affinity with the intention
pictorialism, Giuseppe Uncini's reinfpreed

. By remaoving any tragg
essentialness of the/

)
S i 30 MARS - 19 AOUT
723 CAMBRIDGE HEATH ROAD LONDOMN E2 OEL / T +44 20 7739 4632 / 6 RUE DE BRAQUE 75003 PARIS / T +33 | 40 19 08 -
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My Adidas

walk through concert doors

and roam all over coliseum floors
I stepped on stage, at Live Aid
All the people gave an applause that paid
And out of speakers I did speak

I wore my sneakers but I'm not a sneak

My Adidas cuts the sand of a foreign land
with mic in hand I cold took command

my Adidas and me both askin P

we make a good team my Adidas and me
we get around together, rhyme forever

and we won't be mad when worn in bad wei
My Adidas..
My Adidas..
My Adidas

standin on 2 Fifth St.

funky fresh and yes cold on my feet

with no shoe string in em, I did not win em

I bought em off the Ave with the tags still in e

I like to sport em that's why I bought em °

a sucker tried to steal em so I caught em and}l thwart em
and I walk down the street and I bop to the bgat
with Lee on my legs and adidas on my feet

and now I just standin here shooting the gif

me and D and my Adidas standing on 2 Fifth

My Adidas..

My Adidas..

Now

me and my Adidas do the illest things
we like to stomp out pimps with diamond ring
we slay all suckers who perpetrate

and lay down law from state to state
we travel on gravel, drit road or street
I wear my Adidas when I rock the beat
on stage front page every show I go
it's Adidas on my feet high top or low
My Adidas..

My Adidas..

Now the Adidas I possess for Qg man.is-rafe -
mveelf homeboy got 50 pair
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Galerie Buchholz

Cosima von Bonin

GARAMNDVILLE AND THE DECISION AT GRANDVILLE

28 September — 26 November 2011

Galerie Buchholz OHG
Fasanenstralie 30.10719 Berdin
Tel 030 88624056 - Fax 88624057
post@galeriebuchholz.de
www.galeriebuchholz.de

.
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BIKIMI | (GHOST VERSION), 2011
Baumwollefcotton

Hose/pants: 118 x 280 cm
Oberteiltop: 80 x 315 ¢cm
CvB2011_05

(wim. Colin de Land)

Deckblatt einer Daily-News-Ausgabe,
Wellensittichkot, Adressaufkleber/
cover sheet of a Daily News issue,
parakeet droppings, address label

42 x 60 cm

CVB1993_11

Leihgabe

OHNE TITEL/UNTITLED (NOT BAD FOR OPENERS), 1983

OHNE TITEL/UNTITLED

Spanplatte, Latexfarbe, Holz/
chipboard, latex paint, wood
219 x 7O x 57 cm
CvB2011_07

(GRANDVILLE-AND-THE-DECISION-AT-GRANDVILLE-VERSION),

BIKINI Il (GHOST VERSION), 2011
Baumwuolle/cotton

Hosefpants: 118 x 280 cm
Oberteiltop: B0 x 315¢cm
CvB2011_06
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How Adidas and Puma were born

o tie his shoelaces at the opening
\

£ match and then Wnelt down_to give_millions of

Pele stopped the referee with a last-secgy

whistle of a 1970 World Cup

television viewers a close-

Puma's representative Hans Henni

after they gave him $120,000 to

The Brazili

to raise the
their boots.

The clandestine 3 tising for Puma was a huge b

cross-town rivals A ¢ as in the early days of the we
% L

merchandise.

Barbara Smit, a Dutch a

the Adidas and Puma hed@fijtrarters in the Bavarian town of Penaurach to research
Rudolf and Adolf Dassler Bthers who started m BP0 ts shoes in their mother's
laundry room in the 1920s before™ Tt business giants.

Her new book, Drei Streifen gegen Puma (Three Stripes versus Puma), tracks the remarkable
rise of the Dassler brothers during Germany's [ Images | sport-obsessed 1920s, their

P —




Yves Saint Laurent (designer)

Yves Henri Donat Mathieu-Saint-Laurent, known as Yves Saint Laurent (French

pronunciation: [iv sg lkd], Augus
designer, one of the greatest naf

1936 - June 1,_2008)[1] was a French fashion

, Caroline Rennolds

Milbank wrote, "The most designer of the past
twenty-five years, Yves Sain{jiiigu i i '_ W@lring the couture's rise
putable." He is also

credited with having i oca e first designer to

use ethnic models i ': ! ; ®ean cultures in his
work.[3] |
A trilogy of S &avid Teboul's

Mediterranean wit g younger sisters, Michelle and Brigitte. Yves liked |

»
years he was designing dresses for_

editor of French Vogue, introduced Saint Laurent to dt R istighbior, a giant in the
fashion world. "Dior fascinated me," Saint Laurent later rec WG@lilfcouldn't speak in front
of him. He taught me the basis of my art. Whatever was to happen next, I never forgot the
years I spent at his side.” Under Dior’s tutelage, Saint Laurent's style continued to mature

and gain still more notice.
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Matthew Antezzo =
Towards a Philosophy of Photogra etk
Canvas, cotton band, cotton fabric, paper yam
80 x 120 cm

MA11004

Matthew Antezzo
Screen, (in Praise of Shadows), 2010
Canvas, cotton band, cotton fabric, paper yarm#=*
100 x 50 cm i
MA10006

Room 2

Matthew Antezzo
Untitled, 2010/2011
Canvas, cloth, ribbon
40 x 40 cm
MA11010

Matthew Antezzo
Untitled, 2010/2011

Bl

Canvas, cloth, ribbon . " e

40 x 40 cm A .' q %\f

MA11009 ‘ | fﬂ( \ N { 0\ ]
£ >,

Matthew Antezzo g e AN

Untitled, 2010/2011
Canvas, cloth, ribbon
40 x 40 cm

MA11008

POTSDAMER STRASSE 93 * 10785 BERLIN * TEL: 030 283 5305 FAX: 283 5306
KLOSTERFELDE GMBH * AG CHARLOTTENBURG HRB 58771
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Still Life with Phrenology Head
Ed Atkins, Cerith Wyn Evans
Hollis Frampton, Jim Nuitt

29 October —03 December 2011
Opening: Friday, 28 October, 6pm

Schiineberger Ufer 61

10785 Berlin

Telefon +49—0)30-26 39 49 85
Fax +49—(0)30-26 39 65 39
info@bortolozzi.com
www.bortolozzi.com
ISABELLA BORTOLOZZI
Galerie

1=

Cerith Wyn Evans
Still Life with Phrenology Head
1978

silent § mm film

converted to DVD

Duration: 14:07 min

2.

Jim Nutt

Untitled

2000

graphite on paper, framed
63.5 x 58 x 2.5 cm (framed)

3,

An extract from
Cinema-in-the-round 2008,
By Mark Leckey
examining

Lemaon. 1969

By Hollis Frampton

4.
Ed Atkins

Death Mask II: The Scent
2010

HD video

Duration: 08:09 min
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Matias Faldbakken

PORTRETT PORTRETT AV AV EN EN GENERASIJON GENERASION
= Kuratert av Marta Kuzma

29. mars=23. juni 2012

En skulptur en noe som knuser foten din hvis den faller p& deg.
— John Chamberiain

En skulptur er noe man skumper borti ndr man rygger tilbake for & se pd et bilde.
— Ad Reinhardt

- ar geden av a presenterg solouts rrerr PR -i..'Jn R [T AV AV EN EEMERASION
ON, av Malm Faldbakkan Utstillingen, som er kuratert av Marta Kuzma, videreferer kunsinerens interesse ._5 rekonfigurers
sterende formsprik pé nye, men til dels desinteresserte méter. Faldbakken omdanner ikoniske norske skulglirer fra det 20,

b huldera for potanspell oppstemthel og virkelighetsflukt. Gjennom en akrobatisk manever fraraves skulpt B sin streben

s | J
Bide H ih<tneriske oqg litteraare praksis forskyver Matias Faldbakke urelle markerer og skaper rom for en insistl fende
fs et. Ved & stokke om pd den opprinnelige rekkefalgen fior lesning og fortolkning, peker kunstneren pé fo
eller frars jeringen som kan oppsta ved at gitte sammenheang es opp. | dette prosjektet, som er gjort mulig
Vigelangii og Familien Haukelands generase samarbeid, d aldbakken bdde skulpturer og publikum over p&l
banehalig gjor et forsek pd 4 rehabilitere betydninger im dunk.

e
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otsatt

Om kunstn
Matias Faj in (fedt | 1973 i Hobro, Danmark, bor slo, Morway) har hatt en rekke utstillinger nasjonaltilinternasjonalt.
Mylig har Rl I aolnutslllllngar pd The Power Station, Dallas, TX, USA; Kunsthalle Fridericianum, Kassel, Tyskland; NSl Aachener

Kunstve 'i."
ph den nofdy
(2008), Sk
studerte B |

hen, Tyskland; Kunsthalle St. Gallen, S5t. Gallen, Sveits og MNasjonalmuseet for kunst, arkitektur og des an deltok
& baviljongen ved Veneziabiennalen, Venezia, ltalia i 2005. Av beker har han blant annet skrevet Search (BIH), Unfun
; Bries (2006), Kaldt Produkt (2006), Macht und Rebel (2002) og The Cocka Hola Company (2001). en

ilethoyskolen | Bergen og ved Stidelschule, Frankfurt am Main, Tyskland.

'DGAan_'

@k Bjarme Haukeland, Espen Haukeland og Anna Haukeland for generest utldn av Amold Haukelands frelt av en
genems;‘an' f 70), Sunrise (1972) og Belge (1983); Jarle Stremodden og Trine Otte Bak Nielsen fra Vigeland-muselilor generost
utlan av Gus gelands Ung pike med hendene foran munnen (1926-30); Kaja Taerud Westengen fra Oslo Byarkiv; NIl Hamy
Sveis AS ug s Engnaes. Prosjektet er produsert av OCAs Asle Olsen med assistanse fra Erwin de Muer, i samarbei@libed OCAs
ko-urdmatorar Boos og Antonio Catalde.

ii
Q& A me r: E Faldbakken

Q:: Hvor komiTl L - pa utstilingen fra?
A: Portret! av & j'::-1_ b sjon er tittelen pd Amold Haukelands skulptur fra 1969-70 som var utstilt ved biennalen i Venezia, ’ rk

s0m er integrert | gNEstillingen. Fordoblingen av tittelen en form for abstraksjon som skjer ved at jeg legger til mer av d Bamme
informasjonen; en 1o g.som innferes | dan vnpprmnehge betydningen. Dette er en teknikk jeg har brukt tidligerdileksempel
i Peephole Magazine. Det erog esse for serialitet Dg repetisjon som kunstneriske verkie

Q: Hva handler utstillingen om | hovedsak? - =S
A: Jeg hadde i utgangspunktet en ide om 4 lage skulpturer ved hjelp av hva man kanskje kan kalle ‘byrikratisk vandalisme’ Jeg bruker
en tilsynelatende brutal gest for 4 endre originalene og gi dem nye betydninger, men alt er gjort | overensstemmelse med siermne. Noen
vil forsté dette som dekonstruksjon eller ikonoklasme, men jeg jobber ut fra ideen om at den tilsynelatende destruktive gesten er en
rehabilitering av betydning. Med Amold Haukelands egne ord - 4 fylle stivnede former med nytt innhold.

C: Betrakter du de onginale skulpturene som et tilfeldig rAmateriale?

A: Jeg bruker dem som en slags containere her, men, nei, de er ikke tilfeldige; de er ikoniske skulpturer som har hatt stor betydning

for min egen ferestilling om norsk kunsthistorie. For & fa tilgang pé dette materialet mitte jeg ga inn i samtaler med eieme, og disse
samtalene er vel s4 viktige for verket som presentasjonen av det. Utlanerne hadde forstielse for den endelige intensjonen med prosjektet,
of de sa ja til & delta med dette | bakhodet. Pa denne méten ble forhandlingsprosessene en del av verkets ramme, slik det ogsé var ved
bokprosjektet mitt pd Deichmanske bibliotek i 2008,




Adidas

In an era before athletic-performance gear with distinctive logos existed as a
commodity, Adidas footwear were the designer sneakegs of the1r day For several dec
Adidas shoes were we

distinctive three-g

["and Dl}rmplc athl¢

o ESSi

PI0 a quietly sunk into the public consciousness through

television came; ed on Adidas-wearing athletes. The company and its

especially the tigifllilogo T-shirt--became indelibly linked with 1970s fashiopgtiuring

the early }rearsl 8 music's ascendancy, Adidas became fon brand name to

find itself conne ith hip-hop cool. |
f
/
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Adidas shoes were fed both well designed and we

Like a Mercedes 0

an origins. The company beg
ssler Schuhfabrik, in Herzug'

and much of thifas due to the product's &

early 1920s as ."'- makers Gebruder ||

Adi) Dassler designed a pair ofiEports
he

Germany, near berg. One day in 19254

began to study the science behind il d fea.r. By

shoes; thereafter

and his brother R

lph were selling special shoes for tennis players, and e Soonigsgan

to design speci s for the needs of specific sports. They devised man}r ‘

innovations that riille their footwear popular with athletes, not the least of which
first arch support.|

best advertisemen/§

l brothers were also quick to realize that athletes themselves wi

 their shoes. Initiating a long and controversial history of |§

marketing, in 1928 the SOAp: y gave away their first pairs of free shoes to the a

s

the Olympic Games in Ams{e# Jia

wearing Adidas when he won a gold medal in track at the beriin Olympic Games.

ears later, American sprinter _less

ff
In 1948 the Dassler brothers had a falling-out and never spoke again. The origins ofieir
I :H' Y
sland
i
dyed

split, which dissolved their original firm, remain somewhat of a mystery, but p !-
revolve around their shifting alliances before, during, and after Hitler, the Nazi Pa

World War II. Rudi was drafted and was later captured by Allied forces, while Adi

Chantal Crousel

Communiqué
Reena S}"Jﬂuiings
)

10 décembre 20 _'

A
e abord connue en tant que personnage de fiction, une jeune femme évoluant dans la scéne
artistigque new-vorkaise des années 2000

Reena Spaulint®

nt c¢ temps, une
galerie ouvre dans le Lower | arrean sous e nom de Recna Spaulings Fine Art, et les membres
fondateurs débutent alors ation i la fois commerciale et artistique avec les artistes de la galerie tels
“lara Liden, Jurta Koether et Seth Price. Le travail artistique du collectif’ Reena
i mhiguurés, interrogeant tout autant la notion d'aureur traditionnellement admise
5 la sphére artistique.

que Ei Arakawa, Claire
Spaulings contient to
que la division du tray
Pour cette expositig itulée ;-) , Reena Spaulings a collaboré avec Catherine Feff pour la réalisation d'une
E dans la galerie. Artiste reconnue depuis les années 1980 pour son travail i grande échelle
dans I’ espace publ R thc‘rmc Fell a entidrement recouvert d'une biche tricolore PArc de * I'riomphe en 1983, et
transformé en posiililliophonique I'Obélisque de la Concorde en 1990 pour le cinquantenaire de Pappel du 18 juin,

t Fefl sont souvent des commandes d’embellissement / masquage de sites de chantier urbain

grande fresque pré

Les projers de I' A
au moyen de paylils panoramiques peints sur biche. L'oeuvre réalisée spécifiquement pour 'exposition est un
croisement entrg ravail antérieur de Catherine Feff, une fresque discréte et onirique 4 quelques pas de la galerie,
et Pouverture rf de la High Line & New York, une sorte de promenade verte aménagée sur une ancienne ligne
de métro aérienj
La High Line e fois une relique industrielle et un appareil spectaculaire qui, en élevant le regard touristigue
onne I'impression de voir New York en trompe Poeil. Restaurées dans un style faussement

s fraichement rénovées ressemblent 4 des ruines modernes, une résonnance 3 Pobsessionnel

au-dessus des
antigue, les str
retour i des & évolues et i I'authenticité des savoir-faire dans le design contemporain des restaurants et hétels
(ce que Adorn lait « culture ressuscitée »). Ces phantasmes d’un New York disparu sont symptomatiques
lus en plus abstraite et difficile 4 percevoir. Afin de permettre Pacces i la galerie, Spaulings a
image de Catherine Fefl. Les fragments découpés de la High Line ont été renversés i 90° et
constituer des nouvelles peintures abstraites.

; !
d'une métropold
retiré une partid

montés sur toile

Reena Spaulings i} aussi une nouvelle série de peintures monochromes sur carton. Les supports utilisés sont,

en fait, des cartons 3 des mémes cartons utihisés récemment pendant eccupation du square Zuccotti 3 Wall
Strect pour y inscrire spt sienes de protestation. Les cartons de pizza utilisés dans 'exposition sont
les restes d'une réunion publi 3 Art d New York. Dans Pexposition,
ces cartons sont dépliés et peints comm A gde Heimo Zobernig par
exemple, et rappelant une précédente série de peintures de Reena Spaulings e, pappes de diners
du monde de Iart.
Dans Pexposition est aussi présentées une série de gravures inspirées d’images des drones Predacor I\.-_I
d'images de surveillance rapportées par ces mémes appareils), et une punaise de lit chromée, insecte
New York actuellement, transformée maintenant en une sculpture miniature.

pdés (ou
ant i

Remerciements & Catherine Feff, David Lasry and Two Palms, Ashley Carter, Jason Loebs, Christi iher,
Rachel Rose, and Bjarne Melgaard. '

] tion) : More Michael Paintings, Indipendenza Studio, Rome; Michae!, Galerie Meyer Kair HiEs
Contemporary Art Museum, Saint Louis, 2008 ; How To Caot o B8l Kunsthalle Ziirich, 2007.

Expositions collecti qilis ) Bysrapia, CAPC, Bordeaux, 2011; Secomde main, Musée dart moderne de la Ville de
Paris, 2010 ; Here Is Every. Fonr Decades of Comtemporary Are, Muscum of Modern Art, New York ; Pap Life, Tate Modern, Londres
/ Mational Gallery of Canada, Ottawa ; L'argent, Le Platean / Frac le-de-France, Paris; 2008 ; Some Neighbowrs, Runstversin
Miinchen, Mumich, 2008 ; Mak: Tosr Omn Life, Museum of Contemporary Art, Miami, 2007,

1 Bemadeiic Conporaison, Rerms Spawlings, Seminteaiie), New Yark. 200k
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