Malerei #011. Ungegenstandlich heute!
Kunstraum Alexander Burkle, Freiburg, 2011

Object 04, Dust, 2011

Cardboard, painted, powder-coated steel construction, 2 parts
355x130x%x130cm/139.8x51.2x51.2in




Super Sensitive Drops 126, 2011
Acrylic, oil, various materials on lacquered aluminum
180x90cm/70.9%x354in




Super Sensitive Drops 128, 2011
Acrylic, oil, various materials on lacquered aluminum
125x80cm/49.2x31.5in




Super Sensitive Drops 127, 2011
Acrylic, oil, various materials on lacquered aluminum
125x80cm/49.2x31.5in




Super Sensitive Drops 129, 2011
Acrylic, oil, various materials on lacquered aluminum
150x150cm/59.1 x59.1in
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HUNTING ANTELOPES AT NIGHT.

KLAUS-MARTIN TREDER, 2011. POSTER #18.

TEXT: JULIA GALANDI-PASCUAL. TRANSLATION: CATHY LARA, SAN FRANCISCO. GRAPHIC DESIGN:
KURZ GESTALTUNG, BERLIN. PICTURE: RECOM, BERLIN. PRINT RUN: 400. EDITOR: EGE KUNST- UND
KULTURSTIFTUNG, FREIBURG. © BERLIN, 2011, KLAUS-MARTIN TREDER, JULIA GALANDI-PASCUAL
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Who is really speaking there?

Questions on the legendary exhibition.!

“Have you already gone to it?”

“No. But you have, haven’t you?”

“Of course, I waited almost two hours to get in!”

“Wow, great! And what did you get to see?”

“Everything — in just half an hour. It’s really practical that all the key works are assembled there. And since
the exhibition won’t be running forever, you also feel the pressure to actually go. And it’s definitely worth it for
the shop, because there are all kinds of things to pick up.”

“Yes, you're right — that really makes it efficient!”

Overheard at a dinner party with friends in 2004 upon occasion of an exhibition in the capital that attracted tremen-
dous press, this brief conversation is not necessarily an example of how discussions on art can already decisively
contribute to what is called the proc

of creating value, but much more shows that — even in the art world — being
present is everything! And like 1.2 million other people at the time, the art lover had definitely viewed works of
high quality at Berlin’s National Gallery, which also could have been viewed in the museum that usually houses
them — had the building not been under renovation at the time. But who wants to visit a permanent collection when
an admission ticket to a special exhibition gets you into an exclusive, limited-time event: “We actually had VIP

tickets for this event!” And so did well over 150,000 others. And after you had mis
heard about this at the latest through a press release that announced: “After 186 exhibition days, last night on Sunday
the exhibition closed its doors forever at 10 p.m.”

ed the opportunity to go, you

1: The title is borrowed from an essay by Mike Bals entitled *

edited by Thomas Sonja Neef, Frankfurt/M, 2006, pp. 72-116,
particularly p. 77

2: Erinnerungen. Das MoMA in Berlin, edited by Katharina von Chlebowski and André Odier, Ostfildern-Ruit, 2005, p. 4f.

Is it the lines in front of special exhibitions that continue to increasingly make history?? If yes, then this didn’t
just start in the recent past. In the 18th century, temporary salon exhibitions in Paris and exhibitions at the Royal
Academy in London already garnered tremendous public attention.* The artist that had been viewed by the most

s an institutional

people had succeeded! Peter J. Schneemann attributes the remarkable success of the exhibition

form today to the fact that in the course of the second half of the 20th century the exhibition increasingly became
the site where art actually takes place.” Does this necessitate the use of extensive strategies (from positioning the work
in the room to creating exhibition catalogs and posters for the opening and having them designed by advertising
agencies in corporate design)? What type of art do these aids help show? Shouldn’t we be able to identify these
codes, whether overt or concealed, even if they are subordinate and at times suppressed? Isn’t that how culture and
society are constructed?

Understanding an “exhibition as a medium,” as a “cultural practice of putting on display,” and analyzing it as a
first published in 1957,
culture, including the
exhibition, which he explores through an analysis of the legendary photo exhibition, “The Family of Man.”” This

communication process is no new idea.® In the collection of essays, Mythologies, that wz

French cultural theorist Roland Barthes examines various (everyday) phenomena of ma

exhibition, which had first been on exhibit in 1955 at the Museum of Modern Art in New York, aspired to present
a comprehensive portrait of humanity — with the help of 500 photographers from various backgrounds. Different
versions of the exhibition traveled through 38 countries until 1964 and more than nine million people viewed the

exhibition during this time. This is perhaps one reason why it is still praised today “as the greatest photo exhibition
of all times.”® Roland Barthes, who had in fact

ited the exhibition in Paris, draws on the “myth of the human
condition” and uncovers a special signification process that is at work in the photographs shown in this context.”

were taken, the

While the elements that originally gave meaning to the various photographs (the reasons why they
time and place of their origin) are intentionally withheld, what the exhibition does is set up an artificial relationship
between the photos, which suggests that photography is a universal language. This is the only way — with the help
of this universal language — that the idea of a human, more socially just community can be propagated — and with
tremendous success, as one can still see from visitor numbers today!

3:“The line in front was actually the hich no artist could . “Exzess der Duldsamkeit, in: ibid. p. 151. The

line in front of the National Gallery was such that it even prompted the publication published upon occasion of the MoMA exhibition in Berlin to dedicate an entire chapter to it ibid, pp. 42-59.

4: Peter . “Wenn ber di als Ort und Ereignis der Kunst, in: Kunstforum International, no. 186, June-July 2007, pp. 65-81, especially pp. 66 and 80

as well as Ekkehard Mai on the history of exhibitions in E» Geschichte und Kritik d Munich, 1986.

5: Schneemann 2007, p. 65,

6: Sigrid Schade and Dorothee Richter: “Ausstellungs-Displays. Reflexionen zu einem Zircher Forschungsprojekt; in: Kunstforum International, no. 186, June-July 2007, pp. 56-63, here p. 58;
Martin Heller: “Ausstellung als Medium,”in: Konfigurationen. Zwischen Kunst und Medien, edited by Sigrid Schade and Georg Christoph Tholen, Munich, 1999, pp. 436-439 and the collection of
essays Spielregeln der Kunst, edited by Wolfgang Zingg), Dresden, 2001

7: Roland Barthes. Originally published in Paris in 1957. In Mythologies, translated by Annette Lavers. Hill and Wang, a division of Farrar, Straus and Giroux, New York, 1972, p. 6.

8: This description can be found on a billboard at Clervaux Castle, Luxembourg, where the exhibition has been on permanent exhibition since 1994, The exhibition was added to the UNESCO
Memory of the World Register in 2003,

9:1bid., p. 6.

Unlike a mythological narrative, Barthes defines a “myth” as a “semiological system” that transforms history into
nature: “Everything, then, can be a myth? Yes, I believe this, for the universe is infinitely fertile in suggestions.
Every object in the world can pass from a closed, silent existence to an oral state, open to appropriation by society,
for there is no law, whether natural or not, which forbids talking about things. ... not only written discourse, but
also photography, cinema, reporting, sport, shows, publicity, all these can serve as a support to mythical speech.”
A “myth” is not defined by the object of its message, but by the way it is articulated. It is not an object or a con-
cept, but a “statement ... a system of communication, that is a message.”"!

If in accordance with Barthes, exhibitions are understood as linguistic structures, then whenever the contemporary
art world is studied — where “blockbuster shows™ attract increasingly more attention compared to the collections
presented seemingly removed from time in temple-like museums — the following question needs to be asked: What
are the means used to produce meaning in these contexts?'> What are the differes

s between a temporary special
exhibition and a permanent presentation at a national museum? In other words, which presentation formats are

selected to already contextualize works through the means by which they are put on display? What are the criteria
used to select works for an exhibition? What is the role of the art criti

> and art market, of art management and art
history in this context? Which codes on reading artworks result from this and are offered to the viewer within an
“expository discourse,” and which ones aren’t?"*

“An exhibition isn’t just about exhibiting pictures. Don’t important exhibitions also make pictures”?!* That was
said in conjunction with one of the most successful exhibitions worldwide. And who defines the importance of an
exhibition? The number of visitors and guided tours that have been booked? Or the number of visitors who have

visited the store? The budget or the amount of money put into an advertising campaign? The media response, the

length of a TV report or how much time a visitor spent at an exhibition?'

All these questions point to a mechanism that serves to construct “art” at exhibitions. And so, this myth demands

that we develop an awareness of how our gaze is directed and — when actual art takes place — to always ask anew:
“Who is really speaking there?”

10: Ibid, pp 109-110.
11: Ibid., p. 109.

12: At Zurich University of the Arts, a research project was conducted from 2005-2007, which explored the thesis that exhibitions need to be understood as cultural practices, Le,, that putting
something on display s a cultural act. This was the first time that commercial and cultural exhibition display techniques were examined. The report with the project’s findings was published in
2007 and is one of the inspirations behind my essay. See Schade/Richter, 2007.

13: Bal, 2006, p. 79,

14: Peter Klaus Schuster: ° Ausstellung, die keine war" in: C} 72005, pp. 9-11, here p. 11

15: “Zahlen und Fakten,” in: ibid. pp. 142f.

Julia Galandi- Pascual



