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I n t r o d u c ti o n

The tension between the history of the avant-garde, as
viable reference in contemporary art production, and its
powerful neoliberal socio-economic framing has reached a
stage at which its declining influence is no longer in doubt.
New economic models and references with respect to the
professional training and successful social integration of
the artist and the production and display of the artwork
in a global exhibition network of public and private galleries have neutralized the avant-garde’s progressive political
influence. What one suspected was true but was for the
most part invisible and therefore implicitly acknowledged
since the 1980s revival of gallery-based art, is now boldly
confirmed: the production and public display of art, even
radical art, is conditioned by powerful institutional forces
and influences that accompany the artist through all stages
of a professional career, from the new pedagogic environment produced by the economic reconceptualization of
the university system’s social function, through a life-long
cycle of exhibitions that are increasingly staged in major
museums whose spectacular, entrepreneurial meta-aesthetic forms have eclipsed — or reframed — the dominant
twentieth-century white-cube exhibition model, to the
ultimate production of learned coffee-table monographs
designed for display in expensive houses, apartments, and
condominiums. Given the tentacular reach of an entrepreneurially driven, neoliberal market economy throughout an
art world of global proportions, there can be no illusion as
to the ultimate fate of any artwork, radical or not, challen7|161
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ging or not, whatever the artist’s social aspirations or political ambitions. It will end up either stagnating in obscurity,
awaiting discovery, because it does not have market potential, or it will circulate in an art system that is an important
cultural extension of an advanced neoliberal capitalist economy. Art can no longer be considered to be— in appearance,
if not always in fact — a semi-autonomous zone of innovative symbolic expression and experimentation devoted to
the creation of a specialized category of human artefact. It
must be accepted for what it now is: an alternative economically reconfigured zone of socio-symbolic expression and
experimentation, in which symbolic activity, experimental
thought, and related sensory practices are subject to the
powerful new economic forces of unprecedented concentrations of money, power, and influence.
The post-1980s art world has chosen, through the
governing activities of a dominant, highly capitalized
socio-economic group (composed of collectors, art consultants, dealers, transnational gallery owners, and auction specialists), to subject expert-driven symbolic activity of the kind that has previously been associated with
the expression “avant-garde art” to different economically defined criteria for establishing an artwork’s social
value. Art’s implicit cultural frame of reference and its
expert knowledge-based domain of operations have been
eroded by the gradual imposition of simplistic democratic
and economic criteria of mass inclusion. Market-driven
forms of easy-access innovation geared to short-term
objectives (entertainment models, exploitation of fashionable trends, and a focus on rapid inventory turnover) have
replaced confrontation and dialogue with the complex8|161
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ities of avant-garde exploration, experimentation, and formal or conceptual invention. A capitalist economic model
of exchange value dominates the art world. Its influence
begins with the artist’s academic education, into which
short- and long-term economic objectives (such as grants
and jobs) have infiltrated, corrupting the concept of “disinterested” intellectual autonomy (anchored in mastery
of one’s “discipline” and its reflexive capacity to provide
independent information on the question of its own limits
and possibilities). The contours of this model are figured
in the circulation of new words such as “client” (student),
which automatically redefine the university as a business
environment and the teaching staff as salespersons. The
model has been slowly and systemically imposed over the
last twenty-five years as a way of transforming artists into
productive profit-making components in an open-ended,
expansionist, consumer-based society. In the wake of this
transformation, previous criteria of success (such as an
artwork’s visual and conceptual originality as measured
against the unique historical contributions of previous generations of artists) have been stripped of their symbolic,
cultural, and historical frames of reference and replaced
by a rationalist economic one with short-term profit-based
objectives. How can the gratuitous, unproductive, rebellious, antisocial utopia of the progressive avant-garde be
tamed and its products transformed into “positive” economic capital? (Create a powerful seductive commercial
market for students.) How can short-term profit — the ability to sell a work quickly — replace long-term investment
in ideas, methods, and practices that have little immediate
promise of symbolic or pecuniary return? (Inculcate stu9|161
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dents with a professional and economic model of success.)
What forms of artworks can be produced if one imposes
this or that type of economic constraint on the education of
the artist or the production of an artwork? (Not only force
artists to know in advance what they want to do down to
the last dollar, but also force them to describe their practice and objective in less than a page on an official grant
application form. Force them, in other words, to transform
themselves into the accountants of predigested, easily formulated tasks and clearly defined objectives in order to
sell their ideas on an “open” market controlled by funding agencies.) This is the contemporary reality that frames
the training and socio-aesthetic activities of contemporary
artists in a global transnational, transcontinental theatre
of art production and display. This is the new economic
reality that permeates the universities and art academies
though which all ambitious students are trained to become
productive (in the sense of successful and therefore profitable) professional artists, as opposed to unproductive,
unprofitable vocational ones, as was the case with a more
bohemian studio-based art-school education in which
socio-economic success was not promoted as the basic
objective of art training. Students are now educated to
function as positive citizens (from accounting and socially
integrated viewpoints) in a market economy that measures
success in monetary and entrepreneurial terms. Education
is increasingly devoted to the production of a new type of
artist-entrepreneur who is able to operate within a neoliberal economic environment, according to a business model,
balance sheets, precise short-term objectives, and regular
product sales.
10|161
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This basic summary of the economic reality of the contemporary artist, as brief and limited as it obviously is,
raises serious questions about the future capacity of avantgarde art to serve as a viable socio-political (as opposed
to a decorative or rhetorical) reference for contemporary
artists. Given the current neoliberalization of the contemporary art world, can one produce artworks that take
critical account of the new economic frame of reference in
a way that might still allow them to make a positive, progressive contribution to the radical experimental currents
of nineteenth- and twentieth-century art? Or is this not
possible today?
T he  S o c i o - c u lt u r a l
F u n c ti o n s  o f  Au c ti o n s

Artists have frequently cultivated an ambivalent relationship with their society. Celebration is often counterbalanced
by criticism, economic dependency by claims of intellectual autonomy. This ambivalence is most clearly visible in
the cases of artists who have attempted or are attempting
to expose, critique, or alter the institutional and/or disciplinary foundations of their practices. Success, in such
cases, may be short-lived, as radical gestures and practices
are absorbed by institutions, and eventually by the discipline as a whole. Ambivalence, in these cases, is not only
a result of the tensions and frictions created by operating
within or along disciplinary and institutional boundaries, it
is generated by the contradictions produced by institutional
absorption and neutralizing conditions of display. There
is also a more general form of historical ambivalence, trig11|161
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gered by the knowledge and “consciousness” of radical practices when they serve as a backdrop to the art object’s normal—normalized—lifecycle, as in the case of its circulation
within a market economy. The recent history of the contemporary art auction provides an interesting context within
which to explore the evolving relationship of ambivalence
among art, artists, and society. This ambivalence is exposed
in the auction of avant-garde and contemporary neo-avantgarde artworks. For the auction is more than just an efficient
means of selling and buying human and natural artefacts. It
is a key social institution through which artefacts are judged
and assigned surplus economic, symbolic, and cultural value
based on a competitive bidding process. The contemporary
art auction is, from this point of view, the art world’s public
window on a socio-economic world; it is the public (cultural-symbolic) exhibition’s economic “other.”
The auction has always had a particular role in our society. It has served as a junction and clearing-house for the
redistribution of cultural and natural “things” and a medium
through which they can be constantly re-evaluated. Auctions ensure that the landscape of material culture is systemically renewed by the circulation of objects through
private and public space. In the process, they attribute collective cultural and monetary value to artefacts through a
competitive bidding process. Perhaps the auction is one of
the few social processes that actively functions, on a daily
basis, as a medium that brings together different spaces and
times, represented by a sequence of heterogeneous artefacts, through an articulation of real and symbolic capital
in order to redistribute them to other space/times. However, the art auction has also been the subject of the same
12|161
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neoliberal transformation that has taken place in the art
world’s other major institutions. As prices for artworks
have reached astronomical levels, the auction has become
the principal site for the transcoding of expert knowledge
and esoteric artefacts into powerful individualized vehicles for the publicity of the auction houses themselves. Each
record-breaking lot becomes a representative of the auction
house’s capacity to serve as a privileged medium of generating a (comparatively) breath-taking excess of capital.
T he  Au c ti o n
Cata l o g u e

The auction process achieves its designated socio-economic and cultural objectives through a complex multisensory experience nourished by desire, competition, and
ownership. The auction catalogue is the basic frame of
reference for this experience, as it sets the stage for the
auction to take place. Each individual auction is built into
the catalogue, which is designed to persuade the reader that
the objects listed therein are desirable — useful, unusual,
historically or culturally significant, or rare — and are therefore, in each case, worth owning. The auction catalogue is
not only a basic inventory of objects to be sold on the open
market during the course of one socio-economic event, it
is also, paradoxically, a sophisticated non-hierarchic, randomly (mixed dates, or groupings of dates, media, or other
data), loosely (one or more collections, selections from
a single collection), or fragmentarily (one example of an
artist’s production) organized archive of information about
those objects.
13|161
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Auction catalogues exhibit a basic structure composed
of six elements: lot number, artist’s name (where applicable), title and date, description of the object, a price estimate that serves as a guideline for the buyer, and a note of
provenance (where applicable). These elements are accompanied by a photographic reproduction of the object to
be sold (optional, but increasingly necessary). The printbased layout of these elements has varied over time but has
always taken a chronological form following the lot number sequence. These are the basic elements of the auction
catalogue’s system/economy, and they exist in different
visual forms within the classic auction catalogue and its
ultra-modern variants. They compose the common elementary template within which any item can be placed in
any sequence — any relationship with any another item. All
auction catalogues are based on the sequential (cellular)
reproduction of this template. Their basic graphic format
is a product of that cellular organization.
Like any graphic template designed to fulfil a common
economic or bureaucratic function (cheque, business form,
or other), the auction catalogue embodies a dual identity.
First, it must minimally represent the organization that
it serves. Second, it must also be able to capitalize on the
identity of its “merchandise” in order to fulfil its immediate
bureaucratic/organizational objective, which is tailored,
in an auction’s case, to a final economic goal of monetary/
object exchange. This operational duality transforms the
auction catalogue into a refined non-site. An object is no
longer considered to be site specific: it has no “home” or
precise cultural function, as it has been separated from
both in order to be sold on an open market in which, ideally,
15|161
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equality is guaranteed by a simple mechanism: the sound of
the auctioneer’s hammer confirming a final winning bid.
The auction and its catalogue offer a model of the fragmentation and circulation of objects that is a reflection of
an economic model in which lineage and chronology are
often intentionally dismantled according to the free-market operations of desire and competition (bidding among
interested parties). The auction catalogue is a mute testimony to this process and its petrified archive. Once an
object has been sold, the auction catalogue serves as a
repository of information about that object. It functions,
in this capacity, as an archive in relation to an object’s economic — market — value and cultural identity (origins and
provenance). This information can be used to trace the history of its movement in and out of the auction economy,
from collection to collection, private to private or private
to public (and, increasingly, public to private) space.
T he  G l o b a l i z ati o n
o f the 
Au c ti o n H o u se

In keeping with the times, leading auction houses such as
Christie’s and Sotheby’s have diversified into real estate,
education, private sales, and curated selling exhibitions
that mimic the function of real-estate agents, brokers, or
the private art gallery. Auction houses have thus adopted
a tentacular multinational corporate model in their bid to
link the prestige associated with their names and activities
to other social processes involving the exchange of different categories of material culture. The same model ani16|161
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mates their recent global expansion into previously remote
or inaccessible “cultural” markets as represented by Beijing, Dubai, Doha, Hong Kong, Mumbai, and Shanghai.
Artists and art galleries have expanded their activities in
a parallel manner. Both have adapted their behaviour in
order to compete and survive in a transnational, neoliberal
global economy.

Source: http://www.christies.com/locations
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A r tists ,
the  Au c ti o n P r o c ess ,
a n d the Cata l o g u e

Artists have sporadically exploited the auction process and
catalogue. In 1926, Marcel Duchamp designed an auction
catalogue to accompany his sale of eighty works by Francis
Picabia through the Hôtel Drouot auction house in Paris.
Damien Hirst used the same process to circumvent a traditional gallery-based art market; his Beautiful Inside My
Head Forever exhibition/auction was held over two days at
Sotheby’s, in London, in September 2008. Hirst’s appropriation of the auction in the name of a business model
that redefines the artist as entrepreneur and places the artist at the centre of the financial/symbolic world that the
auction represents/articulates is novel, if only for how it
reveals what was always implicit in the art world and its
market economy. Hirst’s strategy has exposed the invisible contract between art and money, desire and power (as
Duchamp did in 1926). According to this model, all artworks must be considered, first and foremost, to be merchandise. Hirst’s Sotheby’s sale also confirmed the auction
house’s traditional, if unacknowledged, role of placing
exhibition and auction on an equal footing.
Although some artists have used the auction process for
personal gain (Duchamp, Hirst), they have yet to exploit
the mine of information archived within the covers of auction catalogues and the complex relationships that catalogues create among objects of different times and places.
This is also true in the case of the new methodologies that
18|161
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are needed to analyze, organize, and display the results of
this “ultramodern” form of archaeological site.
Although auction catalogues have limited life spans
because they are designed to function in relation to a
specific event, they embody interesting epistemological
characteristics that are worth investigating because of their
relationship with culture and its socio-economic foundations. Because the auction catalogue monitors the circulation of objects between public and private spheres of social
activity, it has become an important witness to the shifting relationships and transformations in the definition and
function of the art object and artist and the kinds of knowledge that may be deployed in the service of those transformations. The key to that relationship is the word “lot.”
The auction catalogue bears witness to the process by
which an object’s unique embodiment of socio-cultural
pedigree, economic and symbolic prestige, and value has
been artificially created, supported, and authenticated
by the knowledge that a catalogue deploys in relation to
it. For it is by means of the auction catalogue that knowledge is officially and publicly correlated with a monetary
value (whose basic measure is a printed estimate) in such a
way as to officially enrich and give substance to an object’s
potential commodity and symbolic values. The desire to
possess an object is thus openly encouraged through design
strategies that have appropriated the tools of connoisseurship and academic knowledge (the academic or curatorial
article, the interview, the use of references and citations,
and others) for the specific objective of selling works of art.
Traditionally, the auction catalogue functioned as the
interface between the expert knowledge that the auction
19|161

A NEW SERIES OF THEME AUCTIONS OF CONTEMPORARY
ART AND CULTURE TO LAUNCH AT PHILLIPS de PURY &
COMPANY WORLDWIDE IN ADDITION TO ESTABLISHED AUCTION
PROGRAMME

FOR IMMEDIATE RELEASE
London – July 6 – Phillips de Pury & Company announces today the launch
of a new series of themed auctions of contemporary art and culture to be
held in London and New York.
Each sale will be a considered selection of quality property in a range of
values to reflect the chosen theme and will draw upon the expertise of the
Contemporary Art, Photographs, Design and Editions departments.
Simon de Pury, Chairman Phillips de Pury & Company says:
“Phillips de Pury& Company has consistently been staging the most
pioneering sales of contemporary art, design and photography and this new
dynamic platform will enable each department to interpret a given theme and
express their curatorial strengths. These sales will be ground-breaking and
taste-making and be a great compliment to our core auction programme.”
Commencing with the first sale of the season, Now: Art of the 21st Century,
in London on September 12, a further three sales will take place alternatively
between New York and London at the Phillips de Pury galleries in London at
Howick Place, SW1 and in New York in Chelsea.
Now: Art of the 21st Century will offer the most exciting works of art, design
and photography to be made since the Millennium and that will come to
define our current epoch.

SALE SCHEDULE:
London:
New York:
London:
New York:

Now, September 12
Latin America, October 3
Music, November 21
New York, New York, December 12

A new catalogue format that builds upon each theme of each sale with articles is being developed
and will be released to the public two weeks before the sale.
In addition to this schedule of new sales, this fall season, Phillips de Pury & Company will conduct
classic sales in Contemporary Art, Design, Photographs and Editions in concentrated blocks in
London during October’s Frieze Art Fair week and in New York in November to coincide with
traditional contemporary art sales week.
Details of the October and November sales will be announced shortly.
-ENDPress Contact:
LONDON
Patrizia Dell’Aira

General Enquires and Image

Ariel Childs

+ 44 20 7318 4047
pdellaira@phillipsdepury.com
+ 44 20 7318 4028
achilds@phillipsdepury.com

NEW YORK
Arati Rao

Alexander Gilkes

General Enquiries and Images

+ 1 212 940-1200
arao@phillipsdepury.com
+ 1 212 940 1398
agilkes@phillipsdepury.com
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house marshalled in support of the various objects that it
sold and the wider population of amateur or professional
collectors and dealers who might have been interested in
purchasing the items presented in its pages. Often it was
an in-house cataloguer who had the task of collating information on lots to be sold. However, since the 1970s, the
auction catalogue has been slowly transformed into an
important nexus and archive of recycled or commissioned
expert knowledge that has been marshalled in support,
most often, of important individual artworks with the
specific objective of amplifying their symbolic and economic capital.
Over the past ten years or more, auction houses have
produced increasingly complex catalogues involving extensive essays, detailed biographies, and interviews presented
by way of innovative visual layouts. Perhaps the most creative auction house in this area has been Phillips de Pury
(now known as Phillips), which launched a series of thematic auctions in 2009, the first of which was titled Now.
The series contributed to a redefinition of the boundaries
of the traditional catalogue within its existing template by
introducing different categories of objects within a common art-world frame of reference and by introducing a
magazine aesthetic involving comparative images, short
essays, commentaries, and interviews by and with prominent artists, curators, and collectors. Thus the catalogue was
designed to function as a sophisticated coffee-table book.
Art institutions have rarely confronted the auction process in order to reveal its mechanisms, procedures, implicit
economy, and politics. One notable exception was the
Two in One auction held under the auspices of Christie’s
22|161

Two in One | Post-War and Contemporary Art | Focus | Christie's

2013-07-12 2:12 PM

1 MAY 2009 | Contemporary Art | Article

Two in One: Contemporary Art from de Appel and Witte de With
One of a Kind
132 unique works. 129 established and rising stars of contemporary art. Two of
Europe’s leading cultural organisations. A one-off opportunity for collectors.
This is Two in One. A first-of-its-kind sale in auction history celebrating the
exceptional contribution made by the renowned contemporary art institutions:
Amsterdam-based de Appel and Rotterdam-based Witte de With. Since 1975 and
1990, respectively, de Appel and Witte de With have, through their support for a
whole generation of artists, provided a centre for the innovative and the new.
Unconfined by the ownership of a standing body of works, they remain dedicated
to allowing time and space to show the art they consider most relevant and
revolutionary at each moment. Now, in a testimony of the support provided by
these organizations over the years, an unprecedented gathering of
internationally respected artists have come together, each donating a work to
raise funds in aid of future projects at de Appel and Witte de With. Such unique
provenance with many works created especially for the sale, and accessible
estimates makes this a truly one of a kind event for the contemporary art
collecting world.
Cheque this out
Special commission: to mark this sale, 30 artists have been invited to make an
individual work as a response to a single, shared brief. The subject: ‘Take the
money and run’. Artists include Marlene Dumas, Lawrence Weiner and Maurizio
Cattelan who makes us an offer some may not be able to refuse.

Lot 104, Sale 2836
Maurizio Cattelan (ITALIAN, B. 1960)
Untitled
Price Realized: €10,000

Related Sale
Sale 2836
Two in One; Contemporary Art from Witte de With & de Appel
20 May 2009
Amsterdam
Related Departments
Post-War & Contemporary Art

Features Archive > Contemporary Art | Article

http://www.christies.com/features/2009-May-Amsterdam-Two-in-One-58-1.aspx
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in conjunction with the contemporary art centre Witte de
With and de Appel in 2009. Artists were invited to produce works that engaged with the auction as institution and
process. Their actions were nevertheless confined to this
one “gala” event and its spectacular final Lot 132, a bidding-based performance of stripping the auctioneer almost
completely (to his underwear), a concluding spectacle proposed by the German artist Christian Jankowski. A saleroom notice described Lot 132’s performative complexity
to potential bidders:
Please note that the following lot is divided into several lots. Each lot will consist of an unknown number
of photos of the whole process plus one object. It is
part of the artistic process that the number remains
unknown. Each series is therefore unique through this
object. It is up to the auctioneer to decide how many
objects will be sold. This series ends when the auctioneer will sell his hammer.
However, the Two in One catalogue fulfilled its traditional role of providing information on each item to be
auctioned, and its design was therefore based on the industry’s standard template for this type of publication.
The auction catalogue can also be used to produced
“meta-catalogues” such as Duchamp’s 1926 Picabia catalogue or, more recently, Sean Micka’s Negotiations (2011),
an artist book based on the appropriation of a 1983 Christie’s catalogue, The Contents of Benjamin Ginsburg, Antiquary Including the Property of Cora Ginsburg. Meta-catalogues explore various facets or possibilities that are
24|161
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The Contents of
Benjamin Ginsburg, Antiquary
including the Property of
Cora Ginsburg
Fine American and Furniture, English
and Continental Ceramics, Chinese Export
Porcelain, Textiles and related Decorative Arts
Friday, October 14, 1983
at 10:00 a.m. precisely (lots 1-156)
at 2:00 p.m. precisely (lots 157-378)
Saturday, October 15, 1983
at 10:00 a.m. precisely (lots 379-597)
at 2:00 p.m. precisely (lots 598-761)

Viewing
Friday
Saturday
Sunday
Monday
Tuesday
Wednesday
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October 8
October 9
October 10
October 11
October 12
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10:00 a.m. - 5:00 p.m.
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implicit within a given catalogue or auction sale. This is
especially interesting in the case of the auction of a collection or partial collection of artworks that were originally
designed and produced to operate outside of standard art
categories and institutions. Another recent and different
example is provided by the sale Selected Works from the Collection of Anton & Annick Herbert for the Benefit of the Herbert
Foundation in 2011. The auction consisted of a group of
minimal, Arte Povera, and conceptual artworks by leading
late-1960s practitioners. To auction works that were created under different historical conditions of production,
display, and exchange is to implicitly highlight the contradictions that are produced by the multiple roles and functions of objects that circulate in different economies at different moments in their history.
In addition to being book-based miniature archives, auction catalogues may be designed as collectable artworks, in
which case they may also operate as meta-visual works that
play with their own institutional frames of reference. Phillips de Pury’s 2008 Collect this Catalogue is an interesting
example not only because of the four original prints that it
contained, but also because of its reflexive title. The publication functioned simultaneously as an auction catalogue,
medium of distribution, exhibition site, and vehicle for an
ironic, playful form of neo-/post-institutional critique (the
prints were not signed, dated, or numbered). Such catalogues begin to blur the boundaries between auctions and
artworks in a novel fashion by introducing a new, in-between, dual-function category of catalogue.
The road to the auction can begin much earlier in an
artwork’s history if this “end” is built into its conception,
27|161
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ITEM CATEGORY
All - Paintings, Prints, Drawings &
Watercolors (17)
Sculptures, Statues & Figures (11)
Drawings & Watercolors (10)
Paintings (5)
Prints & Multiples (2)
Photographs (1)
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LOT 501, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Martin Kippenberger (1953-1997)

$74,500

Das Ende Des Alphabets (The End of the Alphabet)

LOT 502, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

André Cadere (1934-1978)

$134,500

Untitled (A 13002040)

refine list
Richter, Gerhard (b. 1932) (3)
Anselmo, Giovanni (b. 1934) (2)
Graham, Dan (b. 1942) (1)
Huebler, Douglas (b. 1924) (1)
Kelley, Mike (b. 1954) (1)
Kippenberger, Martin (1953-1997)
(1)
Kosuth, Joseph (b. 1945) (1)
LeWitt, Sol (1928-2007) (1)
Merz, Mario (1924-2003) (1)
clear all
Nauman, Bruce (b. 1941) (1)
Penck,
A. R. (b. 1939) (1)
ORIGIN
Weiner, Lawrence (b. 1942) (1)
West,
EuropeFranz
(18) (b. 1947) (1)
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Europe(1)
(11)
Toroni,
Niele
Americas
(8) (b. 1937) (1)
Andre,
Carl
Germany
(7)(b. 1935) (1)
Italy (5)
Southern Europe (5)
Belgium (3)
United States of America (2)
Northern America (2)
Great Britain (2)
clear all
Northern Europe (2)
England
(2) PERIOD
STYLISTIC
France (1)
Contemporary (24)
clear all
MATERIAL / MEDIUM

SORT BY

LOT 503, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Giovanni Anselmo (b. 1934)

$230,500

Verso L'infinito (Towards Infinity)

LOT 504, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Luciano Fabro (1936-2007)

$218,500

Corona di Piombo (Crown of Lead)

LOT 505, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Mario Merz (1925-2003)

$1,426,500

6765

LOT 506, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Giovanni Anselmo (b. 1934)

$98,500

Oltremare A Ovest (Ultramarine to the West)

LOT 507, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Gerhard Richter (b. 1932)

$17,500

Studie Für 4 Glasscheiben (Study For 4 Glass Panes)

LOT 508, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Carl Andre (b. 1935)

$2,434,500

Steel-Lead Alloy Square

LOT 509, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Sol LeWitt (1928-2007)

$80,500

Double Drawings "EXTRA" - Lines from and to Certain Points Lines 10 cm Long
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All other materials & mediums (1)
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iron (1)
clear all
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LOT 512, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Niele Toroni (b. 1937)

$110,500

Empreintes sur Coton Plastifié (Toile Ciré) (Imprints on Oil Cloth)

LOT 513, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Marcel Broodthaers (1924-1976)

$50,000

Chez Votre Fournisseur (From Your Supplier)

DATE
20th Century (27)
late 20th Century (18)
1970s (11)
1960s (9)
mid 20th Century (9)
1980s (5)
1990s (2)

LOT 514, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Marcel Broodthaers (1924-1976)

$25,000

Arsène Lupin (Le probléme de la chamber jaune IA) (The
Problem of the Yellow

clear all

LOT 516, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Marcel Broodthaers (1924-1976)

$86,500

Pipe et formes académiques (Pipe and Academic Forms)

LOT 517, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Gerhard Richter (b. 1932)

$12,500

Studie Für 4 Glasscheiben (Study For 4 Glass Panes)

LOT 518, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Joseph Kosuth (B. 1945)

$146,500

One and Three Coats

LOT 519, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Bruce Nauman (b. 1941)

$1,874,500

White Breathing

LOT 520, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

DOUGLAS HUEBLER (B. 1924)

$56,250

Duration Piece # 77, Brussels

LOT 521, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Lawrence Weiner (b. 1942)

$98,500

Bent to a Straight and Narrow at a Point of Passage Cat # 422
(1976)
LOT 522, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Robert Barry (B. 1963)

$21,250

Is it Acceptable

LOT 523, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED

Hanne Darboven (1941-2009)

$98,500

(I) 42 + 19 = 61; - ARBEIT II/I' (II) 19 + 42 = 61; - ARBEIT I/II

LOT 524, SALE 2625, NEW YORK, ROCKEFELLER PLAZA

PRICE REALIZED
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CHRISTIE’S TO OFFER WORKS FROM THE PIONEERING

ANTON & ANNICK HERBERT COLLECTION
MINIMAL ART ~ CONCEPTUAL ART ~ ARTE POVERA

CARL ANDRE (B. 1935)
Steel Lead Alloy Square
steel and lead, in one hundred parts
Executed in 1969
Estimate: $1,500,000-2,000,000

“We have not collected works of art, but a new way of thinking.”
Anton Herbert

Post War and Contemporary Art
November 9, 2011
New York – Christie‘s is honored to announce the auction on November 9, 2011, of selected
works from the celebrated Anton and Annick Herbert Collection of Minimal Art, Conceptual
Art and Arte Povera. Formed in Ghent, Belgium, by the Herberts, beginning in the 1960s, the
collection is considered to be one of the most important in the world and has been exhibited
publicly all over Europe. The collection is notable for its high quality, its critical engagement
with key issues of the 1960s, 70s and 80s, and its origins in the personal relationships enjoyed
by the Herberts with the visionary artists they supported. A total of 35 exceptional pieces from
the collection will be offered at auction in New York on 9th November 2011 and are expected to
fetch $5 million to $7 million in support of establishing the Herbert Art Center.

The Anton and Annick Herbert Collection is a unique assembly of works, collected over the
course of three decades and encompassing the pivotal years 1968 to 1989. These dates, so
significant in the course of history, include the counter-revolutionary youth movements that
moved across Europe, and the fall of the Berlin Wall that dramatically radicalized the social
and cultural sphere in the West. The artists that Annick and Anton Herbert have championed
and continue to support have all played a critical part in the evolutions of this era. Uniting
names such as Carl Andre, Giovanni Anselmo, Robert Barry, Hanne Darboven, Douglas
Huebler, Joseph Kosuth, Sol LeWitt, Richard Long, Mario Merz, Bruce Nauman, Mike
Kelley, Franz West, Lawrence Wiener and Martin Kippenberger, the collection includes
some of the greatest adherents of Minimalism, Art Povera and Conceptual Art, as well as those
ciphers acting in the spaces between. Together, the works in the collection form an open
dialogue, capturing the essence of contemporary debate during this pivotal moment in art
history. The auction of this section of the collection provides an extraordinary opportunity for
others to participate in a spirit of adventure best expressed by Anton Herbert himself when he
said, ‗We have not collected works of art, but a new way of thinking.
Francis Outred, International Director, Head of Post-War & Contemporary Art, Europe,
stated: ―It is an absolute privilege for Christies to be able to handle selected works from the collection of
Annick and Anton Herbert, quite simply one of the most important and defining collections of post-war
art. Encompassing all of the elements which have driven their refined taste over forty years of collecting,
the auction encompasses key works from the Minimalist, Conceptual and Arte Povera movements as
well as their artistic inheritors in the 1980s. Each work represents a journey for the Herberts. Extremely
analytical about the nature of their collecting, they have thought carefully about each choice they have
made and each artistic relationship they have developed. They were central to the development of a small,
close knit community of artists, collectors and dealers who supported these movements at their birth
when there was much scepticism. However that support has borne fruit as an inspiration to thousands of
artists working today and these ideas have in turn inspired many of the tendencies of art in the 21st
century. As a result, a trip to the Herbert's collection has been likened to a pilgrimage to other artistic
meccas like Marfa and Dia. The decision to sell has been a very difficult one for the Herberts, since they
have always determined not to sell works from their collection. However the chance to create a lasting
legacy in the Herbert Art Center in Ghent which will archive this historic artistic journey makes this
more than worthwhile. The auction will create a once in a lifetime chance to acquire works from this
historic collection.”
With the proceeds of the forthcoming auction, the Anton and Annick Herbert Foundation look
forward to creating a unique public institution primarily dedicated to Minimal Art, Arte
Povera and Conceptual Art to be located in the heart of Ghent, Belgium. The Herbert Art
Centre is conceived as a permanent exhibition space and archive for the pivotal works
assembled by the Herbert Collection. The Centre will also provide a calendar of public and
educational events designed to broaden the understanding and awareness of this key moment
in twentieth century art history and to preserve the artists‘ legacy for present and future
generations.

To mark the unique occasion of having this collection, Christie‘s will exhibit the works on the
20th floor of 1230 Avenue of the Americas, at Rockefeller Center as Christie‘s did in 2006 for
the Works of Donald Judd, from the Judd Foundation. The pieces will be shown in a space that
will be specially designed to highlight the important connection between art and its spatial
context. The viewing will open on October 25th and will be accessible to the public throughout
the three weeks leading up to the sale on November 9th.
Highlights of the sale include:
MINIMAL ART

CARL ANDRE (B. 1935)
Steel Lead Alloy Square
steel and lead, in one hundred parts
Executed in 1969
Estimate: $1,500,000-2,000,000

Carl Andre's floor pieces—flat, modular and made of
ordinary materials—challenge all traditional conceptions
of sculptures as three-dimensional objects executed in
marble or bronze. Their flatness, however, does not
diminish their physical presence. As the artist has stated, "I don't think of them as being flat at
all. I think, in a sense, that each piece supports a column of air that extends to the top of the
atmosphere.‖
SOL LEWITT (1928-2007)
Untitled (Modular Cube)
baked enamel on steel
Executed in 1967-68
Estimate: $380,000-450,000

A consistent theme of Sol LeWitt's sculpture has been to
explore the relationship of modular cubes to the twodimensional grid. The three-dimensional element becomes
an extension of two-dimensional pictorial space, while at
the same time contrasting with it. Comprising a simple,
almost skeletal, structure, Untitled (Modular Cube) invites the eye to pierce the previously
impenetrable exterior of art and explore the space inside.

CONCEPTUAL ART
BRUCE NAUMAN (B. 1941)
White Breathing
iron blocks, in fourteen parts
Executed in 1976
Estimate: $1,600,000-2,000,000
Executed in 1976, White Breathing is one of an important
and rare group of room-sized floor installations by Bruce
Nauman. Two different kinds of cast iron blocks are
spread across the floor. Both types have slanted sides, and
the opposing sides are always parallel to each other. But it
appears that there are more than two types—a visual illusion that Nauman creates by carefully
choosing the shape combinations.
JOSEPH KOSUTH (B. 1945)
One and Three Coats
coat, photograph and ink on paper
Executed in 1965
Estimate: $140,000-180,000
Created in 1965, One and Three Coats is a landmark
installation in Conceptual Art, comprised of a coat, a
photograph of the coat, and an enlarged dictionary
definition of the word "coat." The work changes each time it is installed, since the coat may be
hung differently from room to room, and the photograph must show the coat precisely as it is
installed; so the one invariable ―coat‖ is the written definition. For Kosuth, then, art is a
fundamentally linguistic concept rather than a visual or material category.
LAWRENCE WEINER (B. 1940)
Bent to a Straight and Narrow at a Point of Passage #422
vinyl lettering affixed to a wall
Executed in 1978
Estimate: $80,000-120,000

Since the 1970s, Lawrence Weiner, one of the central figures of
Conceptual art, has created wall installations consisting solely of
words painted in nondescript letters. The lettering need not be
done by Weiner himself, as long as the sign painter complies with
the instructions dictated by the artist. Among the first works
acquired by the Herberts was one of Weiner‘s sentences, which the
couple bought because they found it so shockingly provocative.

ARTE POVERA
MARIO MERZ (1925-2003)
6765
eighty three stacks of newspapers, glass plates and
neon tubes
Executed in 1976
Estimate: $750,000-950,000

An extraordinarily lyrical fusion of light, energy
and material, seeming to form a condensed
movement across the gallery floor, 6765 is a major
work by Mario Merz that expresses a profound
sense of both the material build-up of information
and ideas over time and of the continuous progression (and even ethereal flow) of events
through history.
GIOVANNI ANSELMO (B. 1934)
Verso l'infinito
iron, incision, transparent varnish
Executed in 1969
Estimate: $120,000-180,000

Verso l’infinito (Toward Infinity) is one of an important series of iron
works that Giovanni Anselmo made at the height of his involvement
with Arte Povera in the late 1960s. Consisting only of a solid block of
iron onto which the small incision of an arrow pointing toward the
mathematical sign for infinity has been engraved, the work at first
looks like a Minimalist statement of the kind then being made in
America. As with all of Anselmo‘s work, however, this piece is a
pointer toward the invisible and eternal forces of physics and of
nature at work within the world - forces that shape all human concepts of space, form and
time.
LUCIANO FABRO (b. 1936)
Corona di Piombo (Crown of Lead)
lead
Executed in 1971
Estimate : $100,000-150,000

A fascinating, iconic and instantly recognizable image,
Corona di Piombo (Crown of Lead) is vast and
extraordinary play of form, symbolism, material and
texture that derives from the height of Luciano Fabro‘s

involvement with ‗arte povera‘ in the late 1960s and early ‗70s.
Immediately recognizable as an enormous crown of laurels rendered and materialized in large
leaf-like sheets of lead, the laurel wreath form of Corona di Piombo is also powerfully
evocative of Italy and its glorious, historic and classical past. Fabro‘s intention with all these
works was to a liberating one. The aim was to induce in the viewer a new awareness of space
and reality as a vital and enriched arena of potential existing beyond the confines of
convention.

MIKE KELLEY (b. 1954)
Heart and Flower
felt on felt
Executed in 1988
Estimate : $200,000-300,000
Mike Kelley‘s Heart and Flower was created in
1988 and is a vast example of his celebrated felt
banners. This work, which stretches over three
meters across, features hearts individually
applied to the border of the pale surface,
romantic or religious visions surrounding the
so-called ‗flower‘ of the title. As is so often the
case in Kelley‘s subversive world, the ‗flower‘ appears problematic: it is more like a huge pool
of spattered blood, yet has in fact been painstakingly applied to the surface, like the hearts,
and comprises various elements made of orange-red felt individually arranged and laid down,
the result of preparation and concentration rather than the scattered impression it deliberately
conveys.
EXCEPTIONAL THREE WEEKS EXHIBITION OF WORKS FROM THE HERBERT COLLECTION

Rockefeller Center, 20th Floor on 1230 Avenue of the Americas
October 25th – November 8th, 2011
Viewing in London: October 9th – 14th
Viewing in New York: October 25th - November 8th
Sale at Christie’s New York: November 9th, 2011, 1:30pm

About Christie’s
Christie‘s, the world's leading art business had global auction and private sales in the first half of 2011 that totaled
£2.0 billion/$3.2 billion. In 2010 it achieved global auction and private sales of £3.3 billion/$5.0 billion. Christie‘s
is a name and place that speaks of extraordinary art, unparalleled service and expertise, as well as international

glamour. Founded in 1766 by James Christie, Christie's conducted the greatest auctions of the 18th, 19th and 20th
centuries, and today remains a popular showcase for the unique and the beautiful. Christie‘s offers over 450 sales
annually in over 80 categories, including all areas of fine and decorative arts, jewellery, photographs, collectibles,
wine, and more. Prices range from $200 to over $100 million. Christie‘s has 53 offices in 32 countries and 10
salerooms around the world including in London, New York, Paris, Geneva, Milan, Amsterdam, Dubai and Hong
Kong. More recently, Christie‘s has led the market with expanded initiatives in emerging and new markets such
as Russia, China, India and the United Arab Emirates, with successful sales and exhibitions in Beijing, Mumbai
and Dubai.

Visit Christie’s Website at www.christies.com
Images available on request
Complete catalogue available online at www.christies.com or via the Christie’s iPhone app
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LOUISE LAWLER (AMERICAN, B. 1947)
PEOPLE WHO EXPRESSED INTEREST IN THIS WORK ALSO BID ON THE FOLLOWING:

Price Realized
€1,375 (Set Currency)
($1,875)

Estimate
€700 - €900
($930 - $1,200)

Sale Information
SALE 2836 —
TWO IN ONE; CONTEMPORARY ART
FROM WITTE DE WITH & DE APPEL
20 May 2009
Amsterdam

LOT NOTES

DOMINIQUE GONZALESFOERSTER (FRENCH, B. 1965)
UNTITLED
PR. €563($767)
JOB KOELEWIJN (DUTCH, B.
1962)
ONGOING READING PROJECT
PR. €2,500($3,410)
APOLONIJA SUSTERSIC
(SLOVENIAN, B. 1965)
ANTI-GENTRIFICATION PLAN
PR. €63($85)
LIAM GILLICK (BRITISH, B. 1964)
MMM... MONEY PIE
PR. €688($938)

HARRIE DE KROON (DUTCH, B.
1948)
[WDIGGIE]
PR. €63($85)
COLEEN FITZGIBBON & ROBIN
WINTERS (AMERICAN, B. 1950 &
AMERICAN, B. 1950)
A DRAWING FOR THE FUTURE X
& Y:
PR. €275($375)

ENLARGE

OVERVIEW

MAURIZIO CATTELAN (ITALIAN, B.
1960)
UNTITLED
PR. €10,000($13,639)

FEATURES

Lot Notes
The work will be completed during the auction at Christie's on May 20th, 2009.
This work is accompanied by a certificate of authenticity signed by the artist.
The photographs of the conceptual artist Louise Lawler show a reflection on the presentation and marketing of art in
private and public contexts: private collections, auction houses, art fairs, art storage, galleries, museums. Lawler frames
the contexts that define art and the audiences' relationship to it. In doing so she appropriates well-known works of art
with her "re-photographs" and she frames the ambiguities about the reception of artworks, that is the art's relationship
to the inchoate economies of desire, exchange, prestige, gender and power. By marking the apparatus of the art system,
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her work is at once critical as well as part of the art system. Along with photography, she has created conceptual and
installation art. Her work is represented in the collections of the Centre Georges Pompidou (Paris), Guggenheim
Museum (New York), Metropolitan Museum of Art (New York), MOMA (New York), Kunstmuseum Basel (Basel) and
Museum Boymans-van Beuningen (Rotterdam). Selected exhibitions include Whitney Biennial 2008, (New York),
Documenta 12, Kassel (2007), P.S.1 MoMa, New York (2006), Kunstmuseum Basel (2005) and Sprth Magers Lee,
London (2007-2008). Her work A spot on the wall was exhibited in de Appel in 1995/1996.
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as Duchamp’s auction catalogue implicitly suggested or
as Louise Lawler demonstrated in 2009 in her contribution to the Two in One auction. Lawler’s contribution,
“People who expressed interest in this work also bid on
the following:,” can be considered a successful solution to
the problem of how to dynamically insert an analytically
oriented counter-practice into the auction process as it
takes place.
T he  M eta - e c o n o mi c
A r two r k

Artworks that are based on auction catalogues and
their archives have a dual social function. They render
visible a key transitional hub in the art world’s economy
where it is possible to experience and perhaps acquire an
artwork before it disappears into other private or public
hands. They also operate in a meta-disciplinary manner
because their existence begins at the point at which an
artwork’s primary economy ends, at which a basic cycle
of production and consumption has been limited, in the
first instance, to the circuit of studios (or other post-studio production sites), galleries, and museums, and their
various offsite extensions. The auction provides a means
of developing a secondary meta-circuit for an artwork’s
private/public circulation within a society. When an auctioned-based “meta-visual” work is displayed in a private
or public space, the viewer is confronted with the reproduction of a key event in the Western economic life cycle
of an artwork. The owner of such work possesses an “original” by proxy (through its catalogue-based reproduc38|161
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tion) and a meta-economic artwork based on the auction
of that original (whether sold or not). A series could be
produced based on the sequential sale of the same work of
art over time.

All of the major auction houses have constructed elaborate websites that provide a wide range of information
about the auction process, from consignment, to electronic
versions of paper-based catalogues, to post-sale services.
The information on sales that is now archived on these sites
can serve as a basic frame of reference for the production of
new independent artworks, and even exhibition practices.
They provide a different foundation for the production of
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an artwork or exhibition because of their non-linear organization, unusual design options, and ease of access.
The selective recuperation of key artworks from the
auction process and their transformation into meta-visual
documents raises important questions about their new cultural, socio-economic, and epistemological statuses and
functions. Each selection, each work, embodies a different
visual analysis of the auction process and catalogue, even
if the works and how they are laid out appear to be similar.
For their individual semiotics resonate differently with the
specialized economies in which they circulate as auctioned
object, catalogue image, or meta-visual document. They
may range from modified screenshot reproduction to complex automated visual analyses that, in the case of a video
animation, can last for hours. In each case, the objective
is the same: to produce a new artwork based on the sale of
another artwork; to bring into permanent focus and consciousness the economic foundations of the artwork and
art world; to reveal the complex economy upon which the
world of contemporary art is founded and operates on a
daily basis; but also to go beyond these initial objectives
by pushing the concept of analysis to a limit at which categories of information (auction house, sale title, location,
date, time, sale and lot numbers, artist name, artwork title,
date, medium, size, estimate, provenance, exhibition record, catalogue notes, and so on) simultaneously occupy
more than one dislocated state of perceptual/historical/
economic existence. It is through this process of dislocation that a meta-economic work is fragmentarily rematerialized according to the deep distributive communications/
transportation logic of late capitalism.
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The logic and raison d’être of this new meta-economic
category of artwork begin and end with the information
and metadata concerning the auction process— its catalogue
and visual economy — since this type of work only exists
as a consequence of the auction process. A meta-economic artwork not only refers to the contemporary art auction — its
visual culture and economy — it individually maps some of
the spatio-temporal and media-based dislocations between
“original work to be auctioned,” its catalogue reproduction
(with its estimated value, provenance, and other data) and
final auctioned work (identified through its sale price). Its
eventual display in both real and virtual exhibitions provides a further alternative (utopian) mapping of the general
economy of the artwork in contemporary society.
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N o t e s t owa r d
a h i s t o ry o f
t he con te mp or a ry a rt
auc t ion  cata l o gu e

1. July 1924. The first sale of an important collection
of modern art and ethnographic artifacts, the Éluard
Collection, is held at the Hôtel Drouot auction house,
Paris.
2. March 1926. Marcel Duchamp’s auction of eighty
works by Francis Picabia is held at the Hôtel Drouot,
Paris. The catalogue is designed by Duchamp. The sale
marks the first use of the auction process by an artist
for the sale of works by another artist. The auction
catalogue is the first to be designed by an artist for a
sale of works collected by that artist.
3. July 1931. First major sale of Ethnographic artifacts
from Africa, America and Oceana collected by avantgarde artists and writers, the André Breton and Paul
Éluard Collection, is held at the Hôtel Drouot, Paris.
4. October 1973. First important sale of a major collection of contemporary art to draw the hostile attention of artists. A Selection of Fifty Works from the Collection of Robert C. Scull is held at Sotheby Parke Bernet,
New York.
5. October 1992. Sale, ‘by order of the creditors,’ of
the contents of the Nigel Greenwood Gallery by
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6.

7.

8.

9.

Sotheby’s, London. The Nigel Greenwood Gallery is
one of the most important London galleries, along with
the Lisson, Situation and Jack Wendler Galleries, supporting young emerging artists working in the 1970s
in the area of conceptual and related art. The creditors’
sale signals an end to a particular vocationally motivated model of the London art dealer as well as serving as a barometer of the economic and aesthetic transformations in a post-1980s art world.
May 1994. Sale of the property from the estate of
John Rewald by Christie’s, New York. The catalogue
provides an insight into the collecting habits of this
important art historian as well as serving as an archive
of his habits and taste.
October 2005. Sale of works from the collection of
Liliane et Michel Durand-Dessert at Sotheby’s and
the Galerie Liliane & Michel Durand-Dessert, Paris.
A significant sale of predominantly post-1960s works
by artists supported by this major French gallery. The
catalogue not only defines the intellectual and aesthetic
character of a collection it also defines the character of
a gallery and through the sale, the ‘avant-garde’ predispositions of the auction house and process.
September 2008. The first sale of an artist’s work to
be organized by the artist himself through the auction
process is held at Sotheby’s, London. Damien Hirst’s
Beautiful Inside My Head Forever effectively cicumvents
the gallery economy in a spectacular fashion. The 218
lot sale sets a record for a single-artist auction.
September 2009. Inauguration of the NOW theme
series of auctions by Phillips de Pury (now know as
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Phillips). The NOW series promotes the sale of artworks via a sophisticated catalogue design that mixes
essays, interviews, artworks, photographs and design
products in a spectacular and unprecedented hybridization of traditional auction categories.
10. November 2008. Phillips de Pury produce the first
auction catalogue to include original works by living
artists. Collect this Catalogue is an important example of
a novel strategy to promote the auction process in an
ironic reflexive manner that pays homage to the social
functions of the collector and her/his close relationship to the auction process and economy.
11. May 2009. Two in One auction is produced by Christie’s, Amsterdam, in conjunction with Witte de With
and de Apple. This systemic collective exploration of
the auction through the sale of works specially produced to engage with its process is celebrated by the
publication of a conventional catalogue that nevertheless serves to archive this important event.
12. (December 2010. The first of a PDF-based series
of ‘Remote Exhibitions’ is sent out via email. Each
Remote Exhibition is designed to highlight a small
group of works that can then be visited during the
viewing hours preceding an auction or by way of catalogue or Internet consultation. The PDFs and their
limited edition extensions serve, in their condensed
meta-catalogue capacity, to raise questions about the
natures and functions of the auction, catalogue, collection and exhibition.)
13. November 2011. First major sale of selected works
from the celebrated Anton & Annick Herbert Collec47|161
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tion of minimal, conceptual and Arte Povera works
at Christie’s, New York. The auction represents an
important attempt to create an auction-based market
for these ‘difficult’ kinds of works.
Information versus knowledge:
Examples of catalogues designed to function
as proto art historical reference works.
14. March 1926. Marcel Duchamp’s sale of eighty works
by Francis Picabia, Hôtel Drouot, Paris. Catalogue
designed by Duchamp. The first use of the auction process by an artist for the sale of works by another artist.
The catalogue contains an insert written by Duchamp
under the nom de plume Rrose Sélavy that describes
the basic stylistic evolution of the works to be sold.
15. November 1992. Sale of Andy Warhol’s Marilyn x
100 at Sotheby’s, New York. The slim 28 page catalogue is a compact example of how to present pertinent
historical/biographical information that has been marshaled in support of the sale of this one work. It is also
an example of the production of an autonomous auction catalogue within a larger sale that is represented
by another catalogue. Marilyn x 100 is Lot 25 in Contemporary Art, Part I (Sale 6363).
16. May 2007. Single work auction of Andy Warhol’s
Green Car Crash (Green Burning Car I) at Christie’s,
New York. The 110 page catalogue is an excellent
example of the substantial historical/biographical
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information that can be deployed in support of the sale
of a single art work. The resulting catalogue is transformed into a significant and sharply focused work of
reference.
17. September 2009. Inauguration of the NOW theme
series of auctions by Phillips de Pury (now know as
Phillips). The NOW series promotes the sale of artworks via a sophisticated catalogue design that mixed
essays, interviews, artworks, photographs and design
products.
18. November 2011. Publication of the catalogue for the
sale of works from the celebrated Anton & Annick
Herbert Collection of minimal, conceptual and Arte
Povera works at Christie’s, New York. The catalogue
is designed to not only promote the collection’s historical significance, and hence each work’s importance,
but also to provide a historical frame of reference for
the consolidation and selective dispersal of this important collection.
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A rt a f t e r t h e
Ag e o f M e c h a n i c a l
R e p ro d uc t i o n

C o r n e l ia Lauf

The world’s over as we know it — at least for certain
generations. We were just getting used to digital
reality. Working Instagram, FaceBook, Twitter, and
email, preferably simultaneously. Selling art via pdf
and jpeg, oohing and aahing over virtual texture.
It seemed like that was enough, sort of like the
stock market: trading of all kinds of goods that are
not utterly necessary, but are linked with desire
and communication, with scarcity and the mechanics
of successful distribution.
And then, the set crashed. The whole damn thing
came tumbling down.
Brussels, Paris, Istanbul, New York, Nairobi,
Nice, and more.
It began about fifteen years ago, when the Trade
Center and Pentagon were attacked with pretty

crude do-it-yourself hijacking. This has accelerated.
Palmyra, Yemen, Aleppo, and countless other
sites have been blasted. Regional wars have taken
over many critical nodes across the planet.
So what if we have jpegs and can resurrect
the monuments?
Is the destruction any less devastating than the ruin
of Frankfurt, the bombing of London, the destruction
of Warsaw? Only distance and a cultural gap that
remains between East and West create detachment.
The very cultural gap that radicalized parts of the
East, with profoundly different takes on religion,
the use of symbols, law, and politics, and which now
vigorously seeks to bring to Western soils, through
dramatic, violent, media-covered, and increasingly
successful means. Successful because it is ISIS that
commands the images now, it is ISIS that used the
initial primitive home videos of Osama Bin Laden to
grow a media product filled with icons of the avantgarde, from black t-shirts, to black flags, to orangeclad victims on the brink of execution.
Western art has the potential to address this
cultural divide, but there is a post-Napoleonic
abyss between the world of culture and the makers
of governmental policy. Since the time of David,

or at least Courbet — and with perhaps one major
exception, France in the 1980s, under culture
minister Jack Lang — politics and art have been kept
distinctly apart in the European “West,” which also
includes its largest colony, North America.
Thus, today, our major image-makers after
Warhol — possibly the only artist to take on the state
in an overt and successful modern version — speak
political languages that are most often in code.
This is where one might turn to the work of
the Canadian artist Alan Belcher and the promise
it holds.
Belcher’s career as an artist is worthy of close
scrutiny, and his critique of capitalism and analysis
of trends in design, consumption, and display
are of contemporary significance. The Torontobased artist was dormant on the public level for
many years, possibly out of sheer frustration with
an art market that was a law and a world unto
itself — surely a source of irritation to an artist whose
work has resolutely dealt with the real since his early
tautological works in the 1980s.
Belcher functions like an oracle, one of the seers
who, as Tiresias, warn us of what is to come.

He does this with a technique of opposition that can
be seen to be central motor for genesis in art making.
Laws of opposites and dichotomies of interpretation
are the factors that reside in works of art and make for
richness and the quality that can be called “eternal.”
I’ve often found that people attempt to express that
very quality which eludes them most, or is a source
of hidden pain. An artist who displays her sexuality
explicitly and violently may in fact be shielding her
private notions of intimacy. An artist who cravenly
shows the commercial is precisely the one who is
least attached to objects and defies the marketplace
with random acts of largesse. The artist who strikes
through texts would most like to be their author.
The moral philosopher commits transgressions of
ethics. The scientist studying the nature of life is
unable to grow a home. The right-wing homophobe
is caught with young men. The religious zealot and
champion of marriage is an adulterer.
The lover of beauty creates chaos.
The series of jpegs created by Belcher seem, at first
glance, to be an unrelenting ode to the mechanical
image and a celebration of the unreal. But in fact,
the farther Belcher reaches in his acts of delegation,
even farming pictures out to Chinese oil painters or

ceramicists, the more he pays tribute to that which is
vanishing: a sense of the hand, and its history.
To me, a jpeg is a call to arms, and an empty space
created in the hollow of non-images, in which a sacral
moment can occur.
The ancient Romans, specifically those located
in the Sabine Hills, worshipped a goddess named
Vacuna. This creature was no object of temples.
She was invisible, and demanded neither oaths nor
tribute. Her presence could be glimpsed in a wood
glade, or in a quiet moment such as the passing of
sunlight over a field. She was the goddess of nothing,
the mass and marvellous concept with which
mathematicians, physicists, astrophysicists, and
artists have struggled since time immemorial.
Belcher’s cheerful production of nothing, which
then becomes something — his ceramic semaphores of
portraiture — are tautologies on the level of Robert
Morris’s Box with the Sound of Its Own Making.
He produces ceramic or wooden or painted images
of the very image used to print the box, the tile, the
painting. The jpegs are skeleton keys — keys to how
we, in our Silicon Valleys and Magic Mountaintops,
could harness ancient philosophy to the most postmodern image-making.

Belcher is quietly making a real art to counter
the march of symbols that dominate our times — the
destruction of the World Trade Center or the bombing
of Palymra — surely the most memorable images to
emerge in the last decade, and, not coincidentally,
scripted by ancient cultures.
Our response, in countries dedicated to a postEnlightenment idea of brotherhood and liberty, must
be to work with images to counter those who would use
our own symbolic languages against us.
This march of jpegs, in these non-paper pages,
is more “real” a contribution than many a printed
tome. It is an ode to the handshake, a salute to the
handmade, a yearning for the object and for faith in
things and systems. It is a para-universe, as if to say,
“Hey, this non-image is a better image than much of
what you are looking at.” And it is. The less we want
to look at it, the more it stays in our mind. A mute
object with eternal fascination. A small weapon, a
missile, as fragile as its material may seem.
The jpeg by Belcher is a position, not a multiple. It
is a unique work, not an edition, and a lament for all
that is being lost in our endless voracious consumption
of glitter and gloss. It’s a lesson by an artist who could
be harnessed to the State Department, or even to the

interior of a cupola, were he to be convinced of the
ethics of a cause.
To publish jpegs in a pdf is the type of act that needs
to occur today. Its very slimness makes for titanic heft.
The new nothing, the new poor art, the new nonconsumption, is the real “just say no.”
An oath and an act of resistance that we must take
today if we are to save our skins.
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“ These three
transcripts all
concern
recent work”
P au l R o b e r ts o n
I N T ER V I E W S D A V I D R U S H T ON

The history of art contains many collaborations. It is easy
to think of Gilbert and George, General Idea, Marina
and Ulay — even Eva and Adele (well, perhaps let’s try
to forget about the latter), but there have been very few
groups that can claim the association of over thirty of the
world’s best-known conceptual artists. Art and Language,
1968 — 74 (and I denote those years as the years of operation of A&L for very good reasons) was one such group.
And it was easily the foremost such group.
Beginning as a collaboration among like-minded artists
some of whom were students or lecturers at the Coventry School of Art (Mike Baldwin and Terry Atkinson) and
some independently working artists (David Bainbridge
and Harold Hurrell) who also came to lecture at the school
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and began to see similarities in their thoughts and actions,
the group slowly coalesced. A period of co-working led to
the formation of the Art-Language Press in 1968 as the
group’s central organ for publishing its members’ thoughts
and theories, their arguments and antagonisms, for the
next six years. The group soon became known as Art and
Language, although the journal title preceded the group
name.
This was not for long a parochial British grouping of
like-minded artists. An American wing was inaugurated
quite early on (Atkinson and Mike Baldwin having met
Sol LeWitt and others in 1967 during a trip to New York)
and attracted the interest of not only a group of artists who
had gathered around gallery owner — theorist Seth Siegelaub but others from farther afield, most notably Australian-based Ian Burn and Mel Ramsden. By May 1969, the
first volumes of Art-Language had been printed in England,
containing articles by Sol LeWitt and Lawrence Weiner;
in 1974 the first of three volumes of The Fox appeared in
New York, edited by Joseph Kosuth and was initially considered a sister publication. These journals furthered a relationship between the two groups that may be described as
genuinely dialectical — until they were separated by antagonism (due probably to personality more than debate) in
1975 or 1976. The relationship ended in litigation accompanied by a very harsh exchange of letters between the protagonists. No love was lost.
There are a few histories of A+L  that are certainly
worth reading (A Brief History of Art + Language by Charles
Harrison is a short yet reasonably comprehensive overview of the period) but they are not the only versions of
74|161
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those years.1 After 1973 (as I have argued elsewhere in
print), the art duo that called itself “Art + Language” was
not the same as the earlier, much larger group.2 Most of
the major players left between 1973 and 1975 (Atkinson
having gone even earlier), leaving Michael Baldwin and
Mel Ramsden to continue to publish and create artworks
under the rubric. The form and content of the artworks
changed (they now included works that were much more
traditional in that they included recognizable representations of objects) and the publications carried more accessible and less arcane texts. The U.K. journal’s title was also
retained by Baldwin and Ramsden, and a further two volumes (4 and 5) of Art-Language were issued in 1977 — 78
and March 1985.
Prior to 1976, A+L often created transcripts of debates
or philosophical papers: group discussion would be noted
down and refined; then, eventually, after wide circulation
within the group, a photostat document would emerge.
Sometimes such documents remained private to the inner
circle; at other times they were distributed at exhibitions
(such as the ICA gallery show in 1973) and would thus
be made available to the outside world. Occasionally they
would become official publications or be integrated into
major physical works such as Indexes (1971 — 72) and Lexical Items (1974). Most of these documents are difficult to
1. Charles Harrison, A Brief History of Art + Language
(Paris: Editions E. Fabre, 1982).
2. Paul Robertson, Art and Language: Indexes and Related
Work (Edinburgh: Heart Fine Art/Show and Tell Editions, 2013).
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read; like many specialized groups, A+L created an internal language (not quite jargon but certainly recognizable
through the circulation of mutually understandable terms)
that was impenetrable to outsiders. The various self-referential works mentioned above, with their specifically
created cross-references, in some respects expressed an
acceptance and admission of that closed dialogue.
The title of this text, “These three transcripts all concern recent work,” is the opening line from one such transcript, unimaginatively entitled “First Transcript September 8th 1973, Second Transcript September 28th 1973,
Third Transcript September 28th 1973.” In that transcript
there are two key sentences in which the (anonymous)
author(s) refers to A+L’s role as being “more of a commitment in terms of our being librarians than in the ordinary
sense of being a librarian. Because we are also constructing
pathways through the work.” In conceptual art, minimalism, the Fluxus movement, Zero, Arte Povera, and similar art currents, there is often an interest in self-reference.
A+L was very self-referential; starting around 1970, the
physical work (the first Index) that was displayed at Documenta 5 was not just a solution to the problem of how a
philosophical and language-based art could be displayed in
an interesting and engaging manner but also the inevitable
side effect of a specialized discussion being cut off from a
wider number of contributors.
The interview here with David Rushton (conducted
specially for PDF) is a mildly revisionist version of the
usual A+L story. It is a considered chronological tale from
the memory of someone who became active in A+L around
1970 (following his own success as part of the Statements
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group and then in Analytical Art, along with Philip Pilkington and Kevin Lole). It represents a point of view on
the early history of British conceptualism that has not been
heard before. While its members were still students, Analytical Art was invited to join Art + Language in 1971.
Some of Art + Language’s leading figures were lecturers
teaching Rushton, Pilkington, and Lole at that time. This
interview can take its place alongside the other narratives
that already exist. There is no harm in a diversity of view.
In this interview, David Rushton considers the relationships between theory and practice and other matters, as well as his later activities in education and
continuing art-making based on creating models of
art-making spaces. We are happy to open any dialogue
with readers who are interested in this topic. Please email
mail@heartfineart.com with questions or comments.
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FOR IMMEDIATE RELEASE
CONTACT: Photi Giovanis, info@callicoonfinearts.com, 212-219-0326
Jason Simon, Request Lines are Open
November 8 to December 20, 2015
Opening reception: Sunday, November 8, 6 to 8pm

Callicoon Fine Arts presents Jason Simon’s Request Lines are Open, an exhibition of sound, photography, sculpture
and video generated by Simon’s relationship with an upstate radio disc jockey. With roots in rural Sullivan County,
home to both Simon’s barn studio and the starting place of the gallery, the exhibition takes a sharp country road
turn towards the area’s prisons. This is Simon’s third solo exhibition with Callicoon Fine Arts.
Simon’s artworks often combine recovered artifacts with documentary portraiture. Presaging the exhibition, and
on view in the gallery basement, is In and Around the Ohio Pen, a Super-8 film, shot in 1990 and edited in 2014,
on a wandering tour of a derelict prison in Columbus, Ohio. On camera is curator and writer Bill Horrigan, and on
the soundtrack is the piano of the late filmmaker Chris Marker. In the middle of the film, Horrigan improvs: ‘It’s
our future: incarceration.’ Horrigan and Marker’s working relationship has been a theme for Simon in previous
exhibitions.
In the gallery, an enormous 1948 horn speaker removed from behind the screen of the Callicoon Cinema, in
Callicoon, NY, has been restored to play a 1970s soul and funk radio show. Soul Spectrum now airs on Thursday
nights, 10pm to 1:30am, on WJFF, a public radio station in Jeffersonville, NY, not far from Callicoon and
approximately two hours North-West of New York City. Liberty Green, the host and creator of the show, includes a
segment in the second hour of shout-outs, letters, call-ins and poetry, to and from the inmates of the region’s
prisons, their friends and their families. Simon re-mastered a thirty-five hour sampler of Soul Spectrum for the
exhibition.
Green’s personal archive includes approximately eight thousand letters, all sent to her from a dozen federal and
state correctional facilities in the station’s listening area. She never anticipated the audience or the scale of the
response, but over the years and through their correspondence, the inmates collaborated on the evolution of Soul
Spectrum’s design.
Simon photographed WJFF and Green’s home, showing the environments where the music and the broadcasts
come from, in images that are depopulated and intimate. By depicting the sites of the sound, they pose a question
of how we show, and sense, what is in fact unseen. That same question can be asked of cultures and economies
of mass incarceration, and was never far from Simon and Green’s conversations.

Jason Simon: Can you take me through a typical Thursday, preparing and airing the show?
Liberty Green: At home I have a room with nothing but my records and equipment. At 9:00 in the morning, I put
away all the music from last week. As I'm unloading the bag and putting things away, I'm thinking about the first
hour, and what ‘fast music’, in quotes, am I going to play? I'm looking at the records and it's this subconscious
thing where stuff starts just jumping off the shelves. I'll put it on and listen to plan the first hour.
JS: The first hour is musically distinct.
LG: It's not always dance music, but it's faster. The first hour could be ‘70s hits, disco, or jazzy and funky. Once
I'm completely cleaned up I'll start mixing, sequencing the fast music, usually until noon to get that first hour
down. And then I start thinking about the Basement, the slow music, for the last two hours, and try to at least get
an idea of where it might be going.
JS: A reader won’t know what the Basement refers to, so can you describe what the Basement is?
LG: I associated it with this blue light in the basement image, from house parties in the '60s suburbs. And then I
found a sound effect of walking down stairs. So that all became the start of the second half of the show. Kevin
Joyner came aboard as a prominent listener at a maximum security facility, and he decided we were going to
renovate the Basement. He would write every week, describing white shag carpet, how we're going to paint
everything, with two pit bulls, named R and B, a couch. Other people started writing in and giving us other pets,
glow in the dark fish, a bird called Money. And I ask Kevin to take the records downstairs while I’m reading the
mail.
JS: So the second half of the show - the Basement - has been group-conceived and collectively imagined over the
air, and everybody has it in their memories and in their imaginations of what this space can be. And, after lock-in,
this is where slow jams get played.
LG: And it's a two-hour segment, starting at 11:30pm, if the mail finishes on time. The slow songs naturally tell a
story, a ‘break up to makeup’, always ending on a good note. By about 12:30 we're clearly broken up: it doesn't
always work out that way, but I try. And then I have to figure out how we're going to get back together, and then
we'll just love, love, love.
JS: Even though you are planning the music down to the minute at home, you don’t yet know what will be in the
mail.
LG: Right, at the end of the day I go to my mailbox at the station, and the computer to print the emails. Now the
guys in the federal facilities can email me through a website called CorrLinks. [State prisons provide no email
access.] At around 8:00, people will start calling the station and leaving messages for their loved ones. And by
9:30 it's all done and hopefully between 9:30 and 10:00 I can just relax and prepare to go on the air. And that's
my Thursday. The show's over at 1:30, I'm home by 2:00. It's a very long day for me.
Complete interview available at gallery on request.
Jason Simon’s work is currently in to expose, to show, to demonstrate, to inform, to offer. Artistic Practices
Around 1990 at mumok, Museum of Moderner Kunst Stiftung Ludwig Wien, Vienna, Austria. Recent exhibitions
include In and Around the Ohio Pen at Sismografo, Porto, Portugal, Theory of Achievement at Yale Union, Portland,
Oregon curated by Paris based gallery Castillo/Corrales and green postcard at Ibid, London. His first two shows at
Callicoon Fine Arts have both traveled to Artexte, Montreal. Other recent exhibitions include Macho Man, Tell It To
My Heart, at Artists Space, a collaboratively curated traveling exhibition on the art collection of Julie Ault, 2013,
and Simon and Moyra Davey’s Ten Years of the One Minute Film Festival at Mass MoCA, 2013. Simon was
represented by the Pat Hearn Gallery from 1994-1999 and was a founding member of the cooperatively run
gallery Orchard (2005 to 2008). Simon has appeared in the Whitney Biennial; Neue Gallerie, Graz; the New Jersey
Arts Annual; the Tang Museum, Saratoga Springs; MIT List Visual Arts Center, Cambridge, MA; The New Museum,
White Columns and The Kitchen, NY.
Callicoon Fine Arts is located at 49 Delancey Street between Forsyth and Eldridge Streets. Gallery hours
are Wednesday to Sunday, 10am to 6pm. The nearest subway stops are the B and D trains at Grand Street
and the F, J, M and Z trains at Delancey-Essex Street.
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questioning the role of the artist, the art market, the public and the
gallery space itself. The performances at L’Attico are considered to
be the earliest performances held in a private gallery in Europe.
The gallery regularly hosted contemporary dancers from New
York: Trisha Brown (b.1936), Simone Forti (b.1935) and Yvonne
Rainer (b. 1934). These performances were documented and
photographed by Roman photographer Claudio Abate (b. 1943).

On the 40th anniversary of Lea Vergine’s seminal book Body
Art and Performance: The Body as Language (1974), Richard
Saltoun Gallery presents The Body As Language: Women And
Performance.
The exhibition, curated by Paola Ugolini, examines the birth and
development of performance art in relation to gender, the body,
language and the expression of the self. Focusing on women
artists working in Italy during the 70s, the exhibition features
work by Gina Pane, Ketty La Rocca, Suzanne Santoro and Renate
Bertlmann, together with the archival photographs of the dance
performances of Trisha Brown, Simone Forti and Yvonne Rainer.
In addition, the exhibition looks at the enduring influence
of these artists on a younger generation: Silvia Giambrone, Alice
Schivardi and Sara Goldschmied & Eleonora Chiari.
Gina Pane (b.1939 – d.1990): her performances have been
pivotal for generations of performance artists who have explored
the body in extreme situations and actions. In Action II Caso n°2
sul Ring (1976), she simulates a boxing match of four rounds in
which she is the only fighter, alternating between self-wounding,
gesturing, interacting with her reflection in the mirror and
playing with a toy horse.
Ketty La Rocca (b.1938 - d.1976) gives to linguistic expression
her personal ‘feminine’ form, by breaking down the stereotypes
of communication. In Le mie parole, e tu? (1975) her hands are
symbolically connected to female labour as she performs a
choreographed form of visual poetry.
Suzanne Santoro (b.1946) was born in New York and settled
in Rome, where she participated actively in Carla Lonzi’s Rivolta
Femminile feminist movement. Her studies in classical art and
Roman sculptures led her to publish Towards New Expression
in 1974; an iconological examination of the depiction of female
genitalia in classical statuary. The work was famously censored
in the Artist’s Books exhibition held at the ICA in 1976.
At the 1977 premiere edition of the International Week of
Performance in Bologna, Viennese artist Renate Bertlmann
(b.1943) presented her Deflorazione in 14 Stazioni. The artist
penetrated 14 paper sheets wearing silicone pacifiers and fake
plastic breasts, with scalpels replacing the nipples. The act of
rupturing the paper replicated the sexual act of losing one’s
virginity and the subsequent feelings of pain, joy, fear, and
aggression.
Fabio Sargentini’s famous Rome gallery L’Attico functioned
as a space for avant-garde performances during the 1960s and
1970s. These actions and performances reflected the radical
changes in art production and society at large by challenging and

Silvia Giambrone (b.1981) invites the viewer to reflect and
understand the dynamics of power in everyday life and in human
relationships. In Vertigo (2015), a photographic series realised
during a residency at the New York ISCP earlier this year, the
artist reflects on domestic violence by pairing up everyday
objects such as a twine and a plate: apparently harmless, these
objects are instead rendered disturbing and threatening by
their placement next to one another.
In Dispositvi di Rimozione (2012), Goldschmied & Chiari
(Sara Goldschmied (b.1975) & Eleonora Chiari (b.1971)), tackle
the contemporary history of Italy during the ‘strategy of tension’
years (1969-1980). A series of six collages incorporating pages
from vintage magazines, each dating back to the historical events
they refer to. The resulting images present a violent contrast
between the black and white historical images depicting the
massacres and the full colour sexy pin-ups from the period.
Alice Schivardi (b.1976); her work reflects the encounters she
has with different individuals, whom she makes the subject of her
creative process. In this show she exhibits Coccinelle (2010–2015),
a 32-part embroidery piece with each framed work illustrating a
different memory, person, or experience.

The Body as Language:
Women and Performance
9 October – 27 November 2015
Curated by Paola Ugolini

Paola Ugolini lives and works in Rome. She is an independent
curator and art critic. She writes regularly for Opening, Flash
Art, Tema Celeste, Next and Art in Italy. Recent exhibitions
include: Alice Schivardi, Fondazione Pescheria, Pesaro, 2015, Fair
Play. Arte, video e sport oltre i limiti e i confini, Museo MAXXI,
Rome, 2014, In queste stanze… Malandrino, Gianni Politi,
Galleria Nazionale d’Arte Moderna, Rome, 2014, And What is left
unsaid… Chittrovanu Mazumdar, Museo Macro, Rome, 2014.

RICHARD SALTOUN

RICHARD SALTOUN

111 Great Titchfield Street, London w1w 6ry
info@richardsaltoun.com, +44 (0) 20 7637 1225

Claudio Abate
9

1
Simone Forti with Fabio
Sargentini ‘Piano Inclinato’ /
‘Slant Board’, L’Attico, Rome, 1969
Black and white photograph

27

2–4
Trisha Brown, ‘Skunk Cabbage,
Salt Grass and Waders’, part of
‘Danza Volo Musica Dinamite’,
L’Attico, Rome, 1969
Black and white photograph

21

1–8

videos

5–8
Yvonne Rainer and Philip Glass,
‘Lives of Performers’ at ‘Music and
Dance U.S.A’. L’Attico, Rome, 1972
Black and white photograph

vitrine

26

Renate Bertlmann
9
Deflorazione in 14 Stazioni
[Defloration in 14 Stations], 1977
15 Black and white photographs,
one with scalpel

17

Silvia Giambrone
22–25

10
Vertigo, 2015
18 Scanned objects printed
on wrapping paper

19

Sara Goldschmied &
Eleonora Chiari
11–16

10

20

18

11–16
Works from the series
Dispositivo di rimozione
[Removal Device], 2010–12
Collage

Gina Pane
17
Lecture d’un examen medical de
Mme R.S. [Reading of Mrs R.S.’s
medical test], 1972
9 Black and white photographs
mounted on board, with Letraset

VITRINE

18
Psyche [Psyche], 1974
3 Colour photographs

VIDEOS
Renate Bertlemann

Gina Pane

19
Action II Caso no 2 sul ring
[The Case no 2 on the ring], 1976
5 Panels comprising twenty
colour photographs with two
paper sheets of handwritten text

Deflorazione in 14 Stazioni
[Defloration in 14 Stations], 1977
Performance, Galleria Comunale
d’Arte Moderna, Bologna
4min 28sec (video)

Moments de Silence
[Moments of Silence], 1972
Artists book comprising 8 black
and white photographs on paper
with text

Silvia Giambrone
Ketty la Rocca
20
Le mie parole, e tu?
[My words, and you?], 1975
1 Black and white photograph
and 4 drawings in pen on paper
21
Le mie parole, e tu?
[My words, and you?], 1975
Pen and ink on black and white
photograph

Suzanne Santoro
22–24
Sacre Miniature
[Sacred Miniatures], 1971–73
5 Black and white photographs
25
Statua Romana con Sacra
Miniatura [Roman Statue with
Sacred Miniature], 1972
2 Black and white photographs
mounted on wood with polyester

Alice Schivardi

Teatro anatomico
[Anatomical Theatre], 2012
Performance, Macro Testaccio,
Rome
5min 11sec (video)

Alice Schivardi
Soffio [Blow], 2012
Performance, Teatro Palladium,
Rome
4min 7sec (video)

Action Psyché (Essai)
[Action Psyche (Trial)], 1974
24 Black and white photographs
contained in blue cloth box and
1 screenprint
Azione Sentimentale [Sentimental
Action], 1974
16 Black and white photographs
contained in blue cloth box

Suzanne Santoro
Lavori [Works], 1976
Set of 20 mimeographs on paper
Per una Espressione Nuova
[Towards New Expression],
Rivolta Femminile, Rome, 1974
Per una Espressione Nuova
[Towards New Expression],
Rome, 1979

Simone Forti
Danze-Costruzioni, Galleria
L’Attico, 1968 (catalogue)

Lea Vergine, Il Copro come
linguaggio, Giampaolo Preraro
Editore, 1974

26
Coccinelle [Ladybugs], 2010
32 Works, each: embroidery and
pencil on vellum, with curved
glass, resin frames

Lea Vergine, Dall’Informale alla
Body Art, Cooperativa Editoriale
Studio Forma, Turin, 1976

Trisha Brown

Lea Vergine, Body Art and
Performance, Skira, Milan, 2000

27
Untitled, 2007
Charcoal and pastel on paper
132 × 147.6 cm

THE BODY AS LANGUAGE:
WOMEN AND PERFORMANCE
Curated by Paola Ugolini,
8 October – 27 November 2015,
Richard Saltoun Gallery, London

Silvia Giambrone,
Vertigo, 2015.

Sara Goldschmied & Eleonora Chiari,
6 Collages from the series
Dispositivi di rimozione [Re- moval Devices],
2010-12.

Suzanne Santoro,
Sacre Miniature [Sacred Miniatures],
1971-73
Suzanne Santoro,
Statua Romana con Sacra Miniatura
[Roman Statue with Sacred Miniature],
1972.

Alice Schivardi,
Coccinelle [Ladybirds],
2010.

Renate Bertlmann,
Deflorazione in 14 Stazioni
[Defloration in 14 Stations],
1977.

Trisha Brown,
Untitled,
2007.

Karine Savard
Labour Movement Library and Archive (ABA),
Vidéo HD, 3 min, 2015

Arbejderbevægelsens Bibliotek og Arkiv (ABA)
est une archive et une bibliothèque située à
Tassrup au Danemark, où sont collectionnés et
conservés depuis 1909 plusieurs publications
liées aux mouvements ouvriers (documents,

affiches, bannières, objets, tracts, etc.). Celles-ci
proviennent de différentes organisations
politiques, syndicales, culturelles et coopératives
(2500 organisations), ainsi que d’archives
personnelles (250 individus).
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Dans une
petite boïte
métallique

Gisela Restrepo
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Mes parents se sont impliqués dans le M-191 entre 1974
et 1980. Ensemble, ils imprimaient un journal clandestin. Lorsque mon père est arrêté et incarcéré en 1980, ma
mère part vers la lutte armée. Après plusieurs semaines
d’affrontement avec l’armée dans la jungle colombienne
son groupe est capturé et envoyé dans des camps de torture
durant l’année 1981. Par hasard, le tribunal militaire l’envoie dans la même prison que mon père où ils se retrouvent
et décident de se marier. Mon père est libéré en août 1982,
et suite à l’assassinat de son frère il demande l’asile politique en France. Ma mère est libérée six mois plus tard
grâce à un armistice et part rejoindre mon père en France.»
Dans une petite boîte métallique, ma mère conservait (et
conserve encore) un livret qui contenait de vieilles lettres,
des cartes de mariage et des dessins. Elle avait réussi à pré1. Le M-19 ou Mouvement du 19 avril est un mouvement
révolutionnaire colombien qui a vu le jour en 1974 et
a déposé les armes en 1990 pour se convertir en partie politique. Mouvement inspiré des luttes indépendantistes de Simon Bolivar, le Libertador), Le M-19 a
rassemblé des gens de tous les champs d’activité (syndicalistes, étudiants, travailleurs, intellectuels). Le mouvement est connu pour ses actions urbaines (conception
d’un périodique, campagnes d’alphabétisation, redistribution de nourriture) et ses opérations politico-militaires (le vol de l’épée de Simon Bolivar, la prise de l’ambassade de République dominicaine, la prise du Palais de
justice). En 1990, le M-19 fut le premier groupe insurgé
à avoir déposé définitivement les armes et à avoir participé à la création d’une nouvelle constitution.
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server ces documents tout au long de son incarcération,
puis elle les avait emportés en France par la suite.
J’ai découvert ce livret lorsque que j’étais adolescente.
Ma mère m’avait alors avoué qu’elle conservait ces documents dans le but de s’en servir, un jour, pour écrire son
histoire. Elle n’avait toutefois jamais été en mesure d’entreprendre ce projet. Elle me l’avait dit en soupirant, comme
s’il était déjà trop tard et que le temps avait commencé
à effacer une partie de ses souvenirs. Ce n’était pas tant
l’acte d’écrire qu’elle appréhendait, mais plutôt l’exercice
de remémoration qu’exigeait l’écriture autobiographique.
Pour ma mère, l’effort de se remémorer semblait plus terrifiant, plus difficile à supporter que la mémoire elle-même.
Elle ne s’était jamais sentie capable d’écrire sur son
passé, mais elle conservait néanmoins sa petite boîte métallique pleine d’archives, de dessins et de manuscrits. Elle
avait renoncé à l’écriture, mais elle voulait que la mémoire
du M-19 demeure vivante, au cas où. D’autres personnes
allaient peut-être, dans un avenir rapproché, s’en servir à des
fins documentaires.

101|161

D a n s u n e p e t i t e b o ï t e m é t a l l i q u e , G i s e l a  R e s t r e p o

102|161

OSCAR BONY
La familia Obrera (The Working Class Family), 1968
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