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1. Marz 2023 — Modelle der Zusammenarbeit



Modelle der Zusammenarbeit

Auf welche verschiedenen Arten lasst sich zusammenarbeiten?

Denken Sie an die letzte Sitzung zurtck, aber auch an andere Beispiele, die Sie aus der
Kunst — oder aus eigenen Erfahrungen — kennen.



Modelle der Zusammenarbeit

Auftragsverhaltnis
Werkstatt

Fabrik

Arbeitsteilung
Duo

Zufallsgemeinschaft

Bewegung
Gruppe

Kollektiv
Netzwerk



Modelle der Zusammenarbeit

Im Zentrum all dieser Fragen steht «ein Wir, das als Einheit konstituiert, in
ein Spannungsverhaltnis zum Individuum gesetzt und je nach Auffassung
als produktive oder konfliktbeladene Konstellation interpretiert wird.»

(Mader 2022, S. 9)
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Andy Warhol, Campbell’'s Soup Edition I, 1969, Set mit 10 Siebdrucken, je 88.9 x 58.4 cm, Auflage: 250 Stlck



Ugo Mulas, Ansichten
von Andy Warhols
Factory (rechts mit
Gerard Malanga), 1964,
Gelatinesilberdrucke,

je 26 x 38 cm




Programm der heutigen Sitzung: Modelle der Zusammenarbeit

— Gruppen und Bewegungen der Moderne (1910er/1920er Jahre)
— Partizipation (1960er/1970er Jahre) und «Relational Aesthetics» (1990er Jahre)

— Kiinstler*innenduos als Sonderform



Gruppen und «Bewegungen» der Moderne



Gruppen und «Bewegungen» der Moderne

«Die Kunstler*innengruppe bezeichnet, etwa in Abgrenzung zu jungeren
Begriffen wie Netzwerk oder Cluster, einen als geschlossene Einheit
konzipierten Verbund, bei dem es durchaus zu personellen Wechseln
kommen kann, die aber alle unter Einhaltung der rahmenden

Konzeptualisierung vorgenommen werden.» (Mader 2022, S. 13)
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Anita Malfatti, Grupo dos Cinco
(Gruppe der Funf), 1922, Feder und
Farbstift auf Papier, 26.5 x 36.5 cm

Abgebildet: Tarsila do Amaral (Sofa),
Menotti del Picchia und Oswald de
Andrade (Teppich), Mario de Andrade
und Anita Malfatti (Klavier).




Klaxon, Mensario de Arte Moderna, Sao Paulo, 1922-1923 (insgesamt erschienen neun Ausgaben)



KLAXON sabe que a natureza existe. Mas sabe que
o moto lyrico, productor da obra de arte, é uma lente
transformadora e mesmo deformadora da natureza.

KLAXON sabe que o progresso existe. Por isso, sem
renegar o passado, caminha para deante, sempre, sempre.
O campanile de Sao Marcos era uma obra prima. Devia
ser conservado. Cahiu. Reconstruil-o foi uma erronia
sentimental e dispendiosa — o que berra deante das ne-
cessidades contemporaneas.

KLAXON sabe que o laboratorio existe. Por isso
quer dar leis scientificas 4 arte; leis sobretudo baseadas
nos progressos da psychologia experimental. Abaixo os
preconceitos artisticos! Liberdade! Mas liberdade em-
bridade pela observagio.

KLAXON sabe que o cinematographo existe. Perola
White é preferivel a Sarah Bernhardt. Sarah é tragedia,
romantismo sentimental e technico. Perola é raciocinio,
instrucgdo, esporte, rapidez, alegria, vida. Sarah Ber-
nhardt = seculo 19. Perola White = seculo 20. A cine-
matographia é a criagdo artistica mais representativa da
nossa epoca. E’ preciso observar-lhe a ligao.

KLAXON nido é exclusivista. Apezar disso jamais
publicara ineditos maus de bons escriptores j4 mortos.
KLAXON nio é futurista.

KLAXON é klaxista.

klaxon

Klaxon, Manifest/Editorial der ersten Ausgabe, Mai 1922

Cartaz

KLAXON cogita principalmente de arte. Mas quer
representar a epoca de 1920 em diante. Por isso é poly-
morpho, omnipresente, inquieto, comico, irritante, contra-
ditorio, invejado, insultado, feliz.

KLAXON procura: achari. Bate: a porta se abrird.
Klaxon nio derruba campanile algum. Mas ndo recons-
truird o que ruir. Antes aproveitard o terreno para soli-
dos, hygienicos, altivos edificios de cimento armado.

KLLAXON tem uma alma collectiva que se caracte-
risa pelo impeto constructivo. Mas cada engenheiro se
utilizard dos materiaes que lhe convierem. Isto significa
que os escriptores de KLAXON responderdo apenas pelas
ideias que assignarem.

Problema

Seculo 19 — Romantismo, Torre de Marfim, Symbo-
lismo. Em seguida o fogo de artificio internacional de
1914. Ha perto de 130 annos que a humanidade estd fa-
zendo manha. A frevolta é justissima. Queremos construir
a alegria. A propria farca, o burlesco ndo nos repugna,
como nio repugnou a Dante, a Shakespeare, a Cervantes.
Molhados, resfriados, rheumatisados por uma tradigdo de
lagrimas artisticas, decidimo-nos. Operacdo cirurgica.
Extirpagio das glandulas lacrimaes. Era dos 8 Batutas,
do Jazz-Band, de Chicharrio, de Carlito, de Mutt & Jeff.
Era do riso e da sinceridade: Era de construcgdo. Era de
KLAXON.

A REDACCAO

klaxon



Anita Malfatti, Homem das Sete Cores (Der Mann aus sieben Tarsila Do Amaral, A Feira | (Der Markt 1),
Farben), 1915-1916, Kohle und Pastell auf Papier, 62 x 46 cm 1924, Ol auf Leinwand, 60.8 x 73.1 cm




Tarsila do Amaral, A Cuca, 1924
Ol auf Leinwand, in originalem
Holz- und Lederrahmen von Pierre
Legrain, 60.5 x 72.5 cm, Grenoble,
Centre national des arts plastiques
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Tarsila do Amaral, O Vendedor de Frutas (Der Obstverkaufer),
1925, Ol auf Leinwand, 108.5 x 84.5 cm, Museu de Arte
Moderna, Rio de Janeiro (links) und Titelseite von Oswald de
Andrade, Pau-Brasil, Paris: Au Sans Pareil, 1925 (oben)




Tarsila do Amaral, Abaporu, 1928
Ol auf Leinwand, 85 x 73 cm, MALBA, Museo
de Arte Latinoamericano de Buenos Aires




Revista de Antropofagia

MANIFESTO

£4 a antropofagia nos une, Social-
Economicamente. Philoso-
phicamente.

Unica lei do mundo. Expressio
mascarada de todos os individualis-
mos, de todos os collectivismo. De
todas as religioes. De todos os trata-
dos de paz.

Tupy, or not tupy that is the
question.

Contra toda as cathecheses. I
contra a mie dos Gracchos.

S6 me interessa o que nio é meu.
Lei do homem. Lei do antropofago.

Estamos fatigados de todos os ma-
ridos catholicos suspeitosos postos
em drama. Freud acabou com o
cnigma mulher e com outros
sustos da  psychologia  im-
pressa.

O que atropelava a verdade
era a roupa, o impermeave!
entre o mundo interior ¢ o
mundo exterior. A\ reacgio
contra o homem
vestido. O cinema
americano informa-
ra.

Filhos do sol,
mie dos viventes.
Iincontrados e ama-
dos ferozmente, com
toda a hypocrisia
da saudade, pelos im-
migrados, pelos tra-
ficados e pelos tou-
ristes. No paiz da
cobra grande.

Foi porque nun-
tivemos gram-
maticas, nem “col-
lecghes de velhos
vegetaes, £ nunca soubemos o que
era urbano, suburbano, fronteirigo ¢
continental. Preguigosos no mappa
mundi do Brasil. :
Uma  consciencia
uma rythmica religiosa.

ca

jarticipante,

Contra todos os importadores de
consciencia enlatada. A existencia
palpavel da vida. E a mentalidade
prelogica para o Sr. Levy Bruhl
estudar.

Oueremos a revolug Carahiba
Maior que a revolugi ancesa. A
unificagio de todas as revoltas ef-
ficazes na dir » do homeni. Sem
nos a Furopa ndo teria siquer a sua

Desendio de Tarcllu 1928

pobre declaragio dos direitos do
homem.

A edade de ouro annunciada pela
America. A edade de ouro. E todas
as girls.

Filiagio. O contacto com o Brasil
Carahiba. Od Villeganhon print ter-
re. Montaigne. O homem natural.
Rousseau. Da Revolugio Francesa
ao Romantismo, @ Revolugio Bol-
chevista, &4 Revolugio surrealista e
ao barbaro technizado de Keyserl-
ing. Caminhamos.

Nunca fomos cathechisados. Vive-
mos atravez de um direito sonam-
bulo. Fizemos Christo nascer na Ba-
hia. Ou em Belem do Para.

Mas nunca admittimos o nasci-
mento da logica entre nos.

De un qua's
na galeria Percier, em Pans.

Contra o Padre Vieira. Autor do
nosso  primeiro emprestimo,  para
ganhar commissio. O rei analpha-
beto dissera-lhe: ponha isso no paj
mas sem muita labia. Fez-se o em-
prestimo. Gravou-se o assucar bra-
sileiro. Vieira deixou o dinheiro em
P'ertugal e nos trouxe a labia,

O cspirito recusa-se a conceber o
espirito sem corpo. O antropomor-
fisma. Necessidade da vaccina an-
tropofagica. Para @ cquilibrio contra
as religives de meridiano, E asin-
quisighes exteriores,

Fizemos foi Carnaval.

vestido de senador do Imperio.
Fingindo de Pitt. Ou figuran-
do nas operas de Alencar cheio
de bons sentimentos portugue-
zes.

Ja tinhamos o
communismo. Ja ti-
nhamos a lingua
surrealista. A eda-
de de ouro.

Catiti Catiti
Imara Notida

auc ficurard ra sua proxima exposicio de Junho g

ANTROPOFAGO

S6 podemos attender ao mundo
orecular.

Tinhamos a justiga codificagio da
vinganga A sciencia codificagio da
Magia. Antropofagia. A transfor-
magio permanente do Tabi em to-
tem,

Contra o mundo reversivel e as
idéas objectivadas. Cadaverizadas.
O stop do pensamento que é dyna-
mico. O individuo victima do syste-
ma. Fonte das injusticas classicas.
Das injusticas romanticas. E o es-
quecimento das conquistas interio-
res.

Roteiros. Roteirgs. Roteiros. Ro-
teiros. Roteiros. Roteiros. Roteiros.

O instincto Carahiba.

Morte e vida das hypothe-
ses. Da equagdo eu parte do
Kosmos ao axioma Kosmos
parte do eu. Subsistencia. Co-
nhecimento. Antropofagia.

Contra as elites vegetaes.
Em communicagio com o sélo.

Nunca fomos cathechisados.

O indio

Notia Imara

A magia ¢ a vida. Tinhamos a re-
lagio e a distribuigio dos bens phy-
sicos, dos hens moraes, dos bens di-
gnarios. E sabiamos transpor o inys-
terio ¢ a morte com o auxilio de al-
gumas formas grammaticaes.

Perguntei a um homem o que era
o Direito. Elle me respondeu que
era a garantia do exercicio da pos-
sibilidade. Esse homem chamava-se
Galli Mathias. Comi-o

S nio ha determinismo - onde ha
misterio. Mas que temos nos com
isso?

— a

Contimma ma P'acina 7
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Revi:t_e de Antropofagia

Manifesto Antropofago

Contra as historias do homem, que
comegam no Cabo Finisterra, O mun-
do nio datado. Nio rubricado. Sem
Napoledo. Sem Cesar.

A fixagdio do progresso por meio
de catalagos e apparelhos de televi-
sio. S6 a maquinaria. E os transfu-
sores de sangue. :

Contra as sublimagdes antagoni-
cas. Trazidas nas caravellas.

Contra a verdade dos povos mis-
sic narios, definida pela sagacidade
de um antropofago, o Visconde de
Cayri:— E a mentira muitas vezes
repetida.

Mas nio foram cruzados que vie-
ram. Foram fugitivos de uma civi-
lizagio que estamos comendo, por-
que somos fortes e vingativos como
o Jaboty.

Se Deus é a consciencia do Uni-
verso Increado, Guaracy ¢ a mae
dos viventes. Jacy ¢ a mie dos ve-
gctaes.

Nio tivemos especulagio. Mas ti-
nhamos adivinhagio. Tinh Po-

Contra a Memoria fonte do costu-
me. A experiencia pessoal renovada.

Somos concretistas. As idéas to-
mam conta, reagem, queimam gente
nas pragas publicas. Suprimamos as
idéas e as outras paralysias. Pelos
roteiros. Acreditar nos signaes, acre-
ditar nos instrumentos e nas estrel-
las.

Contra Goethe, a mie dos Grac-
chos, e a Corte de D. Jodo VI°.

A alegria é a prova dos nove.

A lucta entre o que se chamaria
Increado e a Creatura-illustrada pela
contradigio permanente do homem
e o seu Tabu. O amor quotidiano e
o modus-vivendi capitalista. Antro-
pofagia. Absorpgio do inimigo sa-
cro. Para transformal-o em totem.
A humana aventura. A terrena fina-
lidade. Porém, s6 as puras elites
conseguiram realisar. a antropofagia
carnal, que traz em si o mais alto
sentido da vida e evita todos os ma-
les identificados por Freud, males
cathechistas. O que se di nio é uma

ST

litica que é a sciencia da distribui-
¢io. E unt systema social planeta-
rio.

As migragdes. A fuga dos esta-
dos tédiosos. Contra as escleroses
urbanas. Contra os Conservatorios,
¢ o tedio especulativo.

De William James a Voronoff. A
transfiguragdo do Tabi em totem.
Antropofagia.

O pater familias e a creagio da
Moral da Cegonha: Ignorancia real
das coisas+falta de imaginagio4-sen«
timento de authoridade ante a pro-
curiosa.

E' preciso partir de um profundo
atneismo para se chegar a idéa de
Deus. Mas o carahiba nido precisava.
I"orque tinha Guaracy.

O objectivo creado reage como os
< da Queda. Depois Moysés di-
. Que temos nds com isso?

Vg

Antes dos portuguczes descobri-
reni o Brasil, o Diasil tinha desco-
Lerto a felicidade.

Contra o indio de tocheiro. O in-
dio filho de Maria, afilhado de Ca-
tharina de Medicis ¢ genro de D.
\ntonio de Mariz.

\ alegria ¢ a prova dos nove.

No matriarcado de Pindorama,

io do instincto sexual. E' a
escala thermometrica do instincto
antropofagico. De carnal, elle se tor-
na electivo e cria a amizade. Affe-
ctivo, o amor. Especulativo, a scien-
cia. Desvia-se e transfere-se. Che-
gamos ao aviltamento. A baixa an-
tropofagia agglomerada nos pecca-
dos de cathecismo — a inveja, a
usura, a calumnia, o assassinato.
Peste dos chamados povos cultos e
christianisados, € contra ella que es-
tamos agindo. Antropofagos.

Contra Anchieta cantando as onze
mil virgens do céo, na terra de Ira-
cema — o patriarcha Jodo Ramalho
fundador de Sdo Paulo.

A nossa independencia ainda nio
foi proclamada. Frase typica de D.
Jodo VIe: — Meu filho, pde essa
corbéa na tua cabega, antes que al-
gum aventureiro o faga! Expulsa-
mos a dynastia. E' preciso expulsar
o espirito bragantino, as ordenagdes
e o rapé de Maria da Fonte.

Contra a realidade social, vestida
e oppressora, cadastrada por Freud
— a realidade sem complexos, sem
loucura, sem prostituigdes e sem pe-
nitenciarias do matriarcado de Pin-
dora‘ma.

OSWALD DE ANDRADE.
Lm Piratininga,

Arno 374 da Deglutigio do Bispo
Sardinha.

Oswald de Andrade, Manifesto Antropofago, 1928
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PHILIPS

«Der Tropicalismo war nie ein bestimmter Stil,
wie Bossa Nova, sondern eine Lebenshaltung,
eine kulturelle Einstellung, ein Konzept. Wir
wollten nur einige Aspekte der traditionellen
Musik Brasiliens hervorheben, der landlichen
und der urbanen Folklore, und gleichzeitig die
Ture offen halten fur Einflisse aus Amerika
und Europa — all diese Dinge vermischen und
daraus eine neue Musik entwickeln.»

—Gilberto Gl
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Hélio Oiticica, Tropicalia, 1967, Ausstellungsansicht MAM Rio
— Museu de Arte Moderna, Rio de Janeiro




Foto Carlos /

Hélio Oiticica, Tropicalia, 1967, Ausstellungsansicht MAM Rio




Hélio Oiticica, Tropicalia, Eingang zu PN3 Imagético, London 1969




Hélio Oiticica, erste Prasentation der Parangolés im MAM Rio, 1965
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Ausstellungsansicht Gruppendynamik: Kollektive der Moderne, Lenbachhaus Munchen, 2021. Foto: Simone Gansheimer
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Schauspieler*innen wahrend einer Auffuhrung von O Rei da Vela (Der Kerzenkonig), 1933 geschrieben von Oswald De Andrade,
1967 erstmals aufgefuhrt im Teatro Oficina, Sdo Paulo




Hélio Eichbauer, Szenografie fur O Rei da Vela, Akt 2 und Akt 3, 1967, Farbstift und Gouache auf Papier
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Wassily Kandinsky u. Franz Marc, Almanach Ausstellungsansicht Gruppendynamik: Der Blaue Reiter,
Der Blaue Reiter, 1912 Lenbachhaus Minchen, 2022



Partizipation und «Relational Aesthetics»: Die Rolle des Publikums



«lch begann mit Geometrie, aber ich
suchte nach einem organischen Raum,

In den man eintreten konnte.»

—Lygia Clark

Lygia Clark in ihrem Atelier, Rio de Janeiro, um 1950



Lygia Clark, Bicho de bolso, 1963 (links), und Bicho linear, 1960 (rechts), Aluminium, variable Dimensionen, MOMA New York






Whitechapel Gallery, London, 2015



Tl Since 1959 when | made my first

‘Animal’ maquette | realised that my
work was not like any. muonu
made {or galleries and
rmmm My idea then was 10 have it
sold on stroet corners fike all kinds of
padgets and playthings one can find
when wandering in London. Paris
or Rio de Janeiro

For me an Unlimited ‘multiple” is the
of a sculp with a limited

number.of copies. A muluplo hl
which

the aristocratic idea of tho onomalury
of an artist's work, This is why | do
not like the idea of a limited number
of "'multiples’; by definition it should
be uniimited, i.e, should bo
permanently accessible to the taste
and purse of the man in the stireet

| have callod these works ‘Animals’
b of their i

The first movement (yours) does not
belong to the Animal. The interlinking
of the spectator's action and the
Animal’s immediate answer is what
forms this new relationship. made
possible procisely because the Animal
moves i.e. has a Iife of its own

Lypia Clark
Signals Newsbulletin

fated from the Portug by
Madalena Nicol

)

N

Unlimited
Widcombe Manor
Bath England
BA2 6AZ

Bath 63802

Animals LC1 LC2 LC3

These works consist of a series of
hinged structures in flat aluminium
sheet which can be manipulated into
an extensive range of configurations.
The basic geometric shapes of the
triangle circle and square have been
used. The hinges are stiffened in order
that different positions of the units
which may arise can be maintained

Exhibitions

1952 Paris—-Galerie Institut
Endoplastique

1960 Rio de Janeiro-Galerie Bonino

1963 NewYork-LuisAlexander Gallery
Rio Sao Paulo Biennale

1964 Stuttgart-Technische
Hochschule

1965 London-Signals Gallery

1966 Brazil-Bahia Biennale

1968 Venice Biennale

1969 Essen—Galerie Thelen

LC1 is based on the triangular unit and
comprises seven pieces, each with a
hypotenuse 5% inches long: LC2 is
based on a ten-inch square and is
made up of eight pieces; LC3 consists
of two ten-inch circles and two ten-

inch squares made from sixteen pieces
in all
Photographs by Dennis Morley

Collections

Museum of Modern Art Rio de Janeiro
Museum of Modern Art La Paz, Bolivia
Museum of Modern Art Sao Paulo
Jean Arp  Paris

Max Bense Germany

Niomat Muniz Sodre Brazil

Yaacov Agam Paris

Collection Friedman Chicago

Sergio de Camargo Paris

Donald Allan New York

Lygia Clark

Born in 1920 in Belo Horizonte, Brazi!
Lygia Clark began her artistic studies

Roberto Burle Marx. |
t to Paris and wor

presented Brazil at the
Venice Biennale in 1960, 1962 and
1968

Pallacios Collection Venezuela

HRH Prince Philio Duke of Edinburgh
Collection Geutzner Switzerland
Michel Seuphor Paris

Bibliography

Signals Gallery Newsbulletin May 65
Kinetic Art-Guy Brett Studio Vista
Robho No 4

Bresil 1958

Studio International February 68

rinsky and Arpad Szene.




«Part» as in «participation»,

«Art» as in «articulationy,

therefore, not «art» as in «art-object,
not «part» as in «part-time artists».

«PARTicipation ART» is opposed to
«TOTALitarian ART».

—David Medalla
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popa at moma

Popa at Moma is the acroaymac title of an
unusual collective exhibition recently held
at Oxford. The title stands for 'Pioncers
of Part-Art at the Muscum of Modern
Art". The show, organised by Rupent
Legge and Mark Powcll-Jones with a
grant from the Arts Council, was the first
full-scale survey of the latest movernent
in world art: Participatory oc Pari-Aret
It featured the work of six well-known
artists: the Brazibans Lygia Clark and
Helio Omicica: the American John

Dugger; the Chinese Li Yvan-Chaa (now
a resident in England); the English artist
Graham Stevens; and the inventor of
thermo-nucikar sculpture David Medalls

Oiticica was antist-in-residence at the
University of Sussex, following his contro-
versial onc-man show at the Whitechapel
Gallery in 1969, He is now in New York
after a peniod in Brazil where he continued
to make manifestations involving people
i the parks and fereker (slums) of Rio de
Janciro. Lyga Clark participated in the

Duvid Modalls  Troanwrer from the Modalls Kwwbwow 10

much-discussed symposium on tactile ant
at the Cakfornia State College in 1969, A
retrospective exhibition is scheduled for
the Hayward Gallery in 1972

i Yuan-Chia, who lves 2 recluse's
cxistence in Cumberland, created an
environment of nylon strings for the firs
Pavilions in the Park cxperiment in Lom-
don m 1968,

Grabam  Stevens  nflated his  fum
‘pocunmatic  environment' at  Batterses
Park in 1086, In 1967, for the dhow Soray-
twes Goaflables at the Masée d'ant
Moderne, Paris, and throughout the
summer of 1970, he created 2 sories of
large-scale ivlatables at St. Katharires'
Docks

David Medalls, who edited the Syemaly
nows bullctin from 1964 to 1966, Initiated
The Expisding Galaxy, a conflucnce of
artists, Jdancers, musicans and pocts, in
1967

John Dugger, age 22, the youngest
artist in the Popa ar Mems show, partic-
pated in the recent Arts Councl Mukiples
exhibition at the Whitechapel Gallery
For Oxford he presented Absorpins
Kennay, including 2 work catithed Pris.
wann Conzersation in Silver Space involv-
ing people weaning transhocent plavtic
masks and silver gloves ‘conversing” with
one another by means of Kinetic ‘mudras’
or spontancous hand gestures

Akhough these artists are known to one
another, they do not form a defimable
group. They work indivadually in various
parts of the world and represent multi-
faceted directions of Part-Are. David
Medalla describes the general ares of
commitment of these artists:

‘Pard’ av in ‘participation’, ‘art &1 i
‘arivulation’ ; therefore, mot ‘art’ a1 s
‘art-object’, wot ‘part' a1 in ‘pori-time
artists’. PARTipation ART is opposed 14
TOT ALisarian ART

Each artist has cvolved for himself 2
dymamic linguage of expression whereby
the normally passive and  detached
spectator becomes involved volustarily
in a series of random cvents and grateitous
acts. Those events are imitially gencrated
by the Part-Artist cnabling any person to
transform his or her psycho-physiclogical
processes in relation to the rhythms of the
cosmos. In some cases, the ‘trans-objct’
or ‘propulton’ (ic. the part-artist’s
ongimal vision concretised in tangible
metaphors) becomes 2 ‘yantra' or meodi-
tatiomal device for releasing the hur-
momous flow of the sublimanal

Whercas in conventional artisti
activity, the art-object is the cad-prodect
of the artist’s creative efforts and the
focus of the passive spectator’s scnsations,
in Parz-Art events the spectitor himself,
becoming a participant and active rc-
interpreter of the part-artist’s vision, i
the sctual dymamo in the eocrgy-fickd
ongimally created by the part-arist. A
Part-Art propulsion of cvent is open o

the volitional impeulscs of any man and
the infinite configurations of chance. The
socual, ecological and cavironmental possi-
balitics of this new movement are un-
Emited, whilke the psychological areas
sow beng cxplred were previously
inscoessible to comventional art forms

The vanieties of expression and modia
open 1o the Pari-Artine are limatless
1 heir matenials range from the ephemeral

dewdrops and dust (Medalls) - through
saturdd chements such as scods (Oiticca),
stoncs (Clark) and Jeaves (L1 Yuan-Chia)

to syathetics such as camalisation tubes
(Dogzer) and PVC (Stevens). They are
cresting the syntax and vocabulary of a
new limguage for exprossing the natural
mythology of man and all seatient beings
in rcation to & continsously changing
cnviromment. Three of the artists in the
Oxford show made thoir names as plomcer
Lineticists. Modalla, Clark and Omicica
arived at participation art by imnally
dissolving the obpect n encrgy-pulses
For them it was a logxal step to move
from mobile objects wheose stroctures can
be aliered at will by the spectator to
stustions where the spectator himscl
Beoomes the living structure

The environmeats ICorporating man
and nature by Li Yuan-Chia and the
Bady Conductors of John Dugger (plastic
mbes with which a person hears the
sounds of his body as well as the sounds
of other bodics in space) create for the
participants a spatio-temporal “climate’
sherehy acsthetic scnsstions are trans-
formed into meditative states

The Twonels, Livieg Mawdaler and
Elostics of Lygia Clark depend for their
reakisstion and ‘uvafolding” on the inter-
acnoas of people whom the artist sces as
Tving supports in a biclogical and cel-
kil architecture’. The Made-ow-the-
Bady Capes of Helio Omicica imvolve the
participants in 2 venitable dance of bifc
On the sociological level, Oiticica’s work
relates o the basic nocossitios of man
food, clothing and shelter. At the same
tane, his work has an exuberance roments-
cent of the tropical jungle

The mflatables of Grahum Stevens
mvite the particpunt to explare with his
body fundamental propertics of matter
swolwdity, hquidity, pascousncss; ©om-
prosoon and cxpansion of forms; gravity
ind beoysncy; inertia, flow and oquili-
brivee. In the process of exploration the
participant (depending on his paychic and
physical conditions) CXpericnccs a serics
{ seoations (aggression and tendorness,
Canomty, suspiowon, foar, courage, trust
€. ) which canable the participant to relate
fr and dymamically to clemcatal
factors swch as air and water, and to the

forces withia him

Paradox, irony, poctry and wit charac-
terise the multi-faccted art of David
Medalla. In his Sisce Trade, wherchy any
sumbxr of people are tied to one another,

Medalla uses the symbol and fict of
bondage to express individual freedom
and communal interdependence. “Theo-
retically’, says the artist, ‘ome can tie all
the people of the world to onc another,
and vet give everyome the freedom to
move abosut at will.’

For the Oxford show 1i Yuan-Chia
created an enviromment of acrial poetry
and metaphorical clouds. Helio Outicica
and Lygu Clrk, umable to attend the
exhubition, had only token represcnt
atias. The preview was aborted when
Mcdalla publicly protested over the
destruction of John Dugper’s cenviron-
meat. | was hucky to sce this 2 few boury
carber. Entithed Canaliation of Poycko

Energy, it featured 64 ‘perennials’ sus-
pended from an orange<colourcd nethon
canopy, a floor covered with grains and a
metaphorical sea of polythene and netlon,
and clusters of ‘body conductors’ - an
environment intended for meditation
The same evening Graham Stevens
decided 1o withdraw his mfatables ~ he
felt that broken gliss underneath his
POCUMANIC  structures was a  potental
source of harm to the spectators. Although
newspapers  reparted  audicnce  mis-
behavieur, it should be said that not all
spoctators behaved aggresuvely and some
became creatively involved with the works
o show
ANDREW FORREST
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Rirkrit Tiravanija, Ohne Titel (Pad Thai), 1990, Paula Allen Gallery, New York




Kunstler*innenduos als Sonderform



Kunst als kollektive Handlung

«two or more (usually a lot more) people doing something
together» (Becker [1982] 2008, 382).



MUSEUM MODERNER KUNST STIFTUNG LUDWIG WIEN




Ulay/Marina Abrsmovié
Marina Abrsmovié/Ulay

BREATHING IN - BREATHING OUT

We are kneeling facing and pressing each other’s
lips.

Merina Abramovié

I am breathing in oxygen

I am breathing out carbon dyoxide
Ulay

I am breathing in carbon dyoxide
I am breathing out carbon dyoxide
Merins Abramovidé

I am breathing in carbon dyoxide
I am breathing out carbon dyoxide
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Time: 22min

Marina Abramovi¢ und Ulay, Breathing in / Breathing out, 1977
Schwarzweissfotografie und unterschriebenes Protokoll der Performance in Belgrad, mumok Wien
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Peter Fischli David Weiss, Plétzlich diese Ubersicht, 1981—, Ausstellungsansicht Schaulager Basel




«Alles begann mit Gesprachen, immer haufiger mit Begegnungen: in der Stadt, in der Bar,
wo auch immer, und jeder von uns spurte, dass der andere ein interessanter
Gesprachspartner war [...]. Der Dialog war die Grundlage unserer gemeinsamen Arbeit, und

das blieb bis zum Ende so.»

—Peter Fischli im Gesprach mit Hans Ulrich Obrist, 2015



Peter Fischli David Weiss, Beliebte Gegensétze: Theorie und Praxis, aus Plétzlich diese Ubersicht, 1981—, ungebrannter Ton



Peter Fischli David Weiss, Mick Jagger und Brian Jones gehen zufrieden nach Hause, nachdem sie «l Can’t Get No Satisfaction»
komponiert haben, aus Plétzlich diese Ubersicht, 1981—, ungebrannter Ton



7ADMIT MISTAKES SR
gSaY IT SIMPLEYC 72

g BE CALM
10 SMILE

Peter Fischli David Weiss, How to Work Better, 1991, Oerlikon, Zurich




Claes Oldenburg und Patty Mucha mit Floor Burger, 1962
Foto: Ugo Mulas
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YOU!

Nous cherchons des étudiant.es en
histoire de l'art pour participer a des
interviews au sujet de leurs études

Wir suchen Studierende der
Kunstgeschichte, um an Interviews
teilzunehmen Interviews iiber ihr
Studium

Cerchiamo studenti di Storia dell’Arte di
tutti i livelli per interviste sui loro studi

Weitere Informationen erhalten Sie bei:
meagane.zurfluh@unifr.ch

FACULTE DES LETTRES ET DES SCIENCES HUMAINES PHILOSOPHISCHE FAKULTAT
DEPARTEMENT D’HISTOIRE DE LUART ET DARCHEOLOGIE DEPARTEMENT FUR KUNSTGESCHICHTE UND ARCHAOLOGIE
AV. DE L'EUROPE 20, 1700-FRIOURG AV. DE L'EUROPE 20, 1700-FREIBURG



