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MANZIFESTA 11

AND THEN THE CONVERSATION GOT STARTED

The following interview with Christian Jankowski, Curator of Manifesta 11, was conducted by

Simon Wiirsten before his classmates in the Institute of Art History at the University of Zurich on 14 April
2016. Like many parts of Manifesta 11, the conversation brings together multiple perspectives and multiple
authorships — in this case that of the curator and that of an art history student.

What's unique about this year‘s Manifesta?

It's unusual for Manifesta to choose a metropolis like Zurich as its location. There was already an established
and distinctive art scene in the city. So the question was what could be added. It's also uncommon to have
one artist as curator — even though Francesca Gavin was equally responsible for the historical exhibition. |
also hope that the concept | developed for this Manifesta — dealing with professions and vocations — and the
impact that it has had on the artworks is something special.

The concept is definitely unusual.

| tried to conceive an exhibition that I'd also like to be invited to myself. That's how | came up with the idea

of the ‘Joint Ventures’, where every artist producing a new commission first chooses one of the professions
practiced in Zurich, then is paired with somebody who pratices that profession. The host's profession was
fertile ground for each artist in the conception, realization and reflection of the work. Each of the new produc-
tions appears in three ways: in an art institution, at a satellite venue somehow related to the host's work, and
in the form of a film at the Pavillon of Reflections. And they'll be contextualized by an exhibition of already
existing artworks in the art institutions as well as by a program of joint-venture performances — in the newly
renamed Cabaret der Kiinstler — Zunfthaus Voltaire. The latter is a guildhall focused on artistic co-production,
and we're lucky that artist Manuel Scheiwiller agreed to be president of the guild. Now that | think about it,
something else that's unusual about the biennial is that almost all the new commissions were produced in Zu-
rich. It's often the case with biennials that the works are made somewhere else and then arrive at the location
just in time for installation; the fact that the works were produced in Zurich of course relates to the concept of
this year's Manifesta.

How were you chosen as the curator, and how did you come up with the concept?

| was asked to propose a concept. | came to Zurich for two or three days, walked through the city with my
new curator's hat on and asked myself: “What should we do here?” Then | realized there was probably a
reason why they thought to ask me and, though | was switching roles, | didn‘t have to — or couldn’t — com-
pletely reinvent my way of working. That's why | worked with things that have interested me as an artist and
applied them to the biennial format. My artistic work often entails some kind of interaction with other people,
with professions that may not have much to do with art, as well as with their particular jargon, their field of
expertise and their values. I'm also interested in mass-media formats; my works often take on TV or cinema
formats. So | thought, OK, biennials are also a mass-media format — I'll try to somehow configure this biennial
with the resources | have at my disposal.

Does Manifesta 11 propose something subversive? Or is it more difficult for a curator to be subversi-
ve than it is for an artist?

As an artist, the institution inviting you to do something is usually behind you. In the case of Manifesta, things
are more complicated. You of course have to work closely with the city. I'm speaking on behalf of an institu-
tion. | can draw on the trademark ‘Manifesta’ — which was built up over the past twenty years, long before |
arrived — and which also opens doors. Not surprisingly, it has been unbelievably demanding and unbelievably
frustrating, but it has also been unbelievably positive. I'm greatful to Manifesta, the whole team, all of out
collaborators, partners and the City of Zurich.
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Were you expecting curatorial work to be so political, or were you surprised?

It was clear from the beginning: as soon as you'‘re dealing with a public, you have to take up a position.
Earlier, you mentioned being subversive. The Pavillon of Reflections was built to screen a very specific film
program. Every day, we'll be showing films that are partly art films and partly documentary films, which were
made in collaboration with middle school and high school students from around Zurich, so-called ‘Art Detec-
tives’. They followed along with the new productions and were invited to ask any questions they wanted...
That's an inversion of hierarchies and suddenly empowers people who are neither journalists, nor art profes-
sionals, but minors, which also has it's advantages: they allowed themselves to ask unbiased questions and
could convey their very subjective impressions to audiences, who can now to come their own conclusions
about everything.

Is it important for you, then, to convey a critical attitude?

Yes, but I'm interested in one that's directed inward as well as outward. In my opinion, many critical traditions
lead to ideologies bound up in institutions. My approach is to thematize given structures and perspectives

in some way. | don‘t think artworks are supposed to argue something directly. | find it much more interesting
when an artwork both celebrates something — is an homage to something — and at the same time under-
mines it or considers it critically. Faced with this dilemma, the viewer might ask him or herself: “What is the
artist's stance?” or even “How do | view this topic?“ Of course, institutions sometimes need to view the world
as black and white in order to bring attention to something. | do it too, for example with the title of Manifesta.
| actually wanted to call the biennial Berufungen (which translates as something like “Vocations*) — but it
doesn‘t translate well into English. And then came “What People Do for Money“. Even if it sounds moralistic,
the title is actually just a simple question. Still, the biennial is neither merely about money, nor merely about
work. First and foremost, an art biennial is about art. And that's actually the work...

...to have this title and still make an ambiguous or multilayered biennial?

Exactly! The newly commissioned works point up a wide variety of sensibilities and viewpoints. Take the
“Imbissy project” from John Arnold and starred chef Fabian Spiquel from restaurant Maison Manesse, who
worked together with different food stand and takeaway owners and, with them, recreated dishes from

state dinners, which will be on offer at those same restaurants during Manifesta 11. The project thematizes
Switzerland as a site of neutrality, where a number of momentous diplomatic discussions took place and
agreements were reached. The neologism “Imbissy” — a combination of ‘Imbiss’ (the German word for a
food stand or takeaway) and “embassy* — also highlights the fact that the owners themselves might serve as
ambassadors for their respective cultures. This encounter between different people, coming together through
art, that's the objective. It's meaningful, and it can also be amusing: I'm thinking of a photo of Angela Merkel
that John Arnold once showed me, where she’s cutting slices of meat off a giant déner spit with a long knife.
The owner of the restaurant was probably excited to snap a photo of a public official of her status. It's also
interesting how she performs and allows herself to be photographed in this situation. It's really a nice project.

So in Manifesta 11, it‘s also about people from outside the art world participating in the realization

of the projects, and bringing together a larger audience. What do audiences and the general public
mean to you?

The art world is expanding: always more fairs, always more biennials. There's a kind of saturation. But I'm
not a missionary who's just interested in larger audiences. I'm interested in multifaceted audiences, where
different groups encounter something foreign and come into conversation with one another. At the preview for
Torbjgrn Redland's installation in Dr. Danielle Heller's dental surgery, the staff from the praxis stood next to
big-name Zurich gallerists, the artist's friends and the host's ‘society’ friends, and no one knew who was who,
who came from which context. And then the conversation got started! These are exciting situations, where we
lose control, and which make new conversations about art possible.
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| get the sense that you‘re most interested in these small moments that allow something unexpec-
ted to occur, but which many people may not experience. What do you think about the likelihood
that most visitors will come during Art Basel and won‘t manage to see all of the biennial‘s different
venues?

| don‘t have anything against the professional art audience. | just think it would be great if, in addition, there
were a wide variety of ways to relate to artworks. Manifesta 11 offers exactly such instances, sometimes on
a silver platter. Visitors can visit the Pavillon of Reflections, sit down for a couple hours, watch some films
and be as well informed as possible, without ever having seen a satellite. Still, people will visit the satellites.
But they serve another function as well. They serve as entrypoints into contemporary art for new audiences.
For example, Matya$ Chochola‘s new ceramic sculptures now stand between trophies in Azem Maksutaj's
kickboxing studio, and every person who participated in the project and trains there will say something about
them to his or her friends and colleagues. Maybe at first it will cause jealousy, and then later interest, iden-
tification, pride, for example when people learn that the same artist who worked with members of the gym

is also exhibiting his work in Migros Museum. And all of a sudden, the whole gym will visit the museum and
meet the people coming from the dental surgery.

How does the historical exhibition relate to the new productions?

| still don‘t know exactly how some of the new commissions will turn out. And for the same reason, I'm excited
about the historical exhibion, which will be installed on scaffolding as ,Sites Under Construction®. You can
think of each one like a St. Petersburg hanging, but without the wall: the scaffolding is something between

an installation and a series of structures, each of which consists of various artworks and outlines different
thematic territory. In this type of installation, both the front and the back of each artwork is visible. So it ac-
tually functions similar to collage; through the dialog between the historical works and the Manifesta 11 new
productions, some connections will surely also arise that neither Francesca Gavin nor | could have anticipa-
ted. What's more, you'll be able to glimpse the new commissions through the scaffolding with the historical
artworks, which will cast new light on the historical themes and vice versa.

One last question: All of us here are art history students, and you‘ve collaborated with people from
so many different professions... Have you worked with an art historian before?

I have! | once received a grant from the German Study Centre in Venice, where young art historians from
Germany conduct research and one artist is invited for a residency. The institute was located in an old
palazzo near the Canale Grande. The walls of the salotto, the main room and meeting place, were covered
with a wallpaper that was over a hundred years old, and which was being taken down to be restaured while |
was there. | conducted interviews with the researchers about their work and asked them what they hoped to
learn about Venetian art. Which of their hypotheses would they like to see corroborated? Then | bought cans
of spray paint and had the historians spraypaint their theses, in Italian translation, on the raw walls of the sa-
lotto. Finally, the newly repaired wallpaper was put back on. | liked the idea that in a hundred or two hundred
years, the wallpaper would need to be restored again, and new historians would stand there in wonder.

This conversation took place within the context of the course ‘Manifesta’ in the Institute of Art History at the
University of Zurich led by Charlotte Matter.
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MANIFESTA 11

STATEMENT BY HEDWIG FIJEN;
DIRECTOR OF MANIFESTA

| am delighted to welcome you this morning to the eleventh edition of Manifesta. Now entering its second decade,
the European Biennial of Contemporary Art is taking place over 100 days in the city of Zurich, Switzerland, on the
centenary of Dada.

Just why Manifesta selected Zurich — the heterogeneous Swiss city, linked to Europe and the world by capital,
culture and football — has been a much-asked question. Every two years, Manifesta engages with a new host city.
Not merely for cultural marketing or to stimulate urban development, but also to serve as a platform and resource
for critical discourse around the role of art in European society. Manifesta champions particularity over generality.

Looking back to the early 1990s, this roving biennial originated in response to the political, economic and social
changes following the end of the Cold War and the subsequent steps towards European integration. Twenty-five
years into post-communism, the decision to incorporate complex societal situations and diverse geopolitical areas
has far-reaching implications, as seen in Manifesta 10 in St Petersburg.

Over time, one of the most important aspects of Manifesta has been its ability to generate and develop new au-
diences — promoting contemporary art’s ability to broaden and deepen conversations between local communities,
political grassroots organisations and NGOs. At its core, Manifesta functtions as a mediator — or perhaps even a
mirror. It creates moments of self-reflection for inhabitants and visitors and for itself — because by changing loca-
tions, Manifesta constantly renews its pledge to reflect critically on itself as a biennial.

Manifesta 11 offers Zurich a temporary, experimental platform of artistic activity and change, inviting the city’s
inhabitants to question their social interaction with each other, their surroundings and their cultural consumption. In
the last century, Zurich has been through radical change, transforming from a provincial city into a largely agricul-
tural economy, then into a global financial hub.

Throughout the twentieth century, Switzerland has negotiated neutral policies on a political, as well as a financi-
al level, resulting in a profusion of contradictions within Zurich today. During the First and Second World Wars,
Switzerland allowed trade to continue with both friendly and non-friendly nations — an attitude that proved a stable
foundation for its financial growth, and which has underpinned Zurich’s cultural development. At the same time,
the city was a refuge for artists, pacifists, activists and writers, whose paths crossed over a small city centre,
forming links between avant-garde groups around the world.

The contradictory nature of the city has proven fertile ground for the social and artistic experimentation conceived
by Manifesta 11’s curator, Christian Jankowski, under the title of What People Do for Money: Some Joint Ventures.
For me, it is immediately striking that Jankowski, as artist-cum-curator, has devised a concept that forefronts the
subject of work. The twenty-first century is marked by a fundamental shift in how we consume, produce and relate
to one another. We are driven by the convergence of physical, digital and biological realms — a shift, still in its very
early stage, which has come to be known as the Fourth Industrial Revolution.

The first industrial revolution of the eighteenth century drove mankind to depend on mechanised power; the
second revolution, in the early twentieth century, was a breakthrough in motion systems, mass production and
communication and led to the third revolution, where computers opened up a new digital world. The fourth indus-
trial revolution will necessitate radical change in work and education. The question as to who gains and who loses
looms large for individuals across all sectors of society.

Within the city of Zurich, home to many traditional professions and proudly demonstrative of a timeworn respect
for craft, the biennial brings into question the consequences of the dramatic increase in global connectivity and
changing technologies, which have the power to drive a whole new cycle of economic activity. The Fourth Indus-
trial Revolution may disrupt existing power structures, but how might we ensure that increasing productivity does
not result in deflationary pressure and mass unemployment?
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If we envisage a future of man versus machine, then collaboration between humans takes on a new urgency.
Collaboration is at the heart of Manifesta 11. The possibilities and meanings of different kinds of interdisciplinary
exchange are at the core of this biennial edition, and not just theoretical reflection but actual intervention; not only
the interpretation, but also the dialogue and performance of artistic work. Learning, educating, researching and
collaborating are the key fundamental notions.

What strikes me so clearly is that by selecting Christian Jankowski as the first artist as curator for this edition in
Zurich, Manifesta has been able to break with the tendency (or at least a part influented by recent art theory) of
exhibitions which illustrate a theme.

This biennial is artistic practice itself. It moves to include many actions of those who are not normally addressed. It
is not exclusively accessible to those viewers from the professional elite. Manifesta 11 proves that artistic practices
belong where they originated: in the community, in the professional context, in the urban context, and as a direct
act of collaboration — where they always should have been.

| sincerely hope that this edition of Manifesta 11 will play a positive part in local and international discussions
concerning the question: “To work or not to work?” | believe, too, that it encourages an understanding of the
proximity of contemporary art within broader society, and its ability to transform the outlook of different groups of
people.

It is with great pleasure that we unveil the wide-reaching experiment that is of Manifesta 11. To achieve such
an imaginative series of Joint Ventures, my local and international team have moved mountains and mobilised
local communities, and we owe them a debt of gratitude. Curator Christian Jankowski’s performative and ironic
approach offers us an outstanding opportunity to penetrate the social fabric of Zurich.

I would like to thank all the participating artists and their hosts from different occupational fields, whose creativity
and positivity has been inspiring. For the design and construction of the Pavillon of Reflections and the Cabaret
der Kunstler — Zunfthaus Voltaire, our thanks go to Studio Tom Emerson and Studio Alex Lehnerer at ETH Zurich
respectively. For their curiosity in documenting the production of new works, we thank the “art detectives” from
local high schools and the film students from Ziircher Hochschule der Kiinste. Also to our colleagues at the City of
Zurich and the Foundation Manifesta 11 board — thank you for your ongoing support.

| would like to thank our numerous partners and sponsors for their generous support for this project. | would like to
especially thank our initiating partners for supporting us at a very early stage in the projects and securing the basic
funding for our project. Apart from the initiators Manifesta Amsterdam and the City of Zurich these include Lotterie-
fonds des Kantons Zirich, Engagement Migros, Bundesamt fiir Kultur, Kulturstiftung Pro Helvetia, Ernst Géhner
Stiftung, Georg und Bertha Schwyzer-Winiker Stiftung and the Sophie und Karl Binding Stiftung. | would especially
like to thank Engagement Migros for their generous support for the Manifesta 11 Education Programme. Further-
more | would like to thank our Main Sponsor EKZ, who generously supports the Pavillon of Reflections and | would
like to thank Bank Julius Baer, our Corporate Partner. Finally, this project could not have be realized without the
support of all of our other in-kind supporters.

Finally, | would like to thank the amazing, super-dedicated Manifesta 11 team without whom this biennial would not
be opening today.

It's now up to you, the audience, to experience whether this experimental format of Manifesta 11 could be a new
model for a biennial.

Hedwig Fijen
Director, Manifesta
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MANZIFESTA 11

MANIFESTA 11 IN ZURICH

Manifesta, the European Biennial of Contemporary Art, is a migratory biennial which aims to reflect
critically on Europe‘s changing cultural DNA. The eleventh edition of Manifesta, located in Zurich and
titled What People Do for Money: Some Joint Ventures, has been curated by German artist Christian
Jankowski. Manifesta 11 is composed of various parts: the 30 new projects in the satellites as well as
in Lowenbraukunst and Helmhaus, which are the result of encounters between artists and their ‘hosts*
(people from different professional fields); The Historical Exhibition: Sites Under Construction, also in
the art institutions; the Pavillon of Reflections, where the entire project will be reflected in a filmic form;
and Cabaret der Kiinstler — Zunfthaus Voltaire, a stage for joint-venture performances and home of the
newly founded artists‘ guild.

The host city Zurich offers the necessary points of friction for Manifesta to explore current issues facing
modern Europe in a specifically urban context — just as it is said in its mission statement. Although the city on
the Limmat river is not, like many of its predecessors, on Europe’s periphery, this leading European and interna-
tional financial and business hub is located in a country which, with its isolationist policies, represents a political
island, in the core of Europe — of all places, at a vital interface between North, South East and West.

But what exactly are the characteristics of a city society marked by these parameters? It is exactly here
that Christian Jankowski’s artistic-curatorial concept begins its approach. It addresses the various professional
groups in Zurich and facilitates encounters and collaborations (Joint Ventures) between artists and these occu-
pations. 30 international artists were invited to embark on a process-like dialogue with their chosen professions.
The historical department presents works by both classic and contemporary artists that reflect the development
of work in the mirror of art. In the Cabaret der Kiinstler — Zunfthaus Voltaire, the traditional idea of the guild is re-
juvenated by the foundation of a new guild, the guild of artists, with membership and hence admission extended
only to those who can articulate themselves artistically as part of a performance. And the Pavillon of Reflections
is not only a hedonistic open air swimming area in the proud in outdoor Badis in Zurich, or public baths, it is also
a stage, a platform, on which the whole process is reflected and “processed” cinematically.

The subject of work remains especially relevant in Zurich to this day. In accordance with the Protestant
work ethic, pursuing a vocation became a religious obligation around the beginning of the modern era and thus
an identity-building force — especially in a Switzerland reformed by Zwingli and Calvin. Even today, “guilds” still
in existence continue to confirm professional life as the basic structure of urban life — the annual spring festival
of Sechselauten (when the clock strikes six) is a ritual that celebrates the working day every year. The guilds
thus mark the crucial interface at which people’s individual identification with their profession, the internalization
of their vocation, meets the social view from outside on specific occupational groupings, also known as status —
and the simple act of earning money becomes a higher calling.

Hence, in the context of Manifesta in Zurich, questions about the current meaning and the future of work
automatically arose.

What does the work of today and tomorrow look like, when a modern working world devotes itself to
new working methods involving independence and self-determination, the creative economy and other
precarious ways of working — and at the same time, turns exploitation of others into the exploitation of the
self?

What if work — in the throes of the fourth industrial revolution — itself becomes a thing of the past?
Currently, the phenomena of digitisation and automation suggest a new, flourishing freedom of the individual

but in reality, they have long since been engineering its substitute. Although still regarded as a service-oriented
prosthetic of humanity, the machine or the computer has long since become the better half of the human (brain).
Already, robots drive cars, serve in restaurants or play with children. But what form is appropriate for an auto-
mated society, in which people can no longer define their value, identity and status through work, can no longer
barter with other people via the money they earn through work, can no longer invest the resources of their intel-
lectual and physical abilities or can no longer allot the appropriate amounts of time using organisational software
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or time clocks? One question that is currently a burning issue in Switzerland, went to a vote here on 5 June
— just before the opening of Manifesta 11 — an unconditional minimum income for citizens — whether they
work or not.

What role can work continue to have for each individual, when, just as they earn money, the macro-
cosm of national and global business and the microcosm of the single household become enmeshed,
penetrate each other, even, and through the expenditure of time and resources as a monetary perfor-
mance, put simply, the earning of money, ultimately becomes a decisive (power) factor — in the relationship
between genders and the relationship between generations.

How can a city even function if the balance of work and service is out of kilter? For the human being
does not just perform work, he or she also creates it. Thus, the modern urban society of the Swiss financial
metropolis has developed into a perfect maintenance and disposal society which eliminates whatever could
contaminate human interaction in the most professional manner possible. Excess becomes a daily phe-
nomenon, excess becomes waste — and is discreetly removed. From annoying faecal matter, through the
dangers of fire and violence and bodily fragility caused by disease, pain, and deth to the excessive libido. It
is no coincidence that many of the artists chose to address professions that tackle exactly these issues.

And what do these current developments in working life mean for art itself — in an art world incre-
asingly marked by mercantile necessities and trends toward professionalization? The artist’s profession
has always belonged to the more eccentric callings in the spectrum of possible occupations, yet it seems
to remain connected to the notion of individual labour and handcraft — the term of ‘the artwork’ as work,
laboured as it is, clearly demonstrates this. (KL)
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MANZIFESTA 11

EXHIBITION VENUES

Lowenbraukunst, Helmhaus, the Pavillon of Reflection and Cabaret der Kiinstler — Zunfthaus Voltaire are
the main exhibition venues at Manifesta 11. New works can also be seen at satellite venues and will go on
show in the so-called satellites. For more information about the exhibition venues, please visit our website:
www.manifesta11.org. Manifesta 11 Guide books and city maps are available at ticket selling points.

LOWENBR AUKUNST
Manifesta 11 is taking over several of Zurich's most renowned contemporary art institutions. Many of the
new works and much of The Historical Exhibition: Sites Under Construction will be on view at Léwenbrau-
kunst. Opening hours: Mon—Sun 11.00-20.00, Thu 11.00-22.00.

HELMHAUS
Helmhaus has invited Christian Jankowski to be guest curator and contains several new works and parts of
the The Historical Exhibition: Sites Under Construction.
Opening hours: Mon—Sun 11.00-20.00, Thu 11.00-22.00.

SATELLITES
Manifesta 11 is all about professional life in Zurich. Thirty international artists have joined forces with local
professionals (acting as hosts) to create new artworks. Parts of the exhibition will be shown at the hosts’
places of work, known as the satellites. They are spread throughout the city.

Please note: the up-to-date status of the, to some extent, very different opening times at the various
exhibition venues can be found on our website: www.manifesta11.org. In some cases, the opening
times may change partway through the biennial. You can find the current status on the Manifesta
city map and in the guidebook, which is free for members of the press. The exhibition venues also
have different and, in some cases, limited capacities. Thank you in advance for your understanding,
and we apologize for any inconvenience this may cause.

PAVILLON OF REFLECTIONS
The architectural icon of Manifesta 11 is a floating platform on Lake Zurich near Bellevue. During the day, it
will operate as a public swimming pool (8:00 to 19:00; admission for pool only CHF 6) with a bar/café
(8:00-00:00). In the evening, it will turn into a cinema screening Art Docs — about the making of the
Manifesta 11 new works — discussions and other special events (8:00-23:30). For holders of a valid ticket
to Manifesta 11, admission to both the pool and the cinema are free of charge. Tickets for Manifesta 11 will
also be on sale on the Pavillon. For details of the film programme, please visit www.manifesta11.org

The Art Docs have been produced in co-operation with students and graduates of the Cast/Audiovisual
Media Department at the ZHdK under the guidance of Martin Zimper. Christian Jankowski is artistic director
for the films. The core team includes Marwan Abdalla, Milo§ Savig and Remo Schluep. Carlo Coppola is re-
sponsible as project manager, Matthias Schwelm as postproduction supervisor. Each Art Doc is moderated
by a Zurich moddle school or high school student or ‘Art Detective’. The Pavillon of Reflections is supported
by EKZ, designed and constructed by Studio Tom Emerson, ETH Zrich.
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MANZIFESTA 11

THE HISTORICAL EXHIBITION! SITES
UNDER CONSTRUCTION

Co-curated by Christian Jankowski and Francesca Gavin.
Conen Sigl Architekten Ziirich: Maria Conen; Raoul Sigl; Mitarbeit: Maximilian Fink

Of Hunters and Astronauts
Andrei Tarkovsky (RU)

This room functions as an overture to Manifesta 11. It introduces a scene from Russian director Andrei
Tarkovsky’s film Solaris (1972), which presents an encounter between an astronaut and an alien, in the
form of a dead loved one. In the library of the spaceship they float in an embrace. They are backed by pain-
tings by Pieter Bruegel the Elder: in close-up we see Hunters in the Snow (1565), a depiction of one of the
oldest jobs in human history. In Tarkovsky’s composition, representations of history (Bruegel, books, Bach)
and scientific progress (spaceship) centre on the thrilling connection between the two weightless figures.

It finds an echo in the meetings between professions and artists in Zurich for Manifesta 11: old and new
professions encounter the unknown — the production of art.

Portraits of Professions

Anon. (CN), Yto Barrada (FR), Bhakti Baxter (USA), Tjorg Douglas Beer (DE), Werner Biittner (DE), Olga
Chernysheva (RU), Anne Collier (USA), Chris Hadfield (CA), Rachel Harrison (USA), Graham Little (UK),
Gianni Motti (CH), Paulina Otowska (PL), August Sander (DE), Roman Stétina (CZ), Momoyo Torimitsu
(JP), Charles Gute (USA)

How do we visualise a profession? Is it an object, a movement, a sound, a uniform, a person? Are jobs
gendered? Artists have represented people at work for centuries — expressing layers of meaning ranging
from spiritual allegory to the worldly concerns of changing status. The artworks attempt to depict the truthful
and the solid, but again and again they also summon up the spectre of clichés about professions from
times past.

Self-Portraits and Self-Promotion

Anon. (CN), Bochner, Mel (USA), Chris Burden (USA), x-T Kriszta Nagy (HU), Giovanna Olmos (USA),
RELAX (chiarenza & hauser & co) (CH), Daniela Rossell (MX), Ed Ruscha (USA), Alexander Shein (RU),
Frances Stark (USA), Werner Weber (CH), Jedrzej Piotr Wijas (PL)

During the Renaissance, the rise of better and cheaper mirrors saw the spread of self-portraiture and gran-
ted the artist a new social status. In the age of social media, many offer up visual content to promote them-
selves as a brand, craving recognition from digital eyes. This room explores the overlaps and differences
between the procedures of self-promotion used by professional bodies and individuals. Corporate videos,
election posters, self-portraits: how do the police and the military but also politicians and artists represent
their power and interests to the public?

Working Worlds

Artist Placement Group (UK), Trisha Baga (USA), Simon Denny (NZ), Harun Farocki (DE), Coco Fusco
(USA), Andreas Gursky (DE), Armin Linke (DE), Mark Lombardi (USA), Trevor Paglen (USA), Amalia Pica
(AR), Jiri Skala (CZ), Alec Soth (USA), Martine Syms (USA), Pilvi Takala (FI), Angela Vanini (DE), Thomas
Zipp (DE)

Over the last half century, our working environment, physical or virtual, has changed constantly in respon-

se to technology and ideology. The parameters of work, from the hours we clock in to the definition of a
desk space, are in flux. From drawings made with stationary to paintings of low-paying jobs and images
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of business interiors and exteriors, these artworks document where we work and meditate on how our
environment controls or stimulates our actions, thoughts and imagination. Here the workplace is a site of
production where ideas are given form.

Break Hour

Katherine Bernhardt (USA), Oscar Bony (AR), Plamen Dejanov, & Swetlana Heger (BG) / (CZ), Thomas
Demand (DE), Damian Fopp (CH), Duane Hanson (USA), Pierre Huyghe (FR), Kippenberger and Akim S.
aus 44 (DE), Martin Liebscher (DE), Sharon Lockhart (USA), Bruno Munari (IT), Jeremy Shaw (CA)

The Vogues sang in 1965: ‘It's a five o‘clock world when the whistle blows / No one owns a piece of my
time’. But are we truly free when we step outside of work? The cigarette break, the lunch hour, the end of
the shift, the Sunday rest, the holiday: these times are regimented or ritualised and exist in opposition to
work. So too the leisure and tourism sectors have grown as an effect of industrialisation — even if recently
they have been losing their romanticism. Downtime is used by these artists to highlight and critique the idea
of work.

Professions in the Art World

Nicole Bachmann (CH), Aleksandra Domanovi¢ (Sl), Marcel van Eeden (NL), Angus Fairhurst (UK),
Charles Gute (USA), Margrit Jaggli (CH), Mierle Laderman Ukeles (USA), Louise Lawler (USA), Megan
Marlatt (USA), Aaron Moulton (USA), Julian Opie (UK), R.H. Quaytman (USA), Michael Smith (USA),
Alexander Shein (RU)

Blame Van Gogh, but the myth of the artist as a romantic loner persists. Yet for half a century artists have
been hard at work deconstructing this idea. Representations of positions within the art world exhibited are
like credits at the end of a feature film. They demonstrate that the artist holds just one place in a complex
hierarchy — from exhibition invigilator to curator, studio intern to art advisor. For those within this industry —
and it is an industry — this is an affectionate if satirical mirror; for those outside, it uncloaks the many people
who strive to lend an artwork value and meaning.

Art as a Second Profession

Anon. (CN), Fatima Al Qadiri & Khalid Al Gharaballi (KW), Evelyne Axell (BE), Steven Claydon (UK), Vuk
Cosié (SI), Thornton Dial (USA), Buckner Fanning (USA), Kim Gordon (USA), Dieter Meier (CH), Sabine
Schlatter (CH), James ‘Son’ Thomas (USA), Taocheng Wang (NL)

How do you become an artist? Academic and practical training is a conventional route, but it is not the only
one. Individuals with backgrounds as varied as medicine, finance, music, childcare, theatre and computer
programming have gone on to create art with great success. These works show the impact of a background
in a different profession on making art. They highlight the fact that art does not emerge from a vacuum and
that side jobs can be a positive addition to art practice. This is also a break with the still widespread roman-
tic, capitalist idea that good artists should be able to live by the sale of their art alone.

Artists Adopting Professions
Anon. (CN), Alice Boner (CH), Cosey Fanni Tutti (UK), Alice Hiller (UK), Daniel Kelly (UK), Marcos Lutyens
(UK), Ahmet Ogiit (TR), Adrian Piper (USA), Sister Corita Kent (USA), Rosemarie Trockel (DE)

What draws an artist to the methods of other jobs? They have been a powerful attraction for artists in
recent decades searching for alternative forms of expression. Artists become documentarians, taking the
structures of society and reworking them into new narratives and arguments, motivated by a search for
authenticity, a desire to connect with ‘reality’. They can also behave like actors, slipping into a role or a
professional activity for its symbolic value. Whether performing as teachers, hypnotists or pornographic
models, these artists are flaunting new skills.
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Professions in Music, Literature and Film

Songs have often emerged from the coalface of work: the blues, famously, incorporated work songs of
African-American slaves and ex-slaves voicing their response to enforced labour in the plantations of the
American South. Rock and roll reworked these laments for teenage, consumer culture, which has led to
odes to professions as varied as Capleton’s ‘Fireman’s Anthem’ (2006) or The Beatles’ ‘Paperback Writer’
(1966). Franz Kafka provided the blueprint for the worker-writer, whose non-creative work infiltrated his
imagination. And whether you work in an office or not, it's familiar to us all as a cinematic fixture — from
Nunnally Johnson’s The Man in the Gray Flannel Suit (1956) to Martin Scorsese’s Wolf of Wall Street
(2013). Movies have turned characters such as the struggling salesman, the cut-throat manager, or the
ethical journalist into modern archetypes, and Jedermann into a heroic figure. The film programme will be
screened at Kino Xenix during the biennial.

Professions Performing in Art
Karmelo Bermejo (ES), Sophie Calle (FR), Jill Magid (USA), Jonathan Monk (UK), Yoshua Okén (MX),
Sarah Pickering (UK), Fernando Sanchez Castillo (ES), Wermke/Leinkauf (DE)

Here we see how people working in other fields have become involved in the process of making art — either
intentionally or not. The artworks, or documentations of artworks, often address power structures, providing
moments of resistance, subversion or affirmation. They might incorporate footage from surveillance camera
operators or records from customs officers, or turn a sold-out charter flight into an empty gesture. In each
case professional activity activates the artwork.

Art without Artists
Mark Leckey (UK), James Roberts (USA), Thomas Ruff (DE), Jan Vagner (CZ)

What is art without the artist? What is art if it slips beyond the confines of a traditional art setting? These
works question our understanding of creation. They question artists’ ability to carry out their work and —
when art turns cannibalistic — to control it. They introduce new paradigms of creation presented by techno-
logy, such as the psychedelic interpretation o