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albZrt bern™rd
i think i have seen this one before
(LED Letters, 2008)



Florian Waldner
Loss of Rhythm
(Drei Schallplatten, Plattenspieler und Lautsprecher, 2006)

Ein Grundsatz der Musiktheorie ist es, dass zwischen zwei aufeinanderfolgenden T3nen eine Verbindung
(Melodie) entstehen kann. Neben der TonalitSt, der Tonhshe und der Position des Grundtons ist die Gr3ge
der Tonintervalle ein Faktor der die Wahrnehmung einer Melodie bestimmt. Die zeitliche
Zusammengehsrigkeit von mehreren TSnen wird ab ca. zehn Noten pro Sekunde verloren. Diese Teilung
tritt besonders bei gro§en Tonintervallen auf. Dazwischen gibt es einen Bereich, bei dem man durch
Lenkung der Aufmerksamkeit selbst entscheiden kann was man h3rt. Diesem Bereich gilt die
Aufmerksamkeit. Basierend auf einem Experiment von Leo von Noorden aus dem Jahr 1975 ist auf den
Schallplatten eine Tonabfolge der Art A,B,A zu h3ren. Durch €ndern der Abspielgeschwindigkeit und
Lenkung der Aufmerksamkeit wird entweder die Kette ABA ABA, oder zwei Ketten der Art AA und BB
wahrgenommen.






Luc Gross

watching ubermorgen

(48x68 Karton Mattschwarz, Glas, Boden, Fixierspray. Wird 48h nach Prozessende an der Galeriewand
befestigt. 2009)



Marketta SeppSIS
Hommage ~ Ready-Made: From Strategy to Product
(Lecture sheet, Inkjet-print, Dimensions variable, 2008, Unlimited edition)

An Elephant and Other Actors

Up until now, contemporary art has been the privilege only of highly developed countries. Lately, we have
this paradox that it has become possible where it is really not possible, in Serbia and in Kosovo, in
Azerbaijan, in Kurdistan and, interestingly, this is where the most interesting works come from, in fact,
those which are already spontaneously counting on politicizing culture rather than being accomplices in
the cultural appropriation of art.

- Branimir Stojanovic

George Lakoff, the well-known American socio-linguist, opens his recent Bsse)t Think of an

Elephantby describing the following exercise, which he uses in classes: At the start of a class, write on the
blackboard the task ODonOt think of an elephant;O give the students a minute to perform the task; and then
ask: how was it? Every student, of course, always fails. The exercise is a re-enactment of the situation in
which progressive cultural circles have found themselves in recent years in the USA. The elephant in the
story is the apparently overwhelming ideological initiative that the conservative right has been able to take,
with the help of a deliberate, long-term strategy conceived in innumerable think-tanks and working groups.
The OelephantO is a symbol of their ability to define the terms of discourse.

At times, one can get the impression that a similar elephant, known by the name ONew Public
Management,® has been roaming through cultural discourses in various countries of Europe since the
1990s. The precise name of the elephant varies from country to country, but the common denominator is
an increasingly prevalent perception B or assertion B that the arts and culture must contribute to economic
growth, exports, employment, and material well-being. This assertion is backed by several international
comparisons, which seemingly show that creativity contributes to economic success, or is even a
precondition of economic growth and competitiveness in an increasingly complex world. As a result,
culture has emerged as a national visiting card, and cultural policy turns into identity politics.

As soon as economic importance and social standing become the major core values underscoring and
legitimising the financing of the arts and culture, new governance structures emerge and give rise to new
concentrations of power, as well as to a lack of transparency in decision-making and administration. One
of the most visible phenomena has been the increasing role of non-cultural decision-makers in cultural
policy. Through political and commercial vested interests, cultural actors are integrated into having closer
ties to economic institutions and business structures. This, in turn, as meant that traditional cultural
policymakers are pushed aside and marginalised. The previous cultural policy, based on the principle of
the autonomy of creative work, seems to be no longer adequate.

However, at the same time, there is a contradictory human need: the arts and culture are becoming more
and more importards suchin line with the growing insecurity and hostilities in almost every corner of

the world. It is not mere idealism to think that, when we are forming an image of our world, art and culture
can provide basic building blocks that will last a lifetime.

While balancing between the opposite extremes represented by these perspectives, actors in the field of
cultural policy have also confronted a dilemma as regards writing and acting. In formal programmes of
action we can still read about objectives such as autonomy, decentralisation, support for creativity, and
increasing public access to the arts and culture. However, in practice the increasingly instrumental nature
of arts and culture has taken the upper hand and is shaping cultural development at large. Following the
replacement of older systems of classification that divided cultural-policy fields into discourses of the
creative economy, creative industries, content industries, cultural industries, copyright industries, and so
on, objectives and priorities have undergone a change as radical as that of the rhetoric itself.

A most striking phenomenon has been the energy with which structural changes in the governance of
cultural policy have been pursued in many European countries during recent years.



An outstanding demonstration of this new trend is the proliferation of short-term project funding as an
instrument of governmental cultural policy. As a consequence, cultural actors are breathlessly formulating
ever-new funding proposals, submitted to increasingly centralised administrative bodies; they create pilot
projects that in the worst cases die off after three years of public support. Even if they are occasionally
lucky and manage to start something new, they are becoming increasingly handicapped in their normal
basic work B work which has in fact proved highly fruitful for the long-term development of arts and
culture. This is just stupid, not least in economic terms.

In a predictable next step, suggestions have been made that it is necessary to dismantle the existing grant
system in order to create OhealthierO circumstances for the production of art. The grant system is claimed
to be incapable of evaluating Oreal competenceO. But those who use this argument do not care what the
stagnation and retrenchment of public funding would mean for the experimental, grassroots work by
artistsO initiatives in the non-profit organisations that exist on the margins, and which are run by young
people, often with a strong voluntary commitment. Because of the pioneering nature of this kind of work,
there is no Opre-existing demandO that could be identified using quantitative yardsticks. Such experimental
work will nourish creative and critical thinking, and thus act as an essential precondition for the emergence
of anything new and fresh, irrespective of whether it ends up in local institutions or not. Should it not

rather be this experimental thought and action that is worth safeguarding?

Will there be ways of raising questions about the status of this elephant? To a certain extent, it is up to us
to decide. (And this really is LakoffOs point, too: the progressives in the USA have helped to nourish the
elephant and to elevate it to the position dominance that it has gained.) The most important questions to
ask are: Is the elephant really so enormous that we always have to follow in its footsteps? Is it possible that
we make it bigger than it is, simply by referring to it too often, and hence leaving it to define the terms of
thought? Is it really one big beast, rather than a flock of baby elephants, which are much more dispersed
and much more easily kept in their cradles than we dare to think? The first task, then, is to identify and
name all the different strands in the current shift in cultural policies, look at them one by one, and to refuse
to build up an image of an overwhelmingly dominant opponent. One of LakoffOs suggestions is simply to
use different words: OE a basic principle of framing, when you are arguing against the other side: DonOt
use their language. Their language picks out a frame B and it wonOt be the frame you want.O

Language editing by Mike Garner.

An extract of the editorial dframework: The Finnish Art Reviewgsue 6: Critique of Creative Industries,
January 2007.

Marketta SeppSIS has acted as the founding director of the Pori Art Museum, Finland 1979-1998. Since
June 1998 she has been the director of FRAME Finnish Fund for Art Exchange, funded by the Finnish
Ministry of Culture and since 2003 the editorial director of the bi-annual madaznework: The

Finnish Art Reviewpublished by Frame.



Peter Moosgaard
Quantencomputer
(Objekt, 2007)

Auf Polynesien existieren nach wie vor Cargo Kulte, bei denen ansSssige StSmme riesige Flugzeuggerippe
aus €sten bauen, FunkgerSte aus Holz schnitzen und auf die Ankunft des heilsbringenden Serviceman
John Frum warten. Die Ethnologie nennt so etwas schnell sympathetische Magie. Oder auch: Tbernahme
von Su8erlichen Codes, auf dass Ergebnis komme. Einst hatten US-Soldaten dort ihre StYtzpunkte und
erhielten Hilfspakete von oben, besa8en Technologien die sie selbst nie rekonstruieren wYrden. Das Cargo
soll nun abermals von oben kommen. Wir kdnnen schnell darYber schmunzeln, und bald stellen sich die
Cargo Kulte als ein Trojanisches Pferd unserer Kultur selbst heraus. Nicht wegen der Reisegruppen, die
tatsSchlich auf Vanuatu angeflogen kommen, um die Einheimischen fYr ihre exotischen Spektakel
(womsglich mit iPhones) zu entlohnen. Sie indizieren eigene Werte, in Kunst wie Technologie, als rituelle
Vektorgitter. Nur dass sie im Fall der John Frumers anstSndiger funktionieren als so manches Interface,
das uns unendliche KomplexitSt beruhigend nachvollziehbar erscheinen ISsst.
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Gottfried Haider
revelations doing digital arts for some years now
(2009)

In a state of complete exhaustion | had this probe hanging down my gullet for twenty-four hours. Watching

the nurse remove it and preparing it for disposal | managed to convince her that | really need to take this
one home with me.
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Guthrie Lonergan
Total Artwork-related expenses & income for 2006 (not bad)

[ITEM

|Domain name registration

|Web hosting

|CD—Rs given away at lecture

|Poster printed for lecture

|Honorarium

|Paper for collages

|Banner ads (Google AdSense)

[TOTAL

Guthrie Lonergan
3 notes (1 2 3 after jmb)
(Embedded Youtube Videos, Projection, Sound, 2008)

Born 1984 in Los Angeles, Lives and works in Hollywood, CA
http://www.theageofmammals.com/
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Gordan Savicic
UberBlogJect
(Wearable Tattoo Script, 2006-ongoing)

ZunSchst ist Spime die Grundlage P ein Objekt, dass sich selbst kennt, Yber sich selbst bescheid weiss.
Seine Geschichte kennt, wo es war, wo es ist, und wo es sein sollte. Ein spekulatives Objekt, welches aber
prSzise in Raum und Zeit definiert werden kann. Blogjects sind Spimes die bloggen. Es soll sie jeder lesen
kSnnen. Menschen sollen sie interpretieren kSnnen, in Human Code.

UberBlogJects sind Objekte, die im Gegensatz zu Blogject nicht ins Internet, sondern in echte soziale
Netzwerke disseminieren. Sie sind physisch erfahrbar und ihre Existenz wird ausschliesslich in Blogs
erzeugt. Ihre Kommunikation kann untereinander stattfinden, muss aber nicht zwiggend.

UberBlogJect weiss immer Yber seinen Standort bescheid, es kennt seine Herkunft, seine Geschichte, aber
nicht zwingend seinen AUTHOR. Es muss selbst aber nicht denken kSnnen bzw. einen Algorithmus
besitzen. Es kann auch als Artefakt eines Codes interpretiert werden, der in die physische Welt
transportiert wird.

O.... you will have an instant-chat with your body tissue about your skin-score, your body armor will be
executable 644 and your connectivity decides on your eXistence.O (Gordan Savicic, 2006)
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Franck La@s

No.17 Stockhausen

No.47 Little memorial for Sol Lewitt
(A2 Poster, 2008)

well, of course a painting is great, sculpture is great, but ifsatmething more simple, something which

does not have the kind of vanity that most artworks have (vanity is a quality i really try to avoid),
something which would definitely claim to be art though... something which would not look neither like art
nor like art-that-does-not-look-like-art; hmm... maybe i could try posters, because i'm convinced that when
you put posters on your wall, whatever the poster is about, the desire you have to use your space, even
your room, as an exhibition space, has something to do with art... so i could just make posters and show
this kind of easy simplicity." after that, of course i tried out various sort of things, and it came out that i
wanted to put intimate feelings, too, on the posters i mean. the 2 posters you like are a bit personal, i think,
they deal with the intimate relationship we can all have with artists, people we don't know personally and
however who are important to us, for our life, more or less our daily life...

hello my name is franck lads, i am an interdisciplinary artist, born 1978. i am self-taught in art. i've
received (2002) an engineer degree from the university of technology of compiegne and worked for a
while in the engineering field, and really didnOt like it. so i decided (2004) to quit it. i wanted something
different, i suppose that i wanted to do something which i could be entirely proud and happy and
responsible of. so i chose art. my first project was poelowil, published by fidel anthelme x in 2005. in
2007, another textual worles hommes-serpentsublished by hapax. today the art practice i'm developing
(drawing, video, print, sound, photography, booklets) is mostly an attempt to use art as an instrument to
lead an interesting life. nothing more.
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UBERMORGEN.COM
Miami-Dade Paper Trail Ballot
(2004)

Einer von 270.000 Wahlzettel welche den nicht existierenden "Paper Trail" der US PrSsidentschaftswahl
2004, Miami-Dade County, Florida reprSsentieren.

UBERMORGEN.COM is an artist duo created in Vienna, Austria, by LizvIx and Hans Bernhard. Behind
UBERMORGEN.COM we can find one of the most unmatchable identities B controversial and iconoclast
P of the contemporary European techno-fine-art avant-garde. UBERMORGEN.COMOs work is unique not
because of what they do but because how, when, where and why they do it. The permanent amalgamation
of fact and fiction points toward an extremely expanded concept of oneOs working materials, that for
UBERMORGEN.COM also include (international) rights, democracy and global communication (input-
feedback Ioops) OUbermorgenO is the German word both for Othe day after tomorrowO or Osuper-
tomorrowO.

(See also: [V]ote-auction)
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Bernhard Garnicnig
Birds at the Oxford Museum of Natural History, Department of Ornithology (Blossoms everywhere)
(Color Photograph, 2008)

Ich denke dass man Kunst ohne die mit ihr verbundenen institutionellen Prozesse zu beachten nicht mehr
zur gSnze wahrnehmen kann. Ich denke dass das Format der Kunstausstellung angesichts einer
immateriellen Kunst sich neu definieren muss. Ich denke dass die NSchste Gesellschaft sich nur aus der
Perspektive eines in der letzten Gesellschaft lebenden Beobachters als solche bezeichnen ISsst. Ich sehe
Raum neben der Zeit als primSre Erweiterung der Handlungsmsglichkeiten eines Individuums, in dem wir
mit sekundSren Erweiterungen (Prothesen) agieren k3nnen. Ich denke dass es in dieser Ausstellung darum
geht eine subjektive Geschichte meiner Wahrnehmung zu dokumentieren. Eine Sammlung an Positionen,
entstanden Yber die Zeit, vereint als Konstellation in einem Raum.
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