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Filling in the gaps: Introduction
Location location location:'

‘It has been the special genius of our century to
investigate things in relation to their context, to
come 1o see the context as formative of the thing
and, finally, to see the context as a thing itself.’
{O’Doherty 1999 [1976]: 7)

In 2007, Brian O’Doherty’s words still apply. The art object and
its context are intrinsically intertwined.

A variety of contexts make up the mechanisms of the
contemporary art world. From established organizations to more
informal platforms, each performs a necessary function.
Representation in a national museum or a respected public
coliection bestows a measure of credibility on a piece. Outside of
austere exhibition rooms and refined galiery spaces, more
informal arenas have their own authority. An independent artistic
intervention on a busy pavement or a remote beach can suggest
an anti-institutionalist stance. The artist is not bound by the
conventions of more traditional structures. Yet, a great deal of
interventionist work ultimately makes its way into galleries and
collections in the form of residue and documentation. These
become marketable and collectable products. Similarly, reputed
organizations sometimes orchestrate potentially disruptive
insertions into the public sphere in the form of performances or
temporary installations. Even when they appear to be at odds,
the different forums in which artworks exist rely on each other.

' Title taken from a public debate at the New Museum, Cooper Union, New York,
entitled Location, Location, Location! Is proyinciai a bad word? , 2008.

This dissertation illustrates such relationships through first hand
experience.

During the course of my MFA degree, | have occupied many of
the established contexts within the contemporary art world:

The art competition

The museum exhibition

The project space

The collaborative project

The independent intervention
The commercial galiery show
The international art fair

The biennale

The public collection

The prominent private collection
The exhibition catalogue

The artist’s book

The online exhibition

The multi-disciplined group show
The public commission

The artist’s studio?

These form the framework of this dissertation.

The different forums listed above are discussed in terms of my
contribution within them as a visual practitioner and organiser of

2 This is not a definitive list of every possible context in the contemporary art
world. Rather, it ropresents those | have been fortunate enough to participate in
during the given time. Organised structures for more established artists, for
example the art auction, are not discussed. Less formal modes of working, like
the group collaboration or the apprenticeship, are also left out.
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By foliowing the trajectory of works like Stuffed Pigeons and
Don’t Panic, | seek to illustrate how the value of an art object can
be affected through a change in context. These pieces move
from informal public arenas into places of authority and therefore
gain credibility. The works come to represent the contexts they
have occupied. Their financial value alters, but also their cultural
currency. Works that reside in a national museum, for example, is
generally seen to be pertinent examples of visual culture by their
communities.

The more exposure a work receives, the more likely it is to enter
into contemporary discourse. That is, to be written about in
reviews, journals, dissertations, catalogues and critical theories
as well as academic lectures and informal conversation. Writers
and theorists are a crucial voice of authority in the art world. They
have effect on the systems that make up the contemporary art
world, which in turn influences them. | have noted relevant
commentary concerning my projects whenever this is
appropriate to unpacking it.

The status of organisational structures is such that having one
work in a respected institution gives more credibility to an overall
endeavour. | use examples of my own work to illustrate how
collections, biennials, art fairs, public commissions, commercial
galleries and other forums with authority look to each other to
ascertain the value of an artist’s work.

Context refers to more than physical location. My preoccupation
with modes of production necessitates an exploration of what
other artists have done when working in a similar vein. | note
these in each project mentioned.

‘The intense engagement with context has created many
intersections between artists, at times as actual
collaborations, far more often involving the creation of
works that incorporate a precise response to other
works, both earlier and contemporary. Such works
indicate both a thorough analysis of the circumstances of
context and an equally careful consideration of the
nature of authorship— paradoxically made that much
more evident by the mechanisms of reference and
quotation.’

(Buskirk 2003: 27)

As outlined by Buskirk, a fascination with the work of other
practitioners can lead to collaborative practice. Stop Believing is
a shared project between myself and Robert Sloon. This
endeavour seeks to question the notion of authorship. Many of
the artists involved, including Sloon, work under a pseudonym.
Stop Believing also sets out to interrogate the validity of printed
media. Specific artists were invited to make works based on their
interpretation of the fictions and truths apparent in
documentation. It is unclear which projects actually happened
and which images are true to their descriptions.

My interest in the artifice of documentation partly stems from the
nature of my own projects. Many works, like High Tea at the
Plaza or onesizefitsall, are ephemeral. They therefore rely on
visual and written documentation when represented in formal
exhibition spaces. Photographs and textual backup can be
altered so they are not necessarily true to the actual events. A
Photoshopped image can be deceptive. Multiple copies can
question the authenticity of the original source. | had this in mind
when | focussed on repetitions and different forms of editions for
When the Inside Stays Inside. | seek to invite the viewer to
consider the validity of the visual material in my work.
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the artist’s studio to represent all of my work discussed in this
dissertation. Fake and authentic evidence of my MFA projects
has been contrived to appear as if all planning and much of the
construction took place there. Areas have been deliberately
organised to emphasise links to source material discussed in
these pages as well as the various exhibitions in which | have
taken part. | have sought to ensure that the linking themes of my
overall project are apparent.

Open Studio, 2007, is clearly embedded with artifice and fictions
through falsified evidence. | believe this to be a fitting conclusion
to an MFA degree. At art schools, the student’s studio functions
as exhibition space for work in progress. It is also one of the
classic locations associated with artists over the ages, used to
showcase work on a seemingly more informal level, The studio
installation is as manufactured as a stage set. In varying degrees,
it could be argued that this is the case for the majority of studio
visits, depending on the status of the visitor.

Within this larger suggestion of artifice are also truths. Authentic
evidence from my life is included in the form of personal letters,
photographs and objects. Thus, fragments of the sentimental
value behind this body of work, as revealed in the interview, are
partially on display.

The greater context of the installation is a communal studio in
Commercial Street, Cape Town, shared by several practitioners.
This dissertation repeatedly makes reference to different forums
within the art world and how they cater to diverging audiences.
For my practice, one of the most important of these is peer
group. A good deal of this body of work was created in between
and as a result of discussions and arguments with fellow
practitioners and Fine Art students. Thus, the final display
context in which all works are represented is an artist’s studio.

This context does not have the authority of an established
exhibition space. If an object is placed there by the artist, it is not
necessarily an artwork, although it has the potential to become
one. To be read as an artwork, my studio installation requires a
form of authentification. This dissertation sets out to fulfil this
role. It also seeks to position the practical part of my MFA degree
within contemporary discourse. For this reason, my conclusion to
this document explains the body of work in terms of how it is
presented in the studio.

| do not seek to provide every possible reference to art history,
popular culture or autobiographical detail behind each piece in
this document. | attempt to fill in some of the gaps.

Studio space at the Michalis School of Fine Art | Cape Town | 2006.
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1. Don’t take it personally:
Art competitions

No. 1 in the Recognition Industry:™

The Brett Kebble Art Awards began with a media explosion in
20083. It provides a good example of how high profile
competitions can provide a platform for contemporary work.
These specific awards also brought to the fore the critical
reception which large scale, corporate-sponsored events can
inspire.

| initiated my body of MFA work within this forum.

This particular award ceremony was well known owing to its
patron. Businessman Brett Kebble was already a household
name in South Africa for being involved in high-powered
organisations like the ANC youth league, as well as a number of
well-publicised scandals concerning accusations of fraud. He
was shot dead on 27 September 2005 (Meldrum 2005). The
awards were discontinued.

Whether Kebble's interest in contemporary visual culture was
superficial or not, the art world appears to be one of the few
areas where he was sincerely mourned." The awards had
provided the most lucrative prize for the visual arts in this
country. By 2004, the second year of the extravaganza, 6 prizes
of R60 000 were awarded for the 6 different categories. The
overall winner received R200 000, double the amount of the

'3 Title taken from the blurb that accompanies the logo of Toker Bros., a Cape
Town company that specializes in trophies and plaques.

* For example, see Clive van den Berg's online article Brett Kebble, 2005, on
Artthrob

previous year. This was a substantial injection into the South
African art world in terms of finance, job creation and the general
morale. Comparatively, other long-standing awards with national
open calls for submission, like the ABSA L’Atelier and SASOL
New Signatures, offered far lesser spoils.’®

The Brett Kebble Art Awards generated a large amount of media
attention and a corresponding flood of bickering. From its lavish
prize-giving ceremony to curatorial decisions within the exhibition
space, every aspect of the annual exhibition was heavily
critiqued in the art press (Murinik 2004: 64).

Predictably, the most contested issue was the choice of winners.
Doreen Southwood won the first overall prize at the inaugural
awards in 2003. An example of gossip at the time concerned
Lucia Berger, a member of the judging panel. It was suggested
that her support of the work was based on the fact that
Southwood was represented in her collection. Others felt the
need to comment on the fact that The Swimmer, 2002, had also
been exhibited before."®

Such comments inspired my piece for the following year.

'® Prize money for these increased subsequent to the advent of the Brett Kebble
Art Awards. They are the only other open competitions available to emerging
artists in South Africa. Participation in other current awards, like the Daimier
Chrysler, Standard Bank Young Artist and more recently the Tollman Award are
by invitation only.

'8 She had also won the Sasol Prize for best visual artwork at the 2003 Klein
Karoo National Arts Festival. Presumably this is what led to competition rules
being altered the following year so that only new work could be submitted. The
prize-winning piece is a bronze representation of a dumpy, costume-clad
feminine figure, primed to jump off a diving board. Closer inspection proves she
is doomed to fail. The swimmer has a plughole in her on the side of her rear end.
She will start to fill with water as soon as she makes impact. With hindsight, the
piece is an unfortunate metaphor for the Brett Kebble Art Awards.

13
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‘...1o provide a showcase for established artists and to
help those less known attain recognition, as well as build
a non-racial bridge into the 21st century.’

(Brett Kebble 2003)

This kind of statement would appear to cater to the positive
public image Kebble sought at the time.’ On the surface, the
message seems positive and concerned with the greater good of
the community. Yet there was no apparent focus on issues of
race within the thematic concerns of the exhibition. As is the
case with a great deal of repetitive promotional speech, the
words seem insincere to me.

My caption for Consolation Trophies read as follows:

‘I'm concerned for all the artists who are selected for The
Brett Kebbie Art Awards exhibition this year, but who did
not win anything. Unfortunately, the number of
unsuccessful artists far outweighs the winners, the
judges and the event itself. Through the gesture of
ensuring that all participants receive an award, | hope to
ease some of the tension in the competitive art world.’
(Sacks 2004 233)

The tone of the gesture was executed with tongue firmly in
cheek, Some took the action in the implied spirit of goodwill, as
seen in this commentary by Andrew Lamprecht from the time:

'8 A public precccupation with breaking racial barriers is still important for most
major corporations in South Africa. Kebble was in need of positive publicity in
light of specuiation as to accusations of his alleged fraud and tax evasion, as
described in numerous news sSources.

‘Perhaps the time has come to stop wasting energy on
these activities and to celebrate the winners and losers
alike. Maybe Ruth Sacks understood this with her entry
to this year's “Kebbles."”’

{Lamprecht 2004)

| also received a number of emails from artists who appreciated
getting something for their efforts. On accepting a merit award
for his work in new media, Nathaniel Stern began his speech
with:

‘} am very grateful for this award, but | am also upset as
this means | won’t get one of Ruth’s trophies.’*®
{Stern 2004. pers. comm. 2 October)

Other participants found the piece more insuiting than placatory.
On the occasion of driving me home from the 2004 Michaelis
Graduate Show prize-giving, Mikhael Subotzky produced his
trophy and described how he had wanted to defecate in it for
some time {Subotzky 2004. pers. comm. 1 Dec). The young
photographer had just received the highest accolade ever to be
awarded to an undergraduate student at the institution.?®

Consoiation Trophies drew attention to a key fact of competitions
in general: Only select participants win prizes while others do
not. While competitions provide an opportunity to showcase
work, they are still a contest. Whether competitive or not, all
entrants are aware of the possibility of winning. Those that

® Stern was one of the few artists whose production costs had been paid for by
the organization. It is unlikely that he was aware of the fact that my own
application for funding assistance had been refused.

2t is not my intention to ridicule the highly respected young photographer with
this anecdote. He is one of the rare informal critics of the piece who spoke openly
to me and can therefore be cited.
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accusations can be unrealistic generalizations and are open to
debate. However, it does seem important to note that corporate
sponsors back art competitions. Large companies invest a lot of
money in order to have their logo associated with what takes
place within that arena. Different sponsors promote distinct
public profiles.

in the United Kingdom, the Turner Prize is associated with
controversy and anti-traditionalist art. Previous winners have
included Martin Creed, who displayed an empty room with the
lights going on and off in Work no. 227: The Lights Go On and
Off, 2000, and Grayson Perry who is both a ceramicist and cross
dresser. The selectors have been accused of sensationalism
(Creed Lights Up Turner Prize 2001). Media hype is further
accentuated by the fact that a celebrity guest usually presents
the award. Yoko Ono, 2006 and Madonna, 2001, draw crowds in
their own right. The fact that the 2006 first prize went to female
abstract painter Tomma Abts came as a shock to many. In 2001,
Mathew Collings argued that the organization is not biased
towards contentious or overly conceptual work. According to the
British critic, choices reflect the most fashionable contemporary
discourse at the time. Prevalent themes like ‘Is painting dead?’ or
‘Are photos art?’ are the kind of preoccupations affecting the
decision-making process (Collings 2001: 47).

Previous sponsors of the Turner Prize have been Gordon's Gin
and Channel 4. These have vastly different concerns to those of
the banks FNB and ABSA that supported the South African
examples of competitions discussed above.?

® It is interesting to consider that many of the major South African sponsorships
emanate from banks, for example the ABSA L’Atelier Awards, FNB Vita and
Standard Bank Young Artist Award.

Brett Kebble had no need to encourage further notoriety in the
media. Publicity statements surrounding the Brett Kebble Art
Awards make it clear that he wished to be seen as a true patron
of the arts, concerned with greater issues within the art world
and seeking to improve it. For the 2004 Brett Kebble Art Awards,
the patron and exhibition curators repeatediy made public
statements concerning the fact that one of their primary aims
was to encourage craft and alter the popular perception of it as a
lower form of art (Kebble 2004: 19). Emphasis on genre was
clearly a key curatorial concern from the start. Despite a general
trend towards the collapse of such categorizations
internationally, each entry had to be submitted under the label of
‘painting’, ‘new media’, ‘sculpture’, ‘printmaking’ or ‘craft’. It is
still standard practice to differentiate between different mediums
when submitting work for competitions in South Africa and other
parts of the world. The term ‘craft’, however, suggests a mode of
production that incorporates many different media, for example,
beadwork.

The first prize of the 2004 Brett Kebble Art Awards was shared
between two practitioners. New media artist Tanya Poole
received her top prize for Missing, 2004. This consists of
animated oil paintings. 60-year-old Vendan practitioner Phillip
Rikhotso also received the top honour for his untitied hand-
carved wooden figures based on time-honoured folk stories from
his community. His medium is more traditional than Poole’s,
whose work could be read as bringing the classical medium of oil
painting up to date. Thus, both innovative and more traditional
forms of art-making were honoured side by side.

19
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3.Public displays of affection:
Independent Activities

Sticky Labels:

For my initial experiments outside of physical organizational
structures in the art world, | utilised rubber stamps, t-shirts,
taxidermy birds and skywriting. These were inserted into the
public space for a short period of time. in each case, | worked
with artisans to alter the objects before | temporarily
disseminated them.

The accepted category in which such projects fall under is
‘interventionist’. In what follows, | do not draw on a popular
meaning of the word that sees an intervention as referring to an
action that alters a negative situation (for example, insisting that
an individual joins Alccholics Anonymous). | use the term as it is
frequently encountered in relation to contemporary art. That is,
the term can generally be applied to any interaction with a
previously existing artwork, audience or venue. A Winner in
Hawaii Il is a pertinent example of an intervention into another
artist’s exhibition.*” This form of working is now common
practice, especially in major centres in Europe and the US.*®

*7 The assumption being that even if the artwork has been removed, something of
import had occurred in the space.

“ O'Doherty cites Duchamp as being the first to break out of the conventional
gallery space and begin working in this manner (O’Doherty 1999 [1976]: 66). The
conceptual artists working in New York like Vito Acconci, Chris Burden, Gordon
Matta Clarke and Laurence Weiner referenced Duchamp who had been relatively
underappreciated before the 1970s. Renewed interest in the conceptual occurred
in the 1990s with the huge financial success of the Young British Artists (YBAs) in
Britain and later with European artists like Maurizio Cattelan.

One of the most appropriate examples of interventionist work to
mention in connection with these early projects is that of Jenny
Holzer. The American artist utilises text pieces a great deal. She
posted these anonymously in public parts of New York, Other
projects include making T-shirt works, with slogans like ‘Abuse
of power comes as no surprise’ in her series of Truisms T-shirts,
1980. Other mediums have included electronic signs, posters,
marble floors, bronze plaques, billboards and websites.

Interventionist work can take on a vast number of forms. The
work of Lucy Orta, for example, initially seemed to have similar
motivations to my own concerns. However, a closer inspection of
the underpinnings of her interventionist projects led me to clarify
issues of authorship in the creation of artists’ projects.*

On the occasion of the 2™ Johannesburg Biennale in 1997, Orta
created Nexus Architecture with women from the Usindiso
Women’s Hostel. She initially wanted skilled workers, but, as the
women were desperate for work, she employed them as
seamstresses. Orta is proud of the fact that her employees
acquired a skill during the project, with each being able to
produce her own Nexus suit. She stresses that the women were
free and inspired enough to make their own decisions and
mentions that, in the production of the work, they spontaneously
burst into Nkosi Sikelel’ iAfrica while working (Orta in Bourriaud
2003: 18-19). While the Usindiso Hostel residents clearly gained
some skills and possibly confidence from working with Orta, they
catered to the artist’s overall functional aesthetic. The women
made suggestions, but were not collaborators. Despite her
philanthropic ideals, Orta’s role was that of teacher and manager

“ Orta is my focus here, above other contermporary artists who work in a similar
vein, due to the fact that | took an interest in her crossover from fashion designer
to artist. My early research was concerned with the boundaries between the
clothing industry and high art.
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and the power structures inherent in these roles were still
present.

Orta makes clear definitions between different arenas in which to
exhibit. Her initial projects took piace as interventions in the
streets or abandoned outskirts of Paris in 1993 during Paris
Fashion Week. She had the support of people like the director of
the Cite de Refuge, Le Corbusier. However, this was not
sufficient affirmation. The artist states her concern that these
actions failed to attract any real interest from the art network:

‘t came to the conclusion that | would have to be active
in both camps: both “inside”, in the museum and art
centres — vitrines where | could confront and debate
ideas — and “outside” on the street.’

(Orta in Bourriaud 2003: 9)

It would appear to be important to Orta that her work be
represented within the art system. This is the context in which
her projects, which are usually concerned with philanthropic
motivations, become a form of self-promotion. Once Onta’s
interventions are represented as art projects in galleries and
museums, the artist is given credit and publicity. Thus, despite
her good intentions, once inside the gallery space, her endeavour
is not without self-promotion. Orta was not content to restrict her
work to the general public. She makes it clear that her aim was
to exhibit the work in arganizational structures within the
contemnporary art world. The audience in these forums is
generally the cultural elite.

| believe that working with members of the public can enrich the
realisation of individual artistic projects. However, the only
collaborations | have engaged with during the course of this

body of work have been with other artists.5 | have worked with
artisans and assistants on a number of projects. Sometimes a
training process is involved and in others, specialists have
advised me on how to realise projects.

Hanging with the fat chicks:*'

In later 2004, | employed taxidermist Michelle Pretorius, who
specialises in birds, to work on a project involving dead pigeons.
| asked her to reconstitute the bodies of the birds so that they
appear obese.®® The disproportionate results were then
temporarily placed in popular tourist spots, in the vicinity of
public monuments and memorials. The work is entitled Stuffed
Pigeons.

Capetonians are constantly reminded of the necessity of tourism
as a main source of income. Overseas sight-seekers flock to the
Mother City in order to experience her natural beauty as well as
her man-made monuments.®® | inserted Stuffed Pigeons into the
latter.

Monuments, Galleries and museums all exist within a public
forum. A museum like JAG is open to all members of the public
but is seldom a frequent stopover point for the daily human

% See Chapter 6.

5 Line from the 1997 hit single No Diggity No Doubt by Blackstreet. Fellow-artist
Christian Nerf often says this when he encounters someone in close proximity to
Stuffed Pigeons.

52 Some of the birds’ stomachs were made from up to three carcasses being
joined together.

% According to the statistics on the official Western Cape Tourism website, 1,
591, 658 international visitors came to the Western Cape in 2005. The income
from this is said to be R14.9b. The number of recorded nights spent by
internationals 16, 875, 193, This figure in terms of domestic visitors extends o
16.5 million (Statistics for the Western Cape 2007).
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popular on hip-hop albums and labels. Milnerton was developed
from an Ali G DVD cover.

| gave a selection of t-shirts to minor celebrities from Cape
Town's inner city club scene on condition they wore them
extensively. Good examples of this experiment were gifts to punk
rocker Ashley MacClean or barman Chad Rossouw, both of
whom attended the Michaelis School of Fine Arts. These are well
known personalities perceived to be trendsetters within the small
cliques that make up Long Street night-life. ronically, many of
the more prominent figures within inner circles for promoting
specific style stereotypes are in fact from out of town originally.
The t-shirts are meaningless unless one is aware of the hierarchy
of tourist destinations within South Africa. An outsider would be
unaware that ‘Benon¥’, 'Virginia’, ‘Milnerton’, ‘Klerksdorp’ and ‘De
Aar' are not the sort of places one would normally choose to
emblazon across one’s chest.

When isolated, the words take on a special significance. These
text pieces rely on the language of the fonts developed for them
as well as that of the connotations behind the names of
geographical locations.

! heard you the first time.

The proper nouns utilised in T-shirt project gave careful thought
to the use of font style, positioning and size of text-based work. |
began to experiment with different media in which to disseminate
text messages.

In 2004, | began a series of text pieces made from rubber
stamps. The project had started as an invitation for Don’t Panic,
a skywrite that took place in March 2005. As a subtle form of
guerrilla marketing, | liberally stamped other people’s posters,

bodies and any available surface with the words ‘Don’t Panic’. |
passed these on to friends to use as they pieased.

The other stamps were only invitations in the sense that they
promoted their own content, rather than an event. ‘Are we going
to be okay?’' was taken from pseudo-depression photographs
used in an advertising campaign (Klein 2000: 37). The phrases
‘One Night Stand Forever’ and 'We are ships at sea not ducks on
a pond’ are taken from the work of Ed Rushka and Laurence
Weiner respectively. ‘it's boring without you’, ‘Damn those vodka
martinis’ and ‘sorry’ were much-repeated phrases amongst a
specific circle of friends at the time. The sentiment becomes
mechanical through constant repetition through an impersonal
medium. This links to the repeated messages of Consolation
Trophies from the 2004 Brett Kebble Art Awards.%

Like promotional T-shirts, the stamps integrated into the variety
of marketing languages inherent on the streets.

‘Ads are designed to attract attention, and are contoured
to fit the audience and elicit desire, whereas art is
contoured to probe and question our desire and get the
audience to see itself.’

(Rian 1996: 69)

Rian’s view of art’s function, as opposed to that of advertising,
seems valid. His reference to ‘audience’, however, is not specific.
it is not clear whether he is referring to gallery goers or society at
large. it was only through placement in the gallery space that the
stamps became separate entities open to contemplation rather
than a quick conversation piece and plug for a friend’s show or
label before ordering the next drink.

57 See Chapter 8 for further explanation concemning the messages in Stamp
Project.
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practitioners. French theorist Nichoias Bourriaud suggests that
this manner of working is appropriate to the Internet age in which
we live. In Postproduction, 2000, he contextualises the use of
quotation and sampling in the work of a group of artists from the
1990s with whom he works closely.®’ He compares the mode of
production of artists such as Maurizio Cattelan, Pierre Huyghe
and Dominique Gonzalez-Foerster to the DJ and the
programmer.

‘It is no longer a matter of elaborating a form on the basis
of a raw material but working with objects that are
already in circulation on the cultural market, which is to
say, objects informed by other objects. Notions of
originality (being at the origin of) and even of creation
{making something from nothing) are slowly blurred in
this new cultural landscape marked by the twin figures of
the DJ and the programmer, both of whom have the task
of selecting cultural objects and inserting them into
contexts.’

{Bourriaud 2000: 7)

One of the problems with Bourriaud’s interpretation of such
practice is his suggestion that the incorporation of borrowed
excerpts from a network of signs from everyday life is an
inclusive, even democratic way of working. He quotes featured
artist Gonzalez-Foerster explaining her work as:

® Cliques of artists, writers and curators who share similar concerns have long
been a feature of art history. The Dadaists and Surrealists are good examples of
this. In cases where these groups create an atmosphere of mutual respect, public
critique and debate, | believe these have aided discourse and helped to enrich
new genres.

‘...Introducing a sort of equality, assuming the same
capacities, the possibilities of an equal relationship,
between me — at the origins of an arrangement, a system
- and others.’

(Gonzalez-Foerster in Bourriaud 2000: 13).

Thus the artist is placed on the same level as that of the DJ.
Bourriaud suggests that visual practitioners of fine art need not
be separated from society. They can be on a par with samplers
who reference both high and low culture. Critics like Claire
Bishop have taken issue with such assumptions. These ideals
are contradicted by the fact that the uitimate destination of these
projects is the gallery space. Participants are therefore always
the cultural elite who frequent galleries (Bishop 2004: 54).%

While this way of working implies the inclusion of a significantly
broader audience, the language used does not equate to its
becoming universal. That is to say, referencing sub-cultural
capital® (for example a fashionable trend in clothing as in the
case of T-shirt project or a popular novel as is evident in Don’t
Panic) does not necessarily make the work more accessible to
the general masses.

My body of work consciously functions within a variety of signs
and symbols for different audiences. As is evident in the stamp
project, some of my works refer directly to conversations
between artist-friends. Other works like Stuffed pigeons relate to
the work of prominent international contemporary artists. These
could all be seen as ‘inside’ jokes. They are not necessarily funny
without an awareness of context.

% Bishop's critiques are aimed at Bourriaud’s first book, Relational Aesthetics,
1998 and primarily at artists Rirkrit Tiravanija and Liam Gillick. | have applied
them to Postproduction as the comment is apt to both texts.

% See Dick Hebdidge's The Meaning of Style: Subculture, 1981, in this regard.
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were originally activated in parts of the public sphere, where they
were visible in greater and lesser degrees to a wide audience.
When represented within the commercial gallery space, | made
no attempt to engage with a greater audience other than those
that attend gallery exhibitions. | also refrained from exposing my
private life through my artwork.

Like Prince, who appropriated images and texts to create his
own ‘original’ work, | also frequently do ‘other people’s acts’.
This exhibition provided a specific framework in which to re-
contextualize my found objects and texts. The instaliation is
made up of carefully packaged repetitions and references.

Less art more people:*

Given my previous explication of the work, it is clear what was
shown on /nside was embedded with reference and guotation.
One of the most recognized examples of the exhibition-as-
artwork in its entirety originated from Yves Kiein's The Void,
1958. The self-appointed spiritual-guide-cum-court-jester of the
art world presented an exhibition at the Iris Clert gallery that
celebrated ‘nothingness and sensibility’ {Stich: 1995: 137). There
were no recognizable traditional art objects in the room. This
meant that the aura of the space and the audience itself became
the artwork.

‘Klein’s Void was revolutionary in achieving the effect of
the white cube as it is understood today,” whereby, the
gallery’s implicit content can be forced to declare itself
through gestures that use it as a whole.’

% My father’s description of Inside as compared 10 a previous solo show at the
same gallery.

7 This is the format of the gallery that emerged between the 1920s and 1970s,
along with the Modernist movement.

(O'Doherty 1999 [1976]: 87)
Inside had little to do with Klein’s spirituality and a lot to do with
his focus on the white cube. The exhibition, as a whole, deait
with the gallery as commercial space. Slickly packaged products
originating from fluid interventionist activities were presented
with price tags. The exhibition was littered with all the typical
elements of a store, including a biliboard-sized logo (Chanel no.
5), advertising, marketing package {logos on T-shirts), different
brands, packaging, various forms of merchandise, a lot of which
was mass-produced, albeit in small editions.

While the show accentuated the white cube, it was no void. | did
not seek to break any new ground, or awaken my audience to a
new state of consciousness. For me, the show was more about
banality inside the gallery space. There were repetitions and
copies in every part of the installation. The music was canned.
Much was artificial and the only elements of the natural worid,
the Stuffed Pigeons, were dead and undignified.

Party invitations in the Age of Mechanical Reproduction:

“Even the most perfect reproduction of a work of art is lacking in
one element: its presence in time and space, its unique existence
at the place where it happens to be. This unique existence of the
work of art determined the history to which it was subject
throughout the time of its existence. This includes the changes
which it may have suffered in physical condition over the years
as well as the various changes in ownership.”

(Benjamin 1999 [1936]: 214)

Benjamin’s definitive quote could be said to be iliustrated with

works from Inside. In the gallery space, for the month of
September, the ephemeral intervention Don’t Panic was
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Post Postcards:

While the exhibition catalogue was a free gift, there were also
curios on sale. Objects like the stamps, postcard prints and T-
shirts resembled the kind of item found in the gift shops of big
museumns. These can be as banal as postcards and T-shirts with
pictures of the Mona Lisa on them, to the Tate Modern’s more
innovative curios like the packets of seeds with Van Gogh’s
Sunflowers, 1888, and the words ‘grow your own still life’ on the
outside; or the floppy cloth Frisbees fashioned to look like the
clocks from Salvador Dali’s Persistence of Memory, 1931.

‘...in the Metropolitan Museum, the first thing you hear
when you cross the threshold is the whirr of cash-
registers, evidence of a mighty commercial machine
running at considerable speed. Shops and museums
have a great deal in common. Urban, predominantly
middle class, dedicated to consumption, either to
images, ideas or goods. Once separated only by the
availability of their contents {for sale in the stores, only
for display in museums), new attitudes and new
technologies tend to erode this distinction between
merchandise and collections.’

(Bayley 1989: 5)

The fact that museums do not have visible price tags in their
displays does not mean that they are excluded from the system
of capitalist consumption. The museum shop is a constant
reminder of this reality.” Souvenirs from the museum shop and

™ In South Africa, galleries like the KZNSA in Durban, in fact fund themselves
almost entirely on the earnings from the gallery shop, as opposed to from the sale
of artworks (Janse Van Rensburg 2004. pers comm. 28 April).

the tourist industry go hand in hand. | sought to link the museum
shop and the commercial gallery space through this exhibition.
Taking the greater context of the city of Cape Town into account,
links to tourism were evident throughout Inside. The postcards
specifically took on the fact that we are inundated with idyllic
vistas of what Cape Town should look like.

Large cultural events, like TransCape,’ utilise the fact that Cape
Town is a desirable tourist destination to lure international
curators and artists into our galleries.” | have never seen any
evidence that living near Table Mountain makes life any easier,
other than making a pretty backdrop. Hence the postcard-sized
inkjet prints of the skywrite. Idyilic landscape scenes don't
usually have scruffy writing in the sky. Like their counterparts in
less exclusive stores, these cards come in handy packs of three.

- Aping the layout of big museums and supermarkets, they were

shelved just before the exit, to encourage a quick purchase
before leaving.

Another series of postcard-sized prints on sale in the gallery
space depicted the outdoor adventures of the Stuffed Pigeons.
One of these was recognizably of Cape Town, with Lion’s Head
mountain in the background.

The pigeons themselves sat uncomfortably in the gallery space.
Reviewer Linda Stupart comments that:

‘Clearly they don't belong in the gallery, or in the city (the
Gardens pigeons apparently hate them) nor back in the
wild with their comparatively svelte pigeon friends.’

8 The large scale Cape Town exposition is now set to take place in March 2007.
® Susan Glanville, when speaking at SESSIONS eKapa in December 2005, stated
that this was one of the reasons why the city was a good place to host a major
art event.
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Dance Dance Revolution is an arcade game usually found in
shopping malls. Two players at a time dance side-by-side,
amidst flashing lights and loud automated electronic music. The
aim is to follow the dance moves prescribed by the machine as
accurately as possible. it is a garish presence in any
environment. The Dance Dance Revolution machine was
especially intrusive in a space usually associated with quiet
contemplation of art works. Its repetitive beats pervaded the
exhibition area, as did shouts of encouragement extended
towards participants from spectators in the audience.

My intention behind the intervention was to create an attention-
grabbing diversion. | wished to link the exhibition opening to
promotional events that are staged to coincide with the launch of
new commercial ventures. Inside succeeded in drawing an
unusually large crowd for the gallery.®

| also set out to highlight the fact that the crowd at openings tend
to go there to interact with and observe each other. ‘...Social
events are athletic events...’, comments Robert Storr in a recent
article discussing a spate of openings he was obliged to attend
{Storr 20086: 27). The director of the upcoming Biennale di
Venezia 2007 emphasizes that social interaction at art functions
tends to become repetitive and artificial. Dance Dance Revolution
sought to highlight this.

Inside made a variety of links between consumer culture and the

Takashi Murakami are relevant artists to discuss within this

theme.

Mirror Worlds

'We are building a religion

We are building it bigger

We are widening the corridors
And adding more lanes

We are building a religion

A limited edition

We are now accepting callers
For the pendant key chains

To resist it is useless

It is useless to resist it

His cigarette is burning
But he never seems to ash

He is grooming his poodle

He is living comfort eagle

You can meet at his location
But you better come with cash’

{Cake Comfort Eagle)®

Key artists have built up their practice on the model of big
brands. It is not uncommon for artists to create spin-off

exhibition space. Major international artists Maurizio Cattelan and merchandising that runs alongside their production for galleries.
A prominent example of the phenomenon is Takashi Murakami.
He has become so successful in his production of customised

pendant key chains, bubbiegum, handbags, soccer balls, clips

5 The guests at Joao Ferreira Gallery that night not only set a record for the
highest attendance on an opening night, with approximately 300 present, but also
for their unwillingness to leave after closing time (Ferreira 2005. pers. comm. 3

August).

8 Lyrics from the title track to the 2001 album ‘Comfort Eagle’.
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involved but any discourse or serious artistic breakthroughs
appear to occur as a sideline to the actual business of the
display and sale of wares. Over a short period of time, hundreds
of thousands of people stream in to look at and purchase
works.®

Several months after Inside, some of my work was featured on
Liste '06: The Young Art Fair in Basel® in June, 2006. This is one
of the three subsidiary art fairs that ran in conjunction to what is
currently the largest art fair in the world, Art 37 Basel. The idea
behind Liste '06 and also the VOLTAshow 02 is to provide a fresh
alternative to the established spectacles one is assured of finding
at the main Art Basel show.?' The less recognized galleries in the
alternative fairs take part with a mind to generate enough interest
and repute to be able to move into the main fair in the future.
Platforms are created to expose younger galleries and artists.
The general understanding is that these alternative forums do not
seek to overthrow the main system in place, but rather graduate
to join them.* This money-infused forum of an art fair seemed an
appropriate coda to the commercial concerns of Inside.

‘World exhibitions are places of pilgrimage to the
commodity fetish. The first world exhibition was in 1798
at Champs de Mars and predated the framework of
entertainment industry... World exhibitions glorify the
exchange value of the commodity. They create a

& | refer here to the major fairs, for example London’s Frieze, Art Basel in
Switzerland and Art Basel Miami in America.

® Henceforth referred to as Liste "06.

' Art Basel is such a phenomena that Art News puts out a daily paper to keep
the city up to date on the latest developments (Robinson 2006).

2 The location of the Liste show in the Warteck Brewery adds to the effect of it
being an informal alternative. The nature of the building is such that spaces are
irregular and walls are often left rough. This contrasts strongly to the slick
surfaces of the main Art Basel stalls.

framework in which its use value recedes into the
background. They open a phantasmagoria in which a
person enters in order to be distracted. The
entertainment industry makes this easier by elevating the
person to the level of the commodity. He surrenders to
its manipulations while enjoying his alienation from
himself and others.’

(Benjamin 1999 [1939]: 7)

The above description explains a phenomenon dating back to
1798, yet can still be applied to what takes place in Basel every
year. The Great Exhibition of the Works of Industry of All Nations
at Crystal Palace in London, 1851, is usually cited as the
definitive exampie of an international exposition. Benjamin
provides an even earlier example.®®

The element of entertaining distraction, as described by
Benjamin above, was evident at Art Base/ 06. Even though this
is an event within the realm of ‘high art’, the spectacle that is
provided could be seen to dwarf the average commercial
entertainment park. Art Uniimited takes up an entire hangar in the
Art 37 Basel exposition. it is made up of 70 ambitious, large-
scale projects, which range from video projections, installations,
murals, sculptural works and more. The artists’ representing
galleries fund these. An artwork like Carsten Holler’'s Mirror
Carousel, 2005, would appear to both cater to and comment on
the atmosphere of spectacle and entertainment.® Art critic
Walter Robinson notes that the carousel moves slowly enough
for members of the public to get on and off, but alsc not fast

% Biannials also have their root s in this phenomenon. See Chapter 5.

% On a very small scale, my own Danca Dance Revolution from inside attempted
to have a similar effect. it was intended to bring the irreverent spint of the
amusement arcade into the gallery.
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in South Africa, Stuffed Pigeons was associated with outdated
monuments and artificial proportions (Williamson 2006). In Basel,
many commented on the connection to Cattelan’s Tourists. The
recent sale of the same piece had pushed up its price by
substantial amounts. It seemed to me that | had unwittingly
tapped into one of the many popular gossip topics at the time.
Several visitors were eager to hear about my motivations for
Stuffed Pigeons. | only discovered afterwards that they were
wondering if the obesity of the birds was a literal illustration of
the inflated prices.

My work did not seek to demand attention through notoriety.
Even if this had been my aim, it is doubtful the gallery would
allow me to do so. Possibly, more than any other forum, at art
fairs the gallerist is in control.

‘Once a work of art is within a museum or gallery, it does
not necessarily represent itself, it represents the artist’
{Malraux 1989 [1948]: 13).

This is evidently true of work shown within the commercial
gallery space as well as the museum, as demonstrated in works
like Please don't or We are relying on your support. If an object in
a gallery space represents the artist rather than itself, as
explained above by Malraux, an object in an art fair represents
the gallery.

At art fairs, floor plans list the names of galleries, not the names
of artists.'® Exhibitions are temporary stalls. They do not have
themes, titles or press releases. In this context, the artists also
become commodities. This is a fact of the market. While an
established name can up the ante of a gallery, the reverse is also

® Art Unlimited at Art Basel does this, but the individual artists’ work serve
primarily as an advertising mechanism for their representative dealer.

true. On a website like Artfacts.net, artists ratings can increase
and decrease according to representation by a commercial
galiery.

This time | mean it:

Participating in Liste ‘06 made me more sensitive to the
reception of work that has travelled. Once the exposition was
over, it became clear was that the gallery’s feelings of rights over
the work increased. Long after my contract concerning Liste 06
with Jo&o Ferreira Fine Art was over, | had extreme difficulty
getting the remaining works returned. The same response could
have been elicited in the case of any art world affirmation, that is,
an award, gossip, commissions or interest from other dealers. In
the example of the pigeons, the gallery’s investment in their
being at the fair may well have confused issues of ownership.

Christian Nerf’s Polite Force gallantly stepped in o help escort
the crate containing Stuffed Pigeons out of the gallery storeroom.
This intervention served as the final performance piece to be
executed under the banner of Polite Force.

Nerf’'s project is an interactive mechanism that utilises uniform as
a framing device. Standard police gear was altered to read
‘polite’ instead of ‘police’ in appropriate places. Once donned,
wearers take on the responsibility of an exaggerated sense of
etiquette. They proceed to interact with members of the pubilic,
performing positive actions and negotiating potentially explosive
situations within urban spaces. The intervention at Joao Ferreira,
complete with police dog, large, strong men and hidden video
cameras was successful in the sense that a highly volatile
situation was peacefully resolved.
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5. Absent curators and invisible price tags:
Biennales and collections.

The market is a fact:
‘Q. Why do you go to art fairs and biennales?’

‘A. Art fairs: For the social/professional exchange.
Biennales: For the art and the social/professional
exchange.’

{Nilsson 2005: 11)

‘A. Art fairs: Because | am a sadist.
Biennales: Because | live in hope.’
{Sadotti 2005:11)

‘A. Taytou go to art fairs to pick up loose lady but to
biennales to find a love wife.’
(Taytou et Taytou 2005: 4)

As is evident in the above quotations, made for a publication for
a fringe event running alongside the UK Frieze Art Fair 2005,"®
the art fair is perceived to be money-orientated, while the
biennale is not.

The principle of a biennale is to present an international
exposition of contemporary work. Pieces are commissioned or
requested by curatorial teams. What is displayed is not overtly
for sale. It is chosen to cater to the central theme of the

% Frieze is another major art fair. It is known to represent only mors established
galleries. The principle of Pilot is to create a fringe forum whereby artists who
have no gallery (whether by choice or circumstance) get some exposure.

exhibition, The bi or tri yearly timeframe provides a focus, as do
the specifics of the geographical location.

Art fairs and biennales feed off each other. On a purely practical
level, they both attract the collectors, curators, gallerists,
journalists, publishers and academics to a locality. The artists are
there t00.'™ A good illustration of this occurred in Turin in 2005
when the art fair Artissima, 2005, was scheduled to coincide with
the opening week of Torino Triennale Treimusei, The Pantagruel
Syndrome,'® the city’s inaugural triennial.

The triennale, dictated by the concerns of the two curators
Francesco Bonami and Carolyn Christov-Bakargiev, displayed a
plethora of work, primarily in three main museums and a couple
of alternative spaces. It was free to the public, supposedly
integrated across the city and open for three months. This
suggests more long-term contemplation of the exhibitions was
possible. The market-driven fair lasted for three days. As occurs
in all art fairs, hundreds of different stalls and an excess of work
were crammed into tight spaces. Visitors had to pay an entrance
fee. The general feeling at a debate following the opening of T1
was that the art fair was an unavoidable infestation of capitalism
that had to be tolerated in order for the more high-minded
business of the museum and gallery exhibitions to continue.
When asked what he thought of the art fair in close proximity,
Bonami negated this by responding:

‘Why do people ask these questions? The market is a fact.’
(Bonami 2005: pers comm. 19 December)

04 At Art 37 Basel, it was a commionly heid belief that sales plummet when the
Biennale di Venezia is not in the same year. There are also increasing suspicions
of commercialism entering the Biennale di Venezia. This was a criticism
specifically levelled at Francesco Bonami, the artistic director in 2003, in his main
press conference at that event.

% Henceforth referred to as T1.
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The market is certainly a fact, but it is evident in the biennial as
much as the art fair. The latter are shopping malls, but not only
for merchandise. They are also a shop for young artists. Curators
for large-scale exhibitions tend to go to art fairs to find new
talent. Fairs offer a wide range of trends, themes and media all in
the same place. They are therefore ideal for planning exhibitions.
This is also true of bienniais. Gallerists and curators watch
biennials closely to see how much exposure artists have
garnered through their involvement. Despite the fact that there
are no apparent price tags, biennials, are not set apart from the
market. On the surface, a biennial can be an opportunity to
create a work with no attention paid to commercial viability. In
the end, participation makes for a more commercially viable
producer. In addition to this, a biennial piece may sell after the
fact.

One of the most important differences between the two
phenomena would appear to be that art fairs are more to do with
galierists and biennials with curators. Biennial curators are
usually far more knowledgeable about current contemporary
discourse. Gallerists are not necessarily informed about theory or
art history, as their role is to understand the market. Galleries
need to sell work. Therefore, production in an art fairora
commercial exhibition may be entirely geared to this end. With
regard to projects hosted by gallerists, artists often need to cover
high production costs. For this reason they are sometimes
persuaded to produce according to the gallerist’s previous
commercial success. As demonstrated in my experience at Liste
‘08, there is less room for risk or experiment in these arenas. In
the case of some biennials, there is sufficient financial support
for the artist to produce a work without having o consider its
commercial viability and possibly even without the direction of
the curator, if this fits the curatorial vision of the exposition.

A biennale in every back yard:'®

Both the art fair and the biennial are based on the late 19"
century model of the trade fair. They have practical uses for their
host cities in terms of creating a spectacle, bringing foreign and
national visitors into the city and creating jobs. Sometimes they
also manage to garner the interest of the general public. This
applies more to the biennial as it usually requires a prolonged
infrastructure and large fundraising drives.

The explosion of expositions in recent years threatens to saturate
the art world. While art fairs can afford to be more formulaic,
there is pressure on curators to constantly reinvent the biennial.
For the duration of T7 alone, international art extravaganzas in
Lyon, Florence and Venice were a short train journey away
{Sacks 2006: 78). There are currently more art biennials in the
world than any time in the past. The Biennale di Venezio is the
oldest and most established and sets the traditional model for
this form of mega exhibition, with a separate pavilion for each
participating country.'™” With so many new large scale
international expositions springing up, this standard model
cannot be applied to each different city.

Bonami's solution to T7 was to become an; ‘absent curator’,
creating *...a pair of trousers with many legs’ (Bonami 2005: 25).
That is, he handed over curatorial decisions to a number of
different sources. The use of many correspondents and a focus
on the youth did not conform to the Venice model. This strategy

1% Title taken from informal conversation with theorist Andrew Lampracht
{Lamprecht 2006. pers. comm. 21 May).

97 |t is now the only biennial to follow this format. The Bienal de Sdo Paulo used
to do so, but has changed its structure in recent years.
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rolled into one. As Angola is still reeling from 26 years of warfare,
it is necessary for an infrastructure to be laid down.

The current plan for the international exposition is to have a
separate event for each participating country, staggered over a
period of time. The United States of America was the first to
participate in December 2006. Whether this continues intensively
for a year or remains a drawn out process does not appear to be
a primary concern of the team. What is important is that the city
of Luanda can continue to sustain functioning artistic activity.
Thus far, 12 new spaces have been opened and form a
continuing network of competently staffed art locations, each
with its own specially trained team. With every new opening, a
citywide exhibition is held.

Contemporary art-making practice is slowly being introduced to
a community that has experienced very little of such luxuries. In
contrast to this, the Canary Islands has an established
infrastructure of galleries, museums, universities and an art press
to rely on. Despite this, very few members of the public were
visible during opening week. Two large buses shuttled members
of the press and artists to the different sites. At the majority of
these openings, the audience was largely made up of those
involved with the exposition as well as the local press. As the
biennial was spread over all of the islands, sometimes in remote
locations, accessibility was a logistical problem or impossibility.
There appeared to be little effort to engage with the locals in
each location. No mention was made of tours for members of the
public at a later date. My impression was that this compounded
the inherent elitism of the event.

The same was true for a conference concerning the Canary
Islands’ relation to Sub-Saharan Africa at the University of La
Laguna. Except for a few exceptions, the audience was entirely

made up of artists and speakers flown in by the biennial
administration."®

In contrast to this, Trienal aims to ensure that each event is
accessible, with mini-buses available to as many guests as
possible. This despite the fact that the galleries are all located in
the Central Business District and in easy walking distance from
each other. More important to future issues of access, is the
primary focus on a functioning education program to go with
each instalment of the greater project. As there is no art
education in Angola at present, the organization makes an effort
to fulfil this role. | have witnessed large amounts of school
groups being transported to gallery spaces, receiving instruction,
transportation and food packages while attending such events as
the exhibition Dipanda Forever in 2005.

For the Canaries Biennale, organizational hierarchy was firmly in
place, with a curator, director and administrative staff. These
roles were not deviated from and correct protocol had to be
followed. At this event, my role was the typical one of a
participating artist. Unlike Trienal, | made no input into curatorial
strategy or planning for future projects.

The situation in Angola is vastly different to the European
Canaries Biennale. There are simply not enough skilled people
involved for a conventional structure. Each part of the project
involves training new members of the team as to how exhibitions
are conceptualised, curated and installed. This necessitates that
members of the core planning team who have experience in the
international art world take on multiple roles. For example,

3 | only attended one session of the st International Symposium. Africa,
America & Europe. Art and Social Landscape: On sustainable culture. Apparently
attendance had been better at the first day of the conference, but the university
students who had been there went on strike.
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Dokolo stresses that this is an African collection of contemporary
art, rather than a collection of contemporary African art. For
example, it includes a portrait of Mohamrmed Ali by Andy Warhol.
As a major sponsor of the Trienal, Dokolo argues that he is a
supporter of independent platforms in Africa. Through a
partnership with SOSO|LAX, mechanisms have been created to
support young African artists. Studio residencies and production
costs are supplied alongside all-important exposure. | was the
recipient of such support when he acquired one of the 5 copies
of the Don’t Panic DVD.

in 2008, for the first time ever, an open call was put out asking
for submissions for a new African at the 2007 Biennale di
Venezia. This has been awarded to a proposal by Fernando Alvim
and Simon Njami. They are to curate an exhibition using work
from the Sindika Dokolo coliection.

A useful comparison may be made with Charles Saatchi in
Britain. Saatchi’s buying up of the work of Young British Artists
was one of the factors adding to the prominence of artists like
Tracey Emin and Damien Hirst. Collectors have always been
fundamental in shaping art history. From the above information,
one is driven to categorize Dokolo as the big international
collector with a highly public profile and an open policy of
bringing his work to the public, much like Charles Saatchi. Like
Saatchi, he is no stranger to drawing hostile criticism and
becoming the subject of international investigative journalism as
aresult.®

"% For example, see accusations of corruption from Ben Davis in his article Art
and Corruption in Venice, 23 February 2007, on Artnet.com.

Point of Purchase:

Dokolo’s collecting policy has far-reaching concerns that are set
to influence international discourse and debate concerning
contemporary African art. A far more personal private collection
has been instrumental in assisting a smaller group of artists in
South Africa to continue working.

Pierre Lombart’s focus leans more towards what he understands
to be conceptual work. The Belgian architect’s patronage of the
work of artists like Minette Vari, Pat Mautloa and Kendell Geers
in the early 1990s helped them to pursue their careers prior to
becoming well known,

Linda Weintraub notes that: ‘Commerce is a form of ritual.’
(Weintraub 1996: 136) For me, this was certainly true in the case
of Lombart. My first introduction to the collector was a dinner
invitation.'® | was asked to bring my portfolio along. Some
collectors, including major European players like Patrizia
Sandretto Re Raubadengo,' wish to collect the work of artists
with whom they have a more personal relationship. Both
collectors have expressed that this adds extra insight into their
pieces. Such relationships can also influence the final form an
artwork takes on.

After a good deal of discussion, Lombart expressed interest in
one of my projects that has never been formally displayed within
an organised system of contemporary art. onesizefitsall was a

2 To date, the three collections in which my work currently resides in began with
dinner invitations.

2! Key works by Maurizio Cattelan and Richard Prince, to name a few, hang in
her home. Sandretto also caters to the larger community through her support of
the Foundazione Sandretto Re Rebaudengo.
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In the case of onesizefitsall, Lombart also wanted one of the
photographic images of the piece for contemplation. He selected
a specific location and 3 images of it. For myself, the visual
representation was of little importance. The purpose of the
intervention was not to produce a carefully staged edition of
stills. If this were the case, their aesthetic would have been more
carefully considered. The photographic prints represent the idea
behind the piece.'® A similar process occurred with Artificial
Moonlight, my work for the Canaries Biennale, whereby Lombart
purchased a photograph of the intervention. In both cases, the
edition does not extend further than one print (and an artist’s
proof). The rarity of the edition increases its value,®

In contradistinction to Dokolo, Lombart is his own advisor. His
carefully considered collection consists of work, which he
believes to be of specifically illustrative of contemporary
production in South Africa. For example, an iconic work like Seff
Portrait, 1995 (original destroyed on flight TW800) by Kendell
Geers is to be found there. Lombart’s collection is essentially a
personal and private one and so far he has not made it available
for broader public viewing.

As opposed to the private collection, whether inaccessible, as in
the case of Lombart or public, as in the case of Dokolo, the
institutional collection is by its very nature predicated on a
different set of concerns. Decisions o acquire new work are
generally made by committee. in many cases, however, budgets
rely on the patronage of donors, who can extend influence in this
regard.

2 This motivations behind the piece are more fully explicated in Chapter 7.

'23 This is also true of the context of the Canaries Biennale. Lombart purchased
work made for the exposition from the 3 South African artists who had
participated. The other 2 artists were Kendell Geers and Johan Thom,

It was through a process such as this that the JAG acquired the
Don’t Panic DVD. Director Clive Kellner cites having been
introduced to the piece through the news section of Art South
Africa. This could be seen to have given the piece a certain
legitimacy.'*

Whilst these three examples of modes of contemporary
acquisition demonstrate a certain arbitrariness in the process of
acquisition it should be born in mind that the objects acquired
are not similarly arbitrary. That is to say, my entrance into these
collections was predicated upon a set of circumstances over
which [ had little or no control. Once the collectors elected to
include me in their collections, each in their own way performed
different but highly specific assessments of value. It is perhaps
worth noting in this regard that two of the choices were for Don’t
Panic. In both cases before this work won the ABSA L'Atelier
Award. In all these processes | had little control, given the
different sets of pre-existing authorities that came into play.

Corporate ends:

The installation of my piece at ABSA L’Atelier Awards 2006
functioned more in the manner of a ‘salon’ than a contemporary
showcase of work. That is, its display mechanisms do not take
into account the entire space as an installation {(O’'Doherty 1999
[1976]: 18). Artworks were hung against short white walls or
placed on plinths. The work exists within their framing
mechanisms, rather than fill the space as a whole. The audience

24 Critics of the cholce of winner for the ABSA Atelier Awards 2006 have pointed
out the fact that the director of the Johannesburg Art Gallery, Clive Keliner, was
also on the board of judges. His opinion might therefore be biased as the work is
in the museum’s collection. This seems an unlikely proposition in light of the
disconnection between museum collections and individual members of statf. The
fact that Kellner had urged JAG’s selection panel to purchase the work suggests
that he was genuinely supportive from the start.
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6. I'll stop believing in you if you stop
believing in me: The published book, the
online exhibition and the collaborative
project:

Fabulous Monsters:

I’ll stop believing in you if you stop believing in me'® is an
exhibition that exists in a book. The title has its origin in a song
lyric from | was born (a unicorn) by the Unicorns from the 2003
album: Who will cut our hair when we’re gone. The purpose of
appropriating the lyric for an art project is to link this sentiment to
relations in the art world.'?® The song lyrics appear to make
reference to Lewis Carroll's Alice Through the Looking Glass.
When Alice meets the unicorn, he is most perturbed that she
exists. Following looking glass logic, where everything is
opposite to normai life, he had assumed human children to be
fabulous monsters:

‘Well, now that we have seen each other,' said the
Unicorn, "if you'li believe in me, I'll believe in you. Is that
a bargain?"'

Alice agrees and the Unicorn promptly breaks his word (Carroll
1975 [1872]: 212).

:: Henceforth referred 1o as Stop Believing.
See Appendix for lyrics.

Books in the art ecosystem:

Curators, collectors and writers would appear to need artists as
much as artists need them. An important link in this system is
contextualising information. Such information never carries as
much authority as when it is in print. While a website may be
instant and serve an immediate aim, it can be argued that for the
majority, it is stili to printed matter that we look to for ultimate
authority. Journals, catalogues, monographs, coffee table
editions, etc, all fulfil a necessary role. They do not have a
transitory nature.

Stop Believing is expected to be in print later this year. A
forerunner to this exhibition-in-a-book was a series of artworks
that existed in the form of bibliographies. | asked people close to
me to compile a list of books that they felt were necessary to
read if one were to completely understand them. These
bibliographies were self-portraits of a sort. The project sought to
further highlight the importance of books for myself as well as
those around me.

In an artist’s Curriculum Vitae, a bibliography of everything
written about the artist (or the most relevant in the case of
established artists) is customarily included. Exhibitions are listed
according to whether a catalogue was produced for them. To a
certain degree, a catalogue is often seen to substantiate an
exhibition. The catalogue also acts as a primary conduit for
linking curators and artists. Hence numerous international shows
use works by artists who appear in a number of catalogues.
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‘If we treat catalogues as objects, objectifying
exhibitions, can we think of the exhibition itself as an
object in time? As something, which can be shown more
than once, in the same way that paintings, photographs
and sculptures are shown time and time again? Can we
remake an exhibition in the same way that plays are
routinely restaged? Can we talk about the gallery as a
stage, as a theatrical space? Is there a reason why we
commonly refer to what happens there as a show than
as an exhibition?’

{Nickas 1990: 11)

As described above, the role of the catalogue is largely to
represent an event that has passed. It lasts for far longer than the
exhibition. It is this situation in the contemporary art world which
myself and fellow-artist, Robert Sloon'® addressed in the project
under discussion.

There are many references to other artists in this dissertation.
Almost without exception, | have never seen these works in real
life. This is the case for the majority of people who live outside of
major centres,

This is particularly relevant in a country like Angola where this
exhibition was conceptualised. Angola needs to build-up
educational resources in order for a new generation of artists to
emerge. Trienal creative director Fernando Alvim felt that one of

¥ Sloon is best known as the editor of a blog-site that doubles as a tabloid. His
practise thus far has relied on falsifying visual information in order to address
central themes like fictional masculine identity and stereotypes. For example, he
held two exhibitions on 13 October 2006. One was in Johannesburg at the
Parking Gallery and the other at Blank Projects in Cape Town. He ciaimed to be
at both exhibitions. The theme of the show was his own identity. His name is a
pseudonym.

the most impressive things about South African art is the number
of publications through which it is presented. Thus, one of his
proposed projects for the South African representation in Luanda
was is Metadata_Africa_du_Sul. The project, curated by Andrew
Lamprecht, will be a physical bibliography of South African art.
Lamprecht is currently in the process of gathering all publications
concerning the art of this country since 1994.

In light of these potential projects, Stop Believing seemed an
ideal endeavour to slot into the South African participation
program. Not least because much of the initial correspondence
and planning for the book was done online, while | was in Angola.
The exhibition-in-a-book is in the format of catalogue. In this
case, each artist was given 4 pages in which to present his or her
work as if it were documentation of a physical show. However,
there will never be a conventional physical show to complement
it. Stop believing also sits in the realm of the artist’s book. One of
the more reassuring factors of the artist’s book is that it has few
boundaries. It is also an alternative to the galiery space {Drucker
1995: 70).'28

Unlike the well-known series of Cream books, all the projects
described in Stop Believing are fictional. Cream is an
international publication that works on the principle of a curated
exhibition. 10 curators are called on to nominate 10 artists whom
they consider to be at the top of their game.

28 There are many examples of artists’ books which are exhibitions in their own
right. In Lucy Lippard’s book, Six Years, 1973, at least three exampies are cited,
The publication in itself is an excellent exampile of the book as record. It simply
lists every event that occurred within six years that Lippard saw as being relevant.
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9. Please don’t: An interview

>Q

In How today’s artists think and work Linda Weintraub states that
looking at an artist ‘...whose ‘self’ is not identified can be as
unsettling as receiving an anonymous letter or phone call.’ She
uses the exampile of an artist who uses a reference to blood in
his/her work. The viewer's perception would change dramatically
if he or she knew that the artist had suffered from a violent
trauma.™® You have been reticent in supplying your own history
when presenting your work. Why is this?

>A

| think | have been fairly forthcoming in informal arenas. In
conversations, explanatory lectures and some interviews, | don’t
mind talking about my deeper motivations. It feels inappropriate
to discuss my personal life in certain forums. | also like leaving
unfinished sentences for other people to finish. This occurs quite
literally with works like Please don't.

>Q

Would you agree with Weintraub’s statement concerning the
importance of identity?

>A

What work of art isn’t about identity in some way? Every action
we take is somehow linked to our personal history. This includes
the art we make. | think that the interpretation of a work is
compietely affected according to what is known about the artist.
If Felix Gonzalez Torres weren't gay and died from AlDS-related
diseases we would understand his work in a fundamentally
different way. What would happen to the popular legend of Van
Gogh, ‘the tortured artist’ without his severed ear? In this

8 Weintraub 2003: 194

country, identity issues are taken to such an extreme that
situations can become absurd.

>Q

How much of your work is directly related to your personal life?
>A

Pretty much all of it. A lot of my favourite pieces were made
when | was extremely angry with specific people who are close
to me. Like the couch-throwing expedition.'*® The weekend
before Inside opened, my father moved house. It had been the
family home for over a decade and it would have done Miss
Havisham proud.™ This was frustrating on every level. At the
same time there were a number of serious technical problems
with getting the show up. The second projector for the Don't
Panic video blew and as [ slowly started coming to the realisation
that a new projector was going to have to be purchased and

R10 000 needed to magically appear from an as yet unidentified
source, my brother started to call repeatediy. A particularly
uncomfortable, shell-shaped couch would not fit through the
door of my father’s new apartment. They were reluctant to leave
it for scrap and my brother thought maybe | would want to use it
in an installation. | thought { was being amusing when | instructed
him to keep the awkward piece of furniture in his garage until |
had a chance to chuck it over a cliff. Presumably recalling a
variety of liberties taken with his personal belongings for obscure
installations when | was an undergrad, he took me quite
seriously. Three weeks later, | found myself kicking a couch off a
rock precipice on Chapman’s Peak. Other works that have

% Couch Thrown, 2005,

1% Miss Havisham is from the Charles Dickens novel Great Expectations. After
being abandoned at the attar, she never changed her clothes and refused to have
the wexdding décor packed away for the rest of her life.
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similar stories behind them are the trophies'' and the stools in
Piease don’t. | was absolutely furious when | got the idea to
make the pigeons.'*

>Q

Would you say the making of the work like Stuffed Pigeons,
Please don’t or the Couch Thrown were cathartic experiences?
>A

1 wouldn't push this point too hard. | was hardly suffering alone in
my studio at the time. | had fun making the stools after | had
calmed down. All sorts of people stole and donated pieces for
me to use. The process of making the pigeons gave me enough
material to dine out on for weeks. We had to drive out to the
taxidermist’s place, which is over an hour outside of Cape Town.
The first time | went there a three-legged dog and a Maitese
poodle were gnawing at the remains of a whale. | knew | was on
the right track when Michelle called me early one morning to let
me know that she had grown to love the fat pigeons. Previously,
she had thought they were an ‘...abomination of the Lord’s
work’. Her words, not mine. This would explain the glaring eyes
and tortured forms of the earlier birds. As for the couch, it took
several days to locate the right sort of cliff to throw it off. It was
thoroughly enjoyable to drive along the coast and get
reacquainted with that area of the world. The actual event
became a bit of a party. A number of friends insisted on coming
with to help. | think it did thermn a lot of good to get out of the city,
although they looked very out of place in the middie of all that
nature. | think what | am trying to say is that, while this was
serious work, the experience of making them was far from
solemn.

81 Consolation Trophies, 2004,
'8 Stuffed Pigeons, 2005.

>Q

And the trophies?'s?

>A

At the time | felt like | was constantly placating my friends at the
time and it never had much effect. | kept saying the same things
and the cycle kept repeating itself. A lot about the Brett Kebble
Art Awards reminded me of bickering on the school playground,
so | used the kind of trophies | remember from prize-givings. In
primary school, | was house captain for a sports team that never
won anything. When we got the Spirit award, my father called it
the ‘boobie’ prize. That's probably where it started.

>Q

You mentioned in an interview with the Big /ssue that the couch
piece is to do with a Jewish religious ceremony.'® Why is this
reference to religion included here but not in other works?

>A

| wanted to give the couch a measure of dignity with some sort of
ritual. | don’t often reference the religion directly, but in this case

- it seemed highly appropriate. The couch piece occurred at the

time of Tashlich, which is when one symbolically throws ones
sins into a large mass of flowing water. This is to do with the Day
of Atonement and cleansing oneseilf of sin. In the days of the
temple, an animal sacrifice was made in the form of a goat. Once
a year a goat would be sent out into the desert to atone for the
iniquities committed by the community. On one occasion the
goat came back. In future, the goat was thrown off a mountain to
ensure that its bones were broken and it died. | confused rituals
by erecting a plaque for the couch a year later. This is the

™ Consolatiorr Trophies, 2005.
154 Reagon 2005: 36
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custom followed with gravestones for human beings. For myself,
pieces like Couch Thrown are more about my family than
Judaism. | always associate a specific kind of furniture with my
father’s parents. They were strictly orthodox Jews who ran a
furniture store in Grahamstown. The lettering is still on the
building if you ever go there: Sacks. They escaped Lithuania just
in time to avoid the concentration camps. | never realiy got to
know them as they both died of cancer before | turned five.

>Q

You speak of your father’s parents. What about your maternal
side?

>A

My mother passed away in 2001. Slowly. She battled cancer for
5 years after a tumour in her colon burst. She was a private and
dignified person in life and in death.

>Q

Have you made work about that time?

>A

When she was still in hospital, | used to secretly coliect her
needles and stained cloths and things like that. | would work it
into gender specific instaliations when | was an undergraduate.
At the time | was sincere, but to continue that kind of thing
seems like a cheap trick now ...Fyneral flowers, plastic butterfly
needles, penetrated surfaces... it's melodramatic and, quite
simply, out of character. An artist like Tracey Emin does direct,
knee jerk reaction work to her own life with great success. When
1 do things like that, it feels seif-indulgent.

>Q
What references are there to your mother in more recent work?
>A

- Chanel No. 5 was my late mother’s favourite scent. | was seeking

a way to create a kind of memorial to my memory of her, within
the sterility of a commercial gallery space. As with all memorials,
it represents absence of memory as much as that which is
retained. The content of this memorial, that is, the glamorous
brand, is intended to be distracting so that it deflects away from
the personal. | wanted the Chanel No. 5 piece to be a cold one,
only describing a scent and not emitting it. Of all the senses,
smeli is said to be the most evocative of memory.

>Q

Is this why you explore the language of memorials in general?

>A

That is definitely one of the reasons. For onesizefitall | was also
looking at absent bodies in general. But 1 think a lot of art is to do
with immortality. Not only trying to commemorate those no
longer with us, but also artists wanting their work to survive
them.

>Q .

Does the memorial to Cissie Gool connect to your personal
history at all? Is there some kind of embedded personal coding
{o your mother or an event?

>A

This was one piece that was not about me. | wanted to be as
responsible as possible and make something that would be
appropriate to the space and the woman being commemorated.
While it was not specifically about people | have lost, | did try to
make the sort of sculpture someone like my mother would
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approve of. She certainly would not have liked Chanel No. 5. Or
Couch Thrown, for that matter. One of the reasons | decided to
respond to the proposal was because, the more | researched
Cissie Gool, the more | liked her. She made a difference in
people’s lives, but she also had a great sense of humour. My
favourite quote is from when she had been invited to a function
in which a women'’s group were to award her with the ‘orchid of
the city’. On her way out she allegedly said: ‘There will be no
men or alcohol for three hours. What will | do with myself?’

>Q

Gool’s family was also Muslim, where drinking is forbidden. Such
a statement is therefore a rebellious one.

>A

Such a statement is also a witty one and therefore entertaining.
Cissie Gool gives no impression of attempting to cater to
convention in her private life. Despite this, she did a great deal
for her community. | respect the combination of these concerns.

>Q

In your own work, there is some emphasis on parties and
drinking. The T-shirt Project and Stamp Project are seen
documented in nightclubs. Sue Williamson notes in an Artthrob
article that you served martinis in your flat during the skywrite.'>®
Couch Thrown also seems to have been a party of sorts. Why are
these inclusions important to you?

>A

| think that social events at the launch of a work are an important
ritual of the art world. Without hosting an opening of sorts, | felt
that interventions like Don’t Panic and Couch Thrown would have
less sense of occasion. Also, all my references come from day to

%8 Don’t Panic, 2005

day life. | go through periods which necessitate spending a lot of
time at art world events and | like to watch what happens there. |
often go on to create my own version of these, formally and
informally. Ed Young was a big influence in both regards, with
exhibitions like Muse, 2003, and Asshole, 2003. Also, | spend a
lot of time in Long Street when | am in Cape Town. This is an
area where there are a number of nightclubs, restaurants,
boutiques and a vast array of people and colourful characters. |
pick up a lot of ideas in such spaces and have tried to bring
elements of them back into some of my projects.

>Q

Is this where your interest in advertising, fashion, and brand-
names comes from?:

>A

| certainly like to pick up on new trends that develop on the
street. But more than this, | used to work at MTV'*® when | lived
in London. | started as an intern, doing research and writing,
went on to administrative chores and finally designed one of their
back stage sets. During my time there, | had ample opportunity
to consider the power of the brand and also how fashion trends
are created. Before MTV, | also worked for clothing label Joe
Soap, but this was a far more enjoyable experience. It was a
vibrant team of people who understood their market, not a
ruthless, multinational corporate giant.

>Q

Would you say that these experiences have made you investigate
the art world with a more cynical attitude, finding parallels
between the two?

58 Music Television.
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>A

| am tempted to say that working in the art world made me
cynical about the art world, but this would not be entirely true.
My jobs in fashion and advertising certainly made me more
realistic about issues of the market. MTV actually drove me back
to the art world. | wanted to make my own work again after
having designed and written for other people for longer than |
could manage. | wanted to have my own voice. While | enjoy the
relative independence in the art world, | never had huge illusions
about it. Prior to MTV and Joe Soap, | had worked as a gallery
assistant at Jodo Ferreira Fine Art. So 1 already had an inkling of
the commercial underpinnings of the art world at that point. | did
not fully grasp the extent of this until | was invited to go to

Liste '06. The similarity between an MTV extravaganza and Art 37
Basel gave me a huge shock. It still does.

>Q

You mention the importance of peer group fairly often. Who do
you define this as being during this body of work.

>A

I have spent a lot of time with friends who attended the Michaelis
School of Fine Art at more or less the same time as myself. Ed
Young, Cameron Platter, Dan Halter and later, Robert Sloon all
roughly fit into the same time frame. Also my fellow MFA
students, Renee Holleman and Michael Michael. As the body of
work developed, | came into contact with other artists like
Christian Nerf, Peter Regli and Cesare Pietroiusti and others
involved in the Stop Believing book. Collaborators like Regli and
Pietroiusti are, however, at far more advanced stages of their
careers.

>Q.

There is a clear collaboration with Nerf when Stuffed Pigeons
were rescued from Joao Ferreira. Can you give an example of
projects where conversations between artists can be seen within
projects?

>A.

While the stamps used borrowed phrases in a manner that can
comfortably be called ‘appropriation’, the 'sorry’ stamp is a
blatant theft. Supposedly, the piece first surfaced in a computer-
generated scrawl by Cameron Platter. Ed Young stole this for a
series of prints, which looked aimost identical. The content of the
work itself apologises for both the theft and the shoddiness of
presentation. | often critique both artists as being in danger of
becoming formulaic.™ My response to this particular spat was to
customize the piece into a rubber stamp. | wanted to make the
theft seem standardised and mundane. The last word on the
series of ‘sorry’s’ came from Kendell Geers. He recently
presented me with an old postcard work from 1996, with all of
the information blotted out except for the word ‘sorry’. It was an
ambiguous gift.

7 See published critiques in Art South Africa: (Sacks: 2006: 78) and {Sacks:
2006: 70)
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10. Conclusion: The artist’s studio and the
MFA degree show

Mutual Dependencies:

Throughout the course of this dissertation, | have used the
trajectory of my body of work to refer to different contexts within
the contemporary art world. | did not set out to occupy as many
forums as possible. My initial motivation was to explore the
nature of different public forums. Projects that began as informal
interventions in the public sphere escalated to be represented in
more established forums,

| believe that the invitations | received to participate in a biennial
{Canaries Biennale), an international art fair, (Liste '06) and a
public commission (Cissie Gool Memorial} were indirectly the
resuit of more informal activities. This could also be said of
coming to being represented in a museum collection (JAG) and
those of private collectors (Sindika Dokolo and Pierre Lombart).
Projects which | instigated myself in the form of independent
interventions in the public sphere (Don't Panic), a group show
with an open call for submissions {Negotiate at JAG) a project
space (Outlet), high profile competitions (Brett Kebble Art Awards
and ABSA L’Atelier) and creating my own exhibition forum within
a book as part of a collaborative project (Stop Believing) served
to build up my body of work as a whole and allow me to gain
experience within different arenas. Organizing to exhibit in a
commercial gallery space (Jodo Ferreira Fine Art) was also an
important factor that led to a variety of other contexts being
explored. By discussing each of these arenas and their
implications throughout this body of research, | have sought to
illustrate that they are all reliant on each other.

When discussing different contexts in the art world, Daniel Buren
notes that:

“There are frames, envelopes and limits that enclose and
“make” the work of art, such as the frame, the awning,
the pedestal, the castle, the church, the gallery, the
museum, power, art history, the market economy, and so
on, but they are usually not perceived and certainly never
questioned. Among these factors, which determine and
condition art, there is one that is never mentioned and
even less questioned, although it comes first. It is the
artist’s studio.’

(Buren 1999: 119)

The final setting in which | have chosen to frame my body of
work is the artist’s studio. This context, usually associated with
the initiation of work, is an equally important forum within the
structure of the art world. Buren describes the artist’s studio and
the gallery/museum as two foundations of the same building
(Buren 1998: 120). The implication of this is that what is
generated in the studio travels to the museum. Therefore, the
spaces are mutually dependent. The artist’s studio is an integral
part of the infrastructure that makes up the contemporary art
world. Evidence of all of my projects that are discussed in this
document is evident in the installation Open Studio, 2007.

By bringing this body of work back into the context of the artist’s
studio, | bring my MFA project to a close. Conventionally, an
MFA degree begins in the studio and moves out into
organizational structures. As my chosen area of research led me
to generate my practice within the public sphere, I see itas a
fitting gesture to bring the work back into what is commonly
perceived to be a site of work in progress. | have set the space
up to project the illusion of a functioning studio.
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In a body of work that is tailored according to context, Open
Studio is a site-specific work that could not exist without its
context. Everything from my body of MFA practical work is
represented here but altogether forms a single installation. As
stated by O'Doherty at the start of this dissertation, the context is
as relevant as the artwork itself. (O’Doherty 1999 [1976]: 7)

The greater location of the installation is also appropriate as it is
a short walk away from the public Cissie Gool Memorial. Should
visitors to Open Studio choose to follow the maps provided in
the studio space and go to the monument, they will be able to
experience the greater context of the urban city centre that is
referred to throughout this dissertation. Works like onesizefitsall,
Terms of Endearment and Artificial Moonlight all intervened in
public walkways.

Appropriating Authority:

‘In the course of its life a work of art may be exhibited
time and again, presented in many different contexts and
read and re-read against the shifting political, social and
art historical backgrounds in which it finds itself, in which
those who view the work find themselves. It is affected
by the circumstances around it. The circumstances
around it are always changing.’

(Nickas, R. 1990: 7)

As outlined by Nickas above, the reception of an artwork can
alter according to change in environment. Throughout this
dissertation, | have made reference to the alterations in value that
occur when the context of a work changes (for example, Don’t
Panic). Furthermore, | have stressed that the authority of different
spaces is not the same. In Open Studio, | make reference to the
language of institutional arenas.

26 Commercial Street | Cape Town | 2007

The red and green stickers that are used to denote sold and
reserved work have been placed on different objects. My
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Appendix A:

Proposals for an installation at Los Lavaderos, Tenerife for
the Canaries Biennale:

1.

1 would like to seal off the patio and flood it with water. The level
of deepness will depend on the structural limitations of the
building. If possible, the water level should go up to just below
the lighting system. It is important that the area can still be lit up
at night.

The idea is that the courtyard should be separated from its
normal function for the duration of the biennial. | am assuming
that courtyard is usually utilized for events when they take place
in the space. It would be necessary to get an aerial photograph
of the piece from above, both at night and in the day. Two large
prints of these should be displayed on the walls above the basins
inside the interior rooms. We can negotiate what size these
should be.

2.

Take samples of water from the Los Lavaderos and have them
scientifically analyzed for levels of purity. The different samples
should then be taken to different Roman Catholic priests in the
area and ask them to make it into holy water. Obviously, the
number of samples will depend on the number of priests who are
willing to participate. If there are any other religious leaders in the
area, they should also be approached to take part. The freshly
converted holy water samples should then be taken back to the
laboratory for a second analysis. In the exhibition space, the
samples would be displayed in small glass vitrines alongside the
results of both tests.

3.
Collect the coins that have been thrown into wishing welis and
fountains in the area. If any other spaces across the Canary
Islands are used as wishing wells and can be accessed, they
should also be utilized. The coins could then be displayed,
evenly spaced, on a thin white plinth running through the middle
of the interior space.

4,

Four powerful, rotating maritime searchlights of the sort used in
official navy raids should be installed on the corners of the
exterior of the Los Lavaderos building. These should

continuously scan the area throughout the night, creating an
intrusive visual spectacle.

5.

A diving board and ladder should be erected. These should be
positioned as it would be if the patio had been flooded and
become a swimming pool. That is, the top of the ladder should
reach from the roof to the floor and the ladder should protrude
from the roof and be directed over the patio area. The ladder and
diving board should be recognizable as those found in domestic
and public swimming pools. If this plan is also seen to be harmful
to the building, the ladder and diving board could be
freestanding. All lights, or any other functioning systems in the
building should be turned off for the duration of the intervention.
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Appendix B

} Was Born (A Unicorn)
The Unicorns

[Diamonds]
| was born a unicorn
I missed the ark but | could've sworn you'd wait for me

[Ginger]

| was born a unicorn

| could of sworn you believed in me.

Then how come all the other Unicorns are dead?

[Diamonds]
Put your crystal's under my pillow

[Ginger]
Send your epistle to my bedfellows

[Diamonds])
If | stop believing in you

[Ginger]
if you stop believing in me

[Diamonds]
If | stop believing in you

[Ginger]
if you stop believing in me

We're the Unicorns,
We're more than horses,
We're the unicorns,

and we're people too!

118



119



Selected References:

Armajani, S. 2001. ‘Public Art and the City". Public Art. Ostfildern-Ruit:
Hatje Cantz Verlag.

Barrett, D. 2004. Gavin Turk (New Art Up Close 2). Hong Kong: Hong
Konig Graphics & Printing, China

‘Bathing Ape’. 2008. Asiaweek.com [online] URL Unavailable:
http://www .asiaweek.com/asiaweek/magazine/threesixty/0,8782,178025

.00.html [site accessed: 15 December 2008]

Bayley, S (ed). 1989. Commerce and Culture: from Pre-industrial Art to
Post industrial Value. Turnbridge Wells: Penshurst Press Limited.

Belting, H. 2003. Art History After Modemism. Chicago: The University
of Chicago Press.

Benjamin, W. 1998. ‘The Work of Art in the Age of Mechanical
Reproduction’. lluminations. London: Pimlico. pp. 211-145

Benjamin, W. 1898. The Arcades Project. Cambridge, Mass:Belknap
Press of Harvard University Press.

Bishop, C. 2004. ‘Antagonism and Relational Aesthetics’. October. No.
110. pp 51-79.

Bonami, F. 2005. ‘Little Boy Fat Man’. T7 The Pantagruel Syndrome.
[exhibition catalogue] Milano: Skira Editore. pp. 117 — 121

Bonami, F. 2005. ‘The Non-Existent Curator’. T7 The Pantagrue/
Syndrome. [exhibition catalogue] Milano; Skira Editore. pp. 25 - 27

Bongers, H. 2004. ‘Preface’: Yinka Shonibare: Double Dutch.
Rotterdam: Nai Publishers.

Bourriaud, N. 2000. Post Production. New York: Lukas & Sternberg.

Bourriaud, N. 2003. *Nicolas Bourriaud in correspondence with Lucy
Orta’. Lucy Orta. London: Phaidon. pp. 6 - 28

Brehm, M. 2002. Don’t trust me - Trust me: Ahead of the 21- Century:
The Pisces Colfection. Donaueschingen: Hatje Cantz.

‘Brett Kebble’. 2007. Wikipediia.com [online] Available:
http://en.wikipedia.org/wiki/Brett Kebble [site accessed: 6 March 2007]

Buren, D. 1999. ‘The Function of the Studio’. Laboratorium. Antwerp:
Dumond. pp. 119 - 124

Buskirk, M. 2003. The Contingent Object of Contemporary Art.
Cambridge Mass: MIT Press

‘Cape Town Listings’. 2001, Artthrob.co.za {online] Available:
hitp://www.artthrob.co .za/06sept/listings _cape.htmi#bp [site referenced
2 March 2007]

Carroll, L. 1975. Alice Through the Looking Glass. London: The Bodley
Head Ltd.

‘Cerealart’. 2006. Cerealart.com [online] URL Unavailable:
http//www.cerealart.com/home.asp [site accessaed: 4 April 2006)

Collings, M. 1898. /t Hurts. London: 21 Publishing.

Collings, M. 2001. Art Crazy Nation. London: 21 Publishing.

‘Creed Lights Up Tumer Prize’. 2001, BBC News. 10 December [online]
Available: http://news.bbc.co.ul/2/hifentertainment/1698032.stm [site
accessed 1 March 2007]

Dannatt, A. 2000. ‘From Lacan’s Drive to Rodeo Drive'. Parkett. No. 58.
pp. 76-79.

Danto, A. 1986. The Philosophical Disenfranchisement of Art. New York:
Columbia University Press.

120


http://news.bbc.co.ukl2lhi/entertainmentl1698032.stm
http://www.cerealart.com/home.asp
http:Cereslart.com
http://www.artthrob.co.zal06septllistinascape.html#bp
http:Artthrob.co.za
http://en.wikipedia.org/wikilBrett
http:Wikipedia.com
http://www.asiaweek.com/asiaweekimagazine/threesixtylO.8
http:Asiaweek.com

Danto, A. 1998. The Wake of Art. Amsterdam: G & B Arts International

Drucker, J. 1995. The Century of Artists Books. New York: Granary
Books.

Duncan, J. ‘How Cultural Policy Creates Inequality’. Cufture in the New
South Africa. Cape Town: Kwela. pp. 281 - 313.

Davis, B. 2007. ‘Art and Corruption in Venice'. Artnet.com [online]
Available:

http://www artnet.com/magazineus/news/artnetnews/artnetnews2-23-
07.asp [site accessed: 5 March 2007]

Eccles, T. {ed) 2004. PLOP Recent Projects of the Public Art Fund. New
York: Merrell Publishers Ltd.

Finkelpeari, Tom. 2000. Dialogues in Public Art. Cambridge (Ma): MIT
Press. pp. 1 - 47.

Gablik, Suzi. 1991. The Reenchantment of Art. New York: Thames and
Hudson.

Geers, K. 1995, ‘Fuck Art: The Prose of a Con Artist'. Kendell-geers.net

[online] Available: http://www.terrorealism.net/home.htmi [site accessed:

1 March 2007]

Geers, K. 1999. ‘Kendell Geers Replies’. Artthrob.co.za [online]
Available:

hitp://www .artthrob co.za/39sept/news. himl [site visited 1 March 2007]
Godfrey. T. 1998. Conceptual Art. London: Phaidon.

Griffiths, C. 20086: ‘List of Artist-run Spaces in Berlin’. Fucking good art
no. 12.p. 78

Gurney, K. 2004. ‘The 2004 Brett Kebble Art Awards’. Artthrob.co.za
[online] Available:
http://www.artthrob.co.za/04nov/reviews/kebble.html [site visited 1
March 2007]

Halley, P. 2002. 'Sylvie Fleury with Peter Halley’. Indexmagazine.com
[online] Available:

http://www.indexmagazine.com/interviews/sylvie fleury.shtmi [site
accessed: 1 March 2007]

Haq, N. 2005. ‘Super Store’. Art Review. Volume LVI. September. p. 67

Hollein, M. 2002. ‘Shopping’. Shopping. Ostfildern-Ruit: Hatje Kantz. pp.
12-15

‘Johannesburg Listings’. 2004. Artthrob.co.za [online] Available:
.artthrob.co.za/04sept/listin teng.htmi#j [site
accessed 1 March 2007]

Karp, | (ed). 1992. Museums and Communities: The Politics of Public
Culture. Washington: Smithsonian institution Press.

Kebble, B. 2004. ‘Sponsors Statement’. Brett Kebble Art Awards Two
Thousand and Four. [exhibition catalogue] Cape Town: Marulelo
Communications. p. 19

Keylock, M. 2005. ‘Slippery Words’. Mail & Guardian, 9 - 15 September.
p.6

Klein, N. 2000. No Logo. London: Flamingo.

Lamprecht, A. 2004. ‘October Editorial’. Artthrob.co.za. [online]
Available: hitp: w.arithrob.co.za/04oct/ [site accessed 1 March
2007]

‘Like a Beautiful Scar on Your Head'. 2002. Richardprinceart.com
[online] Available:

121


http:Richattiprinceart.com
http://www.artthrob.co.za/04octl
http:Artthrob.co.za
http://www.artthrob.co.zal04septllistingsgayteng.html#jag3
http:Artthrob.co.za
http://www.indexmaaazine.com/interviewslsylvie
http:Haliey'.lndexmagazine.com
http://www.artthrob.co.zal04nov/reviewslkebble.html[site
http:Artthrob.co.za
http://www.artthrob.co.zal99septlnews.html[site
http:Artthrob.co.za
http://www.terrorealism.netlhome.html[site
http:Kendell-geers.net
http://www.artnet.com/magazineuslnews/artnetnewslartnetnews2-23
http:Artnet.com

httpy//www richardprinceart.com/interviews painters.htmi [site
accessed: 4 March 2007

Lippard, L. 1973. Six Years. New York: Praeger Publishers Inc

Maart, B. 2003. ‘Much Ado About Nothing’. Artthrob.co.za [online]
Available:

hitp.//www.artthrob.co.za/03oct/news/24 7.htm| [site accessed: 2
March 2007]

Maggs, C. 2005. ‘Panic on the Streets of Cape Town’. Artthrob.co.za.
[online] Available:

http://www.artthrob.co.za/05apr/news/panic.htm| [site accessed: 4
March 2007

‘Making of Brenda’. 2006. Sundaytimes.co.za [online] Available:

http.//www.sundavtimes.co.za/heritage/brendafassie/brenda02.asp [site

accessed 6 March 2007]

Malraux, A.1989. ‘Museum Without Walls’. Commerce and Cuiture: from
Pre-industrial Art to Post Industrial Value. Tumbridge Wells: Penshurst
Press Limited. p.13-16

Marzahn, A. 2006, ‘Die Entdeckermesse «Liste» hat gestem den Basler
Kunstreigen erdffnet’. Basler Zeitung. Tuesday 13 June 2006. p. 4

Matzner, Flonan (ed) 2001. Public Art. Ostfildem-Ruit: Hatje Cantz.

Meldrum, A. 2005. ‘Brett Kebble’', The Guardian Uniimited. 7 October.
[oniine] Available:

http//www.guardian.co.uk/obituaries/story/0,3604,1586608.00.htm|
[site accessed 1 March 2007]

Miles, M. 1997. Art, Space and the City: public art and urban futures.
London: Routledge.

Minnaar, M. 2005. ‘Contrived idiosyncrasy behind Work in Progress
label Irritates’. Cape Times. Tuesday 20 September 2005. p. 8

Murinik, T. 2004. ‘Brett Kebble Art Awards’. Art South Africa. Volume 3.
Issue 2. pp. 64 - 65

Nilsson, L. 2005. ‘Why do you go to art fairs and biennales?’. Pilot: 2.
italy: Nuova Lito Effe. p.11

Nickas, Robert & Douroux. 1990, The Red Book. Gent: Isy Brachot
Editeur & Imschoot Uitgevers.

Nochiin, L. 1989. ‘Courbet’s Real Allegory: Rereading “The Painter's
Studio” '. Courbet Reconsidered. New Haven: Yale University Press. pp.
17 -29

O’Dobherty, Brian. 1999. Inside the White Cube: The ideoclogy of the
Gallery Space: Expanded Edition. San Francisco: University of Califomia
Press

Oguibe, O. 1996. ‘The Olu Oguibe Art History Ciass’. Camwood.org
[online] Available: )

hitp://www.camwood.org/introduction.htm [site accessed: 5 March
2007]

Paleker, G. 2002. * “She was certainly not a Rosa Luxemborg” A
biography of Cissie Gool in images and words’. MA Thesis. University
of Cape Town

Pieterse, E. 2006, ‘Beauty, Terror and Economic Reality’. Art South
Africa. Vol. 4, Issue 3. p. 11.

Reagon, G. 2005. ‘Inside Out’. The Big Issue. Vol. 9. Issue 101. pp. 36 &
37

Regli, P. 2007. ‘Reality Hacking nr. 208'. Realityhacking.ch [oniine]
Available:
hitp://www realityhacking.ch/frame.html [last accessed: 7 March 2007]

122


http://www.realityhacking.ch/frame.html[last
http:Realityhacking.ch
http://www.camwood.org/introduction.htm
http:Camwood.org
http://www.guardian.co.uk/obituaries/story/0.3604.1586608.00.htm
http://www.sundavtimes.co.za/heritage/brend~assielbrenda02
http:Sundaytimes.co.zs
http://www.artthrob.co.zal05apr/news/panic.html[site
http:Artthrob.co.zs
http://www.artthrob.co.zaI030ct/news/247.html[site
http:Artthrob.co.za
http://www.richardprinceart.com/interviewspainters.html[site

Renteria, R. 2005. ‘Storefront in the desert’. 606Studios.com [online]
Available:
http://www.606studios.com/bendisboard/showthread.php?t=38220 [site
referenced: 7 March 2007)

Rian, J. 2003. ‘In the Picture. Jeff Rian in conversation with Richard
Prince’. Richard Prince. London: Phaidon. pp. 6-24.

Robinson, W. 2006: ‘Basel Art Diary’. Artnet.com [online] Available:
http://www.artnet.com/magazineus/reviews/robinson/robinson6-15-
06.asp [site accessed: 4 March 2007]

Rosenburg, M. 2006. ‘Peters Projection Versus Mercator Projection’.
Geography.about.com [online] Available:

http://geography.about.com/library/weekly/aa030201a.htm [site
accessed: 6 March 2007]

Rosenburg, M. 2006. ‘Berlin Conference of 1884-1885 to Divide Africa’.
Geography.about.com [online] Available:
http://geography.about.com/cs/politicalgeog/a/berlinconferenc.htm [site
accessed: 6 March 2007]

Sacks, R. 2004. ‘Consolation Prizes’. Brett Kebble Art Awards Two
Thousand and Four. [exhibition catalogue] Cape Town: Marulelo
Communications. p. 233

Sadotti, G. 2005. ‘Why do you go to art fairs and biennales?’. Pilot: 2.
Italy: Nuova Lito Effe. p.11

Sacks, R. 2006. ‘T1-The Pantagruel Syndrome’. Art South Africa. Vol. 5.
Issue 1. pp. 78-8

Shearer, R. Gregory Alvarez. Robert Slawinski. Et al. 2000. ‘Why the
Hatrack is and/or is not Readymade’. Tout-Fait [online]

Available:

http:/www.toutfait.com/issues 3/Multimedia/Shearer.Shearer0.1.html
[site accessed: 6 March 2007]

Sich, S. 1995. Yves Klein. London: Hayward Gallery. Cantz

Spector, N. 2003. ‘Nancy Spector in Conversation with Maurizio
Cattelan’: Maurizio Cattelan. London: Phaidon Press Ltd. pp. 8 - 37

Smith, K. 2004. ‘Christian Nerf’: 10 Years 100 Artists. Cape Town:
Struik. pp. 266 - 269.

Smith, M. 2006. ‘Opnion: Quo vadis, art criticism?’. Artthrob.co.za
[online] Available:

http://www.artthrob.co.za/07jan/opinion.html [site accessed: 6 March
2007]

Storr, R. 2006. ‘Bright Lights Big Cavity’. Frieze Contemporary Art and
Culture. Issue 104. February 2007.

Stupart, L. 2005. ‘Ruth Sacks at Joao Ferreira’. Artthrob.co.za [online]
Available:

http://www.artthrob.co.za/05oct/reviews/joao.html [site accessed: 7
March 2007]

‘Sunday Times 100 Years of Stories’. 2006. Today’s News Tomormrow’s
History Artist’'s Commission Brief Final Draft: Cissy (Zaironissa) Gool. 31
July

Taylor, M. 2002. ‘Duty Free Shopping’. Shopping. Ostfildern-Ruit: Hatje
Kantz. p. 39-43

Taylor, M. 2004. ‘What is a ‘national’ museum’. Museumns and the Future
of Collecting. Aldershot: Ashgate Publishing Company. pp 165 - 178.

Tayto et Tayto. 2005. ‘Why do you go to art fairs and biennales?’: Pilot:
2. ltaly: Nuova Lito Effe. p.4

Taub, M. 2006. inHERITAGE. Cape Town: HANSA

123


http://www.artthrob.co.zal050cVreviewsljoao.html[site
http:Artthrob.co.za
http://www.artthrob.co.zal07jan/opinion.html[site
http:Artthrob.co.za
http:lwww.toutfait.com/issues
http://geography.about.com/cslpoliticalgeoglalberlinconferenc.htm
http:Geography.about.com
http://geography.about.comliibrarv/weekly/aa030201a.htm
http:Geography.about.com
http://www.artnet.com/magazineus/reviews/robinson/robinson6-15
http:Artnet.com
http://www.606studios.comlbendisboard/showthread.php?t-38220
http:606Studios.com

Thale, Thomas. 2002. ‘An Artistic Treasure House in the Middle of
Joburg'. Joburg.org [online]

http://www joburg.org.za/aug 2002/art_collection.stm [site accessed: 1
March 2007)

Trebay, G. 2004. ‘Sex Art and Videotape'. The New York Times. 13 June
[online] Available:
hitp://www .nytimes.com/2004/06/13/magazine/1 SENCOUNTER.htmi?p

agewanted=1&ei=50078&en=aa724398866c64a58ex=14024592008&partn
er=USERLAND [site accessed: 4 March 2007]

Trembley, N. 2005. ‘Flower Power’. Artforum.com [online] Available:

hitp://www artforum.com/diary/archive=200509 [site visited: 4 March
2007}

Van den Berg, C. 2005, ‘Brett Kebble’. Artthrob.co.za. [online] Available:
http://www .artthrob.co.za/05oct/news/brett.html [site accessed: &
March 2007}

Weibel, P (ed). 2002. Erwin Wurm. Ostfildern_Ruit: Hatje Cantz
Weintraub, L {ed}. 1996. Art on the Edge and Over. Litchfield: Art Insight

Weintraub, Linda. 2003. How Today’s Artists Think and Work. London:
Thames & Hudson.

Weldrick, H. 2008. ‘Introduction’. Absa L’'Atelier Award 2006. [exhibition
catalogue] Johannesburg: Absa

‘Western Cape Statistics’. 2007. Tounsmcapetown.co.za [online}
Available:

hitp://www tourismcapetown.co.za/xxl/ lang/en/ site/members/ area/m
embers/_subArea/356585/index.htm| [site accessed: 4 March 2007]

‘What Heritage'. 2006: Sundaytimes.co.za [online] Available:
hitp://www.sundaytimes.co.za/Heritage/Index.asp [site accessed: 6
March 2007]

Williamson, S. 2004. ‘September editorial’. Artthrob.co.za [online]
Available: http://www.artthrob.co.za/05sept/index.html [site accessed:
4 March 2007]

Williamson, S. 2006. ‘Ruth Sacks, Artthrob Artbio’. Artthrob.co.za
[online]

Available: http.//www.artthrob.co.za/06oct/artbio.html [site accessed: 4
March 2007]

Williamson, S. 2008. ‘The Sindika Dokolo Collection’. Contemporary.
Issue 80. pp. 48 - 50

Wolfe, T. 1989. ‘Chester Gould versus Roy Lichtenstein’. Commerce and
Culture: from pre-industnal art to post industrial value. Tunbridge Wells:
Penhurst Press Limited.pp. 34 - 38

Zaya, A. 2006. ‘Vertical Sea’. [ media release ] 1- Art and Architecture
Biennale of the Canary islands. 30 August.

124


http:Limited.pp
http://www.artthrob.co.zal06octlartbio.html[site
http:Artthrob.co.za
http://www.artthrob.co.zal05septlindex.html[site
http:Artthrob.co.ZB
http://www.sundaytimes.co.zalHeritaqellndex.asp
http:Sundaytimes.co.za
http://www.tourismcapetown.co.zalxxll
http:Tourismcapetown.co.za
http://www.artthrob.co.zal050ctlnewslbrett.html[site
http:Artthrob.co.za
http://www.artforum.com/diarv/archive=200509
http://www.nvtimes.com/2004/06/13/magazineI13ENCQUNTER.html?p
http://www.joburg.org.zalaug
http:Joburg.org

Images:

‘2005 Brett Kebble Art Awards Launched’ [image] 2005 Artthrob.co.za

[online] Available: hitp:/www.artthrob.co.za/05apr/news/index.htm| [Site
accessed : 8 March 2006 }

‘A Modest Proposal’ [image] 2003. Xcp.bfn.org [online] Available:
http://www.xcp.bfn.org/dickinson.html [site referenced: 6 March 2007}

‘Basel Art Diary’ [image] 2006. Artnet.com [oniine] Available:

hitp://www artnet.com/magazineus/reviews/robinson/robinson6-15-
06.asp [site accessed: 4 March 2007]

‘Brenda Fassie Lives in Bronze’ [image] 20086. Joburg.org [online]

Available: htip://www.joburg.org.za/2006/mar/mariQ_stimesproject.stm
[site accessed: 6 March 2007}

‘Sacks, Ruth'. 2004, Brett Kebble Art Awards 2004. Cape Town:
Marulelo Communications p.233

‘2004 Brett Kebble Art Awards’ [image] 2004. Artthrob.co.za [online}
Available:

hitp://www.artthrob.co.za/04nov/reviews/kebble.htmi! [site visited 1
March 2007]

‘Courbet, Gustav’ [image] 1996. Southern.net [online] Available:

http://www .southern.net/wm/paint/auth/courbet/ [site accessed: 6
March 2007}

‘Dadaism’ [image] 2007. Westvalley.edu.com [online] Available
http://instruct. westvalley.edu/grisham/1d _dadaism.htmi [site accessed:
6 March 2007]

‘Doreen Southwood’ [image] 2002. Artthrob.co.za [online] Avaiiable:
http://www .artthrob.co.za/02sept/artbio.htm| [Site accessed: 8 March
2007)

‘Eiffel Tower [image] 2007: Tour-eiffel.fr [oniine] Available:
http.//www tour-eiffel.fr/teiffel/ul/ [site accessed: 7 March 2007]

‘Fischli & Weiss: Flowers and questions’ [image] 2006. Tate.org.uk
[on lme] Available:

10.shtm [sute accessed 7 March 2007]

‘Geography 222: The Power of Maps’ [image] 2007. Go. Owu.edu.htmi
[onlme] Avaolable

222 lo13.html [sute accessed: 6March]

*Geography Tourism Association’ [image] 2007.
Studentorganizations.missouristate.edu [online] Available;
http://studentorganizations.missouristate.edu/gta/gta.htm [site
accessed: 6 March 2007]

‘Famous Misquote of the Day’ {image] 2007. Stoiczebra.blogspot.com

[online] Available: hitp:/stoiczebra.biogspot.com/ [site accessed: 7
March 2007]

‘Kendell Geers Replies’ | image] 1999 Artthrob.co.za [online] Available:
http://www.artthrob.co.za/89sept/news.html [site visited 1 March 2007]

‘News’ [image] 2002, Artthrob.co.za [online] Available:
hitp: .artthr [site accessed: 6
March 2007]

‘Pop Art Stores’ [image] 2006. Brandautopsy.typepad.com [online]
Avanlable

ex.htmt! htmr [site accessedG March 2007] o

‘Portrait of Marce! Duchamp’ [image] 2007. usc.edu.com [online]

Available:
http://www.usc.edu/schools/annenberg/asc/projects/comm544/library/i
mages/490.htmi [site access?i 7 March 2007}

125


http://www.usc.edu/schoolslannenberg/asclprojectslcomm544I1ibrary/i
http:usc.edu.com
http://brandautopsy.typepad.comlbrandautoosy/marl<eting
http:Brandautopsy.typepad.com
http://www.artthrob.co.za/02noy/news/index.htm![slte
http:Artthrob.co.za
http://www.artthrob.co.zaI99seDt!news.html[site
http:Artthrob.co.za
http://stojczebrab!ogswt.com/[site
http:Stoiczebrablogspot.com
http://studentorganizations.missour1state.edulgtalgta.htm
http:Studentorganizations.mlssouristate.edu
http://go.owu.edu/-jbkrygielkrvg!er
http://213.121.208.204/modem/exhlbitlons/flschllandweisslroomstroom
http://www.tour-eiffel.frlteiffeVuk
http:Tour-eiffel.fr
http://www.artthrob.co.zal02septiartbio.html[Site
http:Artthrob.co.za
http://instruct.westvalley.edulgrishaml1ddadaism.html[site
http:Westvalley.edu.com
http://www.southem.net/wmtoaintlauthlcourbetl
http:Southem.net
http://www.artthrob.co.zal04nov/reviewslkebble.html[site
http:Artthrob.co.za
http://www.joburg.om.za/2006/mar/mar10
http:Joburg.org
http://www.artnet.com/magazineus/reviews/robinson/robinson6-15
http:Artnet.com
http://www.xcp.bfn.org/dickinson.html[site
http:Xcp.bfn.org
http://www.artthrob.co.zaI05apr/newS/index.html[Site
http:Artthrob.co.za

‘Reality Hacking nr. 208’ {image] 2007 Realityhacking.ch [oniine]
Available:

http://www.realityhacking.ch/frame.html [last accessed: 7 March 2007)

‘Richard Prince’ [image] 2008. lkonltd.com [online] Available:.

http://www. ikonltd.com/artists/artist.cfm?ArtistiD=43 [site accessed: 6

March 2007]

*BOA’s Rirkrit Tiravanija Named Finalist in Guggenheim’s Hugo Boss
Prize 2004’ [image] -2004 Columbia.edu.htmi [online] Available:

ht:g://www.cglumbia.edu/cu/newg04/03/rirkn'tﬁravaniia.html [site

referenced: 6 March 2007}

Super Theory Woman’ {image] 2003. Artnet.com [online] Available;

htto://www.artnet.com/magazine/features/isaltz/saltz7-8-1 2.asp [site

accessed 6 March 2007]

‘Saatchi Gallery Highlights’ [image] 2007. Guardian.co.uk [online]

Available: httg:f/artg.gugrdian.co.u&gallemﬁmggefo,Bﬁtis,—
11604640117,00.htm| [site accessed: 7 March 2007]

‘Statue of Liberty’ [image] 2007. Phoenixmasonty.org [online] Availabie:

http://www.phoenixmason ry.org/masonicmuseum/statue_of liberty.htm

[site accessed: 6 March 2007]

126


http://www.phoenixmasonry.org/masonicmuseum/statyeofliberty.htm
http:Phoenixmasonty.org
http://arts.guardian.co.uk/gallerylimage/0.8543
http:Guardian.co.uk
http://www.artnet.com/magazine/featureslisaltzlsaltz7-8-12
http:Artnet.com
http://www.columbia.edu/cu/news/04/03/rirkritTiravaniia.html[site
http://www.ikonltd.com/artists/artist.cfm
http:200S.lkonltd.com
http://www.realityhacking.chlframe.html[last
http:Realityhacking.ch



