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. - L . i igation remains subjective.
largely on professional practice, consisting of several solo exhibitions, local as well as My investigatio l

international group exhibitions, coilaborations, writings and catalogues.

For comparative purposes, | have referenced work made prior to the MFA degree, with the
full understanding that these do not constitute part of the examined body of work.

This study becomes the body of work.

As my starting point | shall set out to investigate possible constructs that may have occurred
within the history of conceptualism. In the first chapter | investigate the possibility that some
of Marcel Duchamp’s readymades never existed as actual objects, but rather as concocted
fabrications. | also examine Duchamp and his circle’s use of the media and self-published
journals to promote what has become the traditional historical view.

The second chapter deals with 'Britart’ and the phenomenon of the young British artists
(yBas}). Here | am particularly interested in the way that art in Britain, predominantly in the
Nineties, managed to infiltrate the media and construct specific personas for individual artists,
including that of their main patron, Charles Saatchi. Similarities exist between the way that
the public responds to the work of young British artists and to the way that many of
Duchamp’s works were perceived. This concern is also evident in my own production.

Naturaily | have excluded key aspects and movements during the 20% century, as this
document does not intend to serve as a historical account of the events that built the
contemporary condition. The Situationists International, the Fluxus movement and
Conceptual Art of the Sixties, spring naturally to mind in this regard. | briefly investigate
celebrity and pop artist Andy Warhol in order to direct my research on contemporary
artistic practice of the late Nineties and turn of the century. However, the inclusion of
Duchamp is due to the fact that he is perhaps the cornerstone of contemporary
conceptualism and provides a relevant starting point. He has been an important influence on
my work. \
The third chapter investigates some of the conceptual underpinnings that have informed my
individual projects. | look at issues such as laziness and boredom as two main topics, and as a
response to such accusations in my own work. | relate these issues to contemporary
examples that | present.

Amongst other things | have consciously adopted strategies such as not making work, getting
others to make it for me and adopting co-incidental aspects, such as verbal and printed
criticism into my subsequent production.

In the second section of the dissertation | describe my own work chronologically. | have
adopted a somewhat anecdotal approach, mirroring the process by which each piece was
shaped by its surrounding context. | hope that the reader will indulge the journalistic language
and style | adopt, including aspects of humour, as this is the arena in which my work operates.
[ describe my work on a theoretical basis, linking it to contemporary art discourse, and the
South African situation in particular.
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Leslie Cambhi'¢ also supports Shearer's arguments in an article titled: Did Duchamp Deceive Us?
She argues extensively in favour of Shearer, and provides us with cohesive arguments by
other scholars:

‘if Rhonda Shearer’s theories [are] confirmed,’ says William Camfield, a scholar of Dada and
Surrealism and the author of a groundbreaking study of the readymade Fountain, ‘that would not
rest easily with all kinds of interpreters of Duchamp's readymades.’

(Camfield in Camhi 1999)

it should be possibie for us to look further than the basic premise that justifies the
readymade as a work of art. Iif the art world is incensed and cannot grasp Duchamp's
intervention with these works, are we not accepting these works of art with a similar
conservatism with which his nude was excepted by the Salon des Independents? To feel that
Duchamp played a joke on us and being disgruntled by it is a mere repetition of the
controversy of Fountain, which occurred almost a century ago, but of course in a different
context. These works may once again only fall into Duchamp's categories of ‘assisted
readymades’ or even his notions of ‘rectified readymades’. Therefore it would be more
difficult to accuse him of deceiving his audience, and maybe the audiences need to take
responsibility for their lack of understanding the clues that he left behind in the first place.
Once again the artist has managed to elevate himself above the audience’s basic understanding
of production, and until ail the facts are uncovered and all the factual inaccuracies, created by
the artist himself and those associated with him at the time, have been eliminated, will we not
have closure on the Duchamp case.

To The Editor.

if our friend and supporter Marcel Duchamp were alive today, he would thank Rhonda Rofand
Shearer for her work on his behalf, applaud her audacity, marvel at her perspicacity - what an eye! -
at last a super-sleuth! ~ and wink at her for not having him pull the wool over her eyes. Ina
courageous critical act, an important contemporary artist, but one who has faced down a master.

Shearer has given Duchamp more nuisance time on this planet. if Duchamp did indeed blend his
own face (and in another instance, that of his friend Picabia) into the moustachioed Mona Lisa
[LH.0.0.Q.] and therefore today stares out at us through her soft gaze, Shearer has no choice but
to expose the dual nature of those eyes; for she is a heroic practitioner of a crisis ethics with no
tolerance for needless lapses or inaccuracies,

Duchamp once said to us as we strolled together through Washington Square Park: No use being
an ardst unless you are willing at every moment to risk doing something that most people in the
world will completely despise. Without such acts, nothing ever happens.

Madeline Gins and Arakawa
(Gins and Arakawa 1999)

In the next chapter | will investigate similar occurrences within the work of artists in Britain. |
realise that schofars of Duchamp might disagree with this comparison, as Britart is largely
seen as a one-liner attempt to reach what is seen as Duchamp’s ‘genius’. However, | find
strong similarities in their approach, and | do feel that the context in which their work was
produced plays a crucial role. It is difficult to apply comparable strategies almost a century
apart.

¢

16
17 Leslie Camhi is a cuttural critic whose work appeasrs in the Viflage Choice, the Mew York Times, and other publications.

Letter in response to Sarah Boxer's article in The New York Times, 23 March 1999. Madeline Ging and Arakawa are
well-known architectural theorists and philosophers, and a dose friend of Duchamp.
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If Duchamp's work caused discomfort amongst his contemporaries and even some scholars of
today, it is interesting to note how the public is responding to the contemporary art works
traced directly to his conceptisalism.

A particularly good example of this may be seen in recent art from Britain. This work appears
to involve and utilise the general public’s response on a greater level than other parts of the
world. The use of the readymade and similar Duchampian conceptual strategies seem to have
provoked a response from both the art elite as well as the layperson over the past two
decades. Even so, different tactics are in place.

As will be seen, the late Eighties art in Britain has shifted from a sophisticated traditional
aesthetic to the popularisation of the young British artist, commonly known as the yBa.
Because of the overall aesthetic accessibility and the sociological nature of the yBa works, the
art succeeded in being less elitist and therefore accessible to a wider audience. The
popularisation of this art combined with a wider viewing audience was a cause of celebrity
status for the artist, and in turn brought a rejection of theoretical notions in the art world
(Collings 2001).

The art world was no longer the art world anymore. It integrated a larger proportion of the
general public who were not necessarily concerned with the general highbrow talk
surrounding the arts. What the public wanted was to read in the tabloid newspapers what the
artist was going to do next, and this is what the artists responded to. The platform for artists
to engage with formal criticism slowly disappeared and, needless to say, so did the voices of
many of the critics (Stallabrass 1999: 259).18

This brought with it a generation of new art critics!? that fitted the same mould as the artists:
‘figures of fun'2 (Stallabrass 1999: 259). The work relied on its entertainment value rather
than its artistic integrity and became more whimsical, ironic, paradoxical; more ‘out there’.
Whoever was more wacky or silly or shocking could get into the media and enhance as well
as prolong their claims for celebrity status.2! The media itself became a vehicle or medium for
artistic production.

A reason for the sudden interest in the younger local artists in London has been argued to be
the recession of the British economy between 1989 and 1995 when, ‘the stock market
plunged and the Japanese Bubble Economy burst’ (Stallabrass 1999: 5).

Smaller galleries in the East-End closed down and young local artists were reliant on fewer
gallery structures, Being unable to sell work caused a revival in performance and
conceptualism and the making of less permanent work. Artists curated their own exhibitions
with some success and were taken seriously because of the level of professionalism. Due to
this economic slump, ‘supercollector'2? Charles Saatchi was forced to sell off his *blue-chip’
collection and started buying seemingly un-saleable local work, building up a collection of

18
10 Such as Roger Fry, Herbert Read, Adrian Stokes, John Berger and Peter Fuller (Stallabrass 1999: 259).

20 Such as Matthew Collings, Sarah Kent and Brian Sewell (Stallabrass 1999: 259).
21 Please note that this is a broad generalisation that forms the basis of this chapter,
| am referring to the general idea of the yBas as described in my references, and not necessarily to the more well
gown artists such as Tracey Emin and Damien Hirst. The description is of ‘pre-fame’ artists — the ‘up-and-comings’.
Taken from the book Supercollector: a critique of Charfes Saalchi: a socialist critique of the advertising tycoon and
patron, written by Hatton and Walker, 2000,
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When describing the work of the young British artists | will use the term ‘media aesthetic’. By
this | do not refer to the inherent beauty in the work of these artists, but the way that these

works appear and how they behave in a public environment.

The work is based on a form of communication systems in much the same way that the media
is. Conceptually it looks at social issues surrounding the artists in relation to a capitalist
environment in England. It takes issues that the population of England are concerned with
such as poverty, which is the cause of related problems in a society including crime, lack of
education, and moral issues such as prostitution, rape, racism and abuse. The work often
takes on the form of advertising media as a formal visual language. In the introduction to his
book, High Art Lite, julian Stallabrass proclaims young British art as ‘an art that looks like but is
not quite art, that acts as a substitute for art’ (Stallabrass 1999: 2). He notes the aesthetic

shift in the popular art of Britain.

Collings explains that:

[TThe art of the yBas is profoundly connected to the media, but not necessarily identifiable with the
media or complicit with media evil. It's often funny and sharp on the subject of the mentality of the
media. And the same with ads - the art is connected to ads but it isn't the same as ads. It has the
same power that ads have of getting information over in a quick blast. But unlike ads, the
information is quirky and has a bit of lasting power; it isn't tied to selling products or indeed to any

obvious selling point.
(Collings 2001: 8)

THE ARTIST AS AN IDIOT
These tools extracted from the media, form a user-friendly language for art production. The

viewing of the work allows simplistic thought and emotion, instead of a conceited reading of
the work and extensive descriptions by both the artist and the audience. It has initiated a
form of art which questions ‘profound lyrical nature’ in an artwork; one that exchanges
‘intelligence’ for voluntary idiocy in the attempt at being clever; one that exchanges theory

for everyday thought as an attempt at ‘keeping it real’ .2

In the face of theoretical orthodoxy, an art that deliberately plays dumb may simply be making a
critique of the conventions and the art that sprang from them, but it may do more than that. Atits
best, it can make the anti-intellectualism of large parts of British society a theme of the work. To
play dumb is not just to defend yourself against attack for being high-brow but to take the first

steps to save your work from being ignored.
(Stallabrass 1999: 86)

This echoes the late Delueze's strategy of refusing to engage in debate when academic
colleagues or students probiematised his ideas and arguments in seminars, preferring to
simply agree or disagree and then change the subject.

An example of this is found in the work of artists Colin Lowe and Roddy Thomson, best
known for their word painting Soatchi n” Motherfuckin Saatchi, 1996. This is a particularly good
example of art playing dumb. It does so both in the work of the artists and their lifestyles as a
marketing point of their work. They accept their working class status in order to make
demands on the capitalist environments surrounding art, the media and the ignorant business
sector. Their work often consists of letters which adopt the formal visual language of a legal

25
Definition: The Online slang Dictionary: keep it real v 1. to stay true to one's seff, to resist the templation to be fake.
{T'm not acting like someone else, I'm trying to keep it real.’)
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MATERIAL

Contemporary art is formally linked to periodic changes within historical art movements.3! It
accepts and respects those periodic attempts at originality. It uses the spectrum of visual
languages and forms, but only to appropriate these to a non-original cause. The art is no
longer worried about ‘it's all been done’, but more concerned with ‘what do we do with it?

Formally, a link exists between contemporary art and Conceptual Art, but again this is
situated within a different historical context. It is more easily affiliated to the conceptualism
of Dadaism than Conceptual Art of the Seventies because of its social interest. Lucy Lippard,
Author of Six Years: the demateridlisation of the art object from 1966-1972, wrote in the
catalogue to the exhibition Reconsidering the object of art: 1965-1975:

Conceptual art, for me, means work in which the idea is paramount and the material is secondary,
lightweight, ephemeral, cheap, unpretentious, and/or dematerialized.
(Lippard in Godfrey 1998: 15)

It is largely in terms of material rejection that we can see links between yBa production and
Conceptual Art. The main concern of Conceptual Art seems to be a protest against notions
concerning artistic production rather than a socially driven concept. Even if conceptual art
does indirectly address social issues through the act of questioning artistic structures, it is
more subtle and maybe unaware of its cause. The current rejection of the material object, as
well as the rejection of material beauty is, however, under crossfire for merely following
trends of the time:

In a lecture given in Oxford, one of the directors of London Electronic Arts, George Barber,
outlined three rules for 'young British artists’ to follow in making fashionable video:

| Rough it up.
2 Don't try too hard.
3 Keep it short.
(Stallabrass 1999: 231)

The rehashing of ideas and the sampling of images and objects becomes an important process
by which art has been produced from the late Nineties until today. It is different from
Duchamp and Jeff Koons because the context in which it is produced has changed. The idea
of sampling cultural objects from the world and inserting them into an artistic process does
not deliberately make claims for subverting art disciplines, although it might be implied.

Today, it does not necessarily claim to be what Duchamp was saying about the ‘artist's gaze
brought to bear on an object instead of manual skill’, and it does not intentionally admit to
what Koons was arguing for the Western world's need for the material object as an act of
self-identification (Bourriaud 2002: 19-21). It is different because it is located in a different
context. It is the same because it looks similar. The sampling of objects in its historical
context had subversive meaning purely because it was used,3? while today it is removed to be
an actual process of art making. B .

What we are getting at is a situation for discussing contemporary art where the material is
not necessarily important. It is the thought process that leads the artistic process and the

k) ’
We have to take into account that we are looking at the work in the context of a particular history and not the whole of

gy work produced at the time.
Post-Modemism in general.
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1998 121,000

material is a visual strategy that communicates the process.??

AUDIENCE

Average Age of Turner Prize nominees

Year 1984 1985 1986 1987 1988 1989 1991 1992 1993 1994 1995 1996 1997 1998

Age 44 46 43 39 45 50 30 37 37 38 36 35 35 33
(Stallabrass 1999: 172)

Turner Prize exhibition attendance

1996 57,000
1997 85,000

(Stallabrass 1999: 177)

The decrease in average age of Turner Prize nominees, particularly during the Nineties, is
directly proportional to the increase of Turner Prize exhibition attendance. The people want
it. The art world doesn't.

In 2001, playwright Tom Stoppard gave a public address at the annual dinner of the Royal
Academy of the Arts. What he said was that art not being made/handmade was hard for him
to consider as art, purely because it wasn't what he was used to and it wasn't what he grew
up with (Stoppard 2001). The title of critic Janet Street-Porter's conversation severing
response to this read: ‘Over the last five years people of all ages have flocked to see the kind
of art Tom Stoppard despises’.

Mancunian songster Morrissey said it best: The more you ignore me the doser | get. If young art
in Britain has been ignored for decades, then surely it deserves the audience appreciation it is
receiving. Street-Porter concluded her article:

Stoppard’s uncharacteristically feeble outburst represented nothing more than a jealous tantrum, a
big fit of the sulks that this particular command of the centre stage in the arts has been usurped by
a lot of people under 35 who probably wouldn't sit through Travesties if you paid them. He might
not like their art, but should not deny that it's a potent comment on our times.

(Street-Porter 2001)

Keeping in mind that his speech was given shortly after the release of the 2001 Turner Prize
shortlist, the BBC conducted an online survey to establish the public's prediction of who the
winner might be. The result was this:

Realising that art can't escape the meaning that the historical context has imprinted on it.
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Those are the first two that spring immediately to mind. Alright?

Two women, one pushing a buggy.

‘Hello. Can you name a living artist?

Women One: “Tracey Emin’

Woman Two, in shrill voice: ‘| was going to say Tracey Emin! You can’t say her. Erm..."
Pause. Then, triumphantly: ‘Damien Hirst. Ta-dah{’

Couple carrying shopping.
Woman: “Tracey Ermine.’
Man: ‘Oh. Oh no! Not her! Ha ha ha, Hum. A living artist. David Hockney.'

Cosy-looking couple with baby in sling.

Man: ‘Oh, | know. The horrible one with sheep in formaldehyde.’

Woman: ‘Is Salvador Dali still alive?”

Man (witheringly): ‘No. He is dead. Totally dead. Is Max Ernst still alive! What is the other guy's

name?’

Another man joins us.

Other man: ‘An artist? How about the chap who cuts cows in half? Damien Hirst.”

First man: ‘Hirst! That’s i’

Other man (continuing on): ‘'m not sure if | regard him as an artist or not. Ha ha ha.’

(Mitlard 2001: 7-8)

SHOOT ALL CRITICS/FICTIONAL PEOPLE
| am aware that when the general public hear ‘yBa' they tend to think of Bmin and Hirst.
However my concern here is for the broader category.

| have focused on the writings of Matthew Collings and Julian Stallabrass as two
contemporary art critics who have informed my reading of young British art. Below follows
criticism that these two writers have of one another as | find their bickering typical of the
British art scene, and the South African art world for that matter. | will discuss this in a latet
chapter. Collings accuses Stallabrass of plagiarising the cover design for his book from one af
Collings's own, apparently so that the reader will mistake the book for Collings's and
therefore be tempted to buy it {Callings 2001: 122).

STALLABRASS ON COLLINGS

One of the virtues of Matthew Collings's book, Blimey! [1997], is that it offers a consistent pastiche
of conventional art-world talk. His meandering prose, inability to sustaliy'sf argument and thinking
in soundbites is an exemplification of that walk, and its cargiass but comsistemt mislaying of all that is
important... Collings's self mockery is also a mockery of art-world speak, of vagueness, lassitude and
forgetfulness (drug- and alcohol-induced on occasion), but, and this prevents the book from being
truly critical, it does not escape the pervasive feeling that only this atitude is possible. The book is
an exemplification, and by the fact that it appears in book form - at far too great a length and with
too much permanence to be a vehicle for the verbal froth vernissage - a disorientating pastiche of -
the tyranny of received opinion that governs the art world.

{Swailabrass 1999: 105-106)

COLUNGS ON STALLABRASS

Julian Stallabrass’s High Art Lite is about the yBas and the new popularity of art. Stallabrass is a 30-
something who lives in Henley and looks a bit windswept and handsome in his dust-jacket photo...
He wants to deconstruct what 'success’ means in current art, but he doesn't have a lot of natural
talent for seeing why something is successful in the first place. He approves of the artists if there's
some clearly flagged politically correct content, plus a bit of modern style... He doesn't have a lot of
mental jumping about energy, and he has a horror of camp, and both of these seem to go with an
inability exactly to set the page on fire with his prose.

(Collings 2001: 124)

46

BURN ART
What started in a warehouse seems to have ended in one.

With numerous critics and members of the public speculating the yBa phenomenon as a dying
fad, it appears to have had its last breath during a warehouse fire at the Momart art storage
facility in East London on 24 May 2004.%

Over 100 artworks belonging to art patron Charles Saatchi, estimated at £50 million, were
destroyed in the fire. These included works by Damien Hirst, Tracey Emin and the Chapman
brothers.

Opinions over the loss of some of Britain’s most important contemporary art works varied.
Some thought it tragic, while most celebrated the damage.” The general consensus seemed
to be in favour of the fire. As mentioned before, the public does not really approve of the
conceptualism of contemporary British art, even as they celebrate the scandal that
accompanies much of its production. In an online debate, the BBC asked for public responses
concerning the fire. These were mostly negative and/or ecstatic about the incident:

| am outraged. Doesn't Mr Saatchi know it is illegal to burn garbage without a permit?
Reéece Walker, London UK **

This goes further. Discussions have occurred in Internet chat rooms with the topic of

: conversation implying that Saatchi’s collection was insured when the art works were ata
peak. It was proposed that because of the decrease in interest in ‘Britart’ many of the works
in the collection might have decreased in market value and conspiracy theories have emerged
( that Saatchi had committed arson upon his own collection in an attempted insurance fraud.
. Although this is a possibility, but highly unlikely, this indicates the loss of interest in many of
the artists that were 'big’ during the yBa phenomenon, and the possible end of this trend.

But, as many art experts are foreseeing an end, it might seem more plausible to anticipate a
reinvention.

Amongst the destroyed works were some of Chris Ofili's Captain Shit paintings; a parody on !
early blacksploitation cartoons, stored at the facility by his dealer Victoria Miro. After the
incident he sent this tést message to art critic Adrian Searle:

The Superhero Captain Shit has inbuilt protection against the flames of Babylon. HE WILL RETURN...
the saga continues.

(Searle 2005)

41

| have gathered this information from numerous sources on the infernet at the time, many of which | am now unable to
] %ate.

. ! Tracey Emin sent an email to Guandian reporter James Meek in which she expressed feelings of wanting to leave the
b kg( as she was tired of being ‘picked on’ by the local press, and felt particularly upset about this instance (Meek 2004).
See article: ‘Saatchi art fire: Your reaction’ <http:/inews.bbe.co.uk/1/hitalking _point/3750037.stm>
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THE BOREDOM



A

WHEN MASTURBATION'S LOST ITS FUN YOU'RE FUCKING LAZY#

Going through some notes pertaining to my work | could find little sense in anything
whatsoever: jargon splashing ubiquitously with a touch of taste malfunction slipping though
the cracks.

Needless to say, | was incensed at my inability to concentrate and find significance in any
word | had ever written, or uttered for that matter: those poor souls. | had bored myself to
death. | started convincing myself that it would be possible to raise enough funds to do very
little. Except maybe Heineken. This itself proved laborious and time consuming. The litde |
had left was running out. | thought about sex. | thought about sex a lot. | had stopped
masturbating as this proverbial function too had let me down. | was tired and bored. | would
find myself not completing the adolescent procedure because | got tired. ‘It’s ok. You don't
have to cum all the time'. But you did. After all, Prof. Pippa Skotnes* had told me days earlier
that ‘darling, don’t you know that all art is about the erotic?” to which | humbly replied:
‘really?” | had turned myself into my own artwork and had not a single ejaculatory
accomplishment to show for it. Pathetic.

THE BOREDOM¢#6
I once thought | had mono for an entire year. It turned out | was just really bored.
{Wayne Campbell in Wayne's World, 1992)

Art making is not always as exciting as it is made out to be. In fact, most artists | know are at
best irritable, stressed, highly-strung and overly sensitive and at the worst of times depressed
at the mere thought of production.#’ Artists, these days, seem complete wretches. Self-pity,
angst, the seeking of approval from others, the paranoia of one’s ideas being usurped by
others, amongst other challenges, seem to have become more important than the production
of work itself.

The idea of the artist seeking fame has yet again become relevant. However, in a
contempaorary art world this is better described as the individual’s need for affirmation: the
need to be loved by the community that lends weight to the artworks surrounding it. The
fear of abandonment also becomes troublesome for most. A bad review in the popular press
evokes emotional angst such as ostrasisation by an art community: the fear of terminating
one's career because no one is interested.

My work is not concerned with this matter. | find these issues tiresome and unappealing. My
work would not survive without bad press and, as a result, the work has entertained bad
press and an even worse public reception. Individuals have remarked that | am lazy and that
they feel cheated. | am not lazy. | am bored. | find making and speaking about art frightfully
tedious. In this chapter | wish to outline the influence of a certain level of boredom on my

.

:; Billy Joe Amstrong, Green Day, 1991,

“® Prof. Skotnes is currently the head of department and lectures at the Michaelis School of Fine Art, UCT, Cape Town.
bored adj.: feeling fired and imitable, either because of being exposed to something uninteresting or because of having

Wlhing to do.

With the exception of (a) Transkei bom “Flash™ artist Vuyisa Nyamerxie, who claims to have ‘severed fhis] ties with
conventional reaiity a long time ago’ (Bright young things’, Art South Africa 1(3}, 2003), and whose main aim at present is
physical levitation and penis enlargement purely by means of meditation, and (1) Jeff Koons who proudly announced that
Igs art world is like green pastures’ at a Michaelis lunchtime lecture during a visit to Cape Town, 2003.

An unpublished theory noted by linguistics expert, filmmaker and writer Elan Gamaker,
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Appropriation and similar art strategies are seen as major forms within contemporary
production, as | have discussed in a previous chapter. French theorist Nicholas Bourriaud
explains that notions of originality are slowly getting blurred and that it has become the
artist’s task to reuse already existing forms or ideas, reinserting them into current cultural
production. In a recent interview Bourriaud examined contemporary practice during the
1990s and discussed the ‘logical conclusion’ (Bourriaud in Lamprecht and Young, 2003) that
contemporary art has reached. By this he means that the rehashing of goods and materials,
and the so-called ‘messy atmosphere’ in contemporary curation, is largely due to a
Duchampian trend of reusing existing structures and ready-made forms.

While appropriation still confuses large parts of the South African art world, the international
art world is already bored with it. My own work has entertained stale responses such as ‘but
where is the art’, or the common feeling of being cheated.® Not only are these responses
not noteworthy and quite pathetic, but they also demonstrate a lack of engagement with
contemporary art giobaily. If the works | am about to discuss were to be shown
internationally, they would be less successful. Their strength relies on the context in which
they are exhibited being, in this particular case, South Africa. Liam Gillick has critiqued similar
art forms:

There is a current critical tendency that makes far too much of the quasi-Duchampian habit of
recent artists to bring temporarily un-art like structures, rather than just un-art like objects into
the gallery space. The reliance on this minor shift alone is not encugh. It ensures a feeling that we
remain stuck and forced to deal with a form of baroque conceptualism rather than a fundamental
shifc in approach.

(Gillick 2002: 26)
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An assessment gleaned through informal conversations or reported speech

68




CONCLUSION



THE WORK OF ART IS NO LONGER NECESSARY
When recently questioned on what | thought the new ‘form’ in contemporary art was, |
suggested that there was no more form.

Although a fairly insignificant need still exists to allocate specific pockets of classification to
the production of art even today, my understanding of art is different. With the increased
blurring of boundaries in terms of material, disciplines and job descriptions within the art
world, the idea of form is also making a crafty escape. Artists are curators. Curators are
administrators. Artworks need not exist. Exhibitions become theme parks. Art programmers
are composing and structuring new ideas and perceptions through methods of Djing and
mixing works and cultural signifiers. There is too much ‘stuff in the world and the whole mix
fits neatly into a Ziplock bag known as art.

| have come to believe that the production of art is sometimes less important than the
‘beast’™ itself. It is a machine that operates with interchangeable rules and structures. | find
the "actors’ of the art world as Bourriaud refers to them, (Bourriaud in Lamprecht and Young
2003) more interesting than the ‘work’ as a primary structure. The work exists in a
conceptual sphere and not in a particular strategy of form. Whether | am writing, making
work, curating, talking, drinking, performing or just simply being, seems somewhat irrelevant.
My mere existence and presence within the art world could be enough, and maybe my
persistence as well.

This contradiction has confused many. it is not important. The work of art has disappeared
and has been surpassed by its mere existence within an art structure. | care less for art and
so does much of the audience. Form is dissolving. While | cannot account for numerous
contemporary critics, | prefer this current state.

| have not found any answers.

[}t's not fantasy land anymore, it's like real life, and you can do it, too. You just make a slight
conceptual side-step when you wake up one morning. You decide to get involved.
(Gillick in Renton and Gillick 1991: 1)

67
Meaning the extremely complex systems that the art world incorporates.
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The economic aspect of conceptual art is perhaps the most interesting. From the moment when ownership of the

work did not give its owner the great advantage of control of the work acquired, this art was implicated in

turning back on the question of the value of its private appropriation. How can a collector possess an idea!
{Siegelaub in Alberro 2003: 1)
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ASSHOLE
The exhibition Asshole formed a logical follow-up from Muse. On the surface, this work was a
response to my numerous critics (audience and art writers). The press release stated:

Ed Young's third successive one-night exhibition is titled "Asshole’. [Nothing coy in the title is there!
- ¢d.] The new work has been produced in response to the numerous derogatory comments about
Young's previous exhibitions, which have included the sale of a local bar-owner and his subsequent
donation to the National Gallery ('Bruce Gordon') and the presentation of the all-girt Muse string
quartet in a commercial gallery space (Muse’). Through this process, Young acknowledges his status
as an arsehole and brings together a number of elements in order to create an inswallation
environment that stresses this point.

Unlike on his previous two outings, Young here presents a range of more traditional artworks,
including painting, print media, video, as well as performative works. In his own words: ‘Some bare
naked ladies can be expected. Delicious food and excellent drink will be served”™. A catalogue will
be available on the night.

(http/iwww artthrob.co.za/O4jan/listings_cape.htmi#bbr)

Although the press statement implied an exhibition of ‘stuff, there was again an exhibition of
nothing, or at least something disguised as nothing. But as Andrew Lamprecht explained,
there were more intrinsic details than met the eye: ‘The astute observer could see that
Young had presented one work in each of the codified disciplines of contemporary art
production’ (Lamprecht 2004: 51).

By employing existing art disciplines | was commenting on an aspect of accepted and
respected ‘norms’ within most South African galleries, and because these norms were
masquerading as an empty exhibition, | felt that it was successful. And it is this characteristic
that generates the necessary ambiguity. It is an aspect of contemporary art that creates subtle
comments on production, rather than a literal one-liner that spoon-feeds its audience, and
dramatically reduces the strength of an exhibition, aesthetically and conceptually.

Bruce Gordon set a precedent. With the piece’s conceptual underpinnings aside, something
struck me concerning the high attendance, the exhibition of nothing and the way it was
perceived. Muse was another sort of experiment. | applied most of the basic elements of
Bruce Gordon and placed them in a commercial space as a very plain, beautiful yet slightly
kitsch performance, but so that Bruce Gordon’s significance disappeared. Asshole was another
performance of conceptual minimalism. The more absurd the exhibitions became, the higher
the attendance: Asshole saw close to a thousand attendees.

Due to the marketing strategies embedded in these pieces, the attendance did not only
consist of a curious art world, but also a large part of the contemporary Cape Town street
crowd (young individuals within the applied arts: fashion, advertising, street culture etc.).

The fact that the audience again experienced problems with no art on the walls is interesting.
| relayed an impression that in today’s age of production one could still come up with such a
contrived argument about art. And, the ‘but is it art? kind of art also has its resting place
somewhere in the Nineties, where a form of what is known as relational art (an art that
questions itself and that interprets the art structures surrounding it)"” has become somewhat
stale, and not necessarily a common form of production. Kendell Geers refers to this as the
art world’s ‘circular navel-gazing’, which he also observes as being recently unnecessary and
‘frankly uninteresting’.

77
See Nicolas Bourmiaud's Relational Aesthetics
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APPENDIX
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APPENDIX A

THE FOUR PETERS

Ed Young's audacious performance piece - a braai - soon twrned allegorical. Somewhere in the skewed (skewered?)
fogic of reheating food above charcoal (our hosts had provided pre-cooked chipolatas that resembied dildo casts gone
haorribly wrong) came a disquiet highly uncharacteristic of the Belgians.

As if the show itself were collapsing under the weight of counter-colonialism (Young has always wanted 2 Weber), an
unlikely approbation with regard to the braai's stupidity melted into appreciation with regard to its gustatory integrity.

But this soon conflagrated intwo a rage at what were undersubscribed portions. Tall ching-wearers came to the rescue
with freshly reconstituted pork replenishments.

And their names were Peter. Peter to a man, a parental act of democracy designed to keep even nomenclature as even-
keeled as the weather-beaten barks bobbing against the jetties.

Culture Peter was in charge of administration, devoting himself to red tape with the aplomb of an Indian gentieman set
o profit directly from partition.

Soccer Peter had something do with the organisation of the reception, but it seems not even the footballers of the
illustrious Belgian leagues are immune to a Bredonian destiny. He spent most of his time lamenting his distant days as a
professional soccer player.

Creepy Peter's involvement was largely unclear, but his mere presence provoked discomfort among women and a
gender identity crisis in just about every man.

And Unnamed Peter, 2 SMAK employee, gets the nod here not merely because of his name but for the dustmctwely
Flemish alacrity with which he set about the task of becoming invisible.

131



APPENDIX B

THE LOVE SQUARE

Awrash with liquor in 2 late-night tavern like bow-legged scabbies ashore for replenishments, we soon found ourselves
caught up in a love square - a love triangle with an exwra participant.

In the red corner was Ed, in another a nameless ingénue dubbed Tinkerbell (polka dot dress and matching Dorothy
stippers), along with her hapless boyfriend Steven (an absentee landlord in the house of love) and Plum Girl (an expert
in the combination of fantasy and defamation designed to drag Steven's name through the mud).

Conflict soon ensued, scarcely helped by Ed’s manipulative and mendacious disclosure about his homosexuality, leaving
Tinkerbell in a crisis, Steven (potentially) in 2 quandary and Plum Girl in vears (her claims that her first sexual
experience had been with 2 wornan were met with a dear acknowledgement by Ed: "Fuck off).

By the time the locals of the Helvetis had gone home tw prepare for their hangovers, we were left with the elegy of 2
sartorially challenged local arvist who was, after decades in the game, still confused with his twin brother: I've spent half
my life being someone I'm not.’

Therewith we retreated, past the empty family homes and garden gnomes waiting patiently for season, through farms
unpredictably set in the middle of the road, and along the flat pale sandy beach to our army camp-style lodgings.

Sleep was fitful, haunted by broad-cheeked people who showed us blueprints for 2004 mediaeval architecture.



APPEMDIX C

D2 7 MY BAMD

[Eminem]

t don't know dude, | think everyons's all jealous and shit,
Coz I'm like the lead singer of the band dude,

And | think everybody's got a fucken problem with me dude,
And they need to take it up with me after the show, because

{Chorus - Eminem]

These chicks don't even know the name of my band
But they're all on me like they wanna hold hands
Coz once | blow they know that I'll be the man

All because I'm the lead singer of my band

[Eminem]
So | get offstage right, drop the mic
Wall up to these hot chicks and Pm all like
*Sup ladies, my names Shim Shady, I'm the lead singer of D-12 baby”
They're all like "“Oh my God it's him!, Becky oh my fucking God it's Eminem!, | swear to fucking God that you fucking
rock, please Marshall please fet me suck your cock”™
Mow by now, the rest of che fellas get jealous
Especially when [ drop the beat and do my acapellas
All the chicks start yellin all the hot babes
Throw their bras and their shirts and their panties on stage
So like every single night they pick a fight with me
But when we fight ic's kinda fike sibling rivalry
Coz they're back on stage the next night with me
"Dude | just think your trying to steal the light from me”
Yesterday Kuniva tried o pull 2 knife on me
Coz | told him Jessica Alba is my wife-to-be
This rockstar shit is the life for me
And alt the other guys just despise me B coz

[Chorus - Eminem]

These chicks don't even know the name of my band
But they're all on me like they wanna hold hands
Coz once | blow they know that I'll be the man

All because P'm the lead singer of my band

[Bridge - Eminem]
My band, my band, my band, my band, my band, my band, my band, my band, my baaaasaaaand, my band baby

[Swift]

You just wanna see a nigga backwards don't youl?
Ain't that how come we don't rap pro tours
Srmash these vocals and do a performance

But we in 2 van and he in 2 tour bus

Tou don't want my autograph youse a liar

And nah Pm Swift

{Oh | thought you were Kuniva)

What the hell is wrong with our dressing room?
Cause our shit is smaller then like a decimal

See | know how to rap, it's simple but

All | did is read 3 Russell Simmons book

So 'm all in tace trying to get on the map

Duoing jumping-jacks while getting whipped on my back

1t

Look at Em little punk-ass thinking he the shit
*¥fea | know man by himself taking all the clicks
Ay | thought we had an interview with Dj Clue
[Eminem] No | had an interview, not you two
You gon be late for sound-check

*Man | ain't going 2 sound-check

Qur mics is screwed up

*And his always sound best



*You no what man, imma say something, aiyo Em
[Eminem] You got something to say!

*Man no

1 thought you was about to tell him off man, whats up?
*Man imma tell him when | feel fike man shutup

*And you aint even back me up we supposed to be crew
Man | was about to talk right after you

*Oh man whatever

| swear, | swear man

[Chorus - Eminem]

These chicks don't even know the name of my band
But they're all on me like they wanna hold hands
Coz once | blow they know that I'll be the man

All because I'm the lead singer of my band

[Proof]
They say the lead singers rock but the group is not
Once we sold out arenas to amusement parks

I'm gonna let the world know that Proof is hot
| should cut his mic off when the music starts (Aiyo wh-}
Ready to snap on a dumb-ass fan
Every time | hear "Hey dude | love your band!"
We ain't a band bitch, we don't play instruments
So why he getting 90 and we only get 10 percent
And these guys acting funny every area code
*Proof carry my bag” bitch carry your own
Can't make it to the stage, security in the way
Who the fuck are you?

[Bizarre]

Godammit I'm sick of this group

Time for me to go solo and make some loot

| told you | made the beats and wrote all the raps
Tilt Kon Artist, slipped me some crack

"Lose Yourself® video - | was in the back
"Superman” video - | was in the back

For the media, | got some suggestions

Fuck Marshall, ask us the questions

Like who are D-12, how we get started

(But what about Eminem?)

Bitch are you retarded?

Anyveay I'm the popularest guy in the group

Big ass stomach, bitches think I'm cute

Diddy told me to do sit-ups to get buff

Did 2 and a half and couldn’t get up

Fuck D-12, {'m outta this band

I'm bout to start a group with the real Roxanne

[Eminem]

Girl why can’t you see you're the only one for me

And it just tears my ass apart to know that you don’t know my name
You don’t know my name

[Bizarre]

These chicks don't even know the name of my band (Haha}

But they're all on me like they wanna hold hands (Fuck Marshall}
Coz once | blow they know that 'l be the man {Yea)

All because I'm the new...... (Hahahah}

[Eminem & Bizarre]
My band, my band, our band, your band, our band , Roxanne, Shauntan

[Eminem - Mexican Accent]

I'm the lead singer of my band | get all the girls to take off their underpants
I'm the lead singer of my band my salsa makes all the prerty girls want to dance

136

My salsa

Look out for my next single it's called "My Salsa”
My salsa salsa salsa salsa
My salsa makes all the pretty girls want to dance and take off their underpants
My salsa makes all the pretty girls want to dance and take off their underpants
My salsa
Where did everybody go!
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APPERIY D
D12 1 HOW COME
Eminem:] $o | changed hul? You gor a phone, pick it up, call me

[Chorus: Eminem]
Heow come we dong even talk no more
And you dont even call no more
We dont barely keep in touch at all
And | dont even feel the same love when we hug no mors
And | heard it through the grape vine we even beefin now
After a1l the years we been down
Aint no way no how, this bullshic can be true
We family and aint 2 damn thing changed, unless it's you

fyerse §: Eminem]

So young, so full of life in vibrant side by side wherever you
weres ridin | went

So close, almost on some bonnie and clyde shit

When ronnie died you weres right by my side with a sholder to
ey on

Tissue w0 wipe my eyes, and a bucket to catch every vear i cried
inside it

Yous wven had the same type of childhood | did

Sometimes | just want 1o know why is it that you surcame 10
yours

And mine | survived &, you ran the sirsets, 1 P $d it

We grew up, grew apary, as time went by us, then i blew up

To both yours and mine surprises

Mov | feel the vibe | just cant desaribe it

As much as your pride tries to hide it

Your cold, you touch s Bke ice

in your eyes is the ook of resenment

| can sense it and § dong Bke it

[Chorus]
[Verse 2: Kon Artis]

fe was wy dream at first 1o be on spittin 2 verse

O ey own album with a deal but shit got burst

So i ame out | woulda killed a nigga first

Before | let him disrespect me and check me over some worste
Sowrse biech that | wasnt with | would hit her then quit

Baaw you would pull 2 tall with her and tell her she was the

shiv

1 robd you dont get involved in it, you was smokin the chron
with her

Coin out of the bar with her stumblin half drunk

Liloe yall was husband and wife or somethin

Bt me catchin her f¥kin other niggers musta hurt you pride or
sawmethin

Cuz you wont PPk at the mouth with people kke you wanted with
me

Wihien all i tried to do was show your bitch was shifty

And ever since the fans and a#l the shic thar i produced

You actin ke | aing you man and byin like she 't be loose
Bue i am really you fiend, I'm jus wying 1o tell you the

truth

Bue dong hare the game or the player

Cuz the one that is changing is you

[Chorus}
[Verse 3: Proof]

You're only at the top cuz my homie had o stop



Mow we actin like i gotta live only for the block

Hamies in the hood only she be on the tube

Only gossip on the porch get to speakin on who

Fools i used to rap with all expect magic

Like my finger get to snappin and *poof* it jus happen
But PROOF is jus actin out the party was stoned

Shady made it so my babys aint starvin at home

See the devil in you grin since the ghetto we been friends
Whenever real intelligence thats forever till the end

i be the hatred in your eyes and the satan in your lives
And wastin my times with these snakes in disguise

{how come)} when you talk its with bitter is fight

And (how come) it's my fault for what you did with your life
And everytime | go to hear you and play you look away
We barely embrace, you can't even look me in my face.

[Chorus]

140




SELECTED REFERENCES

‘Apologetic Jackson says “costume reveal” went awry". 2004. CNN.com. 3 February. [online]
Available: http://edition.cnn.com/2004/U5/02/02/superbowl.jackson/ [site visited 2 May 2005]

Art at the Turn of the Millennium. 1999. Riemschneider, B, Uta Grosenick ,eds. K&in: Taschen.
Alberro, A. 2003. Conceptual art and the politics of publicity. London: MIT press.

Bailey, B. 2003. ‘Where’s R52 000", Letter, Cape Argus, 31 March.

Bamford, H. 2003. *Gallery's new acquisition speaks’, The Sunday Argus, 30 March.

‘Beezy Bailey'. [online] Available: http:/fwww.beezybailey.cozal [site visited: 3 May 2005]

Bell, S. 2004. ‘Oh Ed, what were you thinking of?’ The Cape Times Review, 20 January.
Betancourt, M. 2000, The Richard Mutt Case: Looking for Marcel Duchamp's Fountain'. Marcel
Duchamp World Community. {online] Available: http://www.marcelduchamp.net/dlinks/links.htm
[site visited 11 December 2004] ‘

Bierinckx, C. 2004. Grasduinen |. Ghent: Stedelijk Museum voor Actuele Kunst.

Bonami, F. Nancy Spector. Barbara Vanderlinden. 2000. Maurnizio Cattelon. London: Phaidon.

Bourriaud, N. 2000. Postproduction. Cuiture as screenplay: How art reprogrammes the world. New
York: Lukas & Sternberg.

Bourriaud, N. 1998. Relational Aesthetics. Paris: Les presses du réel.

Bukowski, C. 1981. Factotum. London: W. H. Allen & Co.

Boxer, S. 1999. "Taking Jokes by Duchamp to Another Level of Art'. The New York Times, 20
March. [Accessed online] Available: http://www.artscienceresearchlab.org/articlesinytart.htm
[site visited | May 2005]

The Brett Kebble Art Awards [exhibition catalogue]. 2004. Cape Town: Marulelo Communications.
Cachin, F. 1991. Manet. New York: Henry Holt and Company.

Camhi L. 1999. 'Did Duchamp Deceive Us? Art Sdence Research Laboratory. [online] Available:
http://www.artscienceresearchlab.orgfarticles/artnews.htm [Site visited: 1 May 2005] .

Cash, S. 2003. ‘Stand-Up Artist’. Art in America. December. p.84-87.
Collings, M. 1998. It Hurts. London: 21 Publishing.
Collings, M. 1999. This Is Modem Art. London: Weidenfeld & Nicolson.

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

143


http://www.artscienceresearchlab.orglarticleslartnews.htm
http://www.artscienceresearchlab.orglarticleslnytart.htm
http://www.marcelduchamp.netldlinksllinks.htm
http://edition.cnn.coml2004/USJ02l02lsuperbowl.jackson

Cream: contemporary art in cufture. London: Phaidon,

D12. 2004. My Band. Metrolyrics.com [online] Available
N i i = i [site visited B August 2004]

Dl 2 2004. How Come Metrolyrics.com [online] Available:
lyri 9 3 me/ [Site visited: 8 August 2004]

Daniels, D. Harald Szeeman. Herbert Molderings, et al. eds. 2002. Marcel Duchamp. Ostfildern-
Ruit: Hatje Cantz.

Edmunds, P. April 2003. ‘Bruce Gordon at the SANG'. ArtThrob.co.za, April. [online] Available:
http://www.artthrob.co.za/03apr/reviews/sang.html [site visited 16 April 2003]

‘Ed Young at Bell-Roberts’, 2004 ArtTmob 0. za, January [online] Available:
hetp/iwww artthrob.co.za/04 2 mithbr [site visited 8 September 2003]

Floodsky, R. 2002. ‘Art: What is it all about then? Art: what is it good for? Dolan Cummings ed.
London: Hodder & Stoughton.

Fresh Cream. 2000. London. New York. Phaidon press Ltd.

Geers, K. 2002. My Tongue in your Cheek. Paris: Les presses du réel.

Gillick, L. 2000. Five or Six. New York: Lukas & Sternberg,

Gins, M. Arakawa. 1999. ‘To: The New York T“mes Editors’. The New York Tmes 23 March

[Accessed online] Available: http:
[site visited 2 May 2005]

Godfrey, T. 1998. Conceptual Art. London: Phaidon,
Hatton, R. John A. Walker. 2000. Supercollector: a critique of Charles Saatchi. London: Ellipsis.
Hughes, R. 1990. Nothing If Not Critical. London: The Harvill Press.

Lamprecht, A. 2004. ‘Ed Young'. 10 Years |00 artists: art in a democratic South Africa. Sophie
Perryer ed. Cape Town: Bell-Roberts Publishing in association with Struik Publishing.

Lamprecht, A. 2004. ‘Flash, Aha’ in Art South Africa, Vol.2, Issue 3. p.51.

Lamprecht, A. 2003. Bruce Gordon: an artwork by Ed Young, Cape Town: South African National
Gallery.

Lamprecht, A. Ed Young. 2003. Conflicting Dreams: 50t Venice Biennale. Video. English. PAL. Cape
Town: Michaelis School of Fine Art.

Meek, |. 2004. ‘An into ashes’. The Guordmn Unkmrted 23 September [online] Available:
http:/iwww.guardian.co.ukfarts/britartfire/story/0 4,00.html [site visited 4 May

144

Millard, R. 2001, The Tastemakers: UK art now. London: Thames & Hudson.

‘More On The Brltney Madonna Kiss!' 2003 CBS News 5 September [online] Available:
: ) ainme htmi [site visited 3

May 2005] '

Murinik, T. 2003. ‘Bright young things’. Art South Africa, Vol.1, Issue 3. p.42

Naumann, F. Hector Obalk eds. 2000. Affect | Marcel The Selected Correspondence of Marcel
Duchamp. Ghent: Ludion.

The Online Slang Dictionary. [online] Available: http//iwww.ocf.berkeley.edu/~wrader/slang/k.htm}
[Site visited: 12 December 2004]

Pinto, R. Nicolas Bourriaud. Maia Damianovic. 2003. Lucy Orta. London: Phaidon.
Pissarra, M. 2003. ‘Decolonise the mind’. Art South Africa, Vol.2, Issue 2. p.37
Powell, 1. 2003. ‘Ed Young Bruce Gordon’. Art South Aftica, Yoi.1, Issue 4. p.62-63.
Renton, A. Liam Gillick. 1991. Technique Anglaise. London: Thames and Hudson.

Saltz, |. 2000. *Swish Myth’. Artnet [Online] Available:
http:/iwww.artnet.com/magazine/features/saltz/saltz5-12-00.asp [site visited 3 January 2005]

Sampson, L. 2003, *Tug-of-war battle over living art work’. The Sunday Times. 13 April.
Searle, A. 2004. ‘Is this Britart's ground zero?’ The Guardian. 27 May.

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

http:/fiwww toutfait. convissues/issue_3/Multimedia/Shearer/Shearer0|.html [site visited | May
2005]

Schneider, P, et al. 1968. The World of Manet New York: Time Life.

Stallabrass, julian. 1999. High Art Lite. London: Verso.

Street-Porter, Janet. 2001. ‘Over the last five years people of all ages have flocked to see the
kind of art Tom Stoppard despises’. The Independent. 3 June.

[Accessed online] WRL unavailable [2 May 2005].

Stoppard, Tom. 2001. ‘Thinking is not enough: art involves making too’. The Daily Telegraph, 15
June. [Accessed online] URL unavailable [2 May 2005].

Stuckism International [online] Available: http//www.stuckism.com [site visited: | May 2005]

‘Stuck on the Turner Prize’ [onhne] Avallable

Emquﬂ:l_tm}[ﬂugkLhLm [S|te visited: | May 2005]

145


http:httpllwww.stuckism.com
http://www.toutfait.comlissues/issue_3/Multimedia/ShearerIShearerOl.html[site
http://www.artnet.comlmagazineJfeatureslsaltzlsaltzS-12-OO.asp
http://www.&I!ardian.cQ.yklartslbritartfire!stQry/Q.I4634.1310814.OO.html[site
http://www.artscienceresearchlab.o..llarchjvelarticleslletters
http:ArtTrhob.co.za
http://www.artthrob.co.zal03apr/reviewslsang.html[site
http:ArtThrohco.za
http:Metrolyrics.com
http://www.metrobTics.comllyrjcs/2078181D-12IEminem
http:Metrolyrics.com

*The Turner Prize’, Wikipedia. The Free Encyclopedia. [online] Available:
http://en wikipedia.org/wiki/Turner_Prize [site visited | May 2005]

Varnedoe, K. Adam Gopnik. 1990, High and Low. Modem Art ond Populor Culture. New York: The
Museum of Modern Art

ed. Peter Weibel. 2002. Erwin Wurm. Ostfildern-Ruit: Hatje Cantz

Williamson, S. 2003. ‘Sue Williamson’s Diary, Friday, March 28'. ArtTrhob.co.za. [online]
Available: http//'wwwaartthrob,co.za/Q3apr/diary 0104.html [Site visited: 28 November 2004]

Willoughby, G. 2004. ‘One lame Asshole, for sure’. ThisDay, p9. 2 February.
Yorke, Z 2003. ‘Dada and development in Cape Town’. ThisDay, 20 November.
Young, E. 2003. Muse: An Exhibition by Ed Young. Cape Town: Bell-Roberts.

Zaayman, C, 2004. ‘Contra Mundi’. Art South Africa, Vol.03, Issue O1. p.80. Bell-Roberts. Cape
Town.

148



http://www.artthrob.co.zaI03apridiarxOI04.html[Site
http:ArtTrhob.co.za
http://en.wjkjpedja.or&!wjld/Turner

148








http:bewtkJm;�!eldl!.ll





















http:irutl'ln.lu



http:exp,<l.ns



http:Chtd:.an
http:apprOOlch.ng
http:Slrt!~.ra
http:Abov.I.tr.YI






http:i)CJ..kL



http:fwww.:lrtthrob.(;\).7A1;04mnr/foedba.ck





















www.ar\throb_co






www.artthrobco.za/03Iunelreylewslgalerleputa












http:unsren:'t.1l
















p.11. PLATES of 'BRUCE GORDON' follow; the first is blank, then we come
upon the artwork in pensive pose, puffing on a cigarette, sans cigarette,
drinking, not drinking, on auction, a shot of the dealer, two low intensity
interactions in front of blue-lit Lolas, artwork with a red bakkie looking upright,
next artwork flashing light and artist squinting, the artwork making the business
call, the social call, artwork concealed in a blank page (quoting the first plate),
artwork revealed in ltalian leather, and, almost finally, a cartoon coupling
artwork and art Madame. Then, acknowledgments owned to. All these make up
this conceptual gesture, this material spectacle of social and aesthetic
deliberation.

What more can we make of this overdetermined spectacle designed by Ed
Young (never mind why)? One direct, 'internal’ response is offered by the text
by Andrew Lamprecht. Setting aside the reproduced newspaper cuttings in the
catalogue, the text presents in roughly three interweaving registers. First are
the quotes. One, by one Cennino Cennini (Italian leather?), dated 1437,
announces the text; with cautionary tales of moderation and the exhaustion
accasioned by consorting with women. Then there is the voice of the author.
This voice is orthodox, instructive, citing, arguing, quoting. And finally, there is
the voice of the artwork; a laconic, confessional, narrative, anecdotal auto-
history. These words too are quoted, this time from a birthday speech.

The middle voice - depending on how one does the ordering - is that of Andrew
Lamprecht. Lamprecht is given spine by a formidable ammature of authority;
quotes Jean Baudrillard, Gilles Deluez, Theo Adorno (it requires a generous,
even indiscriminate world where the third would even be seen dead with the
other two). This voice establishes a quick archaeology and a genealogy. We
find mention of "precedentsE going back to classical times”, with Plotinus and
Ernst Gombrich providing art historical collateral. On the side of art, are
references to Kostabi and Koons, Rubens and Rembrandt, Michelangelo,
Jacques-Louis David, Marcel Duchamp. There is also a report - some sort of
last word - from iziko. A generous, but masculine world. Perhaps Cennini's
caution is serious.

These artistic luminaries introduce the aesthetic lynchpin 'Bruce Gordor', "bon
vivant, raconteur, and general good chap”, once "Mosquito Weight boxing
champion of Matebeleland" (shades of Joseph Beuys, Lynda Benglis, Nelson
Mandela?), "Chicken fucker" (masculinity again) to "Cape Town's art world".
The artwork has clearly been around, is textually politically credentialed,
relaxed, social, and has "deep concem for the oppressed, especially women”
(Cennini notwithstanding).

What is awkward, is the rather toxic atmosphere of socialite dandyism and
artiness around the project. This feels like a clique. And, in a way, thisis as it
should be, as conceptualism is no more immune than any artistic orthodoxy of
recent vintage to a certain disciplined clubbiness. As a performance of this
particular kind of cool sociality, this aspect of the work touches on something
critical.

But that potential for critique is unevenly sustained in the text and indeed the
project. When the author tells us that "Ed Young's Bruce Gordon... has nothing
to do with Bruce Gordon's narrative”, alongside narratives which take a good
deal of space, there are stresses at work. The critical and artistic challenge is to
create some vital and dynamic common cause between the peculiarities of a
"found-object” as itself, as "the idea of Bruce Gordon®, as a 'real’ thing, as 'art,
within the frame of this extended performance. The kind of common purpose |
have in mind would be mindful of the principled disposal of 'declared
intentions' expressed early on in the text. It is on the playing out of these
entanglements and their infiltration into the wider public world that the promise
and power of this work rests.

in a way the discourse of newness, of transgression, questioning, challenging,
irreverence, significance are pretty standard for alt contemporary art of
ambition. It is in precise and unstabie the articulation of these conventions, in
the invocation of histories - cultural, artistic, institutional - in the citing of key
agents in the canon-formation, that the real and very traditional treasure of
cultural capital rests. All this in the text operates in a conventional direction, but
there are also some unexpected turns. One, touched on by Lamprecht, is a
rather sophisticated piece of special pleading for a 'pure' concept, for 'truth’,
and routing these to - in this context surprising - to an idea of beauty.

This turn to abstraction and beauty clashes harshly with the elaborate set of

Being sold at auction might not be so liberating for a Cape Slave, to state the
obvious. Being tattooed with a number invokes an atrocious history within
living memory. These darken the spectacle in uncomfortable ways, not least in
questioning the bad faith of liberal voluntarism. This clash is also reflected in
the counter narratives of social persona as against the phenomenal integrity of
a 'found object’, or between the intimate personal anecdote, mixed with a dose
of local celebrity to end being a social cipher of sorts.

It is also specifically acknowledged in the odd conjunction of the ‘sitter' and the
‘subject, introduced by Lamprecht. Again, this reference to conventions of
portraiture seems a peculiarly precise digression, even if abandoned quite
soon. But | want to consider Lamprecht's critical move, of which this digression
is part, a little more before ending. This review is aiready well over its word-
limit, and we may as well die for a sheep as for a lamb. The sheep is
interesting, even if chickens enjoy a sexier reputation in this world.

Lamprecht's willingness to speak of the "ultimate significance”, the "true nature”
of the work, all other claims notwithstanding, suggests the direction he would
want this instance of conceptualism to move. These statements are
symptomatic of a desire for some sort of transcendental 'holism' in the realm of
a metaphysical harmony, this last referred to under the rubric 'symmetry’. This
desire requires a drastic division of the physical instance from the abstractly
‘heautiful’, restaging in broad terms a very ancient Platonic discourse, where
illusion is delusion, appearance betrays essence, mimesis tricks the true,
where material is a crime against form.

Here Lamprecht's ventriloquist is Plotinus, whose history with neo-platonic
thought is complex and in some ways antagonistic. But what is surprising here
perhaps is that this is one of those relatively rare instances in conceptualism
(often so historico-materialistic and 'situationist’ in aimost every sense) where
the mode unabashedly speaks about a beauty beyond history, about spirit. In
the early 21st century this is a bloody and fiery road to look back on, and the
effort takes some courage.

Looking far back we might recall Plato banished the artists from his Repubilic,
and he was no democrat, civil or otherwise. Yet the words of Joshua Reynolds
which close Lamprecht's text pose a challenge to this esoteric. The intelligibiity
he seeks requires clearing clouds and mists, a resistance to the faise
magnitude with which the metaphysical attitude covers the object world, and
effort to "see things as they really are”.

And where all this leaves us is presumably what this work means, and wherein
its beauty lies. The aesthetic import bracketed by all these thoughts, these
quotes, these ideas, people, institutions... the artworld, is what we presumably
need to see and heed. This is a lot for a middle-aged white man to carry, even
equipped with the prophylactic of owning a bar called Jo'burg in Cape Town
and buttressed by the memories of chickens. But | guess that is what comes
from ambition.

Bruce Gordon: An Art work by Ed Young by Andrew Lamprecht. Published by
the South African National Galiery Iziko Museums of Cape Town.

Colin Richards is an art critic, curator, academic and praclicing artist based in
Johannesburg.
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