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“keep your mouth shut”...
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“But even Cyclops had an eye, ‘and what an eye...""
(Lotringer citing Homer in Lotringer & Virilio 2005: 67),

body (eye); Sylvere Lotringer; Homer; things that
are round (sphere)

(Above) excerpt from Lotringer & Virilio (2005: 67).

stones; things that are roundish; states of being
(definitely full); repetition; painting and drawing
from memory

(Immediately above) drawing of a stone found by
Willem Boshoff when he was in high school.

geography (sea); states of being (dynamic);
things that are round (whirlpool) slapstick; funny stuff; coagitation

(Immediately above) card issued by United Tobacco (Right) card issued by Max Cigarettes, no.151
Companies, no.4 (‘Do you know what causes a (‘Swiss misunderstanding’) in a series of 250.
whirlpool;) in a series of 50.
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cacolydates; geography (constellation); surface; posm?ns (hero); positions {scou.r_n_
positions (cowboy); positions (artist); positions {hystenc_};_ positlons_ (genius); positions
(romantic); positions (quack); positions (narcissist); positions foutsad_er); positions
(insider); masters vs. daddies; architecture (exedra); in tersection points

An incomplete, subjective, and highly idealised genealogy of ‘orphan thinkers' (see Massumi
in Deleuze & Guattari 1987: xi).



05,
2010

"'l"--'l-l-i
s

holes; excipient; theory vs. practice; craft (hobby); something to do

(Above) found image on how to make a pack-basket.
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Anja de Klerk; geography (constellation); architecture (cockpit); states
of being (definitely full); repetition; monstration; propaganda; art as an
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(Above) front sides of business cards printed by Anja de Klerk showing different 2 m— =
views of her studio pin-board in 2008. v
elrory
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jazz singer Al Johnson, who was white, painted himself in black- G\v'-l\:'l“ml‘::;"h:;"""
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It was a farewell to silence.

Sylvere Lotringer; Paul Virilio; voice; utterances; history

psychoanalysis (as a suggestion); art as a diversion; positions (artist); Dennis
Excerpt from Lotringer and Virilio (2005: 67) . i
on the first words spoken on screen (the Jazz Singer was the first position | | |
s & i (Immediately above) note on Dennis Hollier's Against Architecture (1989) and the
phenomenon of being on one’s own couch.
T
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something to believe in; something to do; epiphany; Don Quixote; circular performance; states of being
(dynamic); positions (martyr); positions (cowboy); voice; language (as performative); truth; lies; language
(as excess); fool's gold; love; accident; restraint; the cost of action; states of being (static); resistivity; art;

craft; positions (artificer); monstration; honky tonking; art as a swamp; body

(immediately below) keywords describing a shift from investing in art and activity in general as something to
believe in to something to do.

A shift from looking for:

something to believe in (in defense of lost causes, Don Quixote, circular performance (dynamic)
martyrs, battles, voice, body (grumbling), spirit, life, noise,action words, lies, rhetoric, truth, fool’s gold, love,
drama)

fo

something to do (truth, restraint, slow inaccurate and almost imperceptible movement, resistivity, hovering,
voice, resignation, duty, body, organs, genitals, whispering, silence, death, creativity, gardening, crafl, artificer,
words with jobs, doing, showing, saying, more or less, honky-tonking, confusion, swamp, open brackets,
everything.

dancing bear; a deer exists a
unicorn exists; animals (bear);
animals (horse)

(Right) pencil on paper.

Aristotle; Donald Palmer; rocks

(Below) Aristotle in Palmer (1994:79).

“Falling rocks accelerate because they are happy to be getting home"' (Aristotle in Palmer 1994: 79).
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unit; architecture (house vs.
temple vs. tomb); early learning

(Left) balsa wood, enamel, spray-
paint and resin.

things that are round (circle);
magic; hunger art

(Right) indian rosewood off-cuts.
Received from Douglas Gimberg. I

magic; emollient

(Left) porcelain objects.
Received from Christian Nerf.

(top) B.B.86.
(middle-right) B.B.80.8.
(bottom-left) B.B.80.6.
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trustees; coagitation; art as a swamp; cacolydates;
surrender; box; architecture (exedra); failure; experiment

Documentation from an experiment with a box and canvas
sheets by the Trustees (Douglas Gimberg, Barend de Wet,
Francis Burger and Christian Nerf). (The box was rotated
clockwise in two minute intervals offering each participant the
opportunity to censor the others.)
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Antonin Artaud; Douglas Gimberg; Samuel Beckett; Marcel Proust; Gilles Deleuze; Martin Heidegger; the
question as a problem; explanation; language (as excess); voice; dead ends; circular performance; things

that are round (arguments); the image of thought; nihilism; coagitation; the cost of action; weak logic; desire;
positions (valetudinarian); pricks; productive confusion; the logic of the supplement; states of being (dynamic);
the indulgence and exhaustion of the meaningless voice; box; miscommunication; cacolydates; art as a
diversion; zigzag; explanation; the indulgence and exhaustion of the meaningless voice

(Below and following pages) rough collection of notes on The indulgence and exhaustion of the meaningless voice.

“Or it's my voice too weak at times. The one that comes out of me. So much for the art and craft” (Beckett 2006: 365).

What it is: a fragmented assemblage of words, citations, propositions, dead language, sculptures, announcements, thoughts,
tools, living and dead ideas, utterances, found objects, descriptions, missing pieces, scraps, drawings, diagrams, half-dug
holes and unrepaired cracks. It is housed in its entirety in a wooden box.

The contents of the box are a collection of leftovers generated over a two and a half year period. In this way, the project
and its contents can be read according to the logic of a superstition — a stubborn remainder that stands over and continues to
affirm its existence beyond reasonable doubt and in spite of evidence pointing to the contrary.

Though this logic can only fit the dynamics of the project up until a certain point it assists in emphasizing a strategy for
reading its content (each object, be it a sculpture, a text, an argument or a drawing, functions primarily as a self-sustaining
and self-justifying utterance. Like the primary problem that this project attempts in part to grab hold of (the problem of
Justifying expression in general, from artistic practice to philosophy or writing in general, the problem of why to go on, how
to go on, and what to go on with) these utterances can never be definitively exhausted. Similarly, they cannot be argued for
or against, they do not exist by permission, they are there, remaining, standing over, subsisting, speaking, sitting, waiting. (It
does not mean that they are strong, many hang by a thread and can, evidently, die by their own accord.)

They are self-revelatory in that what is revealed is identical to its revelation, and are also therefore difficult to explain
without simply saying them again. They do their jobs and are active as utterances.

A researcher who has taken on a voluntary commission with no brief returns (having occupied an office on the premises for
several months) with the contents of her pockets. She announces to an obligatory audience that like Antonin Artaud in his
last public reading, what she has to tell them is not interesting, but that it’s still research. She then asks, like him, what she
can do to be truly sincere.

It tries, at least at times, to be very quiet, slow, painfully slow, every movement just a twitch — but this level of subtlety is
evidently ever-elusive.

What it is is ‘a coffin for the child of our two-year friendship’ (Douglas Gimberg) and a self-perpetuating storage solution
(hunger art). Weak logic, constraint and freedom.

Performativity of project as a whole (the gaps are not place-holders for missing pieces but for other pieces).
Not doing anything properly (studio logic, dabbling, allowing oneself to be the master of none).

How it was done/how it came about; initial aim of an open, free associative space — recognition of writing as integral to
practice — but space allocated to writing was/is received and/or put forward as supplementary and separable (the problem is
not that writing doesn’t count as art itself but that the writing that happens happens on the side, naming the unnamed before
it has said its first word and allocating everything a space within the realm of the plausible)- general methods designed and
assumed in order to counteract narrativizing/justifying tendencies: evasive strategies, sabotage, productive confusion and art
as an exercise in problem solving — deconstruction as an impossible torch to bear, reconciling weak logic with strong rhetoric
— hopelessness (desperate adoption of principles) — inability to speak/find a subject that would warrant ‘research’/ nothing
happens when nothing happens, self-diagnosis (success) — ego (vanity) wanting to crack something, intensity + anxiety
over invisible enemy + ego (excessive confusion and mismaiched environment) — encountering all of these enlightening
ideas and yet still surprised at how things continue to continue...
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The attempt to sometimes exhaust and sometimes indulge the meaningless voice (processes which become almost
interchangeable through their constant opposition to one another) is almost that thing that Beckett writes of, and which J.M.
Coetzee (2006: xi) explains as an attempt to “concoct some verbal formula that will pin down and annihilate the unnamable
residue of the self and thus at last achieve silence™. It is this up to a point, but with none of its pungency (Beckett) or valiance
(Coetzee on Beckett). The implementation of each, indulgence and exhaustion, is non-committal and locatable only in
relation to particular states of being, though the idiosyncrasies are innumerable (the exhaustion is never valiant except in
reference to itself as exhaustion at which point it has already tumed into indulgence, the indulgence never knows what it is
doing until it let’s go and sees itself at which point it stops and begins the process anew).

i A practical explanation of how the project can be made to work, how it can be used
(or rather, how it can be of use) remains unspoken (and can potentially be met by a simple series of inoffensive and non-
committal instructions, a how & what of each) (structural strategies).

A demand waiting within the question of how it can be used that cannot be met simply via instruction (one that has surfaced
repeatedly throughout in spite of numerous attempts to skirt it), (It is fitting therefore that this last attempt to explain should
finally answer and thereby silence it.) Having immediately exposed itself in the third phrasing of the question at hand (how
the project can be of use), this demand is altogether more complicated in that it brings up the accursed question of ‘why?".
The positioning of this question (in its crudest form) as a problem has been nagging at me from the outset and a large part
of the project is marked by the exasperating dynamic that such a move generates through its constant attempts to evade and
delegitimize its own subject while still being forced to employ it (effectively putting itself out of work). (In a loose way, the
logic of this dynamic is similar that of the speaker in Samuel Beckett’s Unnamable (1958) where the protagonist decides at a
relatively early point in the monologue that there shall be no more questions:

“I'll ask no more questions, there are no more questions, 1 know none anymore. It issues from me, it fills me, clamours
against my walls, it is not mine, | can’t stop it, 1 can’t prevent it, from tearing me, racking me, assailing me ... Soitis I to
speak, all alone, since I can’t do otherwise. No, I am speechless. Talking of speaking, what if | went silent? What would
happen to me? Worse than what is happening? But fie these are questions again. That is typical, | know no more questions
and they keep pouring out of my mouth. I think I know what it is, it’s to prevent the discourse from coming to an end, this
futile discourse which is not credited to me and brings me not a syllable nearer silence. But now I am on my guard, I shall not
answer them anymore, | shall not pretend any more to answer them” (Beckett 1958: 307).

Another familiar dilemma phrased by Beckett’s Unnamable (and one which will necessarily remain unresolved) is the
problem of locating the source of the question. *‘Who, they?". The enemy is felt but never sighted. Moreover, there is a
growing, gnawing suspicion that the interpellator and interpellated are one and the same, s it possible that this problem
shares a bed with the problem of employing doubt as a sparkplug for thought that Deleuze speaks of in Difference and
Repetition (1994: 130-139) (that romantically pragmatic process of radical doubt that razes every structure in sight only to
build everything anew with the very same bricks, blessing each with recognition as it is placed and cementing it with the
comfort of a ‘good-nature’ and affinity to the true)? How deeply ingrained is this ‘image of thought’, how badly is it needed
in the first place, and how attached is the thought of thinking to the procedure of doubt? Do all investigations start with a
question? It seems a ridiculously limp dead end (is it?) and I'm not in the mood for circling.

(Dilemma of art as research etc...where did the questions come from? Why it was necessary throughout to continuously
confront the question of why?) The aim of the project is in fact simple...to rediscover the wheel (the point being that | am
not and could never be capable of discovering the wheel, and am therefore still confused — the proper thing to say would
therefore be that my project is about confusion?).

Itis, in fact, the one thing at hand that can be offered (and it is indeed, amongst other things, what each object of this project
has been taught to say from this point onwards and what each object is softly but persistently repeating).

“One should rather come to understand that it is exactly through the characterization of something as *value’ that it loses its
dignity. This is to say that through the estimation of something as a value, one accepts what is evaluated as a mere object
for the appreciation of man. But what a thing is in its Being is not exhausted by its being an object, much less when the
objectivity has the character of value. All valuing, even when it values positively, subjectivizes the thing. It does not let
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beings be, but makes them valuable as the object of its action” (Heidegger in Smith 975: 335).

Having to answer this stupid question again and again, *Why...?" *So what...?" It renders everything finally useless, and my
vanity has stepped up to finally deal with this one thing.

Truth: I there is something virtuous amongst all of this, it should technically be locatable within a discussion of the truth
(though introducing it as such may have ruined its chances of survival already).

Nihilistic in certain senses; but not as an argument against it. It is nihilistic, but it’s propositions are encouraging rather than
debilitating.

The new (general critique, in the vein of stoicism, of the initial fraudulence of an a priori proof of existence: Rationalism,
Cartesianism, Logical Positivism etc. as a fraudulent foundation).

Nietzsche’s will to power and lying creatively: language functions by lying, by iuvcnli_ng similarities .whcrc there mbcr;:, -
but this lying is also the key to the inventive possibility of language where so-r_:alled 'I‘ucrgl I'tmg.uage bwom a sul
of poetic language (see Palmer 1994: 260-262), we misuse and pervert it all without discrimination and in equal measure.

We do not look for things to believe in but for things to do.

Laying self-oriented traps; “where self-imposed demands function as obstacles to be overcome in a display of wit
and ingenuity” (Roberts 2001: sp).

Parapraxis (slips of the tongue, finding something else).
Phatic function (hello, can you hear me).

Vattimo + Paul Cilliers: weak thought.

Theory as real (forgetting and then being reminded; the gripping magnitude of de Saussure’s arbitrary nature of the sign
and the impossibility of communication between friends).

“But if love, for Proust, is a function of man'’s sadness, friendship is a function o{ his cnwardlcc': and, if neither can be
realized because of the impenetrability (isolation) of all that is not ‘co§n mentale’, at least the fmll:lre to poss_ezf may
have the nobility of that which is tragic, whereas the attempt communicate where no'conu?lumut;:n is possi T‘;‘:c "
merely a simian vulgarity, or horribly comic, like the madness lh‘at holds a conversation wu_h the rmtur:ﬂi” .
no communication because there are no vehicles of commmicalu?n. Even on lhc rare occasions when word an ?ﬁ
happen to be valid expressions of personality, they lose their significance on their passage through the cataract of the
personality that is opposed to them” (Beckett 1958: 538).
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positions (acephalous);
Kendell Geers; Dennis Hollier

(Immediately above) note with
excerpt from Hollier (1992: xii).

box; the cost of action;
language (private);
repetition

(Right) drawings and
notes.

positions. don quixore

madman
hysteric
paranoiac
aphasiac
martyr
embarrassment
failure
Srand
liar
beggar
shepherd
preacher
teacher
writer
artist
critic
conspirator
prisener
idealist
nihilist
alcoholic
academic

enemy
supporter
deserter
opportunist
intellectual
cynic
idiot
pedant
loser
chief
executioner
mather
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child
baby
slave
master
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explanation; repetition; it is what it says it is; there is no solution because there is no problem; holes;
embarrassment; positions (hero); Josh Ginsburg; Barend de Wet; Clément Rosset; Gilles Deleuze; Felix
Guattari; desire; lack; zigzag; wave; honesty; experiment; art as research; the logic of the supplement; failure;
hysteric vs. master; crack; language (the arbitrary nature of the sign)

Rough collection of associated ideas, problems and solutions.

It is not reasonable; give up (there is no need to agree or not).

How to be honest about offering: how to not be pretentious (how
to be sincere and sincerity as embarrassing).

Observed existing system + standardized modes — what of this
could be done away with, what is unnecessary.

Wanlting to be an embarrassment (to make the unavoidable
embarrassment of creation clear),

Feticide vs. Patricide — surviving on my own (without marks)
wanting to be equal.

...Mo name-calling, everyone must do what they need to do (it is
all fine, continental not continental, truth or lies).

Why truth — how is it possible? (coming from deconstruction,
wanting a voice — wanting a voice and a body).

Writing as primary space to sabotage, then everything else;
embracing intensity and small errors as direction markers
(bringing the loose areas onto the level of the others in a flat
space).

An ocean of calm (confusion proper hits and works) — a
preferable space for creation without anxiety — what is this space,
where [ cannot say | am? (where 1 outsource my desire).

Space of death and dead language (Josh Ginsburg’s *society of
1°, in my own, not even | speak the language).

Absolution of responsibility — experimentation proper (failure
and success have equal merit) but the experiment has no controls.

Not an pe from language or a problem of subjective reality
vs. actual reality, 1 do not have recourse to Artaud’s intensity, its
far less dramatic, yet it is still a continued and necessary escape
from oneself.

On a more banal level, it is also necessarily about concessions —
Deleuze fell in love with Guattari,

What is left, failures, scraps, leftovers. (Or, at times, aphorisms,
live thoughts).

What not to look for (trust issues — not a naive trust, it has
nothing to do with me — trust the thing and do not rely an idea of
the intention as a barometer to decide whether it’s worth looking
at or not) (what happens at this point, this coldness, this treatment
of everything as object/concept, is it cold?).

The arbitrary nature of the sign (and the primacy of the signifier).
Refusing to enjoy (for the camaraderie).

Trauma (accidents) and the force of “life forced to think™ (from
Dale 2002: 87).

A step forward (as artist, embedded, swamped, having jumped in)
or back (as something else, in black, having stepped away from
the hole to watch).
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There are many words that have been stubbornly stuck on, like
Truth, with a capital T, without ever having been interrogated as
to what they could mean, where they have been, and/or what they
could be doing here.

1 don’t know about truth anymore.
Incamation + the voice.

Losing yourself: the master and the hysteric (who speaks the
truth/has the truth spoken through them/lets go and who censors/
translates).

IT MUST BE AN EXPERIMENT IN ITSELF, AT THE RISK
OF: IT MAY NOT BE OF ANY USE

Its not the best way to do it, or the way to do it, it's the way it has
been done (step off again).

As an active, sggressive strategy against the standard pretensions
(it is that too, a fight) it must also be sustainable, you must still
be able to go to class. (Deleuze on having just a taste, just a
drop, lingering at the edge of the crack and traversing only its
surfaces). (Dale 2002: 95)

In the case of these strategies, how can one evaluate which is
preferable?

Paradox of things as they are and the impossibility of expression
as well as the very important discrediting of intention.

The mussing thing (looking and therefore finding that there is
indeed something missing, but you'll never find it, because its not
there — NOTHING IS MISSING).

“Clément Rossel puts it very well: every time the emphasis is put
on & lack that desire supposedly suffers from as a way of defining
its object, “the world acquires as its double some other sort of
world, in accordance with the following line of argument: there
is an object that desire feels the lack of; hence the world does

not contain each and every object that exists; there is at least one
object missing, the one that desire feels the lack of; hence there
exists some other place that contains the key to desire (missing in
this world)”.

“If desire produces, its product is real...desire does not lack
anything; it does not lack its object” (Deleuze & Guattari 1983;
26).

(Its not that this thing presupposes nothing, but that it has found a
way for it to be comfortable in such discreditable spaces).

We leave the final words to Barend de Wet:

Visitor: what are you knitting?
de Wet: Fine Art.



hunger art; desire ~ Hunger art
drunk on water (ridiculous?)

(immediately right) willing desire?
note

language (blanks for when words gone); language (word games)
(Below) a misunderstood lipogram.
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(Immediately above) comparable
oneiric house; early learning; relations between the master,

architecture (monument) the slave, the mistress (hysteric),

hiloso a >
(Immediately above) watercolour B R E

and pencil on paper.
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Gilles Deleuze; Friedrich Nietzsche; Plato; the question as a problem; truth (the truth is always new); direction;
the image of thought; positions (idiot savant); positions (pedant); reinventing the wheel; institutionalised
bowel movements; truth (speaking for itself); architecture (house vs. temple vs. tomb)

(Below and following page) excerpt from Deleuze’s Difference and Repetition (1994: 130-138) on doubt as a blunted
tool for thought and the problematic disavowal of the ‘image of thought' that grounds philosophical enterprise.

“The philosopher takes the side of the idiot as though of a man without presuppositions” choosing the *idiot’ over the
‘pedant’ whose thinking emerges “in the form of a natural capacity for thought which allows philosophy to claim to begin,
and to begin without presuppositions™ (Deleuze 1994: 130).

“It cannot be regarded as a fact that thinking is the natural exercise of a faculty, and that faculty is possessed of a good
nature and a good will...Descartes’ famous suggestion that good sense (the capacity for thought) is of all things in the

world the most equally distributed rests upon no more than an old saying... What makes Descartes a philosopher is that he
makes use of that saying in order to erect an image of thought as it is in principle: good nature and an affinity with the true
belong in principle to thought, whatever the difficulty of translating this principle into fact or rediscovering it behind the
faacts. Natural good sense or common sense are thus taken to be determinations of pure thought. Sense is able to adjucate
with regard to its own universality, and to suppose itself universal and communicable in principle. In order to impose or
rediscover this principle — in other words, to apply the mind so endowed — there must be an explicit method... There is no
doubt, therefore, that in fact it is difficult to think, but the most difficult in fact may still be the easiest in principle. This is
why the method itself is said to be easy from the point of view of the nature of thought (it is no exaggeration to say that this
notion of ease poisons the whole of Cartesianism). When the presupposition of philosophy is found in an Image of thought
which is claimed to hold in principle, we can no longer be content to oppose it with contrary facts. The discussion must be
carried out on the level of principle itself, in order 1o see whether this image does not betray the very essence of thought as
pure thought. To the extent that it holds in principle, this image presupposes a certain distribution of the empirical and the
transcendental, and it is this distribution or transcendental model implied by the image that must be judged... There is indeed
a model, in effect: that of recognition. Recognition may be defined by the harmonious exercise of all the faculties upon a
supposed same object: the same object may be seen, touched, remembered, imagined or conceived. ... (132-3).

*...The model of recognition is necessarily included in the image of thought...this model remains sovereign and defines the
orientation of the philosophical analysis of what it means to think...Such an orientation is a hindrance to philosophy. The
supposed three levels — a naturally upright thought, an in principle natural common sense, and a transcendental model of
recognition — can constitute only an ideal orthodoxy. Philosophy is left without means to realize its project of breaking with
doxa...we may well discover a supra-temporal form or even a sub-temporal primary matter, an underground or Ur-doxa:
we have not advanced a single step, but remain imprisoned by the same cave or ideas of the times which we only flatter
with having ‘rediscovered’, by blessing them with the sign of philosophy. The form of recognition has never sanctioned
anything but the recognizable and the recognized...Moreover, while philosophy refers to a common sense as its implicit
presupposition, what need has common sense of philosophy? Common sense shows every day — unfortunately — that it is
capable of producing philosophy in its own way. Therein lies a costly double danger for philosophy. On the one hand, it

is apparent that acts of recognition exist and occupy a large part of our daily life: this is a table, this is an apple, this the
piece of wax...but who can believe that the destiny of thought is at stake in these acts, and that when we recognize, we are
thinking? (134-5).

“As Nietzsche says, truth may well seem to be *a more modest being from which no disorder and nothing extraordinary is
to be feared: a self-contented and happy creature which is continually assuring all the powers that be that no one needs to be
the least concerned on its account; for it is, after all, only *pure knowledge™...What is a thought which harms no one, neither
thinkers nor anyone else?” (Deleuze 1994; 135-6),
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"=Some reports of our perceptions do not provoke thought to reconsideration because the judgment of them by sensation
seems adequate, while others always invite the intellect to reflection because the sensation yields nothing that can be
trusted.

—You obviously mean distant appearances, or things drawn in perspective.
—You have quite missed my meaning... " (excerpt from a dialogue in Plato’s Republic in Deleuze 1994:1 38).

“This text distinguishes two kind of things: those which do not disturb thought and (as Plato will later say) those which
force us to think. The first are objects of recognition: thought and all its faculties may be fully employed therein, thought
may busy itself thereby, but such employment and activity have nothing to do with thinking. Thought is thereby filled

with no more than an image of itself, one in which it recognizes itself the more it recognizes things: this is a finger, this

is a table...whence the question of Socrates' interlocutor: is it when we do not recognize, when we have difficulty in
recognizing, that we truly think? The interlocutor seems already Cartesian, It is clear, however, that the dubitable will not
allow us to escape from the point of view of recognition. Moreover, it will only give rise to a local skepticism — or, indeed,
10 a generalized method — on condition that thought already has the will 1o recognize what essentially distinguishes doubt
from certitude. The same goes for dubitable as for certain things: they presuppose the good will of the thinker along with the
good nature of thought, where these are understood to include an ideal form of recognition as well as a claimed affinity to
the true, that philia which predetermines at once both the image of thought and the concept of philosophy. Certainties force
us to think no more than doubts...” (Deleuze 1994: 138-9),

*“All that this thinking allows is the perpetual reassurance of the same (it interrogates and razes only to reestablish that
which it already knows is obviously true). — this is why we should only ever write about what we don't know...How else
can one write but of those things which one doesn’t know, or knows badly? It is precisely there that we imagine having
something to say. We write only at the frontiers of our knowledge, at the border which separates our knowledge from our
ignorance and transforms the one into the other. Only in this manner are we resolved to write. To satisfy ignorance is to
put off writing until tomorrow — or rather, to make it impossible. Perhaps writing has a relation to silence altogether more
threatening than that which it is supposed 1o entertain with death™ (Deleuze 1994: xxi)

On thinking of a triangle:“all truths of that kind are hypothetical, since they presuppose all that is in question and are
capable of giving birth in thought to the act of thinking. In fact, concepts only ever designate possibilities. They lack the
claws of absolute necessity — in other words, of an original violence inflicted upon thought; the claws of a strangeness

or enmity which alone would waken thought from its natural stupor or eternal possibility: there is only involuntary

thought, aroused but constrained within thought, and all the more absolutely necessary for being born, illegitimately, of
fortuitousness in the world. Thought is primarily trespass and violence, the enemy...Do not count upon thought to ensure the
relative necessity of what it thinks. Rather, count upon the contingency of an encounter with that which forces thought to
raise up and educate the absolute necessity of an act of thought or a passion to think. The conditions of a true critique and

a true creation are the same: the destruction of an image of thought which presupposes itself and the genesis of the act of
thinking in thought itself” (1994: 139).
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Lia Perjovschi; blue dot; states of being (open);
geography (outer-space); body (skin); geography
(constellation); research; conditions of making
(making the conditions for making); weak logic

(Left) a blue dot tattooed onto Douglas Gimberg's arm.
(The blue dot is a tribute o a statemen} made byl Lia
Perjovschi on attempting the task of mind-mapping the
universe and being able to start after seeing the earth as

a blue dot).

space-time (striated); eccentric performance; positions (romantic); positions (fool); what happens when
nothing happens

(Immediately above) stills from a short karaoke-styled video filmed in Paradise, Knysna
(set to Angelo Badalamenti and Ketty Lester's Love Letters).
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Catherine Dale; Antonin Artaud; Gilles Deleuze; Felix Guattari; Sylvere Lotringer; Baruch Spinoza; honesty;
truth; truth (speaking for itself); positions (hysteric); positions (alcoholic); positions (ecstatic); intensity; body;
voice (the voice that skins the body); rotten nature; eccentric performance; body (organs); body (flesh); body
(brain); missing piece; zigzag; crack; surface; writing as embarrassing; desire; holes; body (genitals); positions
{demiurge); positions (idiot savant); truth (the truth is always new); philosophy

(Below and following page) excerpts from Dale (2002) on Antonin Artaud with Deleuze and Guattari.

“...Everything in the order of the written word which abandons the field of clear, orderly perception, everything which
aims at reversing appearances and introduces doubt about the position of mental images and their relationship to one
another, everything which provokes confusion without destroying the strength of an emergent thought, everything which
disrupts the relationship between things by giving this agitated thought an even greater aspect of truth and violence —

all these offer death a loophole and put us in touch with certain more acute states of mind in the throes of which death
expresses itself” (Artaud in Dale 2002: 85).

Artaud’s last public reading, The story lived by Artaud Mémo; “1 put myself in your place, and I see very well that what [
am saying isn’t interesting at all, it’s still theatre. What can I do to be truly sincere?” (Artaud in Dale 2002: 85).

“In a letter to André Breton, Artaud writes ‘1 left because I realized that the only | language I could use on the audience
was to | take bombs out of my pockets and throw them | in their faces in a gesture of unmistakable | aggression’...and yet
there is this refrain, this bow, this histrionic collapse in front of nine hundred people. Artaud’s plaintive interrogation of
the constitution of truthfulness is a burden to the audience and to himself (a rhetorical question, or more precisely, part of
Artaud’s interrogative practice of disciplined cruelty), and more importantly a repetition, a repetition of the idea kernel

of pure thought itself...truth arrives without reason but very soon becomes reasonable. What is most scandalous about
Artaud’s ‘truly sincere” however is not that Artaud synthesizes the good and the bad on this single, desperate night — as if
this were — anomalous to the rest of his work, work which incessantly calls into question notions such as true and sincere —
but that this determination of the true could well be his work (the true is all there is is true)” (Dale 2002: 84-6).

True # sincere (opposed via principle of truth as objective and sincerity as irretrievably personal).

“...injecting the audience not with the personal, but with the impotence of the personal in proposing the existence of the
sincerity of truth itself. At first glance ‘truly sincere’ demonstrates the perilous probity of the integrity of a madman, poet
and actor: a little sincerity is dangerous...but a lot is fatal” (86).

“...Artaud is an embarrassment to philosophy. He makes philosophy cringe when he flaunts his sincerity and truth.
Even more persistently he is the philosopher who, through a restructuration of the actions and passions of the body,
produces a discreditable practice of thought, and chastises both philosophy and its audience for their pre-philosophical
presuppositions, their predictable emotions and physical reactions” (86).

“I have not become a poet or an actor in order to write or recite poems, but to live them. I read a poem not to milk applause
but to feel the bodies of men and women — and I mean their bodies — throb and quiver in harmony with mine” (Artaud

in Dale 2002: 86). In a note accompanying the above quote Dale (99) recalls Sylvere Lotringer’s comments from 1996

on Artaud’s terrible acting style, noting that while Artaud was the “butt of theatrical jokes™ his “awkward gestures and

his over-earnest attempts to portray a character were entertainingly far superior” adding that “in this sense Artaud is the
tormentor, tormented, and fool who thrives precisely because as ridiculous as he is on stage, he is dangerously sincere and
so frightens, confuses and dismays his audience” (99).

“Man is sick because he is badly constructed| we must decide to strip him in order to scratch out this| animalcule which
makes him want to itch to death| god,| and with god,| his organs.| For tie me down if you want to,| but there is nothing
more useless than an organ.|| When you have given him a body without organs,| then you will have delivered him from
all his automatisms and| restored him to his true liberty” (extract from the conclusion of Artaud’s To Have Done with the
Judgement of God cited by Dale 2002: 99).

22

“] am innately genital, and if we examine closely what that means, it means that I have never made the most of myself. There
are some fools who think of themselves as beings, as innately beings. I am he, who in order to be, must whip his innateness.
One must be a being innately, that is, always whipping this sort of non-existent kennel [chenil, also hole or hovel], O bitches
of impossibility!” (Artaud in Dale 2002: 88).

“I shall not command my desires and inclinations, but neither do I want them to direct me, I want to be those desires and
those inclinations™ (Artaud 1976: 446-7 in Dale 2002: 90).

“Artaud’s approach to ignorance is perhaps evocative of Spinoza’s. Both view ignorance or inadequate ideas as catalysts
for creating active affections out of what Spinoza called joyful passions. Where Artaud cruelly confronts common forces
of bodies, Spinoza who is also harsh, encourages everyone to work toward joyful relations between bodies, what he calls
‘common notions’. Both are thinking of the energy of the forces of bodies” (Dale 2002: 99).

“Above all else there is the wholeness of the nerves. A wholeness that includes all of consciousness, and the secret pathways
of the mind in the flesh” (Artaud 1976: 259 in Dale 2002: 94).

“And it looks so good, I can see it| And smells so good, I can smell it| And it sounds so good, I can hear it| so why iye, iye,
iye iyee| can’t I touch it?”(lyrics from the Buzzcocks, Singles going steady, cited by Dale 2002: 99).

“In The Logic of Sense Deleuze discusses the crack (named after F. Scott Fitzgerald’s ‘The Crack Up’) which persists at the
frontier of the depths and the surface. In the twenty-second series of The Logic of Sense Deleuze returns repeatedly to the
problem of depth and surface, of Artaud’s madness and senselessness and Carrol’s humour and nonsense, of how to stay at
the surface of the crack, at the incorporeal event without actualizing oneself in the quicksand and clamour of its body” (Dale
2002: 93).

“All these questions point out the ridiculousness of the thinker: yes, they are always two aspects, and the two processes differ
in nature. But when Bousquet speaks of the wound’s eternal truth, it is in the name of a personal and abominable wound
which he bears within his body. When Fitzgerald or Lowry speak of this incorporeal metaphysical crack and find it in the
locus as well as the obstacle of their thought, its source as well as its drying up, sense and nonsense, they speak with all the
gallons of alcohol that they have drunk which have actualized the crack in the body. When Artaud speaks of the erosion of
thought as something both essential and accidental, a radical impotence and nevertheless a great power, it is already from

the bottom of schizophrenia. Each one risked something and went as far as possible in taking this risk; each one drew from

it an irrepressible right. What is left for this abstract speaker once she has given advice with wisdom and distinction? Well
then, are we to speak always about Bousquet’s wound, about Fitzgerald’s and Lowry’s alcoholism, Nietzsche and Artaud’s
madness, while remaining on the shore?” (Deleuze in Dale 2002: 94).

“The humour of this conundrum encapsulates a certain ironic burden toward change, toward the perception of knowledge
and the knowledge of change (and a call to loosen up if not fall apart, to live a little if not on the edge, to want a little pain, if
not to die from it)...A little bit crazy, just enough to create. The question is, what does Deleuze see in Artaud’s energy — life
— chaos that he so admires? The second question follows, does he limit these ‘Artaudian values’, by means of his caution?
But this is to position Deleuze on a rigid line of pedantic philosophy, and Artaud on some kind of fluid line of dissolution,
when the two are really not all that opposed...in their quest for being a little crazy and a little alcoholic, Deleuze and Guattari
favour Henry Miller who suggests getting soused on water...like the masochist, the schizo and the drug addict [Deleuze and
Guattari] are hankering for a taste, for the effects of a practice...along a crack between the flesh and its sense (at its ‘cutting
edge’)” (Dale 2002: 95).

“Following Deleuze we ask, what is it that can be ordered, yet is chaotic at the same time. What is it that can only be
drunken, yet is sober at the same time, and what is it that can only be crazy, yet is also sane or secure?” (Dale 2002: 96).
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voice (the meaningless voice that prevents you from being nothing and nowhere); Samuel Beckett; language
(as circular); the question as a problem; language (as excess); positions (the exhausted); states of being
(static); anxiety; proximity; repetition

(Immediately below) excerpt from Samuel Beckett's Unnamable (1958: 307-326).

“Let us then assume nothing, neither that | can move, nor that 1 don't, it’s safer, since the thing is unimportant, and pass

on to those that are. Namely? This voice that speaks, knowing that it lies, indifferent to what it says, too old perhaps and
too abased to ever succeed in saying the words that would be its last, knowing itself useless and its uselessness in vain, not
listening to itself but to the silence that it breaks and whence perhaps one day will come stealing into the long clear sign of
advent and farewell, is it one? I'll ask no more questions, there are no more questions, | know none anymore. It issues from
me, it fills me, it clamours against my walls, it is not mine, | can't stop it, | can’t prevent it, from tearing me, racking me,
assailing me. It is not mine, I have none, 1 have no voice and must speak, that is all I know, its round that I must revolve, of
that I must speak, that is all I know, with this voice that is not mine but can only be mine, since there is no one but me, or if
there are others, to whom it might belong, they have never come near me..." (Beckett 1958: 307).

*“But within, motionless, | can live, and utter me, for no ears but my own. They loaded me down with their trappings and
stoned me through the carnival, I'll sham dead now, whom they couldn’t bring to life, and my mother’s carapace will rot
off me. But it's entirely a matter of voices, no other metaphor is appropriate. They’ve blown me up with their voices, like
a balloon, and even as | collapse it's them | hear. Who, them? And why nothing more from them lately? Can they have
abandoned me, saying, Very well, there's nothing to be done with him, let’s leave it at that, he's not dangerous. Ah but the
little murmur...to murmur what it is their humanity stifies, the little gasp of the condemned to life, rotting in his dungeon
garroted and racked, to gasp what it is to have to celebrate banishment, beware. No, they have nothing to fear, | am walled
round with their vociferations, none will ever know what I am, none will ever hear me say it, | won't say it, I can’t say it, |
have no language but theirs, no, perhaps 1'll say it, even with their language, for me alone, so as not to have lived in vain,
and so as to go silent, if that is what confers the right to silence, and it’s unlikely, it's they who have silence in their gift,
they who decide, the same old gang, among themselves, no matter, to hell with silence, I'll say what | am, so as not to have
not been born for nothing, I'll fix their jargon for them, the any old thing, no matter what, whatever they want, with a will,
till time is done, at least with a good grace. First I'll say what I'm not, that’s how they taught me to proceed, then what |
am, it's already underway...” (325-326).

“Ah if only this voice could stop, this meaningless voice which prevents you from being nothing and nowhere™ (370).

oneiric house; architecture
(house); early learning

(Right) pen on paper.
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architecture (house vs. temple vs. tomb); box; exine; repetition

(Above) diagram of the box.

architecture (exedra); box; exine

(Immediately above) documentation of review presentation to the MFA
staff group at the Michaelis School of Fine Arts. May 2010.
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reasonable and unreasonable
combinations; things that are
roundish

hunger art; teasel; architecture
(empire)

(Left) plastic pen holster, African
paduk sawdust and liquid plastic
droplet.

(Left) purple-heart wood chip.

something to do; craft;
architecture (tomb)

(Right) polished African blackwood.
Received from Douglas Gimberg,

things that are round (spheroid); architecture (empire);
gold; food (sugar) architecture (empire); hunger art; teasel

y tomography; hunger art;
(Right) sanded sugar cube and cang!omer';te (wood) (Immediately above)
sugar cube with gold powder. rosewood off-cut.
Cube with gold powder assembled Immediately above)
by Anja de Klerk. { chipboard off-cut.

(top) B.A.2.1.
(bottom-left) B.B.80.5.
(bottom-right) B.B.80.4.

B.B.77.3-4. (top-left)
B.A.9. (middle-right)
B.A.11. (bottom-right)
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Marlene Dumas; pornographic tendency; erotic tendency

(Above) excerpt from Marlene Dumas (1998: 31).

dung beetle; states of being (coprophagous);
positions (narcissist); things that are round
(sphere)

(Immediately above) self-portrait

crack; ;
as a dung-beetle. ———

(Immediately above) plastic label.
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Marlene Dumas; serialworks;
Christian Nerf; Spunk
Seipel; Kathryn Smith;
[+\=X; architecture (cockpit);
exhibition; coagitation

(Left) exhibition invitation for
/+\=X, a group show curated
by Christian Nerf and Spunk

=il Seipel, Serialworks, 23 March

2010, Cape Town.

things that are roundish; food; public
performance; coagitation; crack;
looking for the crack (performance);
adulteration; tomography; geography
(strata); /+\=X; elucubration; rotten
nature; positions (demiurge)

(Left) process documentation of Looking
for the crack, 2009, an installation and
performance for */+\=X". The object
shown above (top-right) was constructed
over 24 hours (using flour, salt, coffee
grounds, liquid plastic, plaster, plaster
bandage, soil, sawdust, cocoa powder,
wax, blackstrap molasses and a balloon),
baked for half an hour and sawed open
on the evening of the exhibition. The
bottom right image shows a collection

of leftovers generated by the process (a
piece of each layer was kept aside and
mounted onto sugar cubes).
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things that are roundish; food; coagitation; crack; looking for the crack (performance);
adulteration; tomography; geography (strata); /+\=X; elucubration; animals (dog); magic

(Above and following pages) booklet produced for Looking for the Crack. Additional keywords are
listed below illustrated page spreads.
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blivet; body (cyst); body (genitals); popular opposites; Peter Sioterdijk; slips; positions
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luck; xxx; fool's gold; repetition; positions (fool)



tf;ustu;:; cioolydatas; novelty vs. invention; magic; conditions of making (making the conditions
r making|

_F'rocess documentation of a miniature replica of Christian Nerf and Douglas Gimberg's studio door,
installed on a |'~a|| that separates their studio from the home of Barend de Wet, forming an unsolicited
but welcome link between the two spaces (De Wet was out of town at the time of construction).
(Executed as a collaboration with the Trustees.)

FRANCIS BURGER
FIGHT FIGHT FIGHT . WHAT A MORNING'
03/2010
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fight fight fight; confusion; states of being (dynamic); positions (hysteric); process; geography
{unpassable paths)

(Immediately below) screen grabs of active windows taken during the process of piecing together Fight
fight fight, what a morning.

fight fight fight; confusion; states of
being (dynamic); positions (hysteric);
positions (valetudinarian); circular
performance

(Left and following pages) seminar paper
presented as a part of the MFA seminar
program at the Michaelis School of

Fine Arts. The image on the left shows
the cover page of the paper. As Fight
fight fight, what a morning was a dry-
run for the present chronology a large
amount of its contents have been placed
elsewhere in this document. For this and
other reasons the following pages show
reformatted excerpts from the paper
rather than lllustrations of the actual
page spreads. The content is limited to
February 2010. Additional information
and keywords accompany the excerpts.



fight fight fight; geography (unpassable paths); states of being (dynamic)

Below] i
( ) excerpts from Fight fight fight, what a morning. The collections of text gathered and generated for Fight fight

fight was formatted as a seri i - . . o
above each point series of points. A selection of these is provided below. Additional keywords are provided

:Xh‘ail_ls_stion; archite_cture (exedra); a provisional philosophy of yes; conditions of making (making the
onditions for making); reinventing the wheel; Kathryn Smith; Lia Perjovschi

le P?ljovschi (Romanian artist/writer/explorer/investi gator/facilitator/educator) speaks about: having to invent the table
:l}:l (_11i:;over}3g that one’s discoveries aren’t original (you’re sad or disappointed but it’s good to know that you are on

€ right track) and the use of the space i i i ivati
ine gt tr pace you have (body, home, studio) as a space for storing, showing and cultivating

“I try to avoid inspiration”, everything is exhausted, “we exhaust even the quotations”,
.Subj;;ecttive h}ilstory (\ge)mz;er ltlalk about the second or the third, only the firsts), you do what you have to do (what you do
1s what you have to do). (Kathryn Smith comments that if the conditions for maki i ’

. t
conditions). (Dada South? closing discussions, 28/02/2010.) 1 (hings aren' thee, e must make the
explanation; reading and writing; language (as a surface); surface; Gilles Deleuze; Felix Guattari

Aim of this specifically:

Rehearsal for the system; test of abilj i i
o akom oty ility of text to perform as a flat surface, reading the reader (can it be read, seen, picked

Both the reader and the writer must, followi i i
these notione (499 > tollowing Deleuze and Guattari “take some risks [them]selves, making free use of

311:;: f;eovsﬁ:gu;z ;}:;ce for mits%ucztiffng] (c(]iaz?ling/dipping in) - not a free for all (a free for some?) but an open space
reinvented. (“The difficult thing [is] not i i i i itions i i
one foan] male therory e mvented Deciry 2006, 39, g [is] not making things, but putting oneself in conditions in which

Itistr ue that I have lOSt touch, tllat many of the p()llltS are envel()ped in the same llaze that made me th at the lady S
>
ink that h
dOg pamted beautlfu“) and that makes me tI) and open red lObOtS with my gate control. Short circuits?

Hungover/delirious/tired sensibility — asking the wrong questions.

A note on the objects; why they aren’t souveni i
. rs— 3 .
ot o the ¢ y s — they are the wrong thing (they are not the missing thing) and they are

truth (speaking for itself); hysteric vs, master; philosophy; art; Alain Badiou

‘I:]E[k'etth? hi/steric‘— except there is no master (I end up confronting windmills, rocks or snails):
malsste(;r;(l:la:i lz'; phl‘l?;o;t)}}:y an(i( arthare p;lred up like Lacan’s Master and Hysteric. We know that the hysteric comes to the
yS: “lruth speaks through my mouth, I am here. You have knowled 11 »
Knowing Subtity of e coens throu » 1am here. wledge, tell me who I am.” Whatever the
ply, we can also anticipate that the hysteric will let him k it’ i

here escapes the master’s grasp, that it must be t: i  ength i onde v ey Yet i that her

' X aken up again and worked through at length i

' > taker : gth in order to please her. I

doing, the hysteric takes charge of the master, “barring” him from mastery and becoming his mistress” (Il)Badiou 280;l : s10)
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a deer exists a unicorn exists; language (as circular); language (as a surface); words with jobs

There is a unicorn
There is a deer

A unicorn exists
A deer exists

space-time (smooth); direction; rotten nature; surface

An attempt at making smooth space-time, in the nth dimension, where limited horizons are inframinced into proterozoic,
supernatant soup and teaseled into “tiny moving carpet[s] of turf and trampled flowers” (Beckett 2006: 366). Where

every point adds an extramarital direction (there is an A and a Z, they are bound to each other and represent a contractual
agreement, but there are also glyphs, particles, numbers, shapes etc.). Every object is treated and produced as a surface, as
marks and as lines, “even if the people have other things to do besides read it” (Deleuze and Guattari 1987: 24).

process

Dry heave vs. slow spastic stutter vs. tantrum.

there is no solution because there is no problem; Felix Guattari; the question as a problem

“If you give me the answers at the same time as asking the questions, things will be much easier . . .” (Guattari in Guattari &
Seem 1974: 38).

voice; craft; stones; positions (artificer); Mladen Dolar; Georg W.F Hegel; magic; something to do; truth
(speaking for itself); truth (the truth is always new)

... we are in Egypt, at the cradle of spiritual development, at the dawn of art. In the Phenomenology of Spirit, Hegel

calls this moment the emergence of the artificer (in A. V. Miller’s translation), der Werkmeister, a producer of incipient
spiritual objects who is not yet to be an artist. Thus, in this moment, spirit “appears as an artificer, and its action, whereby

it produces itself as object but without having yet grasped the thought of itself, is an instinctive operation, like the building
of a honeycomb by bees”. This artificer, this instinctive spirit which is not yet self-conscious spirit, is the one who produces
pyramids and obelisks, like crystals of spirit with abstract geometrical lines, yet without understanding itself. The artificer
produces the enigmatic figure of the Sphinx, which is enigmatic because it is an enigma to itself—the enigmas of the
Egyptians, Hegel famously claimed, are enigmas for the Egyptians themselves” (Dolar 2008: 2).

language (is not a superstructure); Jacques Lacan; truth (speaking for itself); positions (scoundrel);
experiment; Georg W.F Hegel; prosopopoeia

“Let us calmly return and spell out with the truth what it said of itself. The truth said, “I speak.” In order for us to recognize
this “I” on the basis of the fact that it speaks, perhaps we should not have jumped on the “L,” but should have paused at the
facets of the speaking. “There is no speech without language” reminds us that language is an order constituted by laws,
about which we could at least learn what they exclude. For example, that language is different from natural expression and

that it is not a code either...” (Lacan 2006: 344).

“Sutor ne ultra crepidam, just take care of your crooks. We’ll even give you the scientific means with which to do so. That
will help you not to think of truths you’d be better off leaving in the dark.” (Lacan 2006: 28) (A statement made by a “noble
Lord speaking to the Upper House in which his dignity earned him a seat”) (Lacan 2006: 47) (n.17).
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“If reason is as cunning as Hegel said it was, it will do its job without your help” Lacan (2006: 341) citing himself writing as a
prosopopocia of ‘the Freudian thing' (truth),

trustees; miscommunication;
states of being (static); Samuel Beckett; teasel: knife-holder accident
f 4 flow; science;
The static state of being (in contrast to dynamic): It can be a difficult state to maintain. Its pitch is a flat but boustrophedonic m:srm

line. Its movement reverberates along its arcs and dips, charged by its oblique, crab-like speed (its movement is feverish and
frenetic in that every step is a step in an otherwise direction, a shuffle can be equal in speed to a leap of faith). Its movement
is non-dimensional. “Nothing to show not the same. No wall towards which or from. No table back towards which or from...

nothing to show not another. ..nothing but the strokes...the same as ever" (Beckett 2006: 488-489), 1
It bristles at times but often cannot move.

Itis confused.

It is calm and excitable and its sustenance is subject to its fluctuating ability to project its own comfort (it is stubborn and

over-confident; it is confident in the things it has found). It is exteroceptive, it looks out, and interoceptive, it traverses

surfaces, it dwells on skin and follicles, travels along the internal surfaces of orifices. It sees and it listens, it finds things and it
envelopes itself around them. It is open, but not fragile. Tensile but not anxious.

It is also, at times, exhausted (but not tired) it can sit and stare, its"hands sitting on the table and head sitting on hands, head Bad Lings'
level with the table. . lift past head a moment to see his past hands™ (Beckett in Deleuze 1995: 5-6).
It speaks less but it is comfortable with words, it sees them as surfaces and it skims over them. diversion; monstration
It does not feign interest. It walks alone, in the clouds, on water, with a chest that swells after encountering an unremarkable
anomaly and continues to swell even after it is quietly informed that the thing it has found has a name and it is called a
“knife-holder’.
process; desire; lack
body (eyes); direction;
Desire as lack appears at first as a revelation (it's a curse) in its blatant discomfort with the unknown (what is lacking is not intersection points

what is unknowable but what is not there),

hunger art; animals (dog)

“We know that our dogs go through the motions of smelling, seeking, chasing, biting and shaking to death with equal
enthusiasm whether they are hungry or not.” (Lorenz in Deleuze & Guattari 1987: 31 7
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Ses2=

mébius strip; dimension; direction;
appointed vs. disappointed; craft
(hobby); monstration; repetition; line
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unbecoming; prophesy; accident
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fight fight fight;
9ht 1ight; geography (unpassable paths); states of being (dynamic); geography (constellation); pricks

(Below and f i
taken from t;;'?xgg Pages) further excerpts from Fight fight fight, what a morning. The following excerpts have been
owing to the large aﬁ(\/ﬂ:h fwas Tore of a glossary) that accompanied the body text of the seminar paper. Again

of repe " . . . N !
Keywords are listed on the e petition of content placed elsewhere in this document the index has been heavily cut.

art as a diversion

circular performance

dada
discerption

enough

architecture (exedra)

fight fight fight

“As Darian Lea.der proposes, the artistic image is there to capture a look; it’s not necessarily
about representing well than it is about fooling the viewer...’what is painted [sic] is there

;% Stgtri‘;t the other, but more importantly, to attract the other away from the artist” (Smith

The process is characterized by its perpetual and unchangeable movement (it mimics going
forward an.d cannot change direction without moving backwards).
Hyperceptive (generally interoceptive, related to dynamic state of being).

“A provisional philosophy of yes” (Sloterdijk 1987: 395).
Things that have been irrevocably plucked from the whole. (Ronan Coyle)

“His feet grew more and more flat and splay. His horizon was the ground i
moving carpet of turf and trampled flowers [...] He was not givengto tarllk. t'}\lflyat\::igtlgi‘l

a .hundre.d words per day and night. Spaced out. A bare million in all. Numerous repeats
Ejaculations. Too few for even a cursory survey. What do I know of man’s destin gl c .uld
te!l you more a.bout radishes. For them he has a fondness. If I saw one I would na)rlr;e it0
w1tljlout hesitation. [...] We lived on flowers. So much for sustenance. He halted and without
having to stot?p caught up a handful of petals. Then moved munching on. They had on th "
whole a c:almmg action. This notion of calm comes from him. Without hi'm 1 would not )
have had it. Now I'll wipe out everything but the flowers. No more rain. No more mounds

Nothin but the two of us dra; ing thr oug]l the flowers. Ellough my old br easts feel his old
hand (Be‘:kett 2006: 366 ‘0)

Social space; spfice-holde.r for the third. A fertile space for relations within a research
community (which also simultaneously acknowledges and sustains such relations and the
responsibility that such a space demands).

“There is nothing that I won’t do for i i
! . you, there is nothing that you won’t do fi
end up doing nothing for each other” (Boshoff 2010). ¥ \ © forme. o, we

“...his last words were ‘Fight fight fight’ ¢ i i
t wo ght’ and ‘what a morning’. All the little things com:
Zack — mémoire de l‘escalier” (letter from Beckett to Thomas McGreevy 2/7/33 §n the )
l,ea::h l(?f his fat.her). I(lilemoire s a substitute for ‘esprir’ in the expression. ‘esprit de
escalier’ “an inspired afterthought that comes to only onl ing, ¢ irs”
(Fehsenfeld & Overbeck 2009). Y only sferleaving, on th tairs
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formless

fort-da

body (genitals)

intensity

merzbau

space-time (smooth);
space-time (striated)

states of being (dynamic)

states of being
(exteroceptive)

states of being
(hyperceptive)

states of being
(interoceptive}

In Bataille’s “lapidary Dictionary entry devoted to the word formless” he announces that
“words should have jobs, rather than definitions”. “The job of the formless is to “déclasser”,
an action that simultaneously (1) lowers or debases objects by stripping them of their
pretensions — in the case of words their pretensions to meaning — and (2) declassifies, or
attacks the very condition on which meaning depends, namely the structural opposition
between definite terms” (Krauss 1999: 5).

“A small boy throws a wooden reel and retrieves it by means of a string attached to i,
announcing ‘Oo’ on its disappearance and ‘Ah’ on its retrieval. Freud interprets the sounds
as fort (‘gone”) and da (‘there’)” (Macey 2000: 133).

Things that you stick your nose into.

“J’s a very delicate business, these intensities: the finest intensity becomes harmful if it
overtaxes your strength at a given moment; you have to be able to take it in, you have to be
in shape” (Deleuze & Guattari 1987: 198).

Kurt Schwitter’s began working on his first Merzbau in 1923, transforming his family
home into an immersive and collaborative installation. Destroyed in 1943 by the Allied
bombardments, records of the interior describe columns piercing through floors, with
cavities and grottoes containing a “bordello with a three legged-lady” designed with
Hannah Hoch and another with the “sorely mutilated body of a pitiful young girl tainted
with tomatoes and many Christmas gifts” (Witovsky 2005: 452).

“Pierre Boulez was the first to develop a set of oppositions and complex differences, as well
as reciprocal non-symmetrical correlations, between smooth and striated space...in simplest
terms Boulez says that in a smooth space-time one occupies without counting, whereas in a
striated space-time one counts in order to occupy” (Deleuze & Guattari 1987: 477).

A state or mode of practice that is preoccupied by its own eccentric speed and its
performance in relation to established sources of power (only ever bouncing off things as a

result).

Mode that is hyperceptive to sensations produced by external stimuli.

Definitely full, definitely empty.

“If you are closed it will never happen...you have to escape from your prison...the secret
is to be able to see...learn to be full of expectation” (Willem Boshoff at the Dada South?

symposium, February 2010).

The coincidence of being open, unhinged, confused, hypersensitive and/or exhausted or
desperate. Variation on hypersensitive to emphasize its shape (it is round not sharp).

A state of being that fluctuates between a predominantly static modality and a
predominantly dynamic modality.

Mode that is hyperceptive to sensations produced by internal stimuli.
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states of being (static)

the only way out is
through

unit

Use of the term *static” functions in opposition to dynamic.

Tensile state of being. A mode of practice, a state, or a structure, that functions as a flexible
point of gravity (magnetic and stationary) that also functions as a teasel. The state is
characterized by a slow or almost stationary speed

Device (modeled on the dried head of the spiny teasel plant) used to raise a nap (raised hairs
or threads) on the surface of fabric (SACOD 2002: Sv. ‘teasel’). (Predominantly used for

making carpets.)

Quote from Josh Ginsburg, 2009, attributed to Hellen Keller.

A form to repeat (craft repeatedly). (“The divine objects are hidden between us™). A totem,
not a souvenir (a task for the artificer),

Something to do rather than something to believe in. A central, interoceptive middle space
(*...it was necessary to draw a circle around that uncertain and fragile centre, to organize a
limited space™) (Deleuze & Guattari 1987: 311).

The unit is less a space than a spacer, a placeholder, an outline that designates an empty
inside and a too full outside or vice versa (a preventative measure). The inside swells to
fit its borders, but nothing seeps out, it is watertight and airtight and an excellent place to
drown in. Occupied. Left empty but still claustrophobic (bristling).

A grotto (Schwitters and the Merzbau) without marks, nondescript
but entirely obvious and recognizable,

02,
2010

accident; body (hair); things
that are round (spheroid); love;
space-time (smooth)

(Left) beard hair from Douglas
Gimberg. Received from Barend
de Wet.

things that pick you up; knots

Metal wire. Received from
Christian Nerf.

(top-left) B.B.80.2.
(bottom-right) B.A.12.
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craft (hobby)

(Right) wool. Received
from Barend de Wet.

fecundity; things that are
round (spheroid)

(Left) seed heads.

B.B.97. (top)
B.B.101. (bottom)
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rotten nature; food; superstition;

truth; elucubration; magic;
adulteration

(Right) apple with a tunnel gnawed
through it by resident cockroaches
and fruit fiies in Michaelis studio
over a series of nights.

geography (relief); emollient;
things that are round (spheroid)

(Left) degraded piece of wood.

(top) B.A.58.
(bottom) B.B.94.2.
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Lia Perjovschi; Dan Perjovschi; art hi
$ A story (subjective); history; Dada South?; conditions of maki
(making the conditions for making); architecture (exedra) e

iﬁel?w} nots{s from Lia Perjovschi's presentation on the Contemporary Arts Archive, subjective art-history,
leg ines, mind-maps and the CAA (Contemporary Arts Archive, Romania, co-founded with her partner Dlan
erjovschi). Dada South? closing lectures, 23 February 2010 at the I1ZIKO South African National Gallery.
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geography
(consteliation);
aerial view; process;
box

(Left) process
documentation of
object layouts.
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Dada South?; dry-run number one (performance); trustees; public performance; coagitation;
art as a swamp; positions (scoundrel); positions (institutionalised prisoner); positions (artist);
positions (hero); cacolydates; dada; Francis Picabia; Tristan Tzara; space-time (smooth); space-
time (striated); desire; lack; zigzag; wave; Thembinkosi Goniwe; Kendell Geers; Tom Morton;
Gilles Deleuze; Samuel Beckett; Frederic Jameson; Jean-Francois Lyotard; Kemang Wa
Lehurele; masters vs. daddies; postmodernism; fight fight fight; relache; hysteric vs. master;
something to do; long live Francis the failure

(Below and following pages) own script for Dry-Run Number One (Trustees with Jacques Coetzer

as the executioner and Niklas Zimmer on drums, 2010), collaborative performance by the Trustees
(Francis Burger, Christian Nerf, Douglas Gimberg and Barend de Wet) at the Dada South? symposium
(February 2010).

DRY RUN NUMBER ONE

Erancis Picabia: Tableau rastadada 1920

wi is le rab

Long live francis the failure

s ap et illogical and ¢ dictory Dada's

altempt to fimish off the suffocation of art ended up resuscitaling it (spongy power
of art el )

mr picabia breaks with the dadas, 1921 comoedia

| applaud all ideas, bul nothing else, only the ideas interest me and nol what
gravilates around them, profiling from ideas disgusts me. "One has to live." you
tell me? You know as well as | thal our existence is short compared (o the profit
one can gain from an invention, we're on the earth since ihe day before

¥ y and we'll die

People class individuals inlo two categonies: “unserious” and “senous *

No one until now has been able to explain (o me whal a serious man is. | will
make the attempt here myseil. | think that you call a man serious wher he (s able
1o provide for his neighbars. his family. his fiends, on condition (hat to these
ends he pul the interest on his capital to work. An UNSEN0US Marn is one who
confuses interest with capital, and doesn'l seek to make dollars with s ideas-
from an artistic viewpoint, & copyist at the Louvre will always be more senous
than | am' Dada, you seo, was not serious, and thal is why (t won over Ihe world
like wildfire. If some people take It sencusly now, that's bacause it's dead! Many
people will call me a killer, but they're deal and shonsighled. Anyway, there are
na Killers: are tubarculosis and typhoid killers? Are we in control of our lives? In
my opinion, there ks only one killer, the one who crealted the world. But, sinca no
one crealed the world, thare are no killers, Dada will live forever! And thanks to
that, an dealers will make their foriuna, publishers will treal themsalves to cars,
writars will get the Legion of Honor, and | will stay Francis Picabial

All thal is a lol easier then the faith of a coppar- smith, who always laughs at
what's funny and finds black dark and white ight. The coppersmith warms up in
the sun because he's cold, donl be cold, and you'll see haw much the sun looks
hike ran!

Existence is iolerabla really only on condition thal one lives among peopie who
have no ullerior molives, no opportunists, but thal would be asking the
impossible . Talent doesn’l axst, are just s, truth is the
pival on the scale. Everything is boring, no? Falling leaves are boring, naw
Ieaves are boring, heal is boring, cold is boring Grandfather clocks that dor'l
chime are boring, those that do chime are boring Having a lelephone is borng
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Dada South?; go home and play with your genitals/all and nothing; trustees; propaganda; holes; dry-run

number one (performance); body (genitals); process; something to do; coagitation; positions (cowboy)

; ebookbeﬂsarepmductionofthepmposa!wbnﬁﬁedtothaorganiserso!m

Wet) as an audience hand-out to accompany Dry-Run Number One (performance a
ebruary 201
m&fﬁﬂ 'vfhlch had tmaof::lnr;h of a notebook). Additional keywords are provided below illustrated page spreads.

- Christian Nerf, Douglas Gimberg and
(Below and following pages) booklet produced by the Trustees (Francis Burger, g A
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When all you have's a hammer
All you see is nails

When all you have's a hammer
And when all else fails

Hit the nails!
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surrender; positions (shepherd)
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miscommunication; language (combinatorials); hidden noise
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Francis Picabia; prophesy; six legged table
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satan; positions (blind); trust; universal athlete; surface; who they?; Alfred Jarry; positions (artificer)
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something to do; positions (artificer); universal athlete
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positions (pirate); wild promises; body (excrement); hypatia; truth; escape

Brett Kebble; architecture (stadium); repetition; death
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wave; zigzag; space-time (smooth); space
(slave); the weather is rmtra m:pji,w 3 W: language (word games); positions (god); positions
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Inside cover
Acting On Orders No 44, 2008

Clockwiss from
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Burger, Chriastian
Marf, Darend de

Inside cover back

Our Group Portrait 1, 2000
Jacques Coetzer; dry-run number one; sunshine; cacolydates

3:5?-;"5'..' Orders No 53, 2000 :T::-.;»: :‘: . IM;] -
% - (Above) Documentation of Jacques Coetzer as the executioner performing
~13 a short guitar solo on the balcony (as the closing to Dry-Run Number One,
Trustees, 2010),
|
oq ;,/,
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early learning; six legged table; something to do; trustees
(Above) interactive diagram of the six legged table principle (after
pa— Raymond Ackerman's ‘four legs of the table' principle).
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fight fight fight; dada; Dada South?; something to believe in; superstition

(Below and following pages) notes from the Dada South? symposium (February, 2010). Additional keywords
states of being (open); states of being provided between illustrated pages. 5 o
(definitely full); people; ethics ) A { g.:. Xﬂwv“._,‘,: o _& 5
T Y ? % N Tl O e
(Immediately below) excerpt from an %) ::-‘- { !3. 3 ? tf R f&‘_“ (f:" 0 ﬂrﬂ, )
unsent letter to Willem Boshoff. 118 ‘P%ﬂ:% £ LI 2N Py
2oy pild : Vg e
3 2 v3 Pt Tdy o s IV
: , , 23 .if'g’;{fsgkiu & <>
What is important is to be open, I know this and kRS aFrv \Z
have known it but its something I lose often and have |. f’i l\_/»'—s 4%
found of late that | can see it in things more than in Qi:‘, t‘%!i@% h S
peaple. 1 am so tired, not even exhausted, just tired ’1 11 4 Axh §:, 5 T
and slow and the objects can sometimes be the only 2 3 ‘,% = ! ;-3+% E 1 }g, i
things I can keep up with. The idea of being open to ¥ % g ;3" i 'g 2 (£ M"‘;}‘ %
people is something else, its ethics, and its difficult H g "‘.'i d --} 3 4 e '
ind to think about le (1 often end u 3 ‘l : § z vl VY
to find a space to peop P ¥ 3 i 3t
dealing with the inhuman instead). Like you said, } E 4 3 2;3' e TV 3 A% %
there are times when you have to walk on water or in i!‘g i 3 UMM{ o 2o,
the clouds. 15‘ ‘ 1{ - 3 v t,.r“ h{, i
i % % s T o™ =
j. I’ = ‘\cv‘ iy y
- 0
L

\ —— \n:\‘ “ah “‘*":' > ::Np:ﬂ
o ; w

% wnepby wpumy w Fuen®I /Y
&) i
% M\—w /
early learning; craft (hobby) v

e azare [ ‘-‘:-i/ - Fup 5,

5 2
A
(Right) lego blocks.

i ; ; Goniwe; Stacy Hardy;
Marc Dachy; Tristan Tzara; Kurt Schwitters; Thembinkosi 3
m:mmannmmm(w;mmmmmmm

s

Charles Juliet; Samuel Beckett; Carl Jung; exhaustion; birth

%
o
ol

e

(Below) excerpt from Charles Juliet (2009) in conversation with Samuel Beckett.

~
40

3 Py
“In answer to my questions, he tells me about the extremely dark years he lived through after resigning 3 3 i \g %3
from Trinity College in Dublin. He lived in London first, then in Paris. He gave up a very promising * Q;t ¢
university career, but not because he was thinking of becoming a writer: He lived in a small hotel room 2

near Montparnasse; he felt lost, crushed, without will, He would rise at noon; he barely had enough
strength to make it to the nearest café for breakfast. He could do nothing, not even read.'l had let myself
become an Oblomov " Then he whispers wearily: ‘There was my wife...it was difficult...”

THEAR! oM ¢
%\(‘5 .

&

17K
Lp artwt leekng B

£
i i Wiz
1 ask him other questions, but he can't remember. Or he does not want to recall that period of his life. - ‘-5 2 o=
He speaks of a tunnel, mental twilight . . . Then he says: ‘I have always felt as if, inside me, someone i s %v P o3
had been murdered. Murdered before my birth. 1 had to find this murdered being. Try to give him life . £ l 3 '%_ 3 3 =
.. Once I attended a lecture by Jung—he spoke of one of his patients, a young girl . . . Afterwards, as NETE §.§ 3 3 é
people were leaving, Jung remained silent. And then, as if speaking to himself, and surprised by the -f }g '}i + 33 21% a %
discovery he had made, he added: “In fact, she had never been born’. I have always had the feeling that ol =N [,{ 3 3 3
| too had never been born’, In 1945 he returned to Ireland 1o visit his mother. whom he had not seen % o | \."-;‘
since the beginning of the war: Then he went back again to see her in 1946, and it was during this visit 3 i\_" _;"?.
that he had the brusque revelation of what he had to do. 'l understood things could not go on as they x| 2 b z=
were. " (Juliet 2009: sp). 111 z =
- | ¥
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Ashraf Jamal; misery; joy; art history; dada; positions {hm"u}; Kendell Geers; Rosenclaire;

James Sey; language (as excess)
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(Immediately below) mébius strips (paper, tape and pencil).
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off; positions (druid); states of
complexity; positions (shepherd)

being (open); escape; luck;

Andre Zaayman; Willem Bosh
truth (speaking for itself);

states of being (closed); superstition; positions (hero)
(Immediately below) self-directed note.

and not that or simply

why this. I don't know and I couldn t even begin to tell you. lts

ion, blocked; whether or not the things that are here
all stopped up and absolutely impossible to begin an answer. Or,

There is so much that my mind greets with a total lack of

should be elsewhere and why in general this

comprehens
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of entitlement to do this and not only achieve a degree but also

actually convince others to do it as I have.

rather, I could say that I have a strange over-confidence and sense

Slow, tired, spent — half-cocked
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trustees; trust; surrender; cacolydates; positions (blind); something to do

(Above) trust excersizes with the Trustees (Christian Nerf, Douglas Gimberg, Barend d
. v N e
Wet and Francis Burger) in Riebeeck Kasteel (Western Cape).

trustees; Dada South?; dry-run number one (performance); experiment;
coagitation; something to do '

(Immediately above) front and back covers of a proposal to the organisers of the Dada
South? symposiumn for Dry-Run Number One by the Trustees. The booklet contained
a collection of images and statements as well as lined blank pages. The resulting
notebooks were then used by each member of the Trustees over the period leading
up to the symposium. After scanning and sandwiching the contents of the individual
notebooks a second booklet was produced and distributed at the symposium (see go
home and play with your genitals/all and nothing).
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Barend de Wet; architecture (camping); repetition; something to do; unit; craft; elucubration; positions
(fool); architecture (exedra); geography (garden)

e

(Above and below) documentation from a 24 hour workshop with undergraduate Fine Art students at the
University of Stellenbosch. The image immediately above shows students drawing Barend de Wet during a
reenactment of his 2006 installation, Camping. The top image shows cardboard constructions made by the
students after an object presented to them by Nerf (see box object B.B.100).
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experiment; explanation; art as research; something to do; wave; positions (jack vs. master); positions
(student); adulteration; direction; food; Paul McCarthy; space-time (smooth); truth (speaking for itself);
utterances; states of being (myopic); conditions of making (making the conditions for making); intention;
art as silent

Preparatory notes for a formal crit with the MFA staff group at the Michaelis School of Fine Arts (January 2010).

Admit to having exploited MFA as an easily exploitable free space (the only prerequisite being that one should create
a body of work, with an accompanying text). Working towards a practice that can sustain itself beyond an institutional
brief and/or the various techniques that easily afford occurrences/events/objects as art. Or rather:

In my initial MA proposal the one point that has stuck, though its form has been adjusted, is the desire to forge an open
space within creative practice that would allow the breeding of unholy ideas.

Research led practice, practice led research (or practice based research).

Interrogating the function of the various tactics that designate art as such — unlearning and deskilling.

Experimentation and process as justifiable in themselves as essential components of art as research.

Canned chance and hidden noise.

Finding and tuning in to shepherds and/or don quixotes vs. sirens (direction).

Catchpoints now;

«Sauce (tactile submission — zooming in, focusing (“She’s not interested in anything at all, just the sugar, she
concentrates on it”), (Paul McCarthy as a serious artist who understands the substance of sauce and its form beyond the
spectacle.) Unexpected substances should now be seen as mediums rather than tactics, or rather, all mediums should be
seen as tactics on an equal level.

*The catch point of being known/trusted as a practitioner who creates installations that look unconsidered but are in fact
very considered. Why is it that the intentions of the practitioner still hold so much sway — (1 would like to look regardless
of whether it has been carefully curated, without the easy foot-up onto the pedestal of critical intention) — we must look
as forensics, we must find the things ourselves, we must investigate, focus/zoom in and think.

*TIME, things to do rather than things to believe in (occupying vs. counting).

Side stepping desire as understood within contemporary critical-theory, art-theory, cultural studies type discourse (desire
as lack, objects as substitutes). Experimental practice as something to do - finding things that are not missing.
*Repetition as a strategy to promote a sense of familiarity with the objects on offer.

*Chance + fate and the thin line between them, canned chance (everything is planned, nothing is planned).

*The box will be everything and will be impossible to unpack. Greeting the sea on equal terms,

*The edge of a sphere could be walked endlessly without ever encountering a boundary.

*A theory of the universe.

*Dabbling (not mastering) — why the fact that our interdisciplinary meanderings are not up to standard is seen as a
negative point (we are lucky enough).

*Nothing is impossible.

*Why the question of why is unanswerable.

*The middle of the road (“the infinite is not in sight but the roads toward it look promising™).

*Things that are unfinished can continue (the point is not to finish but to get to the middle).

Encountenng thmgs thal nrhculutcd sornethmg S0 closc to whnt it was l was attempting to express/ finding puzzle pieces/
being in a position to recognize objects as articulations — speaking things — being in a position to hear them/see them /
starting with the roundness, just an adjective that somehow embodied perfectly the sense of stuff that | was trying to deal
with at the time/ life & art - life becoming overbearing, oversensitivity — swelling and leaking.
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positions (student); explanation; Samuel Beckett; Jacques Lacan; weak logic;
language (as an expression of nothing to express together with the obligation

to express); the indulgence and exhaustion of the meaningless voice; box;
chronology; Wilhelm Reich; Don Quixote; surface; architecture (cockpit); geography
(constellation); repetition

(Below) reverse-side layout for AB laminated cards distributed at a formal crit with the
MFA staff group at the Michaelis School of Fine Art (January 2010). (Alternate front-side
layouts are illustrated on following page).

THE INDUL N MEANI

From the outset of my MFA project | have gy that would allow
umhummm nmmmmm
and maintain itsell without prelense or the need for escape.

The project that | intend to submit will consist of two struct ]

In combination they will house the mmndmn.

awhumum Tound objects,

Invertibla principles, u:-llm-uluummw‘rm:'m
box in a

m saem feuh
cmmﬂlmﬂbﬂ restraints are superficial in
the best possible way m.m-upmlmm

A weaher bagic v mor lene Jnfrmmm !Mu mm-m-r Jaghe, I fact W is sinch moes m:rﬂ' M

Iecanse it 18 mowek wore difflewls o make it atick__but ic dodds up all !h vame = {Sacgwen Lavan,
hing. New York: Fervo, p 12

nothing with which 10 express, from which to express, no power to express, no desire to
express, togather with the o express”) [1] would not function unless the
designated within academic art was g consolidation of a

wiones and apple cores, i has esolenc and ol
The lines are here 1o save us.
1. Beckett. 5. & Duthuit, G. 1! . The poaitive consegmence of this i that
Proust sod it in awitobily npoyee s
s b ollow for a maﬁt
ot
which hat mr aved ro [
i
;E | am currently consolidating,
s h-l.' mnmug.. I'\dm0
sli fa i thuww
= submission place
;3‘.’ within my studio where
:.‘ ditfersnt zones will be used to
- objects. A walipaper print
5 - hm‘ {as an abridged
3 axploded view of the box and
z its contents. The
= , combined with an
' -phmwmnw:-"
; , will function as
my
Ll

(Hustratod overisal is a
provisional example of a point
in the chronalogy fand some
keywords),
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(Above) concrete with cement and
paint.

stones; sediment

rocks; body (appendage);
conglomerate (superficial)

(Above) rock with tar.
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(top-left) B.B.80.7.
(top-right) B.A.21.
(bottom) B.A.48.

(Immediately above) stone from Bloubergstrand
81

(Western Cape).

stones; emollient; conglomerate (dot)

-
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B.B.89. (top)
B.A.19. (bottom)

body (genitals); crack; voodoo; states
of being (static); magnetic totem;
formless; direction

(Left) brass, chipboard and balsa wood
with enamel (constructed after Alberto
Giacometti's Suspended Ball, 1930-31).

things that are roundish; rotten nature;
body (mouth); body (teeth); holes;
architecture (trap)

(Right) sea urchin carcass.

82

conglomerate; things that pick rocks; emollient; conglomerate (bulgy); things
( you up that are roundish
(Above) linoleum. (Above) rock.

things that you

pick up
(Immediately above)
steel plate from
magic; pricks Franschoek (top-left) B.B.85.2.
: s G- (top-right) B.B.85.1.
e e (bottom-left) B.B.77.6.
(bottom-right) B.B.76.3.
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games; architecture (exedra); something to do

(Above) bronze and enamel miniature pool table.
Received from Barend de Wet

(made by de Wet in 1986). something to do; play;
architecture (house vs. temple vs. tomb)

L]
(Above) purple heart sticks.
Received from Douglas Gimberg.
u
third, alcohol, hunger art
) ) pip; reasonable and
{Immediately above) plastic SIS combinations; ) )
figurine (Andy Capp). pricks something to do; stoppages; architecture (exedra); process; positions (narcissist)
(Immediately above) plum pip and Documentation of reconfiguration of Michaelis studio. The last twq images shcwn
B.A.54. (tOP'IEﬂ) green drawing pin. immediately above show the adaptation of the studio floor according to outlines of
B.B.80.3. (top-right) Anonymous (a dog) painted by Douglas Gimberg in December 2009.

B.A.26. (middle-right)
B.A.27. (bottom-left)




geography (strata); geography (paths defined by use);
space-time (smooth); architecture (house vs. temple vs.
tomb)

Painted wood, cretestone and sand
assemblage with gold powder.
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12,
2009

geography (paths defined by use); food
(egg); line; magic; elucubration; body (teeth)

(Immediately above) pencil and egg tempera
on paper, gnawed over a series of nights by
resident cockroaches at Michaelis studio.

Marcel Duchamp; oneiric h ; surveillance

(Immediately below) plastic shoe holder.

information

(Below) perspex information sign.
Recieved from Margaret Burger.

INFORM o
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bifurcation; teasel

Shoots from an unidentified
creeper in the Titsikamma forest
(Eastern Cape).

B.A.29.4



The retun of satanic cults among children s a retuen 1o the sacred. it poaltions famhngiek
The sacred in o sacend ettt failure; hope; art as a black hole;
death; body; Paul Virilio; Sylvere
i is creation. can say what like, Lotringer; dissection; abstraction

BT

1t's thumbs down for the gladiator.

I don't want to say more, | don't have a theory of art, and have no
desire to invent one.

When people like Hobsbawm or myself say: "There has been a
failure,” then how hope b 3 possibility. Once again a
eal question, a truly real question, can be raised.

They continue to walk on_
nothing, as characters do in carwons, and then they suddenly
look down and fall. Right now, they are beginning to look undet
_their feet, and they realize there's nothing there.

During the Baroque period, they had no compunction abous
Wdﬂdmmdkmmm“icﬁm
looked like.

¥
|
¥

\
¥

(Below and following page) non-
consecutive excerpts from Paul
Virilio and Sylvera Lotringer's
Accident of Art (2005). (talics
indicates Lotringer, regular text
indicates Virilio).

would, but it is true that conceptual art had philosophical implications.
Joseph Kosuth, who invented it, definitively conceived it that way

Yes, 1 believe something is really at stake in this aesthetics of disap-
pearance, Conceprual art tried to transfer the silence of art into the
language of the concept. Whar spoke was the concept, a speechless
concept, speaking in place of speech. There was something extra-
ordinary there, something that went well with our research.
Conceprual art was one moment, a really great moment. Now it's
over. Now anything goes.

The Voice of Silence

In a nutshell, your opposition to the visual arts now is that things no
longer appear; they disappear without even appearing.

They disappear to the point of being totally eliminated. And there
we have the metaphysical dimension of the ph Con-

porary art is ¢ porary with all of it: the loss of bodies, the
deterritorialization and disembodiment Deleuze analyzed. Thart's
all science does: eliminate. Eliminate bodies to the point... Well,
that's the qwmu’

The paradox is that art over the last twenty years has eremendously

emphasized the body, ar though it had to show it one more time before

it disappeared altogether. It wamn’t a rediscovery, or a post-modern
ressucitation, it was post-morsem before the fact. Freud alio insisted
on the symbolic power of the family at the time it started it disap-.
pearing. And Lacan merely doubled it up by casting the symbolic (and
the Father) into language. There is a kind of...

»*\....uhauniou.

X Yes, bur it like a flush on the face of a consumptive. Sickness parading

ar health|

Céline was wounded on his horse during WWI. Later on in
Vienna, he was introduced to psychoanalytical circles, and by Wilhelm
Reich’ wife no less._He saw Germany on the edge of the abys... Céline

got the idea right anﬂwﬁemmmww )(If

oppressed: they were throwing themselves eagerly into the jaws of death.

You can't understand the 20th century without the death drive.

Still you have vo admis that the death drive is triggered by something.
You trip the switch and it all fires up, but first something has to trip the
switch. Céline fathomed the decp desire for nothingness entrenched
abmess irresistible impatience for deash™* among the hystericized masses
was almost always stimulated, provoked and held by stupidity and
brutality. It fed all the way into the Fiihrer’s “wicidal state.”

This is something that comes out of the War in 1914. Take another

war victim: Bazaine, the abstract painter | knew and who also used

to make stained-glass—I didn't make any with him. They said 1o

him, “Hey, you've become abstrace.” And he would answer, “Yes,

you could call it that.” But he preferred the term “non-figurative.”

He insisted that “abstract doesn't fit me.” So they asked him when

all by itself.” I wrote it down. : dy“‘ﬂ
D15t IGURATON
'Y n\t\hw')\.“\\\ o X A ¥ Al sthw?

hrmmmﬁgﬁpﬂi%mdunmmm-m.uf
figuration then. Abstract are would have to be looked at in an entirely

different way.

Ynmmumudi:'lmmhnsunuduﬁwwkhnut
destroying it, so 1'd rather be abstract.” I've known many other
abstrace painters, including de Stal, but for me Rothko was the

greatest.

So ding 1o you, ab art -a-wmw
wﬁ'ﬂ ion: it Hmm'dm?wbufﬂ
could be level with the borror. Art running away from

o ing it ively by cleaning the slates.

r (i

Abstract art is not abstract, it is an art of retreat. 1 m‘smw:h crit-
icized in the French press for my book. The editorialists said d:m
I didn't understand anything about art. Get lost, L felt like telling
them: you don't understand anything about the culture of art.
You're specialists of this painter, of that style, of this genre, but
you're incapable ofmicuhdn;whumguinmen&npcmd.
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timeline; South African art history;
art history; history; dada; Dada
South?; experiment; fight fight
fight; propaganda; research;
architecture (exedra); reinventing
the wheel; intersection points

& —

(Right and following pages) timeline
(produced and designed with
Serialworks for the Dada South?
exhibition guide) tracking the Dada
movement and its reverberations
throughout the twentieth century until
the present day (with local and global
historical context). (lllustrations show
reverse side of A1 fold-out)
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kaMancinza (South African History Online

2008: sp).

(Above) the head of Chief Bambatha

discerption; history

Parts found and reproduced.

The bloodiest of them is led by Chief Bambatha kaMancinza and leaves 4000 Zulu and
30 white soldiers dead, including Bambatha himself whose decapitated head is displayed

and documented as a trophy. Within a year, the Natal government is able to collect tax

without encountering any form of protest.
a self-proclaimed prophet) leaves 180 Israelites dead and 100 wounded. The massacre

follows a year’s worth of attempts by the local authorities, the ANC and others to
convince the Israclites to leave their camp in Bulhoek on British owned land (Mgijima

had successively stalled the authorities by stating that he would instruct his people to
leave whilst urging the Israelites themselves to remain and wait in Bullhoek for the

Union Defense Force and the Israelites (fanatical religious followers of Enoch Mgijima,
approaching apocalypse).

1921, Bulhoek massacre: a final confrontation between the South African Police, the

1906, Bambatha rebellion: taxes imposed by the government on African men in Natal
lead to a series of confrontations between Zulu communities and colonial authorities.

(Below) extended entries scrapped from the Dada South? timeline (paraphrased from

South African History online) (2008: sp).

Bambatha kaMancinza; Enoch Mgijima; Enoch's tears; violence; discerption;

history; positions (parousiamaniac).

BAMBATA'S HEAD.
Uriginal negzative broken by erder of the autheritics,
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' " Baoul Haudmann

Dada South?; Raoul Haussman; John Heartfield; George Grosz; hope;
productive confusion; fight fight fight; propaganda

(Above) Dada South? flyers.
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tomography; things that are round (sphere); architecture (house)

(Above) pages from a geography textbook torn and grated during a performance by
Kimang Wa Lehulere at the opening of Dada South? (12 December 2008).
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tail: hobbling

(Immediately below) twisted
piece vine from Umgeni
Heights (Durban).

tail; conglomerate

(Immediately below)
coloured wool.

yV 4\

8

third; alcohol; hunger art

(Right) plastic figurine (Andy Capp),
received from Ryan van Huyssteen.

(top) B.A.17.
(middle) B.A.22.2.
(bottom) B.A.27.
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architecture (exedra); something to do; Douglas Gimberg; Anonymous; third;
stoppages; collaboration

(Above) outlines of Anonymous (pictured top and lower right) painted onto Michaelis
studio floor by Douglas Gimberg.

body (blood); positions
(fool); surface

i (Right) laminated paper
1 with fake blood.

rotten nature; food (apple); superstition;
truth; adulteration

(Right) apple core.

food (banana); night soil; lubrication

(Right) frozen and defrosted banana
with vaseline. Received from Dawie van
Vuuren.

(top) B.B.95.
(bottom) B.B.76.2.
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3. Erulh: We already knbw that the truth IL 'lbél. RMW,
f ': ‘:

=l 4. The gy out is through: more often a. dor\‘fﬂ}ﬂﬁ.j.mdo!ﬁnk!dm'i think now; do now

ing that you are looking for is think ldter = jump

m 5. Cynicism ls the least empowering form of
1 criticality
.'I l ]

1. . ) ' ’ /
Elaments:

Processes: Research, events and/or encounters (meetings, chance
[coincidental/surprising| set-up [inevitable), imposed [unwarranted). Destruction,

(explosions and implosions), - Provocation (agitation without anxiety),
Sculpture (mark-making) e ufs
Materials: Surfaces, Found (efigBUritered), expected (fdmed] nfanbfasfuted, |
positioned). Words, style, an & artists, lang
units, universal babble. Aphori . prose, non-fiction, fiction). '

Loopholes (tragic freedom, not escaping, not extended prison cells). Tricks and
= novelties.

Overlaps: Practice and existence. Everything and anything. Fever,

¥ Exceptions (compromises): The market (charismatic men tell pretty girls 10 keep
this it will be worth somsthing one day), Money-making. Sell-management (flarce

Individualism and egotism), the artist as a brand. Didactic conceptualism,

Money. Gods and Masters,

failure; pedagogy; process; bad lines; principles; propaganda; geography (strata);
geography (paths defined by use); Henri Hayden; language (word games)

Art elements and principles (background image shows Henri Hayden's Les Sillons
Rouges [the red furrows], 1960).
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box; merz; architecture (house vs. temple vs. tomb); Kurt Schwitters; conglomerate
i inlai SK or P for Sop
Above) Kurt Schwitters, 1921 (left) inlaid box _
iabril:ator, inlaid wooden box with ivory and mother of pearl (ri
fabricator, inlaid wooden box (Dickerman 2005: 199).

knots; hobbling

(Immediately above) wax knots.

Enoch’s tears; Hans Arp; dada; abstraction

(Above) Hans Arp, 1917, Enoch’s tears, painted wood relief

(Dickerman 2005: B66).
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hie and Paul Erich Kuppers, Albert Schulze
ght) Inlaid box for Anna, Albert Schulze



“In 1920 [Constantin Brincusi] developed a notorious reputation with the entry of *Princess X” in the Salon.
The phallic shape of the piece scandalized the Salon, and despite Brincusi’s explanation that it was an
anonymous portrait, removed it from the exhibition.

‘Princess X' was revealed to be Princess Marie Bonaparte, direct descendant of Napoleon Bonaparte.
Brincugi represented or caricatured her life as a large gleaming bronze phallus. This phallus symbolizes

the model’s obsession with the penis and her lifelong quest to achieve vaginal orgasm, with the help of
Sigmund Freud. Freud, the father of psychoanalysis, condemned orgasm by clitoral stimulation and praised
vaginal orgasm with a penis as the superior and only legitimate type. His condemnation echoed the social
mores of his era which condemned masturbation as both morally harmful and as a cause of mental disorders.
Her search for the elusive vaginal orgasm led her to have two unsuccessful surgeries and numerous affairs
throughout her life with wealthy and famous men" (Wikipedia 2009: sv ‘Constantin Brancusi').

Constantin Brancusi; Marie Bonaparte; Sigmund
Freud; psychoanalysis; body (genitals); continuum
of delights

(Above) excerpt from Wikipedia (2008: sv. ‘Constantin
Brancusi') on Princess X. magic; reasonable and unreasonable
combinations; Hans Arp; merz; geography (sea)

(Below) Hans Arp, 1923, Merz 5, Arp Mappe: 7
Arpaden (Arp potfolio, 7 Arpades, Merzverlag, seven
lithographs (Dickerman 2005: 208). (Five of seven
pictured.)

Moustache Watch

Mousiache Hat

Navel Banle

Arabic Eight
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TABLEAU RASTADA DA

Francis Picabia; long live Francis the failure;
positions (narcissist); George Baker; daddy you
scare me daddy please scare me; dada

(Above) Francis Picabia, Tableau Rastadada, 1920
(Dickerman: 405). The writing across the collaged
face reads ‘vive Francis le raté’ (long live Francis the
failure) with ‘papa’ crossed out. The image is taken
from an earlier portrait published in 397 which had
the word papa in tact and read ‘long live daddy, the
failure' (see Baker 2003).

Theo van Doesbery; dada; positions
(1 am against everything and everyone);
third

(Above) photograph of Theo van Doesberg,
signed under the psueudonym LK. Bonset
(Dachy 2005: 353).



Francis Picabia; positions (narcissist); cacolydates; friendship; architecture
(exedra); doctors; dada; body (eye)

Francis Picabia, L'Oeil Cacolydate, 1921 (Dickerman: 400).
“Picabia takes to his bed for a month with a case of ophthalmic shingles.

To alleviate his depression, a parade of visitors helps him to create L'Oeil
Cacolydate (The Cacodylic Eye)” March 1921, (Witovsky 2005: 444).
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7 X

i -

FRANCIS  PieABI)
ayte

Francis Picabia; holes; body (genitals);
euphemismy; things that are round
(circle); the only way out is through;
continuum of delights

(Above) Francis Picabia, 1920, Jeune Fille
(Young Girl) (Dickerman 2005: 404).

Man Ray; positions (god); enantiodromia;
crack; body (arse); continuum of delights

(Above) Man Ray, Document, 1933
(Dachy 2005: 540).

11



11,
2009

partial object complete with missing parts; homeless object;
voodoo; Willem Boshoff; discerption

(Above) sock used to transport CD's. Received from Willem Boshoff.

*“In order to love something you need to have seen and heard it for a long time bunch of idi-
ots” (A sandwich board worn by Breton at the Dada Festival in Paris 1920 made by Francis
Picabia) (Baker 2003: 64).

*“The only word that is not ephemeral is the word death... To death, to death, to death, The

only thing that doesn’t die is money, it just leaves on trips” (Francis Picabia, Manifeste Can-

nibale Dada, 1920 in Dickerman 2005: 459).

*Even during his lifetime he was beginning to realize that this was really an uncomfortable
and ugly situation, people who mistook novelty for invention™ Robert Barnes in conversa-
tion with Tour Fait (2009: sp) on Marcel Duchamp.

*There was the father we hated: Surrealism. And there was the father we loved: Dada, We
were the children of both™ (Michelle Bernstein in Zweifel et al. 2006: 46).

Constantin Brancusi; Marcel Duchamp; Francis
Picabia; Michelle Bernstein; Andre Breton; death;
money; novelty vs. invention; dada; Robert
Barnes; love; truth (the truth is always new)

(Above) collected quotes.
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dada; 391; masters vs. daddies (the father we loved and the father we
hated); laughter; body (teeth); cacolydates; leaderless group; collaboration

(Above) 'several collaborators of 397" (Picabia’s sporadic journal) illustrated in
Baker (2005: 70). After taking a moment to consider the “liberating laughter” of
Picabia (bottom, second from right) and his friends, Baker notes the unsmiling

faces of Andre Breton, Louis Aragon, Paul Eluard who would soon break with
the Dadaists in a fairly violent clash and found the Surrealist movement.

“Hoe langer hoe boom,
Hoe platter, hoe krokodil”

Private Donor; animals (crocodile); words with jobs

(Above) quote from a private donor (roughly translates
to ‘how longer how tree, how flatter, how crocodile).
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unit; architecture (monument);
something to do; early learning

Digital animation stills.

114

positions (druid); voodoo; luck; states of being (hyperceptive); stoppages; architecture (exedra); it is
what it says it is; Willem Boshoff; Gimberg Nerf; third

(Above and top) detail of Christian Nerf and Douglas Gimberg's Close Enough, three sets of catoptric
divination objects made from partridge wood given to them by Willem Boshoff. Gimberg and Nerf carved
two of the sets symmetrically from the initial set of 14. The initial set was then presented to Boshoff
(shown immediately above throwing the objects).
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unit; oneiric house; architecture
(house); red room; reasonable
and unreasonable combinations;
something to do; novelty vs.
invention

(Immediately below) plastic, balsa
wood, pin, chipboard, acrylic,
sawdust and modeling foliage.

honky tonking; body (breasts); positions (fool); repetition

(Above) stills from a webcam video set to the song Honky Tonkin® by Hank Williams.

reasonable and unreasonable
combinations; things that
are round (spheroid); food
(chewing gum); body (mouth)

(Right) chewing gum and
nail-polish. Received from
Christian Nerf.

(top) B.B.84.1-2.
(bottom) B.B.84.3.
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assemblage; reasonable and
unreasonable combinations

(Right) brick chip with dried bostik
glue with enamel. Assembled by
Christian Nerf.

B.A.47. (top)
B.A.24. (bottom)

mimicry; parasites

(Left) carved pine, plasticine
and enamel,
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holes; things that are roundish;

things that you pick G
up; things that are .

roundish; architecture

(house); architecture things that are round (spheroid);
(trap); exine stones

(Immediately right) (Above) stone from Bloubergstrand
part of a seed pod (Western Cape).

from a Eucalyptus

tree.

i knife-holder;
\ body (plug)
5 (Right) carved
I box wood plug.
jl
restraint; red room 1. N
(Immediately right) rope \‘ ;
with red insulation tape. \\ _
TN (top left) B.A.35.
\\ s '-'f,-: g (top right) B.A.63.
. (middle right) B.A.13.
) (bottom) B.A.18.
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Church vanishes... brick by brick.

The Church of Christ’s Resurrection in the central Russian village of Komarovo was built
in 1809, but in early October someone reportedly took it away, brick by brick. Father
Vitaly, a spokesperson for the local Russian Orthodox Church, said: “We have sent a
letter to local prosecutors. Who exactly did this, the investigation will show”. The church
was in an isolated area only occasionally visited by clergymen, so the disappearance

was not immediately noticed, reports the Daily Telegraph. Komarovo is in the Ivanovo
region, northeast of Moscow. The church was not in use, but clergy had been considering
resuming services there. A survey of the large, two-storey church a few months ago found
that it was structurally sound, but now all that remains are the foundations and sections of
walls."This is not an isolated case,” said Father Vitaly “in many villages in central Russia,
sites of historical interest are being dismantled and people suffer by being deprived of
their cultural heritage™. Theft of church property is widespread in Russia’s rural areas, as
is alcoholism, petty crime, and unemployment.

architecture (temple); positions (pragmatist); desecration; geography (paths
defined by use); magic

(Immediately above) article from the Cape Times, November 13, 2008.

body (blood); line; violence; states of being | unit; oneiric house; red room; epiphany; states of being
(exteroceptive); dissection; pornographic tendency; R | (definitely full)

states of being (definitely full definitely empty); body .

(excrement) Acrylic and gouache on board,

(Immediately above) blood on paper.
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something to believe in; flow; space-time (smooth);
novelty vs. invention; orgone; if it ain’t broke don't fix it

Maple and rosewood structure with conductive thread, copper tape and
brass screws.

art as an exercise in problem solving; geography (cave);
rotten nature; kelp; painting and drawing from memory;
repetition; Castle Rock; geography (sea)

(Immediately above) photograph with grid taken at Castle
Rock (Western Cape). (Above) acrylic, permanent marker and
shellac on board.

B.B.99
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10,
2009

Johan Hugo; Gilles Deleuze; Felix Guattari; psychoanalysis; desire; lack; anxiety; wave; zigzag; words with
Jjobs; epiphany; something to do; surface; holes; effect; direction; art; body (excrescence); body (excrement);
space-time (smooth); space-time (striated); kidney stones; body (calculus); art as a natural outcome;
middle; geography (sea)

(Below and following page) rough notes following a conversation with Johan Hugo.

Creative procedures as effecting (the result of effect and that which effects); points of intersection (holes) as punctures/
pimples that will spur things on (finding something to believe in vs. finding something to do). (How/where to move/find a
direction)

Aphorisms as life stones — abrupt truths that demand a response.

Association vs. iteration (difference + repetition).

Experimenting with the inhuman (creative vs. destructive/entropic) procedures — can there be a human nature? (The
human is always finite — unless it is incarnated as decaying flesh).

Orgone machines and the sea vs. kidney stones.

The movement of -ative/-ical/-ive/-istic (suffix) logic; perverse figurations.

effect

-

The difference occurs on the surface (there is no depth/nothing
underneath that causes the effect)

1 started with the Massumi introduction to 4 Thousand Plateaus (Deleuze & Guattari 1987), then | saw the fractals and
the Serpinski sponge (things that I encountered a while back in a google haze) illustrated on pg. 487, so I moved on to
Chapter 14, 1440: The Smooth and the Striated.

An expression of smooth and striated space (nomad and sedentary). Confronted and already engaged with an oblique
subject of investigation (each is itself difficult to grab hold of and explain from the outside) the chapter proceeds by
a different kind of description — presented as concepts, each type of space is investigated in terms of its hypothetical
properties.

Art as a natural outcome (coming and going).

In Dualism, Monism and Multiplicities, Deleuze (2001) assesses the possibilities of desire as a [wave] rather than a
[zigzag] (can these be the names of these modes, the one, smooth but still peaking and the other all highs and lows).

The fixation on lack as a cause: a sentiment attributed to psychoanalysis and identified as a failing of pleasure in Freud,
Jjouissance in Lacan via Barthes, and orgasm in Reich.

124

Pleasure, Deleuze writes, “is a completely rotten (pourrie) idea. One only has to look at Freud's texts, at the level of desire-
pleasure, which amount to saying that desire is above all a disagreeable tension. There are one or two texts where Freud says
that, after all, perhaps there are agreeable tensions, but again, that doesn’t take us very far. Broadly speaking, desire is lived
as such a disagreeable tension that — a horrible, hideous word is required here, that’s how bad this thing is — a discharge is
necessary. And this discharge, this is what pleasure is! People will have peace, and then, alas, desire is rebom and a new
discharge is necessary” (Deleuze 2001: 96).

Later, he adds that the problem with those conceptions of desire that emphasize pleasure as a close relative of desire is that
they “consider desire to be a dirty little thing that wakes us up, and that wakes us up in the most disagreeable manner: either by
putting us in relation to a fundamental lack, which can then be assuaged by a kind of activity of discharge” (Deleuze 2001: 96).

Art and desire as intertwined processes: when considering art as having an end in something, as necessarily being something
(strictly yet still inexhaustibly definable only by that which it definitely cannot be - *its a ..., a..., it must be a..., its definitely
not a...”) the art object and artistic production becomes an act of excretion, or a discharge...

Cathartic or not, the process of that terminates in the art object (moves on and rests once it has something to leave behind)
suffers the same fate as that of sexual desire when it declares itself finished after an orgasm and leads to a series of wholly
unnecessary and unfortunate performances (the politeness, the courting gestures, all to try and get at it again).

Treating art as a discharge: as if it is so fragile - resting so precariously on the point of success or failure, the most important
thing, an all-encompassing present. Thumbs up or thumbs down. As if there will never be another opportunity to come. And
then.

Do we try and sustain the intensity of production as with the moment of orgasm, where it and nothing else matters? Do we shit
it out and try to preserve it as a relic? Do we try, as Deleuze’s (2001: 98) antithetical heroes do, and see the work of art as an
“interruption, or an exasperation” of the process? Or, rather, as a necessary exhaustion, one that allows the process to start over.
(Same process but with different intonation - the one, zigzag, where the achievement of the process is a wedding and a funeral,
with all the sentiment, the other, wave, equally if not more intense, where the peak drops you straight into the middle of a new
process...)
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leftovers; failure; positions (valetudinarian); Jacques-Alain Miller; Jacques Lacan; superstition; something
to believe in; you lose your faith; states of being (hyperceptive); states of being (definitely full); accident; art
as a natural outcome; art; dead language; Bili Bidjocka; surface; middle; it is what it says it is; monstration;
states of being (coprophagous); indefensible vs. incredible; conglomerate; explanation; weak logic;
appointed vs. disappointed; desecration; architecture (gallery); food; body (calculus)

(Below and following page) notes following a formal crit (22 October 2009)
at the Michaelis School of Fine Art.

What I should have said (a few clarifications/tentative offerings).

What was there. What could be seen. What was invisible/blocked/missing.

Leftovers:

A large part of this project has been focused towards finding ways to complicate the various strategies that enable things to
be recognized as works of art, even to the point of complete sabotage (or failure). The description of the contents of my final
MFA submission as ‘leftovers’ is a product of this undertaking — just as the food, cigarettes and pomegranate juice consumed
in the space before the panel arrived served to deconsecrate the gallery (to suffocate the silence), the term ‘leftovers’ serves
to preemptively defame the objects that I will offer up as art. I have grappled continuously with flexibility of the term “art’.
In one way I see it as an attribute that is too easily exploited — the ease with which the empire house trains things that are
essentially wild and/or ridiculous is an ongoing problem (my 2008 seminar paper dealt with this particular problem in detail;
a key point was that the utterance ‘not art’ performs a designation that does not necessarily rule out the possibility of its
obverse - its implication is one of art, albeit with a question mark).

In another way, the very blurry line between art and other than/not art is exactly what our freedom to practice relies on — in
such a state, art offers a space for that which is truly anomalous to breed, if only temporarily, in order to share its truth. The
problem then, is one of pretense and gratuitous obligations - it should not be assumed that entry into the house of art requires
a payment in kind. In a different way, it should also not be assumed that it would all come too cheaply.

I have faith in art. And it is because of this that I am convinced that the various courtesies that are afforded to it are
unnecessary.

In Katherine Spindler’s seminar Malcolm asked her whether she thought that the natural outcome of her studies would
necessarily be art. Though it seemed at first to be a cheap trick (bringing up the always inconclusive debate of what art is
and isn’t) the question stayed with me. Not only because I am fixated on the idea of art as a by-product, an excretion that
can in fact be accepted or even loved for what it is (without it being dressed up), but also because it really does seem to

be an impasse. The detour that I am currently engaged with is that of the by-product that forms within a body without its
knowledge, objects that form themselves (like kidney stones) and that supersede their host (things that can survive on their
own).

The idea of a body of work as the leftovers of a two and a half year process stems from the above. To contextualise further, it
started with an essay by Jacques-Alain Miller (2007: sp) on Jacques Lacan’s later teaching. Early in the text Miller questions
what the repercussions of framing psychoanalysis as a superstition would be, stating that “superstition, as commonly
understood, is the cult of a false god. In the correct sense, it is reconstructed in etymology as superstare, what is held above.
In the figurative sense, it is what survives, what remains, what continues to exist after its progenitors have ceased to be, it

is something that describes what survives”. Explained in conjunction with such an inversion, where generally derogatory
connotations are subtly inverted, the idea of the leftover (the remainder, the leftover as superstition) can be seen to change its
luck. Its dubious associations become fortuitous; it becomes a word for that which is absorbed and/or augmented instead of
excreted or expelled (even to the point of being able to survive beyond the ego’s decision as to its fate).
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A chapter without an object (obtuse, reticent, esoteric).
A demonstration of how form can be made to betray its content — in this case, a chapter of holes.

In a short reflection on his artistic practice (IZIKO South African National Gallery, 09/2009), the Cameroonian born
artist Bili Bidjocka spoke about painting as a dead language, a language that one can speak, but never without an acute
awareness of having spoken ‘it’.

Besides the obvious differences of intent (speaking/seeing), there is a difference in style between such attempts to
emphasize the performance of form/material, of a surface, when speaking, and other interrogations that show how meaning

is made after the fact. The performance of the surface happens in the middle of everything — it cannot be read without being
seen (it shows).

The comparison drawn here points in particular to interpretations inspired by semiotics, on an informal level — the device
used to distinguish between an interrogation/exposure of form that occurs during construction and that which occurs whilst
reading (after the fact) is, of course, a superficial one. The temporal difference that is its basis functions only to empha_size
the separation that occurs during the act of explaining/exposing when the object of study is removed from view (set aside
in order to be viewed from a clearer vantage point). When speaking a dead language, for example, it is impossible to see

it from the outside — its offerings are entirely esoteric. Such an investigation, through its refusal to separate itself from its
object, is inevitably hobbled and can never simply proceed — it loops back on itself with such a consistency that each point
of construction becomes furrowed in — it is weak.

To defend the inherent value of such a strategy is tricky, if not impossible — its structures resist any attempt to bring it into
view, it is concentric, self-centered and need only refer to itself. It allows a wholly inappropriate communion between

reflection and action, seeing and looking, consuming and excreting — it takes too much in and puts everything in one place.

The conglomeration (the text with the holes drilled into it) that is presented here as a manifestation of this — it helps, in its
defense, to say that it is necessarily indefensible. It is what it says it is — it does not force any choices.

Short of adding a section for bells, and another for whistles, the perforations are an attempt to force things both in and out,
but also to let the thing breathe — it is suffocating.

To defend it, one could only say that it is necessarily indefensible (it is incredible).

WHY? How does it then speak?

There is, however, a certain kind of faith attached to all of this.

Do we have to reanimate the corpse (tricks and novelties) or is it better to look at it when its down, how do we treat it?
1t is flexible to the point that it can incorporate even its opposites (inversions).

(Marking and being marked)

As with a corpse, one that is definitely dead and can be looked at without the fear of a return gaze (after establishing that it
really is dead)

(The construction of meaning and its limits)
Reiteration.

A constellation of holes or stars and/or points of intersection, some dull, some sharp, some missing, some invisible.
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conglomerate; holes; positions (hysteric); states of being (definitely
full definitely empty); the only way out is through; crack; erotic
tendency

(Below and following pages) selected pages from Conglomerates,
booklet with drilled holes produced for a formal crit at Michaelis
(22 October 2009). Additional keywords are listed sporadically
underneath illustrated page spreads.

gold shit

Institutionalized bowel movements (art as a natural outcome and/or asking the right questions). = . i
The question of whether art is the natural outcome of a Masters in Fine Arts appears at first to be a trick question (but A » s

still a riddle rather than an impasse) — my sense of it at this moment is that the question of art, not art, costs a lot and - . : . I
offers little.

*,..there are periods where words lose their salt™ (Cabanne 1971: 90).

It is my hope that what I will have made of my time here will have the strength to force such debates to be left at the P
door. (This, amongst the many other dreams I have of how to explain that the things I have to show you today are like : -
hay in stacks of needles. One does not have to play the fool in order to appreciate the value of fool's gold). o " v k=

It seems quite simple that much of what I have to show you today is quite obviously not; these are just rocks.
I am in a depression.

* Focus — things that are incredible*
* Abstraction — cohabitation — bastard children* !
(I am in the middle of something) ‘

box; art as a question; positions (exhausted); institutionalized bowel movements; art as a natural
outcome; fool's gold; gold; shit; positions (hysteric); rocks; blue; exhibition; architecture (gallery);
accident; noses; indefensible vs. incredible; middle; desecration; pornographic tendency; food (bread);
food (parsnip); food (apple)

(Above) documentation and preparatory note for a formal crit in the Rosedale gallery at the Michaelis
School of Fine Art (22 October 2009).
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waves/swalisfab-_sion

Demosthenes; orgone; rocks; stones; you can never step in the same river twice/once flow; geography (sea); wave
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rotten nature; body (genitals); erotic tendency; pornographic tendency
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geography (swamp); tomography; stones; geography (strata); yellow

(Above) enamel, pen and shellac on board.

The truth is always new.

"“As one such prince of words wrote - I mean Max Jacob, poet, saint, and novel-
ist, through whose fingers the threads of the ego s mask seem to slip of their own
accord - in The Dice Cup if | am not mistaken: the truth is always new " (Lacan
2006: 157).

“Let’s start again. We obviously have to take things one step at a time. The first
step is that of the truth. After what psychoanalysis has said about the truth,

or what they think it has said, since it began to talk, it no longer impresses
anyone. Naturally. When something has been said and said again enough times,
it becomes part of a general awareness. As Max Jacob used to say... ‘the truth
is always new', and if it is to be true, it has to be new. So you have to believe
that what truth says is not said in quite the same way when everyday discourse
repeats it"” (Lacan 2008: 19).

Jacques Lacan; Max Jacob; truth (speaking for itself); indefensible vs.
incredible; states of being (open); positions (saint)

(Immediately above) excerpts from Lacan (2006; 2008).

» A &
Oratory by Jean-Jules-Antoine
Lecomte du Nouy (1842-1823).
Demosthenes used to study in an
derground room he
himsel!. He also used to talk with
pebbles in his mouth and recited
verses while running. To
strengthen his voice, he spoke on
the seashore over the roar of the
waves.

Demosthenes; announcements to the universe;
body (mouth); voice; architecture (trap); geography
(sea)

(Left) excerpt from Wikipedia (2009: sv ‘Demosthenes’).

MHow ta Make Orgonite “TowerBusters® (TA's)
From Den Croft's Giting Compendiun:

1. 1 e mom-stick mufin pans but of course the resin contracts a5 It cools, %0 even the choaper coes work fine.
2. While you're in MalWart getting those pans, and if you don't have any Mile preces of guarts on hand, go to
the craft saction and get the mesh bigs of Tumbled rocks (the smasier rocks). Pick out the guartz and other

arystali. You can also get bits of quarts from the soil or streambed If you have & cloe what to iook for. The
cloady, even white, broken bits sre just 8% pood as 8 ben dollar Herlarmer Dhamond, of course, for this

ngrediants,
Y Dieces that are & quarter and & half inch long.
You get & LOT of crystals in & pound.
3. Drop & smadl wtal in esch rmulfin mold, | often use &
\broken just & dirty, brokan crystsl chip sbout the size of your litthe toensd but if you're
ew 0 this you likely won't feel confident doang this. My confidence i based on a
couple of years of towerbusting expersence, 5o | know that & TB with & funky lttie chip
il st an sverage Entropy tower and I'm stating it for the record.
4. Fill the molkds abmost to the top with loose metal, Remember that ot is sufficent
#nd that the mokis arm each 402, | want you to get the absohte most bang for your
hard-garmed or even tazily-obtained buck. 3oz of orgonite in a
haily o juniper bush is sulficient lor busting most of the single transmitters you'l
ancounter and even for tuming those frowns of & chapel-full of
devil-hating churchgoers upside dawn.

5. Pour ihe resin in by stages until it comes abmost up to the
lerim of the mald afier you've put the metal and crystal in, If the
metal i ton fee (o permit thie resn to soak through before: 2
Hardening, mix t metslweh e catalyred e, then spoon it
i ik you're making combresd. You're proably going ko leam
j the hard wiry to mix in the catalyst first. I'm still kearning that
IR | lesson from time to time ;-)

. Whan I'm ging o toss Ut 8 bunch in town, | pant them green and birown [cama scheme). You'l be
surprised how Qifficult thess arm 1o find once they've been [ossed,

Haw to Make Drganits “Holy Handgrenndes® (HHg's)

From Don Croft's Giftig Conendium

1. Fold & pimca of typing paper twice and then open 1 into 8 cons shape, Tape L3
he overiap and undenap with matking thpe to halp it hold its shape,

4. AMtar you've shaged it into » cone, put the opened cone upside down in &
PADer Cug.

3. We cut & 26" length of 18 pauge copper wire and fonm o into 8 Cockwise -
cone spiral (It resemibiles the 0 of 8 b screw) 50 that & fits loosaly insde the
Baper cone. You can make It pretty rough or get one of Chisty Murchy's ity

Wilhelm Reich; orgone; something to do; craft (hobby);
flow; positions (quack); rocks

(Immediately above) excerpt from ‘Don Croft's

gifting compendium’ (http://educate-yourself.org/dc/
giftingupdate18jul05.shtml) on how to make ‘towerbusters’
and ‘holy handgrenades' which channel orgone energy (a
manipulable form of energy described in the writings of
Wilhelm Reich. Produced and distributed in public spaces

by followers of Reich and supporters of orgone energy, the
grenades and towerbusters purportedly counteract negative
energy currents emitted by various sources such as cellphone
towers.



orgone; something to do; craft (hobby); flow; rocks; geography
(sea); emollient; positions (jack vs. master); Christian Nerf; third;
something good

Holy hand grenade and cloudbuster (objects modelled loosely
after those described by supporters of orgone energy) installed
at Saunders Rock in Sea Point (Western Cape). Constructed and
installed in collaboration with Christian Nerf as an exercise in
enthusiasm.
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Because they've said too much to be born
and said too much in being born

not to be reborn

and take a body

Antonin Artaud, from dix ans que le langage est parti, in Massumi (2002, xiii),

“...he [Deleuze] discovered an orphan line of thinkers who were tied by no direct descendance but were united in their
opposition to the State philosophy that would nevertheless accord them minor positions in its canon. Between Lucretius,
Hume, Spinoza, Nietzsche, and Bergson there exists a *secret link constituted by the critique of negativity, the cultivation
of joy, the hatred of interiority, the exteriority of forces and relations, the denunciation of power" (Massumi 1987: xi).
“...nomad thought ... ‘replaces restrictive analogy with a conductivity that knows no bounds™ (Massumi 1987: xii).

In his own work and in his collaborations with Guattari, the excitable force of Deleuze’s thought is attributable to his
continual agitation of those assumptions that others seem to have already taken for granted.

Within a poststructuralist, postmodern context (this context) there are certain dirty words (words that we are taught to
regard with the utmost suspicion). Citing the key presumptions (“the interiority of individual life, its rationality...the
possibility of transparent transmission between privacies or between the private and the public, and the notion that what
is transmitted is fundamentally information) that have rendered ‘communication’ suspicious if not untenable, Massumi
(2002: xiii) places the blame for the exposition of these on structuralist, poststructuralist, postmodern and postpostmodern
thought and notes that “communication has long since fallen on hard times and with it, expression™. Taking on expression
as a tenable rather than a tentative notion is, as Massumi (2002: xiv) notes, a radical step within a poststructuralist
climate..."so closely bound have the concepts of expression and communication become that Deleuze and Guattari's
insistence on discarding one while retaining the other might well seem quixotic™.

“Traditionally, for communicational purposes, expression is anchored to a *content’. The content is viewed as having an
objective existence prior and exterior to the form of its expression (Massumi 2002: xiv).

*One can never assign the form of expression the function of simply representing, describing, or averring a
corresponding content: there is neither correspondence nor conformity” (Deleuze and Guattari in Massumi 2002: xiv).

ITIS WHAT IT SAYS IT IS

Gilles Deleuze; Felix Guattari; Brian Massumi; joy;
fight fight fight; language (the arbitrary nature

of the sign); language; utterances; structuralism;
poststructuralism; postmodernism; flow;
indefensible vs. incredible; Antonin Artaud; voice;
something to do; geography (territory)

Excerpts from Brian Massumi's introduction to A

Shock to thought, expression after Deleuze and
Guattari (2002).
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body (nose); noses; partial object
complete with missing parts; truth;
trustees; cacolydates; conglomerate
(superficial); voodoo

Liquid plastic noses with steel, shellac and
enamel cast from Barend de Wet, Christian
Nerf and Douglas Gimberg.

body (nose); noses; partial object complete with missing parts; truth; trustees;
cacolydates; voodoo; haecceity; surrender; trust

Process documentation for box object B.A.44. (plaster moulds taken from
Barend de Wet, Christian Nerf and Douglas Gimberg).
B.A.44.
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body (skin); body (arm); wave; states of being (exteroceptive)

(Above) self-administered tattoo (fore-arm) with white ink.

blue; Krzysztof Kieslowski; states of being (myopic); states of being
(definitely full definitely empty); accident; states of being (closed)

(Immediately above) film-still from Krzysztof Kieslowski's Biue (the first
one of three in the colours trilogy by Kieslowski) (1993). The scene
pictured shows Julie (Juliette Binoche) attempting to block her ears
and drown out a phrase of orchestral music that plays out repeatedly
in her head (the music is contextualised until the closing scenes as the
unfinished work of her late husband).
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SN Nt BN
(scoundrel)

)

trustees; box; erotic tendency; positions

(Left) sketched plan for three cardboard boxes
with noses to house Douglas Gimberg, Barend

de Wet, Christian Nerf and Anonymous.

Dear Douglas

One of these days we are going to have to have a long discussion about
the Truth (whether it really is that which we are all so defiamly trying for,
or whether it has simply become a conveniently impassable refuge for all
that is vital). Though, having written that, it doesn t seem 1o be a problem
at all — as much as the Truth, as a crack or a hole, simply has too much
depth, it could also be all surface. And, as Professor Van Haute said, if
there is a problem, then I don't have a problem with it

I've decided not to include the stuff I 've already written about the box. But
I 'am inclined to say now that it should be a retreat for the Truth - where

it would go 1o escape its usual trappings and indulge in its most perverse
Pleasures — a retreat in the middle of everything, where gold, shit and

Jool’s gold all end up sharing the same bed (not necessarily by choice but

because, as we know, the space is limited). In many ways having you make
the box for me (getting it done as something I will just have to deal with)
is a retreat and a trap.

As much as I like the idea of all of these ideas getting done in/strung up/
straightened out (I do really want them to have a better life), I hate the
idea of teaching them a lesson, or meting out tough love.

But this is precisely why I need to put them in your more able hands
and wash my own, it’s a voluntary submission that entails a voluntary
restraint, and they will survive me in any case.

Francis.
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box; death; love; truth;
gold; shit; fool’s gold;
architecture (trap);
indulgence; a coffin for
the child of our two year
friendship; epiphany;
crack; holes; surface; art
as an exercise in problem
solving; architecture
(house vs. temple vs.
tomb); collaboration;
exine

(Left) letter to Douglas
Gimberg.
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She's not interested in anything at all

Just the sugar

She concentrates on it

blue; Krzysztof Kieslowski; states of being

(myopic); states of being (definitely full definitely

empty); accident; states of being (closed); food
(sugar)

(Above left) film stills from the director's commentary

to Biue (Kieslowski 1993) showing Krzysztof
Kieslowski discussing Julie's intense concentration
on a sugar cube being lowered into a cup of coffee.

intensity; positions (ecstatic); lubrication; food
(parsnips); Barend de Wet; Marquis de Sade;
Marcel Duchamp; Georges Bataille; Pierre
Pasolini; shit; body (genitals); body (acephalous);
surface; perversion; throbbing gristle; masters
vs. daddies; dead ends; a story without

morals; ethics; looking for the crack; positions
(acephalous)

{Below) notes for an indefinitely deferred chapter,
initially planned to form a portion of my MFA thesis.

CHAPTER one (a chapter without nouns/a story without
morals)

CONGLOMERATES
(Looking for the crack)

Extremes (Wanting intensity/wanting intensely)

Vokvoort (Barend de Wet “culture is war™)

Gelting closure: critical distance without a head (acephalous)
THROBBING GRISTLE

Bataille + acephale + materialism + Michael Hardt + pasolini
4+ Jesus Christ
(FATHER! MASTER! MY GOD! - the ecstasy of St. Theresa
and sculptor Steiner)

Why we are scared of the surface (beautiful skin) + pressure

What | want vs. what 1 want to write about vs. what I want 1o
make of it...

Hegel + master and slave (what the slave knew) (+ wanting
to get fucked up; tender horror)

Shit: flowers + assholes
Vulgarity
(Duchamp + Bataille not dada because of their perversity 77)

(Why de Sade is 50 vulgar — unattructive - loo romantic, 100
convinced of his anti-ethics, too reactionary?

An attraction to pungency (Barend loving scars and blem-
ishes)

Adjectives withoul nouns

Parsnips + vaseline
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erotic tendency

(Above) two black blocks.

Early learning

early learning; something to do

(Above) excerpted image with caption
from Josh Ginsburg's 2009 seminar paper,
presented as part of the MFA seminar
program at Michaelis (Ginsburg 2009: 16).

the private joy of seeing the world|

Joy; language (private); rotten nature; states of being
(open); states of being (definitely full); erotic tendency;
monstration

(Immediately above) excerpted image from Josh
Ginsburg's 2009 seminar paper, presented as part of the
MFA seminar program at Michaelis (Ginsburg 2009: 14).

old; truth;
hings that you

ick up;
BosNEmAN crack; something
(Left) struvite to do; things that
block (fool's are m_undish;
gold). emollient;
Anonymous
(immediately above)
carved, chewed
and cracked
plywood with pencil.
Collaboration with
Anonymous.
things that pick you up;
haecceity; say teacher teacher

(Immediately below) loosened
detail from a manhole cover or a
part of a broken bolt.

Received from Christian Nerf.

pip; hidden noise;
epiphany; voice;
excipient

(Immediately
above) apricot pip.

(top-left) B.B.80.1.
(top-right) B.A.25.
(middle-right) B.A.29.6.
(bottom-left) B.A.29.5.
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reasonable and unreasonable combinations;
food (sugar); things that are round (spheroid);
adulteration; conglomerate

(Above right) treacle sugar, poppy seeds and
vaseline.

emollients; sediment

(Right) rotten plywood.
Received from
Christian Nerf.

hunger art; architecture
(podium)

(Immediately above
left) pine block

B.B.77.2. (top)
B.A.14. (middle-right)
B.B.77.5. (bottom).
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explanation; leftovers; box; positions (centre); states of being (hyperceptive); states of being
(coprophagous); Gustave Courbet; death; institutionalised bowel movements; something to believe

in; honesty; positions (romantic); states of being (definitely full definitely empty); research; art; truth;
ethics; desire; art; leftovers; forced choice; giving and receiving; states of being (dynamic); third; weak
logic; holes; pornographic tendency; intersection points; Gilles Deleuze; Felix Guattari; Claire Parnet;
common sense; indefensible vs. incredible; positions (valetudinarian); positions (institutionalised
prisoner); theory vs. practice; abstraction; things that are round; body (excrement); masters vs. daddies;
rotten nature; hobbling; architecture (trap); anxiety; fort-da

{Below and following pages) notes for an indefinitely deferred chapter, initially planned to form a portion of my
MFA thesis.

I hat it is:

The contents of this box are the leftovers (things that have stood over; the things that | believe in) from a two and a
half year process of chasing my own tail. It is a repository, the work of a bachelor. (Modest/self-defeating to the point
that it would seem discreditable, but it is not).

Leftovers: It is now the one work, a rickety and homeless constellation with no ultimate point of convergence (it
has been enough for me that some concentricity was achieved and that 1 was always in the centre) (Gustave Courbet
greeting the sea on equal terms).

As a collection it may seem somewhat slight, it is (not because things that should be inside it have been removed

or are missing, but because they were simply never made, “too much povera not enough arte” (Stern 2008: sp).
Chronically dry heaves (slow but spastic stutters).

But there is nothing out of place, nothing wrong or otherwise.

This is what it has been, a sincere attempt to develop a mode of practice that relicves one of the need for escape/

a sincere attempt at believing in the value of creative practice with the leap of a leap of faith but one that doesn't

require a blindfold.

Closing the curtain: bowel movements and the institutionalized posture
(You’ll never have me).

Definitely full, definitely empty.

Working with others is a fast track out of your mind and into...

How many times do I have to tell you? (Writing to be learnt by heart. Have correct ideas!)

Ennui vs./and/or + being in love with everything (raking what you get) — when that which was open becomes loose
(the importance of vigilant asceticism and honesty).

Giving and receiving (forr-da)

Meaning and assumption — time + hesitation

Truth (intersections, points of contact, nodal points, stars + holes)

Getting the words to work; a suggestion of how we should be attempting to write, if writing is expected to accompany

practice/praxis (doing/being done in) (praxis as a term, do we need it (what does it do that practice doesn't, means
and means to an end — throwing out the bathwater with the baby))??
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There are a series of problems that this procession of stubborn ideas secks to address; the problem of writing as an act
of creation, the problem of instructive/illustrative/direct description as a way of writing that cuts practice down to size
(straightens it out, opens up its folds and shakes it out), the problem of institutionalization (and larger prison cells),
commodification (a term which must be rethought away from domesticated institutionalized critiques; a commodity as a
useful/valuable thing like water or time) and commercialism (the artist as entrepreneur, self-marketing factory).

(the position of text within practice — how does one position the theory and the practice in order to put that which
becomes within practice into theory and that which is in theory into practice — how to escape the quotidian/trite dilemma
of theory vs. practice i.e. art as a practice + therefore valuable to theory etc.)

The problem of posing text (in relationship to work, practice to theory) in a position of explication/description — text/
theory as something separable and either preceding or following the thing, the event of the work/practice.
Text as practice/theory as practice/theory as work (all of these must work)

art
research
theory practice
text work
(?praxis?)

Practice as a special tool; abstraction; for eg: holes, things that are round (stones, organs).

The ... of language (not a problem)

(retaining the suspension; the thing that sits on the tip of your tongue, that seems so close + completely inaccessible; *it's
a...,a...,you know, the whatchimacallit thingimajig and the whatsit (degenerate words, for degenerate people whose
ideas/motives are not present to them)

“It is perhaps that information is a myth and that language is not essentially informative.. language is not made to

be believed but to be obeyed" (Deleuze & Parnet 1977: 22). (As a schoolteacher dispenses order words, we write
informatively) ... How do we proceed/process without informing; how do we practice so that our readers will learn us by
heart, and believe us long after we are dead... ? (How do we get words to work?)

LOOKING FOR (vs. hunting, vs. finding) SOMETHING (finding for something).

Heidegger's HOLZWEGE (paths for the trees, not about getting from A to B).

“Have correct ideas!” (Deleuze & Pamet 1977: 23).

Positioning yourself in the centre.

“It is first of all the image of good nature, good will — good will of the thinker who seeks the ‘truth’, good nature of
thought which possesses “the true' by right. Then, it is the image of a ‘common sense’— harmony of all faculties of a

thinking being. Then, again, it is the image of recognition — "to recognize’, doesn’t this mean that something or someone
is set up as a model of the activities of the thinker who make use of all his faculties on an object which is supposedly the

same. Then again, it is the image of error - as if thought had only to mistrust external influences capable of making it take

the ‘false’ as true. Finally it is the image of knowledge — as place of truth, and rruth as sanctioning answers or solutions
Jor questions and problems which are supposedly ‘given'" (Deleuze & Pamett 1977: 23-4).
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Creators vs. authors — (how to avoid being an author) - “you only found authors in those who had not waited for you in
order 1o stop being authors (neither Spinoza nor Nietzsche were ‘authors’: they escape from it, the one by the power of
a geometrical method, the other by aphorisms which are the opposite of an authors maxims; even Proust escapes, by the
game of the narrator; and Foucault...” (Deleuze & Parnet 1977: 25).

BELIEVING (faith) + making things up (creations do not necessarily have to be new; novelty vs. invention)
Collecting things that are round and hard (rocks)/growing lumps/nameless depressions,

Evasion; expectation; will (masters vs. daddies)

lowering expectations

(I am not one of yours)

Desire + substitution:

Energy + anxiety + drive — directions (cache's, units, storage spaces)

Alienation

Hobbling (good or terrible)

"Gumm would' later proclaim that psychoanalysis is “the best capitalist drug because in it desire is confined to a couch:
r_.!csire_. in Lacanian psychoanalysis, is an energy that is contained rather than one that, if freed, could militantly engage
itself in something different” (Wikipedia 2008: sv. *Felix Guattari’)

Forced choice:

Will you take the left or the right half? Back or front? Top or bottom?

The p::vba‘em of forced choice is no longer a problem; (the problem of opposites being binary is not a problem —
choosing/trying on the opposite when the one no longer works — since everyone knows now that opposites are not
opposite at all.

(Conversations vs. interviews)

You were looking for answers, I asked.

I feel as though I might die, what composition of proteins or hormones would the tears of dying have (Nina
Liebenberg’s investigation on tears)

Finding something worth sharing: (bringing things forward — truth)

depressions:

e

(things that bring you down....)

WE ARE NOT GOING TO LOOK AT BIG IDEAS LIKE HAPPINESS ETC.

(We are not going to ask big questions of great texts)

Are we, should we be inclined towards fundamental questions?

Sadness (and its relation to jouissance) (ennui?)

The things that I make will not always be attractive, or presented as things that are attractive — some of them will be
dull, obtuse, shapeless depressions, some of them will be holes.

Being directed:
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(finding what you are looking for vs. taking what you get)
Musk. Ambrosia. (Heady)

Articulating points of contact (Josh's coupling machine, my .., on your ...)
Open mouths:
Swollen tongues

rasping phlegm rattling in my trachea and up into my throat — I'll pass this on, spit into my mouth, flush out my orifices,
suck up my lips, clench my jaws. Too vast, hollow, cavernous — too deep, too loose - shudders, slaps, grinds, forces,
drains — it is exhausted. That shudder, the last extension, a last gasp slow exit, face burnt with blood, scrunched up, slip
out and I leave with everything it gave to me, its labours worth lost amongst the overflow, congealed and persistent, out
involuntarily — expelled a few minutes later.

heavy, tired, hopeless - swollen, raw

Parents sucking phlegm out of their children’s noses (its not an idea I am attracted to, but I am repelled enough to know
that it has a kind of pungency).

HOLES (that are not for filling in but for sitting inside, big enough to stand up in, holes that are dug for looking into and
others that are dug for looking, slipping, squeezing through (loopholes).Holes for putting your things in (spare parts,
storage spaces). Holes that contract once you are inside. Holes that are uncomfortable/too comfortable.

There are different tactics/strategies of approach: within an experimental space (rather than hypothetical), when one
stays within a collapsible/precarious/lilting structure, things can be thrown out either way and retrieved all the same
(choosing/trying on the opposite when the one no longer works) but not without care, each move (each experiment) is
a risk since there are no controls, (When sitting in underground structures that are loosely constructed we should not
expect that they won't cave in, subsume us, we should be prepared (if we decide to go under) 1o become subterranean, if
only until our next saviour/s arrive).

OBLIQUE SPHERES/OBSTUSE SPHERES (ORGANS, MAMMARIES)

swollen, hollow, hard.

Levi-strauss — the raw and the cooked, the bricoleur and the engineer.

INTENTIONALITY (jouissance as opaque) + directives + will

charlatans - quacks: Reich, Lacan. (Daddies vs. masters — the one’s that you wouldn't ask for a reference letter.)

Von Trier + Dogme 95 - dressage (playing by the rules/hobbling)

DADADADADADADADADADADADADADA.
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night soil

noun

human excrement collected at night from buckets,
cesspoals, and outhouses and sometimes used as

night soil; body (excrement); explanation
(Above) definition of night soil (SACOD 2002: Sv. ‘night soil’)

a dWamge

/ btastrts) suvface

night soil; geography (swamp); tomography; rocks;
surface; fool’s gold; gold; double-edged sword;
sediment; leftovers; conglomerate; productive

(Immediately above) diagram showing art as a swamp.
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conglomerate (superficial);
rocks; assemblage; sediment

(Left) faux granite and concrete.

conglomerate; states of being
(myopic); rocks

(Right) rock (cape granite)
from Camps Bay beach
(Western Cape).

B.A.45. (top)
B.A.60. (bottom)
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Dear Bili

I am attempting 1o find ways to share what has become an impossibly esoteric project (I am currently working
towards a masters of fine art and they want to know everything). There were intersection points between what
I am trying to write about/make something of and some of the things you said in your talk at the SA National
Gallery. So I wanted to follow them around a bit.

The one thing, in particular, was about painting as a dead language — the observation, yours, was that we can
speak dead languages, like painting, but not without an acute awareness of speaking it/having spoken it. It
brings up a sense of acknowledging the surface, the material, the skin, Until very recently, I have only found
an articulation of such a thing within philosophy that deals quite specifically with language as the ane object
of study (deconstruction, lacanian psychoanalysis and the like), I am still not sure where this hypothetical
investigation is going, but there is a gap here, to get beyond the signifier and into the thing (the suspended
signifier).

Besides the obvious differences of intent (speaking/seeing), there is a difference in style between attempts

to emphasize the performance of form/material, of a surface, when speaking/mark making, and other, more
reasonable interrogations that show how meaning is made after the fact. The performance of the surface
happens in the middle of everything — it cannot be read without being seen (it shows).

This is all more along my own lines — part of my attempt to allow others to see that which is hidden from their
view or sometimes blocked by their resistance to reading (and/or listening to) a dead language (what was
quite a practical observation on painting — something that can no longer simply speak, but must be seen as a
restrained expression, full of holes).

Another thing, was the idea of writing as a form of making marks, and sentences as found objects. Your show at
the Goodman seemed to be a beginning/becoming of these ideas...

Bili Bidjocka; dead language; language (as a surface); suspended
signifier; Fernando Pessoa; Bernado Soares; middle

Unsent email to Bili Bidjocka after a lecture by the artist on his work
(facilitated by the Goodman Gallery, during Bidjocka's exhibition in Cape
Town, Fiction I: The Autobiography without Form of Bernado Soares,

17 September - 10 October 2009). (Bernado Soares was one of the
heteronyms assumed by the Portuguese author Fernando Pessoa).
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stones; mauve; things that are

round (spheroid); body (calculus);
lousy little pebble

(Immediately below) stone.

rotten nature; food (apple);
superstition; truth; tomography;
crack

(Right) apple core. Received from
Christian Nerf,

B.A.63. (top)
B.B.94.1. (bottom)

- vk &
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lousy little pebble;
body (genitals); conglomerate

Liguid plastic, sawdust and
enamel.

B.B.83.

165



09,
2009

conglomerate (superficial); geography (garden) positions; intersection points; middle; monstration; line

Oil and enamel on board. Diagram showing the interaction between the beginning the
middle and the end.
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body (genitals);
flowers;

rotten nature;
double-vision

(Right) detall of a
digital photograph of
an orchid.

body (ear); body (calculus);

stones; otoliths; balance;

states of being (interoceptive); y
direction; infra-mince

(Left) Magnified image from an
unknown source showing the tiny
calcareous stones (otoliths) that
lie on a membrane and a bed of

hair cells within the human ear. things that are round (spheroid);

Functioning primarily to orient their emollient; conglomerate (dot);
host and provide a perception stones

of balance, otoliths are present
in varying sizes and degrees of
sophistication in all vertebrates,

(Above left) stone.

things that are round (spheroid);
emollient; conglomerate (line);
stones

(Above right) stone.

(left) B.A.41.
(right) B.A.40.
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Marcel Duchamp; Pierre Cabanne; box; architecture
{cockpit); aerial view; space-time (smooth); positions
(ecstatic)

Excerpt from an interview between Marcel Duchamp and
Pierre Cabanne (Cabanne 1971: 42-72).

C: It's a sum of experiments?
D: A sum of experiments, yes...

D: For the “Box” of 1913-1914, it’s different. 1 didn ¥ have the idea of a box as much as just notes.

I thought I could collect, in an album like the Saint-Etienne catalogue, some calculations, some
reflexions, without relating them. Sometimes they ‘re on torn pieces of paper ... I wanted that album to
go with the “Glass, " and to be consulted when seeing the "Glass" because, as I see it, it must not be
“looked at” in the aesthetic sense of the word. One must consult the book, and see the two together:
The conjunction of the two things entirely removes the retinal aspect that I don't like. It was very logi-
cal.

C: Where does your antiretinal attitude come from?

C: When you were young, didn t you ever experience the desire to be artistically cultured?

D: Maybe, but it was a very mediocre desire. I would have wanted to work, but deep down I'm -
mously lazy. I like living, breathing, better than working, I don't think that the work I 've dons
have any social importance whatsoever in the Juture. Therefore, if you wish, my art would
living: each second, each breath is a work which is inscribed nowhere, which is neithe'
cerebral. Its a sort of constant euphoria.

C: Thats what Roché said. Your best work has been the use of your time.

D: That's right. I think that s really right.

Duchamp and Cabanne in Cabanne (1971: 42-72)
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reasonable and unreasonable
combinations; emollient

(Right) eucalyptus seed pod with
plaster. Assembled by
Christian Nerf,

seed; haecceity

(Immediately below) upper
shell of an acorn

knots; unbecoming; space-time (smooth)

(Left) twisted branch broken from a Rhus
Pendulina (Wit Karee) in Glenvista
(Gauteng). Received from
Ryan van Huyssteen.

(top) B.A.6.
(middle-right) B.A.29.3.
(bottom-left) B.A.16.
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kelp; things that are round
(swollen); rotten nature; body
(genitals); knife-holder; excipient

(Immediately below) African
Blackwood with liquid plastic inlay.

&\."‘ e pen s u.
.. M‘

knife-holder; direction

African Blackwood shape
Received from Douglas Gimberg.

B.A.65. (top)
B.A.66.1. (bottom)

172

unit; space-time (striated);
something to do

(Right) cardboard and
adhesive plastic wood veneer.

unit; architecture (exedra);
space-time (striated)

(Left) balsa wood,
enamel, shellac
and brass

screw.

unit; reasonable and
unreasonable combinations;
food (oats); space-time (striated)

(Right) cardboard, enamel and
shellac with oats.

*(top) B.B.96.
(middle-left) B.B.81.
(bottom-right) B.B.87.
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08,

experiment; body (excrement)
2009

(Right) tinted liquid
plastic and plaster.

throbbing gristle; stones; body
(excrescence)

(Immediately above right) liquid
plastic, oil paint and plasticine.

stones; body (calculus);
conglomerate

(Immediatley above left)
sawdust and liquid plastic.

B.A.42.4. (top-left)
B.A.34. (top-right) _ _
B.A.39. (bottom-left) ! e o
B.A.1.1.-1.3. (bottom-right)
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lousy little pebble; 4
- i holes things that are rou
things that pick you up; sediment; b
i f mirror and steel L
PRI balop\:v;tglemq‘ehomgm hole. (immediately left) liquid
Mirror received from Christian Nerf. plastic and enamel.

body (skin); holes;
assemblage

(Right) plywood block
with hardened
contact adhesive.

magic; communication

top-left) B.A.62.
Plastic earing. Received from (t(()p?ﬁght) B.A.63.

Christian Nerf.

(middle-right) B.A.22.1.
(bottom-left) B.B.74.2.
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blue; things that are round
(sphere); food (banana)

Dried banana, liquid plastic ball

and enamel.

B.A.37. (top)
B.A.66.2. (bottom, not pictured)

knife-holder; truth; restraint; body (fingers); Gimberg Nerf

(Ob}e_ci B.A.66.2. not pictured) restraining device fitted
over index and middle fingers (forcing them to cross)

made by Gimberg Nerf as part of an ongoing project
{truth well told, 2009- ). N
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something to do; unit; play;
architecture (trap)

(immediately right) polished African
blackwood puzzle.

oneiric house; architecture
(door); conglomerate (wood)

(Immediately below) chipboard

offcut. Received from Douglas

Gimberg. unit; something to do; craft;
architecture (house vs. temple
vs. tomb)

(Immediately right) balsa wood and
enamel.

(top) B.B.79.
(bottom-right) B.A.30.
(bottom-left) B.A.53.
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stones; body (blood);
body (calculus)

(Right) sanded plaster,
blood and shellac.

rocks; body (appendage);
rotten nature

(Left) rock.

stones;
things that are round
fpheroid emollient; things that are round
(circle); lousy little pebble;
(immediately right) ionse
tinted liquid plastic
and paasice (Immediately below) stone.

emollient;
conglomerate;
things that are
roundish

B.A.2.2. (top-left i v
B.A.63. (top-righ)t) {me;errfy i
B.A.42.5. (middle) P
B.A.42.2. (bottom-right)

B.A.42.3. (bottom left)
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rotten nature; things that are
round (swollen); food (apple);
conglomerate (superficial)

(Immediately below) liquid pl_a.s-
tic cast from rotting apple with
enamel.

stones; emollient; things that
are roundish

(Immediately below) rounded
piece of clay tile or brick.
Received from Christian Nerf.

rotten nature; things that are
round (swollen); food (apple)

(Immediately above right) liquid
plastic cast from rotting apple.

(top-left) B.A.51.
(top-right) B.A.64.3.
(bottom-right) B.A.50.
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nut; magic; elucubration

Almond gnawed overnight by resident
cockroaches in Michaelis studio.

wave

Phot i =
Frang?s;r:;prjrﬁ: |::Ji'lrl)ldeinkcn.-a showing ‘billow clouds’ or ‘van Gogh' clouds in San
g iza : Is, sometimes called 'van Gogh' clouds, form as a result of body (calculus); kidney stones;
Juxtaposition of air at different velocities. stones; things that are roundish;
animals (ox)

Kidney stones from an ox.
Received from Fritha Langerman.

(top) B.A.29.2.
(bottom) B.B.75.
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pedagogy; third: collaboration; curriculum; dead
heat; Christian Nerf: hobbling; architecture (trap);
play; collaboration; animals (horse); line; direction;
Superstition; Bettina Maicomess; Dorothee
Kreuzefeld; Gilles Deleuze

(Below and following pages) booklet produced in
collaboration with Christian Nerf for Chimurenga no.15,
‘The Curriculum is Everything (for comrades who ask

\&- a ?\}\ ‘\ ! \ I!I:II]‘IJ-. b I :"i e -
2. Say Teacher T acher
L I

“Vou start, 1'll finish,
"N yond start, gnd 'Y fisish, ™

I the curriculim is a racecourse
and the extra curricular trapa it
up, digs into it and leaves it pitted
and patholed (fiull of obstacles
that don't quite it / fit too
tightly ) then we could lorget
sbout trying 1o win, or lose
We could run, sometimen (aster,
sometimes slower, and we could
smell our own dead heat
The effect of it would be mimilar
1o a kind af hobbling - a lame limp that exposes how one in
o] shorter, weaker, than the ofher what would it mean to be
- hobbled together (ax 1 collective)?

LT T P Y ——
whery there are two firses and
them a third bow is g Posuble 1o
revainine the thired whiew iy
ippears” What does it book

» lihe? Wiy 13 there wo secomt?s

No seconds or thirds, all firs recallecting what was good
about the first one hundred or so laps and heading straight
forward into the uture (staying on track)

There is of course always the possibiity that sharing a
path/route/lap (a predetermined distance withou an end) would
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lead the now soiled curnculum Io become something
extraordinary. Would hay g your face buried in the pap lead
you to forget that you are stuck on circular rack?

IT you spend time understanding the rules, when You yourself
have dmwn the lines, you don'l try and cheat yoursell oui ol
dignified win,

e

{1

fimdd o bude toant s PN crao

0 B0 exprie snctlesng of il
trutl but one that is alse

big evnmgh o stumed e im

HrONRE concep
sheelt” (Gilles Deleze in & lener 1o Kuniichi Uno on his co) laboratjon

with Félix Guattari, from o regimes of madmess; texts and (ntorvews
40,3

1] we invemed por s A8 TR N ax a fond Embrace the
Wrong () direction before we thind o fouwred sabomer what i

.";‘mnn‘ﬂgﬂu (o weong). Aee these mestents of Ol or
W<emeen vl aortmmmpgicomy *

Dead beat. (Promotional imape from Deadhear. Dorothee
Krewzefeld and Beting Malcomess. 2009,

(What happens when we overtaks ench ather)
MMLM&M&MN

L1168 Learn andvor belleve that what You have learnt is
frue.

Knowled i;

s W of previous
teachings that somehow stick, filter through - things that you
Just know” (superstition a3 a0 honest way of describing facts)

Whaat goesd is Being righy™

shas f
a false god In the 4
b - only wedersiood, (3 the culi of a fa “
W':m::l ::‘r.‘:ﬂmv)-:udm efymology an superstang, what is -
“‘:“h:- l;v the figurasree sems, (1 whaf surviees, whal remain,
. lanmulu! o exipt affer iy progenitors have ceared to be i i3
::nhng that describes what ssrvives " (Jacgues- Alsin Miller,
Lacan'y later tauching. 2000 p.1 ) -
teacher
slave
r of free will = uub e 0 o wnder )
13.1. Climbing on top . S
[hrectives | setting ourel
Saturabion pornts (ccstasy ) ! ; : e N
P Il;u:r renulin technically useless bt enforcing a diflerent level of
7. 8i wwareness. .7}
2.1.17. Sign me up
Eureed puiicipation Lubbling
i o had woken up on the wrong side
I was b discumsbon with a friend wl g o
Doing stull vou don't want to do but the other makes it .‘::Mh : .h.,‘.:lu:“(“ m':“m.
f 1 p
npparent that you need o Ayl 'm Alter sotme » latighs

— I have 1o negotiate that
jon ms the mother? T like the way we wil

ok -““m(::':hwmlhu::t‘:
hmmw:mmm-umludmuanm-ﬂm
even (he linds lahe a step
back snd jom the unneeded.

tunt thisg 1 that wiard

A wwmgtlung el i ia

w byw yos henvw foseed the
ol it o
pr v if thet Gt
o 48 tive Aochden o
word, i the posen [ war take y 20K, (2N
foursis a bala " Jacques Lucwn, My teaciing, (20K, p28.)

i i { prant where @ soomrs

'—‘\/

- f
Taamee  /

s Vel

L e S N,
e |
s mman
Sommezroe

0 thyself.
her offers unpredictabality. Fuck llllnf'
:I:\i:mf:m::j thyself is easy pow relinguish yourscl{ and
merge with the other [a nicer, but no less dirty, word is e
wllnnbunu.-] Each path has a predetermined distance bui not a
emd

Michas| Taybor. Vegan 2009. Folded & agitated photocopy. 267 x
420

- Jﬂ -
toliths; intersection points; masters vs. teachers v:.' fl”::ru, restraint; holes;
:osmons (ecstatic); Jacques Lacan; Jacques-Alain
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The clause of things being e i

¢ 2 equal {[equal) sharing) i
T ; ngs b . A loo i
Drt:.:;;‘:z :\:1:.::;&::; from bulh_ parties —a combination wuhﬁgﬁ?.?;"':l;lim? S
‘we will Di:ll)' B0 50 f.u{r!-i W?Tf"pll}:,_n-“.'.mm set limits - iy “mlndim it ::': :::I

= still subsc ? i i i
g riplion? An kind of syllabus is applied)
“...and what sbout experience. 7T
P - | ence, you say? The whole poi
::u:h:; :;.Lp;:nm!::c 1s constituted as such only if we stﬁmt s ‘-
asking the nght question. We call that 4
zﬁlihm:: “;hy r o aenias. | zes i oy 2L.1. Consider what is too good to be true and why.
o1 that has been asked in the right way . (Lac:
y...” (Lacmn, 212 Be
% prepared [a frame ol mind] to commit random

my teaching, p 72)
2.1.3. Hobble along and/or Fast forward (no average pace)

214, Change something fo i

n;l_u!p{r_ng with plants. ()uE: ;I’)Itlh:m"m‘ e i
doing it you will seelearn how there
is beauty in everything, and being
sttracted fo the pungency of beauty is
not dissimilar to ugly.

L1.5 Abnormal Wear s i

- mething
In'::nmb!: (unsuitable/out of ¢
character for one vs, unchameier
of the situation), i
E.g. business gear on Sat urdays

216, Get paid for doin,
2 ' something thi
nyway. Doing something for/with gn: n:trnc? " mould be dolng

2.1.7. Engage in an act (peel
- ame an lpp{l_!) in # serfes of

Jacques Coctzer. Sketch for Inverted Rostrum. 2007, Performance 3 x
; Public venue
{ the metaphaor i o Wow and, sound of
- T is great b 1t almost ool fee 0 el
perfectly sums up c\-’c:;rlhin Vi i i i sel et smal mummml moving mmwa wm”mqm aqglh\(n 4
¢ & wrong with the idea of . YTt
cumiculum — no escape routes (i ihili e v !"‘"" e
lu es (little Nexibility ) Wt would smel et ot Anife and start
: c I like life and death, Yoy would tak, 3 v
L 3 a (3

it ., g in circles (1

things) ... ete etc) there are other

;m that are fitting (once you are m it
OU start running - what you saj '

phisrisgiclers You said, no

LIS Reaily Yourself to give hirth 10
some new-fangled thing und nuriure it
fo i point that it rejects you.

218, Perform and nte
Tpret controlbed
experiments withou oy controls,

O g Sk LAY 2.1.9. Raise funds
cheating as a way (o bend/break rules << 5 II':F*::;m K-uw:wh e
lace — something good -
Wilhelm Reich / Sigmund
Freud
Alr tight 2.1.10. Become habitua|
U £l
‘m.::,:‘._,:: ':,im,..mu_ Visible, invisible, 2111 Become
teerances, Elucubration, (else) {ocrulnn:r;;'mns
\ L1 Make decisions in 2
Voice + ey weak frame of mind und
—E T EYes deal with it (see it) omce
one is ‘straight”,

LR L 3
{ o valee thay spreaks, not miintbling, noy mutterig, it
camntimies te speak heyvomd the rossihilities of )
Performance =

[ the repersussiony of
;mll’ﬂu'rmg things thar are
fexible, focise aipprle? (1 Ty,
e fines are e t ]
things to hent ¢ Logically spreaking, ffu(_u“f:::::r:\::’::‘i"’v:r’::l '

voice; weak logic; money; food (apple); escape; geography (garden)
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A weaker logic is not less interesting than a stranger logic, in fact it is
minch more interesting, because it is much mare difficull 1o make ot
stick .. but it holds up all the same.™

(Jacques Lacan, My teaching. 2008, p32)
2.1.13, Never presume that you have spoken with the

author/always presume that you have spoken with the
suthor.

2.1.14, Find ways of getting people to expect less from you,
and expect more from everyone else.

dcfminely fuli defnissiy
sutpty

2.1.15. Elucubrate. Work in the dark (by candlelight).

-

(a never-ending course vs. a course that
prepares one for future tasks).

Start (not by gorging yourself on
knowledge) but by razing ground
(editing / deleting old / uscless
information, preconceived notions and

bullshit.)

“Cf ail writings | love only thar which is written with blood Wrae with
Iood: amd yow will experience that blood ix spurit. [i 13 wot an easy
thing lo nndersiand wnfanulior blood: | hate the reading idler, He who
writes in blood and aphorising does not want b be read, he wants 1o be

learned by heart . "{Douglas Gimberg, 1989, ) (superstition (1)

The idea that there is such a thing as a curriculum that
encompasses and accounts for everything is feasible when you
are in & position such as ours - where there is » will.

We aceept that the
it F curmculum could be
everylhing, and that we

will subseribe to things in
P2 an scknowledgement of

our missing pieces (in
waoes order to receive, we will
nsk again to be taught o
lesson). Not to fill gaps,
but 10 dig into them, force
them open. dwell in them
for longer than is
necessary — feeding on that particular kind of disquict that
comes from being hidden.

What we are really interested in is the extra curmicular, more so
because we know that such sctivities are nol really extemnal,
otherwise, or dsmaging to the structure of the whole (that much
is obvious). When it begins to burrow into what is already
going on, the extra curricular ceases (o be o volunitary
supplement. something kept neatly on the side of the rest

e ey
ety

states of being (definitely full definitely empty); extra-curricular; Douglas Gimberg; Friedrich Nietzsche;

(¢ mestifimen +F b oy 2E arpest syemee = 11)

__:_:-_____—-—""—'-"':-.__T—.::FJ;:—E__:' — Ji.- o)

We stop calling it the extr curricular, and the structure of the

whole begins to bend, life t a more g
phenomenon — we have an understanding.

writing in blood; a time for comprehending; elucubration
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stones; things that are round

(swollen); body (cyst); Cas
v y tle
Rock; geography (sea)

(Right) liquid plastic c.
ast of a sto
from Castle Rock (Western Cape;-le

B.A.52. (top)
B.A.57. (bottom)
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accident; magic; rocks:

(Left) spilt rock and liqui i
t " Iquid plast
replica with poster paint. paste

Here, the father and the professor do
not pull their punches. No scruples.
Once again the horse must represent
something else. And this something
olse Is limited: first it is the mother,
then the father, and then the phallus.
(Not to worry, no matter what animal is
under consideration, the Freudians
response will always be the same:
horse or giraffe, rooster or elephant,
It's always papa). Freud states it plain-
ly: the horse by ltsell is of no
importance; it is purely incidental...." A
child seeing a horse fall under the
whip and struggling back up with clat-
tering hooves and sparks has no
affective importance! Instead of see-
ing intensive affects and a machinic
assemblage in the horse's deter

tions, such that the horsa in thn"z:
distinguishes itsalf from any other ank-
mal and even other types of horses,
Freud sings his refrain: look here, what
the horse has near its eyes are papa’s
spectacies; whal It has around Rs
mouth is papa’s mustachel* It is
astonishing. What is a child to do

against so much bad faith? instead of
seeing In the horse’s determinations a
circudation of Intensities in a machinic
arrangement, Freud proceeds through
static

gles of rep
identifying the analogs: it Is no longer
tha horse making perfect droppings
with its massive rear (degree of
power), but the horse itself is a drop-
ping. and the door through which it
comes out is a rear endl Instead of
having the pee-maker and biting in a
kind of intensive relationship in the
horse, suddenly the pee-maker bites!
Here, Hans gives & start, 8 way of say
ing that his father reaily has not
understiood a thing: “But a pee-
maker does not bite.” (Children are
reasonable; they know that pee-mak-
ors do not bite, no more than pinky
fingers spoak), The father's shameful
response: “Perhaps it does nonethe
less ..* Who Is sick? Little Hans? Or
his father and the “professor” togeth-
er? Ravaged by interpretosis and
meaning. Nasty, Pity the children.

Gilles Deleuze; Sigmund Freud; Little Hans; animals (horse); body
(genitals); utterances; pedagogy; it is what it says it is

(Above ) excerpt from Gilles Deleuze (2006: 96) on the inability of the
analyst or interpeter to comprehend an utterance (that which is what it
says it is).

herge

LS

animals (rat); animals (wolf); animals (horse); things that are roundish

(Immediately above) diagram of a wolf, a rat and a horse.
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08,

Lazlo Moholy-Nagy; Hans Haacke; things that are round; loopholes; abstraction; 2009
sto_nes; emollient; adulteration; indulgence; Gilles Deleuze; Felix Guattari; superstition; holes; Samuel
knife-holder Beckett; shit; repetition; states of being (definitely full); levitation; sunlight; flowers
(Right) stone. Note with quotations from the Oxford English Dictionary Online (OED 2009: Sv ‘loophole’,

Deleuze and Guattari (1987: 2) and Beckett (1958: 16)). lllustrations show own image of internal
eye structure, Moholy-Nagy levitating a chisel (as reproduced in Vision in Motion, 1947) as
illustrated on www.orbit.zkm.de (2009: sp) and Hans Haacke's Sphere in oblique air-jet (1967) as
illustrated on www.ekac.org (2006: sp).

i

4".‘

conglomerate (bulgy); emollient;
things that pick You up; things
that are roundish

(Above) concrete and gravel
conglomerate from Sea Point
(Western Cape).

stones; emoliient; things
that are round (circle);
conglomerate (line);
Silwerstroomstrand

(Immediately right) stone
from Silwerstroomstrand
(Western Cape).

B.A.46. (top-left)
B.A.59, (top-right)
B.A.43.1. (bottom-left)
B.A.43.2, (bottom—right)
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emollient; things that are round
{sphemid}; conglomerate (line);
Sthverst‘momstmnd; stones

(Immediately below) stone from

Silwerstroomstrand (Western
Cape).

Flowers (holes)'

The pleasure of the sunlight - dry heat

(warm and agitated surfsces)

Things thas have been lcfl sitting in the sun, slowly
suffering the action of heat (things that have been spoill,
left in o state of fermentation)

—showly .

Musk. Ambrosia.

Articulated points of contact.
Oipen mouths:

THokes that are not for filling but for siming in, big enoagh
2o stand up in, hobes that ere dug for looking in. and others

! Samething else;

*Loophale’. Fig. An outlet or means of escape. Often
applied to an smbiguity or omission in 8 siatuie, eic.,
which afTards opportunity for evading ifs iniention

OED Culine. Sv. Loaphuole

[Perh. after Du. loopgat, in which the first clement is the
stem af loopen to run.|

Loop-bole. 1663-4 MARVELL Corr. Wks. 1872.511 143
1t would be much below You and Me.bo have such koop-
holes in Our souls, and 1o, squeere Our selves through our
own words. Marvell, Andrew. Comespondence 1653-78
(Girasart I1)

st are g For booking through. slipping, squeesing
thaough { loophaoles )

{Trapw/hodes that are comtructed by lonsely drann lincs.
limes that nre put i place i order 1o be bentstresched!

5.1 Things that arc tound and hard

Thisgs that hane the sppearance of being full, bui that
Tave the possibility of being hoblow

Vonves. swollen bul withost the threat of
bursting popping‘spulng. sell comeminsd,

Motulded somehaw, stmoothed over - through a process of
persistent abrashons of bushings

3.2, Thimgs that are round and soft
Crgaen | M |
Delewre & Custuari Anti Oedipus: p. 20

(0 Lenas “While inkmg 3 suroll csndoors, on the other
hand, he is in the mountaing, smid falling soow fakes, with
other gods or without any gods s all, withoat & Gamily,
without a father or a molber, with nature, “What docs iy
fther wani™ Cun he offer me mose than the? Inspossibie.
Lenve me in peace.” Everything is & machine. Celestial
machines, (e stars or rinbows in the wky, sipine machines
= all of them comnecied (o those of his body. The comtinual
whiit of machdei. =He hought tha i msisl be o feeling of
endlens Bliss o e in conisct with the profound |ife of
evory flami. 10 have u soul ot rocks, metals. wder, and
st Lo bl irmes D, i s & decam, every choment of
mamare, like flowers tha breahe with the wisbng snd
waning of the moon ™!

“Hhe does nat live nature 58 nistiare, ot 58 8 process of
productisin”

Becken, Mafloy p 16,

“This shorabd skl be written in the plupesfect. What 8 et
spresk of bicycles s homs. | Infortumately it is ot of
themn | have 10 speak , but of berwhe brought me sl e
world. through the hobe i her arse iF my memsory &
currect. i tavie of the shit . it hefore | leave this
ennhly parsdise. snpended betmoen the mosntsing and the
sea, shebiered Trom cenain winds and exposed 1o all that
Ausier vent, in the way of scents snd lmpuurs, on this
accuried country, i weuld H become me ol B mention
i aw Fidl eries of the comorakes thal rn inko e corn. ol
e shwrt summmer long, dimung their rattlen

* Gieorg Bichmer., Loz, im Compiene Pl amad Prone,
wrans. Cael Rachrd Mucller (NY | Hill & Wang. 1963), p
4
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comcpet - doctur — adullerate (muturage ) {mplicatson of
sipiciots / dublows fmicnt)

Time {Lacan ¢ hesitation + assumption (receiving)

Phalosophy = thmow ledpe =

monads. the Une, epoche’s ele. (shawaction + obscuring /
weris posturing - sspendmy things without simply
obscuring your liatle special seeret idens)

Abstract

v iaking wway fromyconcealing (o, abstruse ~ concealod,
hidden, secrer; remote from apprehenuion or conception,
dilficul, recordite 1

e (i = senrscthing 4o think aboug e
breakimg/meaking { Falling For thingsthings falling For us

Lashs Mokoly-Hagy bevismmg a chisel

It {tancke. “Sphere b Ubligue Alr-Jet®, 1987,
Frnctals (# ory s s orgone )
Ml swibipsabia ore'ie dho ol

o il vo

imusholy-nagy and the rest of Bem; whal ey wene doing
wiong) (")



“I'm not saying it is double-bottomed, but
there are lots and lots of holes in the bottom™
{Lacan 2008: 74).

Jacques Lacan; holes

(Above) excerpt from Lacan's My Teaching.

= holes; Don Quixote (helmet)

. “ (Left) drawing of a colander.

WN‘ s . ,mm fﬁm‘

IHaQucTO (lYS WDEKING ““:',“
yi, HAAMMOF O i e

g1t NITHING,

reais

A ANP
sreameriins (1AL mu&)

positions (aphasic); steamship; circular performance; food (apple); food (pear); states of being
(dynamic); slips

(Immediately above) found image of a steamship with accompanying note.

food (apple); superstition; repetition; rotten nature

something to do; repetition
(Right) liquid plastic apple core cast.

(Above) pencil on paper cutout.

B.B.92.3.
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an experiment in logic, method and practice

setting traps

Aart as an exercise in problem solving

wanting hing from ",andviﬂem,or
neither (knowing what You want)

a lapse of reason, slipping up
making things that are what they are

a belatedly successful art

Pt at composure

a kingdom of calm

reasonable and unreasonable combinations
(installation); experiment without controls; slips; there
is no solution because there is no problem; exhibition;
giving and receiving; space-time (smooth)

(Above) retrospective note on Reasonable and
unreasonable combinations (installation exhibited as part
of the MFA progress exhibition /n Principle in May 2009).
Accompanying image shows the adapted version of the
reasonable and unreasonable combinations installation for
the second run of in Principle shown in August 2009 at the
Substation gallery, University of the Witwatersrand,

192

i i ; masters vs.
asonable and unreasonable combinations (installation); truth (the truth is always new); m.
re.

U

THANGS -«
LY "

5 Tl

daddies; a time for comprehending; kitsch; explanation; it is what it says it is; indulgence
a

i i ibited during the
i i designs generated and exhibit (
ages) assorted drawings and printed . ¢ e
(Abovz. gﬂ%vrgnaggr?:gglgg: u?:ree)isonabfe combinations (see preceding page). Additional keywo
secon

below appropriate images.
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S wish
"’) | could
/N stay

o

things that are round (sphere); repetition / S a y

projection; geography (unpassable paths); limit; people; known vs. unknown

love; states of being (definitely empty);
sentiment

v
3 o dhd g A0E

avsthge 1000 4

animals ile) animals (hippopotamus); cacolydates

(Immediately above) found image received from Ryan
van Huyssteen.

things that are round (sphere); repetition; assumption; conditions of making
(meaning)
194 185



Gilles Deleuze; Claire Parnet; direction; middle; positions (centre); states of being (static);
geography (paths with neither beginning nor end); Samuel Beckett; exhaustion; restraint;
third; states of being (hyperceptive); experiment; conversation; movement E Map of collected keywords.

Excerpt from Deleuze and Parnet's Dialogues (1987; 29-31) with own commentary. %{ { i

]
‘-fg
%

mush

An enviable (unviable) position — being in the middle (the third, the spare): ié E

“What matters on a path, what matters on a line, is always the middle, not the beginning or the end. We are always in 1

the middle of something. The boring thing about questions and answers, about interviews, about conversations, is that E :i

usually it’s a matter of taking stock: the past and the present, the present and the future ... the embryo, evolution, are not -E i

good things. Becoming does not happen in that way. In becoming there is no past nor future — not even preseni, there

is no history. In becoming it is, rather, a matter of involuting; its neither regression nor progression. To become is to i

become more and more restrained, more and more simple, more and maore deserted and for that very reason populated. 'I

This is what s difficult to explain: to what extent should one invelute . Its obviously the opposite of evolution, but it is also i l i 1

the opposite of regression. To involute is to have an increasingly simple, economical, restrained step. ... Experimentation % i ‘ 'E 5 %

is also involutive, the opposite of the overdose. It is also true of writing; to reach this sobriety, this simplicity which - it

is neither the end nor the beginning of something. To involute is to be ‘between’, in the middle, adjacent” (Deleuze & 3 g

Parnet 1987: 29), 51
i3

“Beckett s characters are in perpetual involution, always in the middle of a path, already en route. If one has to hide, g i i i
if one has to put on a mask, this is not because of a taste for the secret which would be a little personal secret, nor as

a precaution — it is because of a secret of a higher nature, that is, that the path has no beginning or end, that it is in its § 1

nature to keep its beginning and end hidden because it cannot do otherwise. It would no longer be a path, it exists only

as a path in the middle" (30).

“Grass only exists between the great non-cultivated spaces. It fills in the voids. It grows between — among the other
things. The flower is beautiful, the cabbage is useful, the poppy makes you crazy. But the grass is overflowing, it is a
lesson in morality” (Henry Miller, Hamlet, Paris: Correa, p. 49) (Henry Miller in Deleuze & Parnet 1987: 30).

helmet

things that are the ume
repatition

“The middle has nothing to do with an average, it is not a centrism or a form of moderation. On the contrary, its a
matter of absolute speed. Whatever grows from the middle is endowed with such a speed. We must distinguish not
relative and absolute movement, but the relative and absolute speed of any movement...The relative is the speed of one
maovement considered from the point of view of another. But the absolute is the speed of movement between the two, in c i
the middle of the two, which traces a line of flight. Movement does not go from one point to another — rather it happens i
between two levels as in a difference of potential, Absolute speed can measure a rapid movement, but not a very slow ) ’g
mavement or even an immobility, like a movement on the spot"” (Deleuze & Parnet 1987: 30-31). i

]

i

lixele hans + the home

.

Is there space within a degree of mastery to enact such an in between, to disappear effectively and allow oneself to
simply be amongst the others? You are always in the centre, you are the middle.

mulripliciny (Dedesse
Dialogwer, 1x) the
thing “which does not

{when it Is foreed o wop)
opening doors
need to refer o any-
vhing but il

I other wonle
Dielaing the
hyseeria
poings of intersection croming liney
oudal poines
the event
pnhnfml.ull-c
ends
remimving door
being omio
something
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i P keywords; pricks; language
Gilles Deleuze; Claire Parnet; direction; middile; positions (centre); states of being (static); 5 i i (word games); aerial view;
geography (paths with neither beginning nor end); Samuel Beckett; exhaustion; restraint; % 3 3 geography (constellation)
third; states of being (hyperceptive); experiment; conversation; movement {1 ' £ Map of collected keywords.
Excerpt from Deleuze and Parnet's Dialogues (1987: 29-31) with own commentary. E f { H .
1

An enviable (unviable) position — being in the middle (the third, the spare):

"What matters on a path, what matters on a line, is always the middle, not the beginning or the end. We are always in
the middle of something. The boring thing about questions and answers, about interviews, about conversations, is that i‘
usually it’s a matter of taking stock: the past and the presem, the present and the future ... the embryo, evolution, are not g

mauths
that are hasd  full, ewollen
skl
full, swollen

thas are moft

good things. Becoming does not happen in that way. In becoming there is no past nor future — not even present, there

is no history. In becoming it is, rather, a matter of involuting; its neither regression nor progression. To become is to

become more and more restrained, more and mare simple, more and more deserted and for that very reason populated. '!
This is what 5 difficult to explain: to what extent should one involute . Its obviously the opposite of evolution, but it is also | H .l i :!
the opposite of regression, To involute is to have an increasingly simple, economical, restrained step. ... Experimentation E H j‘ ‘I :l

is also involutive, the opposite of the overdose. It is also true of writing; 1o reach this sobriety, this simplicity which it

is neither the end nor the beginning of something. To involute is to be 'between’, in the middle, adjacent” (Delewze &

Parner 1987: 29).

lasing things that you
Thave found before you
cam share them

“Beckent s characters are in perpetual involution, always in the middle of a path, already en route. If one has to hide, i g l
if one has to put on a mask, this is not because of a taste for the secret which would be a little personal secret, nor as

a precaution — it is because of a secret of a higher nature, that Is, that the path has no beginning or end, that it is in its i ‘i
nature to keep its beginning and end hidden because it cannot do otherwise. It would no longer be a path, it exists only

as a path in the middle " (30).

loopholes

“Grass only exists berween the great non-cultivated spaces. It fills in the voids. It grows between — among the other

things. The flower is beautiful, the cabbage is useful, the poppy makes you crazy. But the grass is overflowing, it is a %
lesson in morality” (Henry Miller, Hamlet, Paris: Correa, p. 49) (Henry Miller in Deleuze & Parnet 1987: 30).

“The middle has nothing to do with an average, it is not a centrism or a form of moderation. On the contrary, its a
matter of absolute speed. Whatever grows from the middle is endowed with such a speed. We must distinguish not
relative and absolute movement, but the relative and absolute speed of any movement...The relative is the speed of one
movement considered from the point of view of another. But the absolute is the speed of movement between the twa, in
the middle of the two, which traces a line of flight. Movement does not go from one point to another — rather it happens * 3
between two levels as in a difference of potential. Absolute speed can measure a rapid movement, but not a very slow
movement or even an immobility, like a movement on the spot” (Deleuze & Parnet 1987: 30-31).

Hieshe bams o the homs
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superstition (lefioven)
are/become meaningful
baskets
Daon
helmet
things that are the sme
fepesition

mmwd
madngn, 201)
encountens
the conditkons of hew things
hiding places
weak sirucrures

traps

wears v, holes

Is there space within a degree of mastery to enact such an in between, to disappear effectively and allow oneself to
simply be amongst the others? You are always in the centre, you are the middle.

(when it la forced ra stop)
meed to refer 1o sny-
thing but self”.

multipliciry (Deleus=
g i)
thing *which does not

i oxther words.
Delaying the
le-
hyteria
polnss of intenection  crosing lines
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the event
‘moments in time
ends
being onto
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superstition; truth

(Left) apple cores. Received from
Bianca Baldl.

things that are round (spheroid); inten 7 balance;
being (static); Castle Rock: gmgmpnyafzaj T

Stones from Castle Rock (Western Cape) with prestik.

unit; weak logic

(Right) balsa wood and resin.

(top) B.B.93.2.
B.B.90.

(bottom) B.B.91.
108

199



07,
2009

stones; emollient; things that are
round (spheroid)

(Left) stone.

rotten nature;
repetition; truth rotten nature; food (pear);

superstition
(Right) liquid plastic

apple core cast and

(Left) pear cores.
enamel.

stones; emollient; things that are intensity; unbecoming; pricks

= (Object B.A.23. not pictured) floor-
(Left) stone. board nails.
animals (rhinoceros); magic; experiment; what
| happens when nothing happens; craft (hobby)
B.A3. (tOD-Ieﬂ) (Immediately above) plastic rhinoceros, magic sand (t Op) B.B.92.1-2.
b | lock.
B.A.32. (middle-right) [I and carved zebrano wood blocl (bottom-left) B.A.55
B.A.42.7. (bottom-left)

(bottom-right, not pictured) B.A.23.
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I Yo Al encw ihal somatteng
PO i oy K0 Aanoe

—— .l i i i |3

things that are round (swollen); things that are
round (sphere); rotten nature; collaboration;
something to do

(Above) pencil, enamel and oil on canvas (painted over
an existing canvas received from Christian Nerf).

Framcn Buarge aa Crraten Nerl, 2009

provisional philosophy of yes;
direction; Douglas Gimberg;
positions (hero)

(Immediately above) notebook
diagram by Douglas Gimberg
(own annotation).

L ” f making (meaning);
something good; Christian Nerf; collaboration; conditions o deonrs igs, Doslticns (deemiuge)

things that are roundish; body (organs); kidney mption; language; language (word games); it is what it
stones; doctors; body (blood); body (flesh);

lar opposites
accident; funny stuff PR

{ |
(Above and following pages) booklet produced in collaboration with Christian Nerf. Additiona
keywords are listed below illustrated page spreads.

203
202

(Immediately above) found image of diseased kidneys.



this revaaled things that would broak oven the cold hearted. Closo to death, closa to
moaninglessness and closer 1o Iha truth. Goal posts shifted. Enough bulishit, we
want the truth

&.mu“mmummmmmwb‘mm
mmmummm.mmmmmhm

vBHOUS stars of 3 . A shorl, packaged
mlmmwmdwnnmlmmmwrmm.

(
1. You Just Know That Something
Good Is Going To Happen
n Ine beginning wa worked tagather on numerous art projacts and ganaeally Nad a
Good time. Then tragedy siruck. We aach went ihrough soma iifa changing stull and
[ Why expose unfinished stuff you may ask? In the spirit of openness we acknowlodge

that wo will never be finished Over the next decade we intend to unearth socrels, hido
our discoveries and pursue uncallod-for newness. W will lsan towards theory but not
shy away from making stuff {and breaking stutf). This much we promise.

e | e :
e e b 1 Bl
:;‘wmsmmwmumwnmnwmmnommmyumw::‘g iii%igig !§ §§§ gi’;g!g E% gi
HEH LT I i
difig 4 an Wi 5o
HE TR L LI L
i HHEH 5! T H T L
4 THHTES 1
el Hi R i
. N 13t : ¥ z !
Burger & CA i ?{5; HEH : jii ; iy g g
IR R R
i iy th HIEHIHE gﬁ :
!E‘E§E§a§ {gs §§§§ i!gzif : Egs gii
“«f g = 4 2 _-,-59;. 2 Ty
pornographic tendency; third; accident; positions (romantic); body (blood) £f !;eiE R EIHIE Eii sh

giving and receiving; desire; weak logic; Jacques Lacan
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Notw 1o 38 Overlpoiang princilessrnantons in omder 1o el ofher Bungs shp in unncliced (10
Note o other. What good i it teing right andier being successiul andior baing a winner?

surprise us later).
PART 1:"You start, I'll finish.” “No you start, and I'll finish."



architecture (trap); geography (cave); place-holder
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orgone; Wilhelm Reich; Kate Bush; Slavoj Zizek; people
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THE WORDS ARE / AREN'T WORKING [...] The only condition of this exchange

will be that it must remain honest [...] it feels as if it isn't supposed to work like

1 dislike the final product [...] we agreed on an out clause [...] projection? [...] an

that [...] figure out the truth / trust thing [...] bave oceurred / are ocourring / will

empty concept (yes, it eludes to so many so called issues) But its got nothing on

ocecur [...] 2 legit 2 quit [...] What is it that enables interactions that would

this [...] is this art? Or is this proof that life is more fulfilling than art? [...]

otherwise be impossible [...] (working) for or against (each other) or ourselves

because its art, it's funny and deadly serious, isolated from the other [...] items

(?) [...] making ourselves available [...] saying nothing [...] mute witnesses [...] we

[...] what we are making is rare [...] the possibility of uncalled for newness [...]

can do this because we don’t need “to face® each other [...] you stayed at the

can we recognise this? [...] perhaps [...] without the hindrance of normality [...]

doorway and I was trying to look cool - looking for cigarettes, saw you were still

we will get past the point of thinking straight [...] are you seeking to

there [...] I am so sick and tired of bullshit [...] lose patience (your word) [...] find

counterbalance [...] ? [...] | hope we will find unrestrained freedom, thisis

a space [...] reread everything again [...] | know that I don't need to explain

sounding way idealistic [...] the desire to be engulfed [...] straight forwardness [...]

myself [...] I want to say all of these things and somehow believe that it will j
|

a real sense of balanes § -~y - a1t 1ire we may turn tha tables
become some kind of coherent explanation [...] some screaming possibly [...] at
[.-.] there will be much we can gain from this approach [...] so far, so good [...]
least another one thousand times [...] And yes, we should record it. [...] our ten
should we record this? [...] if this is a question [...] you are smarter than me [...]
year plan works for me [...] the third party is intangible [...] awkward, '
what I have always wanted? [...] common ground [...] mutual respect [...] working

humiliating, even unpleasant - without there being a problem [...] an honest space

with others is a fast track to getting out of my mind into your shoes and some

[...] move away from subscription [...] closeness; ( versus comfort [...] give each

unforeseen scenarios [...] this third party that manifests [...] that is what [ am

other [...] I feel as though, now, writing this, these things / notes shouldn't be

after. And it is that voice that is spellbinding for everyone [...] you saved me as [

destroyed. In a way, | appreciate the fact that if they are obliterated the

did you [...] S8ame time, same place [...] can we hold back on this? [...] unknown

symbolism is that of truth - they become history [...] | trust things that don't let

[...]loose patience [...] unusual [...] the way forward [...] how far do we have to

words work more than anything - but also things that do [...] and art... I'm still on

go?[...] “you go your way" [...] “and I'll o mine” [...] from now on

holiday from it, I think I will stay as long as I can. Art and life, there are samehow

no privileges for art [...] it's & deal

erotic tendency; geography (cave); sentiment

art vs. life; honesty; surrender; states of being (definitely full); states of being (coprophagous)
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things that are roundish; desire; double-edged sword
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states of being (dynamic);

instruction; common sense; fire;

; history;

something good
(Above) digital photographs showing the cremation of research material for Something

pedi
Good (see preceding pages).
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(Immediately above) signatures in blood for Something Good (see preceding pages).

superstition; body (blood); intensity; positions (narcissist)

body (excrescence); Douglas Gimberg; intersection points
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assemblage; architecture
(monument); space-time (smooth)

(Left) balsa wood, enamel,
pewter and lint.

s
* II.‘."-‘L----""I"','

L}
i
1;.
:_‘
partial object complete with %
missing parts; spare part; 4 2.
unit; architecture (trap); ‘e‘ \
architecture (exedra); g‘h §
place-holder o S
(Right) cardboard and _ %,
packing tape. Assembled &
by Christian Nerf. B o
-
AT _?:_“E_E-'FH-- ¥ \ ﬂ
BRI T i i
% £ b . " L
A it P" st . \g
. i oo { : N
[ . : i o
Don Quixote; art; time; repetition; conditions of making (meaning); geography (paths defined by use);
' zigzag; something to believe in; intersection points; process
B.A.31. (top) -_— : ic and
B.B.100 tt Map of intersections between looking, finding and making and their bearing on spaces (geographic an
o ) (bo OI'I'I) architectural) and time.
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Christian Nerf; Barend de Wet; other works other; positions (scoundrel);
collaboration; surrender

(Immediately above) exhibition invitations for other works other, Barend de

Wet and Christian Nerf at Association for Visual Arts, Cape Town (July 2007).

Forming part of an ongoing contractual agreement between the two artists
that gives each the legal right to sign as the other the exhibition featured an
installation of objects painted bronze by Barend de Wet and authored as
Christian Nerf and objects painted white by Christian Nerf and authored as
Barend de Wet.

:

{Uin testo breve su aliro opere altro)
Francis Burger

Givehi o amery

Che genera di pratica occupano questi oggetti (1 bronei)? Queste sono cose che sono che
©0%8 S0N0.

Quello ha descritto |"aliro come artista che ha cominciato giocando § glochl, Quande ci non
erano pii giochi da giocare si ¢ arrestato. O hui (i questi cosi.

Non siete voi sigai

Gili oggetti bianchi sono qualcos'aliro — ma ancora le opere di quello prutiosto che Faliro,
Diventa occasionalmente conlusionario quanto a quale sta attenando di cssere 'aliso,
Ad altre volie, si trasforma in confusionario se 'nltro sta tentando di essere quello, o in
gpialcos'altre complessivamente (o se uno sta tentando qualche cosa alatlo),

Come testi phutiosto che un uno ¢ propenso pensare che alcune di queste
cose possano avere qualcoss fare con voi. Ma nessuno di questo ha qualche cosa fare con v,

M cutver mon & chitso perche mm ¢ Atale aperfio mat

Sappismo che questo contratio noa pud esscre preso scrimmente | firmatari hanno firmato vis
Ie loro finne.

E precisamente questo dei voti che invita sis la nosira fiducia che loro.

Alesrer, perlianm ol guesto

A proposito di fiducia.e, implici verith [ 1], il mpp he i i hanno
forgioto fra se stesso & quasi ideale - le refazioni di lavoro quello conta sulla fiducia di
entrambi che ciascuno funga da altri altro, e poiche’, quello dichiam, qualunque che cazio
che desiderano con il loro nome.

£ che cosa é
Fra noi ¢ I'alire opere altro & un'siTermazione sobria e quasi piacevole delle cose che sono che
088 S0N0 — UNA SOUDMISSIONE COMPAsSIONate, 0 ESSCIE SOMIID, Ml COTperIrT

semplicemente.

Ci sono altri modi, ma questo & come leggere queste cose [2].

Getting closer (A short text on other works other)

Love games. What kind of practice do these objects (the
bronzes) vecupy? These are things that are what they are.

The one has described the other as an artist who began by
playing games. When there were no more games Lo play he
stopped. Now he makes these things.

You are not yourself. The white objects are something else —
but still the work of the one rather than the other. Al limes it
becomes confusing as to which one is attempting to be the
other. At other times, it becomes confusing as to whether the
other is attempting to be the one, or s¢ hi 1

g else gether
(or whether either is attempting anything at all).

As a witness, rather than a viewer, one is inclined to think
that some of these things may have something to do with you.
But none of this has anything to do with you,

The case is not closed because it was never opened. We
know that this contract cannot be taken seriously because the
signatories have signed away their signatures. It is precisely
this disavowal of vows that invites both our trust and theirs.

So let's talk about it On the subject of trust, and, by
implication, truth [1], the relation that the collaborators have
forged between themselves is almost ideal — a working
relationship that relies on the trust of both that each will act as
the others' other, and do, as the one states, whatever the fuck
they want with their name.

It is what it is. Between us and the other works other there is a
sober and slmusl pl:asam aﬂ'lrmallun of things being what they

are — a comy ynate not to be o , but
simply to cooperate. There are other ways, but this is how to
read these things. [2]

How does the compassion between the viewer and the ohject
match up to that between the two collaborators? Could the
proximity that the contract imposes on them suggest something
similar to the attempt above to describe the relation between

C I pictd f ' i 1a fra i due collaboratori? 4 7
e naal adagll =logpio o el e s the viewer and the object as a cooperative compassion? How

Poirebbe a prossimit che i coriratl impone loro suggerisce qusiche cosa simile al entativo close does the imposition of a relation come to being 'close’ -

di descrivere il rapporto fra il spe « Foggetio come picta cooperativa? to les and feeling the pressure of another’s

0‘::“‘: ""E fa """PD"_"“"‘:::" “‘W“"; bt it “““"' .u: ::""‘"""’ﬂ’.' gums thmugh “the bristles of a toothbrush (is there any real

occhial ¢ ire i pressione gomme di un tro c scts b *

dentl (& una differenza reale fra la spazzolatura dei denti di qualcuno ¢ una sireita di manoT). ﬁt I'fs[;;nce brush}ng " 's teeth and Shiﬂ"“s their

an

Potete cssere vicini, compassionate, cooperative, pin vicino — con huits la passione giniosa
che introduce la vostra mano nella stretia di wn altro - ma per non soccombere o ton cisere
injghiotioe.

In guesio caso, Faliro non € il vostro vicino, potete porkan: oggl, ¢ mai sncors.

I grssnte cled i

11 contratio non € stato firmato nellsangoe. Qui, dove nen ¢ seno padroni, non saranno
anime sforunate

(8 InMImamllhwhlluq!llnu:Illﬂilw‘m[nmmm(mlmmhmdrmlm
alla ricere per fa verit, Mg el i . 1l genere di cavalk

RS- raesde. i mggmncak 1 ne Ll e drunterehberns
{wﬂl"ﬂwII'HHHMrmlbmwrmuhmmmmmrmeﬂl.&mu
g bugr

You may be close, compassionate, cooperative, closer — with
all of the joyous passion that brings your hand into the clasp of
another's — but not in order to succumb or be engulfed.

In this case, the other is not your neighbour, you may speak
to him today, and never again.

The devil's bridge. The contract has not been signed in blood.
Here, where there are no masters, there will be no unlucky
souls.

1. A goal for the future is to implicate truth with honesty; to state that honesty
requires @ commitment to the search for truth, While it may be a fool's project, the
very selfish kind of chivalry that it would require would only ever deserve the
grestest respect. Those engaged in such a quest would become the only people we
could ever trust, for trust should always rely on honesty, and such people would
never lie.

2. A conjunction of ion and [ ded here 53 o way Lo

describe an experienced approach, relies on the mulu-l!t} implied by the

Ll-.-mgumammmm'z- e i o un
cona T b v e la
o it i e b ermant dissip [imoc iwsione delin ot com i o, cyiliben condieenderie
pratioase che coln deme)

incid of the co- (which is not simply coinci 1 in that the coincid of
both terms dupeln the asseciation of mpcmen with s forced, condescending
g ather than a coincidental one),

love; proximity; collaboration; Barend de Wet; Christian Nerf; Bianca Baldi; luck; surrender; it is what it is;
intersection points; positions (neighbour); honesty; play; satan; people; other works other; cacolydates

Text written for Other Works Other (2009) translated into Italian by Bianca Baldi.
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Being prepared to die alone.
Abuses of power, being straightened out.

What does it mean to tell the truth, to be told the truth, to speak the truth or have it speak through you?
How does the one face the other (truth and lies?)

Can life move so far away from itself that it gets closer to art

(can can life be so close to art that it cannot not be art)?

Is it really about art, getting on with it, does art have anything to do with anything?

(What does anything have to do with anything?)

Why does it need to be painful (art and trauma)?

Do artists need to leave marks? (can’t we just say nothing)
Can we make something out of nothing or vice versa?

Definitely full, definitely empty.

How does one get people to expect less from them and more from everyone else?
How does one make themselves available?

Who is speaking/being spoken to? (Does it help to speak in/to/of the third person?)
How does one know who is third (or first)?

Who is the second petson?

Getting on with it.

How is it possible, all of a sudden, to expect things to be beyond expectation?

Can one expect something different and/or do things differently?

Does difference require things to be done differently? (what is it good for, what can be done for it?)
Can we rely on difference, on perversions, to take a stand?

Are we for or against, or for and against (can we be for being for and/or against)?

Is it worth it?

What does it mean to fill a gap; does it make any less of a gap if it is just less empty/more full?
(is it better to live with the gap?) (why do we need spare parts?)

Can something be complete with missing parts?
How seriously can it be taken?

Can one ever really be concious while losing control?
Never admit to being happy.

Expose everything.

Say nothing.

pornographic tendency; erotic tendency; states of being (dynamic); states of being (definitely full definitely
empty); third; truth (speaking for itself); art as a question; spare part; partial object complete with missing

parts

Self-directed questions and statements.
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vs.

and/or
second vs. third vs. second and third (vs. first)
vs./and
-philia vs. -phobia
' and/and
setting traps and falling into them vs. setting traps or falling into them
and/or
art and life vs. art or life
and/and
getting on vs. getting on with it
and/vs.
screaming vs. shouting

and
saying nothing and having nothing to say vs. letting it all hang out

performing and/or posturing vs. self-restraint

vs.

being restrained

and/and

being honest vs. telling the truth
vs.
being straight vs. being straightened out
and/or
filling the gap vs. finding spare parts
and/and

and
drowning and waving vs. strangling or suffocating (being engulfed vs. being contained)

enforcing control (being concious) vs. losing control

) and
knowing what you want and getting it vs. getting what you know

A and/vs.
wanting what you know vs. taking what you get

and/or
setting traps vs./and/or making holes

and/and

wanting intensely vs./and/or wanting intensity
believing in belief vs. believing vs. believing intensely

and

intensity vs. composure
A and vs. and/or
taking things scriously vs. never admitting to being happy
and/or
vs./and

and/and

popular opposites; forced choice; desire; third; something to believe in; intensity; architecture (trap);
language (word games)

List of oppositions, additions and aiternatives.
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accident; body (brain); doctors; positions
(aphasic); pornographic tendency;

Doctor’s note from Dr. Desmond Woolf detailing

my hospitalization as a result of contracting
encephalitis. (Notable symptoms included

seizures with mild aphasia).

cacolydates; surrender; it is what it is; truth; love; trust; there is no solution because there is no

problem (the case is not closed because it was never opened); other works other; positions (scoundrel)

Notes from a conversation with Barend de Wet and Christian Nerf.

221

220



Fm rnf.i!lf |"1' fr?¢

mevedadirs

erotic tendency; food (chocolate);
sediment; sentiment

Chocolate and foil. Received from
Ryan van Huyssteen.

doctors; states of being (open); pedagogy

(Above) pen and pencil crayon on paper.

knife-holder; accident; body
(brain); missing piece; body
(calculus)

(Right) plasticine
hippocampus segment.

(top) B.A.36.
(bottom) B.A.56.
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early learning; oneiric house;
architecture (house);
craft (hobby)

(Right) found illustration showing a
miniature house building set,
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pedagogy; Jacques Lacan; holes; truth; i
weak logic; intersection points N

Transcribed excerpts from Lacan (2008: 23-32).

&l‘l‘ -' Ll r-r.
- _*fe Fal
— ey EBalelm 0 o5y

Tal

oS i
T @ g
< ©

reasonable and unreasonable combinations (installation); exhibition; giving and receiving;
experiment; process; architecture (cockpit); spookies; truth; honesty; art as an exercise in problem
solving

(Below) installation view of Reasonable and Unreasonable Combinations. Sporadically updated and altered
installation with wall text, image and object map, found and made objects, and two plinths. Installed as
part of the MFA group show, In Principle, (May 2009) at the Michaelis School of Fine Arts. Photograph

by Paul Weinberg. Above images and following six pages show associated parephenalia generated and
exhibited within the exhibition space (where appropriate, additional keywords and sources are provided

below each illustration).
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body (nose); noses; food (apple); Nina Simone vs.
Elizabeth Taylor (everybody knows about Mississippi);
animals (horse); William Kentridge

geography (strata); geography (garden)

226

architecture (monument);
conglomerate (superficial)

architecture (monument); craft (hobby);
something to do

geography (outer-space); fire;
announcements to the universe

227

announcements to the universe; prophesy;
propaganda; Krzysztof Wodiczko; reinventing
the wheel; conditions of making (making the
conditions for making)

Krzysztof Wodiczko's critical vehicle as illustrated
in Wodziczko (1999).



A prison warden summons three choice prisoners before him and announces 1o
them the following:

For reasons which | noed nol mke known s yon mow, gentlomen, | must free
wme af you. In order 1o decide which, | will entrust the outcome o o fest that you
will, § hope. agree to undergo. There are three of you present. | have here five
disks differing only in color; three white amd two Mook Withowt letting you
knorw wlich | will have chasen, [ will fasten ome of them 1o cach of you between
youer showlders, outside. that bx. yowr direct visual field - indirect ways of getting
a bock also belmg excluded by the absence here of any mwean by which o see
your reflection. You will then be left at your leisine fu comider your

compardons and their respective disks, without being allowed, of course, 10 Sulguratian s
commnicate anong vourselves the result of your impection. Four own interest
would, i any case, proseribe sucl communication, for the fiest 1o be able to
deduce hix color will be the are to bengfit from the discharnging measure af my

= poa of

dispasal, L e
8 . i . e )
wit hris conclvkon anst be founded upon fogical and ot simply probabilistic amipotent
srosancdy. Keopriengg this fn mivd, it is agreed theat ax soon ax one of you is ready to leader TS
Jormudate sich o concluion e will pass teough this docor so that he may be o ‘L-p\ ':‘_-

Juclged individually on the basis of his response.

This having been agreed 1o, each of our three subjects is adomed with a white

disc, no use being made of the black ones, of which there were, let us recall, but reading
two. How can the subjecis solve the problem? and
wriling

A b 2000 101- 162}

00000

aerial view; geography (relief);

444
states of being (static) 4 4 4
4 ;

eaneid cwriiny - o mew mmcy ool the signifher) s
| i e W Y W mnment | ibe process

@ swilnnd ey of praiar  Dammislag 3 mrited ol
2 frg Locen's Lghved i | of practice, e g the sas-
wond e s bt i e slgilher ik pri-
4 ol D moshing) ol sresition

food (apple); repetition; truth; something to do

play; Ivor Powell; Elizabeth Roudinesco; Jacques Lacan; fulguration; penumbra; reading
and writing; positions (god); suspended signifier
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Ihe perfect solution

By 2misiominy cach porsible  couisindion 7
- mitegmiog te otlsrs Rasitmtion %o
.'m, tack prismas Follows die famid
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000

ot rdusion s Suasfore ¥ad) snce.
n b o vy wad 18EF yed, Yt Ve all uraring
white disce,

O O O 0 tere Labtack. the two shites that I e
wauld waste no time in realizing that they
are whites.

We have here an infirition by which the subjeet ahjectifies something more than the
factual givens offered him by the sight of the two whites. A cerain fime s defined
{in the two scises of taking menning and finding its limit) by its end, an end that Is st
onee goal and term. For the two whites in the sitution of secing a white and @ black,
this time ks the time for comprehending, cach of the whites finding the key 10 his own
problem in the inertia of his sanblable. The evidence of this moment presupposes
the duration of u time of mecitution that esch of the two whites must  ascertain in the
other, and that the subject manifests in the terms he anributes to their fips, s though
they were writien on a banderole: *Had | been a black, he would have left withou
weaiting an instant. 11 he stuys 1o meditte, it is because T am a white”,

But how can we measun: the limit of this time whose meaning has been thus
abjectified? The time for comprehending can be reduced to the instant of the glanece,
but this glance can include in its instant all the time needed for comprehending. The
objectivity of this time thus vacillates with its fimit. Its mcaning alone subsists, along
with the farm it engenders of subjects who arc adefined excep by their reciprocity,
and whose action is suspended by mutual causality in a time which gives wiy die to
Tvern] the very retum of the intuition that it hus ehjectified. It is through this
temporal modulation that, with the second phase of the logical movement, a path is
blazed which beads 1o the following evidence:

. . 0 mm:.mkm

We have here a logical exelusion which gives the movement its basis. The fict that
this logical exclusion is anterior to the movement, that is, that we con assume it 1o
be clear 1o the subjects wirk the givens of the problem - givens which forbid a

comhination involving three blacks - is independent of the d
isolating the preambular statement of these givens, Expressing it in the form fwa
hlacks : ame white, we see the /i of its evid — its fulgurati

time, so to speak, heing equal to zero,

But its formulation at the outset is already modulated by the subj
albeit impersonal, which takes form here in the “ong knows that....” und by the

junction of propositions which i Jess a formal by pothesis than a still
indeterminate matrix of such a hy pothesis; we can put it in the following
consequential formal designated by linguists with the ferms “protasis™ and
“apodosis™: “Being..., onfy then does ane know that one is..."

An instance of time widens the interval so that the pregiven of the protasis,
“opposite two blacks” changes into the given of the apodoxiy, “one is a white,”
the imnstant of the plance being necessary for this 10 occur. Into the logical
equivalence between the twa terms, “two hlacks: one white,” temporal modulation
introduces a form which, in the second moment, crystallizes into an authentic
hypothesis; for it now aims at the real unknown of the problem, namely the
attribute of which the subject himself is unaware. In this step, the subject
encounters the next logical combination, and - being the only one 10 whom the
antribute “hlack” can be assigned - is able, in the first phase of the logical
movement, to formulate thus the following evidence:

000 (f:f;mmm
me in recognizing for thewsselves wha they are.

We have here an ausertion about anexelf theough which the subject concludes the logical
mavement in the making of a judgment. The very retum of the movement of comprehending,
before [xous| which the temparal instance that objectively sustains it has vacillated,
continues on in the subject in reflection. This instnce reemenges for him thercin in the
subjective mode of a e of keggimg behined the others in that very movement, logically
presenting itsell as the urgency of the moment of concluding, Mone strictly speaking, its
evidence is revealed in & sibjective permibrea as the growlng il umination of o fringe ot the
edge of an eclipse thit the objectivity of the nime for camprefending undenzoes due 1o [sou |
reflection
Tt scems 1o the subject that the time roquined Ffoe the two whites 1o wnderstand the sitution in
which they are faced with a white and s black dos not logically differ from the time it look
him tos umderstand it himself, since this situation is merely his own hypothesis, Bu if his
hypothesis is correct — i, that b, the two whites sctually see a black - they do not have 1o
make an assumption about it, and will thus precede him by o the beat [lenys de battemsent] he
misses in having o formulate this very lypothesis. 10 is thus the mment fior comlusling that
he s a white: should he allow himself o be beaten 1o this conclusiun by his semblablcs, he
will o lamger be able to determvine whether e is a black or not. Having surpassed the i
fiar ypredneniclimg the moment of fulimng, 1t i the mennens of comclinding the e for
cumprebwniling. Otherwise this time would lose its meaning. [t is thus not beemuse of some
dramatic canlingency, the serioustiess of the stahes, or the competitiveness of the game, that
time presses; it s owing 1o [soms] the urgency of the logical movement that the subjeet

both his jud and his b {“precipitates™ in the ciymological sense of
the verb: headiong) blishing the modulation in which temporal fension is reversed in s
move o action manifesting 1o the others that the subject has concluded. But let us stop at this
point at which the subject arives in his nssertion st a truth that will be submitied 1o 5 test of
doubr, bur that he will be incapahle of verifying unless he first stiaios it us a certainry,
Temporal tension culminates here since, as we already know, it is the scquential steps of its
release thut will stand the 1est of its bogical necessity.

language (combinatorials); time; hesitation; a time for comprehending; movement

(All above text) excerpts from Lacan (2006: 176-2009).
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In her biography of Lacan and his system of thought, Elizabeth Roudinesco relates that
“Lacan came across this sophism one evening in 1935 m Sylvain Blondin's aparunent. h
was there that he first met Andre Weiss, who told him about the puzzle without revealing
the solution. Lacan lay awnke trylng 1o find the answer. Al three in the moming he phoned
Weiss, who told him the answer, though he wis furious at being woken up in the small
hours™ {Roudinesco 1997: 176).

The dilemma of the prisoner’s rexsoning was o form the bulk of the discussion in Lacan’s
(20062 161-175) *Logical time and the assertion of anticipated certainty; A now Wlhcn'.
which, as Reudinesco (1997: 177) explains, begins with o derisive remark regarding

Sanre’s ion of freedom ded in Huis clos;

“I am ot one of those recent philosophers for whom confi within
JSour walls is merely her expedient for attaining the ultimate in
human freedom™

(Lacan 2006: 162)

1 Grotp Prvchology and the Analyals of the
Egu Freod analyzed the group dynamics of the
charch and the anmy, both of which have a
“verical axis stemming from the relationship
between the group and the leader™ and a
“hortrontal axis imvolving e relsionships

As Roudinesco (1997 172-3) details, the
argumeni pul forward in Logical Time and
';::f,"""m:‘:fif;" ;:W .{,m:‘ e smong the individoals of which the group Js
uenced y Lacan’s recen i feul asis desi
interaction with English wartime psychology | o ninn“:iﬁ‘:::ll o
and his reformulation of Freud’s theory of the AR oy th‘*"lm"m_’
horizontal and vertical axes of social 'sn-‘ idesl, while the hottzontal mxis dedigates
argainktion. the relationships or bonds between the members
themaelves. Frend saw the vertical axis as the
most definitive of the two, the horizontal axis
being dependent on it for its formation
| | Rowdinesco 1997: 173).

Specifically the *leaderless group®
i by John Rickman and

Among other things, Lacan objecied 1o Sartre’s args that existential p hysis
wits ble 1o Freudian p is owing 4o its abolish [ the overtly biologi-
cal and isti ion of the ious and its assertion that “nothing exists

Wilfred Blon, who in 1939 “had decided to |
make use of slowpokes, shirkers, dullands wnd |
deli ing themn to various

antil the first stirrings of freedom™ (Roudinesco 1997: 177), Lacan’s [
Roudinesco explains, was all wo plain, “not only s man not free to choose his own fetiers
= there are po first stirfings of freedom — but in order to be free he ks doomed 1o become
jpart of the community of men, via o process of logical thought™ (177).

The individual subject can only relate 1o others, therefore, via a horizontal axis, snd can
anly be lead to truth vin the power of logic. “Afler Husserl therefore, and against Sartre,
Lacan stood for a philosophy of concepts, into which he tried to incorporate 1 nonsubjec-
tive philosophy of the subject or, as he put it, an “existential indetermination of the *L."™ In

by
tasks in the rear. Without actually segregating
them, they separated “misfits™ from ordinary
fighting men so as 1o spare the latter the |
neurotic shock of contact with disturbing
clements”™. Their findings showed that the
“‘misfits’ themsclves improved as a result of
being regarded a8 useful and functioning as
i I " (Roudi 199

doing 50, he made all human frecdom dependent on a temporal event: to cach individual
comes a ‘time for comprehending™ in the light of which he can make a logical decision’

1721 |

The modulation of Time in the Sophism’s Movement:
The instant of the Glance, the Time for Comprehending,
and the Moment of Concluding.

One can isolate in the sophism three evidentiol moments whose logical values
prove to be different and of increasing order. To lay out the chronological
suecession of the three moments would smount once again (o spatializing them
through & formalism which tends to reduce discourse 10 an alignment of signs.
To show that the instance of time presents lisell in o different mode in coch of
these moments would be 1o preserve their berrchy, revealing therein a tonal
discontinuity that is esseatial to their value. But to discem in the temporal
modulation the very function by which cach of these moments, in its passage to
the nest, bs resorbed therein, the last moment which absorbs them alone

ining, would be to their real jon and truly und d
their genesis in the logical movement. That is what | will attempt, starting from
s rigorous o formulation as possible of these evidential moments,

freedom; Jean-Paul Sartre; leaderless group

(Lacan 2006: 167-169) [
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=
architecture (monument); =5 %"@_-_:J s 9 % '
announcements to the universe; z LENg a T (=% I
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5 - =

(Right) paper origami pagoda

crafit; announcements to the
universe; architecture (podium);
Mike Kelley; crack; space-time
(smooth)

freedom; positions (hero); third; escape to Robben Island; Gimberg Nerf; accident; collaboration

(Right) sanded pine block with

Film stills from a short video by Gimberg Nerf documenting Douglas Gimberg and Christian Nerf
removing a pair of handcuffs from Ryan van Huyssteen.
enamel, pen and pencil crayon.

B.A.49. (top)
B.A.68. (bottom)
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04,

2009
architecture (monument);
announcements to the
universe; craft (hobby)
Coloured cardboard
origami pagoda.
¢
\‘ -
craft; announcements to the universe;
architecture (podium); Mike Kelley; thank you
Douglas; space-time (smooth) '
Sanded pine blocks with spray paint. F
!
B.A.4. (top-left)
B.A.5. (top-right)
B.A.8. (bottom-left) ks
B.A.7. (bottom-right) I
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A NEW WAY OF HAVING NOTHING

a new way of having nothing; animals (unicorn); something to believe in; explanation

(Above and following pages) seminar paper presented as part of the MFA seminar program
at the Michaelis School of Fine Art. Additional keywords are listed sporadically underneath

illustrated page spreads.

ﬁmmwm
‘arbirary nature of the sign + the prmacy of the signifier M

The of sabotaging meaning (x))
i e 9 #
webdonuicte 45~ ®
Disparity between theory and -~ production s

THE THING

partial object, complete with missing parts

(knots)
The impossible (mathemes and nots)

Rosmey O somvsmmmesryens

-
ﬁmtm; who s It for? (Big olher/master signifier)

masters vs. daddies; keywords; hidden logic; something to believe in
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A NEW WAY OF HAVING NOTHING'

Tma folrawing section was initially concelved as a clarification of the

ises of the dellb ma\fnlkw The effect of its
form, as it has lised, is now g more like an aggressive
raking which aims to turn dense ground into something more
workable and ends up with a collection of rocks.

(‘D‘MIIR is later referred to as the problem of meaningful
existence (and, consequentially, meaningful production) is tied
up with the following things that | have been convinced by/about
language:

1.1.Language is characterised by empty speech:

Aa Slavoj Zifek (2008: 219) explains, “what charactarizes human

ge. in to the most signals of bees, is what Lacan
called ‘empty speech, ' speech whose denotative value (explicit content)
is suspended on behall of its function as an index of intersubjective
relations between speaker and hearer®. Going on to Identify

linology as an e of such a " at work, Zitek
(219-220) cites Stephen Kotkin's comment that, prior to the opening of
the Soviet archives, the criticism leveled at foreign scholars for basing
their on iy rather than fact was
misdirected. “Kremlinology arose not at Harvard, but in and around the
Kremlin. Amid the inter-ministerial warfare and Mobius-strip intrigues,
Stalinist life and death remained opagque no matter where you stoed or
who you knew."! Tne Soviet “empire of signs" (220), though saturated

with g5, was as such, entirely void of
“direct denotative meaning”.
As is developed in the later jon of the p y of the signifier, to

emphasize the omnipresence of “empty speech” with regard to language
is to emphasize the fallibility of language in general.

1.2.The nature of the linguistic sign is arbitrary:

1. Acknowledgement 253 of 424 taken from Liam Gillick 'An investigation of
the non-specific qualities that affect the meaning and relative status of the
art object in the developed self-conscious neodiberal productive contest’
2009, Text

2.The Kremiin housed the Sovist government. Kremiinology' is the study of
Stalinist jargon

4.To an extent. the idea of Stalinist fargon providing an example of the
suspension between a sign and Its signified contant relias on Zilek's later
explanation of the properly carnivalesque dimension of Stalin's regime; “of
139 Central Committee members. 98 were killed, of the Central Committee
of the Ukraine republic. three out of two hundred survived, 72 of the 93

of the Central C:
2.210 of 2.750 party secretanes disd” ete (Overy cited in 2ifek 2008 249)

To elaborate further. 2i2ek (2008: 220) pi a talling d
the pervasiveness of this ‘empire of signa’, during the show-trial (the show
trials’ of the 1930's were the public face of the purges that Stalin directed
inwards on his own party) against the 'United Trotskyrte-Zinovievite Canter”
alistof that wers lo be | by this ‘canter’
("Stalin, Kirov. ") was publ I ) and
published by the regime itself. inciusion on the list "became a bizarre honour
since inclusion signified proximity to Stalin”. Getting back to Kotkin's

on th: I of rumour within the Soviet Union,
Kotkin (cited in 2ifek 2008; 220) relates the story of Dimitrov. a party
member who became agitated and confused at his exclusion from the honar
presidium on Intemational Woman's day. his records note that “of course,
this is na accident! But what does it mean? , "Ah, but what did it mean?”
Kotkin deliberates, Dimitrov, “who could scarcely have been closer to the
Kremlin was an £l yINg
choreography, divining omens, drowning in rumours

Interestingly, Lacan (2006. 439) notes in a footnote to The instance of the
Letter in the Unconscious. that “discussion about the need for a new
language in communist society really did take place. and that Stalin, much to
mrm»fdmmnnniammomwmpmlmphy put an end to it as
follows geis nota

As byF deS: (1983: 67-89) in his Course in
G | Linguistics, the ip the signifier and the 4.In relation to the illustration Lacan {415) notes that this version of the
signified is arbitrary. “There is no internal for diagram can be ‘more correct only becausa it axaggeratas the
between the idea ‘sister’ and the Franch sequence of sounds s which | have not yet altogether given up,

acts as its signal, The same idea might as well be representad by any
other sequence of sounds® (67). Following Lacan’s {2006: 415} m
assertion of its value, his ion of the

showing the signified and its signifier (the schema on the left is an
inversion of Saussure's) (1983: 67) is worth reproducing here ¢

TREE

- FF

bmmnoﬂnsrimmw mmmwwmmmmmvauem
it alone”. In addition to this Lacan (2006 416) recalls a childnood story told
to him by a friend upon seeing the illustration; “A train arrives at a station A
littie boy and a little @i, brother and sister. are seated across from each
other in a compartment next to the outsids window that provides a view of
the station pistform buildings going by as the train comes to & stop "Look.”
says the trother, ‘we're at Ladies! Imbacitel’ replies his sistar, ‘Don't you
see we're ot Gentiemen ~

S.Though referencing the short story by Edgar Allan Pos. the reference here is
double, aliuding to both the letter that is the object of the story and the
abovementioned use of tha letter as a ‘pure’ suspended signifier (see note T7)

“For the signifier is a unique unit of being which, by its very nature, is the
symbol of but an absence This is why we cannot say of the purlcined
letter* that, like other objects, it must be or not be somewhere but rather
that, unlike them, it will be and will not be where it is wherever it goes..it
Is the imbecllity of the realist who does not pause to observe that
nothing, however deep Into the bowels of the world a hand may shove it,
will ever be hidden there, since another hand can retrieve it, and that
what is hidden Is never but what Is not in its place, as a call slip says of a
volume mislald in a library. * (Lacan 2006: 17),

gy ¢ »F*’““‘

"%zi%fﬁss_
ey

1.3. The primacy of the signifier.

Following Saussure, Lacan's observation regarding the of

-:cklun‘ rx Impurity.® Although Derrida (1972 17) does concede,

the sign is that "we can take things no further along this path than to
that no signifi can be except by reference
to another signification™ (2006: 415).

With this schema (illustrated on the lefl) Lacan

SIGNFIER  2006: 415) asserts the primacy of the signifier,
— bar thus ‘jettisoning the “lllusion that the signifier
s serves the function of representing the signified,
sgnified

or better, that the signifier has to justify its
existence in terms of any signification
whatsoever” (416). Signifiers refer to signifiers.

.4. Language hands down its sentence to those who know how
to hear it.*

“Words, he says he knows they are words. But how can he know, who
has ever heard anything else?" (Beckett 1985: 355),
As explained by Elizabeth Roudinesco (1997: 270) in her on

bjection; that “you cannot deny that there are also
Deriorrnawes that succeed, and one has to account for them: meetings
are called to order.. people bet ships, and aven
marry...even if only one had taken place only once, we would still be
obliged to account for it”. His reply Is only, *Perhaps”,

1.6. Language (fal )is TR
In his of the word Lacan (1987: 10) provides the
following:

“general equivocation, universal babble, or “Babelonlan™.

On the subject of lalangue, Zifek (BWL: sp) argues that while lalangue,
which “stands for language as the space of lllicit pleasures that defy any
nunnuuvl,v the chaotic multitude of homonymies, wm-plnw “irregular”

the life and thought of Lacan, the notion that the signifier is independent
of the signified lead Lacan to the idea of the signifiar as a letter.” As
that which precedes signification the fetter Is devold of meaning -
nonetheless, It Is this primal signifier that "determines the unconscious
destiny of the subject”.

“The subject, while he may not appear to b tha slave of language, Is still
mare the slave of a di in the uni | of which his
place is already inscribed at his birth, if only In the form of his proper
name® (Lacan 2006: 414}

etaphoric links lnd * the “rhi like jouis-sense
(enjoyment in g enjoy-meant)” that it proliferates is less valuable
than the reduction of langk to @ “mini of as

achieved by Samuel Beckett Beckett, Zifek proposes, commits a true
ethical act in his renunciation of the *wealth of enjoy-meant®, turning
instead towards *minimal difference” and adding that, “when we
subtract from a symbolic field all the weaith of its differences.. we touch
the Lacanian Real”,

1.7 L must be

Zizek's (BWL:[sp]) assertion of the inviolabllity of Beckett's asceticism

p a which the enclosed di ions on the
In @ process akin to the game of Fort! Dal? the subject, whose C ity of tying language, of stopping the golng on,
“| think" is replaced by Lacan with a f “It speaks” (Roudi can direct its excessive plodding
1897: 270), within the * te di * that Nou just excessive, mournfu,

surrounds her by throwing out words and reeling them in again (Lacan
2006: 262),

1.5. Language is performative:

“From Wittgenstain to Lacan, this statement traverses the century:
‘There is no metalanguage' .. language says, and this ‘saying’ cannot be
re-gald in any speech that would itself be appropriate” (Badiou 2005:
13849).

The signifier is in that, igh its LIt *p

or transforms a snu-w {Austin cited in Derrida 1972: 13). in addition
to this, the g of language, 1 Derrida’s
(1972: 15) develop of the of the is
necessarily infelicitous (or as Austin puts It, unhappy). The potential
failure of the p {In igr of Its intanded effect) is &

predicate of its functioning, and, as such, does not constitute an

/ embarrasing
*...And more and maore my own language appears to me like a vell that
must be torn apart in order to get at the things (or the Nothingness)
bahind It Grammar and style. To me they seem to have become as
Irrelevant as a Victorlan bathing suit or the imperturbabiliity of a true
gentleman. A mask. Let us hope the time will come...when language Is
most efficlently used where It is being most efficiently misused. As we
cannot eliminats language all at once, we should at least leave nothing
undone that might contribute to its falling into disrepute”

(Excerpt of a letter from Samuel Beckett to Axel Kaun, cited by Badiou
2005: vili).

9.The importance of emphasizing failure 85 e structural festure, rather than

an anomaly or accident to be disregarded by a theory of speech acts (as.

Austin does in How to do things with words. in the casa of performatives that

are spolcen m}mamac by an actor on a stage). is, as Derrida unn 18B)
the

6.(Lacan 2006: 16).

&.The game is described by Freud as follows. a small boy throws 8 wooden

7.'By “letter” | designata the | [supp nots] that
di borrows from language” (Lacan 2006 413)

resi and retrieves it by means of a string attached to it. announcing 0o’ an
its disappearance and ‘Ah’ on its retrieval Freud interprets the sounds as
fort ('gone’) and da ( there’) (Macey 2000: 133)

egard for that such a

entails, Though there may be evidence to the contrary. when qtmutn
language. it is helpful to see intention as a backseat driver, It is also
important to note however, that &s much as we are using and being used by
language {language prevents us from being nothing) (Beckett 1985 370). in
mwwdmmmmrmmmulm responaibility as free and

ts/ Qur il Is instead all the more
severs, slmnmnmwrwmm-mwwmwwrmm
('l did not mean for It to turn out like this_°. ‘this was not my Intention_
etc.) (see Zilek 2008, 225)

Samuel Beckett; Elizabeth Roudinesco; giving and receiving; Alain Badiou; language (is not a

rocks; suspended signifier; language (as empty speech); language (the arbitrary nature of the sign);
A ' ] superstructure); language (as performative); Jacques Derrida; intention; language (as excess); fort-da

missing piece; ladies and gentlemen; Jacques Lacan; Slavoj Zizek; purfoined letter; kremlinology
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Jemngter Higgcie (2007 [upf)  “Work makies us truly freel” Slogan written over the gates of Auschwits (Zilek 2008 341)
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g

y productive confusion
h sirategy £5) (B)

as a research strategy

Jennifer Higgie; productive confusion; the logic of the supplement; theory vs. practice;
meaninglessness; master of nothing; giving and receiving; research; missing piece; science
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on the one hand, the form of the term Itsell as a temporary
Iner/concept (which I a specific mode of {
and is worthy of defence) and on the other hand, Iits content,
the objects/images,/Ideas/sig; s that are and
contained by it, which are hardly defensible at all.
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atis just in & short editorial titled “It ain't easy, how confusion can be
creative’ Jennifer Higgie (2007:{sp]) poses confusion as o
Cont = productiy " A
a gy that loys s well as relles
on a creative/productive strategy that does not demand any-
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= Mmmuwwwmﬂormmm\
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Anja de Klerk; art as a swamp; the question as a problem; excipient; birth; Mike Kelley; Rene Magritte;
Michel Foucault; pricks; zigzag; aestivation
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. l was (hat we actually wanted), The onginal object, the missing thing, is, in a sense, what
Zitok (1994; 172) as the i
i I “Wnait is the Master Signifier, strictly 7 The sgnifier of

submtances etc, that suspend their signification) appear without explanation Mmml'm 5 8 cohesive and coherent whole, Yet surely even without the resolution offered by the
and mre bll the more seductive in thesr opacity. As stated sarsier, such content is | wp applawd all ideas: mie..profiting from — Mastor-Signifier this suspension is bound 1o fail, If only at the point where the signifiers are
the of qualification In lta dafonse. -~ anb',hﬂmlﬂm" ideas disgusts me"_ .4 congiomeratad (nto @ work of @ text (a thing that is and offered as
At ds gy X e L e e e Sy e (WP ' mmn
1k ftnert AR o for irel) The ey 16 " * ischs differont things into ihe same thing
s it abeift wiatfally i ¥ Mpesifer 10 this wiry, rather than passive and spongy, productive confusion is
M0 s pn 8 "'{"%_ T AN AU Ac i by o Pvan g owasts o 5 mmmmwm 80 18
d defnsling it peniyng ona the
pepr et ﬂmm L muwmum«umum e fokiowing section details such a process. —! mmﬂi@mjw
gl Pl LT ey a1 Wit i ko {Lacan in Lemaire 1977: xv)
‘Eﬁ_%; nd b v W N s S

<
Towmmumwhmmmnmmnmmmm /
SCENanc: a8 so often happens in the atlempt 10 fetrieve of fetch semething specific, you forget what & was

that you wanted and whal accompanies you on your retum is diff After petting t

up Bd leaving the room, the idea of the object tht you tofetch c wilh &

series of other things, you pick something etse up instead and bng it back with you.

Both the moment of confrontation. where the kien (s an o of the unknown, following Kant in Zitek

(1994: 150) of the Initial otject s 1051 tut the desire 10 fetch something is stil in operation, as well as the

process wherety 8 senes of Other things are evaluated and something etse (that will simply have 1o do) ts N
instead,

ot :—..mmmmuw\

|

.,mmmmm nmummwmnumumnmmn
protiem solving, Despdts the fact thal i is not the thing (the onginal object that has disappeared) this
other thing lures you and solicits your desire, it offers itsel? 10 you as ' that is both
and palatable (1Nt has &4 the affect of something tangible bul i nol ReCEs4arfy 50) 50 you SAatch &
up and carmy it back with you. It is precisely this moment, the moment when the original otyect (the

thing that made you got up) & by an vy of that an s in probiem dened with calculations and barely broken,
mmnmmmwmmmmmumm—— i .aﬂmuumuﬂ.ﬁ::*"'f“."
" suffocates us”.
"‘\\ Mmﬂ"ﬁ'wnluw 11||m:mnmmcw“l
F"_ /"_""“"—"*—"—“_“—"—“—'_‘---.i
As described overleat, the suspension of qualification that occurs through the = While the original object (which and the Real) is the
“ - - 5
::f mm:nmm::hewhnanhrm:dwm:-m» + "As much as the practice that from " s open Mastor Signifier, the paiatable/paipatle objects collected by art as an exercise in problem
s ‘Wm et o ) 5 RO\ and s aiso pponed 1o the {or even the soiving are coliectod as signifiers of letlers (see section 1.4.), they are gathered without an

| entertaimment) of that which s into
mmmhummmmmcm-w
hers, these uncertain and tackum things (Images. texts, words, objects, ideas, Tmmmlntmmulmﬂuﬁlmum.

s meomplary case occuns whan, whils reading & toxt of Ustening 1o & persan, we
BASUME that ovory sortence harbour some hidden profound meaning - and since we
nssume It in Bovance, we Ususlly find it* .

It I8 against this precise threat that arl as an exercese in probiem solving guans itsell
Bgninst (and it & here that the defence of afusion is put 1o work:
defonding against the notion of a ‘profound meaning’) - the original object s constantly
being thiown away, pushed aside and disregarded, fof the simple reason that this ‘original
thing’, the massing thing whsch promises resolution (an end 1o the aimiess search) s not
the real thing. As In the case of the purioned letter (see section 1.2.) the missing thing is
that which has been hidden and can be found, it is simply not in its place. The real thing.
he thing that can never be found and can never change places is. as Lacan (2006: 17)
eaplaing, “stwiays 8 In every case In its place: it carries its place Stuck 10 the sole of its
shoe, there being nothing that can ever exe from it".

s
o iuem ik et tervible materiality of the word surface should

i reasen why that
~"'I5 there any e words lie; they are so
being dissolved?” It is au-tp" : | persanal

Wi of thelr sigr They are, as such, suspended - the pull of the onginal
object s therefore that which attempts to put brirg them down and resolve the collection

\__._._.._._._._._._._._.._._._._._..._._._._._._-

. s show
art as an exercise in problem solving; exhaustion; Francis Picabia; Samuel Beckett; pot-pot; de Mike Kelley; animals (dog); master signifier; missing piece; like the amber which holds the fly to
Klerk; art as a solution (exhibition); scansion; zigzag; circular performance; research, haaa‘hﬂ:nm nothing of its flight; Jacques Lacan
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The answer is 8 resounding ne. This
dil is avoided by that the
work itself is not & sinng of happily
cocxisting significrs that signify
something particelor and ssgwificunt. The
work itsell ix a thing, a letter, 8 significr. it
wo is suspended. Furthermaore, the work as
8 signifier 1s both the solution and the
problem that an as an exercise in problem
solving attcmpts 1o sccess; as much as the

enm:
homeless
abject”
18 both palatable
and palpable,
S0 1o is this:
A wrptarien whane from (v,
Froen the collection of Roger Caillon.
{Warnes 2008 18
and this

Iadyfinger & 3 ymall banans

HACO0 HOD S edptoge |

* o dhercrind i Akevis Moo b ihawy of ohpats
Winameteny ohpec i e (e et

i Coanmwst enind, dv g o vl oyperyl
LI e
v Phe st anind il all

and those —=

]

homeless objects; things that are round (arguments); stones; dead ends; Alexis Meinong; states of

being (hyperceptive)
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Fitiing Uiy Just @ st |98
Sk wnd ey vw B |
e

Thyes bl s Gt it s
Jou Paper

it il e Vb Pk Fire wait sk
o gk [havied Lymchi

il sl 1= Ao persemption 0%

(109

twin peaks; Anja de Klerk; Mike Kelley; David Lynch; sunday sculptures; Padraig Timoney; twin peaks

(red room)
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The answer is a resounding na. This
dilemma is avoided by asserting that the
work itsell is not a string of happily

cocxisting significrs that signify
something particular and significant. The
work itself s a thing, a lener, a signifier, il
oo b suspended. Furthermore, the work as
o signifier is both the solution and the
problem that ant 4s an exercise in problem
solving attempts 1o accesy; as much as the

fenm
homelevs
ohject®
s bwith palstsble
und palpable,
so 100 iy thin:
A seprarian wwir froe ey,
i thee oot b of Manger Cadlinls,
(Wamner 200N 1)
and this

ladyfinger & & wmall banana

SACTD JOOZ . Sedyfinger’|

= v deserstod o lcrin Memweng b ey oo sbdesy
Immrdess shjecn are dhes it

il Chnawad exitis fe g o mvend sqpuisred.
- B vl Bt vhs st exin, iy o0 gosehorr wmassmstision
eh P o exiot ot all
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homeless objects; things that are round (arguments); stones; dead ends; Alexis Meinong; states of
being (hyperceptive) (red room)
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(6 Suspended object, complete with missing parts/“Total ob,

, complete
ing parts with

with missin instead of partial object...question of degree" (Beckett
1965: ng)ﬁg%arﬁil D e O .
suspended object:

Incidantally, the object of an as an exercise In probiem solving ATIEMPES 10 ransmit that

which cannot be said. 'It’ (¢a) thinks in a place where It Is impossible to say 'l @M' femees 177 30,

(196T: 358-370)
by " great

in her chronicis of Lacan's ife and sy of thought, El L
describes the last decade of Lacan's Ule and teaching as
longing 10 reach the essence of things™ (359). “This g of forces”,
“sdopted of the and the B Wnot”, Lacan's

of the . enatied Lacanian prychoanalyss 1o be taught in 8
uruversity contest (1or & lange pan of hes carser Lacan was confronted with the problem of how to

* e denodes 1he config of the
uncomcious Hrough the uie of Slgebrac
Schems hus erabling 8 “erdeyg of that whah
annot b 4841, bt can be (ranumitted”. The
term bomows fram Claude Lévi- Srauss s
‘ythime’ and Trathema’, the Greek term for

transma of teach his outside the of
The mathemes were, i part, 8 revised attempt ID overcome (hes probiem withoul sacnficing the
suggeston of an iiresolable ressgus (3611 A the same Lime, Lacan was becoming increasangly
Intarested Borromean knots and other topolopcal Ngures.

Along with a group of young that he had led around him, Lacan
anempied to resolve the “grest casse-téte” of the topology of the unconscious. As Roudinesco
1367) ha by the Lacan and ihe “inhabitants of the planet
Borromen” suggests

Ihvamsehves in the atlempt 10 solve the nadie of the by
mmmmmmmmamm Twishing

innes Lubies that they had delivered in arges quantities, of fillng baskets with bits of string

mmﬁmm.mwmmﬂnlmmmmumu
Ihe sciution of & peobiem. NeRher they nor he could find It and fhe Besrch went on. “Tm

Pong crary.” he would say, “Do please phane of come and soe me”.

Along with INé narraton of severnl othar SHecOotes (Lacan drawing and redrowing the knots.
1 the danie labie, sheepless naits Spent witling pages of “words and drrngs jumtied
together” [382), armving 10 speak at seminars and simply driming (he knots on the board
without o word #te.| Roudingses | 359) explans that Lacan’s "entry inio the world of knots
Jedh hm 10 the destruction of what the matheme claimied 10 bulld.. thinking he was going 1o
e able 1o reach the fundamental core of thought, Lacan devoled himssll so passionately 1o
the geometry of knots, bralds, torl, and bis of string that he himsel! Hinally dissotved o the
silent stupor of o Nietrschean aphasia®.

Nevertheless the of the and the lad Lacan 1o
rework both his leaching and his practice of psychoanalysis. Lacan's relied on &
“pass from saying 10 showing...1o induce every member of the audience - a8 well as himself - 1o
CBITY OUt Operations relaling no longer to but o (R maom,“

As monstration ook over *Lacan cama 10 use proportonally fewer and fewer words: he would rather
ravw than write, and then, when he could no longer edher draw o speak, he pliyed with nngs ke a
child”,

mmmmdamuu‘fﬂummmwu
dessobnng Lacan of the mathemes and knots, & the iden of ranamitting thal which
cannot e sakd Mrough o “showing. The great casse idie 1hat Lacan nad attempiod 1o
Sole was the whole truth, [ne IMpossibie - and whether the project was successiul in the
N of not, Ihe knots represanied a complete and WAl obpect (Complete with mssng
parts),

e Lacan itialh assocated the lerm
mlm“mm-m‘
fruscsia, which, when i cannol be seen 1o be
caused by ‘obyective persecution . ‘i inked 1o
matnomatcal mcompranenuon dwd, (e the

rESSIANCE arouned by knowkede (Nl appears
Incomprenenuble” (fioudinesca 199T: 360 ™ '

W The Borromean knol ([pictured sbove) &

1
taman from the arma of the Borromeos,

the Milaness dynasty. IU's tnpoiogy & 1 \
Sach inait if o ink & brokan., (he

entire knot falls apart,

The aefinition of topology that is

resevant here i iNe “way in which

constituent Parts are intertetated of

armangea” (SACOD 2003 S Topalogy’).

4 Monsiration - from Latin monstrars, 1o
show (SACOD 2002: Sv ‘monstrance’).

o Which could in fact De soen By (he wimae
©nd, whers e “msaningless voice which
Prevents you from being nothing and nowhers”

Finalty rebents (Beckett 1958 3701

youmust”, ... ..

(2uzek 2003 fup]).

Though | am unfortunately neither a genius noe an aphasisc” and cannot stop at the point of B total
mmmmmnnmﬁumnmmﬁm‘m by ant as an es
#rcine n problem soiving as an instance of such a 'showing,

N i IMportant 1o contrast the ‘solution’ offered hore with [he resolubion offered by the
ongnal/resoived obect. In it and ™ g resoived, the original
object has recourse to what Zitek (2008: 224.5), g Lacan, s ‘the of the

last judgament’, “the idea that somewhere...thers must be o standard which aliows us to take 8
measure of our acts and pronounce their True meaning™. What is thrown out with the original object
Is pracisely this promise of “true o (whire relies on the
proper Lisngler of reading of the producer's intention), WIth the loss of signification (the meaning of
that which one does,/the object as a resolved, product of wiful prod we allec-
Livaly renounce the "sectet treasure in ourselves, the agalima that confers on us our innermaost dignity
- all those things so dear i personalism”.

w-_mammmﬁmmm-
mdm.m-mmmmm:‘m 1694;

mnlmmuwmmbmw-mﬁ
nmw»uawmdm Ihings. composed in
m-mmum—umlnnmamdmﬂnm
Muummumummﬂmmnmmnm

i B detense, 1o assume the production of shit a8 one's duty,*

mwel
Wal.l‘h >
reantel jp aln’t €05y \

l {0¢ B Dorderine patent for snom, as fuld Arises
iy of non sense, mets
o iy though & mig 982 50)

* S note 9, section 1 an
intentionaiity and duty.

& Vo Nalley. 1091.2. Poliah job (Irom The

positions (aphasic); positions (genius); the perspective of the last judgement; Mike Kelley; dead ends;
partial object complete with missing parts; monstration; borromean knots; truth (speaking for itself); excremental kernel; body (excrement); shit; Slavoj ZiZek; Julia Kristeva; states of being (coprophagous);

third; topology; Jacques Lacan; Elizabeth Roudinesco; anxiety; crack positions (analysand); states of being (definitely empty)
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leftovers; truth (speaking for itself); states of being (dynamic)
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food (apple); truth; things that
are round (swollen)

(Right) balsa wood, enamel and
spray paint with apple stem.

B.B.78. (top)
B.B.82. (bottom)
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announcements to the
universe; architecture
(podium); something to

believe in; space-time (smooth)

(Left) balsa wood, paper and
enamel.

rotten nature; food (apple);
superstition; truth

(Left) apple cores
collected from 04, 2009
until January 2010.

pip; crack; magic

(Left) two of several pips
deposited into Michaelis studio by
red-winged starlings.

(top) B.B.93.1.
(bottom) B.A.29.1.
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1, Art is not the sublime descent of the infinite into the finite abjection of the body and sexuality. It
is the production of an infinite subjective series through the finite means of a material subtraction. ¥’
’-'"-'___

2. Art cannot merely be the expression of a particularity (be it ethnic or personal). Art is the W

impersonal production of a truth that is addressed to everyone.

3. At is the process of a truth, and this truth is always the truth of the sensible or sensual, the g

sensible as sensible. This means: the transformalion of the sensible into a happening of the Idea. ¥ v
e e -

4. There is necessarily a plurality of arts, and however we may imagine l'r.'r'e ways' anhtch the arts
might intersect there Is no Imaginable way of totalizing this plurality.

5. Every art develops from an impure form, and the progressive purification of this impurity , - 4
shapes Ihe history both of a particular artistic truth and of its exhaustion.~_, =~ = -

6. The subject of an artistic truth is the set of the works which composeit. [ )

7. This composition is an infinite configuration, which, in our own contemporary artistic context, is i
a generic totality.

8. The real of art is ideal impurity conceived through the immanent process of ils purification. In J
other words, the raw material of art is determined by the contingent inception of a form. Artis the
secondary formalization of the advent of a hitherto formless form. Niwod Hhuraiitiy ahen

9. The only maxim of contemporary art is not to be imperial. This also means: it does not have lo Y
be democratic, if democracy implies conformity with the imperial idea of political liberty. v

10. Nen-imperial art is necessarily abstract art, in this sense: it abstracts itself from all
particularity, and formalizes this gesture of abstraction.

11. The abstraction of non-imperial art Is not concerned with any particutar public or audience.
Non-imperial art is related to a kind of aristocratic-proletarian ethic: Alone, it does whal it says, i
without distinguishing between kinds of people.

12. Non-imperial art must be as rigorous as a mathematical demonstration, as surprising as an
ambush in the night, and as elevated as a star. v

13. Today art can only be made from the starting point of that which, as far as Empire is

concerned, doesn't exist. Through its abstraction, art renders this inexistence visible. This is whal

governs the formal principle of every art : the effort to render visible to everyone that which for V7%
mpire (and so by extension for everyone, thdugh from a different point of view), doesn't exist.

pat +/ ., 14. Since i is sure of its ability to control the entire domain of the visible and Ihe audible via the
} a7 laws governing commercial circulation and democratic communication, Empire no longer
" » censures anything. All art, and all thought, is ruined when we accept this permission o consume, vy,

to communicate and 1o enjoy. We should become the pillless censors of ourselves.

15, It is better to do nathing than to contribute to the invention of formal ways of rendering visible
that which Empire already recognizes as existent. s

Alain Badiou; direction; announcements to the universe; truth; monstration; abstraction; fulguration;
architecture (empire); the cost of action

Alain Badiou's Fifteen theses on contemporary art.
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states of being (hyperceptive); suspended signifier; pricks

_(Above} diagram showing a potential state of being (where one could encounter an object
ina r;eightened state of perception with recourse to every proprioceptive faculty all at
once).

r'l-" goral preeen wistory

rv'w‘, n uc.'n{v'..J

process; giving and receiving; things that are roundish

(Immediately above) diagram showing personal process history.
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(Right) additional notes and
collected quotes.

The quote at top of page one
(“the failure of texts is thus
news...") is taken from
ek (2009: sp).
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missing parts; subjective

(Left) preparatory notes
for the presentation of A
new way of having nothing
(ilustrated on preceding
pages).
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money; gold; shit;
language (word games);
propaganda

Leftover copies of printed
fiyers distributed at the
Johannesburg art fair.

B.B.72.
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(Above and following page) flyers distributed at the Johannesburg Art Fair. (Additional keywords listed below

illustration of reverse sides).
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Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!
Be bold, get it
on, bang a gong!

e T TR, ot sy e
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excremental kernel; shit; Slavoj Zizek; Andrea Fraser; Mao Tse Tung; Michael Taussig; Mbongeni
Ngema; John Miller; let's get stupid; language (word games); dead horse (beating); dead horse
(riding); circular performance; failure; Jan Verwoert; postmodernism



propaganda; announcements to the universe; food (cheese curls);
animals (seagull); public performance; dead ends; collaboration;
reasonable and unreasonable combinations; states of being (open)

(Above and following page) cheese curls with rolled paper inserts with
messages dispersed by seagulls in the Company Gardens, Cape Town. The
complete table of printed contents for the paper inserts with messages is
shown on following page.

(The ‘dispersion’ enacted by the seagulls was intended to function as a
result of the messages being left behind on the ground after the gulls and
other Company Gardens' scavengers had eaten the cheese cheese curls.
Instead, the gulls swallowed the cheese curls whole, together with the
paper, leaving just one paper insert behind and dispersing the rest only after
digesting them.)
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Al that siage there wers 100,000

satiars in the West Bank and 100,000

In East Jerusalem From 1993 io the
salser has

in 1947 Britain announced that i was
lsaving the inliowing year, on the
15 Mary 1848,

M Pulestinien Land | |lwrseliLang [ sorden [ JEgypt [ Syria | Labanon [l Medherransan Sea [l Dead Sea

propaganda; politics; concurrent events; positions (neighbour); violence

Poster printed in The Citizen, Wednesday 21 April, 2009.
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"' We should not take this statement as a tongue-in-cheek admission, but literally — that fateful April, while ‘wandering
in a field ... looking aimlessly for cowslips ' the woman suffered some kind of collapse, possibly even her death —
definitely not a real-life event, but an unbearably intense ‘inner experience’ close to what C.S. Lewis described in his
Surprised by Joy as the moment of his religious choice. What makes this description so irresistibly delicious is the
author s matter-of-fact ‘English’skeptical style, far from the usual pathetic narratives of the mystical rapture — Lewis
refers to the experience as the ‘odd thing': he mentions its common location — ‘I was going up Headington Hill on the
top of a bus'— the qualifications like ‘in a sense’, ‘what now appears, ' ‘or, if you like," ‘vou could argue that... but I am

more inclined to think...," ‘perhaps,’ I rather disliked the feeling’":

‘The odd thing was that before God closed in on me, I was in fact offered what now appears a moment of wholly free
choice. In a sense. [ was going up Headington Hill on the top of a bus. Without words and (I think) almost without
images, a fact about myself was somehow presented to me. 1 became aware that I was holding something at bay, or
shutting something out. Or, if you like, that I was wearing some stiff clothing, like corsets, or even a suit of armor,

as if I were a lobster. I felt myself being, there and then, given a free choice. I could open the door or keep it shut; |
could unbuckle the armor or keep it on. Neither choice was presented as a duty; no threat or promise was attached to
either, though I knew that to open the door or to take off the corset meant the incalculable. The choice appeared to be
momentous but it was also strangely unemotional. I was moved by no desires or fears. In a sense I was not moved by
anything. I chose to open, to unbuckle, to loosen the rein. I say, 'I chose, "yet it did not really seem possible to do the
opposite. On the other hand, I was aware of no motives. You could argue that I was not a free agent, but [ am more
inclined to think this came nearer to being a perfectly fiee act than most that I have ever done. Necessity may not be
the opposite of freedom, and perhaps a man is most free when, instead of producing motives, he could only say, ‘I am
what I do.’ Then came the repercussion on the imaginative level, I felt as if | were a man of snow at long last beginning
to melt. The melting was starting in my back — drip-drip and presently trickle-trickle. I rather disliked the feeling"."

In a way, everything is here: the decision is purely formal, ultimately a decision to decide, without a clear awareness
of WHAT the subject decides about; it is non-psychological act, unemotional, with no motives, desires or fears; it is
incalculable, not the outcome of strategic argumentation; it is a totally free act, although one couldn 't do it otherwise.
It is only AFTERWARDS that this pure act is ‘subjectivized, ' translated into a (rather unpleasant) psychological
experience. From the Lacanian standpoint, there is only one aspect which is potentially problematic in Lewis’
Sormulation: the traumatic Event (encounter of the Real, exposure to the ‘minimal difference’) has nothing to do with
the mystical suspension of ties which bind us to ordinary reality, with attaining the bliss of radical indifference in
which life or death and other worldly distinctions no longer matter, in which subject and object, thought and act, fully
coincide. To put it in mystical terms, the Lacanian act is rather the exact opposite of this ‘return to innocence': the
Original Sin itself, the abyssal DISTURBANCE of the primeval Peace, the primordial ‘pathological’ Choice of the
unconditional attachment to some singular object (like falling in love with a singular person which, thereafier, matters
to us more than everything else). And does something like THIS not take place on the grass in [Becketts] Not 1? The
sinful character of the trauma is indicated by the fact that the speaker feels punished by God). What then happens

in the final shift of the play is that the speaker ACCEPTS the trauma in its meaninglessness, ceases to search for its
meaning, restores its extra-symbolic dignity, as it were, thereby getting rid of the entire topic of sin and punishment.

Slavoj Zizek; Samuel Beckett; C.S. Lewis; intensity; states of being (hyperceptive); rotten nature;
gentrification; meaninglessness; subjective destitution; positions (god); luck

Excerpt from Zizek (2009: sp) with quotations from C.S. Lewis’ Surprised by Joy and in reference to Beckett's
Not I.
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03,
2009

s g ot stugpid

—

YOU WILL UNDERSTAND! DAMN YOU! YOU MUST UNDERSTAND! TRY
AGAIN! TRY AGAIN! YOU WILL UNDERSTAND! P
Tom morton - what we want isn’t freedom, but a bigger tabacco allowance und more
accommodating wardens (on cattelan)

Vs. escape (how to escape and why we should - the politics of cynicism - in defense
of lost causes)

Freedom (strawberry and chocolate cake) — cynicism as an disempowering mode of

9 eriticality,
(™
I give you my word

(there is no work, there can be no work)

Using and being used by language (is it impossible to avoid ¢
the meaningful/sentiment (lenin’s cat - life blood, blood sacrifice — white kitiens, so
that you can see them in the dark, drinking your blood), is it necessary:

ing

How and why it should be sabotaged (sabotaging the construction in its construction
or sabotaging the medium — why both is necessary — IT AIN'T EASY

Not explaining yoursell' — not giving in 10 the appropriate medium — succumbing to
sell-depreciation (different to assuming a modest position)

Fighting the good fight (propaganda doesn’t lie, belief + faith, believing in something,
conviction — positions - modest but STRONG, the conviction to talk as if you were

telling the truth (not the whole truth — modesty) but the truth nonetheless — you must n
not talk ne you must in
TRUTH

HONESTY (an honestly critical criticality)

= mao tse tung)

Don Quixote and living by the Law (truth), fighting the good fight, living within
language (the text as master, the importance of a master — group dynamics
(roudinesco) master and slave vs master and apprentice)

Restructuring the logic of work + concept:

Contingent thinking (the conversation as medium — art as a solution — probl

solving — palpable/palatable objects, collecting palpable/palatable objects (possibility

of pallable as 8 word?) desire to augment these objects to your work or colleet them A i
within your work — attach them to yourself, the missing piece, the object petit a, the ( /
lamella)

Universal babble — nonsense — mind mapping in the dark (constellation of
thoughis/texts/objects)

i
e
5

Tom Morton; positions (institutionalised prisoner); positions (cowboy); freedom; language;
body (blood); propaganda; truth; Don Quixote; body (appendage); states of being (dynamic);
let’s get stupid; Lenin’s cat

Self-directed statements.
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architecture (podium);
announcements to the universe

(Immediately below)
sanded pine block.

knife-holder; things that are

roundish; things that
pick you up

(Right) clay and
wire object.

things that are round (sphere);
pedagogy; craft (hobby)

(Above) polystyrene ball.

(top-left) B.B.71.3.
(top-right) B.B.71.1.
(bottom) B.A.42.6.
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art as an exercise in problem solving; art as a solution (exhibition); Anja de Klerk; Trasi Henen; Douglas
Gimberg; Blank Projects; experiment; twin peaks (Agent Cooper); Don Quixote; language (as the Law);
pot-pot; Samuel Beckett; conversation; cacolydates; third; homeless objects; missing piece; Shel
Silverstein; art as research

Proposal for Art as a solution, an exercise in problem solving as part of the group exhibition Sometimes | forget
that you exist concieved by Trasi Henen and facilitated by Jonathon Garnham at Blank Projects, Cape Town
(March 2009).

Sometimes 1 forget that you exist; An exercise in problem solving (art as a solution).
Anja de Klerk and Francis Burger;

Taking Trasi's original conversation with Douglas and 1 as our primary poini of reference, Anja and myself
have decided to engage in an ongoing collaborative process whereby we will each attempt to solve a unique
phenomenological dilemma (loosely structured around the coincidence of our interest in object relations).

Borrowing metaphorically from the strategies of investigation employed by the Law, our investigation will use the
working space provided by Blank as a base.'

As we each have specific agendas that we would like the investigation to follow, Anja and I will each be attempting
to map out different routes, which will, in Anja's words, precipitate into a constellation of thoughts, ideas and
connections. As we concieve, rationalize, complete and assess our our different tasks (the construction of a wooden
trap used to capture homeless objecis’, standardized testing of how a variety of pots respond to being designated

as such’, the design and manufacture of protective clothing and detective devices that will aid our respective
investigations, etc.) the process will be plotted out onto a chalkboard mounted within the gallery.! In order to further
aid our investigation, we intend to employ the expertise of various individuals who will be invited 1o the space as
consultants.

Although it is our hope that solutions will begin to pop up and impose themselves on the blindspots within our
individual investigations, it is not our intention to direct this process towards the production of a specific work or

object (a final solution). Conversation will therefore serve as our principal medium.

Ps. I have attached a pdf of Shel Silverstein’s The missing piece for your interest.

1. Foucault will serve as a reference here, as well as Special Agent Cooper s investigation of the murder of Laura
Palmer in David Lynch’s Twin Peaks, and Miguel de Cervantes Saavedra’s Don Quixote.

2. After Alexis Meinong, homeless objects are classed as objects that cannot exist, such as a round square.
3. A procedure inspired by Samuel Beckett's Watt.

4. Functioning as both a generative and documentary platform, the state of the board will be documented at different
intervals throughout the duration of the exhibition.
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pip; art as an exercise in problem
solving; reasonable and unreasonable
combinations; assemblage; pricks; art as
a solution (exhibition)

Blue tack nail with apple seed.
Assembled by Anja de Klerk.
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art as an exercise in problem solving; Anja de Klerk; giving and receiving; animals (rabbit); animals (ox); pricks;

art as an exercise in problem solving; pot-pot; let's get stupid; daddy you scare me daddy please scare me; twin collaboration; conversation; art as a solution (exhibition); process; art as research
peaks (Agent Cooper); Rihanna; doctors; stoppages; voodoo; food (apple); truth; fight fight fight; states of being
(dynamic); reasonable and unreasonable combinations; repetition; formless; art as a solution (exhibition) {(Above and following pages) booklet produced in collaboration with Anja de Klerk as part of Art as a solution

) ol Ly _ . . (Francis Burger and Anja de Klerk, 2009). Additional keywords are listed underneath illustrated page spreads.
Associated parephenalia from Art as a Solution, an exercise in problem solving, Francis Burger and Anja de Klerk, 2009. Footnotes (non-consecutive) refer within the booklet and appropriate sources are provided on the last illustrated page.
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architecture (empire); architecture (outback); teasel; body (appendage); positions (outsider)
Don Quixote; accident; truth (speaking for itself); Slavoj Zizek; Jacques Lacan conditions of making (making the conditions for making); process; architecture (exedra)
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desire; something to believe in; art as research; art as a question; magic; slips; positions
i ; i ; i rousiamaniac);
positions (hysteric); objet petit a; abstraction; theory vs. practice; art as silent; Plato's ic?::! forms; t::ﬂl}
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If in 1960 Lacan cast Socrates as a
psychoanalyst, it was because in his
view Freudian discourse had become
the only modem equivalent of the
Socratic stage in philosophy, when the
members of an elite gathered around a
master against the backdrop of a |
golden age, a Republic of letters.
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Keapt the button in his pocket all the time, clinging 1o it
superstitious prop - whatever misery befalls him, there will always be thi
button 1o remind him how = once, at least = he was really able 1 hit back
S0 he regaing the ability to confront life with new hope, even 10 & ils kindl
at his handicapped son. ., . This is a fetish at it purest: the in-hetwee
element which enables the subject to endure miserable reality. And perhap
the true secret ol Dancer i that It narrates a case of feminine fetishis
turning around the classic prychoanalytic doxa which opposes feminis
hysteiia and male (fetishist) perversion. Is it not thar Selma i able 10 eniis
everything, even the most painful situations, because she has her fetish

singing = 10 which she clings all the time? Underlying all this is & questio

Patricia Highsmith; Elizabeth Roudinesco; Jacques Lacan; Dancer in the Dark;
positions (neighbour); violence; architecture (gallery); voice; fetishism; dead horse; animals (horse)
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Roy Orbison; eccentric performance; giving and receiving; language (as performative);
things that are round (arguments); science; known vs. unknown
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states of being (definitely full definitely empty); resistivity; desire; Georg W.F Hegel;
Arthur Schopenhauer; known vs. unknown; zigzag; science
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pot-pot; animals (kitten); art; geography (sea); art as an island; positions (outsider); positions (cowboy)
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AFTERWORDT LEN CHoIcK
what s singing? Why do we sung? A the very beginning of Eugene One
Pushkin presents o scene of woesen singing ab they pick strawberrie
Beld — wth the svetlne ex sation thas they sre wndered to ung by User
mirstress, 0 that they canmat ext the strawlherres hey pack the

What, then, i the sool dimension of sech & letishis sance? L
amother Blm which deals with music and the workiog claes, Mask H
Bransed Off, whwwe wopic ia the relatonship boowees o “real™ pe
seruggle (the minen’ sruggle againue the lhxuum.: i chomure legit

inniry, their playing in & be band. At firse, the two
aspects seem to be opposcd: o the miners watghit in their arugmle Tor
eormomic survival, the "Caly muske mamert™ apiude ol theis whd Dl
leader dying of llu-; cancer bouks like whe vain fetishired inustence of o
empty symbulic form deprived of i social sulwtance. Ones the minen b
whear pobitical srugmhe, however, the “music maten™ sunuds, the
emcr wer guoeng o playing snd iy in & natwmal T
it 3 defiam symbulic gesture, s proper sct ol ssserning Bdelity 1o their
peslitical = at one ul them puts bt when there's s hope, thers are
only principles W fulluw. . symbulic act occurs when we
srrive at this intessection ecurt ol the two levels, s tha
insistence on the empry form il (we'll continee to play ko oar brass basd,
whatever happe . .) becomws the sign of Bdelity 1o the coatent (1w the
srrugghe agai w chosure, for the continuntion ol the miner® way ol life)
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Josef Stalin; Viadimir I. Lenin; twin peaks (red room); voice; body (appendage); desire; Siavoj Zizek

277



wave; don't walk boogie; Vladimir I. Lenin; death; positions (the exhausted)
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missing piece; Shel Silverstein; holes; Robert Filliou; desire; direction
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Lenin’s cat; propaganda; positions (hysteric); doctors; repetition; pot-pot;
Samuel Beckett; reasonable and unreasonable combinations
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art as an exercise in problem solving; zigzag; formless; Plato’s ideal forms; pot-pot; magic; architecture
(trap); Don Quixote; missing piece; something to believe in; eccentric performance

(Immediately below) own preparatory map/plan for Art as a solution (Anja de Klerk and Francis Burger, 2009)
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Like  third year deconstruction student writing as embarrassing; circular performance;
W s possible that this is exactly what is needed, when discussing poetics, there must be an lm‘rd;honosty;dlmcﬂon;doadmds

attempl to be poetic, even i, in its naivety, it jars itself locse from the rest of the lext and

stands oul a8 something that is obviously false. Il does imply an amount of comviction. W

teait is embamassing o (Left) excerpt from a self-interview.
What will you do when this is all over?

(Throughout presentation — what was discovered???? They found nothing...)

Money and the cage/prison cell — do we exchange or not?

Slick pr ion/visual appeal — lying (is it a lie) — glossy pretense — do you have to lie in arder to give?

Satan (undefiled wisdom instead of hypocritical self-defeat) Jesus fucking christ!

Language bla bla bla bla (stand over here — witgenstein) (example of language — where is it? Of all the examples she
could have used etc etc)???

Blergh blergh

Lets talk some rubbish!

NO! NO!

We will not talk nonsense

Fuck art, let s fight.

Merging universal babble (language as nonsense, bla bla bla) and the GUT WRENCHING, setting your soul on fire
type of shit called TRUTH-

WE MUST SPEAK THE TRUTH

We will not stay in the prison cell — we do not want to indulge/enjoy! No more!

Its not good enough! Fight fight fight!

Selling your soul.

fight fight fight; states of being (dynamic); intensity; enjoyment; indulgence; Satan; lies; honesty;
language (as excess); language (word games); fire; truth; positions (cowboy); positions (institutionalised
prisoner); what happens when nothing happens

(Immediately above) self-directed statements and questions.
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theory vs. practice; giving and receiving; things that are round (arguments); language (as an expression of
nothing to express together with the obligation to express); meaning; art; explanation; honesty; lies; hysteric
vs. master; dead horse (riding); dead horse (beating)

(Below) excerpt from a self-directed note.

There is still the problem of interdependency of dissertation and exhibition/ text and work — how fo practically communicare
with viewers who have not/will not vead the dissertation: In one way I am inclined to dismiss this as irrelevant given that
the presumed mutual exchange (give and take) between artist + viewer / work + viewer is a farce (that adds an unwanted
element of didacticism/pretension), in another way [ have become more sympathetic towards the idea of offering:

The sabotaging of the exchange (which was/is motivated by the conviction that there is nothing to offer, nothing to be said,
nothing to be done etc.) is difficult to control — there is, potentially, no way out of this dilemma and it may need to remain a
dream (Beckett s).

Whilst confusion is preferable to commodification/the meaningful, it is also a bottomless pit - yet this is precisely what needs
to be maintained - so yes, this is a problem. But possibly something that needs to remain a problem, and explained as such.
There was the idea of having an audio guide; if this form of explanation is made available it will have to also be
contradictory in some way, the guides will have to lie.

There are, at this moment, two possibilities:
1. 1 figure out how to raze the established conventions between work + text.

2. This proves to be impossible, in which case, the ‘explanation’, the things that will be interpreted as such (by virtue of the
established relationship between work and text) will occupy their conventional, secondary position (first the work, then a
voice in your ear or a text on the wall etc) but will also, therefore, have to lie. The condition of this second possibility, which
appears at this point to be more likely than the former, will then be the presentation of a confession of some sort, a speech or
something else, that | have failed to break away from this convention and am therefore in love with my prison cell. The lost
causes will prove to be false dilemmas etc. But I do not necessarily want this and will try to avoid it, as much as 1 do not want
my project to be concluded/solved, I also do not want to denounce it as a circular/self contained failure — it needs to remain
strong. (The difference, I think, will remain to be a division between the employment of the strategy and the analysis of it,
which are not necessarily separable, but could appear to be so if need be.)

.

Hypothetical ending 1:
And again, 1 end up confused and leave it there.

.

Hypothetical ending 2:
The ‘false dilemma’ is revealed to be a strategy. employed for the very same purpose (staying inside the cell). The ‘confession’
is revealed to be a lie, | get back on the horse, charge back to the lost cause and become a martyr as 1 die fighting for it.
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eccentric performance; states of
being (dynamic); truth; fight fight
fight; pornographic tendency;
accident; body (blood); positions
(fool); positions (narcissist)

Fim stills from a short video

collage prepared for a three-minute
introductory presentation as part
of the MFA seminar program at the
Michaelis School of Fine Arts.
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Francis Picabia; Slavoj Zizek; Mao Tse Tung; Alain Badiou; aerial view; indulgence; voice;
popular opposites; productive confusion; zigzag; kitsch; Milan Kundera; rotten nature; voice;
William Kentridge; animals (horse); death; exhaustion; desire; repetition; explanation

Map attempting to find relationships between various keywords, statements, quotes and ideas.
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stones; emollient; things that are
round (spheroid); exfoliant

(Right) stone.

body (teeth); body (calculus);
rocks

(Left) rock from Greyton (Western
Cape).

B.A.20. (top)
B.A.63. (bottom)
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language (as an expression of nothing to
express together with the obligation to
express); Robert Sloon; conversation; things
that are round (arguments); architecture
(house vs. temple vs. tomb); giving and
receiving; truth; lies; honesty; people;
proximity; positions (valetudinarian); the best
friends

Conversation with Robert Sloon, founder and
editor of Art Heat, a self-styled, art criticism
oriented blog based in Cape Town.

Robert Sloon invited me to guest edit the

blog together with Ryan van Huyssteen and
Ahmed Patel under the auspices of our short-
lived collaborative title ‘the best friends’.The
conversation below took place online three-
days after our positions as guest editors had
been taken up and was posted on Art Heat
together with a polite and probably unnecessary
resignation.

1:55 PM me: Hi, I'm 5 mins early but we might as well go for
it

1:56 PM Robert: ok

1:59 PM me: hmm, I'm not sure if this is working very well,
this computer is giving me trouble

1 didn’t get your last two lines

Robert: I didn’t write anything yet.

me: oh, ok well that's fine then

2:01 PM What I thought is that we can use this conversation
(after editing) to serve as an intro, as well as coming to an

agreement about the comments issue

2:02 PM Robert: Ok. I think we need a little more than an

intro. I think maybe a justification even. I'm not sure that what
you're doing is what I had in mind when I invited you as a
Guest Editor

me: I thought not, thats why I wanted to chat

2:03 PM I had to do a masters presentation on wednesday, and
I took a similar approach (obscure content) which didn’t go
down very well at all

2:04 PM but its got me thinking about how people respond to
things that appear unexplained - either they think you're trying
to be smart, that you don’t know what you're doing, or that
you're an idiot

not altogether ideal
Robert: So how do you see it.

2:07 PM me: Taking you up on your offer as guest editor was
quite a contentious issue with us. In one way we were pleased
with the invitation and the opportunity to do something with
our time, on the other hand we were slightly wary of the
context of art heat

2:08 PM we weren't sure whether we would be able to use it
as a neutral space

Robert: It isn’t a neutral space.

2:10 PM me: No, I interpreted your offer, as well as your
invitation of previous guest editors and some of your more
recent posts, as an attempt to try and do something different
with the site, to focus less on the heat side of things and take
the blog further into a different area of criticism

2:11 PM personally, I don't value the musing blog style of
writing

2:13 PM Robert: I am trying new things and different styles.
But I don't necessarily see the value of random content in this
context

Nor how it is different criticism?

2:14 PM me: We've only just started - you'll have to trust us if
we’re going to continue, and we would like to continue

2:15 PM 1 should also explain how we decided to approach
this project

Robert: I can be convinced to trust you. I still need some
vision.

2:16 PM me: with the decision to accept your offer we decided
on a few conditions

the first was to disallow comments

2:17 PM the second was to avoid speaking in the first person
or to express any opinion (which was decided after Ahmed
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made the point that most blogging is primarily aimed towards
self-promotion)

2:18 PM Robert: Sorry. Went offline for a second. I'm back
me: ok. did you get that last bit?

Robert: until was to disallow comments

2:19 PM me: ok this was next - the second was to avoid
speaking in the first person or to express any opinion (which
was decided after Ahmed made the point that most blogging is
primarily aimed towards self-promotion)

2:21 PM I've always felt a bit ambivalent about Artheat, I
have been told that it was concieved as a work, do you still
see it that way?

Robert: No

me: What'’s changed?

2:22 PM Robert: Nothing changed. It was conceived as
work, but not executed as a work

The value of writing dseemed more important in this context
than the value of the artwork it would have made

2:23 PM me: I should admit then that I feel ambivalent about
art criticism as well, (and art)

in terms of its critical worth

2:24 PM Robert: Ok. That’s a pity. I invited you because you
are young and I thought you might have something critical to
offer.

2:26 PM me: the offering thing is actually a case in point -
the idea that a text or a work should aim to fulfill a reciprocal
demand is often what sabotages it.

but thats another discussion altogether

2:27 PM can you tell me how you see the comments as an
integral part of the site

Robert: Reciprocal demand makes it effective in
communication

2:28 PM me: Communication succeeds with or without it, a
signifier is always a signifier, with or without intent

or demand

2:29 PM there’s a nice Samuel Beckett quote that sums it up
2:30 PM he says in conversation that he dreams of an art
unresentful of its insuperable indigence, and too proud for

the farce of giving and recieving

Robert: Yes. But intent does give direction to the
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communication.

2:32 PM me: I know, but that isnt really the main issue - I
don’t think that communication (language, text, art etc)
should have to offer anything - its usually worth nothing, the
promise of meaning only leads to more and more bullshit.

2:34 PM Robert: I am unfortunately too proud for the farce
of philosophical debate. I do believe in meaning in art and in
criticism.

2:35 PM me: ha ha, well thats ok, I usually struggle to
convince people that meaning has no meaning, and end up
trying to explain why human suffering isn’t important and
looking like a crazy nazi

can we discuss the comments issue?

2:38 PM Robert: I think the comments issue is null and void
until I feel convinced that what you are producing on the site
has value. This is a site of art criticism. I need to know why
you feel your posts are appropriate and not just illegible?

Then we can discuss the details.

2:40 PM me: hmm, this is more difficult than I expected,
I can’t really defend them, but I can say that they are not
illegible, its up to the reader to take what they can

2:41 PM confusion can be productive

if you are prepared to be confused and not just feel like a shit
head because you’ve been left out of the loop

and there is no loop

2:43 PM Robert: Ok. If I except that they might be legible,
why are they appropriate in this context?

2:44 PM sorry. Accept not except

2:45 PM me: got it, They’re our response to guest editing
your blog, if you wanted contributions only then it would
have been a different story, we were really hoping to be able
to change a lot more, background, masthead etc.

2:46 PM we had to break the ice somehow, artheat is not an
easy space to work with

Robert: Why do you need to challenge the medium?

2:48 PM me: because there are certain things that we
disagree with, you said ‘opinion, comment...go wild just
don’t get me sued’, we couldn’t simply accept the medium,
we had to raze some ground first

but its also important that it isn’t seen as antagonistic,
because it isn’t

2:49 PM Robert: Razing seems a little antagonistic.

2:50 PM me: I guess it does, but its not, unless you don’t
want anyone to fuck with your ground, in which case you
shouldn’t invite them onto it.

2:51 PM Robert: I invite many people into my home

2:52 PM me: Exactly, and you have a choice to either let us
stay or kick us out

2:53 PM I just knew that we had to discuss this at some stage
because it’s too easily read as cheap sabotage or colourful
antagonism

Robert: That’s a passive aggressive stance.

2:54 PM me: Its not, if only gmail chat had intonation
widgets, we’re not trying to fuck up your house.

widgets/emoticons, you know what i mean
Robert: ;)
2:55 PM me: it really works so well

2:57 PM ok so now you know, I've got a lot more to say, what
else...

2:58 PM Robert: 1 don’t know. I'm still not sure if what you
are doing is effective in this context. However, I will give you
the benefit of my doubt. On the other hand, I'd like the readers
to have their say.

3:01 PM me: Well they can always email us - allowing people
to comment is just like allowing people to vote, its not a real
gesture, though I understand its function on your site when its
operating as per usual

3:02 PM I will post emails
3:03 PM Robert: It’s not a function of the blog. It’s one of the

principles of the blog. It’s not negotiable.

3:05 PM me: How not negotiable, we’re not asking you to
take comments off entirely - I just don’t want to propagate
anonymous cynicism, its possible that we’ll agree to just
censor all the comments, though I doubt that that will help our
case much

3:06 PM )
5 minutes

3:11 PM Robert: “I honestly do wonder, without wishing to
be morbid, how 1 reached this present pass. So far as I can
remember of my youth, I chose the secret road because it
seemed to lead straightest and furthest towards my country’s
goal. The enemy in those days was we could point at and read
about in the papers. Today, all I know is that I have learned to
interpret the whole of life in terms of conspiracy. This is the
sword I have lived by, and as I look around me now I see it is
the sword I shall die by as well. These people terrify me but I
am one of them. If they stab me in the back, then at least that
is the judgment of my peers” George Smiley in a letter to his
estranged wife Anne from John Le Carré, The Honourable
Schoolboy 1978.

5 minutes

3:16 PM Robert: Francis, I have to run. 1 have to be at work
in 5 mins. I think we have reached a point, can you finish via
email?

3:17 PM me: no problem, thanks.
Robert: Thanks.
me: bye

Robert: byebye

“The end result of reconstructing the world brick
by brick is a world comprised of nothing more than

bricks” (Miller 2000: 74).

architecture (house vs. temple vs. tomb);
architecture (empire); early learning

Quote from an article by John Miller (2000: 74).
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positions (cowboy); fire; magic

(Above) stills from a digital animation.

the best friends; public performance; art; giving and receiving

(Immediately above) documentation from / didn't like it when | was there but now |
remember it fondly, 2009, an interactive performance by Christian Nerf with the Best

Friends (Ahmed Patel, Ryan van Huyssteen and Francis Burger) at the Performing Arts
Network of South Africa (PANSA) 24 hour festival.

animals (parrot); animals (dog); novelty vs. invention

(immediately above, left to right) plastic parrot with enamel and
wood and found carved miniature dog with brass chain.
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MISCELLANEOUS
2009

geography (strata);
tomography; stones

(Immediately right)
stone.

stones; exfoliant;
body (appendage)

(Immediately right) stone.

magic; states of being (definitely
full)

(Box object B.A.70. not pictured)
one and a half mints

in one package.
craft; space-time (striated);

something to do

(Box object B.A.15. not pictured)
whittled wood-chip from Betty's

_ (top-left) B.A.64.1.
Bay. Property of Douglas Gimberg.

(middle-right) B.A.64.2.
(bottom-left, not pictured) B.A.15.
(bottom-right, not pictured) B.A.70.
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. don't protest, we are bored to death, there's no
denying it. Good. A diversion comes along and what do
we do? We let it go to waste. . .In an instant all will
vanish and we'll be alone once more, in the midst of
nothingness!

Ah if only this voice could stop, this meaningless
voice which prevents you from being nothing, just
barely prevents you from being nothing and nowhere,
311-: enough to keep alight this little yellow flame
eebly darting from side to side, panting, as {f
Btraining to tear itself from its wick, it should never
have been lit, or it should never have been fed, or it
should have been put out, put out, it should have been
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Perhaps it's done already, perhaps they have said me

already, perhaps they have carried me to the threshold

of my story, before the door that opens on my story,

that would surprise me, if it opens, it will be 1, it
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language (word games); voice (the meaningless voice that prevents you from being
nothing and nowhere); Samuel Beckett

Print-out with notes in preparation for the selection of a provisional project title for The
Indulgence and Exhaustion of the Meaningless Voice.
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things that are round; rotten nature; body (blood); body (eyes); doc-
tors

Digital photographs showing the internal structure of my eyes.
Photograph by Dr. Zoran Alexi.
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animals (goat); craft; something
to do; space-time (smooth);
architecture (house vs. temple vs.
tomb)

Plywood off-cuts and plastic toy
with balsa wood, dried flowers and
enamel.

B.B.71.2.



A vs. B; public performance; food (cake); propaganda; announcements to
the universe; freedom; exhibition; Slavoj Zizek

(Below) documentation and associated reference from ZiZek's In Defense of
Lost Causes (2008) of an interactive performance in the Company Gardens,
Cape Town. (Participants were invited to choose between strawberry or
chocolate cake). Sign reads: TIME TO CHOOSE.

“Freedom is not something given, it is regained through a hard struggle in which one
should be ready to risk everything... True freedom is not a freedom of choice made from
a safe distance, like choosing between a strawberry cake and a chocolate cake; true
freedom overlaps with necessity, one makes a truly free choice when one s choice puts
at stake one s very existence — one does it because one simply ‘cannot do otherwise'”
(Zizek 2008: 70-71).
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bad form; Blank Projects; pedagogy; symbolic registration

(Above left) sporadically updated assemblage on the facade of the new location for
Blank Projects in Woodstock, Cape Town. (Sign reads YOU MUST BE MISTAKEN
and was installed on account of a misinformed press release announcing the open-
ing of the new space and Bad Form). Collaboration with Douglas Gimberg, Christian
Nerf, his niece and nephew and Dawie van Vuuren.
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death; miscommunication; language (word games); funny stuff; misanthropy; accident; pornography; language

(kitsch); Ahmed Patel; Ryan van Huyssteen; | AM SIGNAL
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Ahmed Patel).

Tristesse, Ryan van Huyssteen;

(Mister Motherfucker, Francis Burger,;

Three folded broadsheet publications
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people; body

(acephalous);
leaderless group

-
(Above) model

- figurines with enamel.

animals (crocodile)

B
-
-
-

’ : g
you don'{ updérsiand mg aj pht™

(Immediatiey above) brass
crocodile with enamel.

Posters printed on insides of broadsheet publications
(shown on preceding pages).

(top) B.B.74.4.
(bottom) B.A.28.
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B.A.61. (bottom)
B.A.38. (top)

masters vs. daddies; Sigmund
f{'aud; Jacques Lacan; Slavoj
Zizek; pedagogy

(Above) pen and pencil crayon on
paper, miniature meranti frame,
string and enamel.

rocks; yellow

(Above) yellow rock.
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N\

body (excrement); pseudo-science; body (organs); doctors; positions (quack)

lllustrations from Tissue cleansing through bowel management, a publication advocating the method developed by
Dr. John Harvey Kellogg where portions of the bowels were removed to prevent the spread of disease. Other inven-
tions by the Doctor included a process whereby yoghurt was given to both ends of the digestive system simultane-
ously and Cornflakes, an idea that was adopted by his brother Will and used as the basis for the Kellogg's cereal

empire (Rotten.com 2008: sp).
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11,
2008

research; architecture (house vs.
temple vs. tomb); craft (hobby)

(Right) printed foam cutout
(research building).

B.B.73. (top)
B.B.98. (bottom)
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monstration; weak
logic; play; knife-holder

Magic rubik's cube.

eIy 1% “in White Baby, Pope.L. entered the
CHERULITO performance space dragging a white doll
s Baas behind him like a child with a baby doll. He

then walked up to a podium and explained:
3 “I am being chased down the street by a little
! white baby with no clothes on. It is a nice baby.
i A little white baby. I do not like it; yet I am tied
b to it. Now I want to hide from the little baby.
o Instead, I pull it along the neighborhood like a
: little doggie” (Bessire 2002: 23)
/ “I kept trying to get him to admit that he wanted
| AR to accomplish something, to change the world
> 1\ in some small way. He steadfastly refused. For
i ' William, and maybe for every artist, art is a
<o U'MIE i \ visceral process that feels like the right — or
(| l . . *
o it &E maybe the wrong thing to do — which makes it
AL .\%‘h oA 2 E; the right thing to do..." Wilson (2002: 45) on
avk OURS Vg el William Pope.L.
e T gt e
dancing bear; Francis Picabia; posi- William Pope.L.; ple; something to believe in;
tions (narcissist) eccentric performance

(Above) Francis Picabia, 1946. Chiquito &
I'ours. Ink on paper (found photostat).

“Retro avant-garde is the basic artistic procedure of Neue Slowenische Kunst, based on the premise that traumas from
the past affecting the present and the future can be healed only by returning to the initial conflicts. Modern art has not
vet overcome the conflict brought about by the rapid and efficient assimilation of historical avant-garde movements in
the systems of totalitarian states. The common perception of the avant-garde as a fundamental phenomenon of 20th
century art is loaded with fears and prejudices. On the one hand this period is naively glorified and mythicized, while
on the other hand its abuses, compromises and failures are counted with bureaucratic pedantry to remind us that this
hould not be repeated” (Cufer & IRWIN sa: sp).

magnificent delusion

dead horse (riding); something to believe in; architecture (empire);
space-time (smooth); freedom; unbecoming; avant-garde

(Above) excerpt from NSK state in time, Eda Cufer & IRWIN (Slovene artist
collective and founders of the Neue Slowenische Kunst (NSK) state).
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What happens when nothing happens...

Considering the relevance/legitimacy of the act —
The politics of doing nothing

what happens when nothing happens; the cost of action;
conscientious objection

Note on what happens when nothing happens.
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symbolic registration; psychoanalysis; Slavoj Zizek; slips; fetishism; voodoo; Franz Kafka; failure; positions (god)
(Immediately below) excerpts from Zizek (2006; 1994).

“The symbolic order emerges from a gift, an offering, that marks its content as neutral in order to pose as a gift:
when a gift is offered, what matters is not the content but the link between giver and reciever established when the
reciever accepls the gift” (Zizek 2006. 11).

“In spite of all its grounding power, the big Other is fragile, insubstantial, properly virtual, in the sense that its
status is that of a subjective presupposition. It exists only in so far as subjects act as if it exists — similar to that
of an ideological cause like that of communism or nation: it is the substance of the individuals who recognize
themselves in it, the ground of their whole existence, the point of reference that provides the ultimate horizon of
meaning...yet the only thing that really exists are these individuals and their activity...it is because of the virtual
character of the big other that, as Lacan puts it...a letter always arrives at its destination... When I violate a
certain rule of decency I never simply do something that the majority of others do not do — I do what ‘one’doesn't
do” (10).

Symbolic registration, “oops” as an acknowledgement of a social blunder and as an apology to the big Other. In
the case of a communal secret (something that everyone knows everyone knows about, but also something that
everyone knows not to acknowledge openly), letting it slip exposes the secret to the big Other.

Lacanian joke about the man who thinks he is a grain of seed, is cured, and then is still afraid of a chicken,
because although he knows he is a man and not a seed the chicken might not; “similarly, the bourgeois subject
who attends a Marxist course in commodity fetishism may say to his teacher afterwards that although he (the
pupil) knows that the commodities he is dealing with have no magical powers, the commodities seem not to know

(i) (94).

Quote from letter to Max Brod from Milena Jesenka on Franz Katka: “above all, things like money, stock-
exchange, the foreign currency administration, type-writers, are Jor him thoroughly mystical (what they effectively
are, only not for us, the others).”

“Kafka was able to experience directly these phantasmatic beliefs that we ‘normal’ people disavow” (98).
“Thus the failure of our intention ... changes into an intended failure” (Zizek 1994: 66).

“Iike americans we too believe in God, but unlike them we do not trust Him” (Laibach quoted in Zizek 1994:
208).

hysteric vs. master; art as a question

(Below) excerpt from Robins (2007: 23).

“‘Reticent objects’ are now coxed into loquaciousness with the
aid of audio guides, interpretation panels, information leaflets,
activity packs, gallery talks, family days, interactive displays,
and lectures and conferences. And latterly, visitors themselves
are acknowledged as significant, if not always central, to the
process of meaning making” (Robins 2007 23).
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enough; people; something to do; what is contemporary art worth?

Plasticine, plastic and spraypaint on board.
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/7))

“it would be so great!”

propaganda; language (word games); ex-
periment; language (kitsch); dead ends

(Above) unprinted postcard design.

eccentric performance; embarrassment; unbecoming

We always say that it s taking embarrassment and awkwardness into the normal fabric of the
world. So when we have an idea such as doing the New Homny Pictures (2001) or to do Drinking
Sculptures (1974), if you think for four or five minutes you will reject the work — they are
awkward, silly or embarrassing — but if you do it, if you drag yourself out there and the pictures
are done and they 've been colored and then they 're being exhibited, and suddenly in some way
it takes on a normality in the world. They are there, we did them and people can discuss them”
George (of Gilbert & George) in Obrist (2003: 239).
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process; intersection points; love; body; space-time (smooth)

(Below) excerpt from the accompanying text to On the Line is In, 2008 an exhibition by Josh Gins-
burg at the Michaelis School of Fine Arts.

Note on The Lovers, 2008 (two controllers with lcd screens that offer viewers to scroll through and select contact
points between their own and another viewers’ body)“The Lovers is based on an intimate game where lovers
verbally direct each other to points of physical contact. Recognition of the precisely described location results in a
vivid acknowledgment of ones body in space and in relation to another. The Lovers considers the mind s ability to
exactly direct awareness. Initially imagined as a video work, scrolling over two entwined bodies locating selected
points of contact, the current form encourages two strangers lo engage in an absurd contorted imagining of their

geography (landscape); people; studio; kitsch

Miscellaneous sculptures (plasticine, crazy clay; plastic

toys, cretestone and balsa wood found obi g
plastic). ' objects, liquid
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)

shape together”

bad form; violence; people; interaction;
concurrent events

(Right) article from the Cape Times (No-
vember 25, 2008).

Man found guilty after dragging
car guard by the collar for 1km

HANTI OTTO

PRETORIA: A businessman who
dragged a car guard by the collar for
about a kilometre while driving his
bakkie, before driving over his leg, has
been found guilty of attempted murder

Zander Smit, 30, of Mountain View
earlier pleaded not guilty in the
Regional Court here. He will be sen-
tenced on December 17 after the court
has received a correctional services
report on him.

The guard, Jacob Makinta of
Mamelodi, testified he was on night
duty at Club 920, an “adult entertain-
ment club”, on the corner of Schoe-
man and Orlent Street on September
8, 2005. He knew the accused as Smit
and said he used to come to the club
about “twice a month”,

At 2am that morning, Smit and
another man, Ockert Storm, came out
of the club and got into the accused’s
Pajero. Storm gave the guard R6 and
the accused started the engine.

“The accused asked me for direc-
tions to Hatfield. While I was talking
to him, he grabbed me by the collar of
my jacket and shirt with one hand and
started driving the vehicle," Makinta
recalled.

Smit then drove out of the parking
area into the street at a speed the
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complainant estimated to be between
B0-80km/h.

“T was able to hold on to the inside
of the door, but my feet were dragging
on the ground,” the guard said.

He heard Storm telling Smit “don’t
do that", but Smit did not respond to
this admonition.

Two blocks further, Smit appar-
ently told Makinta it was “time to die”
and pushed him away towards the side
of the bakkie.

"I didn't fall far from the vehicle on
the road and a tyre drove over my left
leg. It was broken. I screamed for help
until a taxi driver stopped,” the victim
said.

Smit just kept on driving.

Makinta spend six weeks in hospl-
tal and had to undergo two operations.

Smit was arrested the next day and
granted ball of R1 000,

According to a pre-sentence report,
Smit said he drank so much that night
his wife had to help him get into their
house, The next morning Storm called
Smit, telling him he had dragged a car
guard for two blocks.

“The accused (Smit) cannot belleve
that he would have done something
like that. He has remorse and feels
ashamed,” the report read.

The case was postponed to next
month for sentencing.

body (parts); body (genitals); death; intensity; vio-
lence; bad form; Elizabeth Short

(Left) the black dahlia (photographs documenting the
corpse of Elizabeth Short),



bad form; money; making; truth; ethics; principles; big Other;
reinventing the wheel; something to believe in; repetition

(Below) loose thoughts on Bad Form.

Bad form research areas:

The gallery:

Commodification (supplements, marketing, conceptual commodification, curation, group shows) — the market

(economic commodification; the suppositions of the masses).

Bad formation, malpractice (process, collaboration) (the ethics of making bad art — curating bad/distasteful spaces).

The object.

Politeness + honesty — pretensions within the industry that allow impoliteness; the Moscow museum’s paid

announcement in Art Forum afier receiving a bad review; speaking ill of the dead.

BAD FORM is..TRUTH, FREEDOM, DIGNITY

Bad form + limited choices (worse or worser)

Popular opposites

Grimaces/slips that cannot be ignored (must be spoken for)

Sanctioned dissonance
Commitment to form

Ethics

Feeling the need 1o make shit
The wow factor

Reinventing the wheel

Life is life

architecture (house); aestiva-
tion; animals (lungfish); holes

(Right) illustration from an
unknown source showing the
aestivation of lungfish.

As the water level falls Jungfish burrow into
the bottom mud to form a cocoon and aesti-
vate through the dry season.
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what happens when nothing happens; rotten nature; misery; language (word games); something
to believe in; announcements to the universe; public performance; when | was a boy

(Below) notes on and documentation of When | was a boy, a series of statements printed and posted
daily for about two weeks on the window of the Topolino Cafe on Kloof Street in Cape Town. (State-
ments shown on following pages).

cigarette, cup of tea, print out the
poster, put up the poster, wait for the
work to work.

It’s about nothing. It’s about
connections fusing and pre-teens
blossoming. It’s about the illuminati.
It'’s about you. It'’s about rules. It'’s
about holding on tightly and never
letting go.

Misery's the river of the world,
everybody row.

He s never worked on a building site.

This is what happens when nothing
happens:

Everybody row.

Winen | was B Dy we imarrl
P b TEu by slicoting
trnons On 1ne lsm
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Everyday | wake up and it'’s the same;

What happens when nothing happens.

10,
2008



bad form; money; making; truth; ethics; principles; big Other;
reinventing the wheel; something to believe in; repetition

(Below) loose thoughts on Bad Form.

Bad form research areas:
The gallery:

Commodification (supplements, marketing, conceptual commodification, curation, group shows) — the market
(economic commodification; the suppositions of the masses).

Bad formation, malpractice (process, collaboration) (the ethics of making bad art — curating bad/distasteful spaces).
The object.

Politeness + honesty — pretensions within the industry that allow impoliteness; the Moscow museum 5 paid
announcement in Art Forum after receiving a bad review; speaking ill of the dead.

BAD FORM is...TRUTH, FREEDOM, DIGNITY

Bad form + limited choices (worse or worser)

Popular opposites

Grimaces/slips that cannot be ignored (must be spoken for)
Sanctioned dissonance

Commitment to form

Ethics

Feeling the need to make shit

The wow factor

Reinventing the wheel

Life is life
architecture (house); aestiva-
tion; animals (lungfish); holes \\

(Right) illustration from an
unknown source showing the
aestivation of lungfish.

As the water level falls Jungfish burrow into
the bottom mud to form a cocoon and aesti-
vale through the dry season
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what happens when nothing happens; rotten nature; misery; language (word games); something
to believe in; announcements to the universe; public performance; when | was a boy

(Below) notes on and documentation of When | was a boy, a series of statements printed and posted
daily for about two weeks on the window of the Topolino Cafe on Kloof Street in Cape Town. (State-
ments shown on following pages).

cigarette, cup of tea, print out the
poster, put up the poster, wait for the
work to work.

It'’s about nothing. It s about
connections fusing and pre-teens
blossoming. It s about the illuminati.
Its about you. It's about rules. It 5
about holding on tightly and never
letting go.

Misery s the river of the world,
everyvbody row.

He s never worked on a building site.

This is what happens when nothing
happens:

Everybody row.

Wrepr | st 3 Doy = el
hire 12 UL By BROGING
paboons on the tarm
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Everyday I wake up and it the same;

What happens when nothing happens.

10,
2008



When | was a boy we walked around with plastic bags on our heads and sang songs

about whales with real teeth and ate popcomn covered in dust that crunch, crunch, crunched

in our dry litle mouths.

When | was a boy we opened doors for the ladies.

When | was a boy petrol cost one cent a litre and we rode around in yellow cars with horns that had six different tones so
you could communicate your mood to the drivers around you.

When | was a boy | had a dog that could talk and had his own show on SABC 1 called perfect pets.

When | was a boy we smoked dagga and it made our teeth biue.

When | was a boy we knew the value of hard work.

When | was a boy my mother made me massage her feet and | still can't touch her without wanting to
punch her in the head.

When | was a boy we wrole poems about girls in our class and filmed our friends doing it in the toilets on our cell phones.
When | was a boy we leamnt how to count by shooting baboons on the farm.

When | was a boy my brother killed himself.

When | was a boy | accepted that my life would be a series of disappointments.

When | was a boy | read a book about wild horses that ran on the beach and ate sour figs until their
stomachs bloated and they gave birth to little green ponies that drowned themselves in the sea.

When | was a boy there was a man who lived next door to me that kept bees.

When | was a boy | had to clean toilets with a toothbrush.

When | was a boy | could walk backwards for six kilometres.

When | was a boy we made our teachers cry.

When | was a boy we delivered our own milk.

When | was a boy | laughed until | cried.

When | was a boy | ate chicken hearts at a Portuguese restaurant.

When | was a boy | got drunk with my sister and felt her panties under her skirt.

When | was a boy my father told me | was good for something and sent me to a boarding school up country
to learn how to read.

When | was a boy | had to mow the lawn with my teeth.

When | was a boy | walked into a street pole and was never called handsome again.

When | was a boy | had a friend who could speak nine official languages.

When | was a boy | got a red bicycle and | named it Eltoro after the spanish impersonator thal came to
our school and sang candle in the wind.

When | was a boy | wrote a story about a boy who had arms for legs and walked side ways up walls.
When | was a boy | ate dead flies off the window sills.

When | was a boy | had the gift of common sense.

When | was a boy | had a beit made out of walnut shells.

When | was a boy | wanted to take acid.

When | was a boy | always fancied that I'd meet a beautiful woman who would help me take my mind off things.
When | was a boy | loved dogs.

When | was a boy | had to take piano lessons from an old lady who smelt like sour milk and jolly jammers.
When | was a boy | wrote a letter to my future self and threw it into the sea.

When | was a boy | had a jersey with a hood that zipped all the way up over my face.

When | was a boy | hated faggots.

When | was a boy there was only one God.

When | was a boy | couldn’t believe that we hadn't won the war.

When | was a boy | burned down our house and laughed about it, after that | was sent lo a special school for problem
children and they let me go when | started collecting butterflies.

When | was a boy my front teeth were the size of steamrollers.

When | was a boy | always dreamt about boobs.

When | was a boy | dug holes in the ground and had sex with them.

When | was a boy | was allowed to eat as many apples as | liked.

when | was a boy; language (word games); apples; truth; space-time (smooth); regret

(Above) experimental text.
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rotten nature; sunlight; something to believe in; flowers

Stills from a cellphone video recorded in De Waal park,
Cape Town.
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s

geography (outer-space); craft (hobby)

(Above) leftover parts of half-assembled printed
foam cut-out puzzle,

320

eccentric performance; food (margarine)

(Apove} stills from a cellphone video recorded in
!\.‘hchaaiis studio of a mechanised toy mounted
in a block of medium-fat spread.

Truth; lies; positions (artist); positions (quack); something to believe jn; honesty; Jacques Derrida; Mar-
cel Duchamp; Brian Dillon; ethics; Finnegan's Wake; surface vs. depth

Excerpt from Brian Dillon's Is F for Fake? (2008},

“What exactly do we mean when we call an artist or writer a charlatan? ... The accusation points to something far more
Sundamental than a simple waywardness with the facts.”

“What it names, precisely, is a deficit of sincerity: this is what the critic Hilion Kramer was referring to in 1966 when
he spoke of Duchamp s ‘resplendent triviality . The charlatan does nol set oyt to peddle mistruths about the world, but
rather does not really mean or does not really believe in the work that he or she makes. This suggesis a rather Romantic
notion, a conception of artistic being as truth-to-self, which has survived ingg an era otherwise attuned to auto-invention
and to celebration of the type of the trickster in popular culture and the avant-garde alike. In a sense it's an objection

to style, to surface, to those artists who do things for effect. (As though there were some higher value in art than its
effects.) But the charlatan—wrangler objects just as regularly to apparent depth: for him no profundity is deep enough 1o
be safe from the shallows of insufficient sincerity. In fact, self-evident profundity would be almost a definition of obvious
charlatanry: real depth is harder-won. "

“In the realms of art and literature it is either insouciance or (oddly) excessive labour that will earn the accusation of
charlatanry. On the one hand — as with Duchamp s ready-mades, Tracey Emin's My Bed (1998) or Martin Creed’s Work
No. 227: The Lights Going On and Off (2000) — the artist-charlatan is popularly accused of having done very litile,
almost nothing, to constitute the work in the first place, or of freighting a flimsy artefact with a weight of meaning it
cannot bear: On the other hand, the charlatan works too hard, produces an elaborate opus — prodigious in terms of its
size or scope, the time and effort expended in its making - that yields scarcely any significance. (James Joyce's novel
Finnegans Wake (1939) 1 ins the exemplary instance.) Sometimes, as in the case of Gertrude Stein 5 experimental
texts, both circumstances obtain: her novel-of-sorts The Making of Americans (1906) is both dauntingly long and
apparently written with no care for sense.”

“In philosophy the charlatan may also be thought to have formulated an over-complex system, or to have coined

a needlessly obscure vocabulary that hides an essential poverty at the leve| of the concept. This was certainly one

of the charges levelled at Jacques Derrida by the many academics who objected ro his being awarded an honorary
degree at Cambridge in 1992, But the more fundamental objection was that Derrida had undermined the very

notion of philosophical truth. That he had done no such thing was really beside the point: what mattered was that

his thoroughgoing philosophical scepticism was in iiself perceived as a form of charlatanry. The unmasker, so his
opponents claimed, was in reality masked — he possessed, as the philosophical journalist A.C. Grayling put it recently,
‘a dishonest mind".""

“The phrase is almost too telling. It suggests that Grayling — and those who point and shout *Charlatan!" in general

— values some occult level of philosophical sincerity above truth itself. He imagines there are other thinkers who

really mean it and are therefore axiomatically better thinkers. This is a kind of willed ignorance of the extent to which
philosophy has always relied on what Gilles Deleuze called ‘conceptual personae': the idiot, the sceptic, the dandy, the
melancholic, even the charlatan himself — quasi-fictional stand-ins for the philosopher. It is to assume, as Brian Eno
once put it, “that there is such a thing as the “real” people, and the pretenders. And the other assumption is that there s
something wrong with pretending.”

“...0f course, in contemporary art the figure of the faker is in part just one persona among many that the artist may
choose 1o deploy, a now canonical role to be embraced rather than disavoyed, Abject sincerity is equally a career
choice of sorts. How to tell the difference between the two? Wiy exactly would one want to tell the difference between
the two? The charlatan, in fact, embodies both: he is the artist who convinces and infuriates in equal measure, who
makes a spectacle of his sincerity, turns authenticity into pure performance,

...As the psychoanalyst Adam Phillips has written, ‘the masked are always grear unmaskers . The sceptic and the
charlatan formed the perfect partnership, because they both knew that "the honest, if they are to pursue the truth, must
be sufficiently competent at dishonesty"" (Dillon 2008: sp).
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people; concurrent events; politics; censorship

Highlighted comments posted on the IOL online newsfeed sub-
sequently removed by the sub-editors.

Last Modified : 2008-10-16 15:13:41

Status : Removed |

Story name :Senior Cape ANC members walk

Sections :Politics|South Africa|Breaking News

16637: submitted by SuperDave 3 Days ago

I've seen a ITOT of black people being promoted at my company. Then they get a bigger
pa)_lcheck, bigger title, and suddenly they resign! Mostly looking for even MORE money!!! At least
white's have some sense of loyalty towards the company(and dont give me that "get a dog"
crap!!). Doesn't surprise me if companies think twice before promoting them. Some just give them
more money.

Approve Remove

Last Modified : 2008-10-16 14:51:34

Status : Removed |

Story name :'Crass black people are the enemy’

Sections :South Africa|General|Finance/ Labour|Breaking News

16536: submitted by Geyser 3 Days ago

_If the ANC is g_enuine about solving the countries’ problems then they should immediately initiate
investigations into corruption and personal enrichment of the BEE directors and BEE projects
such as Gautrain, 2010 contracts, Coega etc. Investigate why we are in a deficit and trace all the
money t‘hat BEE and other local corporations have spirited out the country. Surely Shilowa
Moleketi, Phumizile and others have been involved in various companies that have receive'd huge
contracts that were never scrutinized. Scrutinize all land deals and buy back the coastal and
prime lands sold to foreigners.

Approve Remove

Last Modified : 2008-10-16 11:48:31

Status : Removed |

Story name :Mbeki's prophecy...

Sections :Politics|South Africa|Breaking News

1&4302: subm'iclted by The Flying Sikh 3 Days ago

"Mr J Zuma (Mr Arms deal and Shaik’s Friend)", What about Vi

the ANC "Curry gravy Train". Viva Terror and iJncIe Sam HEVIV Reddy, he seems to be on boarg

Approve Remove

Last Modified : 2008-10-16 09:01:49

Status : Removed |

Story name :ANC may push for early poll

Sections :Politics|South AfricajBreaking News

16442: submitted by Stuart from Pittsburgh, USA 4 Days ago

The current ANC leadership are a bunch of morons who do not understand what democracy is

Thege qlowns have brought a once well respected organization into question. Zuma is deafeniﬁg

;)Lll:lls ggggeﬁgrai\}zt-arﬁgg %aLcj:g. In addition to this, | and many other people understand that
a E ATIO i i

ahoU g9 back to herding cais N to deal with the problems facing the country. The guy

Approve Remove
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Last Modified : 2008-10-17 08:35:35

Status : Removed |

Story name :'Looks like Luke is an ex-Bok'

Sections :Sport|Rugby|Springboks|Breaking News

16754: submitted by bok proud 2 Days ago

he has no code he no honour he must just go, maybe he can go play with his mate khompela,
oops sorry pukey boy khompela hates whites so you lose out there too LOL

Approve Remove

Last Modified : 2008-10-17 08:21:16

Status : Removed |

Story name :'Looks like Luke is an ex-Bok'

Sections :Sport|Rugby|Springboks|Breaking News

16737: submitted by Thembikile 3 Days ago

We should not insult the ANC leadrer Jacob Zuma becoz if he get to Power in next erections then
he will give us all JZ shampoo so we also dont get aids! Lekotha you start you new party and we
support you! If you wan be strong then you join force with DA and IFP. | dont want say to much
coz Malema mite come and kill me!

Approve Remove

Last Modified : 2008-10-16 18:26:28

Status : Removed |

Story name :'ANC voters won't like new party’

Sections :Politics|South Africa|Breaking News

16669: submitted by AntiBlackDiamond 3 Days ago

Anti_Springbok: Why do you people breed like rabbits even though you have no money? You like
to complain about how many brothers/sistersiwhatever you have that depends on you. We white
people on the other hand, won't have more children than we can afford.

Approve Remove

Last Modified : 2008-10-16 15:24:53

Status : Removed |

Story name :'Crass black people are the enemy’

Sections :South Africa|General|Finance/ Labour|Breaking News

16662: submitted by Anonymous 3 Days ago

To Anti_Springbok - how dare you make generalisations. Because a person is white does not
make him advantaged or rich. | am in my 50's and have never been given special treatment for
anything. | too ,as have many white South Africans, battled through the years.My parents were
not wealthy, | have never been given a car or have a trust fund. BUT | have never hi jacked
anyone, murdered, raped or stolen and used my ethnicity as an excuse. Have pride in yourself,
make sure you better yourself and stop using your ethnicy as an excuse to get handouts. After all
whose fault is that Contraception was not used. No one forced your parents to keep producing
babies.

Approve Remove

Last Modified : 2008-10-16 15:16:43

Status : Removed |

Story name :'Crass black people are the enemy’

Sections :South Africa|General|Finance/ Labour|Breaking News

16659: submitted by Thabu Nketini 3 Days ago

| am so glad those fat cats are at each others throats...Go Boys!!!... they are either raping their
women, stealing from the arms deal, denying reality, vomitting on Springbok jerseys, chasing
qualified workers away, protecting African dictators .... no wonder Noah cursed them!

Approve Remove
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artists vs. real people;
positions (artist)

( (Right) plastic toys with enamel.

324

bad form; big Other; symbolic registration; states of being (dy-
namic); play; dead ends; research; process; slips

(Below) loose thoughts on Bad Form.

Judgment which 1akes place on behalf of the big Other —

‘it is considered bad form... "should read, "It is considered that it is considered to be bad form"—

example of a disheveled man warming his hands at the fire in Da Vinci's pizzeria in Kloof Street (the man
and his hands were only the locus for a discomfort assumed on everyone else’s behalf, the restaurateurs were
uncomfortable as they anticipated the customers ' discomfort and the customers were uncomfortable as they
anticipated the actions of the restaurant, the man was removed and everyone relaxed).

Svmbolic registration absolves the subject from that which is considered 1o be considered 1o be bad form (an
open acknowledgement that you were wrong). In this arena of additions/perversions — slight, subtle, distasteful
perversians can be smuggled past the big Other (perversions that do not destroy the possibility of form
alrogether).

Bad form is still within the arena of form (bad form is the opposite of good form, house is not the opposite of
black).

Burt should it be acknowledged? There is something within the process (in terms of the Bad Form project) that
is lacking, can an unfortunate slip or grimace be ignored or must it be excused/apologized for (as it is noticed
by the observer so it is noticed by the big Other). Can it still function or will it be rejected entirely, how can this
dynamic (of constant slips and constant apologies) be exploited/performed?

Additional texts (as problematic supplements) could form this apology (or not), in Unmonumental (New
Museum) the slick packaging apologized for the bad form of the works themselves — rather than condemning
this (turning shit into gold (Fraser)) it could be seen as a useful strategy for giving us a bigger prison cell -
BUT - it does not come cheap...

Giving and receiving — works that are discourteous in their perversion of the offer

Dead ends: (a critical examination of context of ‘random’as a signifier)
Linking/referring as an act

Understanding the google search (manual processing parameters)

Re thinking thinking
forging links

There is an opportunity in the ambiguity of forging links. It all links in with randomness, google generated
thought processes, the internet as a substitution for the brain, hierarchies of logic, objective rationality and
Jorm, contingent production/practice, and more (there is a thread here, sufficiently tentative and unsecured)
from dead end clues to rethinking understanding/thought etc. etc. ete.— very fractured at this stage but there is
something (or nothing) brewing.

""We are against scraps of paper” (Bataille in Roudinesco 1997: 134).

325



)

artists vs. real people;
positions (artist)

(Right) plastic toys with enamel.

324

bad form; big Other; symbolic registration; states of being (dy-
namic); play; dead ends; research; process; slips

(Below) loose thoughts on Bad Form.

Judgment which takes place on behalf of the big Other —

‘it is considered bad form..."should read, "It is considered that it is considered to be bad form'—

example of a disheveled man warming his hands at the fire in Da Vinci's pizzeria in Kloof Street (the man
and his hands were only the locus for a discomfort assumed on everyone else s behalf, the restaurateurs were
uncomfortable as they anticipated the customers’ discomfort and the customers were uncomfortable as they
anticipated the actions of the restaurant, the man was removed and everyone relaxed).

Symbolic registration absolves the subject from that which is considered to be considered to be bad form (an
open acknowledgement that you were wrong). In this arena of additions/perversions — slight, subtle, distasteful
perversions can be smuggled past the big Other (perversions that do not destroy the possibility of form
altogether).

Bad form is still within the arena of form (bad form is the opposite of good form, house is not the opposite of
black).

But should it be acknowledged? There is something within the process (in terms of the Bad Form project) that
is lacking, can an unfortunate slip or grimace be ignored or must it be excused/apologized for (as it is noticed
by the observer so it is noticed by the big Other). Can it still function or will it be rejected entirely, how can this
dynamic (of constant slips and constant apologies) be exploited/performed?

Additional texts (as problematic supplements) could form this apology (or not), in Unmonumental (New
Museum) the slick packaging apologized for the bad form of the works themselves — rather than condemning
this (turning shit into gold (Fraser)) it could be seen as a useful strategy for giving us a bigger prison cell -
BUT - it does not come cheap...

Giving and receiving — works that are discourteous in their perversion of the offer

Dead ends: (a critical examination of context of ‘random’as a signifier)
Linking/referring as an act

Understanding the google search (manual processing parameters)

Re thinking thinking

Sforging links

There is an opportunity in the ambiguity of forging links. It all links in with randomness, google generated
thought processes, the internet as a substitution for the brain, hierarchies of logic, objective rationality and
Jorm, contingent production/practice, and more (there is a thread here, sufficiently tentative and unsecured)
Jfrom dead end clues to rethinking understanding/thought etc. etc. etc.— very fractured at this stage but there is
something (or nothing) brewing.

" We are against scraps of paper” (Bataille in Roudinesco 1997: 134).
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Nelson Mandela; truth; conscientious objection; South African art history; research; bad form; art; making;
process; complexity; architecture; weak logic; Paul Cilliers; Neil Goedhals; Barend de Wet; Max Wolpe; Shelley
Sacks; James Reed; Robbie Williams; Ed Young; Kristofer Paetau; Willem Boshoff; if things were simple word
would have gotten around; architecture (exedra); artists vs. real people; reinventing the wheel; Vito Acconci;

Robert Storr

Loose transcription of a conversation between Kathryn Smith, Christian Nerf and Francis Burger. The conversation
followed a proposal by Jonathon Garnham of Blank Projects to Smith and Nerf to curate a show titled ‘Bad Form'.
Initially intended as the opening show of the Blank Projects’ new location in Woodstock, Cape Town, the project was
delayed indefinitely after renovations and quarrels with the landlord prolonged the space’s relocation. An offshoot of
the project was, titled Things and Stuff, was presented at the Johannesburg Art Fair in 2009.

The minutes (20/10/08)
History of doing nothing (Bartelby).

Doing exactly what everyone else is doing vs. doing
nothing

Ed Young vs Pierre Bismuth

Serious but not solemn

Works from the collection (national gallery)

Lucas’ bed and broken Joseph Beuys sculpture

Social sculpture, Shelley sacks, James Reed

Letter of agreement — offsite exhibitions

Censorship

Thinking about it when you can no longer see it (does the
unattainable (international) object need to be there other
than by its suggestion?)

Talking pieces vs. conversation pieces

Series of shows that cemented memory/identity, from the
collective to the personal — propaganda

The original Nelson Mandela’s view of the window (there
was no fucking view)

Nelson Mandela signature machine
Sanctioned dissonance

HONESTY as bad form

honesty room

If we can do this properly ...

Andrew Lamprecht — turning around the paintings, taking
away the art (flip)

Giving and receiving — excess as an apology

326

Drinking at blank — coupons/tickets (bartering)

POPULAR OPPOSITES art and not art, monumental
unmonumental, bad form, good form

Being committed to form

Robert Storr — misconceptualism, idea art without an idea

(11

The seminar was a load of rubbish

What is it to be an ethical person

Not reducing complexity to simplicity

Philosophy

Paul Cilliers modest positions (philosophical interactions)
(modesty, though it is not weak, is too nice — finding a
balance somewhere between being nice and being a total
asshole)

The tables must be able to be tuned

Bartelby — being utterly anti social without taking anyone
down with you — signing off (I can no longer do anything
because what you are doing is not worth anything)

Neil Goedhals

The real death of Neil — the monsters/market are
simplifying him (or rather packaging/commodifying him)
Could he really have been the only person?

Finding local examples of works made what is
retrospectively recognized as a canon (international focus) —
But not making them out to be more than they are

Food

Spaces — because they existed they generated other spaces
Focusing on the seemingly inconsequential act/event/work/

individual that is seen in retrospect as one of the triggers
that generated a context/scene/event — emphasizing the

need for unsustainable spaces (that start conversations/
movement) and/or how to sustain these spaces (even through
resurrection)

Show is gencrated from the back room — processed and
reconfigured

Crayfish samoosas

Airtime and duchamp — no.15 — never felt the need to make
shit

“the work is for the artists’ PHD" Aaron Schuster ‘some
rules’ (Frieze May 2008).

The junkie vs the bank manager (if you could have one hour
with the bank manager......why is it that your child does not
smile?)

Sensitivity to what is classed as bad form —

Critically problematize the Gugulective as a collective — their
value as a collective might be their only value — the work is
the gugulective

creating a space for taboo discussions

speaking out of turn

What you think and what you say

The most important thing to ask an artist is why do you do
what you're doing?

Artists are people too:

separation from the real world and the absolution of
participation (and therefore of guilt)

Inciting participating (how to skirt the problem of
‘submission’)

The labradoodle

Do we even have the excuse of distraction?
Post-passion

Curiosity vs studied boredom

Random - random generation — Google searching
Everything in the gaps — discovery

(maybe 1 can be part of discovering it)
(ARCHEOLOGY AND THE DIG)

Vito Acconci and the art object

(bringing down the name of art in the name of bad form)
words that mean nothing

Random is the new original (the sedimentation of
postmodermn ideals)

Interrogating randomness (emo phenomenon or.....)
Relinquishing the name of the author vs. lazy trend of
investigation (questioning our own ideas of what constitutes
form, or rather, substance)

The internet as a giant brain

Randomness as a facet of complexity (facet of our own
‘generative’ process)

Works that temper the discovery wow factor (either offer or
take away the discovery)

Certain things are not worth questioning (the system is the
system)

Reinventing the wheel

The hole and the missing south african art world

Lack of conception of the continuation/generation of a
scene (how contingent events — processes contribute to the
formation of a scene)

Generating an energetic/productive space (without the
premise of producing good form or working for the man)
reframing PRODUCTIVITY

How to reposition the idea of work — working on Sundays
Pierre Bismuth (Jean Matthee) Seemingly doing nothing,
but doing something all the time, rotating room model (with
vanishing furniture)

Talking too loudly about doing nothing

Multilingual jungle book

The magic of Barend de Wet (the violent response)

Maya and the radios

Bipolar as an involuntary writing strategy
Mormons — bombs

Laibach — NSK pure and applied philosophy and satanic
techno

Life is life

327



Becoming the demon other that you yourself construct
(2000 AD comic)

Firefox poetry
East art map

View from the punk/electro new space venue (looking for
space to work) seeing the Mediterranean (the view)

Galaxy style map (links — thread) (mind map) (art
cardboard) generated both digitally and manually
beyond the seductive aesthetic of the formula

How to generate a similar response to Inwin's poster project
(beezey bailey)

the untranslatability of the other

Repositioning objects

“vita's new political party

Die groot krokodil

People in glass houses shouldn't make art — vitrines

1 am still alive (to Sol le Witt) — if they kill me (from Lenin)

Exhibiting works and their processes — or using the works
themselves as triggers

Authentic objects that have been performed — Trasi Henen
Sustaining the level of energy — not allowing anything to
finalize itself or be resolved without generating weightless
content/dumb noise

Pulling from the past and projecting into the future
Inconclusivity

Kristoffer Pateau

Dirk Uys Faggot

Transsexuals

Spunk Sieppel’s remaining canvas

Approaching the heavies

NSK African words (church square monuments as
punctuation marks)

Willem BoshofT's | have a big problem with... (saying ugly
things in good form)

NOTHING IS OBVIOUS
Minumentals

Santarama, Wemmer pan, hunting grounds for the hammer
man

Scaring people from the advertising industry

Immediate plan of action: expand on the list of artists, studio
visits

In the face of a rampant marketplace, do secret histories still
exist?

Max Wolpe

WHY?

Censorship

Live forever documentary (understanding Robbie Williams)

[1] Robert Storr on misconceptualism in contrast to the
‘intellectual and artistic clarity’ of Lawrence Weiner and
Kara Walker;

“Let’s just call it misconceptualism. You know it when you
see it, and you see it everywhere in art exhibitions, at art
fairs and — first alert! — in art academies, where it incubates
like a low-grade infection in the hidden recesses of seminar
rooms, nourishing itself on inarticulate obscurities fostered
by the *strong’ misreading and/or helpless misunderstanding
of critical discourse. It is idea art without an idea, identity
art without an identity, the *Oh wow!" school of 1960s’
philosophy and politics updated for the 2000s, the spawn
of bone-headedness and the bon mot. Misconceptualism

is the zone where narrow minds go 1o escape self-induced
claustrophobia only to find the abyss. It is a “counterculture’
of deeply insecure, often resentful, all too often petulant
scholastics, and, as a result of an ever-growing labour force
of underemployed or ‘lumpen’ theorists, its apologists and
enablers outnumber its practitioners ... At the close of a
long, contentious season one looks back with heightened
appreciation at moments of intellectual and artistic clarity.
In a period when the “interrogation of the subject’ so often
descends into essentialism and solipsism one is grateful
when questions addressed to the viewer acknowledge

that both the viewer and the questioner are possessed

of a complex consciousness. And in a context where
‘misconceptualism’ grabs headlines, causing the talkers to
talk ad nauseam, one seeks dialogue that lends existential
substance to weightless ideas™ (Storr 2008: sp)
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L 4

fire

(Right) balsa wood,
match-head and
enamel.

positions (god);
architecture (podium)

(Left) liquid plastic cross.

(top right) B.B.74.6.
(bottom left) B.B.74.3.

329



Becoming the demon other that you yourself construct
(2000 AD comic)

Firefox poetry
East art map

View from the punk/electro new space venue (looking for
space to work) seeing the Mediterranean (the view)

Galaxy style map (links — thread) (mind map) (art
cardboard) generated both digitally and manually
beyond the seductive aesthetic of the formula

How to generate a similar response to Irwin’s poster project
(beezey bailey)

the untranslatability of the other

Repositioning objects

Evita's new political party

Die groot krokodil

People in glass houses shouldn't make art - vitrines

1 am still alive (to Sol le Witt) — if they kill me (from Lenin)

Exhibiting works and their processes — or using the works
themselves as triggers

Authentic objects that have been performed — Trasi Henen
Sustaining the level of energy - not allowing anything to
finalize itself or be resolved without generating weightless
content/dumb noise

Pulling from the past and projecting into the future
Inconclusivity

Kristoffer Pateau

Dirk Uys Faggot

Transsexuals

Spunk Sieppel’s remaining canvas

Approaching the heavies

NSK African words (church square monuments as
punctuation marks)

Willem BoshofI™s | have a big problem with... (saying ugly
things in good form)

NOTHING IS OBVIOUS
Minumentals

Santarama, Wemmer pan, hunting grounds for the hammer
man

Scaring people from the advertising industry

Immediate plan of action: expand on the list of artists, studio
visits

In the face of a rampant marketplace, do secret histories still
exist?

Max Wolpe

WHY?

Censorship

Live forever documentary (understanding Robbie Williams)

[1] Robert Storr on misconceptualism in contrast to the
‘intellectual and artistic clarity” of Lawrence Weiner and
Kara Walker;

“Let’s just call it misconceptualism. You know it when you
see it, and you see it everywhere in art exhibitions, at art
fairs and — first alert! — in art academies, where it incubates
like a low-grade infection in the hidden recesses of seminar
rooms, nourishing itself on inarticulate obscurities fostered
by the ‘strong’ misreading and/or helpless misunderstanding
of critical discourse. It is idea art without an idea, identity
art without an identity, the *Oh wow!" school of 1960s’
philosophy and politics updated for the 2000s, the spawn
of bone-headedness and the bon mot. Misconceptualism
is the zone where narrow minds go to escape self-induced
claustrophobia only to find the abyss. It is a ‘counterculture’
of deeply insecure, ofien resentful, all too often petulant
scholastics, and, as a result of an ever-growing labour force
of underemployed or ‘lumpen’ theorists, its apologists and
enablers outnumber its practitioners ... At the close of a
long, contentious season one looks back with heightened
appreciation at moments of intellectual and artistic clarity.
In a period when the ‘interrogation of the subject’ so often
descends into essentialism and solipsism one is grateful
when questions addressed to the viewer acknowledge
that both the viewer and the questioner are possessed
of a complex consciousness. And in a context where
‘misconceptualism’ grabs headlines, causing the talkers to
talk ad nauseam, one secks dialogue that lends existential
substance to weightless ideas” (Storr 2008: sp)
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(Left) liquid plastic cross.

(top right) B.B.74.6.
(bottom left) B.B.74.3.
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pornography; disappointment; funny stuff

(Above) DVD chronicling the adventure of a young woman and her exploits
as she learns the customs of a village in an undisclosed
part of rural China.

announcements to the universe; fight fight fight

oneiric house; repetition e s
. (Above) undersized loud-speaker.
(Above) notebook drawing. Recieved from Fritha Langerman.
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artists vs. real people; institutional critique vs. institutionalised critique; politics; misery

(Below) notes from return presentation at Michaelis on Taipei Drift (a ten-day workshop for art students and academ-
ics hosted by the Taiwan University of the Arts which ran concurrently to the Taipei Biennial). (Participation and travel

sponsored by the Michaelis School of Fine Art).

What happened?

photographs;campus tour; feast; prostitutes; lepers.

Minor local concerns (wooing the international community).

Strange sense of showing off problems (bus taken from a leper colony (sanatorium) to the house of an immigrant prostitute),
The underbelly before the surface. (How to share localised polemics withowt making the visitor feel like a missionary?)

No obvious radical division between rich and poor — giant middle class — polite and safe.

Art and activism at the Taipei Biennial; at what point does institutional critique become institutionalised critique?
Discrepancy between the proposal made by the organisers and the reality of the workshop (hotel regalees, bus curtains etc).

(Below) excerpt from a summary of presentations at the end of the Taipei Drift workshop posted on
the Taipei Drift blog (http://2008 taipeidrift.blogspot.com) by one of the student organisers.

Francls keeps an eye on astray pets on the street. There are thousands of astray cat,dog and many kinds of
pets on the street In Talpie. Francis takes pictures and make them into a commic-like photos. Astray pets

can talk in that way and impress themselves,

PLEASE PHONE 94304 769

I am the J’N’y Juda";& T have
ﬂl& SCCI"Et km 'to Su Vs Yeu and
cure your devil illpess ( Aevil ilines
nears b see and fear he Fesls om
Buddia ) and snﬁer very S‘fh:-.:.J

kind o,l pain m Your bodses.

4 (cn. as a GlouP and J will Te
’ﬂ; ‘DM much fd CH Treatmen? Co.

.3,:7 with JouY oNn Zrans/ater.

duck-rabbit; Ludwig Wittgenstein; truth;

hunger art; body (eye) doctors; positions (parousiamaniac)

(Above) rotating image of a duck-rabbit (Above) fiyer posted on a shop-window in Hong-Kong.

exhibited at a small museum of oddities in a
Taipei market.
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tionalised critique

Voel Doaglas-

let’s get stupid; funny stuff; language (word games); animals (dog); public performance; space-time (striated)
(Above) posters printed and stuck up around Taipei. Excerpt from notes taken during the Taipei Biennial.
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Arybody can become an NSX Passport bearer and aguire the status of an
NSK citiren. The NSK state denbes in its fundamental acts the categories of
(timited) territory, the principle of national borders. and advocates the Liw
of traninationality.

Thie bearer of the NSK passport becomes 4 citiven of NSK. Vital statistics of
the bearer are logged in the NSK citioenhip register,

The passport ks numbered and untransferable; ity validity i limited and
renewakbile. By signing the statement Lthe bearer pledges Lo participate on
# best-rifort basi (o support the inlegrity of the NSK State. This passpert
may not be minwsed for crinsinal, ideological, religious o political purposes
conflicting with the contents of NSK and/or jeopardiring the reputation
and good name of NSK. Citireniing coases with the expiriation. return of
confiscation of the passport.

The pasaport is a document of subveriive nature and unigue value. A bearer
fitls in data and stamps, signatures, elc.. in it at NSK events and similar
campalign. In this sense, the applicability of the passport ks unlimited and
subject to the responsibrility of its bearer.

Moot AU cittamnatny Som not imply NSK memberyhip

PEICE OF WA PASSPORT- 24 (LR

PaTENT
£ gu orEmnt
Drwriten MUK nfo. Centes NLB 0.0 Branch Lpbijans Dente
Tryg repubsiine 1, 1520 Liubljana, Stavenia
THAN: S156 0001 0001 8371 612, SWITT code: LIBASLIX
Wil eovts of ik tramfers 218 covered by e applicant,
(Mo pasapord will be bsued, 1 the oy U s s
and e refumd witl be ghven |
caih with regintered hetten
MO (pryaile o Druttve WSE b, Canter)

Inciase proof of payment wilh Lhe application ferm!

IMPORTANT MESSAGE

The N5K State was founded in 1992 by
members of the Neue Slowenische Kunit
informal ogantation

The N5K State holds the status of 2 virtual
stabe without pinnical territory, and does not
wxiut in the real, three-dimensional space. s
sole territory iy time.,

Dwning the NSK State patsport does oot
grant citvembip of the Republic of Sloveria
o avy ather country of the world within
coordinates of physical territory

The NSK State passport does not facilitate
legal passing of concrete international
borders.,

NSK State [nformation Cenire

W bid you hor yoner prvemnsion fo wue yot NAK

P ipert Agpication farm far a4l isdy of artnne
propects and pobbe st without Umatation in Hme
Teviinny and scope.

¥es

Sigratire

ART IS FANATICISM THAT DEMANDS DIPLOMACY.

NSK; politics; freedom; lies; misery; architecture (empire); space-time (smooth); positions (scoundrel)

Reverse side of NSK State passport application form, a project initiated by the informal artist run organisation, Neue
Slowenische Kunst. Initiated and enacted globally since 1992, participants are able to apply online or at a temporary
NSK embassy for a citizenship and a passport made using second-hand tools from a Slovene council office. Video
footage of interviews with the organisers and various bearers of the passport shown alongside an NSK booth at the
Taipei Biennial provided accounts from Bosnian passport bearers who had used the NSK passport in conjunction with
their regular passports to leave Bosnia “at a time when [their] Bosnian passports were looked upon with suspicion and
general negativity” to positive effect, The footage also showed the organisers (also members of the artists' collective
IRWIN) discussing the unwieldly influx of applications in 2001 from Nigerian citizens after a series of unidentified indi-
viduals began selling the NSK passports as legitimate travel documents to their unsuspecting countrymen. The group
subsequently installed an NSK embassy in Nigeria for a limited period and imposed a 24 Euro fee on online applica-
tions.
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slapstick; let's get stupid; animals (dog); funny stuff; what happens
when nothing happens

Stills from a cellphone video of America's Funniest Home Videos
shown on Pearl (the English channel in Hong Kong).




08,
2008

Bianca Baldi; love; sentiment; interaction; desire; fantasy; body (mouth)

Documentation of Him & Her, 2008. A performance/installation orchestrated by
Bianca Baldi at Blank Projects involving a vintage Fiat seicento with two actors
locked in a passionate embrace on the back seat for the duration of the exhibi-
tion opening.

336

knife-holder; pricks

Miniature plastic knife and holster.

B.B.74.1.
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Slavoj Zizek; psychoanalysis; superego; objet petit a; body (flesh); body (genitals); voice; rotten nature; desire;
homeless objects; pungency; failure; A vs. B; things that come too quickly; the perspective of the last judgement;
language (as surface); voice (the voice that skins the body)

Excerpts from Slavoj Zizek's The Metastases of Enjoyment, Six essays on Women and Causality (italics indicate rough
paraphrasing and notes to self),

“In so far as we are living in the universe of language, we are condemned to this imbecility of the superego: we can
assume a minimal distance towards it, thus rendering it more bearable, but we can never be rid of it” (Zizek 1994:
64).

Short circuit between external and internal negation — “the external negation of our obligation to do D is that we do
not have to do D; the internal negation is that we have to do non-D" (65). Short circuit between non-obligation and

prohibition.*Officially, criticism is not only allowed but invited, yet everyone knows that only ‘constructive’ — that is

to say, no criticism, is actually tolerated™ (65).

“The underlying structure of such a short circuit involves a kind of psychotic distortion of the ‘semiotic square’ of
necessity, possibility, impossibility and contingency: in a perfect ‘totalitarian’ universe we deal only with necessity
and impossibility, A contingent decision of Leadership passes itself off as an expression of historical Necessity,
which is why every form of resistance to such a decision — although formally possible — is actually impossible, that
is, prohibited. This distortion thus gives rise to the paradox of the forced choice, according to which we are actually
only allowed to choose one of two options, the other one remaining an empty set .., and it is this same short circuit

that provides the most elementary definition of the superego: the superego is a law ‘run amok” in so far as it prohibits

what it formally permits” (66).

The Lacanian maxim “do not give up your desire” is different to the superego s command 'Enjoy!'(68)
The Kantian injunction: ‘renounce your desire since it is not Universalizable!” (69)

Aldous Huxley, The Grey Eminence (80)

“The voice that skins the body”: The ominous hum as the camera zooms into and under the grass in the opening

scene of David Lynch's Blue Velvet (Lynch's noise) (115). The noise of life, subterranean insects. Disgust at sexuality
(William Holman Hunt's The Hireling Sheperd) and putrid “overripe nature”, flowers bearing their genitals and their

pungent pheremones (113).

Skin and underneath — “relating to the body implies suspending what goes on beneath the surface. This suspension
is an effect of the symbolic order; it can occur only in so far as our bodily reality is structured by language. In the
symbolic order, even when we are undressed, we are not really naked, since skin itself functions as the “dress of the
flesh’. This suspension excludes the Real of the life-substance, its palpitation: one of the definitions of the Lacanian
Real is that it is the flayed body, the palpitation of the raw, skinless red flesh™ (116). (Music video for Robbie
Williams 'Rock DJ, where the singer strips down layer by layer until he is only a skeleton).

Stoicism?

Meinong, Alexis: “theory of objects’

Sosein — being-thus and Sein - being

Round square has it s sosein, but not sein

Homeless objects — objects that cannot exist

Objects that could, but don 1 exist — golden mountain — it is their non-being that exists (123).

Similar to Witigenstein s distinction between: “things and the world as the entirety of facts, of everything that is the
case, that can occur: *Die Welt ist die Gesamtheit der Tatsachen, nicht der dinge.’ In his preface which is usually
reprinted with Tracatus, Bertrand Russel endeavours precisely to domesticate this ‘homelessness’ of the event by
means of reinscribing the event back into the order of things” (124).
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“Rather than a pure ‘this’, the object without properties, [the objet petit a] is a bundle of properties that lacks
existence™ (179).

Stephen Jay Gould, lacanian biologist, long term tendency in the relationship between price and quantity of Hershey
chocolate bars..."zig zag with a slight tendency to decline...by extrapolating this tendency to its senseless extreme,
we can calculate not only the moment when the quantity will reach zero — that is, when we will get a nicely wrapped
void — but also how much this void will cost. This void — which, nonetheless, is nicely wrapped and has a definite
price — is an almost perfect metaphor for the Lacanian objet petit a™ (179).

Hegel and teleology — end as a means to the means (189).

Slavoj Zizek; superego; positions (saint); positions (hero); positions (scoundrel); ethics; desire

lllustration (above) after Slavoj Zizek's (1994:67) diagram showing the interactions and oppositions between saints,
scoundrels, heroes and the superego as well as between ethics and morals (see quote below).

“At the top and bottom we have two flat positions: the saint is ethical (he does not compromise his desire)
and moral (he considers the Good of others), whereas the scoundrel is immoral (he violates moral norms)
and unethical (what he is afier is not desire but pleasures and profits so he lacks any firm principles). Far
more interesting are the two horizontal positions expressing an inherent antagonism: the hero is immoral, yet
ethical, that is 1o say, he violates (or rather suspends the validity of) existing explicit moral norms in the name
of a higher ethics of life, historical Neccesity, and so on, whereas superego designales the very opposite of the
hero, an unethical moral Law, a Law in which the obscene enjoyment sticks to obedience of the moral norms
(say. a severe teacher who torments his pupil for the sake of their own good, and is not ready to acknowledge
his own sadistic investment in this torment) " (Zizek 1994: 67).
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art as a question; meaninglessness; meaning; enjoyment; wheeling about with one foot
nailed to the ground; dead ends; something to believe in; you lose your faith; psychoanaly-
sis; gentrification

(Below and following pages) Master of Nothing (2008), seminar paper presented as of the
Master of Fine Arts' seminar program at the Michaelis School of Fine Arts. i

Masters of what? % 4

Before anything else | think that it is important to take a brief moment to consider
the demands of the immediate context for which this paper and its promises are
being produced, a masters in fine art, Since the beginning of the year I have
encountered various fragments of deliberation, ranging from hearsay to published
texts, regarding the validity of art production within a specifically post-graduate
academic context. What is it that is expected? Or rather, what is it that is
expected to be expected? Unless have missed something, there is an amount of
confusion attached to this question. In my understanding, the space that the
university officially alfords as an institution is first and foremost an open space that
practically allows an intensity of criticism and thought that would otherwise not
be possible. What 1am unsure of, however, is whether or not the University,
specifically with regard to the humanities and more specifically the arts, officially
expects a practical outcome. Either way, whether it does or it doesn't, there is an
inherent conflict between what is proposed by the ideal of criticality as a valid
AA ds*-gr ) ; N 0+"”-nﬁ ) (financially remunerable) endeavor in itsell and what is expected to be expected
(an outcome).

Francis Burger @T @_
gupc.m'sor Eritha LM1W4* @m

Respondent - david Sca Jen

Additional keywords are listed sporadically underneath illustrated page spreads. productive confusion
Duplicate page numbers and footnote numbers correspond to the text independently.

Appendix B (when | was a boy) and C (illustrated propositions for planned works or

works in progress) have been removed owing to the repetition of their contents elsewhere

in the chronology.
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Discussing the shift from public or state funding to corporate funding ol art
muscums in the cightics and ninctics in the United States, Andrea Fraser

(2002: 213) describes how the ‘public’ became the ‘market’. Driven
predominantly by the practical demands of *competition and growth. ..art for art's
sake was replaced by growth for art's sake”.'! Though it is questionable whether
art, or indeed anything for its own sake has ever been a viable or worthwhile
venture, the promise of the university today is nevertheless anomalous in this
regard, Perhaps precisely because it is nothing more than a business with a
particularly effective, broadminded corporate identity or manilesto; the university
sustains a belicl in itsclf as an institution that values thinking, lcarning, and
rescarch in and of itself. Often perceived as a somewhat illegitimate child (they
send you money, you don’t bother them), art as a subject occupies an even more
(or less) opportune position in this regard. Presenting the option of a practice that

is able to openly and honestly prioritize rescarch over outcome, and to resist the

urge to transform what is at best a highly contingent process, “hybrid, scnsuous
and critically reflective in equal parts” (Biggs 2006: 7), into a product,” Whether William Pope.L, Levitating the magnesium. 1992. Three day performance. Horodner
this engenders a practice that is more or less useful is open to debate. Romley Gallery, New York. (Bessire 2002: 213)

Andrea Fraser; lan Biggs; money; what is contemporary art worth? William Pope.L.; what happens when nothing happens
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Master of N othing

One of the aims of the process that 1 intend to explicate here and develop
throughout my masters, though I won’t mention it in this way again, is to
determine whether or not I can become the master of nothing. In other words, is
it possible (am /able) to articulate and sustain a practice that functions in conflict
with, constantly engaging and undermining, the very beliefs that maintain its
legitimacy. To an extent, this investigation holds in its heart the intent to lorge an
even broader space within the already generous field of relevance within art, more
so within the academy and the initiative of art as rescarch, and to debate whether
the idea of relevance is itself relevant. Whether meaning Is in fact meaningful, and
whether this, in the end, is of any consequence whatsoever. Though this may
seem 1o be an attempt at subversion, an idealistic insurrection of self-incurred
values which are then posited as the convictions of a target audicnce, it isn't.

As an alternative, and this may be giving away too much too soon, Iam more
inclined towards the position of a voluntarily “institutionalized prisoner™, who, as
Tom Morton (2005: 206) explains, does not desire liberty at all, “but rather a
bigger cell, a better tobacco allowance and more accommodating wardens”,
adding that “if the prison bars are spaced far enough apart, even the shrewdest
inmatc will begin to belicve that he is frec”.

Taking full advantage of the “scnsuous’ space that artistic practice as rescarch
alfords, there arc various expected expectations, or rather, imagined contractual
obligations, that I would like to circumvent. The deliberations that follow provide
an explanation and illustration of the logistics of this intention. At the same time,
as both a doomed performative and an explanation of my practice, the
composition and structure of this text will also be an attempt to put the ideas
within it to work.

positions (institutionalised prisoner); Tom Morton

Why meaninglessness?

At this point it is possible to confer the connotations of what has until this point
been referred to as ‘outcome’, ‘viability', ‘relevance’ and ‘legitimacy’ to the term
meaning. In a self-referential system of ideas, signiliers, lantasies, obligations,
convictions and beliefs (etc.) meaning takes an inevitably central, internal role.?
Used to construct everything from our imago’ to garbanzos’, meaning appears
initially as a neutral medium, complex, yet domestic. As a concept, the use of the
word ‘meaning’ needs to be framed here in reference to its affixations ‘ful’, or
‘less’, and also, as a result, in terms of its gentrification,

In its allirmative form (meaningful) meaning becomes that which supersedes the
trivialitics and banalitics of our cveryday existence, subsuming events, thoughts,
experiences and phenomena into a consumable, enjoyable and purposed format.
Operating in a similar way to what psychoanalytic philosopher Slavo) Zizek
(2006b: 66) describes as the “perfect ‘totalitarian’ universe, where “a contingent
decision of Leadership passes itsell ofl as an expression of historical Necessity”, the
psychic space afforded by the meaningful is opposcd to contingency and
impossibility. If you don't like your memories or lack thereol you may rewrite
them into a teleological narrative leading up right up to the present and even into
the future; failure is always intentional and as such, meaninglessness is impossible.
While the meaningful belongs to those experiences in life that stand out, those
stories that get told and retold, to the constructors, to God and to the midnight
oil, the pejorative meaningless belongs to nothing, since death and the universe
have no interest in acquisition. As opposed to the meaningful and superficially to
meaning itsclf, meaningless is simply derivative. Nothing, of course, can actually
be meaningless. The affix ‘less’docs not designate an absence, only a lack. And as
the ‘[riendlicst black artist in America®” William Pope.L (2002: 7) so - .
compellingly asserts “lack is a value worth having”.

5

lack; imago; Jacques Lacan



In choosing meaninglessness, one of the temptations that emerges is to label it as
an anarchic dissolution of law and order, an audacious carnival of impudence —a
free, fun, and silly space. As will be discussed more extensively below, this is just
another way of reinscribing meaning with the meaningful. The performance that
the meaningless elicits is better analogized by Samuel Beckett (quoted in Deleuze
1995: 6), as a "head sunk on crippled hands...skull alone in a dark place pent
bowed on a board .. .hands and head a little heap” who, while waiting for silence
and death tells himself stories, but in vain. “Each of the stories break down into
tedium — ‘this is awful' the voice says, ‘what tedium'” (Critchley 2004: 193).

While acquiescing to meaninglessness performs a disjuncture that invalidates the
meaning ol meaning it cannot drive meaning out altogether. Instead,
meaninglessness incites an incessant circling that “wheel[s] about as if with one
foot nailed to the floor” (Critchley 2004: 196), constantly moving around and
'  EQUOS around meaning, testing it endlessly, trying it on this or that, shifting its approach,
attempting to exhaust it and never m‘eedl.ng." Having torn open an irreparable
cavity, the meaningless does not olfer even the slightest respite from the pressures
of meaning, or what Simon Critchley in Very Little... Almose Nothing (2004: xxii)
somewhat optimistically describes as a “redemption from redemption”.” Needless

etc. etc. to say, rather than bringing the ceaseless comings and goings of words to an
abrupt halt, the meaningless provokes a relentless barrage of hollow questions and
The arbltrary nature of the sign inconsequential reformulations. lspul'l'l.‘d on by anxiety (which is, as Zizek (in

(de Saussure 1983;
m Fiennes, 2006) maintains along with Freud, the only emotion that doesn't

deceive) the meaninglessness of meaning obliges us to speak without hope of sense
or conclusion, As Beckett (1958: 291) illustrates (“the fact would seem to be, if in
my situation one may speak of facts, not only that I shall have to speak of things of
which | cannot speak, but also, which is even more interesting, but also that I,
which is if possible even more interesting, that I shall have to, I forget, no
matter”) even as a rambling, stunted outpouring, meaning remains and speaks
through us, “...1am obliged to speak. 1 shall never be silent. Never” (291).°

7

Ferdinand de Saussure; language (the arbitrary nature of the sign) Samuel Beckett; Gilles Deleuze; Simon Critchley; positions (the exhausted); voice (the
meaningless voice that prevents you from being nothing and nowhere); anxiety
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It was a dark and choruny m'}vht. Three uien ware
nﬂ‘ih, arourtd @ cawiphive. one of sue med saiy "Tel us
a shr;‘ TJack.” Aund Jack saig "It Wos ¢ Jaye ans fl‘arauy
u;’”’ Three vaen were :r'Hr‘u} areund a cauy hre. Ome
of the wen said, "tetf vs & Sty Teck. "And Tack said,

veal
. Bruce Nauman, Clown torture: Dark and stormy aight with laughter (Detail), 1987, Video
and installation, (Higgie 2005: 12)
fﬂ ol 1
i WaS & dare qnd sk ’M’ m}kr/ Fhlee wmen were Jf'ﬁﬁy
3 Wound @ cauphire. oue of the wien sail “Tellus o

- ’F"ji Tack' Aul Jack saiJ, Wt was a dark and
ﬂlﬂvy u;’M. Three e were J!.ff'l'n/ arectitd a cavip ive,
One of the wien said, *Tettus a story, Jac " And TaSk saic] IF
Waqs a dark qns .Sf'fq; m:,tnfs_ Three viuér noere s:’mh, around
X camphre.. . . .

Bruce Nauman; elucubration

Returning to the somewhat superficial dichotomy outlined above between the
mcaningful and the meaningless, meaninglessness is opposed to the meaningful in
that it produces incessantly without end. In relation to meaning, however, both of
the processes (‘ful’ and ‘less’) are inter-reliant and similar in their ultimate
failure. While the meaningful attempts to allocate contingent fragments of
meaning into an apparently seamless narrative, the meaningless sabotages this
process of assimilation. Those stories that are told and retold (when | wasa
boy...), memories that appear to solidify the truth of our existence (- .1 was
there), unravel eventually into absurdity. °

This framing of the mcaningless, as something that does not effectively quell the
desire for meaning, only weakening and stunting its prospects, presents a practical
alternative to meaninglessness as something that is always frivolous and enjoyable.
As mentioned above, the idea of designating meaninglessness as a [ree or silly
space is extremely tempting, and even more so in relation to the formulation of
an artistic practice. Scen in this way, as an acknowledgement, meaninglessness
appears to provide a sort of blanket amnesty that shiclds the more pleasurable,
sclf-indulgent and pleasant aspects of production from those apparﬂnd! insincere
and overwhelmingly pretentious attempts to present that which is produced and
the process behind it as something achingly meaningful, eternally serious, and
very, very difficult.

Admittedly, art is somewhat non-functional — complicated, but hardly complex.
As with everything, art occupies a place within the scll-rcferential system of
meaning, it signifies and is sustained by our belief in it — as an endeavour,
however, a practice that demands legitimation in order to be viewed as
meaningful, art's ‘self-certification’ (Davidson quoted in Zizek 2004: 5) is
somewhat incapacitated. Posing art as uniquely opportune in this regard would be




somewhat infelicitous, though it would be quite casy to do so, as the American
critic Dave Hickey (1996) docs in his cssay Frivolity and unction. Reacting to the

defensive furore caused by an episode of the TV show 60 minutes that presented an

unl]ailt'rtlig portrait of the ‘art world’ as both *fatuous’ and ‘pretentious’, Hickey
(1996: 118-119) proposes an alternative response: openly admitting that the ‘art
world/community/market” is fatuous and pretentious, and that art is a “bad,
frivolous and silly thing to do”. Recognizing the desperate attempts of his
contemporaries to reconstitute the ‘intrinsic’ virtue and seriousness of artistic
endeavour as well as the "essential goodness’ of art itsell, Hickey (119) invites his
readers to relinquish this “political fiction that we employ to solicit taxpayers’
muncy'and consider, “for a moment, ..the lightness we would feel il this burden
of hypocrisy were lifted from our shoulders — the sheer joy of it”.

For all its rhetorical charms, the problem with Hickeys proposition is not only
that it singles art out as something especially frivolous (as opposed to engineering
or rocket science?) but also that it fails to recognize that the fictions we employ

have less 1o do with tax payers than with ourselves. Deciding to support or

~7

produce art that is “courageously silly and frivolous™ (123) may seem rather easy,
but how long would it take to realise that the work just isn't that funny and that
our silliness is unconvincing and feeble? By replacing the comfortable legitimation
of virtuous conviction and seriousness with silliness and [rivolity, Hickey
immediately [ills up the space lelt by meaninglessness with something that is

arguably as nauseating as what was removed. The guise of grave solemnity is

-

transposed by the injunction to enjuy.“

Paul McCarthy, Winston Longs, 1976. Pen and collage on magazine page.
(McCarthy 2006: 241)

Dave Hickey; positions (fool) Paul McCarthy; body (genitals)
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ENJOY!

The question of how enjoyment lactors into the idea of the meaningful has an
interesting contribution to make here. Inherent in Hickey's assumption that
nothing would change even if it was “admitted’ that art is bad, silly and frivolous,
is the suggestion that everyone who hasn't already, or doesn't admit it, is lying
(either we admit that we are bad, silly and frivolous, or we lie). Why should
solemnity be associated immediately with hypocrisy? And why should seriousness
be replaced with silliness? As if a deluge of glee is furtively restrained behind
every unsmiling face, everyone who is not Enjoying!

This compulsion towards frivolity effectively acts as an attempt to prevent a
confrontation with mcaninglessness. Increasingly pervasive, though difficult to
define here as a symptom of consumerism, capitalism, liberal democracy,
postmodernism (or a symptom at all), the obsessive dressing up of
meaninglessness with fun and good times is simply another way of making it all
seem worthwhile. As Zizek (1999: sp) explains, within a symbolic economy that
presents itself and is understood as permissive, pleasure becomes duty, “subjects
experience the need to “have a good time”, to enjoy themselves, as a kind of duty,
and consequently, feel guilty for failing to be lﬁppy’."Happim and uninhibited
(though not excessive) enjoyment becomes the customary [eature or objective of a
meaningful life. Tying in with the introductory discussion above on the psychic
space aflorded by the meaningful as comparable to the ideal totalitarian universe,
Zikck (sp) notes further that the ‘permissive’ social cconomy is similar in effect to
a totalitarian system. Whilst the totalitarian command is to do your duty and enjoy
it (it is not enough for people to follow their leader, they must love him®) in a
permissive economy, pleasure becomes a duty, “the command to enjoy doing
your duty coincides with the duty to enjoy yoursell”* Surfacing within an
approach that ZiZck (sp) describes as a kind of “universalized reflexivity”, the duty
to enjoy becomes literalized through the revered and almost obligatory directives
of self-realization and self-fulfilment. "
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The lack of restrictions (you choose your government, your sexual preference,
your idols, your memories, your [uture) provides a semblance of infinite
possibility, nothing is beyond your control and, as a result, you are responsible for
evu’ything.""'fhc immediate problem with this kind of logic is not only that it
equates choice to freedom (a choice between A or B does not offer freedom but

A or B)(Coetzee 2007: 8), but also that assumes that we know what we really
desire ! Far from hedonistic, this compulsive narration transtorms self-interest
(lcading a meaningful lifc) into an cthical imperative — what appears as initially as
permissive, transparent and adjustable is actually “saturated with rules and
regulations intended to serve our well-being. ..” (Zizek 1999: sp)(my emphasis). Like
the benevolent father (see note 11), the apparent freedoms that are on offer are
supplemented by the surrcptitious demand to make the right choice, because it's
good for you. If you're not happy, take antidepressants, if you want some salami but
don't want to gain weight, buy fat-free salami, if you want to smoke, do it
outside! What remains unadvertised about this bombardment of “positive lifestyle
choices” (Flora 2008: 16) is that if you don’t achieve profound sell-realisation you
will have only yourself to blame. Explicit in the proposition that you can “live life
to the fullest” if only you adapt your “state of mind” (Life with Rowena KhayaFM
2008: 13) is that it is actually possible to live life to the fullest, but what could this

possibly mean?

Avs. B



I DoN't WANT To Rock!
(williams 2000 sf)

Chris Cunn, Still from Rock DJ, 2000, Photograph, (Williams 2000: sp)

bodly (flesh); voice (the voice that skins the body); rotten nature
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In the context of meaning, enjoyment as a self-serving duty marks the appearance
ol the meaningful and is as such, an undisputed achievement. Anticipating the
anxiety, resentment and gunll that is inevitably imposed when such aspirations do
not materialize, the option to redefine their function in the trajectory of your total
‘life expericnce” appears as a blessed deferral of meaninglessness. Driven by its
inherent aversion to that which threatens to expose its lack (the meaninglessness
of meaning) the desire for the meaningful is both insatiable and unrelenting. The
upshot of this is a well lubricated economy of consumable meaning that arrives
prc-packagerl in its affirmative form, a market that demands meaningful meaning.

1 cannot even brush my teeth in the morning without being persuaded that my
toothpaste is providing me with the ultimate tooth brushing experience, an epic
battle between the “sources of bad breath” and “thousands of germ-fighting
bubbles” plays out inside my mouth while I wait for that “long-lasting” feeling of
“icy cool” (GlaxoSmithKline 2008: sp). Though somewhat exaggerated by
advertising references (consumerism only makes explicit a supply of demand that
already exists within the structure of our desire), the seductive promise of the
meaningful compels the transmutation of even the most routinely banal and trivial
aspects of life into life-affirming experiences. Contingent, arbitrary and disparate
processes, thoughts, impulses and occurrences are commuodified, totalized and

swallowed up by ready-to-wear narratives.
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To a large extent the enforced encounter with meaninglessness that Tam
attempting to construct is an attempt to pervert this anticipated demand for neatly
packaged, meaningful meaning. Within the production of art, owing to the
seemingly altruistic clause of exhibition, this expected d d fairly
guaranteed, "It would be dubious, of course, to assume that viewers actually
expect to receive an exhibition or an artwork in a nutshell, its meaningfulness
spelt out in bold vinyl lettering. It is somewhat more realistic, however, to
assumec that the production of art coincides with the fantasmatic construction of a
viewer and their expected response. As such it is not so much the viewer (or
reader in this case) from which 1 anticipate the demand for meaningful meaning
but the viewer/reader that 1 am in fact writing this for (I wouldn't be writing it
like this for mysell), my production is sustained by my belief in this
simultancously demonized and idealized recipient. Domesticated, to an extent by
superficial opinions about the present climate of exhibition, trends within the
existing gallcfy system, art criticism or cven Michacelis itsell, there is nonetheless
samething inordinately intimidating about this projected recipient.

a deer exists a unicorn exists; anxiety

compl‘icdcd &iny
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(obrist 2003 : 259)

Cezary Bodzianowski, Rainbow, 1995. Photograph. (Verwoert 2007: 243)
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This is art

The appeal of accepting the meaninglessness of my practice and allowing it to
remain unadorned, while functioning as a reaction against the commodification of
meaning into the conveniently meaningful, is also, thercfore, an attempt to draw
up and dig out an escape route. Though I'm sure it won't be necessary, the escape
would not only be from my demon viewer who meets my desperate “what do you
want from me?” with a silent admonishment and compels me to explain over and
over again, but also, I think, from art itself. "

In an attempt to pacily or reason with the chimera on my back, and as an
explanation of why escape is an appealing but nonetheless implausible daydream,
the questionable status of art as a significr presents itself here as an opportunc
detour. As Vito Accondi (2003: 57) observes in an interview with Hans Ulrich
Obrist, “the problem with art is that it's only a ficld whose name not only
categorizes it but also gives it value: when we say something is “art”, we're
praising it...so art praises itsclf as it names itself; it comes pre-approved”.
Significant in its emphasis on the performative effect of the signifier ‘art’,
Acconci's statement does however need to be tempered slightly in its assumption
that the categorization ‘art’ is immediately accompanicd by value."” My feeling at
present s that art as a signifier operates similarly to that of an empty gesture;
while everyone knows that the offer of art is essentially [raudulent, that it doesn't
really achieve what it purports to achicve (cffect a guaranteed designation of
value, or warrant praisc) we nonctheless act as though we believe in its value,
actualizing and sustaining our beliel by acting further in accordance with its
designations ™ Like children who pretend that they believe in Santa Claus so that
their parents can continuc to believe that their children believe (Zizck 2004: 29),
we are the subjects that are “supposed to believe”. It would initially seem that
exposing art as a fraud would clicit some sort of social catastrophe, and yet it has
been exposed and re-exposed, without consequence.,

18

Vito Acconci
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Rather than causing outrage, specific works of art that initially seem to threaten
the apparently value laden edifice on which all art rests, are simply assimllatelc}
into the category of art and serve only to strengthen it and broaden its reach.

As a significr, art resists any form of sabotage — the rcal empty gesture of art is
therefore the offer presented by ‘not art’. As an opposite, which depends on an
amount of structural similarity to be opposite at all (house is not the opposite of
dog) the apparently converse signifier ‘not art’ ultimately chooses art —once the
point of declaring ‘not art’ has been reached, the attempt at keeping the thing
outside has already failed. The result of this remarkable dexterity, one which is
able to assimilate even its oppusite, is that although the performative elfect of ‘art’
scems rather robust and is extremely difficult to get rid of, it is also, in the way
that an empty gesture is empty, an empty signifier. A convincing point on this
subject is provided by Barend de Wet, quoted in an article on his Rooms (1999)
hotel by Chris Roper (1999: 1) who recounts that his “first question to De Wet is
a bullish one: how can he possibly call a hotel an artwork? Awkwardly, his answer
is that he wouldn't bother”. He then quotes de Wet saying,

“I was going to make it an artwork, but I have a new theory, that I
don't even think art exists. Everything is art, so why call anything art?
... 'm now in the odd position of having to justify why I would call
Rooms art, which is a neat little trick to play on a critic. It's a case of
“This is not an artwork’, rather than *This is a hotel.™

If the designation ‘art” needs nothing other than itsell in order to apply its
performative designation, and does nothing other than effect its designation, what
indeed, as de Wet suggests, is the point of its application in the first place? There
is a chance, | think, that art is simply a big misunderstanding. One of the more
significant offshoots of this performative impotency is that instead of provoking
further discussion or conversation, the designation of art is often a discursive dead
end.

Barend de Wet
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THIS 1S ART

Jeremy Purén, This is art/this is not art, 2007. Stamp. Detail from an interactive

installation where stamps declaring ‘this is art’ and subsequently, ‘this is not art' were
made available to the audicnce). University of Stellenbosch.
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Even the strangest, most ridiculously absurd, perplexing or arbitrary occurrences
and objects cease 1o be strange (or even interesting) when they are recognized and
explained away as art. Acconci (2003: 51) provides another appropriate point
here in his observation that “an art context is a context ol observers. In every
other field of life, when you come upon something for the first time...you pick it
up, you touch it, you possibly smell it, you taste it. But in art, the tradition is that
you stand aside and look” In it's emphasis on the opportunity provided by the
public space, or rather, by a space that exceeds art's performative reach simply by
having nothing to do with it, Acconci’s comment raises the probability of
producing work that is able to side step the designation of art and ‘not art’ as well
as the meaningless but nonctheless finalizing explanation that accompanics it.
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There’s nothing to see here

The public space, as a synecdoche for a space that represents the almost
conceivable gap between the expected expectations, the laws of attraction and the
pressures of the big Other is also, therefore, an unsustainable space ™ Nevertheless
it is under the above title, and within this space that lintend to try and produce a
body ol work, a space that is inextricably ticd up within art but that is not
condemned to the “the death ratte of feeling” or “the sound of a mind slamming
shut”™ (Morton 2005: 208). Still swamped, evidently, by the pretenses of the
meaningful, but also where, as Cattelan (2005: 79) amiably states, it is possible to
“be a little stupid, and people will say, ‘Oh you are so stupid; thank you, thank

you for being so stupid'™.

Whether a habitual acknowledgement and exposition of the meaninglessness of
meaning (which is more plausibly an inevitable encounter rather than a voluntary
enlorcement) and, as a result, the meaningless of my production, is possible
without becoming immediately enamoured with the temptingly meaningful
conclusions that spread themselves out before me, or, at worst, without
mecaningless itsell becoming exploited as some sort of perverted success, is open
to debate. [ just don't believe I have a choice. Since meaninglessness does not
designate a void of meaning but rather a lack of conviction, or disbeliel, in the
meaningfulness of meaning, and since the gesture of both ‘art” and ‘not art’ is
empty, escape is not really an option. Even Cattelan, as Tom Morton (1996: 206)
points out, lcaves his concession (a knotted ladder of bed-sheets) behind after
running away from his exhibition at the Castello di Rivara, Italy.

If theve is one thing we can do < tfectively

W the “real world” s tura swit o j“”

Wim Dc[voyc. Cloaca haeces (Antwerp) 19.12.2000,
Vacuum packed Cloaca facces, plexi (Delvoye 2008: sp)
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So forgve me i 1 relapse.. .
ark unfesent ful o B its iv\Su?f.MHE i
Yo rreud for the farce of J.u‘.m}

(Becken 1965 ﬂé)

Maurizio Cattelan, Una domenica a rivara, 1992, (Marian Goodman Gallery 2003: sp)
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So while I join Beckett (1965: 112) in his “dream of an art unresentful of its
insuperable indigence and too proud for the farce of giving and receiving” (there is
something inherently untrustworthy about altruism) Falso join him in his assertion
that “there is nothing to express, nothing with which to express, nothing from
which to express, no power to express, no desire to express, together with the
obligation to express” (1965: 103). In answering the inevitable question of why we
are obliged to express, | would have to employ Beckett (1965: 119) again in
answering that I don't know". Adding, of course, that every day, just as we
confront the meaninglessness of meaning, there are things so dcspcratcly
inconsequential and yet so saturated with the interminable plodding of life that
they are able to simultancously dispute and verify the validity of our existence,
compelling us to reconstitute that which we had only just renounced. Snatching us
into an “irreducible reflexivity” (Zitek 2006a: 12) of meaning and sending us
scurrying incessantly, towards and away from “the abyss of its circularity” (Zizek
2004: 5).
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APPENDIX A: Excerpt from Samuel Beckett’s Warr (1985: 82-83).

...the pot remained a pot, Watt felt sure of that, for everyone but Watt. For Watt
alone it was not a pot, any more. Then, when he turned for reassurance to
himself, who was not Mr. Knott's, in the sense that the pot was, who had come
from without and whom the without would take again, he made the distressing
discovery that of himself too he could no longer affirm anything that did not seem
as false as if he had affirmed it of a stone. Not that Watt was in the habit of
aftirming things of himself, for he was not, but he found it a help, from time to
time, to be able to say, with some appearance of reason, Watt is a man, all the
same, Watt is a man, or, Watt is in the street, with thousands of fellow creatures
within call. And Watt was greatly troubled by this tiny little thing, more troubled
perhaps than he had ever been by anything, and Watt had been frequently and
exceedingly troubled, in his time, by this imperceptible, no, hardly
imperceptible, since he perceived it, by this indefinable thing that prevented him
from saying, with conviction, and to his relief, of the object that was so like a pot,
that it was a pot, and of the creature that still in spite of everything presented a
Iarge number of exclusively human characteristic, that it was a man. And Watt's
nced of semantic succour was at times so great that he would set to trying names
on things, and on himsclf, almost as a woman hats. Thus of the pscudo-pot he
would say, after reflexion, It is a shield, or, growing bolder, It is a raven, and so
on. But the pot proved as little a shicld, or a raven, or any other of the things that
Watt called it, as a pot. As for himself, though he could no longer call it a man, as
he had used to do, with the intuition that he was perhaps not talking nonsense, yet
he could not imagine what else to call it, if not a man. But Watt’s imagination had
never been a lively onc. So he continued to think of himself as a man, as his
mother had taught him, when she said, Therc's a good little man, there's a bonny
little man, or, There’s a clever little man. But for all the relicf that this afforded
him he might just as well have thought of himsclf as a box, or an urn.
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Notes

' Which, as Fraser (2002: 213) adds, “seems a thin cover on growth for growth’s

»

sake”.

? The idea of an outcome or product as the expected end to research is discussed
by lan Biggs in his essay, ‘Art as research, doctoral education, and the politics of
knowledge’, 2006. Though Biggs’ essay deals specifically with the question of
doctoral study in art and the shift of the role of ‘artist/pedagogue’ to

‘artist/ pedagogue/researcher’ the issues that he discusses around the validity of
art as research seem similarly appropriate here. Particularly the idea of “art as
exposition” as a practice that is “at odds with that produced for the commercial or
state-subsidized art worlds” (Biggs 2006: 7). It is difficult to discern, however,
whether Biggs intends ‘exposition’ as an ‘elucidation’ or as an ‘exhibition’.
Another interesting issue that Biggs raises is that of the various discrepancies
between the standing of art inside and outside the university and of the “suspicion
of the art world, to which many full-time artists/ pedagogues still look for
confirmation of their ‘real’ status” (2006: 8). Again, this issue is not isolated to
artist/ pedagogues or doctoral study, it reverberates within the pejorative
designation of a masters in fine art as a procrastination of the ‘real’ art world
(which, as an art ‘world’, is still apparently a world apart, making real world

citizenship even trickier for academics).

31t is important to note here that the idea of a self-referential, circular system of
meaning relies on an identification with Lacan’s idea of the Symbolic as well as an
understanding of Derrida’s assertion that there is nothing outside of the text.
While the self-referentiality of language is rather obvious (given the arbitrary
nature of the signifier) the idea of the Symbolic confuses things a bit through an
emphasis on the role of fantasy and belief. As Ziek (2004: 4) explains, the
Symbolic order comprises the ““substance’ of our social existence, the

interpersonal set of rules that coordinate our existence” where the fantasies or
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beliefs that we employ and subscribe to are legitimated only by other fantasies and
beliefs. In this way, the Symbolic, also referred to as the ‘big Other’, is “properly
virtual” in that “its status is that of a subjective presupposition...it exists only in so
far as subjects act as if it exists” (Ziek 2006a: 10). Zizek (2004: 5) adds that “far
from functioning as the ‘fatal flaw’ of the symbolic order, this circularity is the
very condition of its effective functioning”. An important aspect of the Symbolic is
its opposition to the Real which exists beyond the circular system of the Symbolic.
In this context, the Real is best explained as the impossible, that which is devoid
of meaning; a void that annihilates the meaning of meaning and which threatens to
unravel and obliterate the fantasies and beliefs that sustain our fantasies and beliefs

(our Symbolic existence).

* The term imago is used by Lacan (2006: 76-79) within his theory of the mirror
stage to describe the image that the mirror reflects back to the infant, an image of
the self as an image. The imago is therefore an image of the self as an Other, an
“ideal unity on which to hang the self” (Ching-Liang Low 1996: 193).

s Spanish chickpeas

¢ This process of trying out or trying on meanings, but never finding a perfectly
convincing fit is well illustrated by Beckett’s (1970 : 81-83) character Watt in his
attempt to call one his employers (Mr.Knott) pots a pot. In what is perhaps the
best explanation of the arbitrary nature of the sign, as well as the anxiety that the
lack, once identified, of meaning in meaning invokes, Watt’s performative “pot” is
repeated in vain, the ‘pot’ cannot be named with conviction. (see Appendix A for

an excerpt of the text).
7 Though arguing for an approach to the meaninglessness of meaning that resists
“salvific” narratives (Critchley 2004: 212) Very little...almost nothing is, regrettably,

redeemed in the end. Having begun as an attempt to get around the problem of

religious disappointment, the meaninglessness that Critchley refers to is
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essentially the void left behind after faith in God had been lost. In another way, as
explained in the retrospective preface, the book is an attempt to confront and deal
with his father’s death and is a successful attempt to reconstitute a fantasy that is
able to evade the meaninglessness of death, As Critchley (xx) asserts, “the
difficulty consists in thinking through the meaninglessness of meaning without
bewitching ourselves with new and exotic forms of existential balm”. Yet as the
final chapter (Know happiness: on Beckett) unfolds, Critchley succumbs and develops
a lyrically moving, if not nauseating, exegesis of Beckett’s “achievement of the
ordinary” (212).

After identifying an “injunction that resounds through Beckett’s texts: Imagine!”
Critchley (212) goes on to suggest that we are “cursed by the need for narrative,
by the resorts of fable, flayed alive by memory...hence we must attempt to people
the void, to presume to be saved”. He then borrows from an earlier quotation of
Beckett's Malone dies, (“live and invent. I have tried. Invent. It is not the word.
Neither is live. No matter. I have tried”) (Beckett 1958: 194; Critchley 2004:
193) and writes that “because we cannot sit quietly in a room, because we have to
live and invent, knowing that invention is the wrong word, as indeed is life. We
go on. This is very little...almost nothing. But perhaps that’s just human. ‘You're
on earth, there’s no cure for that’. Imagine. After all, a lobster couldn’t do it”.
Thus the abject image of a person wheeling about “as if with ane foot nailed to the
floor” (2004: 196) is replaced with images of old ladies tripping on the stairs or a
man found dead with his hands in his pants. That which is so desperately ordinary,
so stupidly and irredeemably meaningless, is reconstituted as something
comfortingly ‘human’, Failure is made beautiful and we are reassured that we are,
at least, better than lobsters! Unsurprisingly, Zizek (2004: 1) provides an
irresistibly appropriate counter-quote, taken from Brecht, who writes that “there
is nothing more ethically repulsive than the idea that, beneath the surface of
differences, we all share the same kernel of humanity, of human weaknesses,

hopes and pleasures”.

45

&
3

8 “As the artist no longer had anything to say, he began to talk” (Obrist 2003:
15)(n8).

% Read in conjunction with another line from the Unnamable “this voice, if only this
voice could stop, this meaningless voice which prevents you from being nothing
and nowhere” (Beckett 1958: 370) this inability to be silent contains an interesting
link to Zizek’s (1994: 113-136) description of the “voice that skins the body”,
analogous to the noise of David Lynch’s films, that low, unremitting hum, that

keeps us anxiously alive.
19See appendix B, pg 30

I “The injunction to enjoy is discussed extensively by Zizek (1994, 1999, 2001,
2004, 2006b)(etc.) as a command issued by the superego. As Zizek (1999: sp)
describes in a useful analogy, the superego is like a benevolent father who “says to
his child ‘Although you know how much grandma would like to see you, you
should go to her party only if you really want to — if you don’t, you should stay at
home’” as opposed to the Symbolic law, who as a father would say to the child,
“You must go to grandma’s birthday party and behave nicely, even if you are
bored to death — I don’t care whether you want to, just do it!”. Operating in a
different way to achieve the same effect (the child going to grandmothers party),
the superego figure adds the additional clause of enjoyment, “the trick performed
by the superego is to seem to offer the child a free choice, when, as every child
knows, he is not being given any choice at all. Worse than that, he is being given
an order and told to smile at the same time. Not only: ‘You must visit your
grandma, whatever you feel,” but: ‘You must visit your grandma, and you must

be glad to do it!’ The superego orders you to enjoy doing what you have to do”.
12 A permissive economy is understood here as a system that encourages cultural

and religious tolerance, lacks strictly enforced rules that would impede individual

desires, basic human rights or the freedom of speech, choice etc.
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1 Zizek (1999: sp) explains further that “the superego controls the zone in which
these two opposites [duty as pleasure, pleasure as duty] overlap” (see note 11).

" This ‘universalized reflexivity” is exemplified for Zizek (2004: 1-2) by the
“vulgarised version of narrativist-deconstructionist psychoanalysis” of John Gray
(author of Men are from Mars, women are from Venus) who proposes that “the solution
to a psychic deadlock resides in a creative ‘positive’ rewriting of the narrative of
our past”. Suggested as a ‘cure’ for ‘primordial traumatic encounters’ this method
provides a semblance of domestication without actually confronting “the Real of a
traumatic encounter whose structuring role in the subject’s psychic economy
forever resists its symbolic rewriting” (as outlined in note 3 the Real is that which
cannot be narrativized, or absorbed into the Symbolic). Going on to imagine a
rewriting of the Decalogue on Mount Sinai (“adultery — fine, provided it is sincere
and serves the goal of profound self-realisation. .." Zizek (2) maintains that what
is lost in this reflective and reflexive, self-oriented narrativizing, is not “hard fact”
or the truth of the event as it happened, but the “Real of a traumatic encounter
whose organising role in the subject’s psychic economy resists its symbolic

rewriting”.

31t must also be mentioned here that this reflective process is able to operate as
effectively in achieving an almost opposite effect, where an individual is able to
narrate an account of their life that absolves them of any responsibility for their
current situation or actions. Zizek (1999: sp) provides a perfect example in his
description of a neo-Nazi skinhead who, when “pressed to give reasons for his
behavior, start[s] to talk just like a social worker, citing diminished social
mobility, rising insecurity, the disintegration of paternal authority, the lack of

maternal love in his early childhood”.

% Following Lacan, Zizek (2006a: 36) asserts that “desire is the other’s desire”.
Including the big Other (the Symbolic) as well as the Other as my neighbour (both
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gentrified and monstrously inhuman, see Zizek 2004), not only is my desire
“desire for the other” it is also a desire “to be desired by the other, and especially,
desire for what the other desires” (Zisek 2004: 2). Our desire is then frustrated
further as the “Other’s desire is “an enigma not only for us, but also for the Other
itsel”(Zizek 2004: 2).

1'7I’ossibly as a result of this anticipated demand, though it is not always the case,
there is often (within an exhibition space or surrounding a particular artist or body
of work) a sense of over-explanation -- from catalogue essays to press releases,
curatorial and artists statements, price lists and even the artists name itself it is
as if the works themselves, these “reticent objects”, as Claire Robins (2007: 23)
suggests, are “coaxed into loquaciousness” by additional information. While the
proliferation of these supplementary sources is not necessarily a negative attribute
(if anything, it should be more proliferate) the problem is that it is sustained as a
supplementary economy. Rather than functioning as additional sources that offer
up something of their own, these supplements are presented and received as that
which will assist in the consumption of the work itself, packaging and
commodifying it into something conveniently meaningful. Though it often seems
to be a matter of financial viability and sustainability, an exercise in marketing,
this process of commedification cannot be reduced to something that is strictly
about money. As touched on earlier and as emphasized by Andrea Fraser (2006:
124), “the fundamental basis for the entire economy of art is belief”. In a more
complicated way then, the proliferation of additional sources has more to do with
an attempt, I believe, to sustain the art-object (be it the artist themselves, a body
of work, an actual object etc) as a fetish and to fetishize art itself. On these terms,
and in line with the discussion earlier on the inability to be silent, there is an
interesting opportunity presented by both the demand and the supply of additional
sources, to centralize these supplements and recoup their capability to extend,

alter and complicate that which they purport to describe.
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'8 The personification of the anxiety that I associate with artistic practice (though it
is not at all limited to it and extends far beyond concerns of production) is linked
to the image of the ‘big Other’ (the Symbolic order) as well as that which it
obfuscates and fails to contain. The fantasy of this ideal/demon viewer, which is
both monstrous and miserably small, simultaneously sustains (by sustaining my
belief in its monstrous existence and compelling me to answer it) and threatens to
obliterate (by exposing its lack of self-certification and therefore that which it
purports to conceal) my ability to produce. Following on from the idea of desire
as the desire of the Other (see note 16), Zizek (2004: 2) asserts that “the Lacanian
“che vuoi?’” directed towards the Other “is not simply an inquiry into “What do
you want?’, but more an inquiry into ‘What’s bugging you, what is it in you that
makes you so unbearable not only for us, but also for yourself, that you yourself
obviously do not master?””. The trick is, of course, that this fantasy of the Other,
of the viewer, of the enigma of our desire, does not conceal anything, the fantasy

itself is as real as it gets.

'” Referring to that which the signifier performs or elicits, the term ‘performative’
is used here in reference to the elaborated and extended version of J.L. Austin’s
(1962) conception of the speech act, as discussed by Derrida (1988) in Signature

Event Context.

 An empty gesture, as Zitek (2004: 12) explains in an example of two friends
who are competing for a promotion, is an offer that appears to provide its
recipient with a choice of options of which only one, the right choice, can actually
or should be chosen (it depends on a preconceived response). In Zivek's example,
one of the friends gets the promotion and, in a chivalrous spirit, offers the
position to the other. The losing friend knows that the gesture is empty and
declines, ‘I couldn’t possibly accept’, adding ‘you deserve it” and ‘I'm happy for
you’. Civility reigns and their friendship is sustained. If, in a situation like this, an
empty gesture is accepted, “it causes the disintegration of the semblance (of

freedom) that pertains to social order, which equals the disintegration of the social
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substance itself, the dissolution of the social link” (Zizek 2004: 12). Needless to
say, if the choice presented to the losing friend was actually taken seriously as a

choice, the guise under which the friends remained friends would be lost.

*'In his essay on Maurizio Cattelan (cited earlier in reference to ‘institutionalized
prisoners’) Tom Morton (2005: 209) observes how, after setting out to “blow a
powerful idea away...you end up (because power is a spongy, absorbent thing)
providing it with an alibi”. Inmediately countering this with a quote from
Cattelan saying, “but that’s okay, I guess that’s part of the game...wasn't the
dream of the avant garde to become completely mainstream?” (Morton 2005:
209).

2 Acconci goes on to associate this reluctance to move past the position of
observer to economics and an unspoken intimidation or purposeful frustration on
part of the institution or exhibition space. Again, Acconci’s statement needs to be
slightly tempered here. Rather than crediting this distancing effect as something to
the institutionalized structure of exhibition it would be better, I think, to blame
this reluctance on a lack of interest. In ‘all other fields of life’, which, in the
context of Acconci’s overall discussion should probably read, ‘in public spaces’,
the move beyond observation is driven by the knowledge that this thing which you
have discovered, is now yours to keep or at least yours to claim. I think that the
lack of discovery within sanctioned spaces of exhibition, the feeling that this is
something that someone else discovered first, has a larger role in creating a
‘context of observers’ than intimidating structures designed to sustain the value-
system of art. In his book on ‘new forms of commitment in art’ Rutger Pontzen
(2000: 16) echoes Acconci in describing widely practiced ‘viewing habits’ within
exhibition spaces, where things are expected to be looked at from an ‘appropriate
distance’. As a counter to this, Pontzen (2000: 11) describes the projects
orchestrated by a previous director of the Ghent museum of modern art, Jan
Hoet. Motivated initially by inadequate facilities to house the museum collection,

Hoet distributed works to homes in the surrounding area. Viewers of the resulting

50

Rutger Pontzen

377




exhibition Chambres d’Amis, 1986, had to ring the doorbells of the listed homes and
ask the owners to see the works, There are obviously other trends within
exhibition practices (interventions, interactive artworks and installations) that also
serve to counter the perception of art as something to be obhserved from a

distance.

2 Even literally, the public space is optimistically imagined = beaches, parks and
streets owned by municipalities, sand dunes owned by Cape Nature, and “plazas
that are owned by corporations” (Acconci 2003: 52) — and does more to expose
the boundaries of private property. Seemingly unregulated only until an unspoken
rule is broken, the public space is only that which you “are allowed — almost like
children — to use...a kind of kindergarten place to play” (Acconci 2003: 53) (my
emphasis).
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explanation; art as a question; the question of we; writing as embarrassing; pornographic tendency; psycho-
analysis (as a suggestion); kitsch; positions (cool and ironic); circular performance; artists vs. real people;
public performance

(Below) excerpts from notes for the presentation of Master of Nothing (shown on preceding pages).
dead serious & not serious at all — trying to exist with a contradiction (anxiety?)

IF the question of WE comes up: Writing is a performance; If adhered to, the suggestion to remove the use of
‘we’ as an interpellation of the reader, or ‘our’, ‘us’ etc. would effectively cause the performance of the writing

to fail miserably — that is ultimately what it is, this rhetoric, a performance that garners a response. Your rejection
of it means (hopefully) that you have noticed this use of ‘we’ and then gone through what I have said in order to
decide that you are definitely not part of this ‘we’ that I am speaking about, that’s your responsibility as the reader
and my perogative as the writer. I don’t think its fair to expect me to undermine or condescend my demon reader.

NOTE 22 (over explanation, giving and receiving)
This process of fetishisation is also very simply the commodification of art and artists within the context of near-sighted gallery
based practices and the desperation spurred on by a misassumption when it comes to writing funding applications.

DISCUSSION OF ART NOT ART > ART AS EMPTY SIGNIFIER

It must be added that all signifiers are empty, as much as ‘art’ does nothing more than designate art,
‘horse’ does nothing more than designate ‘horse’.

Escape: One of the ways to explain this desire for escape is in the form of a confession, and again, even though it’s no secret,
I feel as if I may be giving away too much. It is highly likely that the pressure of producing something worthy of exhibition

has become distended within my own practice by a sincere lack of conviction that what I am able to conceive or produce
could actually effect a legitimate transaction. In other words, I struggle to believe in the strength of my artistic currency.
Conceptually retarded and aesthetically ailing, the work I produce is not funny or playful, or serious, or emotively effective, it
has no real charisma, it is not clever or “cool-and-ironic” (Smith 2007: 12), or amicably stupid, or cunning, or subversive. It’s

just no good.

ART NOT ART WHO CARES!!I???
ART AS A CONVERSATIONAL DEAD END. “IT’S ART”

IMPORTANT: leaning towards public art is not about interacting with ‘real’ people but about working in a space

where the signifier art doesn’t come into play — where information can stay meaningless in a sense (is this
here th fi t d 't to pl y h fi t! tay 1 thi:

possible?) (Pamphlet series).
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our wretchedness is not our greatness; Simon Critchley; Alain Badiou; pricks; architecture (empire); direction;
Emmanuel Levinas; people; Ludwig Wittgenstein; Samuel Beckett; Dave Hickey; absurdity; Franz Kafka; pro-
ductive confusion; anxiety; laughter; proximity; positions (neighbour); Emmanuel Levinas

(Below) retrieved excerpts and notes to self from scrapped sections of Master of Nothing.

“since it is surc of its ability to control the entire domain of the visible and the audible via the laws governing commerdial circulation and
democratic communication, Empire no longer censures anything, All art, and all thought, is ruined when we accept this permission to
consume, to communicate and to enjoy. We should become pitiless censors of ourselves”

(Alan Badiou, Fifteen theses on contempaorary art, quoted in Zizek 2004: 1),

“*What for a prick is fucking you? Koji kurac te jebe?"...".

Enjoyment as disgusting “two people are laughing together, say at a joke. One of them has used certain somewhat unusual words and now they both break
out into a sort of bleating™ (Wittgenstein in Critchley, 2002: 35),

IMPORTANT!

NOT SENTIMENTALIZING THE MEANINGLESS (OUR WRETCHEDNESS IS OUR GREATNESS — bad CRITCHLEY),
MEANINGLESS ASTHE LACK OF BELIEF INTHE MEANINGFUL BUT NOTTHEVOID.,

NOT REALLY NEEDINGTO ESCAPE (JUSTTO HAVEA ROUTE),

The tone of this passage, and more speciﬁcally the use of a common sense of guilt, echoes Critchley's penchant for the ethical
philosophy of Emmanucl Levinas and his idea of the ethical subject as an embodied subject of “flesh and blood. . .conditioned
by life...who knows what it means to give bread to the other from its own mouth™ (Critchley 2002: 20-21). Indeed, albeit
within a possibly opportunistic over-interpretation, Critchley'’s choice of Beckett's words, “you're on carth there's no cure
for that”, bears strong resemblance to Levinas” gut-wrenching “for what is an individual if not a usurper” who “exists by
assassination”(quoted in Zizek 2004: 7).

Interestingly, there is a legislative tool within the judicial system of the United States that accounts for this possibility. Termed
‘the absurdity doctrine’ (see Manning, 2003, for a more scasoned analysis and definition) it provides judges with the option

to revisit a given judgement if the application of legislation within the case quite obviously leads to an ‘absurd’ conclusion

(one which is in blatant oppasition to given society’s social values). Granted, it is due to a sparse understanding of the law,
influenced more by Kafka than any official source, that 1 am able to find this ‘doctrine’ extremely interesting in that it serves
ultimately as an escape route from the immovability of legislative principles. What the need for an absurdity doctrine illustrates
is the impossibility of functioning within the existing principles of the law alone and therefore their failure to be comprehensive
and objective (features that legitimate the judicial system and the law itself), Manning (2004: 7) argues against it for this very
reason (to protect “legislative supremacy [and| the even handed application of statutes” and prevent “ad hoc exceptions to
generally worded laws”) in spite of the “seemingly odd” or *awkward’ results that the removal of an absurdity doctrine would
undoubtedly cause. Secking to eradicate the unpredictability that *vaguely defined social values” (Manning 2004: 7) introduce
to the inner workings of the law, Manning's attempt to discredit the absurdity doctrine introduces the issue of aporia as justice
as discussed by Drucilla Cornell in Philosophy of the limit (1992: 118-119, 133-135) where judgement (opposed to calculation
which does not require social legitimation) must appeal to social values in order to legitimate it and must thercfore enter into
the territory of ‘vague’ and imagined collective conceptions of justice,

(The term aporia describes an “unpassable path” (Macey 2000: 18) or a “pathless path” (Critchley 2004: 194) that requires
one to cither stop and stand still, or jump. Reaching an aporia within the process of making a decision is central to Derrida’s
formulation of undecidability and the impossibility of knowing completely or calculating without room of error, where a
decision requires a leap and is “something obscure...even mystical™.) (Sce Derrida, Cilliers, van de Merwe & Degenaar 1999:
281-283, and Wittgenstein 2004: 88),
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explanation; death; meaninglessness; animals (octopus); geography (outer-space)
(Immediately above) illustration showing the metaphysical properties of the octopus.

381




our wretchedness is not our greatness; Simon Critchley; Alain Badiou; pricks; architecture (empire); direction;
Emmanuel Levinas; people; Ludwig Wittgenstein; Samuel Beckett; Dave Hickey; absurdity; Franz Kafka; pro-
ductive confusion; anxiety; laughter; proximity; positions (neighbour); Emmanuel Levinas

(Below) retrieved excerpts and notes to self from scrapped sections of Master of Nothing.

“since it is sure ol its ability to control the entire domain of the visible and the audible via the laws governing commercial circulation and
democratic communication, Empire no longer censures anything. All art, and all thought, is ruined when we accept this permission to
consume, to communicate and to enjoy, We should become pitiless censors of ourselves”

{Alan Badiou, Fifteen theses on ary art, q d in Zizck 2004: 1).

“*What for a prick is fucking you? Koji kurac te jebe?".."

Enjoyment as disgusting “two people are laughing together, say at a joke. One of them has used certain somewhat unusual words and now they both break
out into a sort of bleating™ (Wittgenstein in Critchley, 2002: 35).

IMPORTANT! |
NOT SENTIMENTALIZING THE MEANINGLESS (OUR WRETCHEDNESS IS OUR GREATNESS — bad CRITCHLEY).

MEANINGLESS ASTHE LACK OF BELIEF IN'THE MEANINGFUL BUT NOTTHE VOID.

NOT REALLY NEEDING TO ESCAPE (JUSTTO HAVE A ROUTE).

The tone of this passage, and more specifically the use of a common sense of guilt, cchoes Critchley’s penchant for the ethical
philosophy of Emmanuel Levinas and his idea of the ethical subject as an embodied subject of “flesh and blood. . .conditioned
by life...who knows what it means to give bread to the other from its own mouth” (Crilchlcy 2002: 20-21). Indeed, albeit
within a possibly opportunistic over-interpretation, Critchley's choice of Beckett's words, “you're on earth there's no cure
for that™, bears strong resemblance to Levinas' gut-wrenching “for what is an individual if not a usurper” who “exists by
assassination”(quoted in Zizek 2004: 7).

Interestingly, there is a legislative tool within the judicial system of the United States that accounts for this possibility, Termed
‘the absurdity doctrine’ (see Manning, 2003, for a more scasoned analysis and definition) it provides judges with the option

to revisit a given judgement if the application of legislation within the case quite obviously leads to an *absurd” conclusion

(one which is in blatant opposition to given society's social values). Granted, it is due to a sparse understanding of the law,
influenced more by Kafka than any official source, that I am able to find this ‘doctrine’ extremely interesting in that it serves
ultimately as an escape route from the immovability of legislative principles, What the need for an absurdity doctrine illustrates
is the impossibility of functioning within the existing principles of the law alone and therefore their failure to be comprehensive
and objective (features that legitimate the judicial system and the law itself). Manning (2004: 7) argues against it for this very
reason (to protect “legislative supremacy [and] the even handed application of statutes™ and prevent “ad hoe exceptions 1o
generally worded laws") in spite of the *seemingly odd” or *awkward'’ results that the removal of an absurdity doctrine would
undoubtedly cause. Secking to eradicate the unpredictability that “vaguely defined social values™ (Manning 2004: 7) introduce
to the inner workings of the law, Manning's attempt to discredit the absurdity doctrine introduces the issue ol aporia as justice
as discussed by Drucilla Cornell in Philosophy of the limit (1992: 118-119, 133-135) where judgement (opposed to calculation
which does not require social legitimation) must appeal to social values in order to legitimate it and must therefore enter into
the territory of 'vague' and imagined collective conceptions of justice,

(The term aporia describes an “unpassable path” (Macey 2000: 18) or a “pathless path” (Critchley 2004: 194) that requires
one to cither stop and stand still, or jump, Reaching an aporia within the process of making a decision is central to Derrida's
formulation of undecidability and the impossibility of knowing completely or calculating without room of error, where a
decision requires a leap and is “something obscure...even mystical™.) (See Derrida, Cilliers, van de Merwe & Degenaar 1999:
281-283, and Wittgenstein 2004 88).
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explanation; death; meaninglessness; animals (octopus); geography (outer-space)
(Immediately above) illustration showing the metaphysical properties of the octopus.
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YHes &

doctors; public performance; language (word games); wild promises
Flyers printed and distributed to pedestrians on Adderley Street, Cape Town.

11. Hole theory, like most theories,
Suffers from an airiness.
Witigenstein might describe it as
That which leaves

The ground of meaning

Part of the problem, I believe

Is the word: Theory

Maybe I should substitute ‘Theory'

With the word: ‘Practice’
Or: ‘Catechism’Or: "homework’

12. Hole theory is guided

By blindness.

Blind folk cannot see

Yet they have the courage

To move about in the world
Bumping into things,
Narrowly missing things
Trying to get things done

In the face of what might seem,
To a sighted person,

An obvious life-limiting lack...

12.1, I'll say it again differently:
Hole Theory does not belong

To those who can see. It belongs to
those who can imagine.

13. Hole Theory, its construction,

Is misleading. It promises castles
Where only little houses can happen.
But little can be everything.

13.1. Hole theory is guided
By a lack to be with

The world and in so being
Be right with the world.

13.2. Within this tension,
Miracles abound,
Planets go crazy,

Babies laugh,

Friends and families die
And the sun rises

And sets.

13.3. how is one to decide
How to be right
Within the lack of

The world?

(William Pope.L. in Bessire 2002: 85-99)

William Pope.L.; holes; intensity; lack; oneiric house; blindness as a model for seeing; pedagogy

(Above) the principles of Hole Theory.
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animals (dog); food (hot-dogs); funny stuff

Charcoal pencil on paper.

384

architecture (exedra); lies; money; geography (territory); third; collaboration; Douglas Gimberg; Christian Nerf;
Barend de Wet; Ronan Xavier; Johan Kritzinger; Andrea Fraser; Nuno Sacremento; David Byrne; Brian Eno;
truth; Jacques Coetzer; Sebastian Charilou; Ruth Sacks; Samuel Herzog; Ron T Beck; dead horse (beating);

space-time (smooth); Takuro Otaka

Discussion initiated by Johan Kritzinger and facilitated by Christian Nerf, Douglas Gimberg and Barend de Wet on
Acting on orders (a work by Nerf, Gimberg and de Wet that invited American citizens at the Emergence exhibition
(May 2008; Govenors Island, New York), curated by Kritzinger, to send orders to the trio to be enacted without
question in Cape Town) (see http://www.actingonorders.blogspot.com).

JK: We were certainly not expecting the types of responses to our
orders that you presented lo us. Please can you provide a little insight
Into the Interpretation you have taken with regards o the commands
that you received?
DG: Just because you're saying 'please’ doesn't mean that you haven't
just given us another command.
SC: | think you fucknuckles have been ‘acting out’ versus ‘acting on'.
Giving in to the desires that are forbidden by your Super egos and yet
desired by your lds. Naughty boys!
DG: insurgent - A person who rises in active revolt against authority,
-Mammmmmm1mm
hat since 1993 though.
Wmm1mtmmmmmmmwm
to describe the people fighting against the US army's invasions in
the various Middle Eastern “conflicts™ comprising “the [new] long
war", Those fighting against the US in the context of the “Global War
on Terrorism™ cannot be insurgents because the term by the above
definition implies that the US forces have a legitimate authority over
those citizens of the invaded states.
RTB: Forward planning and several open supply lines will always

no longer ‘the continuation of politics by other means' (as Carl von
cmwmmmm)hmmman extension of

or coup d'état, in this instance the implication of the term is that the
Iragi's are illegitimate in resisting US occupation and brutality,

CN: When one tells someone what to do one has already a picture in
mind and perhaps a little prejudiced Is forming.

BDW: No expectations make for better reward.

SH: Big expectation though seem more approbate when one |s thing
mmmmmmmmzwum
since the time of the early colonials.

DG: People like rewards.

DG: There are many different kinds of apples.

CN: The fact that you [looking at Douglas] are 14 years younger than me
mln14mwm;&mﬂMle
role in our

DG: lm-mwm-mmmmum

DG: | love operating within hierarchical stn one needn't
mmmitlwhmyﬂmacﬂmummmcﬂ
SHMI:I'DBW‘ isi A 1s make has already to do with some

mummmmmﬁumm than he tells

himself to some extend what do be (and ergo what 1o do). Its not only a
world classification - it's first of all a self classification. And it's a heavy
decision ~ like a boxer who decides that from now on he will win all the
fights ~ mhmmmmmmmmm

SC: Howzit Takuro, Eish, | hear you had a car accident while travelling
with Potato?

TK: Now, me and Potato are in Namibia. Moving by hitchhiking. We
did some troubles. Our cars taken crash accident. And, everyone was
injured, | was safely, but lost the Potato. Then, We were looking for
Potato, and We are able to found the Potato. | am very glad.

DG: And | was lying about my age. I'm really 33.
D&mmmwmmmmmw
comment about the ) to rex individuals who have
whmmammmmnmm
you think that Takuro should be eligible?

Tom Waits: Once Kissinger said: *we have no friends, America only has
CN: Yes, we were very conscious of the divide between the Americans
and us when we formulated this interaction. Americans see themselves
as first world citizens and find themselves in the enviable position of
deciding who Is third worid.

Ronan Xavier: Standing in the face of a primal urge will get you hurt.
Moreaver, If you roll over like a dog you wake up with globalization.
Scraw the meek!

RTB: in a world afraid there are fewer escape routes. The screen,
flickering in the corner of your lounge 24 hours a day, has been

they compress the the Space.

Is Inhabited by disbursed and frightened Individuals either contained
within the perimeter or outside of it. Those within the perimeter, the
citizens, have a strong need to feel safe and are protected by a myriad

(p108 Virilio, P. City Of Panic. 2007. Berg, New York)

Francis Burger: I'm not so sure, | don't know how seriously you mean
that but in any case the idea of a 'primal urge’ is ridiculous, | mean who
positions the primal, maybe Barend?

Bdw: hihi

DG: Some of my best friends are meek. Hey, Barend, are you okay?
FB: Exactly, Its yesterday's news. But on the subject of first and third
world, I'd have to agree with Christian, although | don't think that the
desire to designate a position on the podium |s restricted to American
citizens. | mean, people who dig in bins are also seen as victims by
thase on the upper floors, it's the same sort of sympathetic gesture that
keeps the other at a safe distance, like people who throw sweets at
mmbqanIm1mmuhmﬂdhwy
responsible for sustaining the distinction either. The whole thing relies
on a mutual performance, concessions from both sides, we put fiies on
our eyeballs and sit in the sun, we do the jig. The first and third world is
there for them and us to maintain a fantasy, both psychic and economic,
that's supposed to be good for all of us. [Silence] Ok maybe not flies,
sorry, I'll just listen.

CN: Things in our collaborations got more complex once they inciuded
signs even though they are not essential reading matter to engage the
work.

DG: Is Barend ilI? Why was he saying “hihihi..." just now?
CN: Exactly, check out what went down with the Mental Pictures

amnnm if your live ptis th

installation. [laughter]
RX: Mental Pictures? Oh...right.
DG: They're similar to metal pictures, only they're different.
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CN: We do transtate messages in a different way add to this all the
mumbo-jumbo connected with us Africans it would seem obvious that
we would envision things differently. Maybe?

DG: Something that was obviously uncommon.

SH: 1 like the word “mumbo-jumbo” ~ pronounced like a German word
it's very picturesque.

RTB: A degree of opacity may always be a prerequisite vis a vis the
unified strategic direction of the combatant forces; their operation under
unified command; and for their integration into an efficient team of land,
naval, and air forces.

FB: Desire might be a constant force, but it’s supply that produces
demand, that’s Andrea Fraser, paraphrasing Lacan.

Belle and Sebastian: But if you are feeling sinister

Go off and see a minister

He'll try in vain to take away the pain of being a hopeless unbeliever...
CN: [turning to Dr Sacramento] Thanks [for the Jagermeister]. Jacques
[Costzer] said it's so hard to be a middle-class guy. How did things work
out in Scotland for them and you all?

NS: I tell you what. Being middie class is hard, but being a Portuguese-
Mozambiquean middle class curator in Scotland is much, much harder!!!
Is Scotland a middle ground between ZA and the US? Can you pass the
me the bottle of Jager, please?

BdW: sigh

CN: Loosing control?

BdW: hoho

CN: Ja, descending into an alternate thinking doing state, embracing
some god-free force to direct us. Does it mean we are out of control?
BdW: yoyo

NS: Sorry guys, | came into the discussion quite late. Can you please tell
me WHO IS YOUR CLIENT? Really?

JK: People were also a little surprised that the orders have been
withheld from the public. Do you plan to release these commands?

DG: You are assuming that we actually make plans.

DG: There are just so many of them. Every time you turn on the tv, radio,
look out the window...

BdW: either or neither nor not only but also.

CN: Never.

RTB: Orders may be delivered down a continual supply chain

or by asymmetrical mechanisms. In all cases the integrity of the
communications needs to be authenticated by means of reverse
triangulation.

DG: Are you sure we shouldn’t call a doctor or something for Barend?
DG: yes, never, what would be the value of the information?

CN: On second thought everything is for sale in America...

[laughter}

...50 make us an offer!

BdW: hehe

[taughter]

SH: You could also sell some third-world-rights (like the right to loose a
fight).

DG: Cash only, please.

BdW: People must do what they want.

NS: By the Way (BdW). Can you teli me who your client is?

SH: Maybe you try to FREE America - that’s a nice idea.

DG: So long as it's very close to what we want too.

DG: Or what somebody else tells them to do. “Satan told me to kill the
children”. The parents, of course, blame Slipknot.

CN: Maybe Jesus told them? Anyways we have withheld all of the real
evidence regarding our escape to Robben Island.

DG: Ah, good choice of words there, it implies that we actually did it!
Excelient.

NS: | am sorry to say the only time you were to Robben Island was in a
tourist boat. Not on that sculpture.

Bdw:
DG: Fucking helt!

JK: Your participation in Emergence relied heavily on an innovative use
of internet technology to interact / present the work. The internet allows
for global communication and information sharing but below the surface
there is always the challenge of defining authenticity and the spreading
of ‘mis-infomation’. How has technology and these challenges
influenced your work?

[laughter]

DG: Aaaah, technology. Technology and Progress, don’t they just go
hand in hand, they certainly both hinge on communication. Better lives

for all ahead! A friend of mine, Inge Papp, recently made the mistake
of saying that the truth was what separated people from animals. Yes |
said, the difference between the two is that only the humans can lie.
CN: Wiki says Misinformation is wrong or inaccurate information. It is
distinguished from disinformation by motive — misinformation is simply
erroneous, while disinformation, in contrast, is intended to mistead.
SH: Some years ago | tried to put an article about a fictitious island (a
old project of mine) on Wiki. It began with the sentence: “Santa Lemusa
is a fictitious island...” The Wiki-community discussed the case. Some
found a fictitious island had no relevance on Wiki - others found that it
was a kind of misinformation. And two said that | should simply teave
out the word “fictitious” and try again.

DG: The line from the movie V for Vendetta springs to mind: “artists use
lies to tell the truth while politicians use lies to cover the truth up.”
BDW: Authentic and unauthentic mixed.

RTB: Well you shouid never believe your own mythology, this tends to
be a common tactical error in these kinds of situations.

CN: The experiment was conceived to come alive online.

DG: Like the porn industry.

BDW: Where does truth begin and end?

DG: It is all in the motive.

CN: Anyways, back to JK's question of defining authenticity.

DB & BE: This groove is out of fashion...

DG: Except for all that stuff that we accidentally leaked all over the
Internet that was the gospe! truth,

BDW: mumble mumble

NS: Sorry for being so persistent. | see you guys received orders

from afar. Some you followed closely and to some others you said
‘Get the fuck!'. This is a freedom that the Guild artists of the medieval
and academy artists of the renaissance times never had. They

had to use very very subtle symbolism to take the piss out of their
masters and clients. The church and the aristocracy of those days
were contemporary US of today. All powerful or at least they thought
so... while it lasted! As time went by, and with the appearance of
photography, depiction of clients did not really fall in the hands of
artists anymore. They had to re-invent painting, which was by now a
clientless art form. One of the people in charge of that, painted with
light {like photography), isolated himself in France, chopped his ear off
(no Belle and Sebastian for Vincent) and drank himself to death (No
Jagermeister, Absinth it was!). He was responsible for the clientless art
of the 20th Century. The autonomous art that hid itself behind walls in
white galleries...

Meanwhile two wars and the large advance of industry joined creativity
and client in the emerging art of Design. Americans and Germans
were amazing at it. At the end of last century this was the scenario: a
decadent but clever clientless art and an often basic and streamlined art
of designed client consumption. You guys are somewhere in between
and this marks a time, even a shift in paradigm. You receive orders like
medieval and renaissance artists and deliver them as you wish and
according to your own principles like little Van Goghs. What are you
really, and who the fuck is your client?

Now go make a fire and ignore the questions that really matter. And
pass me the absin... Jagermeister again!

CN: OK, shall we make a fire?

BDW: Yes please.

SC: | am going home to watch Dr Zhivago. Do you remember the line
‘No doubt they will sing in tune after the revolution’?

TK: Potato and 1 will come with.

DG: Shall | go buy the meat and some hot dog rolls?

DB&BE: These beats are 20 years old...
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Gilles Deleuze; Samuel Beckett; positions (the exhausted); exhaustion; language (as a surface); death; voice;
language (combinatorials); art; knife-holder; holes

Excerpts from Gilles Deleuze’s The Exhausted (1995).

“But exhaustion allows no lying down and, when night falls, remains sitting at the table, empty head in captive
hands, ‘Head sunk on crippled hands’... ‘One night as he sat at his table head on hands...Lift his past head a
moment to see his past hands...skull alone in a dark place pent bowed on a board ...hands and head a little
heap’” (Deleuze 1995: 5 with citations Jrom Worstward Ho and Stirrings Still by Samuel Beckett).

“It is the most horrible position in which to await death, sitting without the force either to rise or lie down,
watching for the signal [coup] that will make us draw ourselves up one last time and lie down forever. Seated,
Yyou can't recover, you can no longer stir even a memory. The rocker in her rocking chair [la berceuse] is still
imperfect in this regard, what's required is that she/it stop” (Deleuze 1995 6).

“Language names the possible. How could you combine what has no name, the object = X? Molloy finds

himself faced with a small strange thing, composed of ‘two crosses joined, at their point of intersection, bya

bar’equally stable and indiscernible on its Jour bases. Future archeologists, if they find one in our ruins, will,

as is their wont, probably interpret it as a religious object used in prayers or sacrifices. How could you enter it

f\r/lltol 1a c)ambinatorial if we don't know its name, ‘knife-holder’?” (Deleuze 1995: 6, with citations from Beckett’s
olloy).

“If it is the ambition of the combinatorial to exhaust the possible with words, however, it must constitute a meta-
language, a very special language in which the relations of objects are identical to the relations of words, and
words then would no longer offer realization to the possible, but would themselves give to the possible its own
(precisely exhaustible) reality” (6).

“...this atomis language in Beckett — disjunctive, abrupt, jerky, where enumeration (listing, inventories) replaces
propositions, and combinatorial relations replace syntactic relations —a language of names” (7).

“...and he knew the reason for this growing intolerance Jrom the beginning: the specific difficulty of ‘boring holes’
in the surface of language so that, ‘what lurks behind it "might appear at last. You can do this on the surface

of the painted canvas, like Rembrandy, Cezanne or Van Velde; or on the surface of sound, like Beethoven or
Schubert, to allow the sudden appearance of the void or the visible per se, silence or the audible per se; but, ‘Is
there any reason why that terrible materiality of the word surface should not be capable of being dissolved .. .7’ It
is not only that words lie; they are so burdened with calculations and significations, with intentions and personal
memories, with old habits that cement them, that their surface, barely broken, heals over again. It sticks together.
1t imprisons and suffocates us. Music arrives to transform the death of some young girl into a dead young girl;

it operates this extreme determination of the indefinite like a pure intensity piercing the surface...But words, with
their adherences that keep them in the general or the particular; cannot do this. They lack that ‘punctuation of
dehiscence,’ that ‘disconnection’ that comes Jrom a groundswell peculiar to art” (Deleuze 1995 21-22 with
citations from two reprinted texts in Beckett’s Disjecta).
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07,
2008

public performance; spookies; concurrent events;
funny stuff; today will be different

Documentation and preparatory diagrams for special edi-
tion Spookies (power cuts flavour) with LEDs.

wheeling about with one foot nailed to the ground; circular perfor-
mance; kitsch

Mechanised plastic boat with silicone, wood, tape, nails and plasticine
driver (rigged to drive in circles).

Q3
fuvpvis b
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meaninglessness; failure; art as a question; art as a mistake; shit

Mind-map (continued on following pages).
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what happens when nothing happens; sunday sculptures; reasonable
and unreasonable combinations

Bread and pizza with lake.

architecture (empire); interaction; flow; love; dead ends

Diagram showing the interactions between the subject and the problems
of money, love, the state and other people.
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L S,

“And 1 think we need to learn from real people. As artists, we are not real people.

We have to listen and see like real people and not be so literary, Real people have

amazing ways of communicating, because they cannot talk, they don’t have news-

apers, they don’t have anything, so they talk with gestures, symbolic gestures, and
that's very clear™ (Tania Bruguera in Cohn 2006: 29).

artists vs. real people; Tania Bruguera;
reasonable and unreasonable combinations

Found image and quote from Tania Bruguera in
conversation with Melanie Cohn (2006: 29).
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Andrea Fraser; gold; shit; something to believe in; honesty;
agency; fight fight fight; money

Andrea Fraser: I don 't think art has any more of a capacity to produce radical change than any other sphere of
human activity. 1 do believe that art can and should be a site of reflection and resistance, critique and contestation,
and realize the potential of its historical development as a relatively autonomous field. At this point, however, art
doesn t even seem capable of defending that autonomy, much less taking on society, except in its own flights of
JSancy. And that s where belief tends to come into play, sustaining the fantasies of creative omnipotence—including
the power to change the world, despite all evidence to the contrary—with which artists flatter themselves and their
patrons. If reason is unconscious, its logic is wish fulfillment but only in fantasy. The perennial promise of art is

to turn those fantasies into reality. The problem, unfortunately, is that enacting one's fantasies is not the same
thing as fulfilling the wishes that drive them. Enaciment tends to reproduce the very alienation and frustration that
engendered those wishes in the first place. There is one area where the art world has been extremely successful in
turning fantasy into reality. That is in producing value. If there's one thing we can do effectively in the “real world,"
it’s turn shit into gold. The fundamental basis for the entire economy of art is belief. Belief in the value of art and
belief in the value of specific objects as art. Theres really no other basis for the art market. I don 't know that it can
be completely divorced from metaphysical belief. Do the people who spend millions of dollars on a painting really
believe in art? Is it only market value? It's easy to say that, but I don't . . . believe it.

Gregg Bordowitz: Because its noi . . .

Andrea Fraser: Because I don't want to, probably. A lot of colleciors of contemporary art consider their expenditures
proof of their belief in art precisely because there is no guarantee of economic value. On the other hand, when
people are buying shares of paintings that they will never have in their home, it is hard to imagine that anything
more than market value is at stake for them. But I do think this is a fundamental issue, often sidestepped with avant-
garde posturing that blames our supporters for supporting us for the wrong reasons. Well, then, let’s make it the
right reasons, whatever we think they are. We do have agency in that, and I agree with Gregg in that I want art to
remain a space where those questions are asked,

Andrea Fraser in Anastas et al. (2006: 124-5).



explanation; process; the cost of action; theory vs. practice

(Below) note on additional concerns.

Additional concerns: Process now as a reaction against the way | was working — where a conception of the physical
Jorm had to be preceded (or superseded) by a didactic, ethical motive, that had been disguised as a theoretical or
conceptual motive. The aim of my initial proposal this year was to develop a method of working that would allow a
different mode of production that allowed contingent associations/constructions. It seems, however, that a license to
be spontaneous had to be constructed before I could actually do it. The outcome is precisely ‘anything goes', though
this is not the same as everything will go or should go. Rather; it generates the possibility for some of ‘it not to go
anywhere at all.

there is no solution because there is no problem; Tristan Tzara; Richard Huelsenbeck; Hugo Ball;
Marcel Duchamp; Ed Young; Michael Smith; Sarat Maharaj; Tirdad Zolghadr; Pablo Picasso; posi-
tions (institutionalised prisoner); shit; language (as a surface); art as a mistake

(Below) collected quotes.

“We should try to get away from imagining that exhibitions always get everything perfectly right. Whatever can this
mean? If curating is an act of translation then we should be prepared for serendipities, for things to go haywire, 1o
go off-beat, even ‘mistranslation’ of sorts. The show is perhaps less a machine for staging a rounded-off statement or
conveying a packaged argument than it is about setting up an experiment, about triggering unfinishable visual and
intellectual discussion and debate”

(Maharaj 2000: 30).

“With the definition of success, of course, remaining thoroughly ambiguous in this context” (Tirdad Zolghady, March
2008, Frieze, 113: 25).

“Everyone wants to understand art. Why not try and understand the songs of a bird?...I don 't see why the whole
world should be taken up with art, demand its credentials, and on that subject give free rein to its own stupidity.
Museums are just a lot of lies, and the people who make art their business are mostly imposters" (Pablo Picasso,
1935, in Harrison & Wood 1992 509-510).

“I do not wish to convince. I have no right to drag others into my river, I oblige no one to follow me" (Tristan Tzara,
1918, in Harrison & Wood 1992: 253).

“In any case, art (including culture, spirit, athletic club) is a large scale swindle.” (Richard Huelsenbeck, 1920, in
Harrison & Wood 1992: 2610)).

“We have developed the plasticity of the word to a point which can hardly be surpassed.” (Hugo Ball in Harrison &
Wood 1992: 251).

Essentially, [Duchamps] Fountain has become another work of art which, to paraphrase Claes Oldenburg, sits on
its ass in a museum (Smith, Michael 2007: 159).

“..we definitely need more biennales and art fairs...since the early nineties, artists and prominent practitioners
of the art world have tried to define contemporary production on their own terms, which in turn resulted in the
explosion of art fairs and biennales. Galleries have become important again. Administrators curate curators.
There is no work really. There are nice uncomfortable dinner parties” (Young 2007: 229).
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positions (institutionalised prisoner); honesty; architecture (gallery); Robert Weinek; Christian Nerf; Douglas
Gimberg; Ronald Suresh Roberts; lies; courtesy; Tom Morton; Maurizio Cattelan; Slavoj Zizek; appointed vs.
disappointed

(Above) Ronald Suresh Roberts giving the opening speech for Touching Moments (2008) at the IZIKO South African
National Gallery. (Below) Text written for the project’s blog (www.southafricannationalgallery.blogspot.com).

I care. Touching Moments at the IZIKO South African National Gallery. Francis Burger 2008.

“Procedure, after all, has been followed in each case, and, as any bureaucrat will tell you, this is much more
important than the phantom stuff of truth”
Tom Morton, 2005: 207.

Conceived as a plan B to what would have been a more legitimate exhibition (complete with authorized wall
space, windows, and real friends) Touching moments confidently vacillates between work and play, self-irony
and ill-conceived judgment. As a project it forges and occupies a space within the precinct of art that, in open
recognition of its impoverished currency, makes it all seem worth while.

Invited by Robert Weinek to facilitate an exhibition with the *young curators’ (participants in an idols’ styled,
eighteen month curator workshop/program organized by Cape) with no space and hardly any budget, Christian
Nerf and Douglas Gimberg resorted to hijacking whatever exhibition was on at the South African National
Gallery (SANG). Only to find that there was hardly anything there. Two of the main exhibition spaces were
empty, the others filled with the somewhat staid permanent collection, the yield of the illustrious Pancho Guedes
and a moving but nonetheless untouchable Ernest Cole exhibit. Finding out from a cleaning lady what we were
unable to extract from the front desk (that the upcoming exhibition was work by the ‘friends of the national
gallery’) and then from another lady hidden in a spacious cupboard (that it was a members only event) it was
conceded that all in all there was not much to think about and quite clearly nothing to hijack. The facilitators
resorted to taking photographs of spatial defects.

We met Robert and the young curators at studio 2666 the following morning at 4:30 am. Cajoled on by the early
hour, coffee, rusks and old brown sherry, as well as a thought provoking presentation by Christian and Douglas,
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the meeting prompted a series of discussions that came as close as possible to what some might be able to call
progressive.

One way of approaching Touching Moments (titled after a very politely worded *do not touch’ sign at the
SANG) would be to see it as a joke, a handshake with a finger that tickles the inside of your palm, funny
because you don’t know how else to react but still awkwardly inept at forging any kind of meaningful relation.
Provided with envelopes containing a photograph of one of the selected defects which had been formatted

as a work of art (artist, title, date) and the instruction to write a 300 word motivation for the work, the young
curators generally approached the project in high spirits, squandered their R15 budget on air time, transport
and other miscellaneous activities and ended up writing five remarkably convincing texts. Though the texts
revert sardonically at times to the generic issues that populate the South African art imagination, they emerged
from an opportune position to speak about art from an unquestionably non-serious standpoint and read as
earnestly concentrated interpretations. Recited individually at the Cape offices before being published on the
project’s blog, the initial readings were punctuated by self-depreciating giggles, yet while everyone was clearly
enjoying the silliness of it all there was still an element of seriousness that undermined the superficiality of the
performance.

As an experimental process, Touching moments has exhibited the impossibility of art to be taken seriously,
as well as the impossibility of its practitioners to take this non-seriousness too seriously. The ineptitude of art
to appear as a sincere pursuit elicits an extremely limited reverberation. As Maurizio Cattelan has repeatedly
revealed, the borders of art are exceptionally flexible;

What's a guy gotta do to piss someone off around here? You try to move the borders a little bit further,
and then you realize how easily the art world can absorb any blow. But that’s okay, | guess that’s part
of the game [...] wasn’t the dream of the avant garde to become completely mainstream?”

Maurizio Cattelan quoted by Tom Morton (2005: 208).

Like the project’s blog, which parades itself as an affiliate of the National Gallery, Touching Moments was,
to an extent, an attempt to piss someone off, or at least, to take the piss. The opening event, held outside the
National Gallery regardless of having no permission whatsoever, elicited more support than opposition from
the gallery stafl. The director of the gallery came outside and stood with everyone in the rain to listen to
Ronald Suresh Roberts’ speech — she even praised the event afterwards and expressed disappointment that
the soap boxes (a permanent installation by Rosenclaire of bronze soapboxes and a video camera that plays
live inside the gallery) hadn’t been used as a platform instead. Despite this glaring lack of outrage, a sense of
mischief still pervaded the entire occasion, even as everyone returned merrily to their Friday afternoons, with
wet paper bagged beers in hand and without so much as a slap on the wrist or a fine for drinking in public.
Touching moments was also, therefore, an exhibition of artists and art practitioners who are at home with the

futility of their jobs, content to play jokes on themselves and each other without ever needing to laugh too hard.

To paraphrase what Tom Morton (2005: 208) so articulately explains, *like institutionalized prisoners, what
we really want isn’t liberty at all but rather a bigger cell, a better tobacco allowance and more accommodating
wardens’,

Confronted then with the opportunity to stand up for something that no one really believes in, the best course
of action is either to lie or do nothing. It’s too late to do nothing, and to lie would require an announcement of
success, a thigh slapped and a back patted, which would completely undermine the most inspiring aspect of the
project, its unashamed failure. To be honest, instead, it is enough to rephrase one of Slavoj ZiZzek’s favourite
Marx brother’s jokes (*this man looks as an idiot, acts as an idiot; but this should not deceive you — he is

an idiot!"), altering to “this exhibition sounds rubbish, looks rubbish; but this should not deceive you — it is
rubbish!".
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Gimberg Nerf; cacolydates;
meaninglessness; public performance;
today will be different

South African Visual Arts Diary received wrapped and bookmarked at an
Association for Visual Arts advertisement showing Smoke on the Water,
(2008) from Douglas Gimberg and Christian Nerf.
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productive confusion; art as a liberating proposition; Jen-
nifer Higgie

Excerpt from How can be creative by Jenniffer Higgie (2007: sp).

“Good confusion reiterates: art is not a code that neccesarily needs cracking, it's a liberating proposition”

“... Here, in a short space, is the intertwining of biography, frustration, creativity, the vagaries of success or a
lack of it; a hymn to 1alent, inspiration; and a query about the relationship of music to history with a big H. In
other words, it’s confusion as a question — confusion as the beginning of something. A few recent conversations
illustrate, to varying degrees, what I like to think of as positive confusion.

1) I meet an artist who says that, although he doesn I regret it, he still feels hot with embarrassment for asking
Alex Katz for an autograph. When I ask him why he wanted the autograph in the first place, he says that having
a little bit of Alex Katz in his house, for reasons he couldn t fathom, would make him ‘feel that everything would
somehow be OK'. He didn t specify what he needed to feel OK about and I didn't pry. However, he did add that
despite the embarrassment, the autograph does sit on his mantelpiece, and yes, it does make him feel OK. (This
little anecdote reminded me once again that one of the best things about art is that even if you don't thoroughly
understand either its motivations or your own for liking it, you can nonetheless bring the idea of it — which is
always an idea of possibility — into your home and live with it, gratis, to mull over. Who cares if the reasoning
here is, well, a little bewildered? Afier all, whoever said the creative act should be logical?)

2) I am in Xiamen in Southern China, in a restaurant called ‘The White House 'which, bizarrely, is a mini
version of The White House on Capitol Hill. A young artist I meet has made a film about a madman in a local
park, who sings old songs from the Cultural Revolution. When [ ask the young artist how he feels about this
period of Chinese history, he says he doesn 't want to know about it, itk all too confusing. All he wants now

is the chance to make art about being alive now and, anyway, his parents wouldn t talk to him about what
happened back then. But, he implied, he was open to suggestion,

3) When 1 return from China I spend a week writing a catalogue essay for a friend. She emails me saying that
despite being ‘obsessed with biography ' she realizes that she has no respect for it as a genre. This push-me pull-
you attitude to her subject-matter is confusing. After some discussion, however, she tells me that her approach is
really ‘a way to accept that representation cannot exist without guill, desire, ambivalence, ownership.'

4) The other night | get into a conversation with a great painter who tells me that when she makes pictures she
likes to think of the famous story about Turner, who apparently strapped himself to the mast of a ship in a storm
in order to draw it. To be in the eye of the storm, she says, and to have ideas and images flung at you from all
directions; to make images that are layered and difficult, to make images for reasons that even the artist doesnt
entirely understand; to try and react with compassion and imagination to the confusion and contradictory
impulses that constitute a life. This, she tells me, is what good art is. And who am I to argue with that? "

(Higgie 2007: sp).
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knife-holder; something to do; space-time (smooth); body (feet)

—

Stills from a cellphone video of a foot-radar scanning the balcony and the view.
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a time for comprehending; truth; animals (monkey);
death; body (excrement); shit

B.B.88.

Monkey sculpture with enamel, pigeon
faeces, shell and dried seaweed.
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gold

Gold leaf received from Anja de Klerk.
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05,
2008

one more day to regret; Gimberg Nerf; truth; enantio-
dromia; architecture (garden); positions (satanist)

Exhibition invitation for Christian Nerf and Douglas Gim-
berg's One More Day to Regret (12 May - 30 May 2008 at
the Association for Visual Arts, Cape Town).

Image shows Gimberg and Nerf alongside a newly plant-
ed apple tree in Paradise, a leafy suburb in Knysna in the
Western Cape (Planting an apple tree in Paradise, 2008).
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meaninglessness; architecture (boat); architecture (prison); Gimberg Nerf; escape to Robben Island; violence;
positions (hero); Tristan Tzara; Willem Boshoff; Barend de Wet; erotic tendency; one more day to regret; the
real fuckup

Article on Douglas Gimberg and Christian Nerf's Escape to Robben Island, 2008, (Burger 2008: 38-39).

On Friday, May 9, artists Christian Nerf and Douglas Gimberg acted out the title of their most perilous collabora-
tion to date, Escape to Robben Island (2008). Accompanied by the multi-talented yo-yo artist Barend de Wet, the pair
launched off the shore of Blouberg Strand and rowed their way to the former prison in their newly finished wooden
boat, the angasi nkosi, angasi nkosi (a Zulu adaptation of Louis-Auguste Blanguis “neither God nor master"). The
testimonies posted on the project s blog tell a harrowing tale of big waves, vomit, unimaginative security guards, and
a "fast and ugly fucking motor cruiser”. “There was no time to really be scared but it was scary!" recalls De Wet,
“we are on the ocean and row and take pictures and video and row and Christian gets sea sick and boats and heli-
copters and the ferry and Robben Island gets very close and with great excitement we arrive! We are met by different
people and afier talking and not allowed on the island and with sea legs we are told to take our boat and leave the
island. A last resort was asking some rich assholes for a lift but no cigar.”

After moving the Corsa-bakkie sized boat back to their residency space at Kwa Mlamlis in Gugulethu, with noth-

ing to show for the day s events other than blistered hands, shaved faces and fragile dispositions, Nerf and Gimberg
finalised arrangements for the much anticipated conclusion of their project, The real fuck-up. Propped belly up in the
damp sand behind Mlamlis, viewers crowded around the angasi nkosi, angasi nkosi that same evening and took turns
to hack at a demarcated space on her hull. Despite the drunken, axe-wielding frenzy that seemed to be building up,
the viewers eventually lost interest and turned back to the music and the bar, leaving the boat, with its gaping hole, to
no longer be mistaken for a boat.

One of many in Gimberg and Nerf s ever-increasing repertoire of collaborative works, Escape to Robben Island and
its aftermath was presented in an exhibition titled One more day to regrel, at Cape Town s Association for Visual Arts
the following week. In the main gallery the suddenly incapacitated angasi nkosi, angasi nkosi lay on its side in the
half light while viewers squeezed through the clamped inter-leading doors of The Styx (an empty corridor usually
used as an additional exhibition space) to listen to Willem Boshoff's opening speech about Cerberus (Hades’ dog),
Anonymous (Nerf's dog) and drinking from the pools of memory and forgetting.

Despite being the apparent climax of the artists ' year-long alliance, the One more day to regret exhibition lacked

any trace of a legitimating rationa Escape to Robben Island. Art South Africa. July 2009. le and provided very litile,
indulging only those who didn 't demand to be given something conveniently meaningful. Sticking to their decision

to only show concrete evidence of the trip in ten years time, Gimberg and Nerf replaced what could easily have been
a series of heroic portraits of smiling (or grimacing) faces at sea with a large, digitally constructed image of their
voyage and a ratcheted-shut travellers trunk, a broken boat-like object, and a darkened corridor. Clouding an almost
believable story with a web of ambiguous associations and continuously covering their tracks, Gimberg and Nerf
declined to frame their exploits as altruistic offerings of accomplishment, capitalising instead on the power of an
enigmatic fantasy to overcome the trivialities of truth and falsity. As with The real fuck-up, where one participant tried
to stop the destruction by shielding the boat with his body, the mystery of whether the escape took place or not incited
a variety of responses — some viewers of One more day to regret even tried to break in to the travellers trunk (pos-
sibly after hearing that it contained the withheld evidence). Though more subtle in its provocation than other works
by Gimberg and Nerf, Escape to Robben Island maintained the pair s proclivity for setting up irresistible situations
and waiting patiently for viewers to take the bait, be it the opportunity to take an axe to a wooden cross (Carpentry
101, 2007) or a wooden boat; the ease of a buy-now-pay-later sculpture exchange (Buyer and seller of souls, 2008); a
speech by Willem Boshoff; or installing a ladder over the only entrance to the gambling room at the Kimberley Hotel
(There s something fruity going on, 2008).

Enduringly attentive to the absurdity of human endeavour and well travelled in the festive swamps of obscurantism,
Gimberg and Nerf sidestep art’s assumed clause of giving and receiving, compelling the viewer to do more. Like the
Dadaist poet Tristan Tzara who teasingly declared in 1918, "I do not wish to convince. I have no right to drag others
into my river, I oblige no one to follow me”, Gimberg and Nerf do actually want to drag you into their river. Though
not necessarily to follow them.
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Any concorted attempt to understand the links between the various divergent Gimberg Nerf; dead ends; erotic ten-
processes that compose the overall project is at once obstructed by this lack of leginmate dency; Ryan van Huyssteen; positions
rationale. As the various discrepancies are revealed it becomes evident that in the place of a ‘safaﬂfsfj,' pnsfﬁons (hem),' a‘anguage
(as excess); truth; productive confu-
sion; | AM SIGNAL

well explained motivation the artists have instead constructed a convoluted web of
ambiguous associations, exploited coincidences, breached namatives and dead-end clues

This obstruction, a senes of intentionally unfilled gaps that spoil the possibilities of confident .
(Left) excerpts from a longer article on

comprenension, U gates a furry of interpretive responses. - AR 5
: 1 s b Douglas Gimberg and Christian Nerf's
Ona of the easier interprative altamatives would be to simply deny a rationale ESC&,D& to Robben Island. 2008. in col-
aftogether and frame Gimbarg and Ner"s undartakings as indulgant adventures, Scooby Doo laboration with Ryan van .Huyss‘teen and
type mysteries that dabble with the dark ants and the deep seas; playful pursuits that pubiished on IAMSIGNAL.com.

amicably expose the futility of arl to those who take it all 1oo seriously. Fortunately or
unfortunately, depending on your personal predilection, this projective vision of two men
showing off the evidence of their various maritime, horticultural, destructive and escapist
fantasies for viewers to actively enjoy is disrupted by the very obstruction that prompted its

application in tha tirst place. Gimbarg and Nerl's employ ofa and strategic
exchange that provides one piece of information while enshrouding another suggests that
tha lack of of g and exp 15 not the ctive product of a hostility

towards explanation (or even over-explanation) but rather of an appreciation of obscurity that

is allowed to remain obscured rather than be gl over by or y. The
Indications of an approach that is sympathetic to futility within Gimberg and Nerf’s various
proj are also indl fore, of an ability 10 understand the importance of

attempting to express the meaninglessness of meaning without feeling the need plaster it
over in an attempt Lo display 8 sense of awareness that the senselessness of it all is highly
problemaltic, or giggie about it (whether nervously, sarcastically or in earnest). This is not to
say that the work is without humour, the absurdity of the project, so enhanced by the
Inséoure paranoia and that its often p kes in the viewer, ansuras that

the benefits of self-irony are not lost with the rejection of frivolity and pseuda-sincerity

The senseless violence that marks the conclusion of the escape project could be
framed as an invitation for fun and games, the persuasive command, Join us’, as wiitten on
the fiyees lor Fuckup and the Real luckup taken ighlly, 25 a joke. But laughter s yol another
release that Gimberg and Nerf do not afford thalr viewer; the heaving bodies that swing buliy
axes and the sweatng faces that bend over chisels and hammers cannot simply laugh as if

thery know exsctly whal they sre doing and wity. These i 8 constant feeling of unease that

goas heyond the nervous ag and saif that ks abvays pan of any |
p . The aitists this sense of foreboding by never actually Gim!_:ery Nerf; one more day to regret; architecture (boat);
Iicipating though they iInstighte, supenvise and document the interactions, they never kitsch; positions (anon- ::’m;’m fﬂﬂﬁm)t.}:f:laﬂca; public performance; the
actually take part in the destructive activiies they offer the viewes, therelly preventing the ymousj; craft {hobbyj; Py gugu ec
marrimant of camaraderia that would allow the now implicated viewer soma resoive or somemmg Viswors ko RsTE 0 ha " : y
excuse for a lack ol understanding. Instead the self conscious viewer is left feeling like the to do 5 - IC at the hull Dil the Angasa Nkosi An-
vietim of i cunning deception, duped into participation by artists that chuckle as they review gasi Nkosi at D?'-'g'as Gimberg and Christian Nerf's The Real
ihe image of your face, contorted and uncertain as you blundar around with thair 1ools. (Immediately above) ?h?:z&is:f% :;1' ::'::::I::;% ?:;V;i;ﬂ::;ﬂ:'m;:gl;l:;h:
Tha value and charm of the obiscure is that it refuses 1o be resolved, th truthful :r:oa\:: t::::s?,:raar: g:&lls project space facilitated by the Gugulective).

answer, its true meaning simply doesn't exist. This does not mean however that It is on wood and papiar

meaningless; pointiess and futile maybe, but not gless - when poir s left maché, 53 cm. From the

bare it transiates, through inter into , prompting a radical void of collection of

uncertainty that forces further questioning. The obscure Is not Inaccessible; it is not atrald of the Museo degli argenti

or hostile towards g and ing. is not a full stop. There s no in Florence. lllustrated in

limit to meaning. the signifier can never be censored or inhibited. The dead end clues that Rasponi & Tanzi (1987:

are scattered throughout Gimberg and Nerf's various exploits may not lead 10 anything 68]

authentic or singular but they are still clues.
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indulgence; body (excrement); institutionalised bowel movements; lies; meaninglessness; Slavoj Zizek;
positions (artist); pornographic tendency; positions (cool and ironic); desire; anxiety; violence; con-
current events; intensity; embarrassment; Samuel Beckett; language (as an expression of nothing to
express together with the obligation to express); explanation

(Below) excerpts from consultation notes and notes to self.

Practicing as an artist often affords the luxury of being allowed to pursue various things, driven simply by
an opportunely isolated ‘interest’, generating a situation where it is necessary to either construct some sort
of legitimating structure, keywords framed within rhetorically persuasive sentences that serve to justify the
various attributes of the endeavor, or accept and appreciate the ultimate futility of artistic practice.

The idea of wellness is driven by the ideal of the perfectly regulated bowel movement,
excretion becoming an event that signifies perfect balance,

Lying and fraud — Zizek, constantly reverses things. Operates as a fraud in order not to be...unable to take
his role seriously.

a backwards logic that illustrates how one has to lie in order to avoid becoming a complete fraud, how one
has to fail in order to avoid becoming disgustingly triumphant and how one can only avoid the pretence of
the meaningful by attempting to express meaninglessness

Beckett — a strategy for the expression of meaninglessness (de-hierarchizing the meaningless, removing the emotive
aspect of negative/positive).

In my previous outlines (of my M.A. plans) [ have set the function of the above argument as a lead to an incentive to
produce in light of and in enjoyment of the futility of it all — essentially it would end up being an advocation of a less
serious art, which I now find rather problematic (a very careful line needs to be drawn between art that is self-aware
and ironically non-serious and that which is silly). It would also have been a general praising of the creative act and its
potential for the establishment of a ‘free’ space. There is aspect of this that I would like to retain, the idea of practicing
something with a very serious conviction, in full acknowledgement of it’s absurdly excessive futility is very appealing —
it is however not at all restricted to art. This will all need to be reconciled.

There are always difficulties when bringing an actual discussion of art into the arena — I sometimes feel that it should
simply be completely ignored, leaving it up to the reader/viewer to decide what it could have to do with art (mistake it
for art 7). On the other hand, it seems problematic to simply ignore it, since it is ultimately the context of my position/
production.

There may also be a need to deal very specifically (if at all) with the issue of ‘conceptual retardation’ and the desire for
‘cool and ironic’ art. There is also an aspect of humiliation, or feelings of ineptitude, linked to failure and although I
would like to discuss it I am also a bit weary of it since it may just destroy me. But I will continue with it on my own
time in the meantime, I think a resolution in this regard will bring unprecedented rewards.One of the reasons for this
may be some sort of resolution on the discrepancy between what I am writing about and what I am actually producing as

art, which may or may not prove to be a problem. Fortunately I am feeling more and more able to not see it as a problem.

Today’s Cape Argus (16 May 2008) front page shows the murder of a man who had been covered in burning blankets, a
victim of the escalating violence in Johannesburg against foreigners from other African countries.

In my own practice I feel that there is both an attempt to front an absolute comfort with meaninglessness and
Sutility, and within this, a far more desperate attempt to disguise an un-interrogated uncertainty with the idea
(which appears in the suspiciously self-conscious desire to achieve a form of practice that is, in K. Smiths’ words,
more ‘cool and ironic’) (Smith 2007: 12) . Rather than the confidence in asserting my position on the meaningless
in writing, my actual practice reveals an unsettling level of uncertainty, of fumbling and conceptual retardation.
There is potentially a dynamism between these two modes of expression, the text asserting confidently and the
work itself undercutting that assertion through the impossibility of its expression.
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B -~ Logically none. Yet | speak of an art turning from it in disgust, weary of puny exploits, weary of

pretending to be able, of bei i i - p ;
5 dreary rgad. able, of being able, of doing a little better the same old thing, of going a little further along

I:B) - %r:d preferring what?
= Ihe expression that there is nothing to express, nothing with whi
no desire to express, together with the obligation to express? 17 which to express, no power to oxpress.

D -- But that i i i i
oY is a violently extreme and personal point of view, of no help to us in the matter of Tal Coat

D -- Perhaps that is enough for today.

Samuel Beckett; George Duthuit; positions
(t.he exhausted); language (as an expres-
sion of nothing to express together with the
obligation to express); repetition

Excerpt from Samuel Beckett and George
Duthuit’s Dlalogues (1985: 103).
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reasonable and unreasonable
combinations; body (hair);
cacolydates; coagitation

Contact adhesive with beard hairs.
Received from Gimberg Nerf,

B.B.102.
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art as a mistake; artists vs. real people;
public performance; dead ends

(Below) note and documentation from a
dead end performance.

My suspicion that art could be seen as a mistake devel:fped after an incident that
occurred earlier this year; after visiting the V&A Waterfront shopping centre and
finding it to be an extreme example of the absurd behavior displayed by Eeople
looking for parking (where some will follow you to your parking, even when you
are still on foot, inching forward in their cars instead of just driving further and
finding their own parking) | decided to develop a work that could capitalize on this
situation. | enacted a test run in May; the intention was to park in the free open

arking and sit in my car for the day, reading, sipping smoothies, bouncing a tennis
Eall and garnering reactions from people hunting for parking. | arrived at 9:00 am
only to find that the opening time for the free parking had been changed to 9:30 am,
so | waited for half an hour with a few other cars, and parked once it opened.

No one waited for me, the only responses | received were a few really nice 'are you
leaving?'s from politely smiling faces. There was no rage, frustration, boredom,
desperation or stupidity. They were just nice, so [ wrote the work off. Nevertheless,
sitting there in my car waiting for the parking lot to be opened, there was a real thrill
in feeling that I was about to make some art and no-one would know, unsuspecting
people would interact with me without ever guessing that they had been part of my
project. In the end, the experience effectively reversed my thinking, instead of the
other people mistakenly thinking that they weren't art, | was mistaken, sitting there
for three hours thinking | was art when | was actually just a person waiting in the
car for three hours. The joke was officially on me.
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04, 03,
2008 2008

Barend de Wet; body (building);

architecture (garden,

(ga ) eccentric performance; something to do;

(Above) digital construction of ::7::“""‘-’ let's get stupid; body (nose);

Barend de Wet as a bodybuilder 4

from the artist's website

(de Wet 2008: sp). I:.'!etail of the man transforem. A hollow over-
sized head constructed with papier macheé,

oil paint, wax, chicken mesh and false teeth.

self-loathing; anxiety; intensity; Robert Crumb

Robert Crumb, 1994, Cover for Self-Loathing Comics. lllus-
trated on the artist's website (www.robertcrumb.com).
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eccentric performance; something to do; slapstick; let's get stupid; dead ends

Stills from a cellphone video of the man transforem being performed.
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Sketch for the man transforem (shown on preceding pages).
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02,
2008

“one shouldn't complicate things for the pleasure of complicating, but one should
also never simplify or pretend to be sure of such simplicity where there is none. If

things were simple, word would have gotten around...” Mr.D.

There is nothing more ethically repuisive than the idea thal beneath the surface of differences we all
share the same kernel of humanity. of human weaknesses, hopes and pleasures

Mr.Z.

Human communication is characterized by an irreducible reflexivity: every act of
communication simultaneously symbolizes the fact of communication.
Ziiek 2006: 11

fantasy is on the side of reality z plague of fantasies

“Itis much more satisfying to sacrifice oneself for the poor victim than to enable the
other to lose the status of victim and perhaps become even more successful than

ourselves....” (78)

Criticism

The only way to survive the horrific inconsistencies that subsist between the fantasmatic,
Symbolic justifications of being (human) and the reality of their perpetually self-referential
quality, and that pervade the interactions between the beings we encounter and recognize as
our fellow human beings, is to accept the position we find ourselves in, grappling backwards
and forwards between the Symbolic and the abject.

none will accuse of being a usurper the artist who, even if he does not know it, is an
undoer of narcissim and of all imaginary identity as well. Ms K.

“beware, even in thought, of assuming the.sterile attitude of the spectator, for life is
not a spectacle, a sea of griefs is not a proscenium, a man who wails is not a dancing
bear” (Cesaire cited in Trinh T. Minh-ha 1989: 15)

Jacques Derrida; Julia Kristeva; Aimé Césaire; Slavoj ZiZek; language
(as circular); dancing bear; misery; people; if things were simple word
would have gotten around; masters vs. daddies

Note with collected quotes in preparation for initial presentation to the Mas-
ters of Fine Arts seminar group at the Michaelis School of Fine Arts.
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be restored, no addiction that You will learn how to fight
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nothing; positions (god); propaganda; stop saying please cut
off my leg

United Kingdom of God Church flyer recieved in Cape Town.
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food (meat); body (flesh); knife-holder;
things that pick u,
positions (parousiamaniac); doctors; language (word games); something to believe in; prophesy "o PR
. ; . ) (Immediately above) meat grinder.
(Above and on following page) various flyers recieved in Cape Town, Stellenbosch, Johannesburg and Durban
advertising the services of traditional healers.
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geography (relief);
things that you pick up; sediment

(Above right) railway sleeper wedge.

stones; things that are round (spheroid);
emollient; exfoliant

body (appendage); third; art;

(Left) stone.
Barend de Wet
Fabric clothing label made by
Barend de Wet as part of an
ongoing project.
(top) B.B.76.1.
(bottom) B.A.42.1.
B.A.69.
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something to do; space-time (striated);
popular opposites; people; misery;
prophesy

(Below and following pages) pen, acrylic, ink
and enamel on board (March 2008-January
2009).
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APPENDIX A

A USER’S GUIDE TO THE INDULGENCE AND
EXHAUSTION OF THE MEANINGLESS VOICE

The user’s guide to the indulgence and exhaustion of the
meaningless voice was included in the submission of this
project as a general introduction to its functioning as a whole.

While the original intention was to exclude the user’s guide
from any further publication of the dissertation given the
absence of the box (part B), the value of its structural emphasis
.to an understanding of the overall project overrides this
inconvenience.

The description of the individual parts and their interrelation,
particularly parts A (the index of keywords) and C (the
chronology), as well as the content of part B (the box) all of
which are documented within the chronology, will also assist
the navigation of this document if read in accordance with the
current format. Where relevant, hand annotations are provided
to aid this process.
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A USER’S GUIDE TO THE INDULGENCE AND
EXHAUSTION OF THE MEANINGLESS VOICE

1. Introduction

The indulgence and exhaustion of the meaningless voice is a loosely collated assemblage of utterances, generated and
accumulated over the last two and a half years through a critically reflexive, studio-based and collaboratively oriented research
practice. Borrowing and appropriating orphan thoughts from critical theory to philosophy to psychoanalysis and contemporary art
theory, the resulting collection has been reduplicated over the past six months and is now housed in its entirety in a wooden box.

Having begun with the aim of developing a method or mode of practice that could sustain itself beyond the parameters of a
brief, whether self or otherwise produced, the indulgence and exhaustion of the meaningless voice is primarily interpretable in
its current state as a chronicle of this process. Indulgent, exhausting, and embarrassing, it is nevertheless a document of what
has been done.' In spite of its various weaknesses, the potentially redeeming feature of the project is that it remains properly
experimental, the logic of which values failure and success on an equal level and takes what it can from each.

Beginning with a condensed introduction to a few of the various preoccupations that have motivated the project and ending with
a user's guide to the box itself, the following text is intended as an interpretative tool or aid from which the first real barometer or

reading of the experiment can emerge.

2. Processes, preoccupations and modes of practice
2.1. The expression of “there is nothing to express..."”

To begin with, there s the idea that there is “nothing to express, nothing from which to express, nothing with which to express,
no power to express, no desire to express, together with the obligation to express” (Beckett & Duthuit 1965: 103). The statement
occurs within one of Samuel Beckett's dialogues with Georges Duthuit as a practical injunction (the job of expression becoming
the expression of its incapacity to do its job, to pass its own impassable path) and was adopted as such at a relatively early point
in this project. Its pungency is enough to create a movement that advances valiantly and retreats indifferently in a single step. It is
this simultaneous movement and lack of movement that characterizes the project at large.

Although the above idea cannot be positioned as the central proposition of the project, it does create a point of convergence to
which many of the different processes that have emerged within it can be tracked.

It points first of all to an interest in expression and the employment of language as a largely muddied endeavour.” Following

it further, it points to the need for a mode of practice that could either side step such an impasse or find a way to work while
standing still. As discussed below, both of these alternatives have been tried and tested, the latter proving to be very good at
circling itself but very bad at everything else and the former proving to be very good at arriving on the other side of the impasse
but entirely inept at explaining how or when it got there, where exactly it is, or how to get back.

In terms of a methodology or a mode of practice, the attempt to find ways to work whilst standing still amounted to a decision
to submit wholeheartedly to the circular dynamic of the injunction at hand (the obligation to express that ‘there is nothing to

1 Fluctuating from an incredible sense of heroic entitlement to a distressing awareness of having behaved like a hysteric, to a
calm and myopic sense of being ushered along remotely, the combination of moods that have characterized the project are now at a
point that identifies with the opening lines of Antonin Artaud’s last public reading: “I put myself in your place, and | see very well that what
| am saying isn't interesting at all, it's still theatre. What can | do to be truly sincere?" From The Story Lived by Artaud Mémo, cited by
Catherine Dale (2002: 85).
2 This points in turn towards a backgrounded conception of language inherited from structuralism and poststructuralism,
from Ferdinand De Saussure's arbitrary nature of the sign to Jacques Lacan's assertion that language is not a code, from the happy
performatives of J.L. Austin to the unhappy performatives of Jacques Derrida, from the primacy to the iterability to the endlessly babbling
and unstoppable excess of the signifier.
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express’ mmoull any means to express it). Having capitalized on the very limited movement that such a dynamic allows, it circled
itself endlessly, 'wheeling about with one foot nailed to the ground'. On a more apparent level, it took the need for an ob'servable

materialization or manifestation, an expression, or an MFA submission, and mad:
doing just that.* - e a series of statements on the impossibility of
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The other option, namely the attempt to side step the impasse rather than passing It, emerged from within the above process
and encouraged a movement that is slightly harder to trace. Having faced the problem of expressing the expression that there is
nothing to express, and having circled it, it set about finding other nothings to express instead. At some point, after wanderi

for months, it found itself on the other side of the impasse. It follows necessarily that the realization of its Ioca;ion came onl n:ﬂer
having reencountered the impasse, albeit from a different side. It is Impossible to say, therefore, how it crossed it. X
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the sime of thie _ ity as practical propositions. Nevertheless, they are useful according to
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a structure or position from which show or speak of its findings. : il i

3 It is potentially helpful to add another of Beckett's statements h
8 ere, also taken from the dialogues, concerning his dream
art that is “unresentful of its insuperable indigence and too proud for the farce of giving and receiving” (Beckett & Du;tguit 1965: 11§£ ¥

4 The idea of productive confusi encoun
how confusion can be creative’. on was first tered in a column In Frieze by Jennifer Higgie (2007b: sp) titled ‘It ain't easy,

5 Stretching from Tzara, Ball, Arp and Taueber-Arp's Dada to that of Picabia Schwitter's
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2.1.2. The utterance as a model unit of expression and practice

Functioning partially as a solution to the above dilemma, the second subsidiary process is a mode of constructing and reading

" the manifestations of expression in whatever form (objects, words, sounds or images) as self-revelatory utterances. As an
offshoot of producing in a state that could not locate itself or its intentions, let alone communicate them, the idea of an ‘utterance’
is quite simply the idea of an expression that is what it says it is. Borrowing heavily from the philosophy of Gilles Deleuze and his
collaborations with Felix Guattari, the most important feature of the utterance is that its existence is limited to that which it reveals
in its articulated form. It is, in other words, entirely flat — it does not contain anything other than what it presents in its articulation
of itself and there is thus no question of an obscured or hidden meaning or a badly executed intention.” As a model designation
for that which is offered or put forward, the utterance is therefore entirely conducive to the production and reception of a
collection of things that remain otherwise unrelated and/or inoperative as expressions. In this way, this second process becomes
a solution in part to the drawback encountered by confusion as a generative process, if only in that it rephrases the dilemma in
such a way that the problem is no longer a problem but a state of affairs or an observation.?

2.2. The Indulgence and Exhaustion of the Meaningless Voice as a reduplication of what has been done

From the plangency of Beckett's injunction to the progressive but otherwise untraceable movement of the utterance as a
preferable model for expression, the combined legacy of the above processes is a project that is willfully cursed by confusion

and that has nothing to say for itself other than what it says. In one way, the indulgence and exhaustion of the meaningless voice
can therefore be interpreted in part as an experiment in confusion — an attempt to lower the cost of expression and/or creative
production by neutering its aims as the expression or transference of something other than itself.® In another way, the indulgence
and exhaustion of the meaningless voice can be read as a repetition, a rehashed expression of everything that has happened,

is happening, within its very flexible borders. It is, as said above, a reduplication in that it presents itself in a form that does not
purport to document or describe the objects it contains. The Indulgence and exhaustion of the meaningless voice is therefore less
a chronicle of what has been done than an attempt to present everything anew at once - to create a flat space that can offer each
individual articulation as an utterance.

3. Structural considerations and interrelations between parts
3.1. A cockpit and a constellation

As indicated above, the structures that form the indulgence and exhaustion of the meaningless voice are intended to function
in conjunction to form a flat space, offering each individual articulation the opportunity to present itself according to the logic
of an utterance. The ‘flatness’ of the space is necessitated by the fact that the utterance, which offers only its immediately
apparent form (its surface) as a space for interpretation, cannot be inserted into a position that presupposes what it has to
say or speaks on its behalf. It must be allowed to stay confused and be confusing. As such, a collection of utterances relies
on a compartmentalization or structure that does not do anything other than allocate space. The ‘flatness’ of the space is also
necessitated by the fact that the collection must be able to present itself as a whole, in its entirety, all at once.

L
6 The term ‘self-revelatory’ is an appropriation (or rather, a misappropriation) from an article on nihilism and art by James Leroy
. Smith (1975: 329) who writes of the distinction between art and philosophy “from a Platonic standpoint” - philosophy is distinguished as
~ a discourse that separates revelation from revealing, while art, like poetry, occupies a discourse where that which is revealed is identical
to its revelation.

7 Another helpful proposition contained within the notion of the utterance is the abolishment of metaphor. Taken primarily

from Deleuze and Guattari's A Thousand Plateaus (1987) where the abolishment of metaphor leads to the creation of a ‘a plane of
consistency’; a space where “a semiotic fragment rubs shoulders with a chemical interaction, an electron crashes into language...” (69)
and where “one can finally speak ‘literally’ of anything at all, a blade of grass, a catastrophe or sensation, calmly accepting that which
occurs when it is no longer possible for anything to stand for anything else” (198). A second reference that the notion of the utterance
appropriates is the assertion by Georges Bataille (quoted in Krauss 1999: 5) that “words should have jobs rather than definitions”.

8 The dilemma of productive confusion and the cacophony that it results in stems primarily from the attempt to create something
other than what has already been articulated or found, to make a cohesive or clear whole out of something that is confusing. The use

of the second process as both an approach to practice and a suggestion for interpretation offers a way out of this in that it allows each
independent utterance to speak for itself, thus allows things a space to simply be what they are. The solution of a cohesive whole is
therefore no longer necessary, and the problem is therefore no longer a problem.

9 This rephrasing of the dynamic of the various processes described above is associated within the project to the shift from
investing in art and artistic production as something to believe in, to an investment in art and artistic production as something to do.
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The prerequisite for a collection of such articulations or objects is therefore that it attempts to operate as a both a constellation
and a cockpit.™®

As will be explained in the following section, the primary divisions of the project have attempted as much as possible to achieve
this a structure of this kind. On encountering the project itself, it becomes evident that a host of other foibles and preoccupations
exist, from the exploitation of every structural attribute as an opportunity to create something else (where the structures
themselves become utterances) and the outsourcing of decisions to third parties, to the consistent sabotage of any urge to assist
the utterances by glossing over or overinflating them (they do not need any help and must be allowed to flounder).

3.2. Unpacking the box

The box is divided into an upper and lower half. Once it has been opened, each half should be placed lying flat with its open side
facing upwards.

3.2.1. Bottom, Tray A (B.A.1-70) and Tray B (B.A.71-102)

The lower half of the box houses a collection of found, made and received objects contained within two wooden trays. Although
the presentation of the objects contained within the trays suggests a collection, it is important to note here that the project did not
begin with ideas of collecting. The positioning of the objects as a collection began somewhere in the middle of the process and
arrived with an idea of the leftover as that which stands over and survives.!

The trays are placed one on top of the other with Tray B lying on top of Tray A, and can be lifted out of the box using the rope
handies. Both trays are compartmentalized into various smaller sections, each of which has a number stuck into the bottom.
The perspex lids are removable and can be dislodged using the semi-circular indentations as grips (or a hand placed flat onto
the perspex and pushed without pressure in the direction of the grips), then slid out using both hands, taking care to keep the lid
straight as it slides out. The lids can be stored sideways or lengthways in the lower half of the box. The lids may be reinserted at
any time but should be guided carefully in order to prevent the perspex from knocking against the compartment walls.

Once the lids have been removed the objects should be removed at will and placed wherever for whatever purpose. Each object
is marked with a small identification marker or box number. The markers use a prefix (either B.A. or B.B. according to which tray
the object belongs in) and a number that corresponds to the number of the object's compartment. It is important that the objects
are taken out of the trays; held, handled and examined. While some of the objects are fairly fragile and will need to be removed
with care (objects B.B.71.2, B.B.78 and B.A.56 in particular), most of them are surprisingly hardy and can be handled, even
mishandled, at the users discretion. With the exception of B.B.75 all of the objects are safe to touch.'

3.2.2. Top

The upper half of the box is divided into two sections. The smaller section contains a felt package. The other section, which
should be empty, is a placeholder for future content. The content of the felt package is identical to the package you wouid have
received in conjunction with this document. There are three publications: a 430 page book with a mottled apricot cover titled ‘The

10 The ideas of a flat space as a constellation and/or a cockpit are borrowed from the practical methodologies and interests of
Anja de Klerk and Josh Ginsburg, two Cape Town based artists that | have collaborated with frequently and who share many of my
tactical sympathies. Both of these ideas operate on a practical and interpretative level and are modeis for showing as much as they are
models for reading. The idea of the constellation, where disparate nodes of interest are visible from a particular vantage point, is taken
from de Klerk and can also be understood according to the logic of a pinboard. The idea of a cockpit, where objects of interest are
positioned around their user as a cave of dashboards, is taken from Ginsburg.

11 The idea was taken from an article by Jacques-Alain Miller (2007: sp) on Lacan’s ‘later teaching’ where Miller discusses the
associative consequences of looking at psychoanalysis as a superstition and reframes the term as a result: “...superstition, as commonly
qnderstood, is the cult of a false god. In the correct sense, it is reconstructed in etymology as superstare, what is held above. In the
figurative sense, it is what survives, what remains, what continues to exist after its progenitors have ceased to be, it is something that
describes what survives”. The appropriation of Miller's reframing occurs within the project at hand in reference to both superstition and
leftovers. The most fortuitous of these being the opportunity to move away from the idea of the art object as an excretion to the idea of
the art object as a kidney stone or calcification (the survival of the object that is produced is thereby no longer dependent on its author).

12 The two stones marked B.B.75. are kidney stones from an ox and were received with a caution against skin contact, they
should be kept in their sealed bag but can be removed at the user's own risk.
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Indulgence and Exhaustion of the Meaningless Voice', a wire-bound A5 booklet titled 'Index of Keywords’ and a set of laminated
cards titled 'Object Index'. The 430-page book is an illustrated chronology. The index of keywords is an index that corresponds
to the keywords within the chronology document and to the box objects via their illustration in the chronology. The set of AS
laminated cards, labeled 'Object Index; B.A.1- B.B.102' is an lllustrated index of each object contained within the lower half of the

box.

3.2.2.1. Chronology

While the box and its internal structure could solve the problem of combining and compartmentalizing the three-dimensional
content of the project without imposing an additional logic, the problem of somehow negotiating a method of navigation for the
two-dimensional content remained. The Idea of using a chronological structure to effect a solution in line with that of the box
came after constructing a timeline for the exhibition guide to Dada South? in 2009." Proving to be superficial in the best possible
way, the time-bound structure offered a recognizable and rigid format that could be stretched and made pliant by the disparate

and often unassociated content.

The chronology is divided yearly and monthly and runs backwards from the beginning of June 2010 to the beginning of 2008. The
content of the chronology has been formatted as a series of "entries’ and incorporates a range of different media including but not
limited to: experimental and self-directed written notes, citations or collections of citations, preliminary notes for presentations

or reviews, seminar papers and collaborative publications, found images, scanned drawings or notebook sketches, stills from
digital animations or videos and photographs documenting events or three-dimensional objects. As will be explained further

in the explanation of the index of keywords, the chronology does not need to be read from front to back, it is to be skimmed

over, picked up and put down, sat on and sifted through. Each object Is included as an utterance of some sort. It is important,

therefore, to read each entry with confidence.

The inclusion of the box objects, as well as various other features of the chronology, serve to extend the reach of the project
beyond the already extended logistic limitations of the box, as well as to fill in the gaps left open by the absence of a conventional
dissertation within the project.

As lllustrated in diagram 1 below, which shows a detail from page 75 in the chronology, each entry begins with a list of keywords
and a short contextualizing description of what the entry illustrates (note, drawing, citation etc.). Any content that has been
appropriated from another source is attributed within the description to its appropriate author, A standard list of sources

consulted is provided at the end of the chronology.
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13 An exhibition at the IZIKO National Gallery (12 December 2009 - 28 February 2010), curated by Kathryn Smith and Roger van
Wyk with Lerato Bereng. The complete timeline s illustrated from pages 92-100 of the chronology.
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In additi i
ition to the standard entries, the chronology also contains lllustrations of each box object formatted as an entry, as

llustrated diagram 2 below. The box i
i objects are positioned within the chronology according to when they were made, found or
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3.2.2.2, Index of keywords (391 - Zolghadr, Tirdad)

with the page numbers listed consecutively after each keyword. Where appropriate, proper names are included as keywords

within the chronology, these are inverted in the ind example
distinguish them from other keywords. S » George Baker becomes Baker, George) and printed in pink o

3.2.2.3. Index of objects (B.A.1 - B.B.102)

“Let us assume that, however may have b i o

it out of our mind. i:bmnn“bahfndﬂntermorym:hzh - Let us take it that the bridge is built and crossed that we can put
: we were. We are in the far Ea

[J.M.CoeizeecﬂedbyJoshGlmburg in an unpublished exhibition Sy territory, where we want to be

—_—
iy "A weaker logic is not less interesti
than a stronger .
to make it stick...but it holds up all the ssna?qn 2008: 32) logic, in fact it is much more Interesting, because it is much more difficult
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The map below offers a short route to mimic in order to start moving through the various components of the project. It is not
necessary to actually go through with each step, though it may be helpful. That said, it is also not necessary to follow any of the
suggestions contained within this introduction, they serve only to initiate an engagement - the index could remain unused, the
perspex lids could stay on, a day could be spent trying to stack all of the objects into a single column, a pyramid, or a perfect
square, the introduction alone couid take a week, the box could stay closed.

o to chronol 179
start with object B.A.51. 1 go to object index B.A51. - i

5 read from the top of
the page until

- forward until

pg 160 ‘ 3 go to index: rotten nature

rotten nature 22, 29, 37, 47, 82, 105,

123, 138, 154,[157] 164, 168, 172, 178,
= 179, 199, 200, 201, 202, 253, 263, 285,
294, 317, 319, 338, 354

rotten nature B8 go to index: knife-holder

knife-holder 38, 40, 41, 119, 172,
176, 188, 223, 265, 508,(387,|401, 419

x 9 go to chronology pg 387

rotten nature 22, 29, 37, 47, 82, 105,
123, 138, 154, 157, 164, 168,[172,|1178,
179, 199, 200, 201, 202, 253, 263, 285,
294, 317, 319, 338, 354

END*

APPENDIX B

INDEX OF KEYWORDS
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L3S

391 7113
/H\=X 29, 30

A

abstraction 107, 189, 254, 272
absurdity 380
accident 10, 39, 41, 45, 126, 128,
150, 153, 186, 202, 204, 220, 222,
223, 233, 270, 284, 298
Acconci, Vito 326
a coffin for the child of our two
year friendship 157

action 310

activism 333

a deer exists a unicorn exists 10,
37, 356

adulteration 29, 30, 47, 78, 105,
156, 189

aerial view 48, 170, 197, 228, 285
aestivation 247, 316

agency 395

agreement 208

alcohol 84

Althusser, Louis 256

a new way of having nothing 236
animal (lungfish) 376

animat (ox) 187

animals (bear) 10

animals (crocodile) 713, 194, 305
animals (dog) 30, 38, 243, 332,
334, 384

animals (goat) 295

animals (hippopotamus) 794
animals (horse) 710, 182, 187, 226,
273, 285

animals (kitten) 276

animals (lungfish) 316

animals (monkey) 402

animals (octopus) 387

animals (ox) 1871, 269

animals (rabbit) 269

animals (rat) 187

animals {rhinoceros) 207
animals (sea gull) 260

animals (unicorn) 236

animals (wolf) 187
announcements to the universe
145, 227, 232, 234, 235, 252, 254,

258, 260, 296, 317
Anonymous 104, 151, 155
anxiety 24, 124, 157, 211, 246, 347,
356, 380, 408, 412
appointed vs. disappointed 40,
75, 126, 397
a provisional philosophy of yes 36
architecture 326
architecture (boat) 405, 407
architecture (camping) 77
architecture (cave) 723
architecture (cockpit) 8, 29, 79,
170, 197, 225
architecture (door) 177
architecture (empire) 27, 254, 271,
309, 335, 380, 393
architecture (exedra) 7, 12, 25, 36,
42,48, 77,84, 85,93, 104, 115, 173,
214, 271, 326, 385, 407
architecture (gallery) 126, 128,
273, 397
architecture (garden) 404, 412
architecture (house) 24, 102, 117,
119, 224, 316
architecture (house vs. temple vs.
tomb) 11, 19, 86, 107, 151, 177,
295, 308
architecture (monument) 78, 114,
214, 226, 232, 235
architecture (outback) 277
architecture (podium) 756, 232,
234, 252, 265, 329
architecture (prison) 405
architecture (stadium) 67
architecture (temple) 720
architecture (tomb) 26
architecture (trap) 82, 119, 145,
151, 157, 177,207, 214, 219
Aristotle 10
Arp, Hans 107
art 10, 18, 36, 124, 126, 157, 215,
276, 282, 326, 333, 387, 420, 419
art as a black hole 90
art as a diversion 9, 13, 42
art as a liberating proposition 28,
400
art as a mistake 383, 390, 411
art as a natural outcome 124, 126,

128

art as an exercise in problem
solving 8, 123, 151, 225, 242, 266,
267, 268, 269

art as an island 276

art as a question 728, 218, 272,
311, 340, 390

art as a solution (exhibition) 242,
266, 267, 268, 269

art as a swamp 10, 12, 49, 241
art as research 17, 71, 78, 266,
269, 272, 370

art as silent 78, 90, 272

Artaud, Antonin 13, 22, 147

art history 69, 73, 92, 93

art history (subjective) 48
artists vs. real people 324, 326,
331, 333, 379, 394, 411

art vs. life 208

assemblage 778, 162, 175, 214,
267

assumption 28, 195, 203

a story without morals 739, 153
a time for comprehending 785,
193, 230, 402

avant-garde 309

Avs.B 296

B

bad form 282, 297, 315, 316, 325,
326

Badiou, Alain 36, 239, 254, 285,
380

bad lines 106

Baker, George 109

balance 168, 198

Baldi, Bianca 199, 217, 336

Ball, Hugo 396

Bataille, Georges 153

beauty 78

Beckett, Samuel 13, 24, 38, 49,
68, 79, 189, 196, 239, 242, 256, 263,
280, 347, 364, 380, 408

Beck, Ron T 385

Bereng, Lerato 92
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