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John Armleder
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John M Armleder was born in
Geneva, Switzerland, in 1948 and
he is one of the most influential
Swiss artists of his generation.

His career spans five decades and
synthesizes many of the competing
aesthetic developments associated
with that period. Student of Fluxus
in Geneva and founder of the Ecart
group in the 1960s, Armleder is
known for the variety of his work,
which combines Fluxus spirit and
abstract painting, ready-made

and sculpture, performance and
room-size installations. As a
painter, sculptor and performance
artist, Armleder constantly

asks the questions about what

art is, what it can do, and what

art is allowed. From room-size
installations to abstract paintings,
from geometrical constructivist
paintings to furniture sculptures
and pattern-strewn wallpaperes, his
art admittedly takes on attributes of
Suprematist painting, Minimalist
sculpture, Concrete Art and

Dada ready-mades, among other
movements.

In the 1980s, Armleder was
associated with Neo-Geometric
Conceptualism for his furniture
sculptures, conflating art and the
design object, as he has always been
interested in breaking through
perceived divisions between art and

architecture, art and design, and art
and functional objects.

Recent projects have seen
Armleder looking at more
conceptual approaches, questioning
the notion of authorship via
delegation methods and curatorial
undertaking. John Armleder’s art
never looks quite like itself, and

it escapes any possible definition
and label. Nevertheless he has
developed a signature vocabulary
and sense of humor that make his
work unmistakably his own.

His solo shows include: MRAC
Occitanie, Sérignan (2023);
Rockbund Art Museum,
Shanghai (2021); Kanal Centre
Pompidou, Brussels (2020); Aspen
Art Museum, Aspen (2019);
Schirn Kunsthalle, Frankfurt
(2019); MADRE, Naples (2018);
Museion, Bolzano (2018, 2016);

Le Consortium, Dijion (2014,
1996, 1989); Musée National
Fernand Leger, Biot (2014); Swiss
Institute, New York (2012); Peggy
Guggenheim Collection, Venice
(2011); Palais de Tokyo, Paris
(2011); Contemporary Art Museum,
St. Louis (2008); Mamco, Genéve
(2007, 2006, 1997, 1996); Museum
of Modern Art, New York (2000);
Musée d’Art Moderne de la Ville de
Paris, Paris (1987).

In 2011 he received the Meret
Oppenheim Prize, in 2007 the
Leenaards Foundation Prize and in
1995 the Ville de Genéve Prize.

He was shown at the Thessaloniki
Biennial of Contemporary

Art, Thessaloniki (2013); the
International Triennial of
Contemporary Art, Yokohama
(2008); the Prague Biennial,
Prague (2008); the 7th Biennial

of Contempoarary Art, Lyon
(2003); the 6th Sculpture Biennial,
Lugano (2001) and the 42nd Venice
Biennial, Venice (1986).



Selected Artworks
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JOHN ARMLEDER

All Over Again, 2023

Mixed media on canvas

165 x 110 x4 cm / 65 x 43 x 1 2/3 inches
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JOHN ARMLEDER

Onosma Fastigiata, 2021
Mixed media on canvas

150 x 300 x 4 cm /59 1/8 x 118 1/8 x 1 1/3 inches
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JOHN ARMLEDER
Ooooze, 2021
Mixed media on canvas

225 x 250 x4 cm/ 881/2 x981/3 x11/2 inches
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JOHN ARMLEDER

Dust, 2015

Mixed media on canvas

350 x 250 x4 cm /138 x 79 x 1 1/2 inches
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JOHN ARMLEDER

de M& G H, 2015

Mixed media on canvas, opera sib tubas plated in silver and gold
250 x 230 x 40 cm /98 1/2 x 90 2/3 x 15 3/4 inches

Canvas: 250 x 150 cm / 98 1/2 x 59 inches
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JOHN ARMLEDER
Mind Breath I, 2015

Specchio Piuma ultra light mirror panel, serigraphy
60 x40 x 3.5cm /23 5/8 x15 3/4 x 1 3/8 inches
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JOHN ARMLEDER

Medium Green, Woodland Scenics, Realistic Trees (FS), 2014
Mixed media on canvas, six chairs

480 x 900 cm /189 x 354 1/3 inches
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JOHN ARMLEDER

On to a Bridge, 2014

Mixed media on canvas

325 x 275 cm /128 x 108 1/4 inches
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JOHN ARMLEDER

FS Richoux/Annabell’s, 2013

3 clocks, pouf, canvas

240 x 186 x 100 cm / 94 1/2 x 73 1/4 x 39 1/2 inches
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JOHN ARMLEDER
Richoux/Harry’s, 2013

Spray paint on canvas

225 x 150 cm / 88 1/2 x 59 inches
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249 x 210 x 56 cm / 98 x 82 1/2 x 22 inches

JOHN ARMLEDER
FS Richoux/lkeda, 2013
Cactuses, towels and canvas
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JOHN ARMLEDER
Untitled, 2008
Acrylic on canvas, Christmas trees
,1 242 x 270 x 110 cm / 95 1/3 x 106 1/3 x 43 1/3 inches
» Ml
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JOHN ARMLEDER

Untitled, 2008

Acrylic on canvas

225 x150 x4 cm / 88 2/3 x59 x 1 2/3 inches
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JOHN ARMLEDER

Heteropoda venatoria, 2005

Acrylic on canvas

120 x 120 cm / 47 1/4 x 47 1/4 inches
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JOHN ARMLEDER
Untitled, 2004

Mixed media on canvas

250 x 170 cm / 98 1/2 x 67 inches
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JOHN ARMLEDER
Untitled (Chutes d’eau), 2002

Glass, wood, electrical system, acrylic on canvas
259 x 353 ¢cm / 102 x 139 inches
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JOHN ARMLEDER
Untitled (FS), 1998
22 neons (neon tubes, electric connections, cables)
42 x 325 x 160 cm circa / 16 2/3 x 128 x 63 inches
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JOHN ARMLEDER

Jingle Bells, 1998

Christmas ornaments on canvas

100 x 100 x 5cm /39 1/3 x 39 1/3 x 2 inches
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JOHN ARMLEDER

Furniture Sculpture 254, 1991

Desks, chairs and acrylic on canvas

262 x 215 x80cm /103 1/6 x 84 5/8 x 31 1/2
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JOHN ARMLEDER

Sans titre, 1991

Acrylic on canvas

250 x 170 cm / 98 1/2 x 67 inches
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JOHN ARMLEDER

Furniture Sculpture 45, 1983

Acrilico su tela, toletta /

Acrylic on canvas, dressing table

170 x 102 x 35cm / 67 x 40 5/32 x 13 3/4 inches
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Selected Installation Views
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2024 - On ne fait pas ca, MASSIMODECARLO Milan, I
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2023 - Yakety Yak, MRAC Occitanie, Sérignan, F



2023 - Yakety Yak, MRAC Occitanie, Sérignan, F






2023 - Yakety Yak, MRAC Occitanie, Sérignan, F
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2021 - Again, Just Again, Rockbund Art Museum, Shanghai, PRC
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2021 - Again, Just Again, Rockbund Art Museum, Shanghai, PRC



2021 - Again, Just Again, Rockbund Art Museum, Shanghai, PRC
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220 - It never ends, Kanal Ce



2020 - It never ends, Kanal Centre Pompidou, Brussels, B




2019 - Della materia spirituale dell'arte, MAXXI, Roma, I
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2019 - Della materia spirituale dell’arte, MAXXI, Roma, I



2019 - Spoons, moons and masks, Aspen Art Museum, Aspen, US



2019 - Spoons, moons and masks, Aspen Art Museum, Aspen, US
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2019 - Spoons, moons and masks, Aspen Art Museum, Aspen, US
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Spoons, moons and masks, Aspen Art Museum, Aspen, US
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2019 - Spoons, moons and masks, Aspen Art Museum, Aspen, US
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2018 - Plus ¢a change, plus c’est la méme chose, Museion, Bolzano, I
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2018 - Plus ¢a change, plus cest la méme chose, Museion, Bolzano, I
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2018 - Plus ¢a change, plus c’est la méme chose, Museion, Bolzano, I



2018 - Plus ¢a change, plus cest la méme chose, Museion, Bolzano, I



2018 - Plus ¢a change, plus c’est la méme chose, Museion, Bolzano, I
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2018 - Plus ¢a change, pls c’est la méme chose, Museion, Bolzano, I



2018 - John Armleder, 360°, Madre - Museo d’arte contemporanea Donnaregina, Naples, I
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2018 - John Armleder, 360°, Madre - Museo d’arte contemporanea Donnaregina, Naples, I




2018 - John Armleder, 360°, Madre - Museo d’arte contemporanea Donnaregina, Naples, I
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2018 - John Armleder, 360°, Madre - Museo d’arte contemporanea Donnaregina, Naples, I
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2018 — John Armleder, 360°, Madre - Museo d’arte contemporanea Donnaregina, Naples, I
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JOHN ARMLEDER
RECHXY
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2017 - RCHX, MASSIMODECARLO, London, UK







2017 - Stockage, Istituto Svizzero, Rome, I
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2017 - Stockage, Istituto Svizzero, Rome, I







2015 - Chiarivari, MASSIMODECARLO, Milan, I




2015 - Chiarivari, MASSIMODECARLO, Milan, I






2015 - Chiarivari, MASSIMODECARLO, Milan, I
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2015 - Let it Shine,
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2014 - Oui sont les sauces, Le Consortium, Dijon, F



2014 - Ot sont les sauces, Le Consortium, Dijon, F
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2014 - Oui sont les sauces, Le Consortium, Dijon, F
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2014 - Ot sont les sauces, Le Consortium, Dijon, F
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2014 - Ring Bell Twice, Galerie Elac, Renens, CH
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2014 - Ring Bell Twice, Galerie Elac, Renens, CH



















T he Rose Art Museum of Brandeis University, Waltham, US







2006 - Amor Vacui, Horror Vacui, Mamco, Geneve, CH
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2006 - Amor Vacui, Horror Vacui, Mamco, Geneve, CH
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2006 - Amor Vacui, Horror Vacui, Mamco, Geneve, CH




2004 - Unlmited, Art Basel, Basel, CH




2004 - Unlmited, Art Basel, Basel, CH



2004 - About Nothing. Works On Paper 1964-2004, Kunsthalle Ziirich, Zurich, CH



2004 - About Nothing. Works On Paper 1964-2004, Kunsthalle Ziirich, Zurich, CH
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2000 - Projects 72: John Armleder/Piotr Uklanski, The Museum of Modern Art, New York, US
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1995 - John Armleden':i\‘ﬁg-s .
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1995 - John Armleder, MASSIMODECARLO, Milan - Bocconi, I
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1992 - John Armleder, MASSIMODECARLO, Milan,T
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1992 - John Armleder, MASSIMODECARLO, Milan, I



1991 - John Armleder, Castello di Rivara, Turin, I
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1991 - John Armleder, Castello di Rivara, Turin, I
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1989 - John Armleder, Le Consortium LUsine, Dijon, F
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Solo Exhibitions
John Armleder

2024
On ne fait pas ¢a, MASSIMODECARLO, Milan, I
ENCORE TROP, Centre d’Edition Contemporaine, Genéve, CH

2023
Oculus, Noire Gallery, Turin, Italy

Yakety Yak, MRAC Occitanie, Sérignan, F
Experiences, Kunsthalle Marcel Duchamp, Cully, CH
Pour la planéte, Palais Galerie, Neuchétel, CH

2022
Solid Coated, Mehdi Chouakri, Berlin, D

John Armleder — Furniture Sculptures, Galerie Andrea Caratsch, St.
Moritz, CH

2021
John Armleder, Vera Munro Gallery, Hamburg, D

John Armleder, Almine Rech Gallery, Shangai, PRC

John Armleder, Rockbund Art Museum, Shanghai, PRC
John Armleder, MASSIMODECARLO Piéce Unique, Paris, F

2020
Clown’s Way, MASSIMODECARLO, Hong Kong, PRC

It Never Ends, Kanal Centre Pompidou, Brussels, B

The John Armleder and Rob Pruitt Show, MASSIMODECARLO, VSpace
White Plate, White Cup, Galerie Jean Brolly, Paris, F

Iso-céle, in collaboration with Rectangle, Hotel Manos Premier,
Brussels, B

2019
John M Armleder, Schirn Kunsthalle, Frankfurt, D

Spoons, moons and masks, Aspen Art Museum, Aspen, US
Quicksand II, Musée d’art moderne et contemporain (MAMCO),
Geneva, CH

Sh/Ash/Lash/Splash, David Kordansky Gallery, Los Angeles, US
CA.CA., Schirn Kunsthalle, Frankfurt, D

2018

360° curated by Andrea Viliani, Silvia Salvati, Madre - Museo d’arte
contemporanea Donnaregina, Naples, I

Plus ¢a change, plus c’est la méme chose, Museion, Bolzano, I

John M Armleder, Almine Rech Gallery, Paris, F

Déja, Galerie Andrea Caratsch, St. Moritz, CH

Sans Titre, Gare Cornavin - passage Montbrillant, Genéve, CH

2017
John M Armleder, curated by Nicolas Trembley, Almine Rech Gallery,
New York, US

John Armleder, David Kordansky Gallery, Los Angeles, US

Stockage, Istituto Svizzero di Roma, Rome, I

Better, Quasi, MASSIMODECARLO, Milan, I

A rebours, La Salle de Bains, Lyon, F

Split!, curated by Andrea Viliani, Museo e Real Bosco Di Capodimonte,
Naples, I

2016

John M Armleder, Athens School of Fine Arts, Mykonos, GR
Endless, Museion, Bolzano, I

Fish, Galerie Elisabeth & Klaus Thoman, Wien, A

2015
Charivari, MASSIMODECARLO, Milan, I

John M Armleder, Académie Conti, Vosne Romanée, F

It’s that Time of the Year, Too, Galerie Mehdi Chouakri, Berlin, D
John Armleder — OUT!, Galerie Andrea Caratsch, Zirich, CH

Let it Shine, Let it Shine, Let it Shine. It’s Xmas again!, curated by Cloe
Piccoli, La Rinascente, Milan, I

Art Basel Unlimited, Basel, CH

2014
John Armleder, Musée National Fernand Léger, Biot, F
Scramble, Galerie Elisabeth & Klaus Thoman, Wien, A
Ring Bell Twice, Galerie I’Elac, Renens, CH

Oti sont les sauces?, Le Consortium, Dijion, F
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Solo Exhibitions
John Armleder

Draws A Crowd, Leaves No One Neutral, Burning Bridges, New York,
UsS

John M Armleder, Galerie Richard, New York, USA

La Bruche du Haricot, Almine Rech Gallery, Bruxelles, B

Installation Mit Friihen Arbeiten, Vera Munro Galerie, Hamburg, D
X’mas Show I, Galerie Mehdi Chouakri, Berlin, D

Omega Zone, Galerie Graff Mourgue D’Algue, Genéve, CH

2013
John Armleder, Nahmad Contemporary, New York, US

John M Armleder, Dairy Art Centre, London, UK

Overload, Galerie Andrea Caratsch, Zirich, CH

John Armleder 1987-2012, MASSIMODECARLO, London, UK
John Armleder 2013, MASSIMODECARLO, London, UK
Pantan, Galerie Andrea Caratsch, St. Moritz, CH

John M Armleder. XXV, Galerie Anselm Dreher, Berlin, D
Ailleurs, Galerie Graff Mourgue D’Algue, Genéve, CH

2012
Fungus Emulsion, Galerie Mehdi Chouakri, Berlin, D

Selected Furniture Sculptures 1979-2012, curated by Gianni Jetzer, Swiss
Institute, New York, US

Away, Galerie Andrea Caratsch, St. Moritz, CH

24 Years Ahead, Galerie van Gelder, Amsterdam, NL

John M Armleder, Mead Gallery, Warwick Arts Centre, Coventry, UK
Late, Galerie Elisabeth & Klaus Thoman, Wien, A

Décor, Fondation Tuck, Chéteau de Verz-Mon, Rueil-Malmaison, Paris,
F

2011
Three Statement in Painting - Francis Aljs, John Armleder, Valérie Favre,
Galerie Peter Kilchmann, Ziirich, CH

Away, curated by Sandro Rumney, Peggy Guggenheim Collection,
Venice, |

John M Armleder - Load, Galerie Andrea Caratsch, Zirich, CH

I'm Late, I'm Late, I'm Running for a Date, Galerie Andrea Caratsch,
Ziirich, CH

Volta, Turnhalle altes Schulhaus, St. Moritz, CH

late, Galerie Elisabeth & Klaus Thoman, Wien, A

John M Armleder, Newlyn Art Gallery, Newlyn, UK

Aztlan, Galerie Collet Park, Paris, F

All of the Above. Carte blanche a John M Armleder, Palais de Tokyo,
Paris, F

Boule de Feu Volcanique, 18 Sculptures, Galerie Pierre-Alain Challier,
Paris, F

About Nothing and Early Drawings, Art View, Paris, F

2010
John M Armleder leuchtet ein, Kunstmuseum, Sankt-Gallen, CH

2009
Sunny-side up, over easy and soft boiled, Galerie Elisabebeth & Klaus
Thomas, Innsbruck, A

Oliver Mosset New Paintings, Galerie Andrea Caratsch, Ziirich, CH
Bijoux de Famille, Galerie Chantal Crousel, Paris, F

John M Armleder - EXTRA CONTENT Elad Lassry,
MASSIMODECARLO, London, UK

2008

Paint Happens, Galerie Andrea Caratsch, Ziirich, CH

Scrambled and Poached, Simon Lee Gallery, London, UK

Again, Galerie Andrea Caratsch, Ziirich, CH

Over, Galerie Andrea Caratsch, Ziirich, CH

John Armleder, MASSIMODECARLO, Milan, I

Par Ailleurs, Chateau des Adhémar, Centre d’Art Contemporain,
Montélimar, F

Kurfiirstendam, Mehdi Chouakri Gallery, Berlin, D

Reality Bag, Trois Pommes, Ziirich, CH

John M Armleder, Laboratorio Kunsthalle, Lugano, CH

Design: Carte Blanche a John Armleder, Musée d’Art Contemporain,
Saint Etienne, F

John Armleder, Sarah Cottier Gallery, Sydney, AUS

John Armleder, Institute of Modern Art, Brisbane, AUS

John Armleder, Queensland Art Gallery, Brisbane, AUS
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John Armleder (with Michel Aubry), Parvis, Centre d’art contemporain,
Ibos / Pau, F

Just Next (with Gerwald Rockenschaub), Vera Munro Galerie, Hamburg,
D

John Armleder/Jaques Garcia, Centre culturel Suisse, Paris, F

John Armleder (with Olivier Mosset), Contemporary Art Museum, St.
Louis, USA

2007
Onamatterpoetic, Mamco, Genéve, CH

Too much is not Enough, curated by Raphaela Platow, The Rose Art
Museum of Brandeis University, Waltham, US

I'm OK, you are OK - John M Armleder: Recent Paintings,
Furniture Sculptures and Wallpaintings, Mongin Art Center, Jongno-gu,
Seoul, ROK

Pourtant, elle tourne!, Galerie Anselm Dreher, Berlin, D

Plain Sideral, Galerie ColletPark, Paris, F

About Nothing. Works on Paper 1962 - 2007, South London Gallery,
London, UK

John Armleder, Villa Arson, Nice, F

2006

Encore, Musée des Beaux-Arts, Galeries du Cloitre, Ecole des Beaux-
Arts, Galerie Art & Essai, Rennes, F

Amor Vacui, Horror Vacui, curated by John Armleder, MAMCO -
Musée d’Art Moderne et Contemporain, Geneve, CH

Too much is not Enough, curated by Martin Engler, Kunst Verein
Hannover, Hannover, D

Tateo8 Series: John Armleder, Tate Liverpool, Liverpool, UK

About Nothing. Works on paper 1962-2007, Institute of Contemporary
Art University of Pennsylania, Philadelphia, USA
123456789101112131415161718192021222324252627282930313233343536, Y8,
Sivananda Yoga Center, Hamburg, D

Furniture Sculptures, Galerie Mehdi Chouakri, Berlin, D

Puddle Paintings, Art & Public, Geneve, CH

Match. John Armleder (with Claus Jensen), Kunstmuseum, Esjberg, DK

2005

John M Armleder / Everything, Caratsch de Pury & Luxembourg,
Zirich, CH

XXX, MASSIMODECARLO, Milan, I

Anything, Galerie Anselm Dreher, Berlin, D

John Armleder. Art & Design, Saint Saphorin, Lavaux, CH

John Armleder, Le Spot, Le Havre, F

2004

Triplo evento, curated by Alessandro Rabottini, GAMeC Galleria d’Arte
Moderna e Contemporanea, Bergamo, I

Voltes IV, GAMeC Galleria d’Arte Moderna e Contemporanea,
Bergamo, I

About Nothing. Works On Paper 1964-2004, curated by Parker Williams,
Kunsthalle Ziirich, Ziirich, CH. Catalogue

Super Nova, Edition Copenhagen, Copenhagen, DK

John Armleder, Incognito, Paris, F

John Armleder, Kunstverein Ruhr, Essen, D

Riverside Wall, Galerie Medhi Chouakri, Berlin, D

Instant Replay, Kunstraum HBK, Braunschweig, D

Nothing, Galerie Mehdi Chouakri, Berlin, D

John M Armleder, Collaboration Galerie Mehdi Chouakri & Jochum and
Tissi, Berlin, D

Ace Gallery, New York, USA

John Armleder, Rocket Gallery, London, UK

John Armleder, Gallery 360°, Tokyo, |

John Armleder, Cosmic Galerie, Paris, F

2003

Ion, Galerie Vera Munro, Hamburg, D

Voltes, New Neons and Mirrors, de Pury & Luxembourg, Ziirich, CH

John Armleder, Peintures, Serigraphies, Eric Linard Editions Galerie, La
Garde Adhemar, F

John Armleder, Anselm Dreher Galerie, Berlin, D

John Armleder, Gallery 360°, Tokyo, ]

John Armleder, Gallery Javier Lopez, Madrid, E

John M Armleder, Ace Gallery, New York, US

John Armleder (with Sylvie Fleury), Sketch Gallery, London, UK
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2002
John Armleder, MASSIMODECARLO, Milano, I

John Armleder’s Painting Show, Galerie Susanna Kulli, Sankt-Gallen,
CH

John Armleder, Galerie Sollertis, Toulouse, F

Seven - New Wallpaintings, de Pury & Luxembourg, Ziirich, CH

John Armleder, Sollertis, Toulouse, F

No Pain, Just Gain, Galerie Chouakri Brahms, Berlin, D

Recent Works, Galerie Specta, Copenhagen, DK

Waugh! Waugh! Waugh! Waugh! Waugh! Mondo Fantasio, Supplement,
Pirhana, Galerie Edition Méderi, Basel, CH

John Armleder, Gallery 360°, Tokyo, ]

2001
John Armleder, Galerie Issert, Saint-Paul-de-Vence, F

John Armleder, Galerie Thaddaeus Ropac, Salzburg, A

John Armleder, Galerie Edition Kunsthandel GMBH, Essen, D

Seven. New Wall Paintings, De Pury & Luxembourg, Ziirich, CH

John Armleder, Edition Franz Mider Galerie, Basel, CH

No Pain, Just Gain, Chouakri Brahms Berlin, Berlin, D

Waugh! Waugh! Waugh! Waugh! Waugh! Mondo Fantasio, Supplement,
Pirhana, Galerie Edition Mader, Basel, CH

Peinture Murale, Magasin - CNAC, Grenoble, F

Enter at your own Risk II, Kunstraum Innsbruck, Innsbruck, A

John Armleder, Sarah Cottier Gallery, Sydney, AUS

John Armleder, Gallery 360°, Tokyo, |

Modulor 105624-0, Galerie Anselm Dreher, Berlin, D

John Armleder, Galerie 20.21, Essen, D

John Armleder (with Georg Miller), Galerie Trabant, Wien, A

Disco (with Alicia Larocha), Design Lab, Miami, US

2000
John Armleder, Galerie van Gelder, Amsterdam, NL

Projects 72: John Armleder/Piotr Uklanski, The Museum of Modern Art,
New York, US

John Armleder, Chateau de Fraissé, Fraissé des Corbiéres, F

Enter At Your Own Risk I, Galerie Mehdi Couakri, Berlin, D

1999
Mondo Tiki II, Galerie Tanit, Miinchen, D

John Armleder, The Box, Turin, I

John Armleder, Anselm Dreher, Berlin, D

John Armleder, Ace Gallery, Los Angeles, USA

Mirror Dome Installations: Part II, Ace Gallery, New York, US
John Armleder, Artspace, Auckland, NZ

Oeuvres 1967/1997, Brownstone, Corréard & Cie, Paris, F
Mondo Tiki, Galerie Tanit, Miinchen, D

John Armleder, Atrium UBS, Genéve, CH

1998

Arbeiten auf Papier 1967-1995, Galerie Susanna Kulli, Sankt-Gallen, CH
Wall Paintings 1967-1998, Casino Luxembourg - Forum d’Art
Contemporain, Lussemburgo, LU

John M Armleder, MASSIMODECARLO, Milan, I

John Armleder, Mehdi Chouakri, Berlin, D

At Any Speed, Staatliche Kunsthalle, Baden-Baden, D; “Holderbank”,
Aargau, CH

Mirror Dome Installations, Ace Gallery, Los Angeles, US

John Armleder, Galerie Erna Hécey, Luxembourg, LU

1997

Peintures Murales 1967-1997, La Box, Bourges - Le Parvis, Centre d’Art
Contemporain, Ibos, F. Catalogue

John Armleder, Gilbert Brownstone & Cie, Paris, F

Ecart, MAMCO, Genéve, CH

1996

John Armleder, curated by Fondazione Ratti, Villa Carlotta, Tremezzo, I
Wall Paintings, Galerie Art & Public, Genéve, CH

John Armleder, Galerie Tanit, Miinchen, D

John Armleder, Galerie Sollertis, Toulouse, F

John Armleder, Galleria 1991, Joao de Graga, P

John Armleder, Galerie Art & Pubic, Genéve, CH

John Armleder, ECAL, Lausanne, CH

John Armleder, Galerie Susanna Kulli, Sankt-Gallen, CH
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John Armleder, Territorio Italiano, Piacenza, I John Armleder, Centre Genevois de Gravure Contemporaine, Genéve,
John Armleder, Galeria 360 Degrés, Tokyo, | CH
John Armleder, Jean Fran¢ois Dumont, Bordeaux, FNe dites pas non!, John Armleder, Genéve Centre Culturel, Dax, F
MAMCO, Geneve, CH Pour Paintings 1989-1992, Centraal Museum, Utrecht, NL
John Armleder, Galerie Nordenhake, Stockholm, S Works on Paper 1966-1992, Centraal Museum, Utrecht, NL
John Armleder, Le Consortium L'Usine, Dijon, F John Armleder, MASSIMODECARLO, Milano, I
1995 1991
John Armleder, MASSIMODECARLO, Milano, I John Armleder, Paolo Vitolo Arte Contemporanea, Rome, I
Air de Paris, Jean Frangois Dumont, Paris, F John Armleder, Galerie Porte-avion, Marseille, F
John Armleder, Maison des Jeunes, Neufchatel, CH John Armleder, Galerie Marika Malacorda, Genéve, CH. Catalogue
L’Oeuvre multiplié, Cabinet des Estampes, Genéve, CH John Armleder, Tda Tresor d’Art Gallery, Gstaad, CH
Andprée Sfeifer-Semler, Kiel La Maison, Douai, F John Armleder, John Gibson Gallery, New York, USA
John Armleder, Schloss Wolfsberg, Ermatingen, CH John Armleder, Daniel Newburg Gallery, New York, USA

John Armleder, Galerie van Gelder, Amsterdam, NL
1994 John Armleder, curated by Giorgio Verzotti, Castello di Rivara, Turin, I
John Armleder, Galerie Art & Pubic, Genéve, CH John Armleder (with Olivier Mosset), Aoyama Gallery, Morita, ]
John Armleder, Centre d’Art Contemporain, Le Capitou, F
John Armleder, Galerie Sollertis, Toulouse, F. Catalogue 1990
Les Assiettes, Daniel Baumann & CPLY, Thonex, CH. Catalogue John Armleder, Louis Ferdinand Centre d’Art Contemporain,
John Armleder, Coop Gallery, Sydney, AUS Chateauroux, F
John Armleder, Abbaye de Saint-André, Meymac, F John Armleder, Galerie Sollertis, Tolouse, F

John Armleder, Toulouse Galerie Tanit, Kéln, D. Catalogue
1993 John Armleder, Galerie Daniel Buchholz, Koln, D. Catalogue
Traveaux sur Papier 1966-1993, Galerie Marika Malacorda, Geneve, CH. John Armleder, Galerie George Dezeuze, Montpellier, F
Catalogue John Armleder, Galerie Vera Munro, Hamburg, D
John Armleder, Galerie Gilbert Brownstone, Paris, F John Armleder, Galerie Catherina Issert, Saint-Paul-de-Vence, F
John Armleder, Wiener Secession, Wien, A. Catalogue John Armleder, Galerie Jean-Francois Dumont, Bordeaux, F
John Armleder, Villa Arson, Nice, F John Armleder, Galerie Susanna Kulli, Sankt-Gallen, CH
John Armleder, Daniel Newburg Gallery, New York, USA John Armleder, Musée Rath, Genéve, CH. Catalogue
John Armleder, Galerie Catharine Issert, Saint-Paul-de-Vence, F John Armleder, Galerie Toni Gerber, Bern, CH
John Armleder, Galerie Vera Munro, Hamburg, D
John Armleder, Centre Genevois de Gravure Contemporaine, Genéve, 1989
CH John Armleder, MASSIMODECARLO, Milan, I

John Armleder, Le Consortium L'Usine, Dijon, F
1992 Painting & Sculpture, John Gibson Gallery, New York, US

John Armleder, Galerie Sollertis, Toulouse, F John Armleder, Galerie Marika Malacorda, Genéve, CH
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Solo Exhibitions
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1988

John Armleder, Hoffman Borman Gallery, Los Angeles, USJohn
Armleder, Galerie Tanit, Miinchen, D

John Armleder, Daniel Newburg Gallery, New York, USA

John Armleder, John Gibson Gallery, New York, USA

Peintures, Furniture-Sculptures, Galerie des Beaux-Arts, Ecole des
Beaux-Arts, Nantes, F

Grammo Fine-Arts, Antwerpen, Grammo Fine-Arts, Antwerpen, B
John Armleder, Galerie van Gelder, Amsterdam, NL

John Armleder, Stichting Nieuwe Muziek, Middelburg, NL

John Armleder, Galerie Anselm Dreher, Berlin, D

Quarante Cercles et Puzzle, Salon Brunschwick, Galerie Malacorda,
Geneéve, CH

John Armleder (with Olivier Mosset), Galerie Catherine Issert, Saint Paul
de Vence, F

1987

John Armleder, Galerie Daniel Buchholz, Koln, D

John Armleder, Kunstverein, Disseldorf, D

John Armleder, Musée d’Art Moderne de la Ville de Paris, Paris, F
John Armleder, Pat Hearn Gallery, New York, USA. Catalogue
John Armleder, Galerie Tanit, Miinchen, D

John Armleder, Piero Cavellini, Milano, I

John Armleder, Galerie Vera Munro, Hamburg, D

John Armleder, Galerie néachst St. Stephan, Wien, A

Peinture & Furniture-Sculpture, Galerie Jean-Frang¢ois Dumont,
Bordeaux, F

John M Armleder, Kunstmuseum Winterthur, Winterthur, CH
John Armleder, Nationalgalerie Berlin, Berlin, D

Furniture Sculpture, John Gibson Gallery, New York, USA

John Armleder, Musée de Peinture et de Sculpture, Grenoble, F
Arbeiten auf Papier 1967 bis 1987, Galerie Susanna Kulli, Sankt-Gallen,
CH

Furniture-Sculptures & Paintings, Galerie Leger, Malmo, S

John Armleder, Galerie Joost Declercq, Gent, B

John Armleder, Galerie Marika Malacorda, Genéve, CH

John Armleder (with Alberto Garrutti), Galleria ARTRA, Milan, I

1986

42a Esposizione Internazionale d’Arte La Biennale di Venezia -
Padiglione Svizzero, Venice, I

John Armleder, Lisson Gallery, London, UK. Catalogue

John Armleder, Musée d’Art et d’Histoire, Genéve, CH

John Armleder, John Gibson Gallery, New York, US

John Armleder, Galerie Tanit, Miinchen, D

John Armleder, Galerie Bama, Paris, F

Neue Arbeiten, Galerie Susanna Kulli, Sankt-Gallen, CH

John Armleder, Ecole Nationale d’Art Décoratif, Limoges, F
Dessins préparatoires et travaux récents, Galerie Rivolta, Lausanne, CH
John Armleder, Galerie Catherine Issert, St. Paul de Vence, F
John Armleder, Galerie Toni Gerber, Bern, CH

1985

John Armleder, Ecart/Malacorda, Genéve, CH

John Armleder, John Gibson Gallery, New York, US

John Armleder, Galerie und Lager Rudolf Zwirner, Koln, D
John Armleder, Galerie Media, Neuchétel, CH

1984

John Armleder, Galerie Marika Malacorda, Genéve, CH
John Armleder, Kiinstlerhaus, Stuttgart, D

John Armleder, John Gibson Gallery, New York, US
John Armleder, Galerie Claudia Knapp, Chur, CH

1983

John Armleder, Kunstmuseum, Solothurn, CH.

John Armleder, Galerie Grita Insam, Wien, A

John Armleder, Le Coin du Miroir, Dijon, F

Installation et Travaux Récents, Galerie Rivolta, Lausanne, CH
Neue Arbeiten, Galerie Susanna Kulli, Sankt-Gallen, CH

1982

John Armleder, The Corridor Gallery, Reykjavik, IS
John Armleder, Galerie Toni Gerber, Bern, CH

John Armleder, Musée d’Art et d’Histoire, Fribourg, CH
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John Armleder, Musée d’Art et d’Histoire, Fribourg, CH
John Armleder, Galerie Marika Malacorda, Genéve, CH
Npylistasafnik, The Living Arts Museum, Reykjavik, IS

1980
891 und Weitere Stiicke, Kunstmuseum Basel, Basel, CH
891, Galerie Marika Malacorda, Genéve, CH

1977
Here Comes my Face, Galerie Marika Malacorda, Genéve, CH

1976
Six Artistes Genevois Contemporains, Palais de ’Athénée, Genéve, CH

1975
Quelques Objets Volants, Galerie Gaétan, Carouge, CH

1973
Ayacotl, Galerie Ecart, Genéve, CH
Rainbows in Heaven et autres dessins, Palais de ’Athénée, Genéve, CH

1967
Linéaments 1, with the group Luc Bois, Genéve, CH
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AUSTRIA
Thyssen-Bornemisza Art Contemporary, Wien
Sammlung Ludwing/Museum Xx. Jahrhundert, Wien

CHINA
Long Museum, Shanghai

DENMARK
Kunstmuseum, Aarhus
Louisiana Museum, Humlebaek

FRANCE

Centre National d’Art et de la Culture Georges Pompidou, Paris
FNAC - Fond National d’Art Contemporain, Paris

FRAC - Fonds Regional d’Art Contemporain Bourgogne, Dijon

FRAC - Fonds Regional d’Art Contemporain Bretagne, Chéiteaugiron
FRAC - Fonds Regional d’Art Contemporain Pays de Loire, Carquefou
FRAC - Fonds Regional d’Art Contemporain, Nord-Pas de Calais
FRAC - Fonds Regional d’Art Contemporain, Alsace

FRAC - Fonds Regional d’Art Contemporain, Aquitaine

FRAC - Fonds Regional d’Art Contemporain Grand Large - Hauts-de-
France

FRAC - Fonds Regional d’Art Contemporain, Artothéque du Limousin
Le Consortium, Dijon

Les Abattoirs de Toulouse, Toulouse Artotheque de Caen, Caen

Musée de Peinture et de Sculpture, Grenoble

Musée d’Art Moderne de la Ville de Paris, Paris

Musée des Beaux Arts, Lyon

GERMANY

DaimlerChrysler Contemporary, Berlin

Kunstsammlungen zu Weimar - Neues Museum, Weimar
Stddel Museum, Frankfurt

Staatsgalerie, Stuttgart

Weimar Kupferstichkabinett, Berlin

ZKM Museum fiir Neue Kunst & Medienmuseum, Karlsruhe

ICELAND
Nylistasafnid - The Living Art Museum, Reykjavik

ITALY

Capodimonte Real Bosco Museum, Naples

Museion Foundation - Modern and Contemporary Art Museum, Bolzano
Trevi Flash Art Museum Of Contemporary Art, Trevi

LEBANON
Aishti Foundation, Beirut

SWEDEN
Moderna Museet, Stockholm

SWITZERLAND

ETH Sammlung, Ziirich

Kunstmuseum St. Gallen, St. Gallen
Kunstmuseum, Basel

Kunstmuseum, Ziirich

Kunstmuseum, Lucerne

Kunstmuseum, Solothurn

Mamco, Geneva

MIGROS Museum fiir Gegenwartskunst, Ziirich
Musée d’art et d’histoire, Geneva

THE NETHERLANDS
Museum Voorlinden, Wassenaar

USA

Albright-Knox Art Gallery, Buffalo, New York

Getty Research Institue, Los Angeles

MoMA - Museum of Modern Art, New York
Museum of Contemporary Art, San Diego , California
The Marciano Collection, Los Angeles

Norton Museum of Art, West Palm Beach, Florida
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IL GIORNALE DELLARTE

Armleder come Dali

L'artista svizzero torna da Massimo De Carlo sfidando nuovamente, e ironicamente, le convenzioni del
mondo dell’arte

«Bunnaha Shan» (2023) di John Armleder. Foto Annik Wetter. Cortesia di MASSIMODECARLO

ADA MASOERO | 19 marzo 2024 | Milano

Era stato lui, John Armleder, il protagonista della mostra con cui Massimo De Carlo, ancora
nella sede di via Ventura a Lambrate, nel 2017 festeggiava il trentennale della sua fortunata
galleria, diventata da tempo una potente e influentissima multinazionale dell’arte. Quella non
era la prima e non sarebbe certo stata l'unica tappa di un viaggio che ha visto pili volte il
gallerista milanese e lartista svizzero fianco a fianco nelle diverse sedi della galleria nel mondo,
in mostre collettive e personali.

Dal 21 marzo all'11 maggio prossimo, il lavoro di John Armleder (nato nel 1948 a Ginevra,
dove vive e lavora) occupa con una retrospettiva gli spazi d’autore della galleria di Milano, in
Casa Corbellini-Wassermann (1934-1936, capolavoro di Piero Portaluppi, in viale Lombardia
17), con la personale «On ne fait pas ¢a», «questo non si fa», con la quale ancora una volta
l'artista sfida le convenzioni del mondo dell’arte, seppure con la consueta dose d’ironia: a
conferma, la famosa foto che lo immortala vestito con un completo formale ma con piccoli
astici che fuoriescono dalle tasche o gli si posano sui capelli (lunghi, scriminatura centrale e
coda, come usava nel '68), come in un’evocazione irridente di Salvador Dali e del suo «Lobster
Telephone».

Masoero, A., 2024, Armleder come Dali, 11 Giornale dell’Arte

«Sans Titre» (1996) di John Armleder. Foto Andrea Rossetti. Cortesia di MASSIMODECARLO

Perché chi, come lui, si & formato guardando a quell’insieme eterogeneo di «guastatori» che nei
primi anni 60 dava vita a «Fluxus», per poi fondare a sua volta nel 1969 con altri artisti
dissidenti il gruppo ginevrino «Ecart» (scarto, deviazione), non potrebbe muoversi altrimenti,
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fedele sempre al convincimento che l'artista altro non sia che «un danno collaterale dell’arte».
A Milano vanno in scena suoi lavori degli anni tra il 1994 e il 2023, molti dei quali, come
«Ciliata (FS)», 1994, in omaggio al «maestro» Marcel Duchamp, & un readymade vivente:
vivente perché un copertone da trattore si trasforma in una fioriera, abitato com’® da piccoli,
vivi fiori ornamentali.

In altri casi '«objet trouvé» & un sua grande tela precedente, come accade in «Old Potrero,
2023», dove un suo grande dipinto a bersaglio del 1985, investito dalle cascate di colori
proprie dei suoi pili recenti «pour painting», con uno sberleffo diventa altro da cio che era,
mimando queste opere a colata 0 a pozzanghera in cui sembra voler riattualizzare e
reinventare, con materiali anche eterodossi, la gestualita dell’Action Painting americana. Oltre
agli schizzi, non potevano mancare le sue sculture fatte di mobili assemblati, con cui «arreda»
le stanze novecentiste di Casa Corbellini-Wassermann, affidando, com’¢ sua abitudine,
all'osservatore il ruolo di interprete e di co-autore delle opere.

© Riproduzione riservata

«OLD POTRERO (1985)» (2023) di John Armleder. Foto Annik Wetter. Cortesia di MASSIMODECARLO

Masoero, A., 2024, Armleder come Dali, I1 Giornale dell’Arte
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John Armleder “On ne fait pas ca” at Massimo De Carlo, Milan, Mousse Publishing, 2024
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“On ne fait pas ¢a” is a solo exhibition by Swiss artist John
Armleder. The exhibition brings together works from various
strands of Armleder’s lifelong practice. His relentless
fascination and savvy juxtaposition of “high” and “low” ar,
decoration and kitsch, as well as geomertry and abstraction,
place Armleder’s work on the cusp of humour and reverence.

Armleder challenges conventions of art, its formulation, and
presentation. Influenced by the Fluxus movement of the
1960s and associated with the Geneva-based Groupe Ecarrt,
Armleder draws inspiration from the ethos of American
composer and artist John Cage. “On ne fait pas ¢a” presents a
retrospective of his work spanning 1994 to 2023,
encompassing Armleder’s iconic furniture sculptures to his
latest pour and puddle paintings.

The title of the exhibition, “On ne fait pas ¢ca™*we do not
do this” in French—was serendipitously chosen, in
accordance with Armleder’s profound embrace of chance and
spontaneity in his process. Bits of conversations, snippets
from books, films, songs, or any captivating encounter may
spark Armleder’s inspiration. Chance, risk-taking, and the
willingness to challenge established conventions form
integral aspects of the Swiss artist’s practice. In a 2011
interview with ARTFORUM, Armleder elucidated his
approach, stating, “I decided that it was ok to make works
that looked like things that had been made before: If they
were things that I liked, that was enough reason to make
them. After all, this is an age- old way of making art. You look
at something you like, and you try to do the same thing in
your own, possibly better way.”

In a nod to Marcel Duchamp, Armleder often incorporates
found objects and creates works akin to readymades. Notable
among these is Ciliata (FS), 1994, where a tractor tire is
repurposed as a vessel for a potted plant, echoing influences
from urban gardening. This “living” readymade encapsulates
Armleder’s talent for infusing commonplace objects with
fresh intent.

Similarly, Armleder breathes new life into his own creations,
as seen in OLD POTRERO, 2023 (1985) originally conceived
as a target painting in 1985, now transformed into a vibrant

John Armleder “On ne fait pas ca” at Massimo De Carlo, Milan, Mousse Publishing, 2024

pour painting. This act of reinvention highlights the artist’s
fluidity of expression and his ongoing dialogue with his
carlier works.

While some of Armleder’s works serve to furnish Casa
Corbellini-Wassermann, including notable pieces like the
sculptural work Sans Titre, 1996, the pet beds with pedestal,
part of the installation Woofly, 2023 (in collaboration with
43Mousse) and one of his famous furniture sculptures Blue
John (Fluorine), FS, 2003, etc., it is his pours and splashes that
take centre stage in the exhibition. Reflecting the dynamism
0f 1950’s and 1960’s American action painting, Armleder’s
recent series experiments with diverse materials, resulting in
visually compelling compositions. Through his poxr and
puddle paintings, Armleder invites viewers to engage with the
interplay of various mediums and textures, relinquishing
control to the unpredictable reactions of the materials
themselves.

In a statement from 2014, Armleder articulated his belief that
“the artist is a collateral damage to the art.” He emphasises
the viewer’s role as the ultimate interpreter and co-creator of
meaning, positioning the artist merely as a conduit for
artistic expression. This sentiment continues to inform
Armleder’s practice, underscoring his commitment to letting
his work speak for itself.

In “On ne fait pas ¢a,” Armleder invites us into a world where
art transcends mere narratives, embodying the essence of an
artist who deftly navigates the interplay between chance,
intention, and interpretation.

at Massimo De Carlo, Milan
until May 11, 2024
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John Armleder “On ne fait pas ca” da MASSIMODECARLO, Milano, Hestetika Magazine, 2024
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MASSIMODECARLO Milano presenta “On ne fait pas ca”, mostra personale dell’artista svizzero
John Armleder.

Manipolando i contrasti tra decorazione e kitsch, geometria e astrazione, il lavoro di Armleder si posiziona al confine tra
umorismo e profondo rispetto per il mondo dell’arte.
Armleder sfida le convenzioni dell’arte, della sua formulazione e della sua presentazione.

Influenzato dal movimento Fluxus degli anni Sessanta e associato al Groupe Ecart di Ginevra, Armleder si ispira all’etica
del compositore e artista americano John Cage. On ne fait pas ¢a presenta una retrospettiva del suo lavoro che va dal
1994 al 2023, dalle iconiche sculture di mobili di Armleder ai suoi piti recenti “pour painintgs”.

IL TITOLO

Il titolo della mostra, On ne fait pas ca - “questo non si fa” in francese, & stato scelto in modo serendipico, in accordo coniil
solito metodo di Armleder ad accettare la casualita e la spontaneita nel suo lavoro. Frammenti di conversazioni, di libri,
film, canzoni o qualsiasi altro incontro accattivante possono istigare I'ispirazione di

Armleder. |l caso, I'assunzione di rischi e la volonta di sfidare le convenzioni stabilite sono aspetti integrali della pratica
dell’artista.

Inun’intervista del 2011 per ARTFORUM, Armleder ha chiarito il suo approccio, affermando:

e o deciso che era giusto fare opere che assomigliassero a
cose gia fatte: se erano cose che mi piacevano, era
una ragione sufficiente per rifarle. Dopo tutto, questo ¢ un
modo antico di fare arte. Si guarda qualcosa che piace e si
cerca di fare la stessa cosa nel proprio modo, possibilmente
migliore”.

In omaggio a Marcel Duchamp, Armleder incorpora spesso oggetti trovati e crea opere simili ai readymade. Tra queste,
spicca Ciliata (FS), 1994, in cui un copertone di trattore viene riutilizzato come contenitore per una pianta in vaso,
riecheggiando le influenze del giardinaggio urbano. Questo readymade “vivente” illustrail

talento di Armleder nell'infondere agli oggetti comuni un’intenzione nuova.

Allo stesso modo, Armleder infonde nuova vita alle proprie creazioni, come nel caso di OLD POTRERO, 2023 (1985),
originariamente concepito come un dipinto a bersaglio nel 1985, ora trasformato in uno dei suoi “pour painintgs”.

Questa costante reinvenzione evidenzia la fluidita espressiva dell’artista e il suo continuo dialogo con opere precedenti.

Mentre alcuni lavori di Armleder servono ad arredare Casa Corbellini-Wassermann, tra cui pezzi notevoli come I'opera
scultorea Sans Titre, 1996, il letto per animali domestici con piedistallo Woofly, 2023, e una delle sue famose sculture
d’arredo Blue John (Fluorine), FS, 2003, eccetera, sono i suoi “pour painintgs” e schizzi ad essere al centro della mostra.

John Armleder “On ne fait pas ca” da MASSIMODECARLO, Milano, Hestetika Magazine, 2024

Dimostrando il dinamismo dell’action painting americana degli anni Cinquanta e Sessanta, la serie recente di Armleder
sperimenta materiali diversi, dando vita a composizioni avvincenti.

Attraverso i suoi dipinti a colata e a pozzanghera, Armleder invita gli spettatori a confrontarsi con I'interazione di vari
mezzi e texture, lasciando il controllo alle reazioni imprevedibili dei materiali stessi.

In una dichiarazione del 2014, Armleder ha espresso la sua convinzione che “l'artista & un danno collaterale all’'arte”.
Sottolinea il ruolo dello spettatore come interprete finale e co-creatore di significato, ponendo I'artista come mero
tramite dell’espressione artistica. Questo sentimento continua a informare la pratica di Armleder,

sottolineando il suo impegno a lasciare che il suo lavoro parli da solo.

In On ne fait pas ¢a, Armleder ci invita in un mondo in cui I'arte trascende le semplici narrazioni, incarnando I'essenza di
un artista che naviga abilmente nell'interazione tra caso, intenzione e interpretazione.

LARTISTA

John Armleder & nato a Ginevra nel 1948, dove attualmente vive e lavora.

Studente di Fluxus a Ginevra negli anni Sessanta e fondatore del gruppo Ecart, il percorso artistico di Armleder si & poi
associato negli anni Ottanta al concettualismo neogeometrico. Rinomato per 'ampiezza della sua produzione artistica,
Armleder fonde senza soluzione di continuita lo spirito di Fluxus con la pittura astratta, le sculture ready-made, le
performance e le installazioni di grandi dimensioni. La carriera di John Armleder,

che abbraccia cinque decenni, € una sintesi dei diversi e talvolta contrastanti movimenti estetici che hanno caratterizzato
quel periodo.

Come pittore, scultore e artista performativo, Armleder si impegna in una continua ricerca sulla natura dell’arte,
esplorandone le possibilita, i limiti e i confini. La sua esplorazione artistica si estende su un ampio spettro, che vada
installazioni di grandi dimensioni a dipinti astratti contemplativi, da composizioni geometriche costruttiviste a sculture di
mobili ornate da carte da parati con motivi. Nel suo variegato corpus di

opere, I'arte di Armleder riflette le influenze di una miriade di movimenti, tra cui la pittura suprematista, la scultura
minimalista, l'arte concreta e la giocosa irriverenza dei readymade dadaisti.

Le sue opere sono presenti nelle collezioni permanenti di molti musei, tra cui il Centre Pompidou di Parigi, il Museum of
Modern Art di New York, il Long Museum di Shanghai, Cina, il Getty Research Institute di Los Angeles, il Kunstmuseum di
Basilea, Svizzera, la Fondazione Museion - Museo d’Arte Moderna e Contemporanea di Bolzano e il Moderna Museet di
Stoccolma, Svezia.
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La mostra psichedelica di EImgreen & Dragset
e John Armleder a Milano

Il duo scandinavo e l'artista svizzero reinventano gli spazi di Casa Corbellini-
Wassermann instillando un certo disagio nella dimensione domestica e giocando con
la percezione

& diAgnese Torres 25/04/2023

Elmgreen & Dragset, John Armleder, Room Service,
installation view at MASSIMODECARLO, Milano, 2023. Foto
Roberto Marossi. Courtesy MASSIMODECARLO

Torres, A., 2023. La mostra psichedelica di Elmgreen & Dragset e John Armleder a Milano, Artribune

La mostra allestita negli spazi di MASSIMODECARLO é un viaggio
psichedelico attraverso lo spazio domestico borghese tradizionale
rappresentato dall’elegante appartamento progettato da Piero Portaluppi,
che in occasione di Room Service diventa la tela su cui prendono forma le
audaci sperimentazioni artistiche di Elmgreen & Dragset (Michael
Elmgreen, Copenhagen, 1961; Ingar Dragset, Trondheim, 1969) e John
Armleder (Ginevra, 1948).

Le sette stanze di Casa Corbellini-Wassermann che ospitano la mostra -
ingresso, soggiorno, studio, fumoir, sala da pranzo, cucina e camera da
letto - sono infatti ulteriormente spogliate della loro funzione originale e
trasformate in non-luoghi che sfidano la percezione dello spettatore in
un’atmosfera straniante, in cui arte e quotidianita, immaginazione e realta
si fondono enigmaticamente. In mostra si trovano in egual misura opere
inedite e lavori incusi nella produzione precedente degli artisti, che
animano la galleria attraverso un serrato dialogo e numerosi rimandi
stilistici e tematici, come l'iperrealismo, ’astrazione geometrica, il ricorso
aready-made e il rapporto tra spazio e individuo, pubblico e privato. Le
loro affinita sono allegoricamente rappresentate nel “soggiorno”
dell’appartamento, dove si trova la scultura iperrealista del duo svizzero,
The Drawing (2023), in cui un bambino chino su un foglio ¢ intento a

ricopiare a penna un quadro di Armleder (Untitled, 1992).

Elmgreen & Dragset, John Armleder, Room Service, installation view at MASSIMODECARLO, Milano, 2023. Foto
Roberto Marossi. Courtesy MASSIMODECARLO
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Elmgreen & Dragset, John Armleder, Room Service, installation view at MASSIMODECARLO, Milano, 2023. Foto
Roberto Marossi. Courtesy MASSIMODECARLO

Torres, A., 2023. La mostra psichedelica di Elmgreen & Dragset e John Armleder a Milano, Artribune

LA MOSTRA ROOM SERVICE DA
MASSIMODECARLO

Tutto cio che durante la nostra vita abbiamo imparato sullo spazio
domestico, sulla casa -intesa come luogo confortevole e sicuro - e sugli
ambienti borghesi viene abilmente decostruito dagli artisti e restituito allo
spettatore in una nuova veste, a tratti scomoda.

Ci si trova infatti alle prese con sentimenti contrastanti, dal divertimento
allo spaesamento, e con un senso di disagio provocato da opere di grande
impatto come Room Service (2023) di Elmgreen & Dragset, da cui la mostra
prende in prestito il nome. Di fronte a una porta chiusa con il cartello
“PLEASE DO NOT DISTURB” appeso alla maniglia, un neonato in un porte-
enfant innesca una serie di riflessioni su tematiche spinose come la
famiglia, la natalita e 'abbandono. La mostra prende pero vita solo quando
abitata e cosi lo spettatore, vagando per le sale della galleria, si trasforma
in una altrettanto misteriosa figura, forse la versione adulta del bambino di
The Drawing. Tra oggetti abbandonati, bicchieri rotti, porte che non si
possono aprire, scolapasta che diventano lampade e strumenti per I'igiene
domestica che diventano sculture, i tre artisti danno vita a un ambiente
immersivo che culmina nell’ex camera da letto. Un ambiente le cui pareti
sono ricoperte da un motivo optical creato da Armleder nel 2005,
composto da pois bianchi e neri su sfondi viola e bianchi e reso ancora piu
alienante da due installazioni cinetiche firmate dal duo scandinavo -
Social Media (White Poodle) e Wheel of Fortune (2023) -, che distorcono la
percezione dello spazio circostante e del ruolo dello spettatore all'interno

di esso.

L'ARTE DI ELMGREEN & DRAGSET E
JOHN ARMLEDER

L’idea di Room Service nasce dal’ammirazione e dall’interesse che da anni
Elmgreen & Dragset nutrono nei confronti del lavoro di John Armleder,
inizialmente studioso del movimento artistico Fluxus, poi fondatore del
gruppo Ecart e infine aderente al concettualismo neo-geometrico negli
Anni Ottanta. Affascinati dalla versatilita degli oggetti di uso comune e
sempre impazienti di spingersi oltre i confini dell’arte, Elmgreen &
Dragset e John Armleder sono inoltre accomunati dalla fascinazione per lo

spazio domestico, declinato in modi sempre diversi nel corso degli anni.
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‘l Always Agree With Whatever People Say About
My Work’: Why John Armleder Isn’t Stressed About
All the Shows He’s Opening This Summer

The artist is the subject of major retrospectives in Geneva and Aspen, as well as other
shows around the globe.

Naomi Rea, July 11,2019

John Armleder, Brioni Fall Winter 2015 Gampaign Photo by Gollier Schorr Gourtesy of David Kordansky Gallery, Los Angeles.

John Armleder is having a busy summer. Both the Modern and Contemporary Art Museum in Geneva
and the Aspen Art Museum are offering up retrospective looks back on the Swiss artist’s storied
career. Meanwhile, despite mounting health concerns, the 71-year-old Armeleder is still making new
work, some of which is being shown at David Kordansky Gallery Los Angeles, and at the Shirn
Kunsthalle in Frankfurt. Together, these exhibitions constitute the largest ever reassessment of
Armleder’s oeuvre.

Long before Armleder became a founder of the influential Groupe Ecart, which introduced Andy
Warhol to Europe, he spent seven months in prison as a conscientious objector refusing to take part
in Switzerland’s mandatory military service. Then, after studying at the Swiss Ecole des Beaux-Arts, he
joined an enthusiastic group of young artists and played a pioneering role in the development of the
Fluxus movement of the late 1960s.

The Swiss artist represented his country at the Venice Biennale in 1986, and the following year he partici
pated in documenta 8 in Kassel. The avant-garde musician John Cage and his “chance operations”
influenced Armleder in many ways, from his iterative performance work of the 1970s and ‘80s through his
iconic furniture sculptures and the pour paintings and puddle paintings of later decades.

Armleder had a near-fatal brain tumor removed in 2009 and he had just come out of the hospital after some
resulting complications when we spoke recently about his world view, and the big season coming up.

Jon Armleder, Passion Z (2019). Photo by Annik Wetter, courtesy of David Kordansky Gallery, Los Angeles.

Welcome back. | know you have been out of commission for a while. How are you feeling?

I am perfectly OK. It's behind me for now. You never know what's going to happen. It was an outcome from
this thing years ago which was very critical. | shouldn’t be on this planet anymore but somehow the other
planets didn’t want me so they sent me back.

You have a busy summer ahead of you with these four shows, two ofwhich are career retrospectives. What
do you think about the selection of works that have been made to represent the trajectory of your
career thus far?

Once you get to my age you have no idea of where the trajectory went and where it was supposed to go.
So | always like working with the people who put up the shows. They have their idea, their reading, and we
work together on it, and it's just one more reading. So | think it's OK

What do you hope comes out of this reassessment of your career? Is there anything you think
remains to be said about your work that hasn’t been said already?

There is no end to what you can say about anything. | don’t think I'm in a peculiar position, it's just what
happens. It’s somehow bound to be that, when you've been around so long, things come and go and are
reassessed in a new context.

Today, compared to when | was younger, there is more of everything, and Ithink everything is much faster
and more immediate. So that offers a very different perspective on what you do, which is interesting. It
doesn’t mean it changes much, because as | like to say, the more things change, the more they are the
same

What do you think about the way the world has changed—the world in general and the art world
specifically—in your time?

What is surprising is that it hasn’t changed much, what is also surprising is that memory loss is extremely
present. If you think about it, World War Il was yesterday, and we think of it like it was five centuries ago.
And it doesn’t stop people becoming more and more so-called “populist.”

This is a big danger of our time, and it must be reflected in our art as well. It is amazing how people forget
about the danger of collective society when they don’t remember the mistakes they made yesterday, and
they’re ready to repeat them again. So in that sense | think we live in a very scary time.

This is perhaps more evident to someone like you, who came out of a generation of artists that were
coming from this post-war period where there was a feeling of liberation and freedom, right?

Absolutely. Yeah, exactly. I'm a postwar kid, meaning: I'm a semi-hippie, hist, left
guy, who thought we were making a new world. And of course it didn’t happen in that sense, although we
had a few festive moments, but they were moments. It is amazing how memory obliterates so many things.
And now again we are afraid of migrants in Europe, and we forget that not so long ago we were all

migrants

Rea, N, 2019. T always agree with whatever people say about my work’: why John Armleder isn’t stressed about all the shows he’s opening this summer, Artnet
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Do you think that art still has the same role to play in society as it did when you first started making
work?

The first thing is we are not exactly sure of what role it was playing, so it is difficult to know if it is the
same or not. There is more of everything. So a young artist today has a much harder time than we did to
frame their decisions, and their past, and all that they care about, because there is so much of everything,
and things are so equivalent. In my days there were no art fairs, and then there were a couple of art fairs;
there was only ten or so museums that showed living artists. There was two biennales or three...Today

there’s a lot of everything.

John Armleder, detail of Quibble(2018). Photo by Annik Wetter, courtesy of David Kordansky Gallery, Los Angeles.

If there’s one thing that has come to define the yearly cycle of the art world now, it is this relentless
onslaught of fairs. | know that you've been coming to Art Basel since 1980 and have observed that

shift. What do you think about it?

It is reflective of the whole scene. Art fairs are like the internet: They make everything available in one go.
The only thing is that, since people like them, they tend to reproduce them, and they end up not even
going to museums and galleries anymore because they have everything in a sort of a slide display one
time, and they don’t even have time for doing the other things.

On the other hand, what's interesting is that many galleries do all the activities and art fairs, which leaves
them extremely free to do whatever they want in their gallery spaces. Then the galleries are either just
storages, or they do shows that they otherwise would have never done because they don’t think of them in
a commercial way at all, because that activity has been displaced to the art fairs. So like everything it
brought restrictions on one hand, but also freedom on the other.

I think one conversation that people are having a lot more about the art market these days is about
the escalation of prices and the increasing consideration of art as an investment. How do you think
that is going to play out?

The truth is I'm not sure it's so different. If you look at the Renaissance in Italy, people were fighting to
get an artist in their compound exactly as they are today to get an artwork which is credited in the press
or the news. So, it is different because these quantities are different, and it's a wider society which is
concerned. Before it was a little group of people, then when | was young it was a slightly bigger group,
and now it is a huge group of people.

But still, if you think about society in general, it is a minority. The art market concerns so few people if
you think about the whole set of people on this planet. | mean who on the street knows about an art
fair?

There have been a lot of questions in the museum world about how to diversify and expand
audiences, and some are questioning the museum format itself. What do you think museums and
exhibition spaces should be doing to invite more people in to experience art?

Well, the first thing is that formats which were reserved for so-called kunstvereins or kunsthalles before are
now available to museums. Of course a museum is better known for the fact that it offers a collection

and does exhibitions of that A in has no ion usually, so that makes it
different. The thing is that the museum has a function of ing its time and the ions there
are in that time, meaning others which were not in the given frame are more in the program today than
they ever were, meaning non-white, non-male artists. It is about time. It took so long for that to
happen. In my days it was just little groups of people who could voice their position on that but there
was no real direct effect. | think today people in major i have di ions about
that so that's one thing | must say that | believe the discussions which are going around have a real

effect that hopefully will change their perspectives.

Installation view, “Ecart at Art Basel” at MAMCO, Geneva. Photo by Julien Gremaud, courtesy MAMCO.

Whenever you have in the past had a curatorial hand in your own shows you've used that
opportunity to invite other artists into your exhibitions. Why do you feel it’s your responsibility to
share your platform with artists who might not have made it on their own?

Certainly the booth we have at the Basel art fair was always about showing artists which were not, for
one reason or another, represented in the gallery scene. A lot of them have turned out to be major
players in the art world, whereas we don’t know who others are anymore. And that's just normal.

But | always liked the position | had at the Basel art fair. | don’t know how they let me in for so long
because on top of the fact that I'm not a commercial gallery, | don’t even have a gallery anymore. We
used to have a cooperative gallery in the ‘70s, but now we don’t even have a permanent space. The
other thing is of course that when I sell artwork, which strangely we do quite often, we give the total
amount of the money to the artist, or with someone like [the late] Gustav Metzger, to the estate.

Some galleries say “that doesn’t work, it’s going to break our whole system” because they capitalize
on sales, but they’re just happy to keep me there as an exotic figure | guess. They’re happy to have a
counterpoint which is in a
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way not so effective because it’s just a table and a few artworks so it doesn't count. Many artists just
hate art fairs, but | never thought it was better or worse than the other things we attend.

It's interesting to hear you say that you don’t think it's better or worse because | know that in
your career you have been seen as a kind of disruptive force in the art world, with wanting to
challenge distinctions between high and low art, for example. Do you still think that way?

Certainly. | mean | come from that John Cage, Fluxus, Happening kind of thing anyway so that never
really leaves you. | am as happy today to show on the sidewalk as in a museum or whatever. | see it
like that. The thing is, I'm not obsessive. | mean maybe when you're younger you're more aggressive
in making your point. I’'m old enough, | almost died a couple of times, so | see things maybe in a
different kind of perspective. | always knew that we do art to change the world, but the world
changes by itself without art. It’s important as a human being in society to recognize that people can
do without you so easily.

Who are the artists you are enjoying most these days, whether historical figures or new names?

It's difficult to say. There's so many. Also because I'm older, and because I'm no longer teaching,
and | am a bit handicapped by my health situation, | see fewer of the younger artists than | used to
maybe 15 years ago. | had the chance to live with two fantastic artists, Sylvie Fleury and Mai-Thu
Perret, and that probably changed my life because they brought me visions that maybe | would have
never had if | hadn’t lived with them. Today of course there is a limit to the brain and | always say

that maybe | don’t have a brain anymore. There's so much you can record and it’s sort of difficult to
speak definitively in the kind of way you would do when you’re in your 20s or 30s.

John Armleder, installation view of ***TBC Untitled (2019) . Photo by Lee Thompson, courtesy of David Kordansky
Gallery, Los Angeles.

Is there anything that you your own work might spark in someone else, perhaps a call to action
or a vision? And with the new work that you have been making, do you see it as a response to
these worrisome new currents in society?

| comment very badly on my own work. It’s difficult because as soon as you say things like that you
end up being sort of a priest, which would disturb me. But | think that whatever you do helps your
awareness, and if it helps your awareness you share it, and sharing is the basic reason for why you
put your work into a public situation. People who own your work give it whatever meaning it has for
them, and | have no idea what that meaning might be in their case. And after all we're here for a
brief time on this planet and for better or worse your work hangs around longer and it will be read in
a different way with a vocabulary you just don’t have. But | try to make my work as open as
possible, and | always agree with whatever people say about the work, whether it’s my text not. As a
matter of fact, you may know that | have written a lot about my work under other names, or even
have had conversations with people who were in fact me, so | can say two different things about the
same thing or contradictory things about the same thing.

Naomi Rea
Associate Editor, London
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Grand Inclusivity:
Two Surveys of Swiss Avant-Garde Master

Shows up now in New York and LA showcase the life’s work—before and after his near-fatal
tumor—of John Armleder

Installation view of John Armleder at David Kordansky Gallery. Fredrik Nilsen,
Courtesy David Kordansky Gallery

In May 2009, the artist John Armleder had a brain tumor removed.

“I said ‘maybe I should stay at the hospital,” he recalls, though he can’t remember why he had that impulse, after he’d been patched up.
Had he not, he wouldn’t have been at the hospital when the hematoma, which became infected and left him in the ICU for 14 months,
became engorged, and he would have died.

“It’s better not to have these things happen, obviously,” he said recently, surrounded by large canvases of his work. “But when they do,
they’re fruitful—they teach you something about life you could not otherwise experience.”

In the intervening years, the performance artist, painter and sculptor—who has dabbled as curator and publisher and spends his time
between New York City and Geneva—has made pieces wildly divergent from the furniture sculptures for which he became well-known
and critically acclaimed in the 1990s. But if you’ve followed his work, you’ll know that’s not because of his near-death experience. He’s
been switching gears in as dramatic a fashion since the 1969, when he founded his influential publishing house, Groupe Ecart, which was
later credited with introducing Europe to Andy Warhol.

If you hurry, you can catch Armleder’s recent canvases—joyful splashes of neon colors and glitter—adorning the walls of the Almine
Rech Gallery on New York’s Upper East Side and interspersed with his drawings and select found object works. Or, you could check out
the sprawling space appointed by David Kordansky Gallery in Hollywood, where another survey of the pioneering artist also happens to
be on view more than two thousand miles away.

“The inspiration for the show at Almine Rech was to propose a sort of survey,” said Nicolas Trembley, the curator. “The gallery was the
right format to show [Armleder’s] historical drawings, shown for the first time in New York City.”

The exhibit, with works spanning the last half century, somehow manages to convey the avant-garde spirit of Armleder, even as only one
or two examples of many of his phases are on display. There is a drawing the artist made at age 15, not far from the abstract, bright
paintings that seem to celebrate his victory over ill health.

Voien, G., 2017. Grand Inclusivity: Two Surveys of Swiss Avant-Garde Master, Observer.com

Installation view of John Armleder at Almine Rech. Matt Kroening, Courtesy Almine Rech
Gallery and the artist

Detail on a recent abstract work on view at
Almine Rech. Guelda Voien

“You can really see the influences in those works, from modernism to Russian avant-garde,” Trembley said. “His practice is... Much
more avant-garde than what people think.”

The L.A. Show, meanwhile, manages to show entirely separate facets of Armleder’s work, with the same whimsical variety.

“Interior decorator run amok,” is the feeling Kurt Mueller, a director at David Kordansky, would say best sums up the Armleder show
there. ““Grand inclusivity.” “Too much is not enough.” ...I think that captures the spirit of our show.”

From a diptych of two dog beds, to an assemblage of Pierre Cardin lamps, to an installation of plants, to the wall painting of an almost
cartoon-like octopus (which appears almost like an accident, as its cut off at the side), the Kordansky show is as playful as Armleder’s
career has been, heaping together his utterly disparate milieux seamlessly.

“David has followed John’s work for a very long time,” Mueller said. “He’s someone we’ve always respected and admired and he hasn’t
had a show in Los Angeles in 20 years.”

sk

The son of a prominent Genevan hotelier, Armleder is the first to point out that he’s been lucky, and not just in his recent scrape (to put it
lightly) with mortality. He said it was fortuitous that his brother was willing to take on the responsibility of running the family

business when they were younger, so he could pursue his craft. At the time, that choice felt firmly Bohemian; Armleder is as surprised
(and pleased, and grateful) as anyone at his successes.

One figure who had an exacting influence on the artist was the avant-garde musician John Cage. His use of so-called chance
operations—the emphasis on randomness in life and in art, as taught in Eastern thought—has recurred in Armleder’s work. But Cage’s
influence was also personal, an inspiration that had nothing to do with what would eventually develop into a shared aesthetic.

Installation view of John Armleder at Almine Rech. Matt Kroening, Courtesy Almine Rech Gallery and the artist

“I met him when I was 12 years old,” Armleder said. “Geneva was a small city, with a fantastic music scene.” As such, he was able to
attend a workshop with Cage around that age and converse with him. Six years later, in Cologne, Armleder was attending a performance
by the Merce Cunningham Dance Company, with whom Cage frequently performed, when Cage spotted Armleder on the street and
reintroduced himself, identifying him completely out of context.
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“I'had gone from being 12 years old, to nearly a grown man, and he recognized me by the back of my head,” Armleder said. The two
became acquaintances over the years, although Armleder hesitates to call it a friendship. Nonetheless, the impact was lasting. In his
performance works, for which he became well-known in the 1970s and 80’s, a flavor of Cage’s emphasis on chance was often apparent.
Armleder’s authorship, emphasizing the performative aspects of his practice, was more in play in setting up the Kordansky show, Muel-
ler said, while the New York exhibit was practically erected without his input.

“Working with Armleder is really easy,” said Trembley. “He gives a lot of freedom and anyway keeps saying that he loves to discover
his shows at openings. He had not much to do so was very happy!”

The result is two aligning shows that in no way overlap but that serve as a sort of cooperative exploration of both Armleder’s work and
the sensation of avant-garde art production through time. Luckily, you can experience one without the other, depending upon on which

coast you reside.

The works of John Armleder are at Almine Rech until February 23 and at David Kordansky in Los Angeles until February 25.

Voien, G., 2017. Grand Inclusivity: Two Surveys of Swiss Avant-Garde Master, Observer.com



|:MASSIMODECARLO

Forbes

‘As Conceptual As It Gets’: Fluxus Pioneer John Armleder
Discusses His Bi-Coastal Retrospective

John Armleder stands between two of his “dot” paintings, at the Almine Rech
Gallery in New York City. Photo: David Alm

“Intentions -- I never have any, and if I had one, I'd be inclined to forget about it,” said the artist John Armleder
Tuesday afternoon as he was putting the finishing touches on a retrospective of his work dating back to the
early 1960s, opening Wednesday, January 18th at the Almine Rech Gallery on Manhattan’s Upper East Side.
Rather, the Swiss-born painter, sculptor and performance artist added, each person who experiences his work
will experience it in his or her own way, based on who the viewer is, where they live, whatever “baggage” they
may bring -- and, of course, wherever the exhibition itself may be.

The New York show, which was curated by Nicolas Trembley, an art critic and expert on Armleder’s work,
complements another Armleder retrospective that opened last week at the David Kordansky Gallery in Los
Angeles, whose soaring ceilings and spacious galleries stand in contrast to the far more intimate Almine Rech
Gallery. Both provide an ideal setting to experience Armleder’s work, but in vastly different ways. Armleder
wouldn’t want it any other way.

John Armleder, January 13 - February 25,2017, David Kordansky Gallery, Los Angeles, CA, Installa-
tion view. Photography: Fredrik Nilsen. Courtesy of David Kordansky Gallery, Los Angeles, CA

“If you’re a composer of music and write a script, and then if someone plays it -- whether the composer him-
self or someone else -- it becomes a totally different event,” he said, glancing at the large, abstract paintings
that adorn the walls of the Almine Rech Gallery’s main room. “The filter is always language or culture. So
whatever you do, when you do it two minutes later, it’s already changed. The world, the context has changed.”

Now 68, Armleder was a pioneering and highly influential member of the Fluxus movement that arose dur-
ing the 1960s and ‘70s. Defined precisely by its lack of definition, Fluxus was initially comprised of a loosely
affiliated group of interdisciplinary artists such as Joseph Beuys, Yoko Ono and Nam June Paik, and took much

John Armleder, Jena, 2016. Mixed media, 225 x 280 cm. Photo courtesy of Almine Rech Gal-
lery and John Armleder

Alm, D., 2017. As Conceptual As It Gets’: Fluxus Pioneer John Armleder Discusses His Bi-Coastal Retrospective, Forbes.com
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John Armleder, While, 2016. Mixed media on canvas, 215 x 150 x 6 cm, at
the Almine Rech Gallery. Photo: David Alm

of its inspiration from the creative ethos of Dadaists, like Marcel Duchamp, and the experimental composer
John Cage. While Armleder upholds the Fluxus philosophy that a given work is never fixed, either during its
creation or after it’s “done,” however, even that label is insufficient to describe the entirety of his career, which
privileges viewer subjectivity and eschews authorial control over anyone else’s experience of his work.

On display at both galleries are several of Armleder’s “dot” and “pour” paintings -- works that, taken together,
juxtapose maximum control with controlled chaos -- as well as his “puddle” paintings, which all but eliminate
control altogether. “I combine different strategies of making paintings,” he said of the former two groups,
which he often combines as diptychs that contrast their aesthetics, and ultimately undermine their ability to, as
Armleder puts it, “make sense.” “By putting them together I obliterate, or void, them of their rightful mean-
ings,” he said.

To create a puddle painting, Armleder buys whatever paints he can find at a paint store, whether their colors
match or not, and whether or not their chemical properties are compatible, and literally pours them together
into puddles on a canvas. There, the puddles start to dry into bubbles, and the chemicals interact until the
bubbles explode. The results surprise, and delight, Armleder as much as anyone else.

The largest, and likely the most whimsical, piece in the New York show will be familiar to anyone who has
walked that city’s streets: a pair of three-step platforms erratically populated with bunches of flowers, still
wrapped in plastic, as if waiting for a buyer to take them home along with a carton of milk. “It just happened,”

Installation view, Almine Rech Gallery, 2017. Photo: David Alm

Armleder said. “I walked along and saw what you call a ‘bodega,” and saw the flowers, and saw it as a sculp-
ture that I could do.” When a reporter asked him what it would look like when it was finished being installed,
he replied, “Oh, it’s done. This is it.”

Also on display in both the New York and Los Angeles shows are several of Armleder’s “furniture sculpture”
works that combine paintings with found domestic objects -- sofas, chairs, even a set of Venetian blinds. “The
painting is very often discussed as being a window,” Armleder said. “So you have a blind, which is a closed
window in a way, but there’s no window, no view behind, which is exactly like a painting as a window because
you never look behind the canvas. You have this idea that the view of the world is on the surface of the paint-
ing, not through the painting.”

Surfaces have long interested Armleder. Turning from the set of blinds, he pointed to a blank white wall in
the back of the gallery. “Here again you have a wall painting,” he said, describing it as one of his earliest such
works, from the early 1970s. “It’s just clear varnish, which is shiny.”

Indeed, the wall did have a slight sheen, unlike another of his original wall paintings from the same era: “You
just paint the wall the color that was originally used to paint the wall, just one more coat,” Armleder said of the
latter work, clearly amused by its anti-aesthetic implications. He chuckled, adding: “That’s as conceptual as it
gets.”

Alm, D., 2017. As Conceptual As It Gets’: Fluxus Pioneer John Armleder Discusses His Bi-Coastal Retrospective, Forbes.com
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artnet news

John Armleder on Why Art is More Important Than Artists

The artist has concurrent shows in New York and Los Angeles.

John Armleder at Almine Rech gallery, New York. Photo: Henri Neuendorf.

Known for an aesthetic that is distinguished by the absence of a characteristic style, John Armleder’s
work spans several different mediums, ranging from painting and sculpture to design, performance,
and installation, and is loosely connected by a non-hierarchical and democratic understanding of art
based on the themes of appropriation, humor, and chance.

Leaning on the fluxus movement of the 1960s, Armleder was an influential member of the Geneva-
based Groupe Ecart, which emerged from the eponymous Galerie Ecart performance venue in the
1970s and 1980s. He was greatly influenced by the radical American composer, artist, and philoso-
pher John Cage, who is best known for his unorthodox conceptual songs, works that Armleder has
sought to translate into the visual arts over the course of his five decade career.

Armleder has two concurrent US exhibitions on view right now at the David Kordansky Gallery in Los
Angeles (through February 25), which just announced its representation of the artist, and the Almine
Rech gallery in New York (through February 23). The Los Angeles show focuses on recent works,
whilst the New York exhibition presents a survey of his work. The two concurrent bi-coastal shows are
indicative of the recognition that Armleder is finally receiving in the US, something that he has long
enjoyed in his native Europe.

Ahead of the opening of his New York exhibition, which is curated by Nicolas Trembley, the leading
scholar of Armleder’s work, the 68-year-old artist sat down with artnet News at the Almine Rech Gal-
lery on the Upper East Side to talk about his work, his beginnings, and why art is more important than
artists.

Neuendorf, H., 2017. John Armleder on Why Art is More Important Than Artists, Artnet.com

John Armleder While (2016). Photo: Annik Wetter,
courtesy of the Artist and Almine Rech Gallery © John M

You emerged from the fluxus movement of the 1960s. Can you describe your early days as an-
artist?

It's difficult to describe, it seems like a century ago, but it also seems like yesterday. | had contact with
the fluxus artists, but of course I'm a generation or two after those guys. | met them because of my
interest for John Cage, the composer, who gave a course with some of the fluxus guys, which | fol-
lowed in New York in the late 50s. That's how | got interested in what they were doing and met some of
them very early. In the late 60s | decided with friends that we're not artists, and that we should open a
gallery, which was called Ecart. We opened the gallery in '72, and we showed quite a few of the fluxus
artists in the gallery, and also performed with quite a few of the fluxus people; but we also performed
the scripts of the fluxus people for many years and | still do that as a matter of fact.

How has your work developed since then?

The worst person to listen to about the work is the artist. | think the art should work on its own, the peo-
ple who look at the works invent the works again, and the artist is just a side effect. So it's very difficult
for me to say this or that, and | don't think it's really my style to try to control the understanding or the
focus of the work and say that it's about this rather than about that. The one thing | could say, maybe,
is that I'm an artist who comes up with new things or new forms, or new strategies for producing the
work. | just go on doing different types of strategies, rather than an artist who evolves from one genre
to another or from one period to another. If you want to take references of another oeuvre like mine; I'm
not at at all a Picasso kind of style, who went from one type of work to another, I'm more like a Picabia
kind of person, who did one different thing after another and never stopped doing different things.

You once said, “l have no genre.” So how would you define yourself as an artist?

Well, that's already some kind of a definition isn't it? Obviously | believe that I'm a visual artist, I've
been interested in painting and doing three dimensional objects since | was a kid. My interest in art
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was also about painting, whether it's classical art or modernist art. As a kid | was very quickly im-
pressed by abstraction, early abstraction of the 20th century, and that has never left me, and you can
see here in the show in New York. Some pieces here are direct references to that.

Installation view John Armleder at Aline Rech, New
York. Photo: Matt Kroening, courtesy of the artist and
Almine Rech Gallery © John M. Armleder

Do you think that other artists restrict themselves by occupying a narrow niche and visual lan-
guage?

No, it's a different way. | know some artists that | respect a lot who basically follow the same strategy
for doing their work all their life, like Robert Ryman doing the white paintings again and again: that's
one path; it's just a different one than mine. But | don't think one is more narrow than another. On the
contrary, for an onlooker who follows the history of an artist, if the line is very visible [and] it's easier to
follow, there’s more hints about what the work is about, if it's about something. In my case it's probably
much more difficult. But it's also very enjoyable because people know you for this and for that.

Art being a product which is taken over by society, there’s fashions; for a time people thought | was
only about dot paintings, or pour paintings, or furniture sculptures—they may only know one part of
what | have done, and | like that a lot.

What’s the common theme that ties together the different parts of your practice? Is there a com-
mon conceptual framework that links your work?

| would hope not. Again, it's a Duchampian way of seeing it. | think the onlooker is the one who builds
the relationship, who understands how things fit together, and if they don'’t fit at all and they completely
escape my perception, all the better.

One always believes that the artist knows more, or understands the work he is doing better than the
onlooker, or the people who take care of the work, and | think it's not true. The artist has a very restric-

Neuendorf, H., 2017. John Armleder on Why Art is More Important Than Artists, Artnet.com

tive understanding of his own work because he’s so close to it, and he remembers the moments when
he was making it, and the anecdotes, which are just episodes. It's not at all a universal understanding.
So what binds it all together? It's obviously time, space—areas. And all that would be wiped out by
new time, new spaces.

Like | often say, if you look at works under the spotlight today, they may have been painted at a time
when people had no electric lights. It's a totally different context. But on the other hand you could say
that things have not changed that much at all.

Who are some of the artists that have influenced you?

All artists have influenced me. And when | walk on the street a building or a tree influences me as
much as any other artist. If you want to find closer linkages, the composer John Cage and the people
around him. When | was young | was extremely impressed by the constructivists, Russian abstraction
and Dutch abstraction, so that is very strongly present too.
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Installation view John Armleder at Aline Rech, New York. Photo: Matt Kroening, courtesy
of the artist and Almine Rech Gallery © John M. Armleder.

Your New York survey exhibition looks back at work from the past, whilst the Los Angeles ex-
hibition featuring current works looks more ahead. Which do you prefer? To look at your work
from the past or to look to the future?

| tend to equalize things. | wouldn’t say that | prefer one thing to another. A show is done with other
people, and they are collaborations and so the intentions are always different. New York is not Los An-
geles and vice versa, and the spaces are extremely different. The show | did at Kordansky was the first
one person show | did with this gallery, | had a show with Almine Rech in Brussels (in 2014), with new
work, only painting, which was produced in Brussels. Circumstances influence a lot; you don't really
know what it will be about and you don’t control everything—although I'm certainly not a control freak
in any way. | wouldn’t say one is more important than the other. It's an opportunity to see the different
things that I've done. The LA exhibition gives a different image than the show in New York, but both
make sense. I'm the kind of person who wouldn’t want to impose things on people, and it was the wish
of the different operations who had ideas about what they wanted to do. If they're not comfortable with
it then I'm not comfortable either.
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You often mention that the artist should step back and let the work speak for itself. What’s be-
hind this reasoning?

| think we are passersby. In my case, | escaped death not so long ago, against all odds. The art,
whether you want it to or not, remains, it sticks around. It's one of the things that scared me the most
when | was in my bed and was supposed to be leaving. | thought “all that mess | produced and now
my kid"—I have a son—"or my friends would have to take care of it, it's not fair.” Like if | knew better
how to take care of it myself.

If you read the papers there are hundreds of things happening at the same time, and it's only a fraction
of what is really happening. As an artist you get so involved in what you're doing that for a moment you
think that it's the only thing in the world—and it's nothing—it’s just a hiccup. One amongst a thousand
hiccups. So | would never tell people this or that about myself, or about others, or say that this is more
important than something else. I'm unable to do that.

Installation view, John Armleder at David Kordansky Gallery, Los Angeles. Photo:
Fredrik Nilsen, Courtesy of David Kordansky Gallery, Los Angeles, CA.

If you weren’t an artist, what would you be?

Probably an artist! When | was a kid | had a brother who was much more artistically minded than | was,
although he was into writing and so on. My family was raised in a hotelier tradition, for five generations
they owned a hotel. So my brother when we were fairly young said, “You want to be an artist? Okay go
ahead and be an artist. I'll take care of the hotel and you can be an artist.” He was very protective and
fatherly in a way. So if | hadn’t been an artist, and if my brother was not so nice to make way for me, I'd
possibly be doing what my family is doing. And when you do what your family is doing, do you know
why you do it? No. You do it because you are framed in that tradition, and you have a perception about
that. So maybe it would have happened that way, or perhaps totally different, who knows?

“John M. Armleder” runs through February 23, 2017 at Aimine Rech, New York.

“John Armleder” runs through February 25, 2017 at David Kordansky Gallery, Los Angeles.

Neuendorf, H., 2017. John Armleder on Why Art is More Important Than Artists, Artnet.com
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Casavecchia, B., 2017. John Armleder “Better, Quasi” at Massimo De Carlo, Mousse Magazine
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Graft, J. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Graft, J. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Graff, ]. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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JOHN ARMLEDER

Graff, ]. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Graft, J. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Since debuting in the late sixties as the member
of a now-legendary art collective in Switzerland,
John Armleder doesn’t believe in the notion of
the author, nor in the distinction between artist
and curator, instead pursuing an organic practice
based on collaboration, participation, exchange and
a “permanent creation” attitude towards life.

INTERVIEW BY ANDREA BELLINI Ecar[ is a group

of artists, an independent space and a publishing
company you founded in Geneva with Patrick
Lucchini and Claude Rychner in 1969. But your
activity and your friendship with the Ecart found-
ers started some years before, when you were active
under the name “Bois” or “Max Bolli” group.

JOHN ARMLEDER We were essentially a group of

AB

JjA

friends, all teenagers, and we were studying draw-
ing with Luc Bois and doing sports with Pierre
Laurent, a rowing instructor. These two teachers
Were our mentors.

In a certain sense the Max Bolli Prize can be
considered as your very first curatorial project: a
trophy awarded to boats that sank or came last in
official regattas.

We hadn’t any manifesto, we did not share any
theoretical position ... We were just teenagers and
we were marginal in the traditional community of
Geneva’s old clubs. At the end of the year, there
was always a general meeting where prizes were
awarded to those who rowed for the longest, those
who won regattas, etc. In a rowing club, the boat
is a fetish. There is a respect for the material; there

AB

JA

AB

is a distinct lifestyle. We were against the hierarchy
of sports success, which seemed almost similar to
military success. We thus created an anti-prize,
which rewarded those who did wrong, those who
were breaking boats.

You were developing a strong collective identity
and at the same time you were working on the
possibility of a group artistic practice. In French,
écart means “deviation”—your art works were
conceived as so many deviations from the group’s
everyday life and activity. For example, if we con-
sider the Max Bolli prize, it seems that from the
very beginning you were interested in the Fluxus
principle of the equivalence of life and art.

Exactly. We had in mind Robert Filliou’s “perma-
nent creation” attitude towards life.

You were very young, fourteen or fifteen years old
at the time—how did you learn about contempo-
rary art and the Fluxus movement?

T had a particular interest in music, and when I was
very young I went to a festival in Donaueschingen,
where I met John Cage who was giving a confer-
ence. During the conference I asked him some-
thing and after the speech he came and asked me

JOHN ARMLEDER
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what Ihwanted to become, and I said “a painter.”
Iimmediately wondered why I had said that. Eight
years later, whilelwas walking in a small pedestrian
street, a person behind me called me. It was Cage.
He recognized me although I had quite changed,
and asked me if T had become a painter.
Indeed, Cage has had a great influence on your
early curatorial and artistic practice.
Yes, when we founded Ecart in 1969, we organ-
ized a series of happenings, some of them based on
Cage scripts. I think I had three shocks in my life.
The first was when I was very young; my mother
used to take us to museums when we were trave-
ling. She would always lose me, perhaps because
I'was already fascinated with visual arts. I was about
four years old when we visited Fra Angelico’s The
Annunciation (1438—45) in a small monastery in
Florence; I cried in front of the angel’s polychrome
wing. Later we also visited Giotto, which I loved,
probably because for a child it looked like comics.
My mother was American but always lived in
Europe. She wanted us to see the promised land,
because America was extraordinary in her eyes.
I was eight years old when we traveled there. We
visited the Museum of Modern Art in New York
where she lost me again; when she found me,
I was in front of Kazimir Malevich’s Suprematist
Composition: White on White (1918), mesmerized
at only eight. At that moment I told her: “Look,
Mom, this is modern art, this is what I want to do
when I grow up.”
And the third shock?
... was John Cage.
These really are your roots.
Yes, I think so. Early on, I read Allan Kaprow’s
Assemblages, Envir s and Happenings (1966),
in which he talks about Fluxus and the projects
he did around 1957 at the Reuben Gallery in
New York; it caught my attention then. I do not
remember if Cage came this way or vice versa.
This is also how I found myself in contact with the
Fluxus people.
From the very beginning, it seems, for Ecart group
there was no difference between the collective prac-
tice of art and the organization of an exhibition.
This is totally true. For us, everything was really
coherent and organic.
And talking ‘about your curatorial activity,
“Linéaments 1” in 1967 should be considered as
your very first show, still as Bois.
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It was a call for a public participation. It was a sort
of a statement: “a few young artists invite visitors
to share an experience for a month.”

While you were working on collective installa-
tions, you asked the audience to participate in the
project. You were already developing the Ecart
group’s main principles, like the disappearence of
individual signatures and an active relation with
the public.

Yes, I remember, for example, I made a big instal-
lation, a collective sculpture, with Bois, Rychner,
Tiéche and Wachmuth. It was a sort of total installa-
tion 6fsound, light and movement. The idea was to
put spectators in the middle of an entire enviroment.
The second show you organized with Ecart was the
“Ecart happening festival” in 1969.

We practically lived injthe basement of my fam-
ily’s hotel, the Richemondjyfor fifteen days and
organized a festival. We gatheredyevery night with
people who came and we explained the next day’s
theme, but we were also telling them that anyone
could come with any project that we would help
to implement.

Then in 1972 you opened a gallery space on Rue
Plantamour and you started organizing solo shows
around the group members, right?

At first we, Patrick Lucchini, Claude Richner and
myself, mostly showed works of artists working
with the Ecart group, then we started to invite
other people. We had very few resources, and we
quickly realized that we needed to print to dis-
seminate our activities. But at the time, printing
was complicated, expensive, and a pain to produce.
We decided that the only possible way was to open
a print shop ourselves. To finance this project,
we printed commercially for other people, notably
my family’s hotel, galleries in Geneva, restaurants,
etc., which funded our own business. It has always
been this way — a self-sufficient system.

How did you learn about the printing process?

We had a workshop outside of the gallery only in
1972, when we set up our first print shop. But we
first started printing in the same basement where
we had our happenings. We learned how to print
on the job. There was a print shop next door where
we asked for their advice, about what to do and not
to do. Then we would go back to the basement and
do exactly what we should not do; we thought that
it would work anyway. So we developed that kind
of printing very instinctively. It was attractive for

Graff, ]. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Musée d'art moderne ein Hannover (2006) and posed of John Armled
Geneva in 1997, Armleder’s um of Brandeis University, Mai-Thu Perret, Mathieu
was an installation occupying achusetts (2007), Armleder Phillpot, “Voids: A Retrospec
rooms, where large wall painti ators to recreate this piece, at the Kunsthalle Bern in 200
bined with an arrangement of be e surprises resulting from giving Centre Pompidou in Paris in 20
niture pieces and works selected tistic control: “I am a chance freak: together nine examples of empty e
museum’s collection. On other occasio through randomness.” by Yves Klein, Art & Language, Robe

Put together by a uniq Brouwn, Bethan Huws,
Roman Ondék. These art-
d the extreme gesture to
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onfront nothingness and absence,
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the artists we exhibited, as we were not only able
to produce publications, but it was also a meeting
place where we spent time drinking tea. It gave
artists the opportunity to suddenly create a small
book, which at the time was not an easy thing to do.
When you were at Rue Plantamour, you also
started a sort of cooperation and mutual assistance
with Adelina Von Fiistenberg, who created the
Centre d’Art Contemporain Genéve in 1974.

‘We were neighbors, and saw each other constantly.
‘We then did several projects together. In 1977 we
did a project with the Ecart performance group
and some other guests like Carlos Garcia. Later,
Idid a solo show at the Centre d’Art Contemporain
with Martin Disler and Helmut Federle.

And then in 1981 you curated for the “Teu-Gum
Show” for the Centre. It was a curious show, one that
put togheter Jean Fautrier, Olivier Mosset, Genesis
P. Orridge, Max Bolli and Walter Robinson.
“Teu-gum” is the word “muguet” (lily of the valley)
written backwards; muguet is the flower we give on
1 May in Switzerland. Half of the exhibition was
a rerun of the “Times Square Show” curated by
Walter Robinson in New York, which took place
in a house in ruins. [ knew Walter and I asked him
if it was possible to do something similar. Almost
everything had disappeared, but he offered to send
me some of the works which he had kept. For the
other half of the show, I then added some works by
chance. For instance, Fautrier’s work was included
because I bought a work at a flea market and did
a kind of composition with it. I met Gustave
Mescher some time before in Frankfurt— he was
not making art any more, and suddenly he decided
to start again.

How did you feel about being artist and curator?

I never really saw the difference; for me it was
completely equivalent, and it still is. I never really
believed in the “author.” I think that we are col-
lective beings; our intelligence is the result of an
exchange, a conversation or a negotiation, which
is of course defined by the time or place in which
we live. Nowadays, I think that we can escape
the place where we live, much more so than when
I was young.

How did you choose artists for your shows?

We chose artists that we were interested in and our
friends. I did an exhibition with unsigned paint-
ings that I found in resales. They were, therefore,
anonymous paintings, which is funny because
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when people asked us who made them, we would
answer that we had no idea; but they thought that
we did not want to tell them. It was an issue related
to the market that started to take a new form.

Tell me about the show “Peintures Abstraites”
(Abstract Paintings) you curated in 1986. Was this
a response to the success of figurative paintings in
the ’80s?

It is again about opportunities. I think that in the
early 1980s, there was a renewed interest in paint-
ings on canvas. Then began “bad painting” and
Neo-expressionism, notably in Italy, Germany
and the US. In the 1970s, they were considered to
be commodities, and so it was looked down upon
somehow. But all of a sudden it came back, and as
I was very good friends with painters such as
Olivier Mosset and Helmut Federle, I thought
that looking at painting again was great, but that
abstraction was a genre of painting that we still
did not look at enough. Between the three of us,
Olivier, Helmut, and I, we discussed and decided
on the paintings. In the end, I was more responsi-
ble for finding the paintings here and there among
collectors, and I chose to invite emerging artists
like Gerwald Rockenschaub, who at the time was
not known at all.

Can you tell me something about the two shows
Marc-Olivier Wahler asked you to curate in New
York and in Paris?

1 consider it a sort of double exhibition, first at the
Swiss Institute in New York, then at the Palais de
Tokyo, titled “None of the Above” (2004) and “All
of the Above” (2011), respectively, which are each
a line to be checked while filling out a form; it is
the same idea on principles of equivalence. When
Marc-Olivier asked me to do this exhibition in
New York, I told myself that we could gather a few
things, with the idea that it is not necessary to be
able to see in order to see things. So we invited
people and asked them to make miniature works,
no bigger than, let’s say, a cell phone. Today, the
artist list is quite impressive, because in the mean-
time the world has changed, and artists become
famous instantly.

I saw the show; I remember the space was empty
and there was a little Maurizio Cattelan sculpture
climbing a window.

Cattelan’s piece has a long story. It was a figure
of me that was originally made with my students
in Braunschweig. My work there was to organize

JOHN ARMLEDER
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projects around the world. With the stu
especially foreign students, we would gather our
networks to find a space to organize an exhibi-
tion and invite artists. Then we would manage to
find money, to fund the trips, and so, each time,
it was self-produced. The exhibition in which the
Cattelan was shown happened when I started work-
ing in Braunschweig, in a large hall on the ground
floor that does not exist today. It was a little town
and so we asked every garage to let us borrow some
of their cars; four or five garages each lent us al
ten cars for the duration of the show. I th
udents to do projects themselves or wij
ists such as Maurizio, but also Ugo
Olivier Mosset. They each se
alize; some of them came in per
. Maurizio asked that we make a
arfield glued to the back of a car, but
e me. So, one of the students made a fi
it did not look like me at all. He then cai
Sylvie Fleury, whose aunt used to make figurin
for Caran d’Arche in train station windows around
Switzerland, and she made the figurine. We first
showed it in Braunschweig, and as I kept it, we also
showed it at the Swiss Institute where you saw it.
“None of the above” was kind of funny.

Because you could not see a thing and a lot of peo-
ple did not get it. In 2011, Marc-Olivier asked me
to do another exhibition at the Palais de Tokyo;
there, I remember an opposite situation: the wo;
are present but no one can see them becai
e present. It was inspired by two thi
gypt as a child and I remember t
seum in Cairo that had a room wit
ding in front of one another, so
see those in the back. But it was
those at front either; the presence
hind was just as effective as the one:
Another experience happened in temples
where after you pass a first door, you pass by
gious figurines on the sides, which filter you but
that again you cannot see. When Marc-Olivier
asked me to do a project, I wanted to do something
in that direction. So I used this strategy and asked
to build platforms on different levels for the pieces.
I invited many artists and again, the exhibition’s
economy was really simple: no need to look for
impossible pieces, they had to choose what was
available. Again, an exhibition that was built
availability rather than a list of names.

—

A

ibition system was interesting and sur-
rising, mostly because there did not seem to be a
hierarchy between the works; they did not contra-
dict one another.
There are several possible interpretations. But
the structure that I chose is the opposite of being
formatted and limited —it opens all possibilities.
Years before, I had hung works for Pierre Huber at
Art Basel, where the entire booth was covered in
mural paintings; I chose a lot of works to hang on
Il the way I wanted to, and it created a general
. It was interesting because the invited art-
thusiastic to exhibit their works under
ns, which they could have rejected
xt. I do not know why, but I am ve
am pushed to make a mistake.
aying, you have more freedom as
r than a professional curator. Artis
ve a positive attitude towards your dis-
atorial practice.
olutely, I may provide some opportunities that
other people do not. However, some artists work as
traditional curators. When I do a show, like when I
make a painting, I want to forget everything I think
I know — create space, rather than closing it. How
does an artist have more agency to make mistakes
than a professional curator? As if someone who has
an art history background does something wrong,
the mistake is more noticed; but if the artist does it
, we say it is a signature, a conscious choice.
ind of exhibition do you really not like?
are many things I have prejudice
everyone else. It happens when I see
consider it a bad one, but afterwar
there must be something interest
issed. Unfortunately I did not s
rbi’s exhibition at the 2011 Venic
at no one liked, so I cannot say any
about it.
tially you are saying that is impossible to fail
at an exhibition.
Fundamentally yes, it’s impossible. I do not think
one can fail in anything; a complete failure is too
ambitious. Curatorial practices contribute to
knowledge, provide evidences for knowledge. We
say that the world is an artist and that art is life.
I think that it is the same for curators; we are all
curators from the start. The curator’s advantage is
t he or she enters a system of knowledge that is
ly collective.

Graff, ]. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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Villa Magica
2002-

A Geneva-based record label founded in
2002 by John Armleder with his son Stephane
Armleder (aka The Genevan Heathen) and art-
ist Sylvie Fleury, Villa Magica Records has since
released music by, among others, Christian
Marclay, Genesis P-Orridge and Thee Majesty,
Gerwald Rockenschaub, Jordan Wolfson, Steven
Parrino and Olivier Mosset and, since 2007, has
partnered with art historian and contemporary art
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editor Lionel Bovier to curate, in conjunction with
artists Stéphane Kropf and Benjamin Valenza, the
Artists Records sector of Art Basel. In addition,
Villa Magica has been responsible for an annual,
now traditional XMas Party in Geneva— con-
tinuing a thematic thread that the artists holds
dear, as he’s used Christmas trees and deco-
rations in several projects, including “Mr. |” at
Graff Mourgue d’Algue (2014, image above).

Graft, J. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope

None of the Above
2004

All of the Above
2011

“None of the Above” was an exhibition curated
by John Armleder at the Swiss Institute in New
York in 2004. Here, Armleder asked forty-seven
artists for works that were either extremely
small or immaterial. In 2011, as part of the
“Carte Blanche” series at the Palais de Tokyo
in Paris, Armleder curated “All of the Above,”
inviting around 20 artists, including Sylvie

Fleury, Robert Longo, Mathieu Mercier and
Jim Shaw, to present a work on a stage plat-
form. Whatever the nature of the works, placed
on this stage they became subject to a frontal
viewpoint and a visual superimposition mak-
ing the whole effect oscillate between chaotic
entanglements, groundbreaking meetings, and
mixtures of genres.

JOHN ARMLEDER
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SOME SORT OF WINGS BY JEANNE GRAFF

As a student in 1962, John Armleder owns a herbarium and decides to take a lily and
crush it— it is too big— between two pieces of wood. A bit later, he gives a presenta-
tion on hummingbirds, whose remarkable feature is their capacity to hover in mid-air and
fly backwards. At that time he also trains regularly, rowing on Lake Léman with Patrick
Lucchini and Claude Rychner. The group, first known as Max Bolli, then as Bois, later
becoming Ecart, walk around town observing rooftops and leading unofficial and ephem-
eral happenings in the snow. In 1969, Ecart launches an exhibition, screening and publica-
tion program in the basement of Geneva’s Richemond Hotel, with a happening titled White
Flights of the Imagination. Different activities based on the color white are carried out by ten
or so participants behind a transparent plastic drape.

Since then, John Armleder sets up his exhibition for the Ecart booth at Art Basel
every June. Just like at Chez Quartier, he is a regular — sitting at a table, looking at the
passersby and talking with clients.

One afternoon at the gallery, the neighboring storefront has just changed their window
display, and the competition looks fierce. On view are samples of their electric heaters,
which, the day before, they hung up using metal wire and a blind as background. After
putting away the Christmas trees, we go to get what’s left of the last Hawaiian Christmas
party decorations for the following part of the exhibition: bamboo boards and the braided
leaves of eleven nipa palms.

We bring everything back to the gallery, put it in a pile in the middle of the space
and go to pick up John Armleder at the Chez Quartier tea room, which we also call
le bureau (the office). Sitting on the bench in the gallery, he decides to set up four nipa
palms high up on the left wall, the bamboo board on the center wall, and the rest of the
nipa palms on the right wall. The balancing board at the center falls off the wall, so we
nail it to the wall halfway, as the other half sinks to the floor. The seven remaining nipa
palms are hung on the wall just like the others, with nails, starting from the bottom, in
a to-and-fro movement from right to left. Armleder plays a Hawaiian music compila-
tion that he made to go with the exhibition. Afterwards, we go drink a coffee at Ailleurs,
a bistro across the street, to think of a title; ailleurs (elsewhere) would be perfect.

The series of exhibitions “Mr. I” at Graff Mourgue d’Algue in Geneva has been
going on for almost a year now. The next step involves the nails used for the previous
exhibition: they’ve been hammered every which way to hold the nipa palms and look a bit
tangled. The constellation on the right wall turns out particularly well. With the artist
group Bois, John Armleder made the first version of this work in 1967, so its caption will

read: Untitled, 1967-2014.

A few months prior, John Armleder made an installation of paintings hung in a row at
Galerie Andrea Caratsch in Ziirich, some of which have motors of various movements

JOHN ARMLEDER
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Questioning the notion of appropriation using
ornamentation as a conceptual medium, for this
bold project at the Centre Culturel Suisse in
Paris, John Armleder has given the production
entirely over to the renowned French interior
decorator Jacques Garcia, following the princi-
ples of delegation which he holds dear. In the
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John Amleder:
Jacques Garcia

2008
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Centre’s main exhibition space, the designer
created a meticulously detailed neo-bourgeois
apartment, containing an entrance hall, dining
room, lounge and bedroom, with chinoiserie
and assorted ornamentation set beside work
by Armleder as well as George Condo and
Helmut Newton.

Graft, J. & Bellini, A., 2014. Curated by John Armleder, Kaleidoscope
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About Nothing
2007

An'installation of hundreds of works on paper
produced by the Swiss artist John Armleder
over three decades, “About Nothing” /was
an exhibition/held at the Kunsthalle Zurich in
2004 and at the South London Gallery and
the ICA in/Philadelphia/in 2007. Co-curated
by the artist and Beatrix Ruf, the exhibition
presents /an expansive and experimental view

of drawing itself, with' works hung wall-to-wall
and floor-to-ceiling to create a‘temporary,
site specific work in its own right. The exhibi-
tion was accompanied by a massive catalogue
bringing together nearly 600 drawings, fea-
turing essays/by John Armleder, Beatrix Ruf
and Parker Williams, the/long-term alter ego
of the artist.

JOHN ARMLEDER
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from the house in which John Armleder and Sylvie Fleury lived, previously the home to
a magician named Professor Magicus. This year, the holiday decorations incorporate the
Christmas trees that appeared in the “Change de couleurs devant vos yeux” exhibition in
Geneva a few months earlier. The trees are then hung from the ceiling in a bunch; some
are piled up to look like a bush onto which thin silver Mylar strings are then knotted.

For the first edition of the “Art Métiers— Art en plein air” in 1985, which occurred all
over the picturesque Swiss town and its surroundings, John Armleder decided to decorate
a pine tree in the local forest with the residents’ decorations, a task that was carried out by
the organizers, as he was unable to travel to the site; to this day, has never seen the tree.

As someone who is very sensitive to the beauty of B-movies, John Armleder has also
organized numerous film programs, my favorite being probably the one showing Nude
on the Moon, the 1961 film by Doris Wishman and Raymond Phelan. It was shown on a
television set placed on a sculpture made of, among other things, scaffolding elements and
plants, in the context of Armleder’s retrospective at the Mamco (Museum for Modern and
Contemporary art of Geneva) in 2007.

Last week, John Armleder was in Paris to visit the studio of Jean Carzou, one of the most
prolificand celebrated artists of the 1960s in France. For two exhibitions at Galerie Richard

sea submersible. He is also know as having inspired Hergé for the character of Professor
Cuthbert Calculus (Professeur Tournesol) in Tintin.

At the end of last summer, we are on the terrace of the cafe Ailleurs watching a plump bird
coming and going between the tables, before stopping, counting the clients and starting
over again. He has a gimpy leg that goes off to the side. John Armleder points out that the
bird is the one keeping the cafe, so naturally he goes around to every client. The owner
confirms that the bird has been coming every day for years now — his name is Johnny.

John Armleder has thrown a Christmas party in Geneva every year for the past fif-
teen years, inviting friends and colleagues from the international art scene to join him
in celebration. In 2013, like every year, he welcomes visitors from behind his record
booth. There, he sells Christmas music compilations — some interpreted by a Hawaiian
orchestra—and other records produced by Villa Magica Records. Sylvie Fleury,
John Armleder and Stéphane Armleder created this label in response to a popular
standard in the English-speaking musical industry, which requires its artists to put out a
Christmas album, alongside their own albums, as a commercial stunt. Villa Magica
offers artists an alternative, aiming to produce only Christmas albums, allowing, for
example, Steven Parrino to make an album of devilish music as, John Armleder explains,
both the devil and Santa Claus share the same dress code. Villa Magica’s name comes
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JOHN ARMLEDER (b.1948; lives and works in
Geneva and New York) is one of the most important
and influential Swiss artists of his generation. He has
had solo exhibitions at prestigious public institutions
such as Dairy Art Centre, London; Tate Liverpool;
Kunstverein Hannover; Mamco, Geneva; Kunsthalle
Ziirich; Casino Luxembourg; Le Consortium, Dijon;
Secession, Vienna; Villa Arson, Nice; Kunstverein
Diisseldorf; Musée d’Art Moderne de la Ville de
Paris; Kunstmuseum Basel; and GAMeC, Bergamo.
In addition to representing Switzerland at the 1986
Venice Biennale, the artist participated in Documenta
8 the following year. His works have been shown in
group exhibitions at MoMA New. York; Le Centre
Pompidou, Paris; Punta della Dogana/Palazzo Grassi,
Venice; Kunstmuseum St. Gallen; CAPC, Bordeaux;
Kunsthalle Wien; Museum Ludwig, Cologne; Museum
fiir Gegenwartskunst, Basel.

Authors

Former editor-in-chief of Flash Art International,
curatorial advisor to MoMA PS1, director of
Artissima and co-director of the Castello di
Rivoli, ANDREA BELLINI is the director of the
Centre d’Art Contemporain Genéve, where he has

i of Pablo in, Marina

Current and Forthcoming

Galerie Richard in New York is currently hosting
“John M Armleder — Jean Carzou,” a duo exhibition
from 5 June through 23 August, 2014, due to have
a part two at Galerie Richard in Paris in the fall. In
addition, John Armleder’s work is currently on view
in the group exhibition “Conceptual and Applied
111: Surfaces and Pattern” at Daimler Contemporary,
Berlin, until 2 November.
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Abramovic, Gianni Piacentino and Robert Overby.

JEANNE GRAFF is a Swiss curator. She is the
co-founder of 1m3 in Lausanne, Graff Morgue
d’Algue in Geneva, Clifton Palace in New York,
as well as a member of the band Solar Lice. After
having organized a series of four shows with John
Armleder at Graff Morgue d'Algue, she is currently
working on an exhibition of his work due to take
place in Basel.
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Mz Well, iF an arvwork were completely gemen, or
neutral, it wouldn't exist ar all. It's & nice idea—a
ubopan condtruct. But if vou'ne interested in making
waork thar deer exaer, you're ferced 1o alipn voursel¥
with seme sor of precedent, 5o you're inevitably
going e e constrained, e snme depree, by precon-
geived weas, As ve ofter v ideal wonild be
noat i e able 1o fecogniee o ik, eciaise
thar woald mean thax there’s more o it than those
preconceived ideas, more than whae 1 already know.
By the samc tokem, o 1 knew cveryihang about a wiork
from che start, i womld hroosme

it perindless

it el oplasmic
mirrae, ansd that would be very baning.

FS: Could vou descnibe your relaticaship 1o the wep
erenire of Ahateacs forems thae vou Bave seed through-
out the years, particularly those inkerired from
maodernism?

Ja: When | staried working in the lage 19605 under
the banmer of Ecan, there were teveral mew moves

ke w. Ie would be just about me,

EI% saTroaLM

meenits crapping up every month, 50 vou ended up
tartally confused Bocause thare werd s many Mo
keing imvented, Faradoscically, you began o have a
feelimg thar mayhe evervrhing had already been
done, In a way, Flusus freed me from this problem
altopribee. | decided that ot was OK #o make works
thar loaked like rhings rhar had been made before:
If vhey wene things than | Hked. thar was enough
reason o make chem. After all, chis 15 an age-old way
o makieg ari. You kook at smcchang you Lo amd

v ey 80 do the same the y viour v, porkaibily

beteer way,

IPve always conssdered gecmetric abdtraction a
ressrvoin 4 palette that has Beon made availabls by
meoderniny (granting chat modsmmicy, of course, is
mulzifacered und encompasses mose than one dis

weas thear avaslabilig, T eoidired b
sacned of mysbeous=—guite the costrary, It
o me thar moderniry provided ns wirh signa thar

“T'vealways considered geometric
abstraction a reservoir, a palette
that has been made available by
maodernity.” —Joln Armleder
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were meant 10 be used, whether for endenaandisg
the world or for consoracring an arr pacer.

P [l o Bave & aqorscific aealla on s when yos
deesded 1o reuae this anenial)

M When | first made thone para-Supremariv works
it the mud= 19705, | was interested in @ symebolic
lamguage chat | wanzed po pat back into play,
because whar it stood foe—a new sochers, nevola-
thom, amd o on—sermed o me o be still valid. We
SOl 3o Foaas i a kingd o ral ¢ histosucal
vapermarhen. Memory, collecrive or mer, mabies these
fornes available, and avalababiny proghuce meanisg.
Meaning, as it emerges, then defines car engage-
mend, our politics.

M comarse, | wiasn't saive, | was well dware that
five housand people had deme this same faneasess or
not-s-fangaidic thing bofore me for all sors of &i-
ferent reasons. When vou use a form that is alreasdy
known o swesethusg, vouo should tke advantage of
tha fact thas m's already keorwm, You should alse try
o validare the Form's ongnal mesaming by showing
1kt the meaning is aill eclevant, although porsagne
noa fur the same reason, Simply soaredd, the
hecormes e fective mecely because you are rewsing ic.
I a kind of recrching, | gatber thas ong crniral s
is rather silly: Plug ca cbauge, Blivs &'eaf La mdmg
choge, All thar we know, or presume 1o know,
rieal. Theere Sre o withed
aitucenis. Each maove wie muke changes our tasies
ndicas, Things look aldke, i they don's, step hack,
and they willl Step back again—they won' just look
shike, eyl acvually be alike, Seep hack once mese,
i cead b0 e ak alll This is where we owghe
IS,

that [ Gnd rikisg isthae,
o b s majority of works by ocher arci
have reviated twesticth-costury musders
seomns divesd of mostalgia

Ja: People feel moscalgia for modermism, | abink,
partly because when we look hack ar thar ena, we
imagine char ity scrors had an immediace grasp of the
e i which they were hving, &0 avwaresew of the
stakes and 1B import of what was happening. Bue of
coure thar is never the case, A % far as we're
concermed, given how radically everyrhing has
changrd. 1he begimnimg of the twentecth commry
might as well have happened a thousand vears age.
W thimk of medermism as being charscieneod by an
oolbipdtiion el =Bt i, ™ Bk e’ v i |
i chise eomsnreovw. We're right in the middle o
science-fiction wenario that prople wued o imagine.
B facr. we"ve surpasscd in masy ways

Fi: While you continue o prodoce pantmgs, sculp
Bures, drawings, et the currend reception of your
wm eends po place emphacsis on vour large weli-curaved
abaltiion, whach ciich inchude othes feophe’s work

aFR mEFigy

s that

s well as your crn. The fist one of thewe &
I saw beft a serong—I would even say for

imgsresaio G e D was a Ewo-part exh
sugmcs | Mursee &7 Are Moderne er Consemsporain,
Genrva) in 1957, which accspied three conar utive
roscms o thee first floor of the museum. How did you
afvve ot (i shracnasic?

M O past of che show, “Pan's [k " viars @b
standards in comtemgenary &, The etular work was
in Fhe first pooen: Frund obgects were piked ap in 3

cvemer, 8 reposivory of things thar had been ied =

resdymnades sisor Dochamp. The secomd e .
rained dior paini by oeher armists. My only dinece
conbribsation was a dot wall painneg on which all the
otlser works were hung.

Fii: Some of the paimtismgs were older than the dot
[rasing yoes yomstseld have bees diing since the "8k,
while e were the work af much veunger artian,

AA: Ir cowuld jwer as easily have bBeen any other doo
pamntings by sy other artace. | used what was avail

ahle o the museum's collection, | wasn't irving 1o be
compeeheruve. None of theee Lirge. soale sbaws have
really been aho other shan, perlaps, 3
way of doing things; kere, sy imencion wn oo crcane
nigght call a pac nbellmgent platioem,
Dumping réddy-masde objects in a reom as if thay e
mmeari 5 be theowe our: Than's wha 1'd call a prewde

inrelligene des==comething thar’s wan of rrying and
Failimg to b smart.

The third eoom appeared 1o be sleghtly mone
sophnticatcd, alibough it really wasn't. [f contained
=t of monizors showing srarie shoes of paineings,
Alered in roal time, that wene semewhine else in thy
musEm.

Many exhib ¢ & kind of [aelligence
thar i very academic. Bt the ideas behind the
sAMED shivw' were voluntanly dwmb. My thinking
weas 1Bt & peemdnimelligon idea might trigger an
variginal respemse more readily rhan work shar pros-
ceeds from chese very scademic premises.

5% You have remade this pile of ready-made junk a
mamber of tmes since then. Cam you describe how
it's dome? Like many of your works, it involves a
peisie iof delepation,

iz | ke @ g of obwviows possshle abgocns ia bicycke
wheel for Duckasp, & rack of seon ghts cvoking
Diain Flavin's seore-bought fsaures, and so onl, and
the curatorn, gallerise, or gollegior whe 3 il
wark sdda wharsver they think dbauld be par of e,
and then in's piled up in a comex. OF course, theresa
vy in the Face ehat | diplas the obfeos lke
a f iranh even an | devigm
Mayke that’s pant of the appeal
Personally, | always bk ehi
o devabsed ohgect i saved and then presented in a
way that elevases i v o musch higher stanes cham i

what y

[

oion Hhat 5 &

“Things look alike, Ifthey don't, step

back, and they will. Step back again—

they won'tjust look alike, they'll

actually bealike. Step back once

more, and they Il cease to be atall.”
John Armleder

had when it was fusceienal. In the fiest couple of
versions, the objects that were collecied did wand up
gertug §hrown away, bur the msore fecent avatars
wire froaen, s 1o sprak, and bocame sculpranes
There are soms of these chan IPve never seon, There's
ane in Ehe hands of & collector who wams o add a
few chings eo ir, | dos's keow axactly what, Ie will
arill be an srvwerk by me, ver warh slementa | will
probably never wee.

F8: What you're talking about here is 2 tramues nog
oaly of authership But of s £. Thix is very
clearly rhe cave wizh, for mitance, vomr femiture
sculprurevmnlsere vou combing mosochrome o
albngract paincings wich foused furnishasgs, sothar 3
chair, say, becosses sculpnes while the paintings may
Funcos &5 docorative preoes of furniture. Or che fues
natwre may b cel on che wall alos

paiming, s thae the objects are radically reorienosd—
alumg with our own viewing position, We can sec
thils ranspositice of naeansmg novonly B your eie of
lound, preexeing ohjeces, but also in vowr ows
production, s for o W in your prodectios of
fubricared ohjeces and curated projects.

JAe Well, takr the carpers, which ¢ wovin copiesof
may paincings. They wene the last chings [ ever wassed
o e, | ehosagha it was the
have, Mothing gets lovwer th
walk on & caepet, which o ©
painting . . . Bt arvamd 19K | Snally went through
with ir. The madels 1 wed ior the firss peo were poor-
quality pictures af previous canvases of mane, taken
& wasakgar, where the colies were wrong and
g Blurred, The Babricarers had o appronc
e carlied da bt theey could and invent whar
ever they needed i complete the phece—I didn't help,
Carpers have standard sipe, w0 ehey also sdupied the
passting oo the sizc of the carget. | sborwed the canpens
a1 sculpgures on very knw pedestals, chen on the wall
a5 paimtings, them a3 conventional carpots on the
of redefinition intenests me.

imshest whea vou could
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F&: This brings v o the noiin of display, 1 conceen
thar e 1 wi wedl smd char was more obvi-
ously themarized in the other chapoer of the Masmco
shiww, =M Drfes o= Mot Say Maodl, which
woimgriied 4 single eponyeroas work

M 1 vl e of phe show, | used & single plasorm
raibser tham three. The idea wan 10 have ihe same
mmventary in esch of the
ance, if there was a bed in
one roos, thore wosld be a bed in ihe neat foom
if there was a geomerric shsrre
e roscm, chere
gh thas was a

B

:|-|uu.-u|+| and the &x

ligphen. The cosdistent dnrangemi
# produced a vorslly new pmags o
w0 much 2o thar when y wil froen come

mrddistely tha

I, with the larzer traveliog 1o the

Tha el euivenew strmzned m, v the fact  Hanmmer [Geima,
thar the ohjects themaelves were all complesely dif-  Rose Am Museum ourside Bos
frrent froen anc anather, Many of the componenn M8 Well, the Giemeva exhshinon spocfcally played
wiere very broadly defmed. One of the dlemenis was  with the idea implicd by vour question—ihe o
amply “a K which ended up takimg the  thar you can explaan one work through the oxas
foers o am arnre devigner lamp in o smoand s of snthe, earlier woel:, | shewwed new pasoes, burwe
mondesiripd, rum-of-the mill Acivre in gnothers the  made a real effont (o cover all period of my career,
third light source was s Dan Flavin neon sculpture.  goisg all the way back 1o 19
S0 the specific ns wore precise buc vagee st rhn: projects had mever beon o
sarme fime. That's & dealectic thae = 1
think in rerms of Hlm far ye
et Whensver
with & muxiuee of Vg i
-I vou're talkiog About art.
ve that chese kisnds of ahows could
Imont h:- gomsidered I\.I.ru. hes or 51

Ty

7. Baime af th

eazed 8 real sense of
Yima could mov thene wans a6
theazng 4
wivieid like & fdre work was actually dn
YRE vered. T

» be mow has been dome be
anither &

wharever appears
whet

rod simulamne
e K

atisi, I yu

by
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“This inability to distinguish new
from eld suggests that whatever
work you produce at the beginni

of vour career is not vet finished, and
whatever appears to be new has been
clore.” —John Armleder
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that, then you'ne sot goeng to iry o say, =This is
abour now and absout moy art coday™ Ii's abous vou
womvoreew and the ex day and vooon, W you'te
lacky, the wark breomes a sprsghoand for some-
thing else—something that hasa't yet happened.
There is such freedom in the productson of aet, asd
o mnich potential 19 open up avenues (hat arvises,
and people in general, might nos have been previ
oualy concerned abour, That it why ity a privilege to
do what we da,

The Hamnover exhibiton was denely inscalled,
s it was imenediasely chear o viewers that m many
cases one work would have to be read liscrally

e e of forional perscnas for comibc peliel, Some
exhibiticns seom o express chis aspect of vour prac-
tige moee directly than aghers. For instance, your
200 exhibicson at Andrea Carstsch gallery in Zurich,
=Jeln Armleder: Mew Paingings,” was extfeme in i1
almsost slapssick nemaction: It simply probonged the
gallery’s previcen exiubition of (livier Mosser's most
recent camvases. Certainly, the collaboraive splrie of
Feart has animated many of your prajects, as other
prodscerns have heen broughe ineo vour shows in a
namber of ways. |n addiion oo the cursed abows, 1
could mention your nemenous collaboracioas over
the years with Sylvie Floary and Maossct (somotimes

theough another work, There were wall pai

that served as backdrops to other cwo-dimensicnal
works, with scaffolding procoy—ster] armatures hung
with garlands of lower—eonlptures, snd vidéot in
frant of thes, Then, at an additianal lyer, 1 gprin-
Lled arranne o rhe enpie of s and che |mi- jusder
sranding af are, mastly from the Newe Yorier,
throughous the whaole show. You know, all these
fanny drawings whene people = a museum are looks
ing ar a pipe or 5§ radiamoe 3 if it weee 3 scubpture and
st 5o whoover was looking at the antworks was
atws bookimg at @ spool of modemist and costempo-
raery adm, Presenned umder glass, the cannosa could be
seem as artworks themadves o, bedauss of thear small
weale, a5 wall labels of 3 sor explaining wharever ehe
wis in the room. The many misumderstandings such
3 sisustion coukl generate became, in 2 way, the con-
tent o the absw.

F5: There's always an ebement of humas i your work,
In fact, this has been an ususually sober exchange,
comachering 1hat im past imerviews you have ofven

P Iy and unsder the pame AMF,
together] or yoar 2004 shew at che Cancre Calnanel
Suisae in Paris, where you simply handed the space
naoer 1 Phe interinr designes Jacques Gascan to wic as
ke wawe i Bae in ose eekibivion se Cararech, the
notion of collshorazion was arguakly wreenched re rhe
point of absardity, since, without any imtervenzion
wharuever, the works were now sttribubed to yoa,
M Oine of rhe chings char was greas abgt the Flaxus
artis is that they were undecided ax o whether an
artwork was a joke or somethisg that demanded
somt kind af vemeration. This vacillarson is cencral
1@ v endersanding of my own work and of art in
[peneral. 1§ you view something as completcly serious
or az complerely iromic, vou're miseng ic aliogeches
O course, the Caratich shaw may come off as an
inside joke=—for example, o savvy visitar might get a
kick osat of the fact thar Olimier was invaolved in sim=
ilar games = the 1960 when he was part of BMIT.
Dt che insider’s aspect of it doesn’e really mterest
me. You comld have someone comdng le who ksows

Stroun, F.,, 2011. To be determined, Artforum

neither my nork noe Clinder’s and whn hadn't wen
his previous shows It's not as i you have ke option
of cxplaiming it to chat person—it would be srrogant
taslam the conceptual premises in somebodys face.
Bus that viewer's pescepiaon b wiill vabid and real and
makes &8 such sense a3 any other,

IFSe I'im Buving 4 hard time imagining vou addresisg
wach an unknowing spectaor, la't the show addnosed
instead 10 a viewer wito it prvY 1o vour coscepnaal
grstures—anmeone hke me i

M N, When 1do s ahow, its frst and foremens for
mpwelf. | wams o change the view | have of my woek,,
ar in fact to change my work aleogedher, 1o recrace all
of my wnneeded commbutions to 8 proup of works
shar I single out for view. [ also do i, mayhe; for the
perven running the space. i thas case Andrea
Carateck. Sevondarily, that show may have been for
Dlivies, and then for the pereos wha's dlucless, and
ey tien for viewert like vou, wha ka5 bat abeat
CHONPEMROELTY AP,

[ don't mean to segges thar | believe n rhe e
rence of an mnocent, pure spectator, and further
moee, I'm nor discounzieg vhe idea thar it may be
imporans that L, and che people directly imvalved,
share & pood understanding of why | made certain
decksions. It Brings abous a tangible shared knowd
edie, whether publicly articulated or nog. But even if
semeoed i 50t aware of the ins and outs of my -
rure and what it might mean, some knowledge b seill
eransmithed somehow—awareness can be achieved
through other means this those we bend o describe
as kmowing. Everybody's experiences incorporate
ani resonate with thase of other peopie. Culrure, by
definition, is 3 collective beass, 0

Arfe deil Al
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It BOMFTAR! penticn, gt octfe pices, #nas
Presgea foan Fiplc &l qwertvon o Lo calesr, e
Msatenr, e Norrgrealine.

Man ambition n"a jamais éte de righer quod

guc o sl o, comme iu le oix, |"imapine que

la plupant des choses som réghiss depuis

toujours. Donc, en falr, o de wourisme.
Tmtervion

— Fhawi dex e

r i Iv st posdes depuis
Sséphanic Moisdon, Pasverrare aujourshe ole {'exparision, gueile o
photagraphic  celle gui netiend fe ples ; est-ce gue ¢'ene celle de
Léa Fiwk. Paitenr, celle i décoranil, ow bes i 2

Cem um peu an tdlescapage. La prémitre question ost celle de
l'auteur et & partir de ¢ nroment-1, oa s demande comment hes
ehaix 1 eant mis en place. L'aulsur, chez beaucoup de persannes,
il ne b voient pas, ik ne savent pas em gquoa e le sais, ils n'y
[penzent meimd pad, Mak ili a'abordent que rarement la question
& i Hgitimite. Ils o'smaginemt pas que |'ocuvre pournadn
evenhuellement nier 'apalogie de "authenicig,

§ion veut, ot possibile de woir cene SIS COMmEne une
critique de la notion &'suteur. Mais wour sueang de 1s part de
Jaegoes Garcia, qui jose il sos propres canons stylistiques, ce
qu'on attend de lud. Alors quien fair, il 2 une palette d'intérées
comphirement dufférents, oe qui et peu connu

o= el ear L fows e dle L bl poncruarson Sans i tieve # 1 v a
demblie wn jow de langape dans gerre hivesing go indigne élramgensent
bes repporie o Sqrrvalence, Piveriane, oe n'eer pas s privcipe de
esllaborarion, ¢enr ga lampimatind ou fe canacting iur pow inddit de
Pepération. Ce w'esr par pe oo-production wow plive

HNan, parce que perwonnellement ou trivialement, jo prends
Joques Garcia en tant que sigratare comsmee d autres prenneat ke
pisair, dont on ne connait pas ameer d'ailkaurs. Lés deas points
st bel et bien poar signilier que 'objct de I'exposition ¢'est
Jacgues Garcia sans lud demander la moindre inferpretatson de soo
robe dany Lobier &2 'exposinian. Mais & atees vermont bicn sir le
fait qu'il v & soavent pas mal de points dans mes ableaus et gue
[par gilleurs je supprime de ma deusicome instaale be poine que oo
imyprime sur Je carton en péndral o John M. Armioder -

11 Fallair Lien rattraper fous oo poimts perdus.

— i wewdramt adviver e panainon §"ar repensé d ce graffied sépligeé dans
o @ pariniont ao Alamco « Oh et puis non |« gur e soppelans e
praffind e Dgbord -+ Mo travadller jamais. « Firece qwe tw asduers 2¢
pirnllile

L s Oh et puis nom £« que je cite m's sustout intrigué, je ne sais
pas de quod il 'agi. Dhe prise abord, il y 2 un renancemsnt, j
n'em suis pas centain, maks oo que Pom sait, quasd on renose,
<'ext qu'il ¥ 3 un appel du vide, Donc, en général an effer de
remplissage, en surabondance. 11y a quéhque chose di ool ondne
i g2 e dams sette xposition, e penee s que dans 1'effer de
soumraction du graffiti, il v @ surabondance, ol y a un effer de
surinformation. Cette wdée de mettne en jeu plus que 'on ne peut
ensnaitre a5t wne choss qua m mierosse mai, mais qul incéresse
audsi Jacques Gancaa. B il se trowve gue @ inténesse Guy Debond,
iquer Jacqucs Garces a trés bien connu, contre oute allenle,

Quand oun peene @ 1'mmage repertarige, véhboalbe par Garcia on ne
Passocie pas fosctnwent au situmionnisme, Or Garcia #1ail un des
rires amu de Debard.

= Plepuis kier, o mar disgundew o Gorcsa, o sirsarion 2
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Loéin du chiiteau bleu » Johs Armleder.

somplitmen: phangée, Ow parlars de dicos e pair o sowdaimeser 2
Jeamadient e Thetorcd Rire o edpuce.

Ca vombs bion en mai 2008,
— el araen oyl
Mar poubes. bes expositionm revelent |"opporianime.

== 151 B qucrdvony ol éroeoenl, W v @ dovgioners vy o] e vl dhove L
smaricre osd fes s appeockent len aesnee of of penre e sacthoelen e
iliparan o phadnal, Sarmaul o & il o Pl piriods o
walaracarim de rrave o1 du mdrire,

O mar v b cquestion, eiSectrorment ctayie par des valours morales
Uil ne SONE FEs mies en iy ahondées, disoutées dans un paoget
pareil, mqwnmq&mmmww
limpaalifite. Cor serait abusnde de wir cefle exposs £ em miang Je
labeur 115y o jasnai cu susen de irsvail dass e e e
expnitions providonios. Le (it qec jo e b nEalie pas ost
secondade. On & toufouss, & oed dailleurs, donsé rrop de oralr
T'ivaginatem Jo ativion. Linagination of quchpes choss J ieiact,
d'absbrait, il n'y & pas d"elfort & faire, au s musculaise, pour sulant
quen le sache. Er B, oest an o parfait 4" compemiteur qus Beee
e pantition et qui donme & an instrumentide b crte blanche pour
jouer Poevre. O p®a jaenals cormidénd un compotineus oomime us
parcsseus. Mot pe suis bien sir paresseus car cest une oomposition
AseT Paresseire que je progene. La paseise o4 un travail pernaanent

— e Dackamp o valorisd ¥

Chu mats w1 1 di ca, bes pens, a V'époque du ready=made
aqu'il y avait un mangee dengagement, sa sens de Uelfort. Mo o
r0is G parter du momant ol 1 ﬂmmh,mﬂ

== e ik it et o N e e iy i b

C'est bien probable ! La verru de ce qu'on & fxit et bel et hien fondée
sar e nanarel, contrainemnest & oo qoe %on pourrsil oo, On
aEcusera ek quekjuun comme faogues (Garcia, wolr med, mals
avet e prefexie conceptuel, d et dans |'amtifice. Alors qua'om fait, o0
st bow et s pliss pabarels e 'on puises imaginer. Apeis tout,
un enlant dans s chambee, va prendee dewe erot abjees qui n'aas
wiem & voir, b dgenarr dlans un con, les rogander et irmuver que g
mentre dans |'harmonie da monde. Les expesizions sonr des exaraicg
dhe ces sibualiom, ke voudrasent vonr une vioon plus abstradie oo
plus étheérie du nedmee geste, mais dans le fond el pasticipest
exactemen de B méme mécanique,

= T sais guae eu s e dowr mafenin ponr i otodr e celentes i dieepeion
peretagmaladne, Man B, ¢ So s pest peduriabfe. Chaawd fu dooones oot
dipaidy quilly ¢t b mange de cerlitaads, de sarprise, o Gonseseent, de
perplenind

La premséne Empresoon, Cesn U O SXICTEENENT OF G M Tendan
o'ne certaing mamiere. C'est wn allor-netour. e suis surpris, parce
que normakemen ¢a awrain di aller de rravers, pas cosame un &b,
Mam entre ke femps reduit, ke meyens du cenere, fl ¥ a mait peu de
raisons de dicider [aoques Garcia 3 accepber. ['ai compris au momest
ol il 2 i oui e o3 I'intéresail réelemene, quae £ albwi e fire,
dlasw an sens réel ot nom pus celui da beurre, et i dire gu'il n'slln
pas falre un modtle. LA Pal éad sanpris. Maks quand r fais quelgque
chut o T 0™y & PO gaasi rion, ic voudnis bien vrsiment pour
riés, 1a i peux #re que gobalement surprts, dasns be serm dune
Fubstance i serai b suspriss boaie. Ensuits, i'ai ¢1¢ surpris quiil v
Tarisae i charud,

— Jacqurr Liarcaa me porlair kvee o ool comsee of b clienr, au pedcises
ot i s i e Jlaar o e Ve demagintive 2 (haelle ot Le parr e

condronbé wax consquences de oetie dé coenme de ré H]
tes uesstions par exeriphe, Clest un satee type el Ls
rovposnabilise morale que P'on @, ©'ost azlle de mettre en jou queky)

o o ey

cheore qui sctive du see, je ne dis pes « gqui Bvee du sens s, meam gqus
pPermet aux gens, en parageant ceoe expirience, de chasger lear
oomitituteon, D masitee plivegque, consme quasd on wont da fileas,
L champemant paat daee paur ke eneilleur o podar B pire, &6 neé 42
[ait pas foecément du bien em allaen fness, c'est I méme chose dans.
ure expeition. La respeemabiind d'un artisee, e d offric des
inatruments de ortare qui sont efficaces.

— T gaad ot Bt L guaarionnt, Pusiir Uantnsdr Sraligiide, giee piised- it
A draplay enree 1 peinnire, lar matuene s 1o chaminde, o fed Sikaher
dorden qu memeient aur dorveye di La peimdare, Qhasnd fu décosnres sala,
CAOF 11 84 ST PR G COT S JTRIM [iNFTeTINR, i ElecE Qe 1 Y
s

Iy viks exmctement o0 que ha i deers. ['m lendssos & vear ke chenes
cnenimae ket woat, Bi plus ol nedins. Le fai 18 que j sug
terrvhlamens jaloun de cete seussie. Je me suls pas sty que bs gens, &
puart qpushgues indines, lisent cela de maniére Dodanentabe. Cst an
epipke e et qui ot ¢ b Emndgré. 1% st an diglt
codlatéral su nivenu dis s, e pomse gu'il y & dastecs de mes toilo
diing b intérieuns de collectionnean qui sont présentis de cete
rnnd:rnwlmm:mmdwmmu
sl I massques: afvicaing ou poo hieer, sur des o o
lﬂ!u:kanm:‘mumm‘mquﬂuhpquhhﬂppﬂu
tpu'um enur blan dans un eance ovee us bane 3 3,50 m e
ke qui esane de lire un cenrlel 3 Gbd, <ot loul s exoligue
e o displiy.
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s bn €N BETral, (N e Ioars en Sinarion de
mégueiation. Rien quion s partant, on o lo client de 1atre, poar
whitenis dis séposses par excenple. La veribd, c'od gu'as &epar,
Jevquee Uanca mes voysil wosnims ke commandiain du projer, ce que
e suis nadis seuenvent au mrveau & la paridtion. Essuile, il & comprm
quelques chose, cif i 8 ¢0é rin poisti & ke depart dans b
compottrension du proet. B il s'est rendu comgpie gue € §'éais
vraiment le cliesn, B devrai collsborer svec mot ot que done, pes
Pow, e Sotoe e rapgonienit & mod en tant que personeage. B
devrait "adapher 3 ce que je peprsente. Ge qu'il Tait @ habitsde dam
w6 désorations danteriear Pour dviter cela, il & glivs vers quelqu'un
aquil nexiste pars, parce qu'il 4 senti que e voulais il fasee un cpece
Uk e vl e ne rarraraoe [11°0 £3ir e ransbie i 1oun petl pe
porverse s, car il s trouve, que oo client, par hasard, suraic ane
peinnare de moi dass son apparmement, une photo de lus; un bl
e s miere, C'est wn pou ambigu dasm b construction. Maix jo peme
quil @ bien compris que el e soalplure elstrale.

= Ce olient a pav aillees gueelgpss pomchanis Sawapies mangs,

Tunn.pctmmuuchplmrtdummmd |hzr.¢|.|u!|:t
décaner, Jewek i e A pard coux
ﬂuim'lm Chee lus cetli sensualile est asser
affirmeée. {in sait, que dane certaing maniére, (a ne m'inkéres: pa
dars by représenamion, £l v en a une, dand meon oeuvee, pasce qu'en
principe, il n'y en a pas. Cela ne m'a nd sarpris, ni péné, ni encombo,
ol "wmee meinire ou e autre. Ca ma diverti
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Mai-Ths - Mo "3 adore e
s - Hum bam

Jo s pan
Mlai=Thus - Parce que s autnos sont un peu plin spedctasulains o il
v a e b mise en sokne aved des peinbane niarales
Secphanss | Ouais. L4, v’ 3¢ [a mis¢ ¢n soeng &
John O, il w3 msbme plus, finalemend, quailleurs, parce gue si
1w regardes 3 gobe, 8 v oo ke diclinaiurm O socrochagey
peradhiles o1 de.. de e on soeme d “sccrochage de Poouvre
individeclic, la comtradi ke e
ke principe de bhase de I” 1o Mams,
bon. Abors qu'cst=or gue vous voules [aee ?

4 1 [T
L aves tod. [Kises)
st fort parie

Tl

gue ba premicre exposition, une des premicnes
expimitiorm s costemponain qiss sl vil Cérall 1om exposition aa
Comaortium aves hew. .. non pas Rottweiler mas Goswaks

John ; Chaans

qui n'éail pas un mauvag chicn O sillears,

i [ Rises]

Eric: ...t bew. . et v'avail beawc [ w3 ot alors
i E SO BT Sased
Jokn - T dhois £ voir wne, dans s dermicre salle de cet Sage, qui

ctait dams expon
Eric : Chest vrai F T

¢ souvices pas diu toul Je cet ehEment B
I pas i e

o, non. Celle-la elle a eun
ke plaresu tahle 5 dré exposé
swul dans une exposition de peimiures abstraites, jo oo au mande
ele lanles sepal el veenment

e s plus sl €76t | urg o & Hake,
d¢ Bk je crobs, o expostes separement. En triptyque plus ard,
sy e mivean, elles ant fout vu, [Rine] Le, b planesa aussi, i
Srait exposd de maniéere horzoniale, done on s vuen
photographie de temps 3 aulne

Seéphans: ; « Oh | Br puls non «, c'ési us graffin que 1 avais vu
dams e clot g ?

[ skl deltut Guased

i’ habitais 2 la villa Magica, il ¥ avas oo graflial dans ke evur o il o
venu quelga’un ici qui prévend que ¢ gueliqu'um qui a faEl os
rallile B en reaciio au sien

Siephamie - Ah bon ¥

Joha : Donc dlvac
tece e I"surews du gradl
in peu darpens ¢
Malbeurcusenend pas T esl-3

e Lwcerm, bos charses ¢

Uhaar, ¢

e oo e

s'csl manifesté ot 3

= Parsce, e

fare qu’il @ neclame Je

1 o
| Fire|
Exrig : 10 ¥ 3 tane newvne qui et cachiés Liohas
John : E

&1 hea
dare de 69 i c';
evidemment, une PRCT Gul pomrra el el
Twcinations de Serpe Lemoise miais <"etaib und chaudiere qia etait
découpss done il v 3 une porte ¢n hublog dars b chaudsére o1 il
I'ont posse pusie par ferme

Eric ; Mais. rarce que

John - Done j*y sais pour rien.
Exric : 6, par u s, il y ava
qui craien aussi dies volumes eomEw (@ aves une apese &

s etk plooes de Jadd
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Johin :

i ;o premse que s By

s machin, ke machims tordus..
s, fu vy dire ¥
2

"hu = Zerra non # L
John : Cha sseoin € pib
Eri : En plemb tu veux dire
Mai=Thu : Ouais, vomis em plombs,
Erie 1 et con
c'ear forenidahie (0, | eSpere qoe (1 ERTegiscne parce que el (e
Eres €1 . [Rare)

Seéphank: ; |"espdre aussi

John ; Qe v wnt Grud
Banjoue
Mai-Thu : Moi i"sdore ot esgalier,

+ Mod s

Jai purs Schard b phota e
comtente de ke voir, Toix poc je ke vois om v
Stephanic | Mo, ¢ ol wne salle Ieis, Lres s
il est hlem o groon s un enorecien o il n'y asra pas
Jimages, dons o saura e de quelle salle o 3'agt ! [Res|
Mlai-Thu : 11 Faui rester rés ™A1 sinan 6N sira jushs
connement. ..

Ssephaee : O, oul. Hey, Eric ! Ca seri a rien |

Eric : 11 ¥ 3 cetre plice qui ressenshle & un Graubner e je disabs &

John

f can v S o sur s

IV G T

g ¢ | Bares]

o watks el b

a'a

Soéphans: | Ohua ol Taul metine I'envegistrear sur Jobin em (a6, Ol
trés clair..

‘oila, 1 il courne et 5 on (nisai ¢a 3

Cend P G+ eNPEERIDT o ¥
N, mads c'est boa b

Jahin : Ex pourtand, cllc

Ei pourtant, il tourne.

hu & Toes S0 'l enn

sere pas, g il ot

Johin ;O rocuke o1 on..... 1o 0@ qa‘on. . Ao b, par exesple,
c'est ce que Christian appelle un nuage. .

K : Ur
John : Tha. st Maccrochage. |
L hilant e 2
sressd vraiment qu'a <a

ik

it par ieree ef penda
P i neale i

ol @ Bk e

e Faine . B puis ¢'#8ei super naignon pane
3, il plagair chague truc puis rour d'un o

AR T

rosr, » [Rires]
Tua qui & fast Pacerochage #

Johin : Mouais, enfin & Jeux distns

Ersg : LA, posar oo moages ¥

ni lui, ol Ce muage. Alors perdans o iemps

I preneares, elbe
Bes pens aimeni bavcoup, b paees de Zack Wilde. |
Ticm, e b T s ot bl enfan s en g
s cosmentaine parce que e peux kur dedlaner gaos dpicaiie
quamd il voit gu, il sit de quoi on parke, hew, celui qui s
Lack Wilde va o aiime Prealas
verra une cible,
Eric : Chaand 1" vt Pioapa, 1o san plis comment elle vsppelic
Au cenre Culture] Sulsse en ce mavmaent, & Paris, qui st superbe
anves bu ven ke dius tablcass Je Lobos, b aoavies o Mimsd,

are, b, €

et Bob

Tell Me Why
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Eirig ;oo anicudie @ « O s fo e fatsais o gockgs o aamtee B e, o
Bt sm meéme tempes et bris tentant 'y onoire sauf qee guasd on
il thoont, enlin tu von - quib coayent | 5i oot aussi temtant,
lacuke.
Jetin & Moiis, ..
Mai-Tha ex Siephamic : Tu peusi pas parce que la place est prise,
Jobn : La place est prise, Voild,
Stephanse : La place est pas vide, ¢'est-8-dire que...
Jotn ¢ 1 faan en"iliminer pour prensdre la place,
Sairphank: : T ne peux pus sevolr, e pas dam un récit
Janticipation.
Jobn ; Gt o que cortains artisies essayens de fire svec leurs
wivaun, [Rires] Chaais idie, €%ost om fait d"ovacuer le fait que
Pamisze est singulier et il oot porveus dhane dnergic de quekque
chose de singulier Cest la place qui est singuliére ot puis en fait il
¥ awu un appel I 'air i i qee je suis tombe dedans. Maks us
autre aurail pu tonsher dodaes ou dovraat omber dodans, o
e e v diine gui esl mévitable, Mas e sum pas portoer de
il e,
Mai-Thu £ Cet 50 point 32 vos Bros nks shatrail quard nwbme *
John : Mo je me crois pas. Ea fair ¢ese irés prageaatique,
Mai-Thu : Clest un poimi de voe pragmatique et juste mads quand
tu by donses sux poarnalisees du Fournal de Gendee ou je sis pas
quoi, il disent Jobn Armbedir <o sinsporte quai. Daone je dis, je
fais n'importe guoi, alors que cliremen....
Johin : (i ot puis Ga bes excite parce gu'is se diven qu'dl est
mondeste, [ faut savoir que ¢a n'a rien avoir avec gaon faid.
Eric : Abors que i'ai ane vision trés appendc & oo gque fu raconics,
¢ o que ta ik En toul &s mon expénende ¢est vrasment gus
<est 1 sl n'Empone qued, €6 &'und singularibé absolue,
<"est au milimiee prés, persoans ne sl ravailke aee o
coubeurs, personne ne =il aller chercher Pascali powr em faire g3,
Cest pushenent poul sl ginaporte quoi. Cest-a-dire gque ¢'eat
extraordinsiremnent singuler ks susdelh da rasoanahie
Johm : Oui, mais. .. Je ne dis pas qu'il y 3 quelque chose qui va
comtsy conle i B, La seule chose gque i'esaye de dire c'est que je
n'en suds pas respoerable personnellement. e e suis pax porié
o "anc mission, ¢'ex gue b misshon pour suras gue ¢a en w une
ctait et i exccute. Mais heu...
Mai-Thu : Fais gaiflc panc: que kB o'ot apocalyptigue ! [Rires]
John : Hein ?
Mai-Tha : La mision &tait B, elle m'a pria ot je ssn rested su
werviee ¢ art...
Stdphumie 1 est auvsi dans ume vison sseE mysthise,
ol - O, owisin,
Eric - Ouain mas <est be rapport que j"ai svec ke arlides on
gendral, enfis avec bes trois artisies quai peuvent peénendre & o
titme. Je trowve que ¢'est foroinend un rapport domestique.
John : i, Mads on n'a pas suffisamsent de tomgs eosemble pour
semprendae tout ga.
Eric : Ah bah ! Man alors ga en revanche c'ess pas s, Glest une
cewme de quelle ennde 3
Joba : Beaute §l faudrain voir, mais e crom 73, hein #
Erie = Cear la sovur de Parker Williams ?
Mas-Thu : 6570 ! Price wecturng dit-il,
John = Alors Pidee Nocrwrne dir-ol, C st pares que celui qui T'a
o e i o Tiv Cappelles Pidoe Nocturne u-oc par 7 - Jo dis,
= e« pasrce quue Cest Jui quui I'evait dit. B en fait o¢ sone des
ospadrilles qu'on urilise enfin des chawss, ., comment on appelie g
Mai-Thau : Des beminis.
Jehn : Dam. Chu nisas mous appelicns des ruches pasce gus
s il ¥ & un deviim, G sond des chawsures fuites par Dunbop &
Tepisgioe. Qui étaient dis chaussancs & Yatching en fain,
Mlas-Thu = Cest comme des lennis noa ¥
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John : Non, cétait pluedt pour be Yasching & 1'osigine, mais que
i'eilai pour faine de Maviron. Céad orés 1 3 histoire de..,
Eriz : Ahoud | Cest vrai que tu fabais de laviron.

Jotin @ C'ewt compliaemens lisk & Pipogue d'ECAR et du groupe, 1
Ity cos anndes J'activings .

M= Thia § Akiars o -0c que oo 300t tes vennis o celles de tes
cobquipicrs

Jotan : Mon ce somd les miennes, Coest une sparale naisante. Clest
s photographies que je Bisais & bout postant aves une petite
cameTa guen appelain Minox,

Ssephanie : E la lmpe ¥

Johs : Cdrain b lampe qu'en utilissit quand on s¢ Splagait pour
fadre dies perits vovages i pseds, il Dong ¢'ert un peu bazasse
parce que ¢ donne imgresion e o'l autobivgraphique. Mais
beumeusement kil y a les aueres pour kesgquelles pe suis pas, G2
c'ent b paed e Audney Hepburn,

Mal-Thu : C'est ba i pasar faire sos chawssures. [Rires]

Biri : Je pensais que oéain i oe qu'il e nostait. He, qa oo,
1"ai va y'a pas langremps, cest oe que 1as fais pour un I pour
enlants non ?

John © Dusis exactement,

Eric : Jo pamsaiss que <tarent des bombons qus avaient fondu. Moo
ear pan ga P

Jehin : Mon, ¢"¢eas dans B oo €1 aved un ani on a fadtl des
photographies. On a pris pleins de crues du frigo, pleins de tracs
de prodisite de metioyage. ..

MiadThu - Je Fabuais ga quasad ’étain enfant o1 je me (aisais vosjoun
gronder mu vois c'es...
m:ﬁmm.mhc'm:pnu:pqu}ﬂ'ti I':I:p,m-ln
enlfasis. o mectiais dos trucs, on faisait une phoco, je rajomais des
Erus efic.

Eri : Comne ¢ ¢tait um livee pous enfants; jo me suis &t © « A% o
ceidemusia, i @ priv diod bossbons, des Chansales, of @ far touf fonder, o
Svéphamic 1 Cest un peu dépodiam, surtout celle-la.
Jehn = TIn'y a pas emcors ¢a de plainte de menm.

Erie : (5 viendra |

Jobn @ Onal. [Rises]

|Em marche vers une amee salle|

Mai-Thu : A mon avis Ericva..

Johm : Maks il va reconmaitre b salle du Consortium. ‘T e vy
expoeition o or Mar ¥ T Pavas voe ¥

Eric : Le Towr ¢r &2 N 3

Jotan ; w'wvait faite P'Orangerie....

Eric 1 (hid, & I'Ovangenic de Moudon.

Johrr - Dy Mewdoa

Eric: (i,
John = Clest un remake,

Eric | C'était pas be méme entourage.
John - Mo !

Eric : (Zean s hien ka Fagon dont g me résonse plus |

Jotin : Duais, cest abscaprion @1 du regand et du son,

Erie : C'ent comment ca s'appelle.... et ta versian de Snfilrearisn
st powr piana d qewe e Heuys  Beabourg, cest ga ?
Joban ; Voild exaciens,
&k:ﬂ'euinnérmmrl'uh&uﬂ"quimditu

Johe ; ["ai soupours é1¢ un vrai fan de Beuys,

Eric - Qui e garad, Ext-co que tu sais quil a falt un groups de
rock dand bes anndées @ 2

Johe : Oui

Eric : T as va la vidéa

Jehn : Oui

Eric : C'eut imcroyable. [ s montres ¢a abscdument ! Dans et
tmh-s_d":rr,m prensiere annee, ¢est ke seul iros que ks gamins
conmabment die Beuys parce que c'est le premier trug qud appasait

Tell Me Wiy

Eric : ... audvede 1« O i B farsais pas geclqn'mn of ‘anree e forais. «
Er on meénoe vemps cest imés peniana d'y orodne sauf’ gque quand on
sl ibs ont, enlin ta vois : qulils esayesn ! 51 ¢'eu sussi tentam,
Facile
John : Mowass, .,
Mai-Thu ¢t Saéphanie : Tu peux pas pance gue la place o prisc.
Johii 2 La place & prive. Vioila.
Stephanic : La place o= pas vide, ¢'est-d-dire que, ..
Johin : 1 faun ps'élimsiner poar prendre b place.
Srephamic : Tu B¢ poax pas savoln, 1'os pas dans un nécit
dramticipation.
John 2 Ol ge quee certains anintes essavent de faire wvec lurs
rivau, [Rires] Ouais Midée, et em fait 4 evicuer be B que
I'aruate e dngulier ot il o porteur d"ane énengie de quekque
chose de singulier. Cest la place qui ¢t singualiene ot puis en fait il
¥ 2 eu un appel dair qua fait que je suis combé dedass. Makk an
aure aurai pu lomber dedans en devras tomber dedass, et ga
quae for Ve dlime i et imévitable, Mais je sais pas poreur de
quehyos chose.
Mad=Thuw : (Test um poina de voe trés més shserait quand méme ¥
Johan : Nan je ne oros pas. En fxit cest irés pragmatigue,
Maz-Thu : Cest un point die viee pragmatique e1 jusie mals guand
s e domnes s jousnalistes du Fournal dy Gowdoe ou je sais pas
quitiy ils disent John Armleder oo m'importe quot. Done jo dis, jo
fads n'importe qued, alors que clairement..,
Johm : Oua et pais ga bes excite parce qu'ils se disent quil eu
mvediste, 1l faut savoir gue a n'a rion avoir avec ca en fair.
Eric 1 Alors que '8l use vauon Eres opposed 3 oF que 14 Taomses,
e e gt fu s, Em toat Cas enon expérmne <6l vraimend que
st pout sl BinAporte quod, ¢t d'use singularité absolus,
£'nn va mallimsetee pres, periomne né saib travadller aves ces
coulears, personne ne salt aller chereher Pascali poar on faire ¢a,
<ent justement tout saul nimporte guid. Cest-a-dine que et
extrsondinairement singulier mais su-deld du ratsonnabie,
Joban @ Ohal, enade, . Jo ne i pas qu'il v a quelgue choss gqui va
conene cetre i b 1 seule chaens que j'maaye de dive oest que je
e suis pas responsable personeeflemenl. J i s po portd
alPune namvsdon, <est qee [ mison pour SUCIET gUe ¢3 <8 SOl U
daait Bet e Pentoute. Mai heu. .
Mad=Thu : Faks gaffe paree quse | <o apocalyptique ! [Rires]
Joha : Heim >
Mai-Thu ; La mission éeait ki, elle m'a pris er je sais reatnd au
servioe de Part. ..
Seephanie : I est avrisd cie i vigon dvecs mystigue.
Eric : Chuais mais ¢'est b rapport que i avec bes artistes en
peneral, enfin wvec ks trols anies qui peuvent prétesdre d ce
st o brouve quee ¢'est Forcemend un rappon domiestiqus.
Johe ; Oud. Malks om n'a pas sulfsamenent de temyps ensemble poar
comprendre s o
Eric : Ah hah | Mais alors 3 on revanche e pas trés.., Clest ung
acwve de quelle anmée *
Jahn : Ecoune il faudrait voir, mais je croés 75, hein ?
Eric : (esn la soewar de Parker Williams
MlmiaThia 1 63=T6 1 Prdce sacfarng div-if.
Joha : Abors Plce Nocrariss dbranl, Gl rarce ape celui gui I'a
acyuise m'a dit « Th Fappalles Piece Nocrurms n'od-c pas 7 Jedi,
& ahfal s prrge que < est hui g 'avait die. Foen Rl o o diss
expadrilley qu'os utsie enlin des chauss. .. comment om applle ¢a ¥
Mai-Thu : D iensis,
John : Quais. Chue nins ssous ppss s dis ruches parce que
dexsous il y a un dessine Ge sont des chawsures faives par Dunlop a
I'epoque. Chal éuatem dis chaussures de Yatching én fsil.
Mai-Tha : C'est comene des tennis non ?

Jobn : Nan, e%éeain plusde pour be Yatching i Norigine, man gat
yutilisais pour fare de Vavison, Clasit inds e d histoire de...
Eric : Ah oui | Clest vesi quoe nu ik de Isvinan,

Joha ; Clest completemens 1 & I'épogue 4 ECAR et du groups, 3
counes O amndes J'sctiviegs B

Mai=Thu - Alors est-ce quse oF sont bes fennd ou oelles de o
oocquipiers ?

John : Nom ce song les miemnes. (Test une spirale nassante. Cles
des photagraphics quc e faisais 3 bowt porang wec sne petite
canséra qa'on appelan Minos.

Sréphanic : Ex |6 lasnpe #

John : Cetain b lampe qu'on utilisait quand on sc déplacait pour
fairs des putits voyages i pheds. Il Donc cest un peu bizarne
parcs e v donne limpression que <"est amchlographague. Mais
heureusement b il ¥ a ks autres powr lesquelles je suis pas. Ca
&eat be pied de Audrey Hepbusn,

Mi-Tha : Clesdt la Formie posar faise #63 chawssares, [Rana)]

Erie 1 Je pensais que ¢'dait towt cé quiil en restait, He, ¢a c'od,
18 v ¥'3 pas Bongremnpe, €08t oo que 1as K pous un livee pour
enfants non

Johmn : Oroais exactement,

Eiric : Je pemnain que o"étademt des bonbons qual avaieet foadu. Nea
clestpas ga ¥

John : Nan, c’érain dans b cave et aves um ami on a fait des
photographses. On 3 pria pleing de trucs du frigo, pheins de s
e produits de netioyage. ..

Mab-Thu : e faiais (a quand j'évais enfan o1 pe me feais ioujoes
gronsder va vols oL,

John : Exacvement. Tah c'est podar ¢a qoc pe i fait pour e
smlans. Jo mettais des trucs, on faksait une phato, o rajoutais dey
frucs e

Eric | Commme c'¢tait um livee powr enfanes, je me sabs dit Ak o
évidemwerd, il @ peas e Bouboan, dios Claaliom, o fai o v, «
Stphanie : Cest un peu dégodtant, sustout oelle-l.

Jobn £ 110’y & pas encore cu de plaintes de meéres,

Eric : Ca viendra !

John O [Rires)

[En mrarche vers une auire salie]
Mai=Thu : & mon ave Ericva..,

John : Misiil va la salle dia
Vexposition Four er Nuir # Tu Uavais vue 7
Eric - L Jour er &2 Nuir

Johm ¢ Cha'avait fmite I'Orangerie. .,

Erie : Dui, 4 I'Orangerie de Meudon,
oy > Phe Mlowfon

Eric : Chais.

Jobin : C'est un remake.

Eric : C'étaat pas be mtmme entourage.
Jobia : Maon !

Erie : Ceat assez hien la fagon dont ca ne résoame phas |

Joha ; Chais, et Vabecrption cf du regand ot du son

Eric : Crest comment ¢a sappelle, .. <esl 3 version de Iyfiliranion
owmoie pour poans d quicne de Bewys & Besuboarg, oo g ¥
John : Vioila exaciemen,

Eirie : Clest inbéressant 1"es be deuxibme qui me dit ga.

Jehn = Iai voujiars ét¢ un vrad fan de Beuna,

Eric : Ol mod suei, Est-ce quee fu sais qu'dl o G5t un groupe de
rock duns les ammées KD 2

Johin = Oui

Eric : T as vu la widéo ¥

Jotan ; Oui,

Eric : {Zexr incooyable. 11 fawt montrer ¢a absolument | [ans ke
ccoles d'arnt, en prenskeg annee, <ot le seul truc que les gamins
connaivsent de Beuys parce que et e premier troc qui spparsit

jam. T avais vu
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Enc : Ah ben alors, cava !

Jobm ;[ Rimes] Ex ga c'est, ¢'est ausi bien peine guand méme.

Je croms e ot um artiste de 'ECAL gui 'a peint pour moi, je
SIS [l ST,

Eric : Poupguin oc serail quckqu’un d awtre g "aera pant #
Jobin : Parce gue ¢"étaatl ane exposstion oi il y avait quebqu’un qu
enaidait por Bre des tests o puis e b aa it ¢« Balb pemdant gue
v it flads el preeedure. »

Eric & (Test vraisnent heaa aves b hamaéee !

Joha ¢ Ouais. Ca ¢a a 8¢ it & I'ECAL aussi

Erie : Mais ¢a, €3 A"avail pas ¢bé mosne chex Brownsitone &
Fepogue

Joha : Owmass, 1] ¥ avain ane exposition aved que des pitoes conm
2 chez Brownstone, Ev... Ak, ah, il ¥ 3 plus qui deux erages.
Eric : [l v o plus que deux ¢ages,

Johm @ C'est bien parce quiaprés, le teenps d'areét devas ks plioes
s racvourcit. (e un pew comime gquand ta visites § e

Ca jowe sur b galerie de tabbeaux, les irucs comme ga, dose ¢
mbair 4 pic.

Tiric - Tia as coupoure almé Oflieski en ph ¥

John : It ben oui ! Poons er Oliesks, je peeus faine les deux en mime
temps. Les arbres 3 chags sosn agrandic de 10,

Ernc: Ah!

John : Clest dex copies hein, cest des oopies d'arbres & chars
Bemjoar.

[Unse femme hui parie]

Joha ; Clent s grave, o't pan grne,

La femnnse © Elbe sdor: votne marson !

Johe ; Ah oai,

Stéphanie : Cest um piége & enfents, ¢'ost pour guc..

Jahn ¢ Ohai, cest jusde qu’elle me se coups pas man. ..
Stéphanie @ T as 1ol casse !

Em & e comprends quand meéme comnse quos ¢a doit

Lowvre ow ain grand musée a I"étranger. Tu passes une heure dans
b bt prenaiees. salles o apris (U cours.

K - 3 <est un b podar [es chats non ¥

Johe : (a £t des arbres & chate. En haist, b broc qus était dans b
dewsim, ¢'é1ain us ashee § snges

Eriz @ Elles sont de quand ces asavees ¥

Johe @ Ca oo poust pécemt. Mais 2'est dams le fend L2 mndma
principe gue celle-l, b dorée gue 135 vu en B, simplemsest i v
a une surcharge beaucoup plus grande. Jusee mam ce prantemps,
i"ai far avec des plus grandes, une exposition que Matkisn
Copreband avait fait avamt 2 masée de Lyon, au musée &' Art
comtemporain de Lyon, C'est exactement be meme principe.

Eric : Elles sont naagnifiques, <ot absobumem magnifigue.

Johin - Chesr comfondant heis ¥ Rah B ',‘.1-'“;.1}1';.

Eric : Om s crofrain dans un inrérisar soec une cheminde on
brigues o quelgues fauccuils en rotén,

Johin = Duais,

Erie : Mon c'est magnilique. ]'ai peur gque ¢a doive nous faire
crainsdre un setour imainent de 1'art mformel

Jotn ¢ [ Ranes] Je pense qua'il est dermione boi.

Eric : Mo, elles somt vachement belles. Cellesl aumi, clle ext
magnifique. et ga ke trse, Quand 1'al va oo peiniuncs, tu sais
oo perinfures de Daenien Hirst avee bes.

Jotan i f 4D étabent conumee dhes Walter Rohinaon on fas.

Eric : Je me suis dit fohn aurait pu le faine H‘Ih‘l.l’l'!'l'lk“ﬁiil
Briem <a’ill Iait jamais Fis et en revanche ¢a il powrrait pas be faice
ke Dansien Hirse

Mai-Th : Peurgual #

Erc : Parce que ¢'cst trop raflind. Celle-1i ¢'est juste magnifique.
(0o e faat penser & e sals plus quib ee 1ype, o grasd conservateur
eméricaim qui dfai : Warhol ¢'étast an bon ariste parce quae

< "etit um grand colersie, On bai desait gqu'il avait invente plein de
st mais il epondail que ¢"étail pares qu'il tail un grassd
coboriste. La "ot juste pareil C'et vrakment tes beaa, Ld e sum
woniflle pour ke coup, Ooops | oelke-1a est fause !

[ Rires de Jaikn]

Erie ¢ T les 34 fais pour Pexposstion o avant

Jotin = Mom jo les ai fxites, aui anfin ¢ st entre ks deux. Jai fait
une premiers grande senie comme g3, qui osr ke méme pringipe
comume je diais de ¢y pour Uexposizion 4 Lyos. B apris, Pierre
Huber les 3 vises et a die @« A8 foraidabde f Oy b faine s
XISy f exereordinarre « Je bui mi din 3'scoord, mreuee
mai an atelier donc on bes & (ives &1 puis apsés Christian o de :

o Mars o oa s expener i, « Bt dose on les 0 amesées jei. Du soup,
il v em avail ples, done 'en ai encore (ait quelques-unes gui caiens
chez Pierme Hubser. Mais c“était pas pensé pour "exposition mais
apuand om bes 3 vues, om w'est din de faine an grand mur comme ¢a.
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menl ks agacer bes gens de ootbe géndration. Sl e
prowisoirement 1 um mement pour accompagner Uapparition de
ot 3 3] S £ PUShy NOUISRENE. Sait T Jetouvie gk
Posteriog of 3 peial que £ plomger dams une profonide amerneme.
Mai=Thu : Le jeuna aves s blew dewous, io suis pas siire que <'isait
COMMRE Gl
Johin : Le jaune devient plus polis ke bleu je sam pas 37 1%a change
ML,

Mai-Thii - Regarde, John.

John = Ah, Ceat comme ga

Mai-Thu @ Qa3 wn eryle mais &'est un péu énervint,

Sréphasie : O st dars un malentendy absolu

Jotin : Dome ga, o som bes performances qua j7ai faites D'autre joue,
qui est une vieille performance de 67 qui Cappelle Fovwe & Fobibit
et ¢a c'est la partie Exirbie.

Eric : C'est une performance de *

Jobin : 67,

Eric:aT0]1

Johin : Duzis ¢'en anmiversaine,

Tiric : Brqu'est o¢ qui se passe pendant celte performance

Joh : Clest wres simple, il v a quelgu'an qui prépane ane chelle o
mai je vais dehoms Ivec 0 camm ef ji ramasse des irugcs par fenne
v jie vais dans ume mercerie ou dans n ragasin de petis objets
que je remplis be trucs, puis je rasge, o jo monte sir Pecalier, jo
werse ke carton of ga clest le Frenr. Er puis apnés e desceschs de
Pesecalicn, on enléve V'escalicr ot ga fair la soulpoare.
Stephani: : Exibar,

Exic : Mo je pense que i'en ai v une i y 2 mres longremps e el
el Forenidable,

Rahm ; Ohai

Eiric : 040 tw mets une chane & cole J'unc table, tu montes sur b
dhaike, 1a monbés sar Lo tabde, ba prends la chame of tu b mens de
I"audre ofaé, endin un e comimse ¢a

Jehn : Jai une chaise pour moster sar la tabde et je mets b chaise
sur b table, jo monie sur la mble et je redescends de la méme
mansrs de Pastre oite, Qui dase de la méme époguee,

Erwe : T vow gt aness amusant parce que j"avais vu pleins de
plwcton de I'exponilion man jo me sais dis que 2 valait pas le coup
'y aller... EX e trouve gue ke 4 ou 5 salles qui somt coudours
maomtrées, o¢ sont peut-dtee bei plas phologimiques o les phas
spectaculaines mads elles sont pas micux que los sulnes finalemost.
Jetin : Duais, cuais,

Erie 1 Elles sant pas mains bien mon plus smais <l sont pas mices
que les autnes,

Jobn & Jo vais sccompagner oot enregistrement d'uss |13 smouche).
On passe 3 ciied du trombose,
Saéphanie : Dans s recranseription of sora accompaged d'un entie
parenibese 00 12 s 12 M rines

|Rires]

Erk : S mowche bruvamment !

[Ris]

Mai-Tha : Celle-1a i7ai efwore du mal avee.

i 1 AR miais 63, €0sh 195 0SS A0Chen 42, ¢ B B SOUNCRAES pas
que b parapluies cimiemn bacolores,

Jobm : B, je peense, A s s, sdae b photographse dorigine il
ot bk i, puetaf =ty as e oo Comleann, o croe e criom
e oul. Man peurséere qraand, quand om .. e crobs que méme
©'imait rouge of noir d"apnis ke soavenir que '

Ers : Ut la plhus jolic picoe & Nexpenation !

Jobrs 2 Ah ! Tha parkes comsme Amy O Ml

Eric : C'esa vrai ¥

Johin : Amy prefore ca vt b paoee du Cossoriam,

Esic - Moo e s i "ot o plus polie it e enponstion.
Jobn : Bah #lle smnonce tout,

e « [t e voils, Qo ovuiiene priogransmatiue |

Jotn: Bl esr Hewvssenne de deus masieres. 10une pan iy a ks
ntrumeny de Beuys, comme je b que i adoees Bauys. Eic'est
el s emnpiche o alker cher Beuvs amad,

Esic @ T svabs prevu de renrer dans b ol de Beuys ¥
Jehs : Oui. Mais sans penmer 3 mal

Enc: Et va s pas i, Tu as deosde de pas be faane ou i v'ost
s e chera: quie.

Johin ; Non il s pae quee e vE e prison pance que §'a pas G
o servioe milildine of quand il on prisos e e s dil o

+ M i [ foaidl pommgiad b Bl diniere Al Lo i ol |
i s doodes, < En i'nd penst aw projet ECART ¢t on en a parké
e M i el frui quansd je s sonti o £ il quion voulaig
faire g3 done fae b Gaire vraimene. Doae (50 jamas (61 B restree
s cliaem. Mais par comtre selon bn kegende, quand Beuys vienra
(Genarre puour wmwe expumilion qu'vn fail, e bai dis goe Taurais pu
#1re h e s etisdianis mais g b plece pe s feae T s dans
w pamme J coudeurs done c'erain phas vraimen nécessaire de...
Ex il Fa pas vrasmseni pems grcs bien a vraa dire. Mais par contre
parlast gamme de coulcum, ¢a <ol de b ooakos pour Enk que
ai mibs @ obde. ed poar ks vehicukes militine. e o sun dis
aud oite e Sarkis..

Erke : Frod Sarkis! Bah ousds, ¢"est tris bien ouabe Oh mea dica !
Jobn : I sont moins anenes go'on debut paroe o'ils commeeneene
i lomber en panne,

M= Ths © Abore qqiserkju i 3 dhemamic o foutes ks ravnenes sur b
todies ¢enail normal ¥

Jobn - C'ot parfanioment normal. Par oonire sur ka chate d'cas,
e mwoirts Bormal. Mais.,

Reconi - fohn...

Jabnn : Bonjoar £

Tacvans : Saka

Yo - The s b 2

Inconres : i

ok = Ca dail plainir!

Reconsra : O s fan vrasnend plaisic dans ¢ote expostion ! Tu la
perbiics ¥

Joba - e Ben ccomte 1'ah dow anams qui viennent o comme < est
e chermiey jour heis .

Rmconms : Dermier jour...

ok - {0 fait wm rapidde petit bour.

Escona | Ml jo subs vainsent frapps: & :hu,prii‘ql.hrj;mhl:m
v, et famankjue, 16 fais des choses... Mo (% um pea arnbee
depuis kes Beasx-Aris ot puis je vois toute setie profusion, oo
trrvad srerme... En faai, o'k vraamesi Enpressennant. osuis
et des perms o oonsaiisent pas (res beei f ib entrenl Jedans.
et peetif i ibs sonk L.,

Jon : Buparhe,

Inccnnu = fe vais e kisser fadne a visle. .

John = O, f faut que o'y alle parce qu'ils sont e trein de penis...
Incennu : Bonne fin de parnie.

Jahin : (i & Biendil. Ciso, <.

e incofinu @ Bonjour ! 11 veut vous dire quekgise chose.

Enfam : Pourquoed tof £ (2t ga ?

John = Alors ecoute, 113 been faliu, 11y o des endrviss ou il v o des
taches s bes tableasx alors il ¥ 2 3w des taches par terre. Mais
'l e BTN of ks el une sculpiian s plgimujg petits
trucs par cerre. Caand ne regandes dans |s roe 8 v 3 moujours ded
tan de oo par terve. et un pew ke méme disposatid, la méme
hura,

Avtre incosmu ;@ Ca e cosnvient commime roponse ¥

Eindam = Lhui.

| Rares]

Enfast - Alkez ! Un peu phus vile !

Johin ;10 a raios !

Sreplans: | (i 34 peu pres S minutes.

Johin @ Ah, c'est exactemsent oo quil faue 5 misunes. Ta as v ks
preces irradercendes qui changent de couleurs quand on pvange..,
ot b dirnisiee chame qui 3 e0e exposse non nealises en devembre.
Eric : Realisde o veux dire....

Johin - Dana Vexposition. Cest un remaloe d une piéce anclesme
bien e mmars dans ume verson nouvelle.

Eric : Mais ce ne somt pus des fornses inddites chee boi 7

Johin : Mion, nom, none Parce que ©'est une expenatios qui repeend
i padados 1neds b supnematEme qui elakenl dans wn vieux, un
vicil appassement abandonns, ;e oo photos on noir o blane.
Citail une exposition dans un appantment o0 il 8’y 3vain pas
ddlestricine alors on "3 vidied aved ane torche. 11 fallait &tre frois
o qumime & b foés et quelquun Bissin Uexplicarion on hongrois, Le
toear guide en hongrois.

Staphuanin ;1 n'y a pos de son du o #
Lﬁn:lhhﬁmnuhwm:ﬁmﬁjrmﬁqwhpnjmihm
ont un peu ssser. [y a de la musigue bawalenne qui devrsn passer
@ tue-tche.

Stephanic | Duan et g e mee dinam o o-oc qu'ost b msque
hawakenme ¥

Eric : Alors e vais g dine, pessdind longlemps e pensais gue
c"etait bien de faine quelque chose b prensier of maislenant pe suis
Pl s sy que g

Jotin ¢ A mid e s Certaim gque non. Cledt toujours e errear,
Eric - ] reha il ¥ 3 pas lngremps. beauscoup de trucs de Warhol
ot un o i T T e G gall @ WM T B o g e it
wreqgeand W, ©'ear o e JRr Y oiT a. .

Jobs : Bon Fab pas die grand ol bein

Eric - Maks c'est partain.

Johm : & mon avis vous aller devoar rédiger |Rires)

Ere - 11§t que tu rendics "enregntreur naingonand le son et
il

Jvhie : Maintenant on Gib une inberview vibe Gige 3
Seiphanic : Oul.

Johe : |Rires]

Eric : Ssephanie, i'si glive dans |a pocke svant dredte de ton 53¢ us
moeai.

Seéphamie - De quod *

Eri : Vuoila, 2.

Johm 2 daoc vouns envi f'ian calic pour la roube ¥



MASSIMODECARLO

MAGAZINE

Dadachat

John Armleder talks to Parker Williams

h —

Parker Williams, the long-term alter ego of the artist, interviews John M Armleder.

Parker Williams: John M Armleder, your work has in these past couple of years been
staged extensively again, giving it a renewed visibility and above all describing a critical
platform where your art seems extremely influential on today's scene according to many
younger artists and critics. Your exhibits appear in venues of different types, all over the
world, and in many forms. Just to name a few, your disco-ball installations (Global
Domes, Liberty Domes) have been seen at the MoMA in New York, in the opening show
of the Contemporary Arts Centre designed by Zaha Hadid in Cincinnati, and the «ein-
leuchten», the inaugural exhibition of the Museum der Moderne in Salzburg. Your wall
sweeping kinetic neon pieces where first at Caratsch de Pury & Luxembourg in Zurich,
before being at the last Lyon Biennale, also at the Museum der Moderne in Salzburg and
at the GAMeC in Bergamo, your most recent wall-paintings have as well gathered critical
attention as they cover the premises of many galleries and museums such as the ICA in
Boston, the Mamac in Nice, the ICA in Sydney, the Palais de Tokyo in Paris, Le Magasin
de Grenoble, or again the MoMA in New York — all announcing the publication by Lionel
Bovier of the catalogue raisonné of these works (1966 — 2005). Then there are those
huge walk-in diorama-gardens like the ones you did in the «Flower Power» exhibition in
Lille or condensed at «Art Unlimited» in Basel, or the scaffolding towers one has seen at
the Centre Pompidou in Paris, the Kunsthalle Baden-Baden and so on, including your
new videos, new Furniture-Sculptures, some incorporating classic original design by
Prouvé, Aalto, Jacobsen, Niemeyer and the such (also for those work is a catalogue
raisonné, 1979 — 2005, in preparation) new dot-paintings and other abstract paintings,
the continuing series of Pour-Paintings which have lately gained wide appraisal...
Now this turns out to be a full cornucopia stuffing enabling all of us to re-evaluate what
we believed to know about your art. Then, as we are about to set up the largest ever
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show of your works on paper covering over 40 years of work, you choose to call the
exhibition «About Nothing»...

John M Armleder: Yes, that’s about it!

PW: As a matter of fact, many people are not aware that your very first personal museum
show, initiated by Dieter Koepplin, was an exhibition of works on paper («981 and other
pieces») at the Kunstmuseum in Basel in 1980.. Some of the exhibits are back on view
here at the Kunsthalle in Zurich, including early pen and ink drawings that have a definite
Wols or Klee touch, some Picabia style gouaches and colour pencil works that recall your
para-suprematist and para-constructivist paintings that will end up defining you, after
being a Neo-Dadaist and Fluxus linked artist, as a postmodernist deconstructionist, an
appropriationist and a neo-geo leader. Your full body of work though, as revealed by the
comprehensive display of all these "work-stains" that somehow tell a hidden story and
write a subtext to your art, we might say does not live up to such identifications. It rather
spreads a range of strategies that exclude only exclusion. Some will see this as some
kind of encyclopaedia, especially in this paper format, but with a scrambled lexicon. You
do relish in going on with things, as opposed to a progressive stylistic continuum. You
might as well tomorrow do your first drawing again. It's like if it has passed the birth-test,
it will never stop coming back to life again. You add layers of the various and the same.
It's a club sandwich!

JMA: | might as well be a pop artist after all.

PW: Well, you smear it all up then, the coats above coats, in this overload theory you
developed ad nauseam after a Larry Poons quote. But then you end up with cleaning up
and keeping psychotronic effects...

JMA: ...and an op artist too ...

PW: ...and then going the Zen way and making formal plastic displays...

JMA: ...and a minimal... oops !

PW: Oh! Forget it! You're just a B-movies addict and probably an UFO believer.
JMA: Now don't start, because we might still be here in 500 hundred years.
PW: | wont ask why. My point is that this show is about everything.

JMA: As long that it is “about”. Now, this must be understood both ways: just about,
almost, and a propos. It's also the kind of thing you find on the spine of a book. Now, how
far the spine and the collated trims are related is always questionable. There are different
processes leading to different events. Spine reading is very enriching. | recommend such
use of libraries; second best being back page lure-texts. And this is what this present
interview is about to become, | guess.

PW: So let me say this. | believe this show, beyond your permanent reliance on John
Cage’s open-end gateways, might give a chance to enjoy some magic you seem to
tumble around in whatever you do, and, although you don’t seem to give any thoughts
into or weight on this, will confirm you, through the manuscripts, and the notations, as a
major player in the art world of the last forty years. These works could seem esoteric, or
simply too knowledgeable, and less breathtaking than your recent neon bravados, or
your blends of artificial and living nature, but they tell an essential story about your
unique position, and how it has turned out to be a possible way, as you would state. And
somehow, a drawing of yours of 1964 performs as one of 1978, or 2004.

JMA: Well, it's all paper, after all.
Parker Williams, Shanghai, October 2004
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JOHN ARMLEDER taiks to BOB NICKAS

BOB NICKAS: You've boen coming to the Basel art
s since the early “TOs, using your lttle comer spot
to promote artists you lke. And you do this through
Eoart, which s more of & publishiag activity than »
EMery. S0 1t's & cortain phllasophy that's led you to
o n g o "

JOHN AKMLEDER: When Ecarr saarved back m the

m, we had a galiery space i Geseva and an offsct prnt
shop, and we would peblinh books, whch we brought to
1 thought, *Maybe
we should go o the are fair in Basel.™ and | adked

the book £air in Frankfurt, One

w3

talle o show our books. In the beginseng, 2 box
3

was heyond our budget. Bue we were a

At 10 be parr of this ki bt evemt
ON: As the "T0s passad im0 the "80s, did you notice
an Increased buix arcund Uhe fal?

JA: Of coune. The audience eadically changed at some

point i the carly Sos. That transformanon corre

sponded to the cxplowon of interot = “wild
mayhe around 1985, and 10 2 penod of raped
ence had been

te and pallene

pamt
-
ecomomic expamason. Befoee. the a

a1 bovers, prople wba

w the

Jowed what was

Rappening o0 4 daily basis. There wees only five Ng

There was a chub of pec

shows 2 year, 3o it was easy 10 do, Then, the cover

Re

of an changed complerely. Art became avadlable 10

we peopie becane that knd of moncy was suddenhy

avalaic 1o them, An was not
st 2 few speosalired mag

arines, but i fanhson mags

ey J

ey,
1A

EAZICY 2!

5

w people who read them

whomever thowe magarme

wiggested. And they came 10
the fair o buy thanga

BN: Arownd this time you
began to get more atlention
5 30 3USL, ANG NTROUEN yOu
didn’t hang your own work
on the wall in Basel. it was
all about your endorsement.
JAT People would pay aeten
tiom just bevause, as you say,
1 was sitting theee. It's true,
amd we alway s coued up well

ng works evem chough 1 cer

v made 0o effort 1o sell

asyrhing. Whae happen

presumed that if | had am eye on someone they wouk

the Mos & thae people
]
become the mext hot amist

BN: This is wheee people saw Sylvie Fleury for the
first time .

JA: That's peobably right—at the Basel art fair cer
tainly. She wan showing a1 Momene Magers in
Germany and Posemasters in New York around that
tene.) We showed Kacem Kiimask probably for the
fiest timne in Basel, Chrmstion Marchay, Tham Memek
John Tremblay, and Mpdon Ria carly on, and Herbert
Hasuk. Fverythang of hes was sold hefore the opening
BN: Fvea If you're thought of as 2o "B0s artist. your
Nistory goes bachk to collaborative Flunus ortented
avents in the late "GOs and sarly

“T03 and to completely noncom: 80s AuAIN

You showed at Rarhaea Gladetone
in "88 alongside the palaters
Hedmut Federhs and Olivier Mosasst.
also Swivs, and Gevwald Rogken
schaud from Vienna. Neogeo
soomed 1o be In all the galleries

John Armleder talks to Bob Nickas, Artforum, March 2003.

RIRKRIT TIRAVANLA

Bt the time, DUt | knew whan | saw somothing at
GLags10ne that it was In fashion and had been con
firmed. So what was it Bke to already be In the
stroam, 30 10 spoak, 1o have a history, but oaly then
have pecple take notice?

JA: Whiat hapgened in my cxe is thar, of conee, | had
been working before my ~dicovery "—and would go
on warking, I've always made different rypes of weark

i differens formans. Bus i the mid-"8os, bee

s of
thes nco-goo thing
up s 2 label K

with me. It has

hat spect of my work wans prched
the penod, 3o 1t has very hnele ¢

Jo with the times. Ao this s

my work—abstract pastings 3od furnsture soulpeure
entered the market 2t that moment
BN: Did collactomn change?

JAs A Bot of collecrors like 10 enter the artist’s privace

1, puechasing thewr nocct 4 w0 o, they fect

that much doner to semecshig ussgue. To them, ha
that k

Sessions of the artst, There are peog

1 of work gives them enery o the privase

e whao have

Laviondp, which is cute in 2 way. But in the Sos

s 2 more “open & stsation where colle
1oex would say. “Look, | bought the work of soand-so,
and | huve the beg
bewg cntscal about this

hmman way 10 react. Iy always the case thae the carber

eut, of the vme from Documenta ™

'm»n stitnde, I 2 very

collectons think that whascver is commg up is trivial
while the mew s don's have any idea what hap
pened betore, o
aen’t 3o different

BN: | imagine that having come out of Fluxus and
Dboen aound 2 Bit, you didn't 500 this time as your big
chance. but rather as a moment in which chance

played a big part.

hey don't care, Untics and curaton

oy | have & &fcrem

JA: Cera

pengetive

omerged av INSLANE WKOOW ¥
nes, which i my nme dada’y
really cxnt, of mot on the same
soale, And T was never ambatious

n the semne of canng shout these

thinge. la 3 way, whatever hap

pened happen.

thronaghs abs

Many people

TR

whose days, bun 1 dada's 1ry 1o get
00 mugor collections of show s

it past happened. On the other

Nand, Tactally henefined foom g exponse IS wm

whing vou can't invent. And it pave me another read
mg of ey owm work

BN How did you »0e things diforcntly?

JA: Wiell, it's abways the cane that something you make
cam be wndery 5, 1hat it becomes
part of 3 persod sadontood @ terms of 3 grosp of
people & ddfcrone th

paramcters. There's a k

3 a somcthng cb

» within coreaim shared

ahke stuwation. You eealie
that one n abways 2 collective a0 much a5 an mdradual

have & hety
d new mund-sees o

person. Onge the exposure comes, sou

sense of this, but you can
ways of wewkmg
BN And within that your parverse side might come
o play. M Dhere’s 2 misreading of what you're doing.
you're Baly 10 A000pt And oven ombrace that. RN on
ancther artial’s work If only because It was Srhed to
yours purely based on appoarance. That look-allke
This tor playtul N seems
Yory mech your spirit and appiies moee to you than to

Anyons sles | can hink of
in this period

JA: The ddferomoes can soem
quitc obsmus i we kook a1
somse of my colicagues, b
Ham Sociobach, who had
been warking for 3 boeg
time as well, or Joff Kooms,
moee coblem
at, O counse you can say,
"Wl Andy Warkod teaced
the whole partern and '

who s ey

pont happeming again® It's
trwe. Bur whae wam't fore
sevable wis dhat the pattesn of the "60v as i played ot
the Hos had nothung 1o do wah the patteen dratied
BN Mow sot
JA: The big difference is thas we had wom down one
ol the
modermsm. Maybe the Libel “post

rased and St mean much asymeone, but neverthe

ot capenences of that contary, which was

jodern ™ s over

less modermivm wan avasdable 1o be consumed. You
cosdd extract ms side cffocts and replay them however
you wanted. In the Sos you would do tha con
soomnly. You were deal

had hoen made hefore. The ‘Cosn s

with the fact that thangs

< way—and

as by me—ivlure. Asd num people sometimes ask i

T'ms guoting Dasmecn Haest, | thank that's wondorhd, It's

rue, i they soe it like dhat, it's right

JA: Yoy, in the
those litthe Comarutivist drawings bot had never

i "ros. Ar that o | had done 8

shown them. And when | dad my farst pamnings they

were really van Docsbeer » and | fcle very

timad about showmg them

L

JA: Because you coulda’s how wark that had heen

ALTHOUGH WARHOL'S WORK 15 50 "60s, | ALWAYS THOUGHT
OF IT AS A PREDICTION OF WHAT WAS TO COME. | REALLY THOUGHT THE ‘804
WERE JUST AN UNFOLDING OF THE WARHOL MAP,

the ‘705 = 3 more moraines wav==were 2 teme when
CVEryone was tryng o make ugnature pleces, perfect

svenbons, That was gooe m the 305, You were

post doung your thing and usng what was available,
% the sources. The difierence

he Sox wem w0 “peniod,” 1

bot you were stll u

today, wh
that although
ching, they st dom's ¢
K.

et pevple are still bétmg and reay
sbout the sources. They
the somar So they have
. But wuddeanly, for the e
whao try and vwir i —and thar's few of them, | would
sy =t Bon are o dotant o the '$0n and *Jon
BN: Thet leaves plonty of room for “Interpretation.™
JA: One of the ke missmdontaadings abost my
pamtings in the 5os was that when people saw does

fon't evem

another Lind of feee

they SO, thes i whue be does.™ | knew very

well that does had been done by oeher people— s well

abrealy
BN: And after Sherrio you thought it was possible?
JA: Exacely, It peob
Sourtevant—dut | think that in the Sos there was 2
kind of liberation, and it was exciting. Another thing

ve by others amd wan part of hestory

by started carber—don't forpet

v thas I'd always
tion with Andy Warhol In 2 way. althosg

so "bon, | abways thoughv ¢

had great respect for aad Do

s work n
wo of what

come, Many of the

hang shout

- ey oo not, (s

Warkol. They all wanted 10 he an Andy Warhol. |
tcally thoughe the "Son were pust s us

Warhol mugp

the 803 you also had the fecling you could take

@ promitron of

art m your hands and put it somewhere clse, nest to

e, whasever you wanted. The process

art, Mawmal art, and Concepensl ——.
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and when the - ng. it
u-cvﬂndkwtwd Iu‘uouhn Oum

e convinong only inaumach s our resdens feel
hthﬁ&&d-mh‘-dh—hﬁ.-
wheih unly & reador whe hin acsually seen the work G
Rave—we're hack to sesthets padgment. To pnnfy 2 pudp-
macnt, asother coc n seedold.

Though thes asidde b0 lnshelle mey sore margeesl 40 owr
sopec, it is acvually comral. I the course of our debare, we
Bave moved from the “death of panting™ to the paragone
amm-&.ﬁmmnmwm "0
mmdnmaw But what
will srensin of the pusmting, or the ., of the Sou will n the
Jong res be the product of scvtbeei jurispradence, sot of
“theory.” It may very well be that the presegqunite for
addeesung an an hnsory of the Xos s 2 change of theory
that muakies oo for the concrpt of acsthetx: pampradenee.

ISADELLE GRAW: If o wanes 10 call passming “great.” one
A 10 define what the creona are. Michough | don't domy
the subjective nature of cvery sosthetic jdipmone, | find it
moee challenging 10 eeflect on the peecondeions of sev-
theti pndgment Sor smtan, koowkedge about the staten
of dhe antivt or the poviege of comnoncundepl. Thee
ke the general duim of cach subioctive jalgment
Caste mme begstmnate. Every bume oo aegucs for the value
of 3 pameng, cee han 10 develop crnena that are oot fved
et clasboratod m vacw of 2 speaic socul and st stos
nom. What s evnimaned “vuccessful™ n one stance may
T 0 s OPOonnd Wil RN OIS,

ARTHUR C. DANTO: I feel thas 3 corvam depeh has been
veshed hecmgh theve Lint mten corene. The remsnoutsn
of "pood painting,” of scvihetion, of pleaseee seom deady

back "

social ant hiseoey, celtural vindies, and the most iradmonsd
13 cvem say rvavsmonany | typs of ant heotory, sogether wish
the market, colludad 1o cook up the segument thae the
avant-garde nover really exinted: that there was no funds-
mentad Mbervove Intween Tt and Dvgas, and that pooe
v wndely g 30y the auth
dﬂﬂm&“ﬂi\nﬁqm&
oement of shunhete trissemph of this argumment). And it sl
reminds me of the shock some of 1) Clark’s admrers
reverved when they heaed hum utter the old debuned wond
Smastenpice,” which | ihought was & very coumageons
move om his part. The adea that somse works mater more
than others, 30v mone cntical than othars, st an som Exts
are woww sesonant than athermhich s, ser S one of
the semons we write—had gradually become venpect.
Mayte one of the effects of ths roundtable will be that of
raemg 3 much mecded crmgue of thes debierate refunal
10 pans padgment, )

CAMERON/MALLEY o b v

many of the prossnont artty- Jabim Schrubed, Dand Salle,
Lawic Stmsons, Shereie Levine, and Rons Blodner—were
pant of 2 wudden florescence of young Jewnh-Amencan
artets. Like other, son-Jowinh artnts, they wofe reatng to
g the farnt gemcrsemn of Amern s broughe op = the
wuburbn, and, by bovoming artnty, they weee tnyng 1o door
et thewr sudsarbun cxperene. In oy view, the antints of
Jewnh hackground specdaally seacted 00 bbb a2 ind
of danpora from the aty, whach caused them 1o hearkon
bk 10 2 heroic vision of the urban Jewnh imellecrasd
opecially e e reron aod pooplc M Rothko and
Newman—at the same s that they wore reacting so sub-
webes 1 experenced thas 3x well, but 'm caly half Jewnh.
OC Shartly sfter the emerpence of INM Demeration. ques.
o of racial and Cuural ISentity moved to the foretront
of antistic p and crimical 1 think the

80 belong 80 3 ealcal pobeical mood that thewe
e help wn soe with o hwn

of this

role of

of prvilege. I was w0 s way s aftorshodk of the Cubturd
Kevohution, s & went with the refucl, m the Lite ‘6os, of
woadenes 2 the Foole Noemale 10 vt for the examenation
that would pive them thew cormficancs, or of Swednd v
denes 0o wiear the rogalia thar went with praduacon ad
was an eoblem of sovial statury. The Death of Passng wan
105 Part an expeesion of reientivat sgaine the painting
thar win Cauing o moch cuonoment in the eady Sos, neo-
exprovmninem But o serms cvident 1hat the target muvt
Rave boen, = part, the foem of e m which the sfhucnce of
the Reagan yeaes exprencd sl in wllovng an, =
“gettmg i on the grownd fooe® through soguenng pase
gy thae wese covtam 10 appeecte i the way thae Abweracy
Eaprowmanne pusstinggs hud dosc—wo thun “bad paissiong™
was 2 kind of willod ughticanon, 3 refusal 10 B compdant
the agenda of wery. | am oot 3 socul
Dantunrian, bt 1 socnmns tor s, o Do cight o (howe sponle-
sions, that the true 2 hintory of the Xon hun oot yet hegen
20 be sddrewed.

o

YVEALAIN BOIS: Anthur's 0 our

umnmuqmmmw
SAged A% a0 apect of what people were aboul, But
nobody really formulated B as something shared by
hese artists.
114 Thore's sl 2 groat Seal of Bostity bowand the penod.
1 don’s know whether i means ' bad art, which s cer-
M'uﬂb l‘-qnuo‘nmlnﬂm-
th forable foe a kot of cenatoes,
mdn&;mhihmbnb-h
ks another tem yean. In the meantine, one of the nxce
thimgs o than there are & bt of yosager pouple who have
wome of age bndwg somethang n thes work —chomng to

combine \ e and Pop 2 an ng position,
ot D S s w0
D - e N M o € o N

Veek

NICKAS /ARMLUEDER v
2t of the 608 3nd “70x gave vo modh respect to the objea
n-l»‘d- oy sbery avmend e prove, wheeh was et &

clegam
debuse, and habelle’s remark om the aboo on scwhetic
Plesisre, remand wi od the s inge mmens whaon an ooy

M antrgae

of what came hefore. Bt i the Kon there
uaudhvh-hnp-aﬂlbm-dn
ks warhoant heung Hamed

John Armleder talks to Bob Nickas, Artforum, March 2003.

P
TN I waa A I pesple were competing 10 Lee whs could
e most tramparent

A Oe oo dhae onnd tharngs abvonet the Wm wits that yom had
those very cheap strasepaes, which you couldn’t afford
before—and mayhe you can't alffoed ta have sow. You
coull come wp wath the wnupadens, heapent inck, and «
means somethang o those days. What wis sumpenang w thae
# performand. And simce #t perdormod, ® wan cxotmg it was
B0 4o Sflerent foom other times. I ust taak 3 very obas.
ous tum became of the change in wcale of the sudicnce.
Vow woukdn T inck people i such 2 Blatant way m the 7os,
and there weren't wo many people to tack. The onck wa
part of the acepecd game in the Won, and that was 3 new
hing. S0 saybe people played with that, consoously of
uncomsciomdy. Thes it got slightly more ddbesed n the
‘yon becane the econonmy chasged sl # wan wom ot
- were

- P

oft bebing and one had this appetite. not for what was
new 30 mwch as for what was next,

JA: U you Took hack st meo-goo, you soe that i coly Lissed
two years, really. At thar time people picked up oo sy
work—on caly 0n¢ aspect of my werk—but | ddn't com-
oot mmy sl v e showe. OF vounse, o's discule for artives
who see msore comasitiod 10 2 style—and then it's saddendy
ot of Bandaon: You Rave 10wt wend i comees Bk,
I's e somebody who only made musnkers and had vo
wat watd the masnkart came back. He b 2 1ough time
"

BN: The "90s

omewhere ehve.

JA: When this oo geo thing picked up, 3 bt of my very
pood amwt fnends from Germuny dulo't spesk 1o e
anymoce bevaene they thought | had wnented nco-geo to
pend them out of the market. I was sough hocause they
coubdn't sell 2 pamtng. But semember, when they came
ahong Al the Comrpenal artmts bovt thewr place. A mow
ook You Rave young arents domng conceptical am that's o
poad as hefoer, 3 healthy m heforc—and 3 sucoowful
s Before.

BN And now we have & 1ot of what | think of as pretty o
JA: Bt it Socwn’s mean there it other puinting sow. And
you know, ity my view that there’s no passing that bea's
semewhut bl

BN: You're responaitie for some of It . . . some of my
favwetie worh of ywwrs, o tualy.

TA: M, o, 0

b Nakn i o New Vot bued

T — ey

BIRNBAUM /COLOGNE -

Wnmr, bt o 7y antint aod Soaler Sounled o go thew
wparste ways. Werner semseabers thew bt comvenuation
vivadly: “1 sbways had this somewhor childod idea of roe-
g oty allory sttatn gy 1 wandd ey flrst 4o gat i the
market = Switrerland, them m Holland, them Goeat Beean,
and o oa. | remember having ths argumcst with Kicker
At b ot hewng wrategie enomgh. e e g e
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Bovier, L., 1997. John Armleder - Whatever by whomever, Parkett
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