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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: I 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: I 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 à 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. I recommend such 
use of libraries; second best being back page lure-texts. And this is what this present 
interview is about to become, I guess.

PW: So let me say this. I 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

Dadachat

John Armleder talks to Parker Williams

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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JOHN ARMLEDER talks to BOB NICKAS

BOB NICKAS: e  been coming to the Basel artfair since the early *70s, using your little corner spotto promote artists you like. And you do this throughEcart, which is more of a publishing activity than agallery. So it's a certain philosophy that's led you toparticipate in something so commercial?JOHN ARMLEDER: When Ecart started back in the.7os„ we had a gallery space in Geneva and an offset printshop,. and we would publish books, whk-h we brought tothe book fair in Frankfurt. One day I thought, "Maybewe should go to the art fair in Basel," and I asked for atable to show our books_ In the beginning, a booth5A as beyond our budget. Rut we were also slightlyreluctant to be pm of this kind of art-market event.BN: As the '70s passed Into the '80s, did you noticean increased buzz around the fair?JA: C3i c4 ourse. The audience radically clanged at somepoint in the early Us. That transformation corre-sponded to the explosion of interest in 'wild" paint-ing, ma be around 19Si, and to a period of rapideconomic expansion_ Before, the audienor had beenart lovers, people who knew the artists and galleries.There was a club of people who followed what washappening on a daily basis. There were only five bigshows a year, so it was easy to do. Then, the coverageof art changed completely. Art became available tomore pet ople bei...--tuse that kind of money was soddenly
314 AlitTr014104

available to them. Art was not
iust in a few t n a g -
;miles, but in fashii in maga-
/inc., sports MAgatilieN—And
the people who read them
did whatever those magazines
suggested. And they came to
the fair to Nay things.BN: Around this time youbegan to get more attentionas an artist. and although youdidn't hang your own workon the wall in Basel, it wasall about your endorsement.JA: People would pay atten-
tion fist because, as you say.I was sitting there. It's true,
and we alwa!,s ended up sell-ing works even though I cer-tainly made no effort to sellanything. What happened in the 'Sos is that peoplepresumed that 11.1 had an eye on someone they wouldbecome the next hot artist,BN: This is where people saw Sylvie Fleury for thefirst time.JA: That's probably nght—at the Basel art fair cer.tautly, (She was showing at Philomene Mager% inGertnany and Postmasters in New 14 rk around thattime.) We showed Karen Kilininik probably for thefirst time in Basel, Christian Marclay, Thom Merrick,_14 ihn Tremblay, and !Viotti Rist early OD, and Herbert

I larnak. crvthing if his was sold before the opening_BN: Even if you're thought of as an '80s artist, yourhistory goes back to collaborative Fluxus-orientedevents in the late '60s and early'70s and to completely noncom-mercial situations mostly in andaround Swit2ertand. Then you enterpeople's consciousness in themid-̀80s, showing in galleries InNew York, London, Paris, Munich.You showed at Barbara GladstoneIn '86 alongside the paintersHelmut Feder* and Olivier Mosset.also Swiss. and Gerwald Rocker)-schaub from Vienna. Neo-geoseemed to be in alt the galleries

'90s AGAIN
•  r  •

at the time, but I knew when I saw something atGladstone that it was in fashion and had been con-firmed. So what was it like to already be In thestream, so to speak. to have a history, but only thenhave people take notice?JA: ‘‘' hat happened in my case is that, of 4:i ourse, I hadEwell working before my 'disco% ery"—and would goon working. I've always made different types of workin different formats. But in the mid-stos, because of
this neo.geo thing, that aspect of my work was pickedup as a label for the period. So it has very littk to dowith me. h has to do with the times. Also this side ofmy work—abstract paintings and furniture sculpture—entered the market at that moment.BN: Did collectors change?JA: A lot of collectors like to enter the artist's privateworld, purchasing their notebooks and on; they feelthat much closer to something unique. To them, hav-ing that kind of work gives them entry into the private4: 4 InieSStOn% of the artist, There are people who have
this relationship, which is cute in a way. Rut in the losthere was a more "open door" situation where collec-tors would say, "Look, I bought the work of so.and.so,and I have the biggest, or the one 6.4 Documenta."I'm not being critical about this attitude. It's a veryhuman way' to react. It's always the case that the earliercollectors think that whatever is coming up is trivial,while the new ones don't have any idea what hap-pened before, or they don't care. Critics and curators
aren't so JarrowBN: I imagine that having come out of Films andbeen around a bit, you didn't see this time as your bigchance, but rather as a moment in which chanceplayed a big part.

T1RAVANUAThe '80s were a funny time to havegone through as a young artist Ifartists in the '90s were trying torethink what art could do in a biggerway, in the '80s they were trying to
rethink how art could continue On
Itself. After Conceptual art and areturn to expressionism, the questionwas. What can you do next? Maybeanother big question was, What cwyou do after the read)made? •
—AS TOLD TO /11/X CAMGLIA

JA: Certainly I have a differentperspective from artists whoemerged as instant success sto-nes, Nk hich in my time didn'treally exist, or not on the samescale. And I was never ambitiousin the sense of canng about thesethings. In a way, whatever hap.pened happened, !Hans peoplethought about career strategies inthose days, but I didn't try to getinto major colleemons or shows—it just happened. On the other
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