Warl

chari

ur

__Angeline Schel

Ma! 15;4 June 15,

N
sh H&K secop5§ ]
icago Posse

AR
o [V} 8 B
il 9 =3
Fhilippe fsamr E 28152
us & |
@ | S Ee
w 6| S 1]
o = | OF| 4
i FAR AR AR
2 2 b|o
& | | ] e
cls|lale <
‘Dawdjvmcenm— G| Z|X[C|2 |2
-
Dl —|a
bt
] ‘ape-{tarl‘uunmn‘ﬂpm
247 ghurcly: ;h\:d. |
me ok,

St dh nadiln

nfertipsianiy
gl 5

This extbation s
LT

oran oo

m
:‘ISBN. 0 9713%1‘5

- 1

ud |

Fo

PR ~u_uw L

uppy USP “awwan

FMS IWO I1SI PFS

honor Comirex
Rivera silencers 88

TEXTA ECHELON

[ ReMOB claymore

=opt "’E’ ‘.:.4

toad A
00 CiSSP
URSAT

flection
rcon telex
urhop Minox

o

M

Public Key:
an encrypted art
in a transparent society

The lransparent sociely thal is emerging dacsn't
seem t0 be the nne that the cyherneic nlended, o
rational democracy where teedback protecols wnuIU
have assured an apiimal egulalion of comimen
behavior. In fact, with the developmen
tion techinologis, mslances of power do nol beaome
transparent to citizens, but rather citizens become
Transparenl Lo inslants ol power. In addition
transparency claimed by gavernments (nathing
cilizens do should escape he autheritics) is the trans-
parency as understond hy the transparent dula pro-
wemaing Lhe user takes no notice of.

1he world of art is also organized according to this
asymmetrical reciprocily. The processes of leyilinize
tion escape artists 1o a large extent and nothing they
doeludes, [he conlral of o media syslem that instan
taneously records and recycies all attempts at subwer-
sion inb enlerlainment. In this context, it becomes
increasingly uncertain that the farm of an exhibilion
is viable as o citical measure. In 3 transparcnt soci-
ety artists should devise secrstive fones and ayplic
arl.

Cryptogrophy is the art af rendering a message unin-
telligihle ta these who are nol on iis receiving end
Art has always had 3 cryptic dimension, one that is
more an less mvolunlary and acknowledged. But at @
moment when art no longer seems like & micro-cul-
lure amony olhers, elilist strategies ane evolving
toward more communal strateqies. Fnooding has
become o condition of survival in the tace of domina-
tion by the mass media and its related ndusiry and
produtls. kscaping to the protected space of an artis-
tic institutinn at the very moment his space risks loa-
ing all legitimacy by continunusly sdapting itselt ta
the demanids of The nec-liberal sel, ail only relains its
independent nature at the expense of an encoding

pracess that renders it compatible with other sacial
praclices while allowing it to maintain its autonomy.

When speaking of cryptic works, one refers 10 artis-
1 projects thal are nol commerial, nol nedia dri
ven, not spectacular, not decorative, not insti
alThey are projecls thal risk being situated outside
ot the artistic institution and risk not explictly pro-
Claining Lheir stalus 35 artworks. The works pre-
sented in this show cannot conform to these cnlena
sinue Lhey are aclually shown. But because they are
deciarations of imentian or desiraton, hey <ould
indeed indicate a new perspective, one that recon-
sirers artistic practice al (he cenler of te nlona
tianal paradigm.(1)

inn-

Philippe Elanc
Philippe Blanc linished his
artistic training 5 &
developer, and docsn't
claim any srristic artivity.
He is also the developer
of the "hor” engine
which was presented by
the Cercle Ramo Nash ol
the Guggenheim Museum
(Framise 1998). |he pro-

1 Pl Bt 10500 i s, S
detzult naming of images s s s e
recorded by digital cam

erss. Lsers of thess camaras ofien pul heir pholos

on line without making an effort to change their
names, Result: milloms af rmages on the nlemel

carry the same name. Tor example, all the original
phalos laken wilh o Nikon camena will be named
DSCNOO1. Blanc has programmed a search engine

Thial seams the network and weales o shide show
conjoining 31l images it tinds by methndically follow-
ing ifs digital classification. All of this yiclds a com-
plete record of all that is phatogeaphable

Dr. Brady

The insurance of anonymity and respect tor private
ifes 18 aften achusved trough e uss of 2 pueudo
nym. In the art world, the use of pseudenyms and
hesteromyrms havs sssentially rellecled oilicsm of
bourgenis idealogy on the part of the artist, a
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the myth of the
genius. On the Nel,
the use of a pseuda-
nym hints at an obvi
ousness of sarts

Ey

upon

wants, according 10 his
aclivities. In each
forum a specific per-
sanality is determined
by & set of themes antd
communities. The use
of a fantasy name con-
stitutes a sort of encoding of identity that protects
the user and quaraniees his or her freedom of
expression. But if the fictitious personality in ques-
fion engages in a more radical discuss on, he or
lity o

Orarady s am
2002 Lzar grint 0 78 pa

she does not bear any less the responsil of the
ane who takes on that personality in a given com
munity. One must n 5 he fact that
these communities of metamorphosis exchange
and produce actual ideas. Peter Brady's work situ-
ates itselt essentially in the conversational realm.
Between two showings of IRC (Internet Relay Chat
(2) he loosens up by devoting himselt to the art of
ASCI(3), bul with a singular consiraint: he uses
anly the four letters of the genetic code

t of

Cercle Ramo Nash

Two rules have been progressively imposed since
the inaugural shack of the ready-made. The first is
1o tind an idea. a gesture, an object sufficiently
foreign o those already identified a5 potentially
artistic, 50 a5 to produce a variation whose legiti-
macy can anly be resolvid by it author. The sec-
ond is to remain amused and distracted. The cam-
bination of these two rules has defined the domi-
nant trait of the prevailing aesthet; recent
years: exoticism.
Something exotic, or
toreign to the art world
(4) is at once interesting
and taraway. It com-
mands atlention by its
difference and it creates

‘Carcla Rama Nash Fimy i
221 bty 2,53 a0 e

& Lension as far as its arlislic appreciation is co
The more something seems debatable {as far s
Lus as arl is concerned) the more its chances are big
or its promoters to augment their authority in case of
success in its negatiation. The Cercle Ramo Nash tries
ta escape from thi o

power scheme by paying more
atention 1o the critical signiticance rather than on the
sLatulory definition.

Florian Faelbel
One sometimes has the impression that art exists as a
means for p.aussmml, 10 exchange li
ith one an These lists, from one t
s variables that seem to make sense. Each one
orth measures up 1o an art dealer's skill in manipula-
tion. The work of Florian Faglbel questions this uninter-
rupted creulation of proper names in the micre-mileg
t. By displaying one inordinately long list of names
the entry of an exhibition it implies that every artis
tic attempt is necessarily inscribed in a social collective
and cooperative work so that it becomes impossible to
define the beginning and end, all of which renders
problematic the notion of aut! horsmp Thus the majori-
ty of v\()rk\ \hown in galleries today owe a debit to
data er d processors) and Photoshop-like
ssthesrie el op developers indicates a
list of artists in the same way 2 group show temparari-
Iy scrambles the play of recognition. I1s a sort of
homage to anonymous heroes who profoundly trans-
form the culture by inventing the tools on which we
are all now dependent.

hard Kangrosian
Technical choices are often uncontessed political cheic-
ey Since “9/117, new security laws have been adopl-
ed in numerous countries in
the wake of our collective
emotional shock. Mast of
these provisions underming
individual liberties and were
woted into law w ste, and
withaut any public debate. We
are tentially under sur-
weillance. Glubal positioning
satellites have the power to
locate us and identify us
through aur mabile phanes;
the Echelon system intercept:
our e-mails; Carnivore invites

Richiared Kengeosian Vol (o0
Fanfrl Sacety oo hax, 2007

itself into aur home computers. By modifying & stan-

3 radar antenna of an AWAC
airplane, Richard Kungrosian Lransfoms the gallerys
minivan into something equivalent to 3 surveillance
vehicle. itive the acceler-

are and mare
difficult to escape

Alexandre Lenoir
Alexandre Lenoir syslemali-
cally documents his own
idea about sculpture. Its an
investigation he's undertak-
980 and his focus
ontemparary forms
picturesque. The
complele calalog of works
can today be considerad
like an obsessiona
hermeneutic, suscentible 10 the Seciphering of poten-
tial works everywhere. It shows that by arriving at a
certain level of elaboration the micro-culture of con-
temgorary art can emancipate itself of all institutional
art 1o became a manner of seeing autonomanrsly.
The sesthetic criteria derived in the context of exhib
tions find themselves reactivated in inappropriate situa-
tions but nevertheless conserve their relevance outside
of power stuc-
tures that
inevitably consti
tute all negotia-
tion on the
statute of dis-
slayed works.

Alseanelrs Lancie St 5 1o i
srore o the gallry, 2002
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Manin mpper
Fur
Tup) Pe l:rr"s
release is the
real site of the
exhibition. Occupation of a particular space with vari
nus artifacts dunng a gven peniod s no longer & pre-
text for the dissemination ot a statement. With
Compatible ASCH Martin Tupper confrants the material
character of a wark that must still occupy 3 space to
asure ils legilimacy and the luidity of its values,
which must be able ta be negatiated in the convers

Martin Tugpar Campanne 45T, 1998 Shes
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tion af the community on the hasis of certain argu-
ments enunciated in a text. In one way. in the net

weork era, the work has gane info text made. 1t is

coded in ASCI| like little tantasy drawings of “ASCII
arl,” which can be inlegrated nte e-maiks without

eighing them down

David Vincent

Ideas circulate better than objects. The theme of
teleportation, miraduced by the father of cybernet-
ics, Norbert Wicner, saw no obstacle to the idea of
sanding 4 human body
through a telephane line (3
concepl pupularized by (he
TV series $tar Trek). This is at
the center of David Vincent’s
nroject. His work takes off
trom transters crossed with
multiple references hetwesn
twio cultural parallel univers:
e, conlemparary art and sci- B0 =
ence fiction. With 3 vocatu- Do Vioteed Aot
lary thal approximales deco- i bt
ration and bricolage more

than it does sculpture. Vincent puts inlo place a
platform from which art and artists can be de-
materialized and teleported into social spaces other
than the gallery

Angeline Scherf
2002

(1) The socialogist Manusf Castsil offers to speak of
informational paradigms in order to designate the entire
complex of e, vlues, tedmoiogies, Bractices and
Bty h characleriee melwork ely.

(7) Internet Relay € hat on-line discussion or “chat®
foams,

(3) American Standard Code for Informatian
hat defines the dis-
in seven bits. ASCI
phic form in the history of informa
chemalic o desin by wiog
characters available on a «

(4) Exoticism in the traditional sense, in the rappor of
diferent cultures, is only one particiilar case in the gen-
eralization a rpm ax it nperann s of mrtsmpmaw
art. The most rydiay Usa is the

o perhips completdly enaw. In o wXhb i




