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&= otra cosa. En una ocasion graba un perlormance del maestro
de Butoh, Kazuo Ohno, con una calidad muy mala, Unicaments
con una carmara fia en &l escenario, ¥ cuando despuas lo vi casl
me pongo & llarar, . Una grabacion pusde no-sef 1o misma que &l
performance en si; pem tiene su imporiancia,

JH: En log afios 60 y 70, cuando organizaba una axposialian. por
gjamplo de Carl André, todo &l mundo fenia curipsidad por sabar
que: lhamos a exponer ¢ venian al museo, hoy, cuando arganizo
una mueskra da un atista de O=lo, lo que |3 genis hace o5 consul-
tar Intarnat v ya no vienen a varta. Mo encueniran diferencia entre
realidad y..

MG: ... y viruglidad, o reproduccian,

JH: Aungue también hay gente que frabaja en Intemet y conogen
ese lenguaje, v No pusds copiarse cudndo se ha transmitido. Es
un lengiaje en st mismo, con caracteristicas visualos y maleriales

MW: Algo que sxplica el gran incremants de los parformances es
que vivimas &n una cullura tan perfprmativa, Alglinos creadores
tiznen un punic de vista particular sobie |2 guracion y el numero
de obras que el coleccionista pusde comprar., De un performan-
oo pueden sdgulnr ocho copias, ¥ cada vez que llene lugar de
nuevo necesitan entablar un didlogo con el arfista para decirle:
“estas son las condiciones. Me guslaria que vinleses a hacerio
ofra vez”. Eslos son los mpdeins ¥ estructuras qus se aslan apl-
cande, basades en un paissje medatico en el que el performanca,
como Ing demas tipes de ards, aparece en relacldn a su sosteninl-
[fe =T

FM: Me gustaria retomar gl lema, ya clasico, de los derechas de
reproduscion v del valor de mercado de |z obra. &l nos fijgmos er
Internet, exsten ya diferenies mansras de confrolar los derechos
de reproducaditin que estan abienas a lodo el mundo, si estas de
acuerdo con cierss condiclonss puedan disponsr de gllas aralis
giempre que quieras, ot softwara lambién sale gratis, v creo que
B3to va @ pasar lambign en lo que respecia al mundo dei ars,

DE; La cuestion sarla: jquieres que tu obra asté en Youlube o no?
Mingura obira de medios Iredicionales pusde considerarse Tino-
cante’ respacio a lo que ocurre con otros medics mas amplics, &n
publiciddad v en todas |as demas arsas ¥ 12cnicas, y coma los artis-
tas pUeden ubicar su trabalo, sspecalmenia an las anas perfor-
mativas, sobre lodo conviriends la experiancia ndividual en una
gxposicion maslva o dandole prioridad, que as lo dtimo que sg
consigus en 2l mundo de los "media”. Quisras o no, acaba siendo
ura cueslion politica

BS: Hay una difersncia an relacion @ las aftos 30, cuanda 10g artis-
tas hacian performances, especi@ments las mujeras, porque &
aaugl momanto al mercado eslaba practicaments cermado, v &
cuglquisr mujer le era diflcil conseqguir una exposicion &n un
musen, Quizas an una peguena galera. Por eso comanzaron: g
hacer performances Y a usar su cuerpo, empleando el video parg
grabar y documentar sus atdionss, En los 60 y .70, 1a gante lania
un punio de vista mas uiGpico. como r contra el sistema v trafar
de imponer su voz, precisamenta porque el sislema estaba cema-
do para elios.

MG: Nos encontrames en plefo procese de Wransferanciz de la
subjetividad. . eslo 68 ve @ evidenciar #egin el performance
aduiera oada vez un sesg0 mas historicisia v los proplos parfor-
mars np astén disponibles pera llevar & cabo su chirs; podran
transmitir &l congepto de parformanca @ los queles sucadan?

DE: Yoko Ono fue ta primera = reslizar perdarmances acompana-

dos par una lista de instricclones gue te permitian tener tu obra de
ana, cualquiera podia hacerlo v era parle de ello.., Respecto a la
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desmaterigiizacion, hay dos grandes tendencias; ung g9 te del asi-
la Malevich-Kandinsky, que 2s mas espirtual, ¥ |8 olra &5 |a de
Tallin-Rodachenko que tiene unp vertisnte mas materialists, prox
met al materialisme markista..

MW: Mo creo que haya problema real nl ansiedad por o que se ha
perdido; Me refisro & lo que puede archivarse y olasificarse casl
arquealdgicamente. Ogl pasado slempre surge un nueyo potendial
¥ np se frala de 1o que se ha perdido sino de o gue resullz mas
interesants con respecto a todas estas estrategias. ..

The Dilemma of Collecting Art in Times
of Dematerialization (II)

Mark Gisbourne

This pas! November 2rd, on the occasion of Tatsuml Grimalo’s
parformance Punishment at DMNA (Berlin), the gallery organized a
round iable to discuss a phanomencn of vital imponance, e
ditemima of coflecting art In times of demateralization, clossly lin-
ked to the enormous popularnty thal performance art Is expenien-
aing throughout ihe world. Tha project's modsrator was Mari
Glsbourng and Valeria Schwarz its coordinator. Participants In he
debizte ware: Jan Hosl, director of the MART museumn (Herford,
Germany) and Documents |X; Berta Sichel, direcior o the
Audiovisual Depariment of the Museo Raina Sofia (Madrid): Mari
Waugh, member of the Foundation A; Fumio Namjo. director of tk
Mo Museum (Tokya), and David Elliot, professor &l Humbaoldt
Unlversity (Berdin) and ex-directer of the Owford Museum of
Wodem Art (LLK.), of the Mari Museum 2ad the |stanbul Modem
{Istanbul, Turkey), Dus to the Intensily of the debale and the
exlensive comments and dala offerad by the specialists, the firsl
part of the transcription (edited and condeansed] was published In
the last issus; this Is the =acond =nd final parl

Mark Gisbourne: How can we frame what is meant by damatanz-
lization? Doss demeleralization first of all imply 2 negative?
Becayse first somaething should be matarlatized before it can be
demaleralized?

David Elliat: Whan we talk-about dematerialized art, it Is-raally ke
relationship of dematanalization to power: what doss dematerial-
zation mean to an artist? Who makes the decision (hat my work
will B, you know, 100% demalerializad. 10%, 50%, arwhatevarin
{he scale. assuming that there is such-a thing as demateralizs-
tlon...7 Whan you put it into the context of the history of parfor-
manga, |t goes back to the cabarats. The first performanoes afa
piecas from the cabarats of Paris in the late 18805 and 805, And
thizn the next efforts you see s in ltaly and In Russia, around 1910-
1912, The folurists, Marinet. and hen David Burlyuk, Viadimir
WMayakovsky and the othars.., They were presenting an altemati-
we kind af reality, and when you are doing I realily s now and in
that zenze it's uncollectible; you san only have documentation of
that, and that is what wa have of these very sarly manifastations

MG: But this alsc brings up the issue of the artisl as anarchist
Jan Hoet: | think the value is in its Verndstlichung (inlerior

sensal you have not only whal you see, what heppens, but aiso
how what you ses affects you, ..
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MG: What are you describing Is inner sense; interiarity has ar inle-
resting relation to esthetics, and is called Immanence. What you
are suggesting is that this Immanenca of the experiance is to ha
tranafarred.,.

Berta Sichal: There are s0 many fssuss involved. | think peopla
understand video more.... but digital technaingy Including hardwa-
re and soflware, are bn!h forinstitutions and private collections. Its
a very complicated |ssue how arfisls who make computer based
works, that these works they can be mutated, replicated and even
re-cireutated on the Web. | hava the Impression that the very
notion of collecting Is confused: if you ook in & dictionary of art, fhe
definition of collecting s ar:cumulalmg objacls, hat's the basic
“dafinition of coliseting. Sa 1 think both private collectars and mnlui-
tions when collecting compuler based art works must ask soms
furdamenial questions, what am | collecting® Am | collecting a so-
called “embrangiement” of computar codes? What is the proper
way lo store |his wark? The very basic notion of collecting has
chaenged also because the technology changed: technology also
nas an impartant rola in how artists develop, how institutions fune-
fion, | think there are many new guestions that [aven't been for-
mulated yet

MG: What you are really describing is that in the digital world there
i5-no original, essentially. Normally \here is an ariginal, whather it's
an -art ohject, @ photograph or even a performance. they have an
arigimaiity In fimeand spacs, bul in digllsl debates you have no arl-
ainai.

Mark Waugh: | would say the izsue around creating new medla
and performance s parfioularly pedinent in re1a!.lnn.-ih|p 1o this
notion of the material or immaterial and again this notion of pos-
session. | would say all works are being materalized all the time,
though sometimes the changes in lhe atmosphere of the space,
particularly, destroy I Bul in lerms or whal is being demateriali-
zed, |usl &5 fasl (s the ides ground the work, ., Regsrding new
media praclices. what happensd between [he early 90s until abouw
2000 was an incredible-acceleration in the discourses of critical
angagerment with warks anline, wiih certain organizations having a
vary wide intermational discourse sbout the particularities of medig
arf, These ware anling institutions, they weren't part of tradifional
Institutions, &nd now these institullons are reallzing that they have
missed a piecs of history, which i 2 probilem because all the plat-
farms wara unstable. Again, this is a guestion of performance his.
tary; the erlical veloeity with which ideas around performance are
ahanaing is such that you have 2 sense of looging hiztary,

Fumio Nanjo: If you talk aboul media and technology, you can
always repiace It with new lechnology, you can transfer the old
content to the new format, But whather you own the hardware ar
the content, thal's tha quastion, | think. It's bit different, but if you
lake phatagraphy, the content-is always hare, bul the photogrs-
phar in the art world decidas how it is physically presented, and
this defines anather value in the markat; bul it you want to own the
Im&ge, than you oan jusl buy the image and put It In & different
hardware, nght? So, the race of a performance 1= the same thing;
it is recordad, and how it |5 deall with In the market s another
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fssLe. | once recorded a performance by Kazuo Ofing, the master
of Butah in very bad quality video, jusl one camera fixed on the
stage, bul when | saw this yery poor video afierward | was almost
erying, you knew. So a recording may not be {he sams as the par-
farmanca, but it has a value.

JH: | rememiber in the Bls and 70z when | did an g@xhibition with.
for exgmple Carl Andre, overyone was curious 1o know what | was
showlng and (hey came (o the musauns now whan | am shoewing
an artist from Oslo, they first lock 0 see who he 15 on Intermel and
thay dor't coma. They don'i see the difference belween reably
anl,

MG: . and virtuality, repraduction;

JH: Although, thete are also pacple working on’ the Intemel and
they know the language of the intermet, and it cannet be copied
when It s transmitted, 1t sigo has a cartaln language In lhe visual
way and (i the mataral way; it's & language. ’

MW: Maybe one of the faots around the surge in performance
wark |5 that we live in such a peformative cullure. There are who
ara very particular akout the duration, and the number af waorks.
the collector can huy... ii's a performance ard they can buy sight
performances of It, and evary tma ons-of the performances
ooours they nead to have a dialog with the artist to say "lhese are
the conditions, I'd like you to come o perform.”" So these are lhe
Kind structural models that are going on now, which are based on
a madia landscape wherg performance s content, as all art s, in
ralationehip lo s sustainability,

FM; | want 1o come back to this issue about copyrght and the
markal valle of he wark, which Is very classical, IFyou lock al the
internat world there-are already different ways to controd the copy-
right and basically they are open (o svarybody, if you sgres lo cer-
tain conditions you oan use it any time for fres, softwars s disii-
puted for fres, and | think this will alsa happen in the art warid.
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DE: Do yau want your wark 1o be-on Youtube or not? Mo tradilio-
nal mediz work can'he innocent about what is happening (o largsr
mzdia, In acvartising and all the ctherfields, of the techinigues and
hiew artists can position thair wark, particulstly parformative art. in
refation to that, partioulary by making or prvileging the indlvidus!
sxpErence inlo massive expesurs, which is the lzst thing you gel
in the media world. So | mean, whather you like it or notb, they are
political.

BS: | think (here isa diffarenos from the 1960s, wnan arlists wor-
ked with perdormance, aspacially women arlist, because at thal
time the artist markel was almaost closes, and I was very Hifficull
Tor any woman fo show ina museum, just mayke na.small gallery.
So they started o use performances and the body and using video
to record thetr aclions, People from the G0s gnd T0s have a mure
utepian view, like going against the system, -and trying o impese
their volce, because the syslem was closed to them,

MG: We are in the amea of the transfer of subjectivity. .. this i

going to emerye &5 pedarmance hecomes more and mare hisiori-

cizad and a8 the performer himsalf will no longer be available to
parform the work: can be or she designate, pass on the perlor-
mante concept 1o snbsequen| peromers?

DE: Wall, Yoko Cno was lhe first person to raally make instructions
pleces, nstructions were listed and If you followed the instructians
you had an arlwark, and anyore could do it and this was absolutaly

par of the esthetic. . Historically, regarding dematerialization thers

are two big trands: ane is the Malevich-Kandingkl style, which is
{awards the spiritial, and the ather ks Tallin- Radschenkao, which is
towards the matesalist, actual as well as Mardist materialism, .

MW | dar't think lhere's any real issue or anxiety around what
is last; | mean; what Is archivable and whal ¢an be archecicgi-
zad, Fram the past it's always a new potantlal and (s not aboul
whal |s lost but more about whal is exciting shaout all thess tfra-
CES...



