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G. H!thuumapdndnpmmﬂug ]
or evident way, is this the reason why you and t
tinuously hold on to this formaty I mean, you've wor
ormats as well, e occupation with painting
vour work. I'm not saying that you define yourself as a p
even though that you once actually called yourself a p
a tongue-in-cheek way in the show at the Yienna Secession (2
which was titled “As a Painter I Call Myself the Estate Of.™

M.C. | actually call myself an artist and a painter.

L.G. 1 didn’t know that. But why hold on to painting? Is it the
amount of intellectual prestige that it has gained over centurie
its historically overdetermined status, or its highly comprom!
commodified nature?

2

I.G. You mean that painting is, as Warhol pointed out in his work, "
like printing a dollar bill> .

M.C. The way I see it is that if you want to retain your inte
freedom, you're going to have to do something to make
apart from teaching, or curating, or running a design s

actually about having freedom to think. To produce a pre
that brings in cash, which then allows for a separate intellecty
cess to take place)But I do think that this painting prod
become a b ed over the time I've been involved. Its rein

in the eighties still had a degree of freshn 1o
ess, still
the nineties. I think it is a bit more flat now and evenistiy o

M.C. Although a segment of the a

rt
paintings. The 2016 Berlin Bien b actually still e

nal )
in it. The documentas and the p o't have many p.

paintings, ew Tate extension don't



.

1.6 The Berlin Bicnnale even prowdly mrentioned the faot
owed onty ome o parecing bt when You beked ooty ||
at the exhibition. there was a lot painterly Hretorie (the tablean for Sy
mat. framed pictures on the wall, painterly sarfeces) thiown around>~ J/

MG Agroad. Tis mot as i painting wtterly dominates world :fﬁu o :
puwumkn“mwa:.:m B
1OT PAINTING APPears to fanction unquestioned-—in both the world of

1.G. Its specific historicity and the fact that it actually poses a
problem get overlooked.

M.C. Yes, it still does. But | think that when people say, “Painting has
alwavs existed.” it actually means “painting has always existed like
it is now since the eighties or nineties.” | think that this naturaliza-
TOn €XISts in 2 quite recent time frame. Only this much more
recent painting has done its Post-Conceptual work on itself. It is to
some extent the first painting. ‘M
Aot

1.G. What do vou mean by first painting® Do you mean that it
mwuu—-dw.ﬂdm
mmmmm-ammuum
ba’:g:zbanaﬂhhhhe?%tumw
mmmamhm.ibmdw,
e-dsopah-wmhlmmwut-
works. and that it integrated the lessons of Conceptual art

and the readymade, it seemed to be taken for granted and was
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- hadn 't really been since the mediated shlock
: s s 2 contnuum of rehabilitation, and
S had 2 strong voice in this. But you might

.+ the recent and work back. as start from the past and

.arting from the first half of this decadg i

e =~ <ha: there s a reason why a post-Columbia Krebber
/'_————/ o RS \cr_\ I.rcc —— hkc

T'his group (that

Be—rse argument ) can Just go crazy on the
| T Ns oy _— that painting has anvything to do
—/' (T ~— T f' has come I'r‘:‘ffl". Ic.’l\'inﬁ
J o~ g s a generational shift where
- t possible to paint in a hippie way
ration, wouldn’t have allowed. What you
# ¢ this way is: “Fuck the art world.”

trategies of the art world. Painting has
rform what is still a wider eritical role, but it
elf-critique as painting at this point.

Mathiou M

wlout, The Looming Return of G.R.
(inC. B /on K1) 2013
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v e o vom are mterviowing me about my work now? Br ~okay. The
st painting period ix over for me. In the wark of the
vom mentioned—"The Opening™ (New York, Los c\ngele.
Beodin Darich. London, Brussels, 2007-9) and “Solo Show" (M‘aml
270K weas i fact thinking very seriously about painting and
:‘L\jk i Be today JONC answer Was to just streteh some preexise.
e fabric. 3 ka Blinky Palirmo; another was 1o do a SHIV painting-
erormamce i 4 scenunaly casual wav with no time to think.
S W ade Guvton mavbe believes that black ink printed by a
s the tn v traditional painting nowadays. The idea being
chat the only virtnosic | painting vou could possibly make in these
cimes i« 3 comtextual. knowledgeable, politicized work operating with
Post-Conceprual language. And simultaneously a reflexive com-
modity. Right there is the virtuousity, the “painting.” You won't find
1 elsewhere If vou want to get away from that, you'd have to start
pamiing more ,-::’.L what looks virtuoso, but that would be a kind of

t what if one of vour paintings from “The Opening” series

¢ without this whole contextual information about
ance in the gallery space and was also disconnected
whole thought procedure that went into it” If someone didn’t

know what is at stake in yvour work, would he or she still get a sense
of it being saturated with these propositions?

« M.C3 Well, you only have to Google my name and you’ll find all the

T4ain facts. And you can'’t separate your own experience from
knowledge anyway

Michaela Bichwald, Freiheir, 2011

PAINTING AGAINST PAINTING F




.G. 1agree with you, it is difficult to ignore the contextual-conceptual
dimension of your work. l}ut as a commodity, painting also tends

(o eclipse its conditions of production and mystifies them. As a cor -'\&‘
modity it doesn’t reveal its background conditions.

M.C. Yes, the collector has to forget some of that stuff, but not neces-
sarily the audience A am perhaps in some cases trying o e
collector by saying that a painting is more traditional than it actually is.

1.G. You have often juxtaposed paintings with readymades such as
boats or bicycles in your exhibitions.

M.C. You are still interviewing me about my work ... I consider the
paintings themselves to be readymades. If a painting is inherently

a commodity because of its form and its history then what's the dif-
ference between them?

I.G. I always thought your work also emphasized the differences
between, say, a speedboat and a painting, by juxtaposing them.

M.C. No. That’s why the paintings have such clichéd subjects, because
they are also readymades.

1.G. But isn't there a difference between you making the paintings
and a company producing the speedboat?

M.C. No, I'm a readymade.

1.G. But readymades contain social labor, while paintings suggest
a close nexus to their author, the artist, and they also live off
the mythological dimension of this identity and the social privi-

leges attached to it.

M.C. Okay sure, I'm not just a readymade, but.t!1e start?ng position is
artist as a readymade. The person, or t_he a.mbltlous.amst., the sub.-
jectivity, which would produce a pain.tmg like that, is a cl.lché, which
I am prepared to inhabit. But I do e)flSt in.a (_:ontc:.(t, wh.nch changes
over time, and I am a person who exists within a discursive space
and can move within that space, tc: s.'.ome c{(t'cnt. Blut yes, wI}nt I'm
saying with “I'm also a readymade” is tha’u it’s not .!ust that. ] m
painting a familiar subject, it’s also that I'm ac.:tmg in a familiar fash-
ion to create a whole effect of completed obviousness.
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Marbin Carpontor, “Poor Leathorvtie
Borbin, 2008, stallation view

190 PAINTING AGAINST PAINTING ‘

M2,



nungs

tme.
even if they h
and many othe




e mbmmw‘“““, |
-3
¢ Well, the paintings don't exactly look like

e

embodying. And part of the reason is that they
LG 1 would like to know more about this “other per ‘
created but didn't identify with. | remember that for

iedrich Petzel in 1996 you produced a poster that
rowingboatonthe'l‘w

B
M.C. Yes. | was trying to create a whole fake life at tha
a weekend bourgeois painter in the suburbs. From whie
time [ was also doing the opposite kind of work in cent
I'm running through an endless series of unfunny jokes.
there’s something serious behind each joke, but that is :
But what is not immediately visible is that behind all ¢}
there i3 fairly worthy project, which is simpler: more lik

G [ see myself John Miller-type, p .

until it gets boring, continuing with another; some
lll' QUL Q5 o s LUDiC "ﬂ‘
ot specifically is that there has been a series of break
happenedmwlheymbet“eendiﬁelmtmsd G
painting in a political context. These were one-way chang
mﬂecdonpointsbetweentbecxmtmethm_
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'\C\Q' Mmanﬂnah:{hmmn‘% ouches ¢
¥4 having achieved a stripped-down There’s this ¢ *m
of the object, but I'm not sure to what ees
“Mhhuﬂmm,lmu.. . ':
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or readvmade strategies have often ended up producing paintings that
ceemed even more alive and self-activedl have observed that at-
STOMAKE paintings appe:
For instance, in your series “DECADES” (2013-14) I think it's

actually the colors especially, sorry to say, that are able to produce

vitalist fantasies. 1 think of course there is a difference between a

caters to it. But | believe lhu(n is because of the rhetorie of pamt
ing and its particular history that it can’t compplgtelv SLep out
1 are so crucial for capital-

work that deliberately tries to spoil that fantasy and a work that just ?

this production of vitalist fantasies
g o RO e e 2 3

4<m. It is pamting that triggers these fantasies that are equally

projected upon it. They result from a dynamic between the object

and viewern

M.C.o But isn't that particular art-lover-type person dying away, or
becoming anyone with an iPhone? There is a lot of vitalism in
every Instagram post since it started. The comprehension of these
acstheties is pretty spread out. In the case of “DECADES,"” those
colors are chosen because they're straight from the can, using the
paint amateur artists use to make that kind of painting

Morbin Carpustor. "1 AIDES *  rerdhude
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very nstagram post. but paintings

peal and also evoke a material. seem-

cess that is fascinating and desirable

e h vhenr -

€re It S most meongruous. You

* ] LITNES "V - - .
viuch supposedly is more lifeless then

: jind of acrvlic used to make the exact kind

vas copving. The colors are specific to the sub-

{ this work is interiors from the precise time
s were made (the nineties). | had restricted
1we “DECADES™ project was quite tight and
vell received; thev sold well and they generated

"he earlier works, which deliberately allowed for

ons, had not in fact always sold quite so well, or
wd done. but to a more idiotic audience, and
the real tastemakers. It all did not function
s when | removed all fake haptic content

ght. Then. suddenly, a big Instagram-related ideo-

1ev arrived. because the colors were not random;

P
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they were “on topic” and so fairly hip.

waversaton with the adhviser and the
mvoived exacty because | was staying on me
1 am soll secretly mtroducing to them the
made punting but with their : ‘
(QMI'i“”-“.

LG It's harder® e "‘

nchl‘ooh&rmhdh“ ‘
= 3 readvmade > Even if the artist is not a wage TaDOTE st
~hmﬂvaﬁdb“-w~ ‘
actually produces these readymade effects” gl
o
wC Not really. hhak'o-owdlnu-.l

oA Conceptual art.

16 But someone needs to have prepared the ground for a
um“mmwm and it will be crec ;"

bim or her as in Duchamp's case”
w A Jan't it constantly revisited and
mm”mmmm :
bcnucnqlcolbf .

16 Do you think that such an understanding of the
someone who must effect constant paradigm shifes



PusTbEcause Tve tried to delve into the notion productive labor 50"‘
to clarify that | don’t see any surplus value in art, that does not eg’
mean that I fail to see that unproductive elements of capital, like Cﬂ_’_/
luxury-good production by artists, are still bound by the same
4 of productive labor and exploitation/ Except that the artist herself
, isakindofbourgeoismanagerandaanﬂyhsancidm
% (and also a fundamental limitation) through that reactionary class
§ nization to itself. Perhaps the artist's managerial role appears as
i if it is labor, which gives it a certain vitalism. But the luxury product
A she makes is actually more like a guiding hand. For example, it is
1 able to ground the readymade effect we mentioned before.

G. Artworks are structurally very similar to luxury goods, | agree,

but they also have acquired an intellectual prestige since the eigh-

eenth century that luxury items only can dream of having. The

: Mlun"ywmumm,lw

economy’s growth at least in France. They also pointed to how

ux mmmmm-uwwm
So maybe luxury production—like art W\'}\nll
stion—g¢ :;d-ﬂdwdm&lmh
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MG, If this luxury production were pro:iuchtn e

the generation of labor, then we wouldn’t be I in

and with worsening conditions for our chlldrfn. The

the luxury-goods sector follows the money. It's just i

I percent are the only ones who have spending power, an

‘BQ buy the luxury goods)Of course, companies that produce /

S\ ) are creating jobs and pay real money to their employees

J‘q}((’\sy,) wages of the luxury-good employee are actually the -‘

Al (‘csscntlal commodity” employee; no lower or But :

\F J‘ e wages in the luxury sector are nat increasing the wealth of
V : (lallst society, sq_no;ulg'ﬂggtlt might be worth mentior

that this is all not quite so simple. In contrast to Michael Heinrich’s

strict reiteration of Marx’s law, which insists that wages are s

what is necessary to keep the worker alive, thirty vears earlier o

Mandel spoke about a kind of sliding scale or ratchet effect be- |

ﬁqtfmeeds and luxury g o a very limited extent, yeste rday

Juxuries become today’s éssentials—smartphones being a good

/ example—and wages must then reflect the need for workers to pu

&(\:hase them.

1.G. Cool, but this is not ultimately what I was saying. | was not say-
ing that the luxury sector was increasing wealth; | was saying

that it is playing a more dominant role and that art is closely inter-
twined with it. And don’t artists structurally belong to this luxury

VIP zone” And why would this mean that they are outside of value
production?

M.C. Artists are managers of value production; they assign ro : v
productive and nonproductive production. According to my logic,
they are drones that assign and allocate value without knowing what
they’re doing and without knowing who or what for, i
of the content of their work. | agree they reg
onlyinuymbolicandorgmiutionalse SC

-SDeCnn

::cmonﬁghtatthelopofthec\dmml sector. \Obviousl , '
not make much money but a surprisi make

Their class affiliation makes it S .

ohu*.andapalnttn‘hn

L Ay
LTSS






