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LUCIANO FABRO, veduta parziale della mostra,
2004.

CHRISTIAN FLAMM, veduta parziale della
mostra, 2004.

158 Flash Art Orroere NOVEMBRE 2004

Vanden Eynde riesce a conferire ad oggetti di recu-
pero un senso materico vitale, Nelle sue opere ogni pez-
2o riciclato, pur conservando le sue caratteristiche pri-
marie, si trasforma in quaicosa di diverso ed acquista
una dignita insospettata
Lorena Grieco

CHRISTIAN FLAMM
Fonm

La multiforme estetica di Christian Flamm (Stoccar-
da, 1974) si snoda tra arte contemporanea, grafica e
musica elettronica, allinterno di una strategia concettua-
le che ne rielabora i rispettivi codici linguistici. Il giovane
artista osserva il mondo attraverso una prospettiva “pa-
siorale” per poler evidenziare particolari e sfumature
che poi ricombina, secondo uno stile molto personale,
in alcuni casi aftraverso la logica osmolica e permeabile
del paper cut, in altri attraverso il gesto del ricamo.

“La legge da me non scritta”, if progetto espositivo
preseniato alla galieria Fonti di Napoli, si compone di
un'instaliazione site specific e di dodici paper cut mon-
tati su tavole di legno; il concept grafico dellinvito e de!
sito web sono da intendere in una prospettiva progetiua-
le che investe ogni aspelto delia mostra. Suggestionato
dalla cultura classica partenopea, Flamm rielabora for-
me ed almosfere che, esulando da un compiacimento
archeologico e puramente descrittivo, sono proiettate in
una dimensione mentale e gestite attraverso un registro
cromatico nel quale si alternano i color tipici defle rocce
napoletane (tuio, pipemo e lava). Gk elementi disposti
nelo spazio e le immagini ritratte nei paper cut accen-
nano la presenza di sagome di visi senza lempo, di que
foser e dandy contemporanei aliratti da sofisticate rap-
presentazioni simboiiche di elementi zoomorfi e fitomor-
fi: simboli di un immaginario atemporale, forme che
aleggiano in assenza ¢i gravita e quindi ibere di mani-
festarsi sacondo una logica onirica. Un‘atmosfera, que-
sta, amplificala dalla diffusione nello spazio di nebbia ar-
tificiale dalla quale sbucano due sedie a sdraio annerite
e rivolte verso una porzione di mure, anch'esso scuro, €
che offre un panorama desolante ed inanimato: un pae-
saggio balneare sottoposto ad un processo di azzera-
mento e negazione visiva in favore di una dimensione
puramente fantastica. Laddove nessuna certezza sem-
bra possibile, Flamm pratica il "dubbio” come critica al
sistemi di comunicazione e allo statuto dellimmagine
Lo spazio della galleria si trasforma in un ipotetico scher-
mo cinematografico sul quale scorre il calembour visio-
nafio di ritratti e simboii che incrociano storia recente e
passala. Lunica scrilta che compare — “soprawvivere
non basta” — allude alla possibilita di praticare Taltera-
tiva” e di diffiondere, nella quotidianita stereotipata e vin-
colante de! pensiero dominante, una sensiilita critica,
unmodo di ritagliarsi e fondare moment di autenticita
rispetto alia cedificazione dei linguaggi massmediali

FAUSTO GILBERTI
PeruG!

La personale di Fausto Gilbert!, la lerza da Perugi,
si presenta alquanto minimalista: un grande dipinto di
forma rotonda con Formai inequivocabile personag
gio stilizzato nel rigoroso bianco e nero campeggia al
centro del grande spazio, un giradischi suona un di-

sco muto, altri.disegni, questa volta colorati, sono alli
neati su una parete pit nascosta. Una mostra ben al-
lestita composta da pochissimi elementi in cui fa pit-
lura, ancora una volia, fa da protagonista e lo stile
che contraddistingue Gilberti non delude, anzi &
ogni voita “adattato”, vuoi ad una tela, a un foglio di
carta o a un video

Ma c'é un clima di attesa: la gente mormora, sor-
ride, si scambia opinioni, da principio non si capisce
cosa deve succedere e intanto, invitata da un'assi-
stente di galleria, mi awicino ad una fila di persone
che si & creata accanto ad una tenda nera. E aspetto
Guardo i volti di chi esce da quel tendone scuro cer-
cando di interpretarne le espressioni. Poi & il mio turmno
e... ah! Scandalo, un uomo nudo! In questa stanzetta
bianca arredata solo da un tappeto zebrato un vomo,
che pare piu un maniaco, con gli occhi fissi verso il vi
sitatore spalanca il suo impermeabile e olire a rivelare
le sue grazie mosira una senie di disegni dell'artista
Anziché essere attaccati alle pareti come la consuetu-
dine vuole, i fogh di piccolo formato sono appuntali
con spilli all'interno del suo unico indumento, divenen-
dounaseconda fodera. La prima performance di Gil
berti incuriosisce, sciocca e diverte, ma é visibile solo
da un pubblico adulto.

Tutti i visitateri di “Bizzarre Show" sono stafi ripresi
da una videocamera e, spiega |'artista, & dawero cu-
fioso vedere le reazioni pili diverse delle persone e no-
lare quanto l'attore si sia calato completamente nella
parte.In questa occasione ¢ slato presentato il libro
d'artista Mister Dildo, una raccolta di 35 disegni a ca-
rattere pornografico, ma sostanziaimente molto ironici,
in cui campeggiano frasi tratte dettamente da siti-
web vietati ai minori, Uno speciale contributo io ha da-
te lo scrittore Tiziano Scarpa, che con tre racconti inti-
tolati Trittico porno, nel suo stile diretto e un po' pulp,
completa in maniera perfetta 1 libro
Valentina Costa

LuciaNno FaBro
MANCINI

Nel corso del Rossini Opera Festival, ognianno la
galleria Mancini invita un artisla a realizzare un'opera
dedicata al compositore. Quest'anno & stato chiamato
Luciano Fabro, che ha realizzato un lavoro connotato
dalla scelta della contaminazione e dello slittamento
dei campi linguistici, col risultato di un prevalente pia-
no sonoro su quello visivo poco consueto per |'artista
Altraverso un'apparente leggerezza e "giocosita”, il
passaggio & dato da elementi di roftura: cosi come in
Rossini il ritmo percussivo spezza la meiodia, introdu-
cendo note di modernit, cosi Fabro ha volulo conta-
minare frasi orchestrali, naturali e ritmiche, mescolare
effetti fonici delia vita di tutti i giorni e invenzioni pura-
mente ritmiche

Infatti, in questa mostra, I'aspetto sonoro & pre-
valente rispetto a quello visivo, ma il passaggio ri-
manda alla ricerca sulla relazione con lo spazio, che

, Sirivela sempre centrale della sua poetica.

Dieci sculture verticali, quasi dieci personaggi
dell'opera, si stagliano come su un palcoscenico. |
loro “corpi” sono costituiti da stampe su tela delle
tracce visive dei suoni, quasi degli eletirocardio-
grammi. Alla base delle sculture uova di uccelli in
marmo di Carrara sono disposte periettamente in fi-
la. Le uova rimandano immediatamente lo spettatore
alle registrazioni diffuse nello spazio: battute musi-
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Christian Flamm

Author: Filippo Romeo
08.27.04

06.10.04-09.10.04 Galleria Fonti, Naples

This new gallery's inaugural exhibition is the first solo show in Italy for German artist Christian Flamm.
Flamm, known for his paper cutouts, exhibits a site-specific installation and a series of mixed-media
works on wood, all periodically immersed in a mysterious artificial mist. For the artist, the fog machine
emphasizes the element of Mediterranean myth that pervades the show, which is full of references to
Neapolitan culture. One work features the image of a sculpture from Roman times, ash-colored human
figures and lava-colored monochromatic panels—all references to the city of Pompeii. In the installation
that occupies the gallery's front room, two black beach chairs sit facing a wall that is also painted black.
Here, the balmy climate and the beauty of the southern Italian landscape (so appreciated by northern
Europeans) are Flamm's subjects. He reimagines and reworks beach chairs and landscapes alike in
order to transform them, ironically, into the archaeological relics of modern times.

Translated from Italian by Marguerite Shore.
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JV, Christian Flamm, Frieze Yearbook, 2004-2005

Frieze
Yearbook
2004-2005

Selected Exhibitions
2004 Galerie Neu, Berlin

2003 ‘deutschemalereizwei-
tausenddrei’, Kunstverein,
Frankfurt

2003 ‘Come in’, Institute of
Fine Art, Chiang Mai

2002 Kunstverein, Hamburg

2002 *Take Care of Yourselves’,

aspreyjacques, London

2002 “‘Meine Sorgen will ich

haben!”, Ascan Crone, Hamburg

2002 ‘Urlaub vom ich’, Galerie

Neu, Berlin

2000 ‘ars viva’, Kunsthaus,
Dresden

1999 ‘Umsonst ist das Leben’,
Kunstverein, Frankfurt

1999 ‘German Open’,
Kunstmuseum, Wolfsburg

Selected Bibliography

2003 ‘Kulturelles
Standardwissen im
Scherenschnitt’, (Standard
Cultural Knowledge in
Silhouettes), Jutta Voorhoeve,
de-bug

2003 “Christian Flamny’,
Barry Neumann, Boiler Mag
2003 deutschemalereizwei-
tausendrei (German Painting

2003), Nicolaus Schafhausen,
Frankfurter Kunstverein

2003 Zusammenhdange herstellen
(Manufactured Coherence),
Yilmaz Dziewior, DuMont

2002 ‘Breaking Glass’, Lina
Launharde, Texte zur Kunst

Untitled

Coloured paper cut-out
2002

50x70cm

Courtesy Galerie Neu

Christian Flamm

Born 1974
Lives Berlin

If you live your life through images, how do you
choose those images? Christian Flamm offers a
manifold of seductive possibilities drawn from

a universe of bohemian lifestyles. He renders

his pictures as cut-out silhouettes in coloured
cardboard and frames them with theatrical props
that turn the gallery into a stage for the imaginary
enactment of desires and fantasies. To anyone
who has undergone the sentimental education of
alternative Pop culture, these scenarios make you

recognize yourself in the images you have learned
to love. (JV)

Shown by Alison Jacques Gallery D17, Galerie
Neu F11
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Ich
- bereue

keine
Stunde

At a certain point in your life, you might lose the

ability to live in the here and now. You become
dissociated from the world outside, and nothing
can bridge the gap. You doubt that anyone can ever
be what they purport to be. You are not alone.
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covered with dust so that every touch left

a mark), while the other three comprised
black on white stencil drawings: a dove of
peace; a broker studying a graph of stock
prices; and a girl with a Beatles haircut
and a provocative look on her face. She
radiates the sexiness of political activism
but the intention of these images is left in
limbo: is the mythical vitality of the 19605’
protest movement lost in the stagnation
of greying hippies, their dusty bookshelves,
and straggly pot plants? Or should we
reactivate the Romantic imagery of direct
political resistance?

Ich bereue keine Stunde (I Don't Regret
a Single Hour, 2000) is a series of nine
images intended to be shown one at a time
on a black wall. They are elements of a
possible biography presented in the form
of stylised motifs: a scene of education,
the drama of love, longing and remorse;
an intimate conversation among friends;
and an image of a workplace and a potential
client. Those images not on display lean
against an adjacent wall in a stack - you
can sift through them as you might a pile
of records.

If you do so, you will discover a story
tinged with melancholy. But whose story
is it anyway? These images belong to no
one. On one panel, a fey boy gazes out of
a window while a girl watches him from
across the room — but he could have been

picked off the sleeve of a Smiths’ album. A
plain, dark blue panel containing two silver
palm trees and the barely discernible word
‘Canossa’ collaged next to them, has an air
of wistful escape, but it could equally well
be the logo of a cheap 1980s cocktail bar.
Even the boy who throws back his head in a
melodramatic gesture of despair may simply
be striking a pose. Despite their ambiguity,
why do we still connect with these images?
Perhaps it is their openness — they
offer themselves up in a distinctively non-
ideological way. The ideological image will
always try to close the breach that separates
the alienated self from the world, and feign
the possibility of successful identification
with it (now you, too, can be fitter, happier,

~ and more productive!). Flamm, however,

acknowledges that this is an impossibility.
He concedes that the history of the image
will always conspire against you, and the
original experiences surrounding the myth
of Pop icons can never be recovered. Who
can tell what 1968 or 1976 really felt like?
Flamm suspends his images at a
peculiar remove. They seem at once
familiar and remote; they are accessible,
but their elegant surfaces withhold their
secrets. Consequently, they encourage you
to be dysfunctional. If you don't know how
to approach these icons that reflect your
dreams and aspirations, that's alright.
Insecurity is okay. Dysfunctionality is a gift.

Untitled 2000

frieze 95
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ZEITUNG FUR DEUTSCHLAND

*Montag, 3. Juli 2000.

Die Fahrausweise, bitte

Einladung und Verbot: Bilder von Christian Flamm in der Galerie Neu

Einerseits stellt sich fiir junge Kiinstler
und Kiinstlerinnen das Problem, als Pro-
duzent und nicht nur als Besucher in die
Welt der Galerien und Kunstinstitutio-
nen hineinzuwollen. Christian Flamm,
der mit seinen Arbeiten einen Weg in die
Galerie Neu gefunden hat, dreht die Pro-
blematik um. Wie bekommt man zumin-
dest einen ideellen Teil dessen, was man
dort fiir einen bestimmten Zeitraum zur
Verfiigung gestellt hat, wieder aus der
Galerie heraus? Indem man Erfahrun-
gen evoziert, die so selbstverstindlich
den Alltag reglementieren, das man den
Zwang als normal erlebt, lautet Flamms
Losung. Und um das AuBen der Galerie
theatralisieren zu kdnnen, muss man sich
erst einmal Innen befinden.

Christian Flamm, Jahrgang 1974, hatte
1999 im Frankfurter Kunstverein eine
Ausstellung und war Teil der umstritte-
nen  Gruppenausstellung ,German
Open* in Wolfsburg. Neben dem Effekt
des Sichtbarwerdens haben solche Aus-
stellungen die fiir die Teilnehmer unange-
nehme Nebenwirkung, dass nicht nur ih-
re Arbeiten beurteilt werden, sondern
diese vielmehr als Teil des jeweiligen
Rahmens thematisiert werden. Im Fall
von ,,German Open* also die berechtigte
Frage, ob die Zusammenfassung unter
dem Label ,,German* nicht automatisch
eine Nationalisierung der Kunst und der
Kiinstler darstelle und sich diese damit
von einem herrschenden Interesse nach
kultureller Identitéit haben instrumentali-
sieren lassen.

Verglichen mit solchen kulturpoliti-
schen Debatten sind die vier Winde ei-
ner Galerie ein Idyll, das vor dem An-
sturm der Gesellschaft einen gewissen
Schutz bietet. Gleichzeitig kann dieser
Schutz aber auch eine Falle werden. Zu-
mal die nicht mehr ganz neuen Riume
von ,,Neu* mit ihrem Panoramablick auf
den verlassenen Park der Charité fast
schon den Flair einer luxuriésen minima-
listischen Gartenlaube haben.

Die Ausstellung zeigt sich auf den ers-
ten Blick nicht gewillt diesen Frieden zu
stéren. Die in Creme- und Grautdnen ge-

haltene Serie von kollagierten Scheren-
schnitten breitet sich wie ein elegantes
Fries an den Winden einer modernisti-
schen Kapelle aus. Auf dem weilen
Kunststoffboden liegen einfarbige Com-
puterplots in Form von rechteckigen Pa-
pierteppichen. Die akkurat ausgeschnitte-
nen Papierfransen an den Seiten der sche-
matischen Liufer prizisieren die Formen
zu konkreten Zeichen.

Bei der Eroffnung blieb das kalte
Licht der obligatorischen Scheinwerfer
oder Neonrohren aus. Die Dimmerung
tauchte den Raum und die Bilder in ein
graues Zwielicht. Es herrschte eine aus-
gelassene Stimmung wie bei einem Gar-
tenfest, was fiir eine Vernissage nicht ge-
rade selbstverstindlich ist. Leicht hitte
es passieren kdnnen, dass jemand iber
die Teppiche gelaufen wiire, sie luden so-
gar als Tauschung dazu ein, sich hinzuset-
zen. Und obwohl es keine eindeutigen
Hinweise auf einen méglichen Gebrauch
oder gar ein Verbot gab, sie zu betreten,
wurde es vermieden. Auch ohne drohen-
de Folgen funktioniert innere Sanktionie-
rung. Diese ambivalente und wirkungs-
volle Mischung aus Einladung und Ver-
bot ist interessant und weist iiber den
Kunstkontext hinaus. Jeder ist im Alltag
anfillig fiir die den sozialen Raum durch-
ziechenden Reglementierungen. Selbst
wenn man einen Fahrschein gelost hat,
produziert der Satz ,Die Fahrausweise,
bitte” ein schlechtes Gewissen. Orte und
Plitze, die zu einem hedonistischen Ver-
halten einladen, sind oft von Regeln blo-
ckiert, die nur darum funktionieren, weil
sie ihr Pendant in einer inneren Hemm-
schwelle finden. Wie in einem der sorgfil-
tig geordneten Parks in Paris — kaum ha-
ben die miiden FiiBe das kiithlende Gras
beriihrt, schrillen einem von allen Seiten
Ordnungshiiter mit Trillerpfeifen entge-
gen —, so, als ob die eigene Erwartung au-
tomatisch Wirklichkeit wird.

Solche Erfahrungen werden in dem
Wandbild von Christian Flamm in kon-
kreten Figuren und Zeichen noch einmal
durchgespielt. Die Silhouette einer lesen-
den Frau oder die eines Mannes in einer
Art Abwehrhaltung sind gemischt mit Er-

folgskurven, abstrakten Kompositionen
und weiBen Barrieren. Ein schwarzer
Scherenschnitt zeigt eine Kleinfamilie,
die von dem Vater mit einem Regen-
schirm , beschiitzt“ wird. Auf einem der
letzten Bilder sitzen zwei kleine 'verliebte
Végel auf einem Ast. Es sind so genann-
te ,Unzertrennliche“, die den Verlust
des jeweiligen Partners in der Regel nur
wenige Tage iiberleben. Diese theatrali-
schen und idyllischen Szenen miinden in
dem schemenhaften, aber sofort erkenn-
baren Bild eines Polizeiautos mit vergit-
terten Fenstern. Alle Bilder sind durch
die gemeinsame Farbgebung und der mit
der Schere behandelten Linien auf ein Ni-
veau gebracht. Es gibt auf der Ebene der
Ikonographie keine erkennbare Hierar-
chie. Darum handelt es sich auch nicht
um eine in kritischen und politischen Be-

- griffen formulierte Darstellung. Auch

wenn sich bei den Motiven der Riickgriff
auf Plakate und Zeitungsbilder erkennen
lasst, sind sie dennoch der Realitidt der
Vervielfiltigung und alltéiglichen Verwen-
dung, dem Verschleil entriickt. Die Se-
rie lauft einerseits auf das Polizeiauto zu
und endet bei dieser Drohung, anderer-
seits verharrt jede Geste in sich selber
und spielt seine eigenen melancholischen
Qualitédten aus — kurz: Sie sind schon.

In dieser Einheit der Bilder gibt es da-
her etwas Unvereinbares, eine unsichtba-
re Differenz, die auf den notwendigen
Gebrauch von Sprache und Kommunika-
tion hinweist. Auf dem Panoramafenster
der Galerie steht von auBen mit Hand-
schrift: ,Wir miissen miteinander reden®.
Das wirkt einerseits wie die verzweifelte
Botschaft eines Verliebten und stellt an-
dererseits so etwas wie die Minimalfor-
mel fiir einen Gesellschaftsvertrag dar.
Die Regeln und Verbote sind zwar gesell-
schaftlich ausgehandelt, aber gleichzeitig
im Alltag nicht verianderbar. Man kann
nur mit ihnen kollidieren. Wie eine Ver-
suchung oder ein leichter Sog nach drau-
Ben liegen in dem Biiro der Galerie Geld-
scheine auf dem Boden verstreut.

STEFAN HEIDENREICH

Noch bis zum 11. Juli, Galerie NEU, Philippstra-
Be 13, Mitte
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Christian Flamm
Date: Tuesday, September 16 @ 18:42:45 BST
Topic: arts

by Barry Neuman

L
A.Q Barry Neuman: I first encountered your work in an exhibition catalogue, published
in conjunction with an award you had received in Berlin about five years ago. |
recall that some of your works on paper appeared to have been freestanding within
a gallery space and that audiocassette tape had been strewn about the floor

beneath the works on paper.

Later, it became apparent that the paper, the recording tape, and the space and the architectural
features defining it were all components of a larger work. The work on paper had a graphic
sensibility, but it had been reconfigured as an object in space; the tape initially functioned as a
physical object and subsequently doubled as a line drawn over a horizontal plane; ultimately,
neither of these materials could be considered without the space they occupied and vice versa. The
result was rather expansive.

Can you please identify this work and this exhibition and describe the intentions and experience
you'd had in effecting this transformation?

Christian Flamm: Those were details of a show that took place at Kuenstlerhaus, Stuttgart, last
century. It was all about the idea of creating an out-of-date interior situation of eerie stillness,
demonstrating my interest in my very own ordinariness. Most of the installation details were actually
designed on computer and printed out on paper; it became quite obvious that, for example, the
tapes, the carpets, the alarm clock, or the record player were just meant to represent my ideas of
those things and their idealized surface aesthetics but not their real functions. So, this was, in some
respects, not only about the absurd idea of building up a real space via digitality, but it was also my
critique on the current trend of "participation art." (Do you remember all of the furniture art that
"invited" the audience to become a part of the art or even promised to make them "co-artists?") |
concentrated on the aura surrounding the things that were shown, and I wanted to generate a
feeling of disappointment. My intention was to create a situation in which people felt strange and
rejected. Something very anti-nineties, indeed. The arrangement of all of the images was quite
easily done. Each and every detail was put in place where it would supposedly have been found in
an ideal world, as well.

BN: At Art Cologne 2002, Galerie Neu had presented a different work on paper of yours on each
of the days of the art fair. The backdrop was a wall that was completely painted black. It appears
that you had amplified the audience's perspective of your work in terms of space and time. What
role does the "fourth dimension" play for you?

CF: That's conceptual art, sir. Rhetorically, I consider my work to be a sort of narrative. This art
fair booth exhibition was titled, "Ich bereue keine stunde," which, in English, means, "I Don't Regret
a Single Hour." I had an idea of inventing some kind of calendar situation there; so, the installation
changed its surface from day to day. The element of time was integrated in order to achieve a vivid
and emotional quality to the experience. This exhibition also served as a commentary on the
insensitive and fluctuating situation that is typical of most art fairs, with people usually just passing
by or stopping to take a look at some pictures for only a few milliseconds. To me, of course, this is
a complete contrast to what most artists have in mind when they're producing their works and
subsequently expecting them to be looked-upon with great care and attention to detail.

http://www.boilermag.it/print.php?sid=279 Page 1 of 2
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BN: In your 2002 solo exhibition at aspreyjacques, London, you had sprayed perfume into the air
within an installation piece, taking a fairly banal room with ordinary furnishings and a single-channel
video monitor work and elevating it into a new creation. Is dimensionality a central theme in your
work?

CF: As arealist, | am interested in all aspects and dimensions of life. The front room at
aspreyjacques also featured piles of newspapers with nothing printed on them and a video that |
had made in collaboration with German filmmaker Susanne M. Winterling. The video showed me
releasing a caged white dove that had been a part of "Urlaub vom Ich" ("Holiday From the Ego"),
the exhibition of my work presented at Neu Gallery, Berlin, a month before the one at
aspreyjacques. While the Berlin show was about escapism, this one was about arrivalism. All of the
electric light fixtures were removed; as a result, the time of day and the weather conditions were
factors that were responsible for the lighting of this show. The idea of perfuming the entire space
came to me when I thought of creating a completely peculiar feeling in the room. To get as close as
possible to what real life is meant to be, I find it quite obvious to be attentive to all of the senses. As
you will surely agree, a much stronger impression can be easily achieved by including the elements
of sound or scent.

BN: Your imagery seems to pivot itself on a graphic sensibility that is associated with the early to
mid-1970's and which, itself, was pivoted upon a form of graphic expression typical of Europe
circa 1900. Both of these periods, 30 and 100 years ago, were characterized by innovative ideas
and working processes. Consequently, new perspectives on the relationship between work and
leisure developed, and more liberated attitudes flourished, as well. Do you feel that your work is
standing on the shoulders of these or any particular phenomena or eras? If so, what points of view
do you wish to communicate through your work about current times?

CF: I am distant to today's generally pathetic idea of work as some sort of identity-giving moment.
I feel quite influenced by artistic movements, such as, "Salon de la jeune peinture," from France, or
the Critical Realists movement that had taken place in Germany at the beginning of the Seventies.
There is a good tradition of being anti-work. Art should be based on social responsibility. |
consider the whole idea of lefi-wing rhetoric as a timeless one, dealing with social issues via realistic
expression. To keep on suggesting new virtues is always a good idea, too. Reasonability is central.

BN: Youth culture certainly appears to play a role in your work. Vitality of a physical sort seems to
be in balance with that of an elegant, poetic kind in your imagery. Would you care to share any
observations that may have taken you to visualizing and producing such iconography?

CF: What I am generally doing is creating the illustration of the inner debates. In spite of these
times, there still exists a battle for beauty. Concentrating on rare things makes me contemplate
certain details more clearly. | am portraying social issues, trying to carefully deal with my social and
cultural background and its kept knowledge. Youth culture does, for sure, play a role in this
approach on critical realism but not in a typical, Pop way. | am not interested in mass phenomena
but in special interests and distinctiveness in a non-bourgeois way. Sometimes I am into things
people are out of. It is all in the difference, you see.

This article comes from Boiler
http://www.boilermag.it

The URL for this story is:

http://www.boil t/article.ph
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Barry Neuman, Christian Flamm, Boiler, September 2003.
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Axel John Wieder, Kunst Museum Wolfsburg,
‘German Open’ Contemporary Art in Germany, 2000

- Installation view, ars viva 99/00, Casino Luxembourg, 1999

Galleria Fonti, via Chiaia 229, Napoli Italia - zip 80132 - tel/fax 0039 081 411409 - www.galleriafonti.it - info@galleriafonti.it



German Open, Wolfsburg, 2000

Christian Flamm - Axel John Wieder

Geld-Out. In der Werbewirtschaft existiert ein sehr eigener Begriff:
das Buy-Out. Es bezeichnet die vertraglich fixierte Abtretung des
Rechtes am eigenen Bild, was notwendig ist, um eine Person als
Werbetrager nutzen zu kdnnen. Fir Modelle ist diese Klausel
|ukrativ, denn sie vermehrt das eigentliche Honorar fiir die Werbe-
aufnahmen erheblich - in Spitzenfallen um 600 Prozent, wenn die
Rolle das Image der Person nachhaltig negativ festiegen konnte.
Der Konterpart des Buy-Outs, das Sell-Out, beschreibt Prozesse
der VerauBerung identifikatorischer Angebote als Inbesitznahme
von AuBen. Der Begriff legt nahe, daB sich mittels Geld eine ehr-
liche Struktur in Unaufrichtigkeit verwandeln konnte. Er verkennt
dabei die kulturelle Logik, die sich nicht allein 6konomisch fassen
1aBt. Institutionen ‘wie Firmen sind permanent auf Bilder und
Namen angewiesen, um hegemoniale Geschichtsschreibungen zu
etablieren. Zwangslaufig geraten sie dabei mit Selbstbeschrei-
bungen in Konflikte, die nicht bezahlbar sind, sondern nur als
Politikum zu verhandeln waren.

Eine Ausstellungssituation von Christian Flamm konnte so ausse-
hen: Der Blick in die groBe Halle verspricht Handlungsmaoglich-
keiten, mit dem Raum etwas anfangen zu kdnnen. Es sind Bier-
flaschen zu sehen, eine Musikanlage und davor verstreut liegende
Musikkassetten. Die Gegenstande sind ausgedruckt oder als
Scherenschnitt aus bunten Pappbdgen gefertigt. Sie sind also
Reprasentationen, der néhere Blick klart das deutlich, manchmal
auch anhand technisch mangelhafter Details. Sie spielen auf so-
zial stark kodierte Orte an, auf Situationen zwischen politischer De-
monstration und kenntnisreichem Musikhdren unter Freunden. Die
Bebilderung der Wiinsche nach emanzipativen Moglichkeiten
kehrt sich ins Private. Den Term “Jugendzimmer” verwirft man lie-
ber gleich, denn zu sehr hdngen einem noch die eigenen Erfah-
rungen nach und verlangen nach Prazisierungen. Eine weiBe Pa-
pierbahn, die eine zimmerartige RaumgrdBe vorschlagt, bietet sich
als Projektionsflache und fiihrt einen InterpretationsmaBstab ein:
Orte, an denen man sich gerne aufhalten wiirde, vielleicht mit Per-
sonen, mit denen man gerne wohnen, arbeiten und reden mochte.

In einem abgetrennten Biirohauschen der groBen Halle setzt sich
die Installation als Galerie fort und spielt verschiedene Prasen-
tationsmodi durch. Technisch stelit sich eine Reihe von Com-
puterzeichnungen iber handwerkliche Malereien und Scheren-
schnitte bis zu frei auf fundstlckhafte Zeichen wie Aufkleber
zuriickgreifende Arbeiten her. Die Bilder, allesamt giinstig produ-
ziert, arbeiten mit einer enormen Zeichendichte. Anders als die
simulativen Elemente der Rauminstallation bestehen die Bilder

aber auf ihrem Bildstatus. Sie sind gleichzeitig Surrogat anderer
(mdglicher) Bilder und Teil eines sentimentalen Wissens um die
Politizitat und Relativitat der Zeichen. Als solche sind sie die Do-
kumentation eines Jetzt als Situation, die auch Ungehaltenheit
und Arger kennt.

Der 1974 in Stuttgart geborene Christian Flamm setzt auf die
Méglichkeiten, die sich nicht allein in Produktionsmitteln ausdriik-
ken. Seit 1997 lebt er in Berlin und arbeitet unter anderem als
Kunstler. Neben anderen ist Kunst eine Offerte, die partizipative
Strukturen mit eingeladenen Personenzusammenhangen ermog-
licht. Musik oder Grafik sind andere und sehen weitere Rollen-
angebote vor, die den eigenen Wiinschen ebenfalls haufig ent-
gegenlaufen. Nicht in den Angeboten aufgehen zu wollen, be-
deutet flir Flamm, sich darin weniger als Identitat denn als Agent
zu sehen. So arbeitet er haufig mit weiteren, selbst eingeladenen
Teilnehmerinnen, die im gesteckten Rahmen handeln konnen.
Dieses Verfahren riskiert zumindest, daB Rollenvorstellungen ent-
tauscht werden. Es konnte sich auch um jemanden anderes han-
deln. Die selbst angefertigten Bilder und Raumelemente handein
tatsachlich von anderen Menschen, von ihren Produkten, Stilen
und Ansichten, die sich in Flamms kenntnisreichem Archiv der
Anspielungen treffen. Dort funktionieren sie ohne Geld, auf der
Basis von Freundschaft, Fan-Sein und Verstandnis, vielleicht auch,
weil sich eine ausstellende Institution das erforderliche Buy-Out
nicht im geringsten leisten konnte.

Christian Flamm - Axel John Wieder - Translated by
Toby Alleyne-Gee

Money-out. In the world of advertising there is a very odd term:
the buy-out, which means contractually relinquishing one’s rights
to one’s own image. This is prerequisite to being able to use a
person as an advertising medium. For models, this clause can be
lucrative, as it increases fees for advertising photographs consid-
erably - in extreme cases by up to 600 percent, if the assignment
could exercise a lastingly negative influence on the person’s
image. The counterpart of the buy-out, the sell-out, describes the
process of offering identity for sale. Others take possession of a
person’s identity. The term sell-out suggests that money can
transform an honest structure into something insincere. Yet it fails
to recognise the logic of culture, which cannot be grasped pure-
ly in terms of economics. Both institutions and companies are
permanently dependent on images and names to establish the
hegemony of their view of history. They cannot help but come into
conflict with self-descriptions that are not for sale, but can only be
negotiated as political issues.

This is how an exhibition of Christian Flamm’s work could look:
the view into the generous -exhibition space promises the possi-
bility of being able to do something with the room. The visitor will
see beer bottles, music cassettes strewn in front of a stereo sys-
tem. The objects are printouts or cut-outs made of colourful card-
board. As closer inspection will reveal, they are representations:
sometimes technical imperfections are the give-away. Flamm’s
work hints at places that have strong social connotations, ranging
from a political demonstration to a group of knowledgeable
friends listening to music. The illustration of the desire for eman-
cipatory possibilities enters a private sphere. We should reject the
term “young people’s room” immediately, for it reminds us too
much of our own experience, and demands precise explanations.
A length of white paper suggesting a room-like space serves as a
surface for projection and introduces a standard for interpreta-
tion: places we would like to stay, perhaps with people we would
like to live with, work with and talk to.

In a small separate office in the large hall, Flamm’s installation
continues as a gallery, serving to demonstrate various modes of
presentation. A series of technical computer drawings is shown,
handcrafted paintings and silhouettes, as well as work based on
indicators that appear simply to have been found, such as stick-
ers. The pictures were all produced cheaply and work with an
enormous density of indicators. Unlike the simulated elements of
the installation, however, the pictures insist on their status as pic-
tures. They are both the surrogates of other (possible) pictures and

part of a sentimental knowledge of the political nature and refativ-
ity of the indicators. As such, they are the documentation of now
as a situation that is also familiar with indignation and annoyance.
Christian Flamm, born in Stuttgart in 1974, uses means of expres-
sion which are not only found in productive methods. Flamm has
lived in Berlin since 1997 and works among other things as an
artist. Music or graphic design frequently coincide with one’s oWn
desires. For Flamm, not wanting to be absorbed by the offers hé
receives has meant that he sees himself not so much as an iden-
tity, but as an agent. Thus he often invites others to participate:
giving them the opportunity to act within a defined framework:
This approach risks disappointing at least people’s preconcep”
tions about role play. Somebody else could be meant. Flamm's
pictures and installations really are about other people, their prod-
ucts, styles and attitudes, which converge in Flamm’s archive of
knowledgeable allusion. There, they function without money, on
the basis of friendship, of being fans and understanding, perhaps
also because an institution planning an exhibition could never
afford a buy-out.
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