GOR-DET-SJALV! — PLANER OCH INSTRUKTIONER

DO IT YOURSELF! — MAPPINGS AND INSTRUCTIONS
Bricks & Kicks, Wien/Vienna, Osterrike/Austria, 97 09 24 - 97 10 18

@ Det har utvecklats en sannskyldig
Gor-Det-Sjalv-estetik under de se-
naste tjugo aren. Impulsen att bli
sjalvtillracklig da det galler att for-
bdttra hemmet dr mer an bara en upp-
visning av ett manligt beharskande
av hemmets sfar. Den &r bunden till
okad rorlighet: ekonomisk utveckling
och avbetalningar tillater fler man-
niskor att flytta till forstaderna och
yxa till standardhuset till ett person-
ligt hem, liksom tillgang till Gor-Det-
Sjélv-centra i periferin pa varje for-
ort. Gor det sjdlv! - planer och in-
struktioner, curerad av Simon Sheikh,
baserades pa dessa principer om en
sjalvgenererad produktionsprocess
for amatorer. Hans idé om Gor-Det-
Sjalv kastar emellertid om den tota-
liserande ideologin om forbattrande
och ar baserad pa punk, denna andra
helt och hallet forortsliga genre av
Gor-Det-Sjalv, som en orovackande
motrorelse med sina egna former av
artikulering.

Utstallningskatalogen beskriver ut-
stéllningens overgripande fragestall-
ningar genom motsattningen galle-
rijalternativt rum, stilar/metodologi-
er, platser/motsatta platser. Utstall-
ningen kan delas in fyra breda ele-
ment: Xerox-katalogen; konstverkets
skapandeprocess; presentation av
verket pa galleriet; och workshopen.
Konstverket lades fram for askadaren
som sjalv var tvungen att dechiffrera
och bidra till Planer och instruktio-
ner. Utstéliningens dynamik forflyt-
tade tyngdpunkten fran den exklusiva
axeln mellan konstndr och curator och
inkluderade askadaren som deltagare
snarare an passiv konsument. Dess
spridning Over dessa olika sfarer
tvingade askadaren att etablera for-
bindelser mellan dem.

Diér fanns ocksa atminstone fem oli-
ka sorters verk: det som skapats for
en utstallning med ett direkt enga-
gemang i stadens kulturella och his-
toriska sarskildhet; tidigare projekt
som uppdaterats eller modifierats for
Wien; verk som anvande en Gor-Det-
Sjalv-etik och visades i en tidigare
fardigstalld form; ett web-radiopro-
gram som forband utstallningen med
olika konstnarer och web-anvandare;
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och, slutligen, verk som inte tycktes ha
nagot alls att gora med utstaliningen.

Dave Allens verk inkluderade en gi-
tarr och noter som visade hur vi skul-
le spela till skivor och sjunga re-
frangen (eller vilken text han nu kun-
de komma ihag), med tilidgg frin aska-
darna; Annika Lundgrens videofilmer
visade fareldsningar om Zmnen som
hon inte har ndgon yrkesmassig kun-
skap om, och strackte sig fran trad-
gardsskotsel till kvantfysik; i Cover
Versions fragade Maria Finn en man
om en teckning som hon sedan bro-
derat pa hans T-shirt, och visade ett
fotografi pa honom nar han bar den.
Samtliga verk decentrerar i nagon
mening idén om ett enhetligt, aukto-
ritirt konstverk genom Gor-Det-
Sjalv-etiken. Katya Sanders och Knut
Asdams projekt tillhdrde de mest in-
tressanta och var sarskilt producera-
de for utstaliningen. Sanders Turist-
kartor tolkade temat bokstavligt ge-
nom att rita en karta pd Wien som
visades pa alla turiststdllen med en
alternativ information. Hon hade
gjort en lista pa Wiens Burschen-
schaften, de ansprakslosa organisa-
tioner som farser studenter med bil-
liga bostader, och fatt insyn i ett
gamle-kompis-natverk som domine-
rar Osterrikes juridiska och politiska
kretsar samt finansvdriden. Dessa
utgdr ocksa koncentrat av hogervri-
den, politisk verksamhet med starka
militaristiska kopplingar. Hon lokali-
serade en del, och bjod in dskadaren
till att markera vad de sjdlva funnit
pa kartan. Asdams Picnoleptic City:
hysterical time bestod av en serie av
atta graffitti-projekt kring Wien. Till
skilinad fran Sander hade han inte
markt ut och kartiagt dessa monu-
ment, de var bara presenterade som
snapshots. Ord som “assimilation”
hade sprejats pd statsfangelset, eller
"picnolepsia” runt hémet av ett kon-
torshus. En vecka senare var fangel-
sevaggen kemiskt ren, och kontors-
vaggen malad. Bada projekten skriver
in sig i stadens vardagliga omedvet-
na, dess invanare och dess turister -
en i djupet av den historiska natura-
liseringen av stadens institutioner,
den andra i den urbana sfarens stadi-
ga strom.

Sjdlvkritiska kuratoriska strategier ar
alltid tveeggade svard och denna ut-
stallning hade sina svaga punkter
ocksa - den sparsamma installatio-
nen var den minst intressanta cura-
toriska komponenten eftersom ver-
ken antog en status av verksamhets-
rester som agt rum nagon annan-
stans [Asdam), eller ocksa kravde de
att askadaren skulle aktivera dem
(Alien). Detta kunde emellertid ocksa
vara en styrka - strukturen etablera-
de ett system av relationer som helt
och fullt artikulerade omdjligheten
av en fullstandigt narvarande konst-
upplevelse. Meningen spreds stan-
digt mellan elementen, och forskéts
till andra platser. Resultaten var lika
intressanta for den spanning som de
skapade genom diskussion och delta-
gande som for de pinsamma tystna-
der de gav upphov till da ett verk el-
ler en presentation var ofulistandig. |
ett antal verk holl de olika menings-
skikten inte samman och de var omoj-
liga att tolka. Men da konstnaren
klarade att samtidigt forneka en
erfarenhet av konstnarlig fullhet och
att koordinera de olika platserna for
skapa ett sammanhidngande verk,
blev utstallningen en framgang.

Ben Borthwick

Overstttning: Cecilio Sjoholm

e The Do-It-Yourself aesthetic has
come into its own over the last twen-
ty years. The urge to be self-sufficient
in one's home improvements is more
than just a manifestation of mascu-
line mastery over the domestic en-
vironment. It is tied to increased mob-
ility: economic advancement and
mortgages allow more people to
move to the suburbs and tailor the
standard housing unit into the indi-
vidual home, as well as access to DIY
malls on the periphery of every
conurbation. “Do It Yourself!—Mapp-
ings" and Instructions, curated by
Simon Sheikh, was based on these
same principles of a self-generated,
amateur production process. How-

ever, his concept of DIY comes from
an inversion of the inclusive ideology
of improvement and is based on
punk, that other fundamentally sub-
urban genre of DIY, as a disruptive
counter-site with its own spheres of
articulation.

The exhibition catalogue lays out the
overriding concerns of the exhibition
through oppositions between gallery/
alternative space, styles/methodo-
logies, sites/counter-sites. The exhi-
bition can be divided into four broad
elements: the Xerox catalogue; pro-
duction process of the art work; pres-
entation of the work at the gallery;
and the workshop. The work of the
art was delegated to the viewer who
had to decipher and enact the
Mappings and Instructions. The dy-
namic of the exhibition shifted the
emphasis away from the exclusive
axis of curator/ artist and included
the viewer as participant rather than
passive consumer. The dispersal of
the exhibition across these different
spheres forced the viewer to estab-
lish connections between them.

There were also at least five different
kinds of work: that done for the
show with a direct engagement with
the historical and cultural specificities
of the city; previous projects updated
or modified for Vienna; work that
used a DIY ethic and was exhibited in
its previously completed form; a
web-radio programme that connect-
ed the show with disparate artists
and web users; and, finally, work that
seemed to have nothing to do with
the exhibition.

Dave Allen's piece included a guitar
and scribbles showing us how to play
along to records and sing the chorus
(or whatever lyrics he could rememb-
er), which were augmented by con-
tributions from viewers; Annika Lund-
gren's videos are of her lectures on
subjects she has no professional
knowledge of, ranging from garden-
ing to quantum physics; for Cover
Versions, Maria Finn asks a man for a
drawing which she then embroiders
onto his T-shirt and displays a photo-
graph of him wearing it. All work



through the DIY ethic in some capa-
city decentre the notion of a unified,
authoritative artwork. Katya Sander's
and Knut Asdam's were the most in-

teresting projects and were produced
specifically for the show. Sander's
Tourist-maps interpreted the theme
literally by drawing a map of Vienna
which was displayed at tourist ve-
nues with other information. She lists

Vienna's Burschenschaften, the low-
profile organisations that provide
students with cheap housing and
access to an old-boys network that
dominates the Austrian legal, politi-
cal and financial worlds. They are also
concentrations of right-wing politi-
cal activity with strong militaristic

associations. She locates a few, and
the viewers are invited to mark those
they find onto the map. Asdam'’s “Pic-
noleptic City: hysterical time" was a
series of eight graffiti projects across
Vienna. Unlike Sander, these land-
marks were not annotated and map-
ped, but merely presented as snap-
shots. Words such as 'assimilation’
were sprayed onto the state prison,
or 'picnolepsia’ across the corner of a
corporate building. A week later the
prison wall was chemically cleansed,
and the corporate wall painted. Both
projects inscribe themselves upon the
everyday unconscious of the city, its
inhabitants, and its tourists—one in
the depth of the historical naturali-
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sation of the city's institutions, the
other on the fluidity of the urban
surface.

Self-critical curatorial strategies are
always double-edged swords and
this exhibition had its weak points,
too—the sparse installation was the
least interesting curatorial compo-
nent because the works took on the
status of residues of activity that had
taken place elsewhere (Asdam), or re-
quired a viewer to activate them
(Allen). But this could also be a
strength—the structure established a
system of relations that fully articu-
lated the impossibility of a fully pre-
sent art experience. Meaning was

continually redistributed between
the elements, always deferred to its
other sites. The results were as inter-
esting for the excitement they gene-
rated through discussion and partici-
pation as for the awkward silences
they prompted when a work or pre-
sentation was unresolved. In a num-
ber of works, the different spheres of
meaning did not hold together and
the pieces were illegible. Yet where
the artists managed to simultane-
ously deny an experience of aesthe-
tic plenitude but co-ordinate these
different sites and present a cohesive
piece, the show was a success.

Ben Borthwick




