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SCAIYDAL:

News From Sweden
By Erik van der Heeg
(Copyright MATERIAL)

The opening of the "Interpol" project
at Fåirgfabriken, Stockholm, ended in
chaos and mayhem. "Interpol", orga-
nised by Swedish jndependent curator
maverick Jan Ä.man and Viktor
Misiano (responsible for the Russian
pavilion at last year's Venice Biennial)
was supposed to be a meeting between
artists from Russia and the West.
Instead it became a war.
The performance of the Russian artist
Oleg Kulik, who played the role of a
dog, derailed when the naked artist
began to attack and bite the visitors -
among these, several boa¡d members
of a major Swedish company which, at
Ieast until now, has been one of the
biggest corporate sponsors of contem-
porary art.

too hard-working and goal orientated,
and that they are too interested in
commercial success, which deprives
them of "a deeper spirituality", and
their art of any "reason to exist".
The Westerners initially interpreted
the event in a very Western and prag-
matic way, stating that the destruction
had "produced new meanings". But
later on, after relentless critique from
the Russians, the Western artists
teamed up to produce an "Open Letter
To The Art World", declaring that
Misiano and his artists were in fact
giving legitimacy to "a new form of
totalitarian ideology", threatening
freedom of speech, and saying that
their "attitude excludes female
artists".

Another Russian artist, Alexander What was forgotten in this series of
Brener, completely demolished the dramatic events was the exhibition

Who cares
8¡ ñ¿¡ C. Pcljts:er

It is. often assumed or maybe 'suggest-
ed' by the target group. that terrorist
acts a¡e carried out b¡' a deraneed
,sroup of peopÞ- q-bo a¡e g5s¡ri¡llr
evil- ThLr c-a¡uxrt t€ ¡næ- Is il mt rÞ
case ¡har a gmi c-au-(È m¿\ B-=
Itrrorism ju-st as a bød ooe rmr-.' F^cr
erampl:. rhe ending of q hire
domina¡ce in South -A,frica r¡'as
obriouslv a -sood cause and vet along
with the mass demonsrrations held by
the ANC, there were murders of a
white church congregation and the
planting of bombs in affluent white
civilian a¡eas. These were certainly
acts of terrorism, yet we now call the
ANC 'freedom hghters'. The idea of
terrorism is, it seems, in essence to
spread terror and show power. Bearing
this in mind, it would appear, that it
only takes a handful of people to
sustain the threat of terrorism. It seems
that maybe the label of terrorism can
only be applied to the participants
while they a¡e the underdogs. For if
their cause is finally recognised and
policies change to appease them, then
they are seen in a different light. So, it
will be interesting to see how the IRA
will be thought of by the Northern
Irish, if things change after peace
talks. Probably there will always be a
few people who are not entirely happy
with an arrangement, even when it is
more sympathetic to their cause. What
about the Chechnyans? Thei¡ role is a

sidens-- l[la¡ leds to terrorism-' ¡
seems that dissatisfaction, along with
frustration with ultimate powers and a
tn¡e belief in the 'cause' make for a
r¿re gro{rp of geople sùo a¡e- 3-ftí dI-
isting ô.r ïheri.- i æ: 3e= L-i- i'¡er¡S ilrolr:ü n :i TÞi :¡: rk
pæpÞ nùo s¡axi ot¡t-<icb dæ æ.-e¡
'¡¡re oi ùings the r¡'av thev are- thei¡
rnotires can not be judged right or
\rrong. But the majority, which they
oppose, has laws which they are
subject to.

A recent issue of "The Economist"
(March 8, 1996) included an article
called "Vy'hat is terrorism?". It out-
lined some of the points mentioned
above. After reading it, I was prompt-
ed to think about this terrorism thing
because it has been suggested that
some of the afists in CRAP SHOOT
have something to do with it. The way
I see it, any way you look at it, the
artist's 'cause' is always considered
viable. Often contemplated and then
legitimized by a nice theoretical
framework. IVhat started as actions in
the seventies, has become a language
of the nineties. And perhaps the oppor-
tunity to take this language for
granted, is courtesy of seventies
artists, such as Chris Burden and
Bruce Nauman. Their amazing acts,
along with others, were a revelation at
that time, a refreshing change of pace
from the acceptable modes of art
practice. Now, it can be seen that the

rlhirìr bæ pror-eti to be an efiolrnruìts
influence to a younger generation.
This generation does tot have to fqrge
the fronúer again and again- it hls
3kezd\ ten d!-sr-otered- h L: o¿ir e to
:- z¡ir¡ rilz, - 

-_ 
! >J:---"À¡

çå- =È a-'¡.çn: --crl: :.¡: :e
digeseC ¡:t ;¡¡-r--lal -r.1 ir- -{ ir.r.:=:i-
rng luxun noi eajo¡'ed b_r terrori:t-
To talli about terrorism. or irs various
other pseudonyms in the art world,
like'radical gesture','institutional
critique'or 'transgression', one has to
have an inherent notion of imminent
sin. Does a¡t follow such metaphysical
notions any longer? Doesn't art have
the happy circumstance of being rid
of such bounda¡ies? Surely then the
thought that artists can stand outside
the art world and terrorise it, is a non-
stafer. The a¡t world does not have
laws which one can clearly break,
there is no 'legaUillegal'. In CRAP
SHOOT. the artists use this consenting
anitude of the art world for thei¡ own
ends, but it is always with acceptance
that they are firrnly in it. They grab
their liberry and run with it. Aiming
wholly at the art world with their
antics is not their 'cause', they have
too much indifference towards it for
that. Also, only to scratch at their irri-
tations with the art world, would
be a little dull for their whacko
imaginations - maybe they slap it
around the face a little, or make it the
butt of theirjokes, buthey, they are only
artists, you know

WATCH OUT FOR THE
SECOND EDITION OF THE
CRAP SHOOTER!

You csn expect to see the
second edition of the CRAP
SHOOTER at the beginning of
May. It will include photo-
graphs of the show in De
Appel, reviews, opinion pieces,
more gossip and contributions
by Willem Velthoven, Otto
Berchem, Kim Levin, Anand
Zenz, Møurice O'Connell,
Dick Tuinder, Sjoukje van der
Meulen and møny more.

Jes Brinch & Henrik Plenge Jakobsen, 1994, Copenhagen

This neb'spqpet' acconrpünies tlte exhibitiott

CRAP SHOOT

De Appel
\it,urt Spiagtlstrnut I 0

1017 r)ti,trtstentutn Tuesday - sutday
'tþr +.tr (0)20 625 s65t 12 - 5 pm
/j¿.r +.1/ (0)20 625 5)15

A Few Scattered ldeas
B'. Er: l.vz.-,

The quesrion r¡'herher somerhin_g is
or is not a work of a¡t has lost a
great deal of importance. Not
because artists' concerns and their
formal realisations have lessened in
quality, but rather because the
quality level of artists and of their
production - even when it has risen
higher - has become banal, through
professionalisation. And it just so
happens that what our time in
general, and art in particular, is least
ready to put up with is banality.
Producing works 'of art' has
become easy: many artists can do it
almost effortlessly. Indeed, the
notion of effort is judged obselete.
Even the surprise effect which used
to liven up the exhibitions of
so-called 'young artists' has faded
away. because exhibitions too have
become a routine event. Where they
used to spring up in audaciously
alternative spaces, they have now
become a necessary feature of any
cultural programme, always guided
by a uniform concern for visibility
which contributes to the institu-
tions' somewhat strange feeling of
guilt toward young talent. Yet it is
never mentioned that in all these
more-or-less official spaces, the
'exhibitions of young artists' are
completely instrumentalized, con-
ceived and contrived as a brief
period of disorder in a tranquil
continuity.
Statistically and even simply
objectively, it is strictly impossible
that all these 'high-quality' works
be judged as 'works of art'. If they
are, then the very notion of 'work of
art', indicating by definition an
exceptional character, and above all,
a certain 'disconcerting' irreso-
lution, must now stand for a
meaning or a set of postulates which
can only be boring for those

se ntruslr i¡te¡e:¡eri ìn anistic
a--rir i¡r- -In gener"i. orì¿ Lri the
cnieria oi qualiq' 1'or r¡har I do. is
consternation. When I'm discon-
certed, then I'm on the the right
track". (Bertrand Lavier)
As a professionalised field of
activity, the goal of which is the
production of uniformly high-
quality works, art has no further
interest whatsoever. Let's add that
all the strategies for accompanying
the work-as-production are now
drained of their surprise, and like
any strategy. once identified they
are no longer effective. Whether the
artist chooses a specific area of
activity or uses only a given
material, whether he builds a myth
by producing just a single work
annually (Charles Ray) or pursues
year after year a pre-established
programme (Robert Gober), it all
comes down to a logic of pure
advertising - which, incidentally, is
in no way to deny the talent of some
of these artists.
But honestly, how can anyone spend
his life painting gray mono-
chromes?
I'm aware of everything that might
be considered reactionary in these
comments, but they are motivated
by the will to demonstrate that the
making of an artwork has become a
pointless enterprise. Producing an
art object, the major concern of the
eighties, is equally pointless,
because too many people know how
to do it, and few of them are Jeff
Koons.
So those who are now replacing
artists, and who occupy what we
might call the zone of inventiveness
and consternation formerly held by
those who called themselves artists,
have concerns which are radically
distant from the production of
'works of art'.

Continue on page 2
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By Ono Berchem

Fab 5 choose the
mngnilicent 7? Has ünyone told
Ever wondered who that grouP of
five young(ish) folk who showed
up at all of the openings, at least
ttie ones worth attending in
Amsterdam, for the last seven
months, were? You know, the
ones who weren't dressed well
enough to be Euro-Curo's, or hiP
enough to be artists, who were
always being lead around bY De
Appel's Gerrie van Noord. If it
seèmed like a class triP, it was.
Yes, those fresh faced Young
boys and girls are the Fab 5 of
the De Appel's curator course.
They've been out stalking the
European art world, in search of
taleni for a show of their own. If
you didn't jumP to buY them a

drink then, you blew it.

Yes, that's because, after seven
months of cross-examining Power
brokers, artists, and anYone else
they could get their hands on -
Clive Kellner, KaY C. Pallister,
Annie Fletcher, Nina Folkersma
and Adam SzymczYk have finallY
made up their minds and come uP

with their own Magniflrcent 7' Just
who are these Irrascables of the
90s? Well, it seems like lager lout
is the common denominator. A verY
non PC, all male review is on order'
The cast: Jes Brinch & Henrik P
Jakobsen, Maurizio Cattelan,
Jeroen Eisinga, Halter/Gratwohl
and Kendell Geers. The name:
CRAP SHOOT.

Rudi?

there's
call lo,

Spellbound bY 5
meters
crap

ol wild

... Speaking of crap, what is it with
titles for exhibitions these daYs?

After a series of titles/statements
like "Take me (I'm Yours)"
(Serpentine) to "This is the show
and- the show is manY things"
(Gent), we're onto one sYllable/
word titles like: ttTrust" (Tram-
way) - who ?, "shift" (De APPeI) -

where?, "Watt" (Witte de With/
Kunsthal) - what? I don't know.

What I do know is that I've noticed
a slight shift - no pun intended -

into the two sYllablelword craze
right now. There's
(Hayward), "Do it
gow), "Wild Wal
"Ttaffic" (CAPC,
now CRAP SHOOT. I don't know
about the last one. It's right uP

there with "Sublime forms seen
from 5 meters" (Stedelijk) on mY
list of the world's worst titles for
an exhibition. Those kids over at

De Appel are making things
potentially far too easy to describe
the show. I didn't think it could get
any better after "HoPeless"
(CCA, Glasgow).

Who would have ever believed
it? A Dutch artist showing in De
Ãppel and the Stedelijk at the
same timel Believe me (it's true).
Jeroen Eisingats work is cur-
rently on view in the Peiling
show at the Stedelijk, as well as

CRAP SHOOT. Vy'hat makes the
situation even more unlikelY is
that Jeroen hasn't attended the:
(a) Rietveld, (b) Rijksakademie,
(c) Ateliers, or (d) Jan van EYck.
According to conventional wis-
dom about the Dutch art world
this is a miracle. Who would
have ever thought it was
possible? Vy'ay to roam Jeroen!

Hey Rudi,
another
you

Been by the Stedelijk latelY? If
you have then maYbe You saw
A.P. tPim' Komen's video
ttCouplest' in the 'Sublime
forms...' show. In the work, made
before Pim hooked uP with
collaborator Karen MurPhY' a

series of tapPed cellular tele-
ed, with
d video
re one of
ound and

listened in, You may have
wondered: 'do these PeoPIe know
that someone recorded them?'. At
least one of them does now.
Apparently someone recognized
a voice from one of the four
vignettes. In an ironic twist of
fate it turned out to be the voice
of a Dutch TV/Radio PersonalitY.
Quicker than you can saY 'Jesse
Helms', lawyers were on the
phone to the Stedelijk to demand
that the work be removed.
Showing remarkable backbone,
the Stedelijk asked Pim to
remove or change the work,
stating that theY "were not in a

position to back him uP". But
that was just the start of it.

Sensing their own version of
CamillaGate, various TV and
radio shows barraged Pim with
phone calls to discover just who
was this MYsterY Man. What
would they call this temPest in a

teacup? RudiGate? As it turns
out, their efforts were in vain.
Pim made a few modifications to
the work to mask the voice of
Anonymous, and the issue was
dropped. Now it sounds a bit
more like Mickey Mouse than ..'
Prince Charles?

De Appel Curutor
Leugue Tables
In an attempt to make things a bit clearer for the general public,_Inside. Shot
has come up with an aliernative solution to the Artist's CV. Call it a

streamlining of the facts. All we did was to tabulate the number of shows

each artist ñas done, and then give them points based on where they were.

Simple.

A few facts: ... Maurizio Cattelan is the oldest artist in CRAP SHOOT "'
Brinch & Jakobsen's score is a little inflated due to the fact that it's really a

composite of two cv's ... Kendell Geersplaced third, and this for a man

"orning 
from a country with hardly any Mu-seums ... keep an-eye out in

future for the Dark Horse of CRAP SHOOT Jeroen Eisinga "'
Halter/Gratwohl need someone to show them how to put a CV together.

C IIAID
Artist

sH00'l
Age Shows Solo Group Other Points

Cattelan

Brinchllakobsen

Geers

Eßinga

36 23

30/29 25

28 17

297

s17
318
314
12

I
4

5I

38

36

9

Halter/Gratwohl 29/28 No score due to indecipherable CV

(based on'94 -'95 CV's)

strm'l

Tiravaniia

Hirøkawa

Gordon

Zimmermann

Sinchir

Signer

Green

Lindberg

Huyghe

Donøchie

Wikström3072512
Hybert, Koelewijn, schröder: No score due to lack of cv (based on '93 -'94 CV's)

513
78
4r0

34 t8

35 ts

51

43

38

34

27

21

2I

IT8
17

12

410
46
35
36
46
)s
15

29 14

39 14

29 10

578
369
37 11

337
266

Scoring s-\stem: International solo show (museum)=S points' Int solo (gallery)=4'

National solo (mus-)=4, Nat solo (Sat.)=5, Int' Group show (mus')=J' Int' Group

(Sal.)=2, Nat group (mus.)=), Nat group (gal.)=1, Performances, Video Fes¡ivals'

etc. (a.k.a other)--1

Miscellaneous SlaP Shots

for their mantle.

Untit next time, be kool & the gang, and don't
let the crap get You down-

GRAP SHOOT f Rofll l2 APRI1 llll l9 tlAY 199ó

Mauñzlo Cattetan
Born 7960 ¡n Padova, ltalY

Soto exh¡bltlons

1-996
Gallet¡a Massimo De Carlo, M¡lan
Laure Gen¡llard GallerY, London

!995
Macaler¡e (Emmanuel Petrotin), Pais

7.994
caleìe Anal¡x, Genève
Gâler¡e Daniel Buchholz, Cologne
Dan¡et NewÞurg, GallerY, New York

Laurc Gen¡llard GallerY, London

a993
callet¡a Mass¡mo De Carlo, Milan
Galler¡a Rauccí S¿ntamar¡a, Naples

r992
Ed¡z¡on¡ dell')bbligo, Juliet, fr¡este

1990
"Strateg¡e": Galleila Neon, Bolo4na.F
stud¡o oggetto, Milan

Galleila Leonad¡ V-idea, Genova

t9a9
"B¡olo4¡a delle Passioni": Galler¡a Fux¡ar
Galler¡a Neon, Bologna
Loggetta della p¡nacoteca, Ravenna

19AA
'Natuþ Codarda", Galler¡a Neon, Bolo1na*

L9A 7

"Peep Show", Palazo Albertin¡, Forli

Act¡ons

199 g

"Choose your dest¡nat¡on, how to get a Museum-pa¡d

Vacat¡on", USF Contemporary Art Museum, Tampa

1992
'Doppiolioco", Serre d¡ Raqolano+
"Fondæ¡one Oblomov", Accadem¡a d¡ Brera, M¡lano

t99t
"Stand aÞus¡vo", Arte Fíera, Bologna
"Rasse1na piæot¡ edìtotí", Castello di Belg¡o¡osor

Ptolocts

'.99 
5

'Pemanent Food' w¡th Dom¡n¡que Gonzales-Foerster

199 A

Sonsbeek, Anhem + Proqosal refused.

Grouo shows

L996
"CRAP SHOOT", De Appel, Amsterdam
'TÊffrc-.Ø.Wü

199 s
" Photomontage", Le Consott¡um, Düon

"Des fourm¡s dans les iambes", Associat¡on Galede

Artem, Químqer
"Das sp¡el ín det Kunst", Neue Galeñe am

Landesmuseum .Joanneum, Grcz
" Ar/ gie Ku nst", Bolzano *
Kwangju int. B¡ennale, Seoul-KoreaÙ
"CaÊvanserraglio", E} Aurum, Pescâra*

"7 Febbêio 7995", V¡afaìn¡, M¡lan
"Le Labyilnthe Moral", Le Consott¡um, DÜon*
"Lâ Coltez¡one", Castello d¡ R¡vol¡, Tuiln*

L994
" lncerta¡ne tdent¡té", Gater¡e Analix, Genève+
"R¡en à s¡gnate/', Galer¡e Anâl¡x, Genève*
"Sogeûosogetto", Castello di R¡wl¡, Tuiln*
'Pñma L¡nea", Flash Art Museum, Trev¡r
'L'hiÊt de I'amour", ARC, Pailsr; Ps7, New Yod<*
' so|tnd', Macaler¡e. Pais
' L'Atteç-, Gallería Neon, Bolog,na

a99 3

Galleia Massimo De Catlo, M¡lan
Macaleñe, Paris
'Mauñ¿-, DeØt, Bologna
'L'AM d¡ Næ', Flash Ar¡ Museum, Trev¡+

'Hotet Cadlon Patæe, Chambrc 763", Par¡s*
'Dæumentaìo', Sqazio OPos, Milano*
" Nachtschattengewæhse-, Museum Frideic¡anum,
Kassel'
"Aperto 93', B¡ennale d¡ Veneziar

a992
"Twenty kagíte P¡eces-, Gaterie Anal¡x, Genève *
" Otlovolante", Museo d' Arte Contemporranea,
Betgamo *
"tJna Domen¡ca a RivaÊ", Castello d¡ R¡vara

t99A
"Bt¡ef¡n{", Galler¡a lnga Pin, Milan
"Ann¡ 90", Gatter¡a d'Arte Moderna, BologIâ*
'Operaz¡one S.G¡ust¡no", M¡lana
"S¡amo qu¡ e st¡amo facendo", Câstellafiume +

"Med¡al¡smo", Galler¡a v¡tolo, Rome *

7990
" FJ¡stenz Max¡num", tst¡tuto degl¡ ¡nnocenti,

HoÍence '
"lmprow¡sæ¡one L¡beÊ", Museo Pecci, Pr¿to

'Take Over", Galletia ln4a Pin, M¡lan, Landau Gallery

Los Angetes and New Yot**
"lpotes¡ d¡ Arte G¡ovane", Fabbr¡ca del Vapore, M¡lan

7949
"lnd¡v¡dual-Med¡a", D¡lmos, M¡lan
"La mostra non mostÊ", Pl¡mo Piano Gallery, Milan t
" OÊtor¡o S.Sebætíano ", Foil¡ *
'Metess¡", Galleña Carieri, Rome *

a9a8
'Aumento di Temperatuß", Galler¡a Neon, Bolog,na

'Ufa Fabr¡k", Berl¡n*

7987
'B¡ennale G¡ovan¡", PalÐo delte Espos¡zion¡, Faenza*

" Emetgenze", Galle¡a Neon, Bologna
"Amb¡entarte", Rocca Cateina Sfotza, Fotl¡*
"tndagine'87', Palazo Re Enzo, Bologna*

* c¿taloÉ.ue
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LIKE A THIEF
IN THE NIGHT
By Nina Folkersma

On meeting Maurizio Cattelan in person you
immediately understand ho\ü his work comes about.
Maurizio Cattelan is a complete nutcase. He can't sit still
for a moment, darts about constantly back and forth, in
response to sudden caprices. He makes funny faces, tries
continuously to make you laugh and his hands are always
roving - bits of paper, stickers, sweets, money, girls.
White talking to you he peers around like a naughty boy,
with a cheeky look as though he is brooding on some
secret prank to create chaos.

precisely how to take full advan-
tage of its anything-goes system.
One of his best-known 'pirate
actions', as he calls them, was the
project for the Aperto 93 exhibi-
tion in the Venice Biennale. He
rented out his space to a publicity
firm, that used it to hang a poster
for a brand of perfume. Not only
did he earn money throughout the
period of the exhibition; he even
made a double profit from this
'deal' when the work was sold.
Cattelan is convinced that "every
system, even the most perfect one,
conserves a margin for error or
penetrability wherein it's possible
to insert the anonymous virus".2
His constant aim then is to
penetrate a variety of systems. In
1989 for instance, he founded the
Cooperativa Romagnola Scienziati,
whose first activity was to publish
electoral advertisements. Printed
in the style that is normally used

grants from Senegal and was
'sponsored' by the fictitious
transport company RAUSS (the
German word for OUT!). The
following year he put up an illegal
portable stand in the form of a
table football board at the
Bologna Art Fair, where he tried
to sell promotional material for
his team. In this way he created a
witty confrontation between the
economic and political interests
that football teams represent in
Italy and the rising racism in his
country. At the same time this
stand, that could be folded up and
taken away, is an indication of
how Cattelan always tries to
operate on the edge of legality: "I
thought the best way to exhibit
was to be like an immigrant, in
other words, illegal. Thus the idea
of this 'illegal' booth is already
part of the product being promot-
ed. Therefore it can enter into all

Mqurizio Caltelan, " Una domenica a Rívara" , I 992

that is no Ionger necessary
everything can be labelled art
now. Another motive then was the
desire to see a new society;
currently this is also no longer
convincing - we no longer believe
so readily that anything can be
'new' or 'better'. Utopian long-
ings, if they still exist, are in any
case no longer projected on
society as a whole. Moreover, it is
no longer so easy to shock anyone.
V/hile in the sixties it was possible
to disrupt the established order, in
the postmodern world of today we
all know that every subversive
action is immediately defused.
This ability to accept each new
proposal (whether or not it is
subversive) may seem very demo-
cratic, but there is another side to
the coin - when everything is
automatically accepted, nothing
makes any difference any more.
The art market too rapidly absorbs
everv form of dissident behaviour-
renderin_s it functional fcr iis ot¡ ::
commer!-ial pürloSÈS. \\-hat r:¡: l
Hos .-a¡ one es--ap€ a srs¡ern i:
u'bich transgres.sion has also
become- the d1'namic of the
market? Perhaps it's no longer the
right moment to urge people on to
make radical chanses- \la¡'be it's
better to repla.-e ùe irontal assaul¡
'*'irh practices cri infilrratit¡n- 'c)

operarin-e in the loopholes in ¡he
system. Such practices are in an¡
case much more difficult to
identify.

Maurizio Cattelan has opted for
the latter approach. He makes
deliberate use of methods and
techniques that are typical of the
system and then goes on to
undermine it 'from within'. In
each of his actions he succeeds in
identifying the vulnerable spot in
the system, the point where its
mechanisms become absurd.
Cattelan knows how the art world
functions, and therefore he knows

With Maurizio Cattelan things
often turn out differently from
what you might expect. He has the
uncanny ability to create absurd
situations which catch the viewer
off guard. For instance, he closed
the doors of a gallery, forcing the
visitors to look through the
window like peeping toms or
prospective burglars. What they
finally saw was quite a sad sight: a

mechanical bear wobbling and
wheeling along a tight-rope from
one end of the room to the other -
a curious combination of subver-
sion, confusion and intimacy. The
fact that Cattelan has an eye for
intimate, emotional details can
also be seen in the work he made
for his exhibition in the Laure
Genillard Gallery in London. On
entering the gallery, all ,vou could
see was an unadorned *'hite space:
it was onll' *-hen ¡'ou looked
round the corner of the room at the
back that you saw a tiny little
kitchen with a water heater on the
wall and a miniature kitchen table
with a squirrel sittin-e at it. His
head u'as slumped over the table
top. u'hile on tbe ground next to it
u'as the its¡'-bitsl' litde pistol he
had just used to kill himself. Tbe
whole scene was so full of pathos
that as a visitor you didn't know
whether to feel sorry for the poor
creature or to giggle surrepti-
tiously. Cattelan makes cunning
play with the emotions and
expectations of the visitor. Over
the last couple of years Cattelan
has been expanding his menag-
erie. He tried to get birds to say
"woof woof"; he put a live
braying donkey in an exhibition
space and he got his gallery
owners to walk around in animal
costumes specially designed for

them. For instance, he persuaded
his Parisian gallerist Emmanuel
Perrotin, or Eruotin, le vrai lapin, to
hop around during gallery opening
hours in a giant pink costume that
was a cross between a rabbit (with
floppy ears and fluffy tail) and an
enormous cock (complete with
wrinkled testicles).

These ridiculous actions are
reminiscent of events of the
sixties and seventies, when artists
such as Bruce Nauman and Vito
Acconci indulged in monkey
business to expose the absurdity
of the art world. With new art
forms such as performances,
happenings and installations
(forms that have become a norm
for Cattelan) these artists tried to

-senerate aDother son of art rhat
aimed to get rid of the barrier
bet*'een a¡t and everyda¡' Iife- In
the end hou-ever- dealers of this
generation had the last laugh -
they collected some scanty
documentation and incidental
scribbles. put expensive frames
round them and then sold these
'r¡'orks' f.or a pile of mone¡'- \\-ith
Errotin, le rrai lapin. Ifaurizio
Cattelan deliberately refers to the
relation beru'een art and money.
between the'artistic' and the
'commercial'. This time however
the roles are reversed - Cattelan
now makes a rabbit (or rather a

monkey) out of the gallery owner.'

The way in which Cattelan takes
the mickey out of the art world
differs in a number of respects
from that used by artists in the 60s
and 70s. The criticism of the
institutionalizing of art at that
time had the aim of broadening
the boundaries of art; currently

by political parties, the announce-
ment appeared in various Italian
dailies: Your vote is precious, keep
it! ln 1990 Cattelan decided to
found his own football team,
calling it A.C. Forniture Sud. The
team consisted entirely of immi-

the u'orks I am working on: to
break through the links that every
system leaves free. not in a

provocative or visible wa,v-. but by
creating a camouflage usin-q the
same methods".3 False pretences.
theft and forgery - these then are
Cattelan's most important secret
weapons. By preference he breaks
as many rules and disrupts as many
protocols as possible, while making
at the same time a maximum use of
the alibi of the 'artistic'.

Cattelan's effort to keep all his
activities clandestine makes him
totally elusive. Like Zorro, whose
trademark Z he once cut into the
canvas of a painting à la Lucio
Fontana. You will never manage to
pin him down; he'll always escape
you. Like the time when he hung a

rope of sheets out of a window, so as

to escape by stealth from the group
exhibition in which he'd been invited
to participate. Maurizio acts rapidly,
unexpectedly and with precision.
And he will never strike in the same
way twice.

(Translated from Dutch by Donald Gardner)

L Jeff Rian, "Maurizio Cattelan", Frieze
no.23, 1995

2. Cíanni Romano, "Maurizio Catllelan",
Lapizno.86,1992
3. Roberto Pinto, "Maurizio Cattelan,
Everyday outlaw", FlashArt no.164, 1991

Maurizio Cettelnn

Mqurizio Cattelan, "Bidibidobidifu- 199:. cøcs¡ luø Gaillard Callery, Inndon
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GAUTENG
UNRIYALLEDAS
S.A. HIJACKING
CAPITAL
Minister says several measures have
been introduced, with some success
(Cape Town)

Gauteng remains the vehicle
hijacking capital of South Africa,
according to figures on hijacking
released in Parliament yesterday.
Minister for Safety and Security,
Sydney Mufamadi - replying to a
question from National Party Safety
and Security spokesman, Hennie
Smit - said there had been 8524
hijackings in the former Witwaters-
rand police area last year.
Second-placed Natal, with 940
hijackings last year, did not come
even close to the Gauteng figure.
In 1994 there were 7610 hijackings
in the former 'Witwatersrand area,
compared to 5781 in 1993.
Hijacking figures for the other
regions, for 1995, are: Western Cape
248, Northern Cape 8, Free State

--l - 106, Eastern Cape 248, Eastern
Transvaal 370, Far Northern trans-

vaal 41, Northern Transvaal 224 and
'Western Transvaal 130.
Mufamadi said the South African
Police Service was working in a
close relationship with the truck and
freight industry, and had instituted
several other measures to beat
hijacking.
These included the establishment of
anti-hijacking units, research into
the problem and a national aware-
ness programme called Carwise.
Since December last year "a number
of significant successes had been
achieved, which included private
sector sponsored vehicles patrolling
highways and other routes frequent-
ed by hijackers in Gauteng".
This signifies the increasingly
prominent role that the private
industry and the communities have
assumed in the combating of hijack-
ing, Mufamadi said.

Types of Violence

: within the fam¡ly

: ¡n the commun¡ty

: in institut¡ons

: culpable homicide

: homicide

: infant¡cide

: fam¡l¡cide

Violence

Natural
Violence

Man-made
Violence

Acc¡dental
Acts of Violence

Willful
Acts of Violence

Leg¡t¡mate Violence I I llleg¡t¡mate Violence

: socialization
: sport

: law enforcement
and soc¡al control

: national defence

: selfdestruction

lnterpersonal
Violence

lntergroup
Violence

lnjuring percons Damagng P.ope.ty lnJury and Damage

: vandalism : robbery
: arson : rioting
: terrorism : terrorism

Assault and Battery; Abuse; Neg¡lect Murder/Attempted Murdet

bfz Dfort tValker arrd Dik Browne

Kendell Gee¡s

7652
April 76, Jan van R¡ebeek declarcs the Cape of
Good Hope a Dutch Colony
7.A20
Br¡t¡sh selllers arr¡ve ¡n Algoa Bay
aa99
AnglèBoer War
4958
Hendr¡k Verwoed becomes Pr¡me M¡nister
1960
69 d¡e ¡n Sharpev¡ile Massacre African
Nat¡onal Congress (ANC) Banned
7967
Armed Struggle begins w¡th the format¡on of
Umkhonto We S¡tue
South Africa leaves the Commonwealth
G randfathe t co mm ¡ts su ¡c¡de
a962
Sabotage Act
a963
The R¡von¡a Tr¡al - Nelson Mandela sentenced
to l¡fe ¡mpilsonment
4965
Malcom X assass¡nated
1967
Che Guevarc d¡es ¡n combat
Terror¡sm act
L96g
Bom in May
Marcel Duchamp d¡es
Martin Luther K¡ng ¡s assassnated
Ptotests at the Venice B¡enn¡al - last South
African part¡c¡pat¡on unt¡l 1993
R¡ots ¡n Par¡s
4969
Sharon Tate murdered by followers of Charles Manson
1972
Andreas Baader afiested and later comm¡ts suic¡de
Parcnts d¡vorce - father Elets custody
Beg¡n school at Rondebult Pr¡mary School
1973
Un¡ted Natîons declarcs Apattheíd a Crime Against
Humanity
L975
Clement Greenburg v¡s¡ts South Afr¡ca
1976
Soweto Riots
Fail Northern Sotho at school
4977
Stephen Eiko d¡es ¡n detent¡on
1,979
S¡d V¡c¡ous comm¡ts su¡c¡de
7942
Hos p¡tal ¡ sed fo r me n ¡ng¡tis
t9a3
Car bomb. Prctor¡a
Ran away from home
a9a4
Cat bmb. Duñan
Hospitalísd after car cæh
t9a5
State of EmergerÊy dælatd ¡n 36 Magistedal
d¡stricts
Loss of v¡ry¡n¡ty
!946
Arrested for "Attend¡ng an lilegal Gather¡ng"
a9a7
Two allempted su¡c¡des
Car bomb, Johannesbutg
1988
Graduate SA-(EA.) Wits Un¡Æ¡ty
PLtblE refiæ to æ tñ tJp *Jth,l,fôcáñ Agfæ
tuæ (SADF)
Car Bomb, Johannesburg
t9a9
Forced ¡nto exile (New York) by SADF
4990

I Appl¡cat¡on to Whitney lndependent Studies Program
rejected
Appl¡cat¡on to Jan van Eyck Academy rejected
Return to South Afr¡ca aftet Mandela's rclease from
jail
t99A
F¡red from Newtown Galler¡es, Johannesburg
Gulf War
1,992
Second application to Wh¡tney lndependent Studies
PrcErem rcjected
Retrenched and banned fiom Goodman Gallery,
Johannesburg
Car bomÞ, Uff¡z¡ Museum, Florcnce
Appl¡calion for a Fulbríght Scholarship rejected
L993
IRA 8omb, London
Car Bomb, World TÊde Centre, New Yotk
"The New Patron" rejected from V¡ta Art Now
72 membeß of Branch Dav¡d¡an d¡e ¡n Waco Texas
1994
Kurt Coba¡n comm¡ts su¡c¡de
Car bomb, Johannesburg
Rece¡ve 3 Death Thrcats
Guy Debord comm¡ts suícîde
1995
Sorin Gas attack on Tokyo underground
Car bomb, Oklahoma City
Metrc bomb, Par¡s
"One M¡nutes S¡lence" rcjected from Volkskas Atel¡er
Competit¡on
Ev¡cted from Bag Factory Stud¡os, Johannesburg
Three Wofus censorcd by V¡ta Art Now, Johannesburg
Art Gallery
"Title W¡thheld (H¡jack)" rejected ftom Kwang Ju
B¡ennial
Chñstmas Card Design rejected by V¡lla Arson
4996
"T¡tle Withheld (Stolen ldea)" and "Títle W¡thheld (Cry
Wolf)" rejected from CRAP SHOOT, De Appel,
Amsterdam
"T¡Ue W¡thheld (Stolen ldea)" rcaccepted to CRAP
SHOOT, De Appel, Amsterdam
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GRAP SHOOT,
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De Appel, Amsterdam.
The exhibition is curated by the
Curatorial Training Programme 95/96=
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SHOOTING
SHIT
By Adriana Vergeer

I tremble and I quake. There's a
mouse that shits all over my
kitchen. The pans, the plates, the
stove and the fridge, nothing is
safe. Unimpeded, he craps on all
that is holy to me. Everywhere I
look he has left his black code
behind, and I read but one thing:
danger. Still, we'd had a reason-
able agreement, mouse and I, for a
Iong time. He was cautious in his
forays, and my reaction was wait-
and-sêe. A turd here and there. I
was able to live with that for quite
a while. But now he makes my
flesh crawl. Ringing loudly,
stamping, clapping and calling, I
come into my own kitchen, I
announce my arrival like a leper
from the dark ages, so he can get
out of there on time. But he keeps
getting bolder, ruder, waiting
patiently until I grab hold of the
coffeepot with renewed confi-
dence, and he suddenly shoots out
from behind the stove. It cannot
go on like this any longer. This is
war: poison will be strewn.

"The essence of their anistic
attitude lies not in grand rer-olu-
tionary ideas, but in relentless
efforts to invert received notions
of reality and its perception by the
individual, both in art and life", is
what I read in the announcement
from De Appel. I'm told that "No
heavy issues are being directly
adressed in this show". They also
claim "The curators found this the
only way to evade the schizo-
phrenic gap between the intention
of subverting the existihg order of
things and its unavoidable institu-
tional, social and cultural framing".
The enclosed materials from the
artists in fact speak quite another
language. Burnt-out kindergartens,
exploding bombs, smashed-up
parking lots, who's talking about
"no heavy issues"? This is art that
means to grip, invade, interfere in
life. These artists do not allow
themselves to be institutionalized,

they want to drastically change
my life, grab me by the hair and
drag me to a society spun off its
orbit, where I perhaps do not want
to be at all.

Actually, I'd thought we were all
through with this, this inclination
to hit, hammer, beat and slice, to
set fire and demolish. I thought
that art had long since nestled
herself down onto the cushy bed
of the institution, leaving life to
itself. But no, it's all back. People
are hanging themselves back up
on fish-hooks or ritualizing their
own bodies to some self-destruc-
tion or other; once more things
have to be blown up, encroached
on or abducted, and all this, again,
to raze that barrier between art
and life. The mouse of art, as it
were, wants to make a point of
spreading its turds across the
kitchen of the world.

I don't know if I really go along
with that. Life outside art is
already hard enough, it's always
dragging me around by the hair,
back and forth. Art can't compete
with that. People claim that this
art that dismantles and rejects
everything, this direct assault on
my life, is good for my rite of
passage. But my whole life is
alreadl' one long initia¡ion ritual.
Er¡r s:a:e I '¡¿s k=- 3..3ir it--
phase feels like another painful
submission to an incomprehen-
sible series of rules and laws.
Every new friend I've had formed
a torturous step further towards
the deepest depths of the un-
knowable beast called man, but I
don't think I've progressed much
as a result. Does all that have to be
repeated in art? While I'm already
having to put up with unsavoury
ass-pinchers in the tram, must I
also be goosed from behind by a
work of art? Shit in a picture
frame is no problem, but I'd rather
not have to break my neck over
the dungheap.

To be perfectly honest, I do not
completely understand the press-
ing urge to act so agressively, to
destroy and carve things up. You
don't come across such forms of
directness in other fields of art.

And it's a good thing, because
imagine that on a quiet Sunday
evening, Anna Karenina would
leap out of the book you're read-
ing, and right before your eyes,
jump in front of that train, or that
Madame Bovary would be lying
racked by poison in your own
bloody bed, dying that distasteful
gruesome death. And it's not at all
necessary, as it's all before my
eyes as I read. But these artists
have no faith in my imagination.
Within the borders of art, the
institution's cage, everything is
possible: things can be seen that
would be invisible outside. Trivia
becomes an essential issue and the
capital offence reduced to detail.
Only LIFE itself isn't there, but it
is abundantly present everywhere
else.

A,C. Forniture Sud l99l FoIo Fabbtl

GERMAN TRUCKING COMPANY RAUSS
SPONSORS SENEGALESE IMMIGRANT SOCCER TEL\Í

The mouse appears cleverer than
I'd thought. V/hile I lay au'ake and
sweating that first night, at once
fearful and guilty, listening for a
deathly ill mouse to wretch his
way around the living room, he'd
had plans of his own. Without
eating any of the poison, he'd
simply disappeared. No trace, no
body, no turd, nothing at all
suggested he had ever been there.
Not until a couple of days later
when I perceived a distant crunch-
ing sound. He was still there, but
no longer letting himself be seen.
But it was also possible that he'd
tasted the poison and was now
trying to heal his deadly stomach
pangs with a meal of fresh fibres.
Now I'm not trembling and
quaking any more, but the threat
he represents is greater than ever.

If the tlndame¿'u¿i-" .vi i:rJ:irt irry
realll' hare I.. te _rnzrri ¡- ür:
this mouse srrareg-T could be a¡
example. It is a technique for an
to bear witness to her existence
with a vague rumbling from afar-
without wanting to be emphati-
cally present. A virtual presence
that is more of a threat than a real
one. But perhaps the ultimate
mouse tactic is still the best
direction for art. She disappears
after the consumption of a healthy
portion of institutional poison,
dead from general recognition.
But the stench of her rotting
corpse will keep us from sleeping
well for centuries to come.

(Translated from Dutch by
Mari Shields)
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SPECIAL EVENTS
During the exhib¡tion there will be a Read¡ng Room on the top floor of De
Appel. the curators selected books which reflect upon the historical
context and related topics of the show. After seeing CRAP SHOOT the
reading room will offer the visitors an oppertunity to hang out, read and
deposit their remarks in a comments box. Poignant remarks will be
published on the "Letters to the Editor" page in the second edition o'l "the
CRAP SHOOTER" newspaper.

Special guest art¡st ANAND ZENZ will make
an ¡nstallation of text works in the Reading Room.

@DeAppel opening
April L2,6 - 8 pm Sponsored by Dommelsch Bier

@DeAppel Panel Discussion
April 1-3, at 4 pm Chaired by Stuart Morgan. The panel will have

artists,curators and Sask¡a Bos, Director of De Appel.

Lecture
by Jeroen Eisinga with piano introduction

@P.A.R.K.4DTV B r o a d c a st ¡ n g

April 72,74,76, of Halter/Gratwohl's, "Table Talk"

t-2am
@Westergasfabriek P e r f o rm a n c e

April 26, at 5 pm by Jeroen Eisinga
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