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- Dataflow

The art magazine “Arta” had no archive, but
accumulated in almost 50 years of activity
(1953-1989) a |arge mass of photographs =
produced interna"y, donated by contributors,
received t|'\roug|'\ international exchangeA
Dataroom made public this information chaos,
|eaving the classification criteria to develop
spontaneously through chance display and
through active reading by the visitors.

A.H.A Lesson 3. Deconstruction,

installation, KhB, Berlin, 1995 4 pu|::|is|1ed I:)y “Arta” [orty years earlier.
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A.H.A Lesson 4. Bucuresti - Berlin Impex.,

A.H.A Lesson 4, 5. Bucuresti - Berlin Impex._
Slide show recorc]ing an intervention made in the
streets of Kreuzl::erg, at that time a neighborl‘lood
saturated with leftist po|itica| posters and graFFiti,

matcl-ling unexpected|y the realist socialist images
The slides were part ofa per{ormance where our

studio became a rep|ica of what we thougl-lt would

be a typica| room from an immigrants’ camp.

public space intervention, Berlin-Kreuzberg, 1995

Datacorridor, installation,
Manifesta 1, Kunsthal Rotterdam, 1996

A.H.A Lesson 5. Bucuresti - Berlin Impex.,
performance, KhB, Berlin, 1995

'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
]

! .- S
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'
'

The Archive, material, Kiinstlerhaus
Bethanien (KhB), Berlin, March 1995

A.H.A Lesson é. Brancusi Auswringen.
The first Romanian bank note printed after the

fall of CeaU§escu was carrying the portrait of
Brancusi - a politically charged decision
considering that the artist has been rejected
by the Stalinist regime in the 40s-50s, only to
be transformed into a kitschy icon during the
nationalist dictatorship of the 70s-80s. The
action of washing and drying the bills was
hinting at the complex relationship between

capital and art.

A.H.A Lesson 6. Brancusi Auswringen,
performance, KhB, Berlin, 1995

who was ordered to chaperon us l)y the
management nervous about the potentia|
uncovering of their i”ega| activities. The

occurrence gave us the idea to include the

front of each monument.

Good Mourning, performance,
Universitat Gesamthochschule,
Paderborn, 1995

historical cemetery from Bucharest with the

unaware participation of a Civil Guard omcer,

uniformed man in the images l)y c|aiming that

we needed someone to hold a color scale in
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Serving Art 1,
photo installation (details),

Akademie Schloss Solitude,
Stuttgart, 1997 E

Serving Art 1, 2, 3 brings to new life a
collection of negatives realized by the "Arta”
magatzine staff in the 1950s-1970s. The
pl’\otographers re|ayec| comp|ete|y on the final
cropping for adjusting the frame around the art
reproduction. One of the strategies app|iec| for
de-constructing this material was to print the

negatives in full as a collection of reacIy made

objects. Another was to progressive|y blow up 5 Suitcases, installation,
2 ,

Museum of Art, Arad, 1996

the areas surrounding the art objec(, and free

their status from accidental documentary

details into autonomous poetic images.
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Serving Art 1, i
photo installation, |
Berlin Biennale 1998 |
'
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'
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Serving Art 1,

)
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. photo installation, i R

‘,‘ Akademie Schloss Solitude, ; ,"
R +, Stuttgart, 1997 ! R
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Art History Archive (A.H.A.)
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RS Your Paper Daily, installation, KhB, ;1 .~
‘\‘ Berlin, 1995 S H ’~.~
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AN A.H.A Lesson 2. What Does a
S Project Mean,
S installation, KhB, Berlin, 1995

P

Irimescu, a Romanian official artist with a career spanning from
the monarchy (1930s), through military dictatorship (1940s),
Stalinism (1940s-1950s), and post-Stahnism (19605). During
Ceausescu’s dictatorship (1971-1989), he became President of
the Visual Artists Union, and was present in almost every issue
of “Arta” with sculptures and with ic]eo|ogica| editorials. In the
1990s, |. |. received further honors and became a member of the
Romanian Academy. The installation returns the reproductions
published in the magazine to the status of originals, pushing the

flatness of sculpture into the illusion of volume.

Bauhaus Paradise, i
installation, .
Bauhaus Dessau, 1995 .
'
'
!

garage of the Bauhaus bui|dir19 in Dessau, with the he|p of
our collection of photographs;, of material found in location,
and with art works produced jn the 1970s by the students of
the Art School of Timisoara, an institution influenced by the

Serving Art 4,

photo installation,

acryl on canvas,

Jeu de Paume, Paris, 2000

~.

meeting between subREAL and the
anarcho-media theory group Agentuur
Bilwet deve|oped around the issue of
archiving. For the occasion, one of the
Bilwet members translated a few images

from our archive into paintings.

.
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5 Suitcases,
photo installation,
1996/97

Serving Art 2,
photo installation,
Akademie Schloss Solitude,
Stuttgart, 1998

Serving Art 3,
site specific installation,
Schloss Plueschow, 1999

Serving Art 4 brings under scrutiny the concept of
intellectual ownership latent in the previous Serving
Art episodes. A co”eague artist was hired under a
strict copyright contract to reprocluce in painting a few
hundred highlights from Serving Art 1. Between the

representing origina| art works, and the painter who
gave away to subREAL all his rights onan origina|
painting reproducing photographs, the Serving Art

series became a [uzzy entity between the mirrors of

authorship/uniqueness and anonymity/reprocluction.

educational princip|es of Bayhaus.
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Treffpunkt Kreuzberg,
performance,
KhB, Berlin, 1995
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Serving Art 4,

hand painted wall paper,
Jeu de Paume, Paris, 2000

Interviewing the Cities.
— Framing ...,
photography

Campaign,

Arad, 1995

Framing Stockholm, 2002

public space intervention,

Framing Amsterdam, 2000

Framing Bucharest
Circul Foamei, 2002

Framing Turku, 2001

Interviewing the Cities. Re-enacting,
photography

Daniel Depoutot,
Strassbourg, 2001

Sara Arrhenius, |
Stockholm, 2002 |

Victoria and Mihai Zidaru,
Bucharest, 2002

Sandi Paucic, Claire Goodwin,
Zurich, 2004

Harald Szeemann,
Ticino, 2004

Elina Brotherus,
Helsinki, 2000

Interviewing the Cities.
Listening to Statues,
photography

Amsterdam, 2000

from three |ayers of staged photographs.

Each |ayer has its own conceptua| roots in the Art
History Archive process, while connecting with the
other two in order to build a puzz|e-|il<e image of our
relation with a speciHc city. The cities deconstructed
in the images are a|ways approached through a
|'\ig|'1-cu|ture ang|e, distorted by per{ormative noise
and by imago|ogica| clichés borrowed from the

tourism industry and the mass media.
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Stockholm, 2002

r

Bucharest, 2002 Stockholm, 2002 Ziirich, 2004

Ziirich, 2004

Stockholm, 2002

Amsterdam, 2000

Helsinki 2000

Macromicron,
The Visit,
photography,
2000 Stockholm,
2004 Lisbon

the previous themes touched upon a|ong
our journey through the concept of
Archive: art |'\istory as image co”ecting
|:7u|imia; architecture as an accident of
t|'1e urlaan tissue; per[ormance as
al:)sence; trompe |‘oei| asa metaphor {or
the a|ways deceptive medium of
photography. ltisa me|ancho|y
retrospective |ool(, |3ut a|so an open end;

from here on what remains to be p|ayed

with is the double identity of subREAL.




