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Preface

WTF — what is the oversized image of a white dude doing, being propped up by a bunch of Chinese workers in the South of
China? — it seems outright offensive, doesn’t it2 It gets worse: The photograph also bears a weird resemblance to the iconic
image by Joe Rosenthal of the raising of the flag over the Japanese Island of Iwo Jima on February 23, 1945. — What?

The image on the cover was taken during the installation process on May 10, 2019 in Ping Shan, a city next to Shenzhen in the
South of China, on the occasion of the exhibition “Transcending Dimension, Sculpting Space”, which touched upon a lot of issues
that are also concerns presented in this publication.

This book is a par force tour through more than thirty years of artistic work directed towards undoing directions, or directives —
regimes, if you want to use a post-structuralist term. Growing up in the West at the height of the cold-war, | really got the sense
that some things did not function as they were supposed to. And in fact, towards the end of the 1980s, the world was in a very
desperate state not so much unlike today. Then the seemingly imminent nuclear war, as a consequence of the NATO Double
Treaty, the ecological crisis, and the explosion in Chernobyl provided the apocalyptic backdrop. Just to sum it up. It was the time
of “No Future”, “Stop Making Sense” — a post-punk period in sub-cultural terms, and “Zero Growth” in a politico-economical
arena. This is the time, when my work as an artist sets in. In Westberlin, where | was living at the time, the only people wearing
suits were playing in post-punk bands. You could not trust anybody anymore, not even the ones, that wouldn’t trust anyone,
except their own posse. Even: “mach kaputt, was dich kaputt macht!” (destroy, what destroys you), turned out to be as empty
as any suggestion.

Politically, this impasse was resolved by the fall of the Berlin wall in 1989, made possible by one man, who at the peak of his
power, had decided to liberate the peoples. Mikhail Gorbachev, who, many years later | had the peculiar honor to shake his
hand. When this peaceful revolution, as it was called, first happened in 1989, my immediate response was not that of many
other people, who believed that this would open the chance for a new just and fair society on a global level. My gut reaction
was: OMG, now it will take ten years, before we are in the same place again. — | was wrong. But even as the failed promises of
the West were blatant, everybody was eager to forget and believe, with the Soviet Union gone, the world would enter a stage
where history ends. As | said, | was wrong. It took 30 years to get to a situation where we have to admit again: The system does
not work. The West does not have the answer to the future of humanity. But then again — who does?

This text is written at the first peak of the Corona-Virus Crisis and the world is doom and gloom again. Many of the very real
existential fears have come back. Uncertainty on all levels. If it weren’t for the virus, climate change and imminent political di-
saster wrought upon us by the most irresponsible individuals in highest political offices, would already have made this world a
dangerous place. lll-directed and largely unchecked ego energies are likely to ruin the institutional architecture of civilization.

The cultivation of ego energies, the raw energies contained within, the creativity, but also the destructive forces, have been the
trajectories of my life and work. More than ever | believe, we need to develop more techniques at self-cultivation, if we want
to break away from many of the self-inflicted crises of humanity. At the core of many of today’s ills, is a Western notion of sub-
jectivity, that is responsible for many of the exploits, this planet is suffering from. Change, | believe, needs to start from there.
We need different people. Or, we need people to be differently.

Personally, | never really asked myself, who | am, or what | wanted to be. Instead | was interested in developing what (else) |
could be, both in artistic terms, but also in whatever function | could provide to my community. And most importantly — how |
could be dall that responsibly, because no man is an island.

Island. Back to lwo Jima. Obviously, | was not raising a flag in Ping Shan. The simple fact about “self-representation” is that,
well, it is about one person. There, recognizable, but what is the significance? — Exactly. That is the level, the human level, where
you can look each other in the eyes. You and me. So, the post-colonial game, who speaks about whom, or on whose behalf, with
which legitimacy, passes by this installation completely. Well, honestly, it raises those questions, but tries to give very different
answers.

Why | like this image so much2 — “A” is the character for person not only in the Chinese language, but also in Japanese, and to
a degree in Korean. The best explanation | ever heard for the pictogram was, that it actually depicts one person (first stroke up),
who gets propped up by another person (second stroke), because no one can stand by him/herself. That is sort of the essence.
In this particular moment, it was my good friend Li Zhenhua who had invited me, propped me up so to speak, and Liu Xiaodu,
the director of the museum and his team. | would do the same for them anytime and hope we could share this and forget about
the power struggles for a moment. | know they are real, but that does not make them go away. Let me take artistic license. | do
not need to partake in power games as an artist. Let’s find different answers.

Thomas Eller, April 2020
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Obijective Self-Portraits

After having been kicked out of the Art Academy of Berlin in 1986, Thomas Eller left painting behind, along with the idea that
life could be framed and contained within a picture frame. Instead he was looking for ways to de-limit not only his artistic lan-
guage, but also to switch perspectives on agency.

The last series of paintings by Thomas Eller were all “self-portraits”, most of them painted in styles of... other painters. Instead
of looking for his own proprietary “style”, Thomas was looking not for self-assertion, but for something really happing outside
of himself. In other words, he wanted to get away from self-portraiture and open a path towards a realisation of reality outside
of the limitations of his ego.

After having been forced out of art school, he continued to study sciences of religion, philosophy and art history, while working
as an assistant at a famous science center for social research in Berlin. During his years there, he developed a series that he
called “Objektive Selbstportaits” — objective self-portraits which consisted of oversized simple objects of daily use. A hammer,
a wrench, a plumb-line, a brick trowel — things used in construction. A pair of cigarette butts and a champagne cork — things of
enjoyment. And also art objects: A guitar (but not just any — it is a rendition of Paganini’s guitar), a painters pallet, a sea shell,
a jeweller’s box with a golden ring inside.

They are actually NOT large objects. The way they are fabricated, and this becomes very evident in documentary photography,
is as if they were actually themselves in scale — and they just accidentally appear in a space too small for them.

Very often these objects carry the sign “THE”. THE, short for THomas Eller, which makes it a logo or a brand. And this may well
be one of the motivations of the artist. But let’s consider what “the” is.

“the” ... is an indicator, the direct pronoun used to point to something specific. “the” in itself is not.

“the” indicates a connection and is similar to “id” in the Latin language. Identity, or: id-entity, is a composite word of both “id”
and “entity” — meaning “something in itself”. So identity is not something whole, but something that we are pointing towards,
something we identify “with”. In yet other words: Identity is transitory, not something to be had, but something to be actualized.
Is that what those seemingly too big (for who, for what?) objects mean?

Sam Rose, 1988
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“l became involved with the idea of making the viewer present: the idea that Man Is Present.”, Barnett Newman

It occurs: man is present. This presence is no mere existence as an object, but rather a transcendental relationship to the self after
it has been fundamentally put into question. Thus for Barnett Newman the negation of the observer is essential to the observer’s
self-constitution. The negation of man is not an external process; instead, it results from within the limits of his own perception.
This limit — the internal negation — confines him within his self, i.e., without the negation within the SELF, there is no self. Self
can never be considered a substance; it can only be thought of as the act of constituting the self. It is paradoxical that this would
actually succeed. This self — precisely termed “Now” by Barnett Newman — is unknown to consciousness, says Jean-Francois
Lyotard. “It is that which confuses consciousness itself; it distills what it fails to conceive of and what it forgets in order to constitute
itself. What we are unable to conceive of, is that something occurs, or, more precisely and simply, that it occurs.” He continues:
“It is not a question of the meaning and reality of what occurs, or what this implies. Before one asks: “what is this2”, “what does
this mean?”, before the “quid”, it is, so to speak, >first< required that it has already occurred: “quod”. That it occurs is always
the >prerequisite< for the question of what occurs. That it occurs: this is a question understood as an event; >afterwards< refers
to the event that has just happened. The event is concluded as a question mark, even before it appears as a question. It occurs,
“il arrive™ is >first< the question: “Does it occur?”; “Why is there anything at all instead of nothing?” Heidegger asks. It is from
this nothing that presence comes into being. That was the program of Yves Klein’s exhibition of an empty gallery.

Both Newman and Klein could only depict the “other” in the constitution of the self as something induced from the exterior. They
knew that experience is not visible but that the formal conditions of the work of art only function as generators that operate to
open up the space behind all ideas about something. It is the last space from which all others originate; it is the location of imag-
ination itself. The experience of this space is the sublime. But both, Newman and Klein, don’t present this reality — that the site of
its constitution is found in the self. However, their transcendence becomes totalitarian. The observer is supposed to experience; to
do this, he must be lost in totality. The loss of everything concrete is intended to then lead the observer to transcendence. Wrong!

Is it possible to live with this “locale” (which is actually
lacking a location) as a foundation? But in this place,
the infinite, there is no possibility to act due to the
scarcity of scarcity. One just can’t quite enter into it. It
would be an end, if one couldn’t succeed in changing
the concrete, the actual from a position within totality.
To realize the idea that man is present, it is necessary
to reintroduce the actual concrete. Thus the sublime
needs a medium through which it can realize itself —
the SELF. lts appearance is only possible with the re-
versal of space. By leaving this space, the imaginary
space, that had just been opened, it is once again
closed. He is no longer the one who gathers me within
him; although he is greater than ME, he is within my
self. In fact, this self, like the sublime, lacks an image
and enters the sublime by being different from the
world of the concrete. The sublime is the (abstract)
self and thus non-communicable. There is no observer
of this process; there is only a participant.

IT introduces itself: Thomas Eller

But: who is Thomas Eller? — He who asks in this way
must answer: the other. | is not |. The knowledge of
the difference within the self opens the space. Does it
occur? — From the difference! There is no reason for
THE to appear, but it occurs.

It enters: THE sublime — SELBST

Sam Rose, 1990

J.-F. Lyotard: The Sublime and the Avant-Garde. Merkur, no. 424, 1984, pgs. 151 ff.
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http://www.thomaseller.com/MauerSmall.pdf

“Painting the Berlin Wall Gray”, 1986

On December 15, 1986, at age 22, and shortly before my forced dismission from art school in Berlin | entered the Visa
issuing office of the German Democratic Republic (East Germany) in Berlin Kreuzberg at Waterloo Ufer 5-7. There | was
trying to obtain information on who to talk to in East-Berlin to get permission for my project to paint the Berlin Wall gray
in Kreuzberg (Westberlin), just behind Kinstlerhaus Bethanien, where it was the most colorfully painted by many artists.

The 1980s were the pivotal moment for the peace movement in Germany, when NATO strategy had just shifted from “Mutual
Assured Destruction”, which served as an effective deterrent to any kind of nuclear war between the two super-powers, to
“Flexible Response”, which included scenarios of limited nuclear warfare with a new generation of nuclear warheads. A likely
territory was Germany.

The documents of the project shown here are photographs and the resulting Stasi-file (documents collected by the “Staatssicher-
heit”, the secret service of the GDR). | never obtained any official permission. Insofar, this project really is a document of failed
communication in the political realm between an artist and a government. However, on a symbolical level, it realized an artistic
aspiration to reach into societal realities.

By the mid-80s there were many artists in Berlin that developed a frontier city magic of images of which the Berlin Wall was
an integral part. Everyone had gotten used to the Wall and artists” efforts were not directed towards tearing down the wall,
but to establish themselves within the legacy of Westberlin. | took this for bigotry and cynicism.

The goal of the project “Painting the Berlin Wall Gray” was to again bring to attention the scandal that was the Berlin Wall. To
engage the administration of the GDR was in same parts naive, as it seemed necessary for the sincerity of the project.

At that time | was not aware of Joseph Beuys” proposal in 1964 (my birth year) to raise the height of the Berlin Wall by 4 cm
for “esthetical reasons”. What | shared with him however, was the motive for the project, to make visible the “scandalon” of the
Berlin Wall in the Western part of the city. Only if that was achieved, so my thinking at the time, one would ever have the chance
to seriously set this issue on the agenda again.

GHRIRFAKRIEY , 1986
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THE Selbst — greetings in Riga, 1991
THE B&R——EMaYiE{z. 1991
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THE Selbst — greetings in Riga, 1991

This is an as of yet unpublished documentation of a project in Riga, Latvia from the year 1991 when Latvia was still a Soviet
province. In June of 1991, during the last months of the USSR, Riga was under siege by the Soviet elite OMON-troups. Latvian
citizens had barricaded and were patrolling strategically important buildings and institutions, like the broadcasting system, the
parliament, etc. It was very clear that the Latvian people were seeking independence.

During this time | was invited to participate in a public art project that took place within the framework of an exhibition called
“Interferenzen. Kunst aus Westberlin” (Interferences — Art from Westberlin).

My project consisted of three parts:

1. A sculpture of the artist (THE) was standing on the central boulevard in Riga 200 meters away
from and opposite a statue of Lenin, in a sort of “stand-off situation”.
2. A 10-second broadcast on Latvian TV, three times a day for one week, always 10 seconds before

the full hour, between 8 and 10 pm. The regular program stopped, the TV screen went into
“white noise” as if after a technical problem. | then appeared on the screen and asked the famous
question by Ad Reinhardt:
“And what do you represent?”
3. For one week there was a daily spot in the Latvian Newspaper ‘Diena’ showing a different
b&w rendering of the artist in a non-descript suit (as reference to the sculpture in the street,
and on the last day the same spot was replaced by the question: “Who are you?2”

This documentation presents an art project that seized the moment of a unique historical situation and was using the whole
gamut of what public art could be. In a rare intermediate situation there was a potential for artistic intervention that would not
have been possible before, or financially feasible afterwards, and could, at that time, bring to the front the significance of this
historical moment.

During the preparation of the exhibition it was also unclear how the larger political situation would shift and which reactions would
be triggered by the artistic intervention from the part of the administration. The citizens of Riga at that time were gathering for
spontaneous public discussions at a small section of the Berlin wall, that had been brought to Riga, or at their “Statue of Liberty”.

THE BR—EmMEE 1991
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THE — B (5—HRKEIE). 1992

BN (RIBARMNSIXNEBIEREN) ESRUFLBR—TEE, —IUFHREARGREE. BAit, KiLE—EEHA
H. HNFZRBFEME LEELFEMZEMEEER. KEYFE, RITAAETZNZARAS LT RNBEINAXFE
BRAVMESZATHRAN, TEMIBERHEEMER. ERESENRETRLELARERN. REANRRE: REMNT ‘@
O MEN, BINAEGRRFUREFENTEEEE, SFENTRASRE, AREHSERINZEAANS N S0E. BA
X MTEEER MBI ERE T MR ERP BN SAMLE, BT REEL B ARG h9 T E A1 B B AT #E H A
RFRELHER. " BRNABIFTBHMRE, REEAI2IKA . FATH0 RIS AR B2 H0H SUEW LW FTHIE R SR A5
HEIME ‘B0 FEF. EXMHRT, MREALENTHMNE, FNMIERERENEH. BRIENIMEHETNL. HRE
AWRFIE— b7, AR E. Elt, AR TEEN. TRELHERRZE. TRESHFBEXORFESE, HSTHRN

TEEEHRE. AXZEXAE, SEAHLZBAN, MBI XENEOEHTREY. EREASBZEEEELRNE (7
E# k) , MERREEIEH T (FRENEN) . BREBIEFRIEESSBHHAENEEHEE. #R2BTXEN ‘G0~ (

EFIER) HITHANEER. SX, (EABRPITARRHRMATREXFNE. BEHE S XMEMSSHHASIH (ALREN
BH)  EIANENE, —MAFHiER/ AR BTEIETF, FAUARTEHR (XRREAEMMBERE) , LR LXHE
= “EEXNFEEN . SRAEENZ: MRGEESBEMHENE XKW FE, RINMASHRET (BFRH) BIEXR?

ZARKMRBERT - ZH (Albrecht Direr) EE TN EZE XA HIREME . EEXFIRITHE, LRTRFIHTEERENTIE
Bl ALEAZARE LHSE, (Efm «THE B (5—RKEW) > SIBTEHHIKFE —RAEP  LEBREAT THEN
HIE AT IE R A FIFRIT. U+ IR R MR ENHEERREEESRR L, AREENEERRENL, FENBELERFE
IEHE AT ERATRZEARNBRR . BN RENRTAMNZEO00EXK, B3I50EXK, RI00EXK.

AEEFHEBSSZEHFAXE. RINSERUEN, SHEFHEL. MEWHXTRERZXREN, FERBEIRARTH. X
ExRUBLEREHI. 20EIURTRE. NERMSMERNER, BEXLESHIRERTR.

EMERZLTH.

X ERRXGERMERET: U—REFHG], RTEWRIER. BEBENXMEAREN, SIZTEG, RAEHERHAHEER
L, ERH—REREMNRENFEMNERHERENET (SHENENZHMBEEEXHENRL) . @ NEGFRH
&, AN BREN 2 AT eI 2 B EISFEE i FIPR R RILE . SR UMBERRRTE. BREXBRTEMER. ZEHFERE
EEGERATE. BR L. KERRNTZEE, MEEG=E (BRI ttFHER) . RETEMEREERAR AL
MR, FERKZEHHETHHME. Fit, FISEREEBE. TR ANEAREZMNREHAERE, CEHBEMFIRHE
ZRAREZNERERAIMN. Fit, BT TRARZHME. XFRTIVRIR LR ER, RIMA{TE S L TAREASE
RUERBEEXHBARESR, URESFE LMEE: MEERRETEEMNER, MXLERRNTAGRERRG? £HERX, XT
HEFNANSERLNZ—Z: MERAMZBMEERTERER. Bit, ETRNAAHERER. FEFAMKRE. XHEA
BHRE CARMAER) REXEMEREE. TRUL, ERETIMARNER, EX1ER LESER, BEEANE. XEBE
AXHERBEIES, IBESEATEARER . B “BREMARZKE? " ZIMEBLEREE. HEEFAMLERHRERA
TESEMEER EREEENMEPIEE) XEFIFEHEBERXNMNREENZANE, RRHER, XEENERPHERIRK
BT, EEWRRK XFZEMNB BANAGSERFENERTRTHAXL, AERHNEIRZMMNERZE TAHFHR
HERER. “EY EXNTFREMS FAENNEAME, MUEMS, IWMERLAEFEN: S0EXRSHAKEBLELL, 2
BEEX, MEEEEWMHELIEES ). EXMRNESEH, UEBEIRXNALBCEMBNEBIES. IFEET-PTFR=1E
SHEFIERE: UE —AGRR—EGEY. IMRENFNEER T - MEHAANLSTZENRRE, Eh, NEAUES
REBCHNA. EMAERAESEGEITRIEENSEREDN ERPHEGRREFAENEAE. iR, XENBURENE
MECIER, AAENEFEZ SN ER (EA—DAR) HITERIEBT AR AERTUAREA AL ERRAERELIE D T,

XEMAXRRIE IR, LR BTN ERE - B3 (Vilém Flusser) 3iiE: “MRIHZINT AT HHIR (MRBHIANE
AATHARLER) , BAER OAF) 5EE (R73) 2@ X ABEFIEE: ZRMBZ2ERBIRAL—TBUEFER. ikt
i MRBNTVATECREMAR— I8, MEMS IABEZRAATNEE, BAFEMRTABBHMA X EFHEREX
b, TERIEE ARTERAHES, RERKILAHEE. ”

=i - BHL 19924

1 BIERETE: (EAREFKEIEMY . Volker SpiessHiit, 19804

2 BRRTD - fF| BB E CERHERY
3 YRS - BB EZY, TiEB <FFAREIEEY  Merve HER4t, 19894, 5471

36

THE — selbst (mit groBem Rasenstick), 1992

Perspective (and of course we immediately think of central perspective) appears not to be an issue today. Everything seems
to be clear. To speak about it therefore must be justified. We are not very much aware anymore that there have been other
conceptions of the pictorial representation of space in history. Most of the time we think that antique spatial representations
have failed. We usually consider the underlying agreement on the conception of spatial representation to be natural and fail
to recognize the historicity of its construction. But central perspective is based on certain a priori requirements. “It is most simply
explained as follows: | imagine the picture — in accord to the “window” definition — as a planar cross section through the visual
pyramid; the apex of this pyramid is the eye, which is then connected with individual points within the space to be represented.
Because the relative position of these “visual rays” determines the apparent position of the corresponding points in the visual
image, | need only draw the entire system in plan and elevation in order to determine the figure appearing on the intersecting
surface.”' However, we have two movable eyes with a spherical interior. Our eyes do just not function like the constructed one-
eyed person of the central perspectival construction shown here, who looks through his “window” at a box. In this test arrange-
ment, the cyclops cannot change his position, otherwise he would tear down the entire construction. But movement is change in
time. The cyclops, however, is confined to one place and knows no time. Thus, the rational, e.g. infinitely continuous, homogeneous
space has been invented. “It is the systemic space of mathematics in which its laws apply regardless of time. In the Renaissance,
when this notion of perspective had been invented, the world was seen through such a window. The central perspective caused
an acceleration of space (imperial expansion) towards the vanishing point and in it a standstill of time (centralism)” 2. The vanish-
ing point of the theory of perspective corresponds with the seat of the city’s ruler. The world was organized and administrated
through a “window” (picture frame). You still feel something of this authority today as a photographer. The camera obscura is
the technical materialization of this conception of perspective (it is built in, so to speak). Looking through the camera, everything

Albrecht Direr, “Draughtsman Making a Perspective Drawing of a Reclining Woman”, 1512-25, woodcut, 7.4 x 21.5 cm, Metropolitan Museum, New York

seems to be pointed /headed towards me. With this box, | can hold on to the world (that’s what the ruler does), which in effect is
something like “portable imperialism”. The question today would be: How could we establish a (photographic) pictorial relation
with the world without the totalistic approach of central perspective?

It was the artist Albrecht Direr who worked out the fundamental foundations of perspective in the Renaissance. After his trip
to Italy, he developed an apparatus to calculate the systemic space of central perspective. Today, the watercolor “Das groBe
Rasenstiick” by Albrecht Direr serves as a point of reference in art history for Thomas Eller’s piece "THE Selbst (with a large
piece of lawn)”.

Thomas Eller takes his trip to Italy as an opportunity to deal with today’s problems of perspectives. Twelve large color photo-
graphs of simple meadow plants, mounted on aluminum, are held into a position by an aluminum construction which makes them
seemingly float in front of the wall. In front of it is a b/w photo-figure of the artist Thomas Eller. The size of the entire installation
is approximately 600 cm in width, 350 c¢m in height and 100 cm in depth.

37



Now, can the way we see the world today still be described by central perspective?! - No! Things seem very different to us now
than then. They are no longer arranged coherently in space, but always of particular interest. We look at the microstructures;
look for the respective properties. Access to things is always relational and is mediated through technical approximation. The
objects only appear via interpretation. Experience is a result that depends on the time, the place and the type of examination
and these parameters, however, are always different.

Perspective today is polyvalent.

At the core of Thomas Eller’s work is the intention to show the contextuality of things by example of a piece of lawn. Through
technical mediation via the camera, images are created that, cut out and laminated on aluminum, synthesize the idea of a
piece of meadow from a dozen view points at discrete points in time (each plant inhabits such a point-in-space-time). By cut-
ting out the objects from the images, the monocular, centralized systemic space of photography is subversively removed from
the image that the camera created before. Photography is used paradoxically here. The fact of cutting out does not suggest
a broken, fragmented world of images. It is not the image that is criticized, but the image space (thus the perspective on the
world) is questioned. The pictures without space are reorganized as absolute objects and find a new place within the exhibition
space. Therefore, the resulting picture is also without a frame. In technical, as well as in epistemological terms, it is replaced by
the complex, technically sophisticated background construction made of aluminum panels and profiles. Thus, the constructed-
ness of perspective is revealed. This addresses the epistemological problem of how differentiated individual perceptions can
still be combined to form a meaningful overall picture, as well as the question of ecology: Which factors determine the respec-
tive cycles and can these still be described in sum? — One of the most important findings, that constitute the new perspective,
seems to me that the gaps between individual perceptions cannot be smoothed out. Therefore, it is important to keep the dispa-
rate in juxtaposition. The place where this happens, is the person her-, himself who makes an experience. That is the reason for
the photo-figure (a self-portrait of the artist) that stands in the foreground. It forms, so to speak, the epistemological canvas, on
which the work is depicted and conveyed, to the viewer. Because the question of “Who that is¢” - Thomas Eller, the author, who
puts himself in the picture as a mediator - cannot be answered. It is not the romantic artistic concept of C. D. Friedrich, who is still
bound to the paradigm of central perspective with his back towards his viewers (the monk looks into the sea). Quite the opposite,
the image in Thomas Eller’s work turns around and looks at the viewer. It is not about introducing a person. The black and white
of the figure abstracts itself substantially against the colored background of the work and becomes purely an indicator of scale
for the “meadow plants” and the viewer as well. The “plants” are no longer simply large in relation to the viewer, for whom the
situation is paradoxical: he, the viewer, is very large in relation to the ninety-centimeter-high photo-figure, but very, very small in
relation to the meadow plants. In this double reference that poses the problem and task to the viewer of how to position himself.
This creates a cybernetic system involving three agencies: viewer — photo-figure - meadow plants. The unreconcilable dynamics
of this system form a multi-logical communicative structure of a new perspective in which the viewer decides for himself about
his point of view. Perspective does not anymore become a symbolic exercise of domination through the image. The picture ques-
tions any and all viewpoints. Perspective instead is created in collaboration with the viewer. This can only succeed if the latter
accepts the comparison with Thomas Eller (as a figure) and compares her,- himself to it. Now it is clear why Thomas Eller himself
is there. It is the touchstone for the viewer and the challenge: face up to things! Vilém Flusser puts it this way: “If *I” is recognized
as what others address as “you’ (if self-knowledge is recognized as a result of recognizing others), then the distinction between
understanding (cognition) and respect (recognition) will become obsolete: art and science will then have to be seen as political
disciplines. To take this to the extreme: if we recognize ourselves as a function of everyone else, and everyone else as our own
functions, then responsibility will have to take on the status that was previously occupied by individual freedom. And no longer
the discourse, but the dialogue will structure the future culture, so no longer the progress, but mutual encounter.” *

Sam Rose, 1992

1 Panofsky, Erwin (1924 /25): Perspective As Symbolic Form. in:, Essays on basic questions of art. Berlin, Volker Spiess 1980
2 see also: Virilio, Paul (1991): Real-Time Perspectives. in: Joachimides, C.M. / Rosenthal, N. (ed.), Metropolis. Stuttgart, Cantz, p. 61
3 Flusser, Vilém (1989): Memories. in: Ars Electronica (ed.), Philosophies of New Technology. Berlin, Merve, p.54
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Albrecht Direr, “Great Piece of Turf”, 1503, watercolor, 40.3 cm X 31.1 c¢m, Albertina, Vienna
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Double Agent

“In the beginning there is ruin. Ruin is that which happens to the image from the moment of the first gaze. Ruin is the self-portrait,
this face looked at in the face as the memory of itself, what remains or returns as a specter from the moment one first looks at
oneself and a figuration is eclipsed. The figure, the face, then sees its visibility being eaten away; it loses its integrity without
disintegrating.”

The 21st Century posits a crisis of visuality. We are no longer bound by the certainties of Cartesian Perspectivalism that once
chimed with a philosophical position, a ‘Weltbild’ that transformed the world into a measurable entity. Modernism completed
the removal of the fiction of the single and immobile eye of perspective, along with its all-seeing, controlling view. Terms like
multiplicity and simultaneity have inveigled themselves into our perceptual field, leading to an apprehension of the world as
essentially fractured and discontinuous. But in doing so, the certainties of who and where we are have been eroded, whilst our
reluctant belief in surface technologies has led to a concomitant loss of the authentic. These technologies privilege surface and
velocity, requiring a radical re-evaluation of vision as a locus or conduit of verifiable truth.

Thomas Eller’s work shows a calculated awareness of this need to review our relationship with perception, through a confron-
tation between the viewer, the process of reception and the image. Rather than seeing this relationship as an unambiguous
one, the artist deliberately destabilizes the picture. Indeed, acceleration, one of the key aspects of present culture(s) features
strongly in his work and is often linked with its opposite, stasis; the philosopher Paul Virilio asks us “...to consider movement and
acceleration not as displacement but rather as emplacement, an emplacement without any precise place, without geometric or
geographic localisation...” % The concurrence of speed and stasis should not, however, be understood as a return to Albertian
principles, instead proposing a renewal of Martin Heidegger’s ‘aletheic gaze’, a way of looking at the world that is open-ended
and circumspect.

‘THE white male’, a complex installation comprising images of warfare brings together these elements of speed and stasis. Jet-
fighters, missiles, tanks and other military hardware appear as manipulated photographic cutouts mounted on aluminium, frozen
as if in mid-acceleration. The images appear to hurtle towards the viewer and are supported by metal rods held in place by a
large photographic back panel depicting a desert landscape. The work cannot be taken in fully from a single viewpoint, and
requires the spectator to alter his/her position to decode anamorphic elements and to scrutinize the shifting relationships be-
tween discrete components. The sole static elements of the installation appear in the mid-ground, peering through the plethora
of weapons: a number of white-clad figures of the artist, photographed from above. These figures rotate the vanishing point
from the horizontal to the vertical.

Similar self-portraits of the artist have appeared in a variety of guises throughout his work, their scale shifting drastically from
the minute, to the life-size, and to the monumental. Scale alters the physical vantage point of the spectator, and, additionally,
makes a demand for empathetic mirroring. Here the viewer can only comprehend the work through altering his/her own scale
to reflect that of the figure. Moreover, reduction and increase in scale draw out the discrepancy of size between viewer and
subject; it follows that, to surmount this inequality, the viewer must radically alter his/her own perception and position. It is argu-
able that such a fluid viewing process begs fundamental questions regarding the nature of the unique, and, in so doing changes
both spectator and artwork.

The theorist Hillel Schwartz’s comment sheds light on the twin-edged nature of the original:

“We admire the unique, then we reproduce it: faithfully, fatuously, faithlessly, fortuitously. Who and which and where may be the
real McCoy, those are uneasy questions. With fancy footwork we may fight rearguard actions to hold the natural at arm’s length
from the artificial and keep the one-of-a-kind out of the clinch of the facsimile, but the world we inhabit is close with multiples.” ®
Eller’s figures address this desire for uniqueness, whilst simultaneously being resigned to its impossibility. He asserts the power of
the image and erodes its original source in a single statement. The loss of the image’s traceable ancestry sets it free; the self is
no longer about identity, if identity is understood as ‘the same’. Eller has argued, through his alter ego, Sam Rose that the self
has no image and no speech, and that it cannot be communicated, save through a relationship with the ‘other’. If the self is not
the ‘I, then any image chosen to represent it must function in the manner of a ‘placeholder’; it posits a presence that, according
to the French philosopher Jean-Francois Lyotard, is ‘unpresentable’. Here, radically altered in it’s meaning, the self is reduced to
a picture that floats without destination. And once the self becomes thus divided, it replicates into copies without end.

The sober ‘double-agents’ sent out by the artist to populate art galleries and public spaces worldwide appear in conservative
dark suits, Usually, the monochrome figures appear to strike no defined pose, they simply stand in front of, or walk towards,
the viewer. Yet, this formal attire, a businessman’s or undertaker’s suit (signifying trust and authority) has given way to a more
informal dress code of jeans and T-shirt; sometimes the clothing becomes entirely indistinct, to the point of blending in with par-
ticular surroundings. Perhaps these changes may be understood as a relaxation of the strictures, the figures acting as decoys
that adapt to the temporal, geographic, or social circumstances, and sometimes a suit will not do.

But there is another kind of agent: one who appears stretched, distorted and quite naked. The work ‘THE objectile (wer isst THE
?2) zipped’ shows an arrangement of naked doubles, each posed differently. As the audience searches for the correct position
from which to view the anamorphic effect, we become aware of the potential intimacy of each image: we are uncomfortably
confronted by explicit images that foreground the figures’ splayed buttocks and exposed genitals. The stretched and distorted
nature of the images is suggestive of suffering, of the body in extremis. By conflating distress with eroticism, the figures’ sexual
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charge is removed, together with their ability to perform. Eller presents the sexuality of the body as a conduit, a communica-
tion with the viewer, only to withdraw it once more. The suggestion of suffering makes us recoil from the very intimacy we are
promised. Instead, the sexuality remains internalized, resulting in autoerotic images; the spectator is invited to view but refrains
from stepping into the picture.

The artist has argued that pictorial tradition from the Renaissance to the present has relied on a simple, monocular form of
perspective that places the viewer inside the image. Eller, contrariwise, wishes to extend the distance between beholder and
object, to quite literally eject him/her from the image. In an age of virtuality, immersion and participation, Eller underscores the
need for the unthinkable: to withdraw art’s pictorial inclusion of the audience. In this way, to be outside the picture means to be
before it, suggesting a renewed confrontation with multiple viewpoints, a kind of perpetual frontality that reconfigures itself
with every lateral step we take.

The picture, writes the art historian W.J.T. Mitchell ‘is treated as something that must awaken desire or even awareness that it is
being beheld, as if the beholder were a voyeur at a keyhole.’ * Eller’s works show the lengths to which the artist goes to identify
us as viewers, engaged in the voyeuristic relationship described by Mitchell; here, Eller underlines the scale of the gap between
the ‘here’ of the viewer, and the ‘there’ of the artwork.

If sexuality invites spatial separation through voyeurism, a visual involvement, it also gives rise to other forms of participation,
namely through language: it is arguable that the lack of socialising rituals often lead us to speak openly about sex as a means
of communicating something about ourselves. The theorist Sylvere Lotringer maintains that ‘Sexuality no longer expresses any
truth; it is simply the presentation of self in everyday life.” ° Intimacy is thus transformed from a secret to a ‘social secretion’. In
this way the circulation of sexual signs might succeed in satiating sexuality. Eller’s images thus propose a kind of voyeurism that
looks not for authenticity, but precisely for the signs that pass for the real, ‘it is what’s left to be desired when desire amounts
to nothing.’ ¢

The focus remains with the body in the work ‘THE uebermensch’, a series of superimposed cutouts of hands brandishing knives
and disemboweled corpses. Here, the body is violently cut open, its entrails pulled from the cavity and put on display for pub-
lic scrutiny. The perpetrator of the action is only visible through the hand holding the knife. Given the circular nature of Eller’s
work, it is assumed that the hand and the body, though taking the opposing positions of perpetrator and victim, both belong
to the artist. The body of the artist is thus sliced open by his ‘other’, resulting from a nightmarish splitting of the individual. The
opposite might be argued in the work ‘The bounty — apparition’, a montage of images depicting self-harming, where the right
hand, holding a razor-blade appears to be cutting into the wrist of the left hand. Here, the violent action is not undertaken by
a foreign body, but by pitting the individual against himself.

This aestheticisation of suffering presents a recurring theme in art, from Hans Holbein’s ‘Dead Christ’ to Jacques Louis David’s
‘The Death of Marat’. The sharp focus on the lifeless body serves to concretise narrative, whilst underlining the subject’s emo-
tional tension. Eller’s bodies, on the other hand, do not make a play for the viewer’s emotions. There is little for the audience
to identify with, as the figures are truncated, headless, or appear only in detail. The body then becomes a means for the pre-
sentation of its blood, flesh and internal organs, spilled or laid bare, perhaps, by way of some gruesome murder or unnamed
sacrifice. These images do not mourn the unidentified body, though we recoil at the violence done to it; no melancholia induced
by loss is intended, the slain body produces nothing but meat and entrails, a final image of abjection.

Eller uses radical shifts in scale, distortion, and blurring in many of his works. This is especially the case in his depictions of in-
animate matter, a range of material traditionally found in the still-life genre, and, latterly, in advertising. These photographic
cutouts remain distinct in what they show us: arrangements of fruit, potatoes, fish, oysters, cans, bottles, knives and guns. The iconic
nature of the images appears to point towards mimesis; indeed, we accept the images for what they purport to show: images of
things that exist and that are familiar to us. Eller suggests, however, that digital image processing has removed the need for real
subjects; what we are left with is a pure surface that can be manipulated at will. These techniques are often used in advertising
to present images and objects that have been ‘supersized’, and boldly coloured; such methods turn the viewer into a consumer,
replacing choice with desire. Indeed, these methods of regressing the viewer into an infantile state ruled by boundless desire can
be said to underpin the industry of advertising. Eller’s objects borrow from these strategies, both to entice and seduce, but also
to expose the manipulative and mendacious nature of surface. The digital treatment imbues the works with a beguiling, almost
visceral quality. They excite our vision exactly because their hyperreality separates them from physical experience. We want to
touch them though they would likely elude our grasp as they are either to fast or too slippery. This desire to handle them occurs
despite our knowledge that the objects have no substance. In this way, Eller emulates the position of the ‘product’, a thing that
trades on its appearance and lacks in substance, in short: a means of perpetuating desire.

The work ‘THE projectile (NTSB)’ presents an arrangement of anamorphically distorted sharp instruments blacklisted from being
carried onto flights. These obijects, chiefly knives, scissors and screwdrivers, are classified as potentially dangerous, all the more
so, as Eller’s distorted representations are elongated to the point of tearing or shattering. The more brittle the feared obiject,
the greater our anxiety of its splintering becomes, each shard transforming itself into a smaller, less traceable, weapon. As
streamlined acrylic photographs they pose no actual danger, but as images that draw blood they remain threatening.

In these works sections of images are pin-sharp, while others are deliberately rendered out of focus, as if accelerating towards
or away from the spectator. This phenomenon reminds us of the filmic image that relies on passing still frames at a certain rate
before the viewer’s eyes. However, Eller’s pictures are not animated, and they do not result in a moving sequence. Instead,
they appear as accretions of time and movement, frozen into single still images. They differ from photographs where the sub-
ject moves unexpectedly as the shutter clicks, resulting in entirely blurred or unfocused images. The simultaneity of sharpness
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(stillness) and lack of focus (movement) succeed in unsettling these images since the viewer craves the clarity of one or another,
rather than both states at once. It is remarkable, however, that the human eye quickly accommodates what appear to be such
contradictory states of rest and motion. Paul Virilio argues that ‘...now reduction is rejected, for the simultaneous collective re-
sponse acts as a ubiquitous eye that sees everything at once.’” In this way, different object-states and views become permissible,
and indeed desirable within single images. These works refer precisely to scopic desire, a point at which the eye’s longing for
mastery over what is surveyed is overtaken by a surfeit of imagery it cannot take in, let alone digest and classify. If desire is
to be maintained, the object itself is of limited importance and may be substituted for another; therefore, it is the nature of its
representation that lends itself to interchangeability and multiplication. Representation actually favours endless repetition, as
suggested by the simulacrum, which, though matching in appearance, has cut all ties from the original.

The art historian Norman Bryson thus proposes that such images have no actual match in reality and are uniquely destined for
the gaze. ‘Still life’s potential for isolating a purely aesthetic space is undoubtedly one of the factors which made the genre so
central in the development of Modernism...it aims to remove itself from function altogether.’ ® It is the switch from a real event to
an aesthetic frame that activates the representational mode.

It is then arguable that advertising utilizes techniques provided by the still-life. The creation of aestheticised spaces and ob-
jects points towards the complete loss of actual function, a means of relating the world to experience. Moreover, by selecting
a limited number of goods for a display, an abundance of goods not seen in the picture is proposed, inferring an aesthetics of
plenty. The dialectical ‘turn’ multiplies each single image, making it stand in for everything that is absent. In other words, what is
in the image is tangible, though the sense of plenty suggested via the image, articulated through its denotative function, points
towards a surplus that exists elsewhere.

Similarly, “THE mosaic’ a vast mural of anamorphic flowers made from ceramic tiles, deliberately lacks context. The distorted
flowers reveal themselves only after careful identification of the correct oblique viewpoint, an exercise that needs to be repeat-
ed with each subsequent botanic specimen. Once more, Eller involves the audience in a formal game; what is at stake is not a
natural object, but its lacking link to palpable experience.

Eller’s critical still life tableaux are indeed neither still, nor alive, or, more precisely, about life. Nothing is depicted which can
be said to exist; Eller’s efforts at representing the world, mourn the loss of the real, which has been replaced by design, where
‘nature’ is replaced by ‘cogiture’, the ability to think and devise our entire surroundings. It is no longer the case that our image
of the world is fragmented, or shattered even, but that it has been traded for a surface, a mirage. We hold fast to this image
in the absence of something that has been lost. The world remains present, but we are unable to see it. Therein lies the crisis of
visuality. To see, today, signifies to be blind.

Thomas Eller offers a critique of ‘bad faith’ and asks that none of his visual propositions be taken at face val-
ve. Indeed, though his surfaces are honed to perfection, he asks us to dismiss their seduction entirely. We are told
‘that there is nothing here to see’: no self-portraits, no flowers and no potatoes. The conjurer’s vanishing act ini-
tiates our escape from the very tyranny of vision that blinds us, since to understand is to dispense with sight.

Nicolas de Oliveira and Nicola Oxley, 2010

Notes:

1 Jacques Derrida, Memoirs of the Blind, University of Chicago Press, Chicago and London, 1993, p.68

2 Paul Virilio,p.48

3 Hillel Schwartz, The Culture of the Copy, Zone Books, New York, 1996, p.16

4 W.J.T.Mitchell, What do Pictures Want: the Lives and Loves of Images, University of Chicago Press, Chicago
and London, 2005, p.44
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THE material - SELBST

New materials in industry — in art.

What art has always done was to transform MATERial into art. Material was always the stupid, uninformed, the not formed.
Shaping it and developing a form idea from it has been at the center of art since ancient times. In this approach to artistic work
one could always sense the human attempt to control (or suppress) nature in exemplary ways.

To put it bluntly, it is not the problem of the model and the image, of referent and reference, that the artists always seemed to
have had — instead one could say: if an image was not successful, it means that the artist had not succeeded, in symbolically
dominating nature. Here it becomes clear why, in all social classes, “depiction”, the transformation of material into a reference
has made up the core of art and for which it was always admired: We use images to govern over nature.

Aside from that, there has always been an art practice that tried to make the MATERial fully its subject; artwork, that purport-
edly does not go against the nature of the material, but instead tries to work out the idea that is “in the material itself”. In
contrast to the first-mentioned position, it was assumed that the material already contained an idea. | do not want to determine
here, whether this is really the case or not - you could also ask differently: What is the advantage of the second idea? - The
first approach to art making had to be “violent” with the material, because the “ideas” could not yet be seen in it directly. The
second position no longer needed this brutality. In a much gentler tone, this approach spoke “of” the material, which, because
the ideas could already be seen in it, had already been under control, sort of, and did not have to be fought with, or against.
So naively seeing this art as a reconciliation with “Mother Nature”, is one of the most common mistakes. Patriarchal art had only
invented new tricks of repression.

The latest development goes even much further. The standard set by industries - and here they have long surpassed art in the
techniques of mastering nature through technology - has finally found its expression in art. The new MATERIALs in art, such as
de-fix imitation wood etc. (it is really almost transvestite to speak of material here - | hereby propose to call it PATERial from
now on) are even less work for the artist, than the approach to art that was concerned about the idea inherent in material.
New materials are easier to obtain and present more clearly the idea of the (imitated) material. The mastery of material and
simultaneously the symbolic mastery of nature are twofold: the imitated material has completely disappeared in actuality and
is only available as visual reference. Whereas the “carrier material” is so “repressed”, to use a psychological term, that nothing
can be seen of it. This phenomenon is a total cleansing of the material aspect and an absolute mastery of material at the same
time. This could be called material displacement of materiality in a totally light-footed manner. In yet other words: The PATERial
seems to have finally surmounted material. However, this process will not be entirely successful, because the image on the “Ma-
ter” , the die-plate, still has to be involved in the production process. | take the recent fact that everyone seems to be so enthusi-
astic about this imitation wood as a motivational confirmation of my hypothesis. The fact that such art today does not reflect all
these implications, but actually shows relatively clumsy ways in which to celebrate PATERial, makes me sure that this, which comes
across as progressive, is just a disguise for a deep-seated conservatism and chauvinism. The seeming aspect of avantgarde and
the illusion of inherent freedom from the confines of materiality is just a flash in the pan blinding all those offering applause.

Sam Rose, 1991

Comments by the editor:

1 This text was originally written at a time when discussions about Baudrillard and the simulacrum were misaligned with old-leftist avantgarde ideas in the art
discourse and is a historical reference to an art practice form the mid-1980 when all sorts of industrial materials entered art practice in massive scale for the
first time. This dynamic was fostered by discussions surrounding authorship, simulation, post-modernism and appropriation art. d.c.-fix was a German brand of
sticky laminate material made from PVC that could mimic a vast array of different materials, from wood, to marble to different metals.

2 The word “material” is derived from the Latin word “mater” (mother). So material is that which is “of the mother”, or: “natus”, another word meaning (born).
Nature therefore is all that has been born. The neologism “paterial” respectively is derived from the Latin word “pater” (father). So “paterial” is something that
has been “conceived”, to use another word for “thought up”, “conceptualized” in the English language.

3 “Mater” is a term used in printing technology and describes the “Druckmatrize”, e.g. the plate from which prints are made.
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THE #H—AR
R R

ZAR—ELRFA MM S E M R RAZ K MRKIERRAMER . BESE, FTEMESFAPER—MES—ERZAREIZ
BT, HZAREIER, RMNSBEFIIALES, EERMARER, HEERFH.

AR, ZARBEIMEBAETAENKIEROERXNERS, BTiR: AR—PERKCEHBEFRY, BEKREXNZ

RREEARENARAXEBAR. SEATUBRREY, EFEHSNMER, WL —— Rk ASEY, ARTERMZL.
XWRZR—EZEAMNBRERER: RINMAEBGIZHBER.

BRitZ4h, —ER—MZARSELERIKE MR (MATERIal) AES, FEBAZAG IMLERFFSETMRBAR, MBiXER
RMBASESHMS. SRIMWE—MATERR, RNBREXMMBELEE— MRS RIFTBIRGPALET, REATIELE:
BoMAENRARMA? E—MEREMENFEFTE “HER" xR, EAFTHEERIETN ‘B . EoMAER
BEEXMBENTA. XMAERA—MEDRMOESIRIEHER, BAXLE ‘B BEETUEMRTHESD, BEZRIEH,
FEEFHHEY. AL, FXARNFEZROFERASKARHONBRRERNERZ—, FRERXWHZ AR ZAREH BRI
FEo

IEERMEAREHR—T, TWIRELTHRAETEAR L XEIREE
EREAREZFEACEESNTER. SERPzABIFHAEL, Fladc-fix
BAARE (L LEXBAITEHMBLER ‘B3R, FTIARE
TRIRES “PATERIal” ) MFEARRME, LBENMIIESLLHR
MIEEXMREITHENED. IMBESRE, FREEEHE
B (A#) MBS MR ERUREANRIEENERE
EEVNEERN: HERGOMBESE LERTEHK, REEEDHR
SEM. ACEFHARER, "SR % “EN T, UEFELR
EMFE. IMARREXNMRBBEEBR, X RHEI 45T
BEiE. X—MRBIMYRERN Y RER TR $A)TER: PATERIal
PREFERTHE. BR, ZTERE SR, BH “Mater”

(1R1R) B NIems 5% =312 §DAMFEIT G H AR
AAE, XPTBLAEARBEREE. SROZEARHTRE
BRI B SRS, {BSCRR £ R it K BLPATERIal B9 75 AR XY
St X—RERBIE IMBAAZHTHARARRERBIRT
EXFDXEN AIRHRGITMRFRAEBRBERTRESTE
—I, E T IR EHIRER -

=i - THL 19914

1 AN B2 EHEBETIRHAMHGE (Simulacrum) AN SEARITIRPRIAAREEBEBENRBE, B2 —H31980FERFH LT UM EZ R EE
FEAMEEANASHNFES R XHNKIHEREEE. B, BUREXIMBAZARITEMEEL . de-ix@—MEE R, EF=HPVCH BAETER
EM#, BFHEAM. XBA. SHEBELHME.

2 #Hl (Material) —RIEFHR TR ‘mater” (B3) . Elt, MEE “BFEEN", 2 “natus” , B—AKE “H4E” #iF. B, BRZ—THEZW.
FiERYiR “ paterial” X RIHL TIEIAR “pater” (BFREH) o Bk, “paterial” B “H18” MBI, ETFHEHH “BWE”, “BaL”.

3 “Mater” ZENRIFEARBFH#IR “4EER" (Druckmatrize) BIZRIE, 530 SR H11EEN BRI ATEN 4R
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BUEZAILE

IEEE, BAEA—FERREESK, HRTEMAMNFIMRZHNRE. —FH, ERNIERENEERAMNSZEARLERNEY
TH, ZETAEERFE—ME @7 WENMREANEFSEAENE R AMARIEFHH TRk BB @BiiF g
AN SHREARSLE, RIFBIBTHESE— BRI =R ERF.

A X ARK, —BHEEEZMNSELLET A ENAAENFERR. SRS ARS IR EEE]
EEREHENT ZARHBRE.

Hil, AR

(g0

ME, BREZEGMICRME. EENSRE (B - RIBHBRY) URBFIRE B2 (iTieHE Xk, 2HMEERE
HEMENT. FTHFF - TE (Jonathan Crary) BEMEXEHEERE LHNTFARBEMSXHNETIEFTRESN, AL AXRERE
MKRMEMEZR. s, BEMNALREERMITATNEESIMERAEAP O ANERENAR. ZHBE, —Fisftbid
TREABZIAFE, HFEEFARNKRENTHE P Bt EZERNERNMKCEZREERRBEIES. SRNEIESY
GE, RMNASLERETER. MEMEXLiH, EASKEBRBFILXZEXEHHNLSE, MIGRETNMEEZRANXERE—
. BFYEEEFNEENFREE R AENPNETHRE, At RKBEZEGHEBUNTEEXRTNXZ S MR HOIB M=
W& MARFAFER RN — N2 RHEENELAROERESIN . 4K 8 R H = EHFERE SR — 1B E S

(pictorial continuum) o = - B4 (Roland Barthes) ARG IR E SR ABEEE XN —BEA. “IBX” IERTITRA
BiEE, @R B— N EE R E AR “RIEE

BER, RIMNMEENERSAE LRXEERHATHERE. HNMEELEISRNKME — DT, BEERNOREFREF RS
B, URNMMEEENESHEARENZEZHITR S HHAVFZ MR REAEFR ELMARERRA, RINRALET

Hep—/ER4y, BRI ENE S8 RATREMMEZEBIE. XHE2METFEIIERR MHARETFHRRE, imIELALFTEEE
E

K Fi5i&-BEF (M. Merleau-Ponty) « ZEEHE - T35 HT (R. Krauss) « BT-78 (M. Jay) F1{RT - #EF|E B (P. Virilio) HIEiE KT
BHAXERR, TR, AHEBEZUEERTRES. A, MREAREFZR - BT (Frank  Stella) , Z1A%F - 557%184& (Robert
Rauschenberg) FAE BT - SZHRZEHT4F (James Rosenquist) ZAREMNEEERBR K, MBENARE T XEHRE. ERAZ
UENREENINZERRAG (REIAL, BAZIMINAEFREBERL, (BEFMEAEMBINAIELET)
BEERAR LR —METIANREGEN. RENENERZRERTAURNMHERG IO LS E—%EN. Bk, ZN5H
HRBZEGEENER, EFUARERNARZNENN, URERMAEINA. XZHIVCLEHRES ZEMREAR. 1L
EBEBRUITERLEHRMIIRER, EARELTNEBRRXMNE LS, MIEFENBLIATIL, - ATXHRINIERZHAT
AHMABEHFEMNEL IR MBI, HRZURBFRNLAEFHSIANE R M. A RSMEIFN (B58) STLAYEHE.

=18 - THT, 200748
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Vision Beyond Photography

Photography as art has become extremely successful in recent years, finally winning over previous doubts about this craft.
On the one hand, it was its documenting abilities that made it a useful tool of more conceptual practices in art that needed a
“cooler” medium to present images that were merely of referential purpose. More than in images one was interested in “state-
ments”. By incorporating photographic documents into contemporary art practice, we were getting used tfo its presence as an
ephemeral product at first.

Bypassing this discussion, it was a school of German photographers that continued taking images seriously in an almost autono-
mous sense. More interested in photography itself than subject matter, their sensibilities elevated photography into the Pantheon
of art.

Now that the discussions on the documentary character of photographic images, the peculiarity of the author (S. Sontag) and
the issues of analog or digital manipulation — the reality of photographs — have all subsided, it is time to take another close look.
Jonathan Crary’s books on the different use and meaning of the camera obscura in history are very insightful, when it comes to
explaining the development of a modern sensibility. His arguments in particular on how different the use of the camera obscura
and its presence in the act of perception is to the use of central perspective in epistemological terms, at first seem to redeem
photography and embed it into modern sensibility. What he fails to describe, however, is the absence of the photographic ap-
paratus in our use of photography. We are not sitting inside a camera, when we see a photographic image. And in this sense
any contemporary photograph is as close to a renaissance painting, as is the camera obscura to installation art.

Since the laws of physics and the principles of central perspective have become machine in a camera, every photographic im-
age reproduces notions of space and time that were first developed in the Italian renaissance. Still there is one vantage point
at just one given moment that determines the appearance of any given image through the camera lense. It is the accountability
of Newtonian space with its three-dimensional properties that is reproduced as a pictorial continuum. Roland Barthes convinc-
ingly described a photographic image as a window into the past. “Old light” vouches for the “originality” of the subject that is
perceived as through a window inside another room.

Yet our perception of the present differs radically from all those constructions. We know how continuity is a fabrication of our
mind, how our field of vision is hierarchical and distinguishes between important focal interests and peripheral presences. We
also are bi-focal and move around while we perceive an open, continuous stream of visual information without any boundaries
that we process only at a small percentage. We frame reality without a frame. Such is the contradictory nature of vision, and
there is much more research on this topic than | can quote here.

Art, especially photography seems to be lagging behind dreadfully, given the wealth of research that has been done by M.
Merleau-Ponty, R. Krauss, M. Jay, P. Virilio to name just a few. Also photography has never acknowledged the achievement of
modern art that liberated the image from its frame in the works of Frank Stella, Robert Rauschenberg and James Rosenquist,
just to name some of the most important artists at that time (and leave it there — because | have some reservations about their
recent production — which does, by no means, diminish their extraordinary achievements).

In essence photography is a pre-modern imaging medium. | am suggesting that we spend some more energy on the question
of what images are and how we organize the picture plane. So instead of reading into the intent of a photographic image,
we should look at how it presents itself to us and how it appears. This is how we best capture the complexities of our world. If
one looks at modern art that was being created in a highly political environment, their efforts were directed towards achieving
pictorial complexity and not resorting to simplified political statements. As a statement against all the brute simplification of
our world that we experience now, | feel strongly, that we have to re-introduce complexity. Taking sides only exacerbates the
erosion of our (political) culture.

Sam Rose, 2007
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THE resurrectio - SELBST (ecce), 1992
corpse / n dead body (esp of a human being). h carcass

We got used to talking about our body. That this might be an issue at all, is worth considering. Why is it important to us to
speak about our body? The permissive approach of the 1970s to act out its impulses, seems to have become problematic. In
the age of AIDS, fears develop that threaten to resurrect an old Christian enmity of the body. So, what about us and our body
today? - Let's talk about ...

... the question of how to pronounce the first sentence of this text. This actually brings us right into the middle of the problem.
Is the emphasis on “the body” or on “our”2 — Have we not got used to using the possessive pronoun in such a way that it marks
a functional connection and thus a clear hierarchical assignment? - My body must be at my servicel Today | no longer wonder
what holds together body and soul. In the old days, both in synch made up what was I. My concern now is the needs of my
body. The relation with my body has become one of instrumentalization. Our thinking oscillates between the extreme poles of
pure carnal impulses' on the one side and absolute cerebral contextualization on the other. Mediation seems no longer pos-
sible. “Leib”, this now completely uncommon German word, meant something like: the place for the actualization of life. Now,
when bodies are thought of as machines, or as vehicles of entertainment — is there even a possibility to imagine an integrated
approach?

The work “THE resurrectio - SELBST (ecce)” is part of Thomas Eller's other
salvivic history projects in the year 1992: “THE Stadt - SELBST (Babylon
or Jerusalem?)”; “THE Jerusalem - SELBST (or Babylon?)” at the Suer-
mondt-Ludwig-Museum in Aachen, and “THE Arbeit — SELBST” an exhibi-
tion project for the eponymous Galerie vier, Berlin.

The work takes a painting by Peter Paul Rubens in the Petersburg Hermit-
age as starting point. The painting is an Ecce homo-representation, which
Eller was so enthusiastic about, because it depicts the flagellated Jesus,
who will only later die on the cross, as if the resurrection of the flesh had
already taken place. The incarnate is so magnificently painted that it acts
as a refutation of death. There is a resurrection (a new life) before death.
It is an eschatology that does not refer to an afterlife. It presents itself as
an afterlife in this world that has already found its reconciliation. There is
no contradiction between spirit and flesh (nature). The erotic radiance of
the body arises precisely in its reconciliation of spirit and nature and thus
becomes the embodiment of Pauline theology.

How can an objection be made against the increasingly totalizing instru-
mentalization of bodies through technology, which has disguised itself as
body awareness? — There is a danger that the body has always subject-
ed us to: To be only available to us within limits, but for others to be the
way to make us available to them (in extreme cases through torture on
the cross). The body itself keeps us at its disposal having agency over us.

Those realities we try to avoid more and more. Sports for example, are no longer a reconciliation of mind and nature, but
body control. The primacy of will over nature is clearly formulated and perfected by technical and medical aids. Our whole
body-consciousness is largely goal-driven. We develop techniques that should allow us to deal with our body even more effi-
ciently. This dynamic is driven by the belief that you can control the body technically. With the help of the technical consciousness
we believe in, we want to protect ourselves from the threats posed by the body. It is very much a question of whether, with the
help of consciousness, a holistic relationship (a phrase used to cover-up the fact that behind the “whole” hides the heterogeneous
and tension-laden that yet wants to be reconciled) between mind and matter can be achieved.

How can we, in the name of the “Leib” (body), formulate an objection against the body’s mechanization without instrumenta-
lizing it again?

Sam Rose, 1992

1 “Kynisch”, in the German original text
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THE £iF B (ecce), 1992
PIRFIEES AL ERAZER). B

HIMBEFRRBRMNBFE. XZ2—MEBRBHEE. AT AKEACHB B RER? 1970 F KRS EIRM H 5 KE 0,514
REFR. AXEFRITHER BEEHX TS BT ENH IR EET K. BASKRENTFIFBITSEXZNM? IEHAIERIK

1'J\k ......

------ EAIRHALE— N EF? XN RMEES IHTEE. 581F "G ER8E ‘RO ? XMERRERRANARER
IET—MINREIERYERE, BELHITEMBERFI SR, RNEFAZFAIRAIMAR? RNFELAARES! X, RFEE
MERMT2ARSHEMRBRBE—E. £ X, HEHRZH "B XREARN. FRMEXOCHRSBNER REBRNSEHRAT
—MITEAMXER - BN EBLEERRZEESR: —AEHSAFHRETE, Z—AEREXHKEERKL. FHUFRER
BEo TUE “Leib” TR THAERMNEBERR, Bh: TWEFOME. NE, BANESENANBSRFITARN, BAEERH
—MERARTTEL?

fEfR «THE EiF A (ecce) » BFXERBA1992F#H TR —EHIE LI XL LITEE: «TRBELEAEYIERY
B «THE i —— B3 (BELIEEEREL#US) 7 » F0 «THE BRE&#e—— B3 (BIBLLR? ) » , IR Galerie vier EEHIFEE
RIE «THE IE—A®&Y .

ZIERMIES - RS - &7 KR (Peter Paul Rubens) AXHEBEXESHMIEMNEEHE, L KWMIEN (Ecce homo) Afitt. LB
BXIEEmE, BACHLSTZWENER, RERRZEESRETFELE, BRIBHEARTNERCE LS. BREREERAS
BAEAEBMILEm, HHE5R TR AT EEE (FEM) MiTR. ER—FARE IR K RERIFRIS,

EFGE—NERKEMBAXNRE. BHSAK (BR) ZEFFAEIILN. AMEHEERIRERIERMS BARREF,
MR RS HFRIIEIL.

W@ RS AREIRARA, RIRESASEEENEETAEL? SASIILRINBAKRE: SR XERREEMXT RN
A, BAAZATLUED S AR REN (ERRERLT, BE+FRER) - SAAS AR SRR HI1KEREEESLIX
HERIELSE.

Bitn, iIEFHABEREHSEARNE, THSHRES .. RARMEFHEBFREFERERMIETESE TRAMMAL. RIS
BAHEIRRAEE LEZHBEREIA . RINALMEATUERNEMNER LSS REL. XM NZBRALARAR LIEH S
REEREEE . ERNABEMHEATIRNEGT, RNFERIPACRZFIFERMEM. XE2—MRAREE, BESIRZ
BREFERIRZENEGRXR (ARES ‘B4 BREHEREMERSN, EXEERIAM) HEEXR BERATUAER.
HINMMASERRFEBFHIHNL, RAEZSCEBERATAL?

BEME - THT 19924
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Where is THE ... 2
THE ZEMEE?
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THE human entering nature, 2000

Echigo-Tsumari Art Triennial, Niigata Prefecture Japan

Just outside Matsudai, a town in the mountainous area of the Echigo-Tsumari prefecture in northern Japan, you encounter a lone
person standing in a rice field. This person is there all the time, standing tall at 12 feet. In the sweltering heat of the summer
with record temperatures of 110° F and 95% humidity he is grown over by a creeping plant almost covering his presence. As
winter comes there comes the snow with an average of 12 feet every winter. Again the presence of the figure is almost buried
under nature’s plenty.

The burden of nature in this part of the world made people leave for the big cities. My contribution to the Echigo-Tsumari Art
Triennial is an effort to symbolically re-populate the area and withstand nature’s odds.

This project is one of the few permanent installations commissioned by the triennial at the time.

THE A#ANB%. 2000

BAMEESRERZA=FR

AR FEREMEMESN, RSB —PA, MR AERTE IIA-ERMEERER, §128R. AERHAPRS
B, BENERE, [BE5%, EXMENE LRIE, LTFEEEM. BEELRIEIER, FHRTEN2ER. KR, ZTAGRIIL
FRREREERFERD.

BRE XA M XERMABEAMAMRERE T ENERFEFZAZFRMTMETREEMERFEEZMER, F58H%
B

HREZF=FRERXTHN, RHUTLHAABHFERZ—
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W E 8] 1%

‘BMMBE—HEE. NE—EN, BISSEHITT. RERAER, mEMEM, HHETEECHICIZ, EMAAE—XREECH
BREFERTBEARKEEATHRENMR. R, UHEK, ERCHELERZHEE. EHMAE. '
QB ETMREEMNRE. BINABZEFRRNEMNEXNRE ., EE5—MEFI15. —MIGH R TR E LR HRHE
MR, IR EXFIBRTE—MEENRA, MR ZHEEAMNEH AN SEEMIRESERESEARNBBMGE, &
ANXT R IB AR E AR R L 2R A BT S5 450 o IXHE—3R, AT HRNVZE BANERILAHEEZ R TEMR, MK TREHR
RUAEESHTEIHNHE XERREEEZRBRENEE, RN EEFHHFTEMAGERE, LUEAEIEEHBRRSER
E.
YEBRNEREIUTMEORIEAONZXMIFRNEIR, SEBEINE. ERHENEGZ M RREHFEARNSARZ
BHXR EARHEFAAXZ—MBAHRNELR, MRERMEHRT TERNREN. B, FHEMNERDABEEEHME (ac-
celeration) IR, XRYSNILHNERZ— EEESHBERIIER (stasis) FRE—. BERRT - f#FEER (Paul Virilio)
HIFRHEN o AEIGEHIINEEN AL (displacement) , MRER A EEMHEHMIEM B ESL (emplacement) . 72
AR, EESEFNFERNHIERAFA/RAESXENNEYT, MEEENFENTT  EEKRETRE ‘@A (aletheic
gaze) , —MFFRA FIEMNEFHENAR.
ERTHE BABRMN E—1MHEFLRFESEARNESLEE. CHEENESHETERSE—RE. BERKI. S8, 185550
Hitt FEERZRAZEARARIBENEERBEEESRH L, GEMRSEFHRET—H . XEEGUFRREHE. EITHE
BHXEE, SEITHMAEDESNBEZEANAERZE NE—MAETEELERNEN, NEETUTECHNESKEEE
XETEETE (FEREZINRSZEELINX R (EmPE—NESTEETENEEL: FRARHNESEEENZRKA
R IXEANGIFHEEMNKEARREZZEEAR-
EUMERAREGEEA L HIRAEMBERD, ENMRTEEABERD, EHERK, BHMRK. LbHIBRTHETHE
WIEFRELS, SPEENETEREESR. EXE, UERABETINTECHILAIE R AGRBILLS], XA sETERER- It
46, LBl G/ N FNIE NS SEMEEERERZEIMLEHIEZSR; Fit, ATHEBRXFES, WHLRAXTM/iME S HNE AL
BEHE XXMM T, JUEH MR NETIESS | ZX T HIFENARMERDE, IEMBSHERNENZEARR-
Bt RHEHR - FEERK (Hillel Schwartz) BIIER 18R T R G A XUE 14

“ERARREMRFNEY, KRB Bk BE. BLMWEHTES. HH 2iE. EWL. EHE, SEHRTEBERE
Bl f. BT AR, RINTUARIMNART, MUEBAMENEMRE—BZE, # ‘BE ZEEHY, BRIFEEN
HRE5SHMEEIL,
Y ERMNERTIETEXMITMFENEE, B FAINTENATRENE. ttAREETRGNNE, RE—XERFRETENE
BSkiE. BIgMAMEEEHETCER; MRESHKERAY “HERN  BERATERX TSN S ERETHHNE—1 A%k —
PE - BEH KRR “ARIGETSR, KESIE, CTAEMEE, Relids ‘M NXEHEHE. WRARTRE ‘&, B4
EMHERRRRCHF KB AL ‘S MARNEE; RIFBZESFERIL - BPER- FIBIE (Jean Francois Lyotard) AYif
%, EU— ‘FHEUNHN WAREE. AXE, BRNEXMREAELHENT T, ERTER—IREZZENEE, REEMNMH
. —BEEMISZ, EMS TR S HIREIZA.
ZARRTIFS “WEEIE AEttRSMNERFLLIZN, MERE, FERTNREEE. 8%, XEEZAANEUELE
BIERIELE, A 2HERXEABERMR. AMXAHEABIEMAEFNAE (RIEEFEENE) CE2EERFFFE
MTMEERAERK; BNRETESELEMN, UZETSHENREMESE—E. hiFXE TR R AZ IR FIARHE, X
e \RTEHEIE AT E) B S IMBHEEH. B —ESEAENAREMTEE.
BREES—MEE: —fELRMEE SR, S EEFRFENA. EHR KTHE FSRI8 (ERZ T THE 2) HIFAY» BRI T—HEF
ANg, BN EEHLAE YMESHENEXLETEYRHERMLER, RNEIRFE—ERGEENETR: BINFEDEXER
SANGKANBRMBENEERE. BIGNHERABERES TETFRIENEEZT B FREESEEREE—RE, XEA
MR RN TR B AR ER T XEBILSEMMERRNA—MEE, E5NANRAENEFERE. FENRERER
MNEEZAERZRNEZR. FH, AR RNEALE, FETENEENESR; UEHSSENE, BETEBNET-
ZARRKINA, NXZEMBUEMNLEER RGBT —MELAN. BENEAER, IMENARNIENEETFE G, thNFHEELE
KUEHENMYIAZEHIES, EMEZFHE®T. E—NRHER. TSNS 509K, XEBERF T TAIERHIN SV E
% MEZARNIMARLEEHNER. X, EGTERZIREREES TEEZH, ERE—MHNSWANITR, —HMk A8
FHERXE, CHRERINEG - EETEMENNT.
EARBZERW.IT KR (W.)T.Mitchell) i, XIEE “# HEE ML TR EREMNEINZIECHITNENERA, MIFREEN
MABIT AT RNERE—H. " XERMNERRTTERRERITAMEMARMILIE, HFEA TR/ RAERHARXER;
AXE, XBERFATHAN XBE” MR ‘BR” ZEMIES.
MREEZILETHFA AEHNTATMEBRZEAHE, BLACHS BEMERANSES, tH2@TIES: AR, BN EE
SEHRMNAFKILH, BEEA—MZHRERNFR. BiLRARE - BIHIE (Sylvere Lotringer) iAA “HEINTBAERIEH
EEE, EREEREREEFTPINERN. ° FEEXRHALN—IRBZERT H—T “HEow” . HENBIRRL AT L I 2
HEIR Eitt, X2EMERBHT—MESE, SMATBEFATEATSHRESY, MEATSRMLEBETMITSR, “HakE
—XNMERT, X2 RAETREN. ¢
EERKTHERBAY f, XiFAMESK L XR—RIIESENHNFNAERMLBPEHNESHNETIB R, EXE, PR 2iH
T, MEEHEL T HR, BRAAKRE XFHITHARGEETHENNFAEE. 2RI EEERNBEIRE, RNBRIEFHEE
BALTFHEBENZTEZNIME, BHREARRKIAN. ERROFEAT MIESRIOSE M “ME" 7. HEE
RAREERTEEE—4% P, I2—AELBRGENFAFER, EE5FHR N TTREFUFEES EFHFB.
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# XE, RNTATRHA—MEENSREHITH, MEREMESAS .

MSHT - B/RE (Hans Holbein) A <FEERIEED FHESR - 15 - KT (Jacques Louis David) B «BRIZIEY , X EHERTBEEIL
BATZAREmPREHRMER WAENSFHFHEEXTAIFEMNEERN, ABEREEFERKN. £R—FH,
X ERUEMSHRHRBEEREHENARER AXLFEEETHARARR, EAXENGKBIET, B E REE2HoH
o PARNER TR REMAFAEA—#7K, ENAESERHRRRST A R HEUR HE . RERIEXLPRE
ZHRNARE, EXLEEGFIZ2ERES PABAALE, RAEEXEMSENILRS, HREFHPEIASFERNANE, XEK
RHRZLEE-

N EREMBITFLERPESATELS HMFIEH. LHREMNTEGZMELSD, XT—RIISEERFHFYEHHIME,
REAE EPtHSHIl. XERTHEXERERTARN—LRMFNERA: kR 5. &. {55, Bk mF. 717ie. B
MBEGRARMFERTHE; #5, RMNEZERGELROET: EXFEFILRMNBIAZOEUHE G XEBMWIAN, BF
ERLEEEERTHEEMERNER, RINFTHR— A TURERANERE. XERREZAF &R, UEW @K HH
BEEMNEGIYE, XENATEZERNETRTHEE, ARERETIER. AR XEEREE A HITRRES R ZILIK
SHAEER T SLARE. XERMEXNRELETXLRME, AITHE5E CRETRANBRINESHMER. HFLE
EERBEASAERE. IETFHEBERE. IZFUERNOMENT, ESEAMNMNBRALE IGMNSERBKESFHT.
HIVEMEEN), RETHSENENSKRERBNBREEE RERNMMEILMFLEETASIS, BNESENEH. X
H, SBBEGT TR OIS, fmE, XR—MEFIMIMRZERZERENRE: —MEREKEHNFR

fEf «THE 5138 (NTSB) » RRT— A MERAEFIZE, XEEFMOYRBISEIEHTE L. XEYREEL T BN
1222 7], NN AREREERKS, MABELEDHEENIKERKHHRIMENREE, XMERENTEEMTE. A
TRRRERT, I ERTINERHEX, SMERFBSEN—MEDN EXZERMRRS. NI NBRTSHMN
SEBRERE, B2 AR Mt H A E BN ARSI AN B

EXEERD, BROBLEHSELHET, MEMBINSETERGRN—L, HHEASNESZENE NE. XFAHTRER]
BETEZER ERBTEREFRALA-—EEREIFEN. B, XERNBERZEFIEINR, EFEE=EBIRF. ENR
BAR ESHHRE, WEEABNPEFRLERER. ENSBLERBEMHSBERINEEEMBINBRTRE, ASHEGE
EEMBEENE AANEBLEEWE, MASEMNBERDRS, HE (FBlL) IRZER (B3) MRS EXLEBGFRE.
BESIENRE, ARREENTEERMEEFEMEHHFERS. KD - #FER (Paul Virilio) #FR, “. HERDMEEE,
AR BN R M R T A R R — AT — R BRI ERY. " XM AU A ARSI EFE, FAES
TEGHHERERN XEERBIFENSUFNEE, £ 2L, REXNEHEENAUEEMNEERTEZEENXE
EKEAENK, EFRIRMENETEHEISE. MRERFAE, FTRLAEZENYRASHEMI R Eilt, ERERIENR
RiEBSAEFEREMELE. RUEELIFLARLENES, ENHERIVGHE, REMUEXNE, (BEHE TS5 REMAARK
o Eitt, ZREZRES - 7T (Norman Bryson) $5H, I EERAER KRG HEMEFRTE, FREIERE—HEMRITR.
HYAEHREARNEESANENLREZLAERREINERTRATERRZ— - EEEHACKEERRE.”  °
XEMELEHE ARG EFEROEET.

Eitt, AT & F AT R AR5 . EEZREFMERCIES LRGN TER X, X2 R SREIKAERN—MHF
o Meoh, BRERYUENERATRER, WEXERRKRHEED, MMHEHH - E2HER. SHEMHN ‘BT KESKEKRK
EEm, AMEERRAARLHAR. RAER, RERGHFETTEER, BRPHNRASALE, 50T Etitt 5 FERF
%o
EI#E, «THE DFER> 2 —BHERFINOEERETENERNEE, ZARGBEERMNESR. HEX B EFEHRAH
EMHMRSRAEEREEK, SEREREHNEMEMIRAESHT. LERF-RINESET-HERILE, BRAOTE
BAY, MBERZEAREHNZBHIKR.

VEBBURMNENIRATEHER, ZFEMITR, NERVIMIE, FTREEGEX. RERARELNFAAELEFE. XE
BEHIRAXMMR, AREEEMRR, MEEMFRELEKIGTER, Hh ‘A" 24 A~ (“BF M “®it” 2405
BIREST) BTELK. BRIMNEFHEKFBESTHNEENERY, MECKWHERNT—1RE, —NMEhER. ERAEEXEMNERE
BT, RINSBFE—ER HRIRAFE, ERINEFTE. AP EEEARRI. £F ESXRERER AT A
XEEHAME “WIE, FEHAENAERENESEREMR. B4, REMERNREERE, EMEREFENTARE
WIERBER. BAMEEM “XEZBEHLATEN”  REEER. &ATE LRALE. BARMBEER B T 58T R IR
R EF, EAERBEEE.
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THE It (trans), 2006

Possession is not just an asset, it is also a compulsion. What we possess, possesses us — that is a sapiency. It is also the haunting re-
gard of many of contemporary life’s aspects. Ghosts, or psychological drives, as two of the seminal minds of modern times put it,
run ever more rampant in the West, while the in East thrive religious remnants as political tactics. No ransom in sight — either way.
Might it be that old frames are misaligned, not matching today’s projections. Where shall we turn to look?

One thing would be to see to it that, what we long for belongs to us — what runs across our minds and more importantly our
bodies, becomes our purpose. In a reversal, what possesses us, we should possess. This has been a long-standing vision never
achieved. But since we can’t have what has us, how is this achieved? The reversal has not to be one of assertion, but of surren-
der. Surrender to freedom, not general command. In the occurrence lies the key to one self. Beyond substance our selves are

comprised of infusions by the energies at our transformative respective location.

It is only me, who experiences the world. The rest is a possession.

Sam Rose, 2006

THE & (%:1k), 2006

MERURE, tE—MEEXR. HMNFEEGNAARNBEEERN], IWERGEEZFRA. XULEYREFTLAEHE
Ho. ENMRBEMBHOEFER (S FREMRIK) AiEHAHE, AARENERESOERS N, MAAMNRTIERHIEN
AFER. mARXEBELRR K.

ERXEEZEDFENE, BRI MIZEBAH?
HERINBENEABTRI—BZFEHNMEBEHNEHFHNENSEARNNBTR. I KRR, BMERNOER, RITELEE.
EE—MAREMBPIEAES . BEARNEEHAERERNOER, XIXALIR? IR ERE—MENRK, maE—MkiE.
BEH, MAE0ENIESHE. ZLHEHITTERNZD. RTERUN, BHIHBRLEESEZINEMAERRBRENLEE.
FIGHRRERK. HEHWEEME .
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THE objectile
THE 545
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Wer isst THE 2
4z THE 2

The work series “THE objectile” is comprised of anamorphic images that can only be viewed from extreme angles that assign

peculiar viewpoints to the viewer. The subject matter is often taken from news about war atrocities, like Abu Ghraib or other
media images that are re-interpreted by the artist.

«THE X &8> RIMERBERAERANR, ENMRIRHAEENE, ANERUTHRONA. (FRESBEIANFER M
o - #43& % (Abu Ghraib) B ENEHEAXLEFRTHRESEMTERE R, BRZARXEHZR.
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SELBST as a place

It is not only since German financial service providers have launched intense advertising campaigns that call for “healthy”
selfishness (“My house, my car, my boat” or: “The bottom line is that | count™), that the question arises anew of people’s core
experience and of their approach to the world in a general sense. All poststructuralist theories that question the uniqueness and
indivisibility of our selves seem to be forgotten now, and it is suggested to us that we have to brand strong images of our egos
in order to be successful.

Also forgotten are our favorite intellectual theories, such as the death of the author, the late romantic ideas of the self as other,
the polymorphic, deconstructed bodies, and the language games about “ego dispositives”, etc. The individual in a neoliberal
business and cultural climate is the agent of his own progress in the world and claims a materialism that immediately breaks
down again, when the subject itself becomes the object of material investigation. The neoliberal self-empowerment strategies
are countered by the findings of brain research which is trying to drive out these concepts of “agency”. And by doing so ques-
tioning to such an extent the idea of free will, which is the basis for our rule of law, that, should this conception of humanity
prevail, would threaten to collapse the political order.

The concept of freedom just mentioned, which is inextricably linked to that of the subject exercising it, subsequently comes un-
der pressure. In two respects: On the one hand systemic, because the control over all world processes (and thus also individual
decisions) is increasingly formatted by virtual systems, algorithms, which solely determine the options for action. In other words,
the spaces in which we can move, are predefined by systems that have greater control over us than any social order so far. In
yet other words: Service has now become the absolute limit of freedom in everyday life. Also individually on the other hand,
because traditionally the way freedom is perceived in the context of Western societies, is as the release from any previously
normative systems” of rule of religious, social or political provenance. The metaphysical crisis, in another century it was some-
times called “Unbehaustheit” metaphysical homelessness (T.W. Adorno), is still blatant. Even if one were to do everything right
in building a structure for oneself in life, that would provide a sense of stability to the individual, there is a conundrum. Some
people may seek that stability for example by belonging to subcultural groups of different political spectrums or in religious
fundamentalist groups - voluntarily ceding their own options for agency to “social” networks and in return receiving post-meta-
physical existential protection (including value system and orientation aids).

So apparently the place that we as individuals inhabit every day is extremely contested. The “me” or “ego”, or whatever one
might call it, remains the place where decisions are being made - however consciously or unconsciously. It is a crucial place that
we have fought for culturally for hundreds of years and that today is in question like it has not been for a long time. It is a place
that we have to defend in order to keep agency, that is, the possibility to influence processes. One could go so far and describe
the place of the individual, the ideo-syncratic place, a place that does not have to be identical, as a place of resistance. The
place where the ends usually don’t meet, could also be understood as one from which new perspectives can be developed.
Anyway, this place is the only one that we really have as individuals. Any further affiliation is subordinate and comes as a
decision from this place, that | am.

But where is that negotiated? Who cares about this topic? - One should think that art is a space in which this could take place.
Because art is still something that is usually practiced by individuals. So one could understand art as an individual’s suggestion
to a communication-community for the purpose of symbolically over-coding the very constitution of what can be called culture.
The individual protagonist in the art world has a much higher status compared to other worlds (which is a reason why it attracts
so much Big Ego from the financial world). The fact that this does not become thematic in the art world probably has to do with
the underlying economic fragility of the arts and should thus not be addressed, so as to not jeopardize its financial foundation.
The stark contrast between the discourse and the economic realities of large pockets of the art world constitutes a blind spot.
Instead of addressing this, prevalent discourse in the relatively conflict free zone of the 1990s quite often focused on pre-
agreed-upon solutions for conflicts that took place outside the art world. The result was a general notion of criticality, giving
plenty of opportunity for artists to impersonate the freedom fighter in a manner of old social folklore. The “beauty” is, since
everybody already agrees, there is little risk fo end up on the wrong side. The problem: Agreed upon criticism is no critique at
all. Criticality is the decorative arts of the 2000s.

Again: The cultural struggle, which is fought at the place, where you can make decisions as a person, the place where, the place
that you are, is one of the most crucial places today. If one understands this place as an artist differently, not as a place for
pseudo-critical agitation, or a place for big ego, where cultural brands can add value, but as a place at and through which
the various social, political, religious, ideological, economic, ecological, psychological, etc. energies flow. If one understands
this place as a cross roads and the self in the best sense as medium for all these energies, then we can start talking with each
other. And to be very clear — and to rephrase: Talking about the SELBST is talking about agency. This is a place where freedom
meets responsibility, which then leads to solidarity. This is the best-case scenario. Sometimes however one stands there unshaven
and without pants.

Sam Rose, 2011
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ok EEEE: INEHAIRATEEZAF . MAULZ2000FREIEIHE K.

BEHR—E: L4E, ZEETMEATABREN M, RAEM AR IS HEXBHIMA Z— MRANUAFRE 7K iFX
MHHEBA—PNEAR, MAR— M AE Gz, W ARAEX K REIEMNENBREIRTE M. EXE, &
MitS. BUA mHUEBE. 25 £ CESHEMALURR . MRV MAEBEATFED, BRIEAMEXLEERR
I ARRATMATAFIE SR IR W ZARMIRA—T: WLARMBIK LA E . XE— 1 AHBEFE, KL IMEAZSHM
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THE bounty

Identity concepts as currently discussed in natural and social sciences [genetic (S. Pinker) vs. pseudo-psychological determi-
nation] appear to be theories still immersed in a logic of substance. Not that | would completely dismiss the findings of those
studies. Reality however appears to be more complex. It occurs that the question, where one is, is one of the most determining
factors for SELBST. | have always understood identity as an operational term — more as an act of “identifying”. SELBST as a
site/location has similar qualities to the famous door in Duchamp’s studio in Paris. It is open and closed both at the same time.
SELBST constitutes a hinge in the mechanics of the world. Inside and outside permeate into this structure that is infinitely consti-
tuting itself.

In the light of the newly advancing totalitarian ideologies, it seems important to “keep this door open” and not support any of
the various identity politics. Also a postmodern multiplication of the self will only divert the problem for a short time. To narrow
down one’s own individuality is as inappropriate an option, as the effort to avoid reality by just playing roles. Sooner or later
the problems will be catching up.

The topic here is “singularity” - in life as in art. | understand SELBST as the place where things happen, where they are being
perceived and ultimately become real. To widen the horizon of SELBST, to open up the place is my calling. The SELBST is the
place of conflict - THE SELBST takes place.

Photography as an operative medium:

My preferred temporal concept therefore is the moment (Augenblick, German for the moment of a glimpse). Leaving my back-
ground in painting behind at a very early stage of my career, | turned to photography for exactly this reason. At first | was
interested in the minimized auctorial influence on the object’s appearance in an image, thus endowing the represented object
with natural dignity.

“Foto-Blick” (the moment of a glimpse of the camera eye) is not an “Augen-Blick” however. Ever since | started using the Comput-
er to control my works, | have gained a new form of responsibility for images. Not what appears in those images has become
the major concern though, but “that it happens” at all. In order to communicate the image as event, | incorporated painting’s
tradition of leaving the frame into photography. In this course | happened upon some significant discoveries. Very early on it
became clear to me, that photography is a “retrospective” medium in more than one sense. Not only does a photo represent a
moment in the past, but also on a more fundamental level, as technology is informed by a philosophy that is almost 600 years
old by now. The camera is central-perspective become machine. Therefore every image created by a camera has inscribed the
spatial and temporal concepts of Italian Renaissance. In essence photography is a pre-modern imaging medium.

That is a fact that is being ignored in the contemporary discussion of photography as art. In 1992 | made the first work that
expressly was dealing with this issue. “THE Selbst (mit groBem Rasenstiick)” marks the end of the concept of Euclidian space for
photography. By cutting out the photo-objects | sort of became the Frank Stella of photography, and made some consequential
inventions.

What exactly happens by cutting out objects? — At first one suspects to remove the spatial contexts of the image/object, which
proves to be not quite true. The eye of the spectator always aligns itself with the focal point of the camera. In other words, did
the camera point onto an object from above, so does the spectator of the photographic image. However, since the surround-
ing space has been cut, it is possible to install this image high on a wall, so the spectator has to look up to it. This creates the
conflicting experience of look at the same element from “below” as well as from “above”. Furthermore, having liberated the
image/object from the frame that always constitutes a window into the past, the images are only here and now. This gives my
works the quality of apparitions by intruducing “alien” notions of space-time into that of the viewer. Especially in more complex
installations that play with movement in time, many disparate spatial events simultaneously appear in the spectator’s sculptural
environment. Each of those image panels constitutes a “punctum” in the space-time-continuum of the beholder and presents
itself in a distinct temporal context. Those works in themselves don’t organize a pictorial unity anymore, but present themselves
as disparate events that only get connected with each other in the spectator’s perception. The act of perceiving first assigns a
temporal cohesion that results in something like a short video clip in 3D. In this respect my work is in fact four-dimensional pho-
tography that creates effects that are reminiscent of the “Matrix-effect” in films by the Wachowskis. The spatial and temporal
density that is being created in my works reflects back on the spectator that begins to feel himself viewing. In last consequence,
the issue of my works is the place of the beholder. My works, in a turn of perspective, begin to look back at the viewer and
becomes his beholder.
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EFHEHAMMNELEIRES, “REMFHKRT MAXZHEMFHEATBLLEY. A, FRARBRNESES
BRAREHEBANKEIEN. GBI AEN EREBALHE, B NACHHIELRE— N FiERE. JBERRSK.

BHEERMNEAREFMERTH ‘FRA" . HiF ‘AR ERABBELE. WRNHRERAMEZ M. X “BR” HRHR
RoESR. “BR REENRNME “THE” MARMXHLET.

BEAEA—FEIEN
RPENFEBSZAZ (LRAugenblick, BIEE “Fz” WER) . ERHTX A, RENUEENHRIFFTRE, FHiE
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1o BRAAMIKERTENE—2, EEEMOERL, 2 —MIAESECO0FRE FAREMMBRA . AT OEMAFBILA
AT Eit, ARENEREERGHTEERFNEE XM AR =N SHENIC. AR L, B —MarI KB R EEN.

R—mELRBEZZARNIHEPRZIET. 19926, HERTHE— M ABKITIHEZNER. «THE BRMXE REEEF
MIBRLEE = A SR ALE . BETHRRRIE, RRATEZERIFEZ5 - B (Frank Stella)  FHH T— 48RRI €]
#ho

FHMFTNRRESFEMA? RY), RARSEERER/ RO EIEE, BLIERXF—E. WAKRERLREERE
B E = R 2R, MRBIERBEXNR LS, BXERGHAEE LNER —AE. B2, BFABRNZREISHTIF, WRALUE
ZEGERMETFEL, WAHLELLAELMEE. ZH=ETRMML T ML RER—TROFERRE. 15, NAFE
ELROERPREETEG/MRZE, BRRELLEMIEZ . ZERMERBOMNER. 532 EEMITRAER . ES 280
REBH, S ERIEME AT H IR AXRISLIR TR B R o XL EIRARZE T AR AT 2= P &R A — 4 “HIR7 , FFEARR AR (E) i
ENACHNE. EERASERE LHFRFE—, EIEDTEEHER AR B RHR I KK XFREEIT AR M T— A ) 1%
MR, FET-MEGIDEMFMERRE. XA E, REERER LEMNERS, EENBRSIEABRBIREHERSE (the
Wachowskys) SERIEZHH “BEFENE - ERNOERPELENNSBEENE S LEHRMER, NEFHRBEREEACE
ERNEF &L, ROERNESENENLE. ROMAEKRE, ROESFBELERMK, FEAMITIRE.

20024

112

113



114

THE incident
THE =4

115



116

17



THE incident (...), 2008 - 2011

This trilogy of works by Thomas Eller describes events that actually took place in the life of the artist and more or less brought
him to the brink of death. Each of the thematic groups is comprised of one or more artworks. The artist describes these experi-
ences as moments of loss of control in which the illusion of sovereignty and agency is being dissolved. In its stead a perception
of utmost clarity is instated that he often experienced as if in slow motion.

THE incident (train ride in 1989), 2011

In 1989 Thomas Eller was pushed against a subway train
by a mentally ill person. It was a matter of split-seconds
that avoided a potentially very harmful outcome.

THE incident (car crash @ 210 km/h), 2008

In 2008, he collided with a central crash barrier on a Ger-
man Highway at a speed of 210 km/h. The incident to
about 0.5 seconds. The side of the car was badly dam-
aged as well as 30 meters of crash barrier. Nobody was
hurt.

THE incident (drowning @ sea), 2011

In 2010 a wave in the Caribbean Sea thrust him down head
first onto the floor of the ocean. He suffered a trauma to
his spine that left him completely paralyzed for about 15
minutes. Face down in the ocean, we was out of oxygen
soon, when a wave came and flipped him onto his back,
enabling him to breath and call for help.

All three moments relate to the body of the artist beyond the limits of control. The artist relays the different physical states of
his body during and after the incidents through spatially and temporally complex images and sculptures. The longest lasting
change to the corporeal condition of his body was sustained during the last accident. The very different artistic solutions pre-
sented speak of a longer process of coping and healing.

“The different physical states require different visual solutions,” says the artists. The different qualities must express themselves
differently.
Here it is important that the different speeds and temperatures, the different intensities convey themselves to the viewer in such

a way that they communicate the physical experience of this incident and that they ultimately become sculptural experiences.

Sam Rose, 2011
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THE =44 (...). 2008 — 2011

NERHXA=MHMERBET ZAREFVEXLLETH. LBV EMEIHAENEM. BATHR—IHLMERE
Blo ZARKFXLZ FHHIRHRIZIZ, EXLERZP, PAERMENEHOREERT, BN 2R MEEEENEPTRE
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THE =14 (19894 44N %), 20114
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THE =4 (F#R @ 210F /A1), 20084
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THE =4 (5% @ L), 20114
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THE global self — (ZRE ), 2018

Seen from the heavens, the lake in Dong Guan’s Tongsha Water reservoir looks like a blue dragon with two green wings on
either side. The majestic serpent seems to be soaring on its way from Humen' in the South towards downtown Dong Guan. This
is an auspicious place. From the burning of opium in 1839 to the first foreign investment it is from here that the Chinese dragon
took off again in 1978. The region of Dong Guan also has always been China’s portal to the outside world and when those
gates were opened, the region became the “work bench of the world” which sent the kite flying.

In the past 40 years Dong Guan has been growing an industrious body ... but has preserved a green heart, which is the Tongsha
Park. The park is teeming with wild life. Within a hour one can easily see more than 30 different species of birds and admire
the green opulence of its thick vegetation. It is a mystical place of natural beauty and cultural heritage. Driving through the lush
vegetation and experiencing the ample scenic spots along Dong Guan’s Tongsha Water reservoir is like taking a short vacation
that makes you forget the industrious reality of the Guangdong province.

Snaking one’s way around the lake on winding roads offers a surprising view. Near the Shili Hetang Station (+ R R iEE417),
behind a lake lush with lotus leaves and half way up the incline towards a little pagoda one can find a larger-than-life human
figure. However, even if the figure is almost twice as big as a normal person, it still appears humble and small within the land-
scape.

Moreover, the figure is not a sculpture, but a cut-out flat figure made from stainless steel, one of the most commonly used in-
dustrial materials. Most of the figure is left as shiny mirror reflecting its surrounding environment. In other word: The figure is
an image of a person, cut-out from metal. His flat body reflects the depth of the landscape surrounding him. The figure will be
slowly overgrown by creeping plants in the near future. Little holes shaped like enlarged poppy seeds' are dotted all over his
body and serve as anchors and loop-holes for the plants, Bauhinia Glauca, to grow all over the figure. Only the head, the hands
and the feet are printed in silkscreen and link this rather abstract figure to the artist himself.

Thomas Eller has been trying not to make self-portraits for more than 30 years now, using his own image to connect with his
immediate environments and to redefine image—making as an immersive practice. His work does not so much talk about himself,
instead he tries metaphorically to “mirror” and “channel” the energies he detects in his surroundings.

Introducing an image into a landscape, instead of making an image of a landscape has surprising results. The change in scale
for the human figure has a reverse effect — it puts the scale of the viewer, his/her relationship to nature into question. Like in
traditional Chinese landscape painting — where one is never sure about the size of the human figure inside the painted monu-
mental landscapes — the same becomes true for the landscape in the Tongsha Park. The flatness of the figure further introduces
the idea of “landscape-as-image”. So essentially the figure put into the landscape by the artist transforms the entire landscape
into an image and by doing so magically converts nature into art. A different approach to LLI7K—painting that allows the viewer
to actually enter the artwork and be a physical part of it.

Beyond that there is an also invisible part to the presentation: This figure is the third of a series that started in the Echigo-Tsumari
region in Northern Japan in 2000 and continued in Bingen, a bucolic city in Germany’s wine growing region in 2012. The figure
in the Tongsha Park is part of a growing network of grown-over installations, highlighting the peculiar relationship of man and
nature.

X ZE B - Thomas Eller is a wood dragon. He lives and works in Beijing.

The site is not too far from the Humen port, where on June 3, 1839 Lin Zexu, an Imperial Commissioner of Qing China,
destroyed 1000 tons of opium, an event that triggered the 1st opium war. Page 138 shows his statue in Lower Manhattan.
https://en.wikipedia.org/wiki/Destruction_of_opium_at_Humen

https:/ /en.wikipedia.org/wiki/Lin_Zexu#/media/File:Ling_Caik-su.jpg
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WEHRREATERBREEHSNER. LEAMBESBIT TR
https:/ /en.wikipedia.org/wiki/Destruction_of_opium_at_Humen
https:/ /en.wikipedia.org/wiki/Lin_Zexu#/media/File:Ling_Caik-su.jpg
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THE fast building

THE UPDATED SPACE

Accelerating a building - visually accelerating - what does that mean? Something that is moving is always NOW, it is happening
at the moment. Something that stands - do we know how long it has been there? Beyond tectonics, THE fast building develops a
new concept of the built space. Something that moves disrupts and actualizes the order of space at the same time. The upward
movement inherent in the Europa-Center, both architecturally and historically, is made visible to today’s viewer. What was mere
inventory of the city, now becomes an event.

ARCHITECTURE IS IMAGE

Traditionally, architecture relies on form and material to make the architecture appear dynamic. Engineering and material
sciences have long directed architects’ eyes towards this direction. Architectural pathos formulas, from expressionism to decon-
structivism, were carried out in steel and glass. Dynamization of the building structure, dissolution of the tectonics, transparency
- all that was a rhetoric in steel and glass. Only recently has the subject of the relation between image and space entered the
architectural discourse.

IMAGE BECOMES SPACE + TIME

It is up to a visual artist to bring the notions of the pictorial and the architectural space together. Architecture becomes an
image and the image becomes an architectural space. The virtual acceleration makes the intangible parts of architecture and
urban planning visible. Architecture as energy. The image, more than the material, can reveal the hidden potential of the city.
Architecture becomes archivision. The pictorial space has never been identical to the architectural space. Until now, architecture
has only provided space for images. Now the picture creates a virtual space of architecture. It becomes immaterial architecture.

CITY BECOMES ENERGY

The striving upwards of the building actualizes the history of the Europa Center and transports the spirit of optimism from its
beginnings to the present day.

The tradition of the place, as the meeting place for artists and intellectuals of the 20s century in Berlin’s famous Romanisches
Café, to the new beginnings in the 60s, predestines the Europa-Center as a place for a new spirit in art and architecture, which
is expressed in THE fast building.

It will temporarily be the largest work of art in Berlin and activate the entire City West.

Sam Rose, 2006

unrealized project
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1548 - BHA, 20064
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THE fast castle

Berlin has been arguing over the reconstructed castle on Schlossplatz for forty years now. Finally Sam Rose, the President of
the European Federation, a long-time leader of the French liminalist party, and first president with full executive powers in an
unified European state, will inaugurate the new Lyotard-Forum at the heart of Berlin on November 9th, 2039.

After more than a decade of failed attempts to create the so-called Humboldt-Forum, all cultural politics within a German con-
text were rendered obsolete in the course of a swift political process of European unification. The always controversial Prussian
facade reconstructed by Franco Stella was no longer an appropriate representation of the cultural ambassadorship that the
European Cultural Council had devised for this location in Berlin.

After the generation of conservative founders and architects of the late 20th century finally retired and a new generation of
cultural activists entered the scene, the discourse very quickly evolved. In a rapidly transforming global cultural and economic
environment a different notion of architecture was devised. No longer was there a need, nor a reason for the representative
and restorative fake-baroque building of the Humboldt-Forum. Therefore in 2029 the EAF — the European Armed Forces — were
commissioned with the destruction of the former Humboldt-Forum in a rare opportunity of practicing urban combat at the heart
of Berlin. After two years of military training, practically restoring the “Schloss”, as it was referred to, to a status quo ante, it
almost appeared as just after the end of WW?2. Until in a re-enactment of the GDR’s demolition of the Prussian castle in 1950
the Schlossplatz was again cleared of all remains.

Instead of discussing the “castle” as “a spiritual center of the nation”, a new architectural contest focused on the challenges of
a quickly evolving global cultural and economical metropolis that Berlin was fast becoming. From 1989 when the Berlin wall
fell until 2009 Berlin had exchanged 50 % of its population. Twenty years later in 2029 virtually all Berliners had arrived to
the city within the past decade making Berlin the most culturally diverse city on the planet and unleashing an unprecedented
cultural, economical and political power. Old fashioned sociological terms of “transformation” turned out not to be sufficient in
describing such change. After two years of heated debate, it was Thomas Eller and his group of architects who suggested a
different approach. Instead of building stages of transformation as a late post-modernist conception of architecture (fagade
after Schliter, combined with modernist functional building design) but focus on the liminality of thresholds in a global cultural
development.

His radical idea of liminal architecture that is associated with ephemerality and transitional passages between alternative
states captured best the fast-changing idea of Berlin as a global metropolis. Liminality in this architect’s vision refers to a tran-
sitional space; “neither one place nor another; rather a third space in-between.” What could better describe Berlin than that?!

In 2034 construction of THE fast castle, a design by the architects group “L.A. — liminal architects” founded in 2010 by artist
Thomas Eller finally begun.

He was also seminal in shifting the forums focus from a 19th-century concept of museum presentation towards a thorough re-
search in the various manifestations of the “inhuman” that have developed over time. It was also he who suggested Lyotard as
a name-sake for a forum that probes into techno-cultural advances and their impact on every-day life in a globalized environ-
ment. We are very happy that on Nov 9, 2039 the Lyotard-Forum will commence to be part of public life.

2009

Contribution to the exhibition: ,,Zeigen*, curated by Karin Sander in der Tempordren Kunsthalle Berlin, Dezember 2009
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THE house - digital baroque, 2013 - 15

Residential building at Anklamer Strasse 37, Berlin Architect: Thomas Hillig
Developer: Natulis Group, James Guerin
Completion: December 2015

What is new about the THE HOUSE project is a deep connection of visual art and architecture the likes of which has not been
seen in a long time.

This new connection arose not least from the digitization of both fields. With a mouse click you can design pictures in almost any
size. With a click of the mouse, plans can be drawn up on a scale of 1:1 and the baroque dream of a life-size map as described
by Jorge Luis Borges in “On Exactitude in Science”, can be achieved it in digital space.

In virtual space, the largest can be edited and saved in the smallest of spaces, and the smallest can be represented as large.
In that same way you can also communicate across continents and in real time. Programs like Skype are an extreme shortcut of
space and time and create a new idea of reality.

In other words, digitization changes the relationship between space and time as well as between image and space. The artist
Thomas Eller discovered that there was great potential when he walked across Leipziger Platz in Berlin some time ago. So far,
only a part of the planned buildings has been erected there. In order to give the square a “face”, however, scaffolding was
set up, covered with large pictures. As a viewer, one should obviously think “house” there, although one “only” sees a picture.

This experience triggered the research that the artist
has since done in the space between the image space

and the architectural space.
ture create and which pic-
create?

What does that mean for
mean for architecture? -
the questions that the THE
architect and Thomas Eller,
They have teamed up to
been since the Baroque pe-
of a total work of art (Ges-
sculpture and painting (and
complex spatial experi-
Renaissance rationalism
then. Most recently, it was
important book “The Fold”,

Which space does the pic-
ture does the architecture

our lives¢ What does that
These are just a few of
HOUSE team, Thomas Hillig,
artist, asked themselves.
unite the two arts. It has not
riod that there was the idea
amtkunstwerk). Architecture,
music) were joined fo create
ences that contrasted with
deemed inadequate back
Gilles Deleuze who, in his
described and analyzed

the intertwining of the outside with the inside in baroque architecture. Questions that have found new relevance in the face of
the almost absolute penetration of all of areas of our life by digital technologies. We live in an age of digital baroque.

In a very contemporary way, the THE HOUSE project implements such concepts in living architecture. The digital design process
is reproduced on the house itself and allows the creation of the house as a virtual process and a physically perceptible presence
to be experienced at the same time. This “memory” of the digital design process is mapped onto the fagcade of THEHOUSE and
creates an appearance that gives the classic Berlin perforated facade a frame of sorts not unlike those of neo-baroque and
Wilhelminian-style houses in the neighborhood. Most of all, THE HOUSE reflects the fact that we as human beings today always
move in several spaces at the same time. We are always “connected” and we are always physically present.

Hence there is an intermediate space between the image space and the architectural space in which processes can be experi-
enced and dynamics can be presented.

THE HOUSE makes the city float and architecture dance.
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THE white male complex, No. 11 (endgames), 2014
200 x 340 cm (3 pieces 200 x 110 cm each)

Performances:

THE white male complex, No. 11 (endgames), May 25, 2014

The artwork was first conceived for the exhibition “Pandamonium”,
curated by David Elliott and Li Zhenhua for MOMENTUM worldwide,
Berlin and Sydney in 2014.

http:/ /momentumworldwide.org/exhibitions /past /pandamonium /
https://vimeo.com/96497802

THE white male complex, No. 11 (endgames), April 11, 2015

“Chercher le gargon”, exhibition curated by Frank Lamy

MACVAL, Paris, from March 7 through August 30, 2015
http://www.macval.fr /francais/expositions-temporaires/chercher-le-garcon/
https://vimeo.com/126454060
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THE white male complex, #3 (49 portraits), 2014

49 is an odd number. Forty-nine portraits of white males mostly from the 19th century. Why would anyone in the year 2014 put
together a large work of dead men, when that very notion “white heterosexual masculinity” is rightfully scrutinized. Looking at
the list, there is the occasional familiar name. Famous politicians mix with formerly popular novelists and highly toxic scientists,
as well as a whole array of names of adventurers, military men and business people. A lot of their names had dropped from
public memory in Germany in the past decades. Why bring them to the fore again? — Isn’t it time to move forward and ahead?
What about women and men from other cultural backgrounds and heritages?

The work comes at an odd time also. November 2014 marks the 130th anniversary of the Berlin Conference of 1884—-85, also
known as the Congo Conference. It was in Berlin where the African Continent was divided up. How can or should this event be
remembered? How can it be rememberd and not memorialised?

Is this an artwork about German colonialism and in which way could a work that shows portraits of actual protagonists not be
a monument?! — This is dangerous territory.

Thomas Eller puts this work into an array of contexts. After a thorough research into the German colonial history, a history
that has been largely obscured by the holocaust and WWII, the artists is pulling forth a selection of individuals who willingly,
knowingly or not, were involved in a history not too many people in Germany are aware of today. However in the 19th century
there had been a powerful urge in Germany to get “Unser Platz an der Sonne” (our place under the sun). That development was
partly fuelled by entrepreneurship, adventure story, romantic residue, the sentiment of cultural supremacy, political calculation
and plain exploitation. Even with all the particularities of German history in mind, the structural violence wasn’t all that different
from that of other countries, just maybe not as “successful” and certainly it was as complex as it was in other European nations,
neither of which can be condoned so quickly.

How to approach such history? — Much historical research has already been conducted and much more needs to be done in
order to establish this knowledge — as acknowledgement of responsibility and guilt — in the public domain. For that, stories need
to be pulled up, be told and be discussed. This is the sphere of historial research in which very detailed accounts have to be
written to unravel the complexities of its contents.

What contribution can art deliver in this context? — Particularly painting has played a “supportive” role in the exertion of power
through the course of its history, as only the rich and powerful were able to afford its services. It wasn’t until quite recently that
the “affirmative” notion of “historical painting” (Historienmalerei) has been replaced by a practice that, to make it short, has
been named “criticality” — an approach to artistic practice that scrutinizes historical accounts critically. The question is how much
of the complexity of those accounts can be transformed into artistic practice?

In both instances — historical research and artistic practice — both are acts of approximation. An issue that has become the
structural and visual foundation for the work by Thomas Eller. In fact he has done both, researched the historical accounts (to
a reasonable degree) and gauged the distance of the viewer towards the topic. Highly pixelated images reveal their contents
only at a certian distance, compelling the viewer to question his/her position vs. the issue.

The work is also a critique of Gerhard Richter’s work “48 PORTRAITS” for the German pavillon at the 1972 Venice Biennial that
presents a fundamentally unchallenging selection of the “good” white male.

This project is part of a comprehensive survey into the topic of the major cultural shift towards a more just and free world for
men and women around the globe and a very necessary re-evalutation of the value systems derived from a particularly West-
ern European history. This has taken on the form of a long-term committment to deconstructing the cultural, political societal and
artistic positions of male Western legacy.

“THE white male complex” so far has produced four curatorial and/or artistic projects by Thomas Eller and THE studio, which
began as a endeavor to critique the influence of photography as a major impediment towards the de-construction of a Western
notion of subjectivity.

Sam Rose, 2014
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The Idiosyncrasy of Reflexivity

One of the interesting things about learning a new language is the fact that by so doing, one is chanced to appreciate one’s own
language from another, and sometimes even more delicate perspective. So, upon learning the German language | re-stumbled
upon and learned to appreciate a seemingly banal grammatical element in language anew - the reflexive verb - although |
was already acquainted with the structural essence of these verbs in English and French. | had always been fascinated by verbs
and their ability to convey actions, state of being or occurrence, but it was the re-awareness of the reflexive verb’s capability of
thematizing the subject and the object as the same that stunned me. Of course seeing this through a semantic prism it all sounds
very normal, but if one were to extrapolate this reflexivity into the human sphere it suddenly dawns on one how difficult it some-
times is to simultaneously be in the position of the subject and the object, how difficult it is to be the referee and the player at
the same time, i.e. being the agent and the patient simultaneously (properly reflexive) or when the agents mutually act among
themselves (reciprocal reflexive). The normal tendency is usually to choose the position of the subject or the object, which brings
with it a certain hierarchy and maybe a certain comfort or discomfort. On the other hand making the subject the object and vice
versa alleviates this hierarchy and distance and might allow for a better understanding of the position of the subject/ object.
Such is the case with The White Male Complex at SAVVY Contemporary. The triumphs and the flaws of the White male (just
like the Black male) have been topics of discussion in various contexts of Gender and Post Colonial studies, as well as in contem-
porary culture. When Gil Scott-Heron released the piece “Whitey on the moon” (view page 185) in 1970, it was exactly this
complex dichotomy of triumph and flaw he must have been trying to express. This magnificent and avant-garde poem, though
important and legitimate it was as critic of the socio-political structures back then and today, still smacked of the venom of
the Other and more so the aggrieved. And this clear role division of subject and obiject in critique holds true not only for race
but also for class and gender... mostly with a perspective from without. Many intellectuals before me have toiled these fields
of critique and elaborated on the vices and virtues of the White male, thus it would be inappropriate to delve with lagging
knowledge into this terrain. So, when Thomas Eller proposed to do an exhibition on The White Male Complex and all the artists
happened to be White, | instinctively agreed into this venture. Not only because | trusted on the fact that Eller will come up with
brilliant positions (including works by Thomas Eller, DETEXT, Adib Fricke, Mike Kelley, Bruce Nauman, Walter Robinson, Felix
Schneeweiss, Superman, Markus Voit, Clemens Wilhelm), but also because | was excited to see some proper and reciprocal re-
flexivity. We all know that it is relatively easier to judge from the position without, but when it comes to the self, i.e. within, there
is a lack of distance for perception and analysis. Who or what is, was and will be the White male, when he is not defined by
the female or the Black? Can the White male be the mirror of himself by being the subject and the object, the agent and the
patient, the victor and the vanquished at the same time? These questions will be crucial in this exhibition.

To stay in the allegory of language, the importance of nuances in expression, which come along with geographical and cultural
borders, will have to play a role in this exhibition. Does the common denominator of skin colour and gender suffice to stick peo-
ple into the same box and ponder about their joint complex? Or will a multitude of these nuances brought in by the German,
Spanish and American positions give a clearer picture about this complex?

Identity, race, gender are best dealt with a pinch of humour and irony, something common in the works of Glenn Ligon, who to
a great deal looks at the Black male complex. Irony will thus have to play a role in this project and keep platitude and shal-
lowness at arm’s length.

While this exhibition is at first view about the White male and his complexes, it is also very much about all the others that see
themselves or are positioned at the opposite end of the White male and their complexes. So, if SAVVY Contemporary is an art
space for a critical discourse between the West and the non-West, it is essential to look at the West not only from the position
of the non-West, but also from within the West, and vice versa. The exhibition project is not intended to be a platform on which
fingers can or will be pointed at others, but rather one on which fingers will be pointed at the self as well as one another.
That is exactly what | find fascinating about reflexive verbs, especially in English or Romance languages, which have the poten-
tial of employing a derivation idiosyncratically to obtain reflexivity... just as in “self-analyse” or “auto-analyse™.

With this exhibition, the White male finally has the chance to objectify himself.

Bonaventure Soh Bejeng Ndikung, 2012
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https://vimeo.com/88569081

THE white male complex #5 (lost)

Year Produced: 2014
Medium: HD Video

Duration: 11 min 25 sec
https://vimeo.com/88569081

Shot on the beach of Catania on the Italian island of Sicily in 2014, THE white male complex, #5 (lost) uncannily prefigures the
tragic shipwreck of 2015 which killed 700 African migrants on the same coastline, and alludes to the nearby island of Lampe-
dusa, infamous for its migrant traffic and for the tragic shipwreck which killed 366 of the 518 African migrants packed onto an
overcrowded fishing boat in 2013. With the all too familiar promiscuity of news cycles in our turbo-charged information age,
these tragedies occupied the media for some days or weeks, only to move on to more pressing concerns. But while the media
may have lost interest, the underlying issues behind these tragedies and many others like them will persist as long as people
anywhere on this globe nurture hopes of a better life and follow their instincts to flee hardships of all kinds. Into this gap be-
tween the global media’s disinterest and the persistent need to tell the story of people in such desperate situations, enters the
space for art.

A man wearing the ubiquitous attire of innumerable professions - black suit and tie, white shirt, black shoes - is incongruously
floating in the ocean. Floating or drowning? This is what we inevitably come to ask ourselves as the shot lurches from above to
below the water and back. This man perpetually struggling in the sea is the artist himself. In this video, Thomas Eller lives the
plight of so many who wash up on such shores. Eternally looping at the cusp of life and death, this work leaves the viewer feeling
oddly complicit in one man’s surreal struggle. Yet while one white man submerged in a suit comes across as surreal, the countless
migrants braving a similar plight are the reality we live in. Thomas Eller, in his own visual language tackles the watery deaths
of migrant workers as a sadly universal suffering, devoid of markers of place or time. This could be any sea, any beach, any
tragedy. And in the timeless metaphor of treading water, this work equally signifies our persistent inability to move forward in
finding a solution to the myriad issues driving people around the globe to risk their life in the pursuit of a better one.

Taken out of context and read solely through the metaphor of keeping one’s head above water, THE white male complex,
#5 (lost) becomes a timeless work, equally applicable to the struggles of the human condition. Professionally, personally, who
amongst us has not at some point in their lives felt as if they were drowning. Almost, but never quite, succumbing to the pressures,
expectations, and fears pulling him under, Thomas Eller translates an experience universal to the human condition into a visual
language which can be read as at once hopeful, hopeless, and immutable.

Rachel Rits-Volloch, 2020
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in reference to the text by Bonaventure Soh Bejeng Ndikung on page 177

* Whitey on the moon
Gil Scott-Heron

A rat done bit my sister Nell.
(with Whitey on the moon)
Her face and arms began to swell.
(and Whitey’s on the moon)
| can’t pay no doctor bill.

(but Whitey’s on the moon)

Ten years from now I'll be payin’ still.
(while Whitey’s on the moon)

The man jus’ upped my rent las’ night.
(‘cause Whitey’s on the moon)

No hot water, no toilets, no lights.
(but Whitey’s on the moon)
| wonder why he’s uppi’ me?
(‘cause Whitey’s on the moong?)
| wuz already payin’ ‘im fifty a week.
(with Whitey on the moon)
Taxes takin’ my whole damn check,
Junkies makin’ me a nervous wreck,
The price of food is goin’ up,

An’ as if all that shit wuzn't enough:
A rat done bit my sister Nell.
(with Whitey on the moon)

Her face an’ arm began to swell.
(but Whitey’s on the moon)
Was all that money | made las’ year
(for Whitey on the moon?)

How come there ain’t no money here?
(Hmm! Whitey’s on the moon)
Y’know | jus’ ‘bout had my fill
(of Whitey on the moon)
| think I'll sen’ these doctor bills,
Air. Mail. Special
(to Whitey on the moon)


https://vimeo.com/138777035

THE white male complex

“Is white the new black?” was the provocative subtitle of Kelefa Sanneh’s article “Beyond the pale” in The New Yorker maga-
zine, April 12, 2010. Sanneh, a journalist and music critic for the New York Times and The New Yorker concerned himself with
a discussion that has been growing in relative obscurity since the mid-80s in the US: Whiteness studies is an interdisciplinary
arena of academic inquiry focused on what proponents describe as the cultural, historical and sociological aspects of people
identified as white, and the social construction of whiteness as an ideology tied to social status. Pioneers in the field include Ruth
Frankenberg (White Women, Race Matters: The Social Construction of Whiteness, 1993), author and literary critic Toni Morrison
(Playing in the Dark: Whiteness and the Literary Imagination, 1992) and historian David Roediger (The Wages of Whiteness,
1991). By the mid-1990s, numerous works across many disciplines analyzed whiteness, and it has since become a topic for ac-
ademic courses, research and anthologies. Sanneh’s informative article runs through two centuries of semantic changes of the
term “white” as a sociological signifier, elaborating on the processes of racial construction of whiteness.

The field was opened by what James Baldwin, an activist and novelist in the 60s and 70s, called the “lie of whiteness”, referring
to the history of disenfranchised Polish, Jewish, Irish and Italian immigrants. Until today the term “guido” is an anti-ltalian-Amer-
ican slur used in the streets of NY, that dates back to those times, as David Roediger states who also wrote the seminal book,
“Working Toward Whiteness: How America’s Immigrants Became White. The Strange Journey from Ellis Island to the Suburbs.”
Roediger: “It is not merely that whiteness is oppressive and false; it is that whiteness is nothing but oppressive and false.”
“Whiteness describes, from Little Big Horn to Simi Valley, not a culture but precisely the absence of culture. It is the empty and
therefore terrifying attempt to build an identity based on what one isn’t and on whom one can hold back.”

He also tells the story of Charles W. Janson, a British businessman who came to America in 1793 and offended a white domestic
worker by asking to speak with her master. “I have no master”, she said, adding, “I'd have you know, man, that | am no sarvant;
none but negers are sarvants.”

Whiteness therefore is being established as a (negative) category of supremacy and of legal benefit before the Civil War. To
be white in America for the most part meant not to be non-white.

The 19th and 20th centuries also saw the rise of race theories. Craniologists were measuring skull sizes to classify the different
races and measure “intelligence” at the same time. In this wake “scientific whiteness” emerged — a discipline that tried to estab-
lish a “Caucasian race” that at the time included most of the peoples of Europe and, later in 1911, also Armenians and Arabs.
When slavery was abolished, poor white laborers in the South set themselves apart from ex-slaves by wearing brimless wool
hats — the ensuing sunburns gave them the name rednecks, so the story goes.

The point is: Whiteness is a much an interest-driven construct, as are other simplifications of racial identifications. Post-Colonial
studies have disseminated the term African in much the same way, or is that so?! The difference mainly seems to lie in the auc-
torial position — who talks about who?

And current positions in whiteness studies describing themselves generate a different inward directed violence as exemplified
be two proponents: Noel Ignatiev, a Marxist of Russian-Jewish descent is the co-founder of the New Abolitionists Society and
runs the website http://racetraitor.org/ with the purpose of abolishing whiteness: “We do not hate you or anyone else for the
color of her skin. What we hate is a system that confers privileges (and burdens) on people because of their color. It is not fair
skin that makes people white; it is fair skin in a certain kind of society, one that attaches social importance to skin color. When
we say we want to abolish the white race, we do not mean we want to exterminate people with fair skin. We mean that we
want to do away with the social meaning of skin color, thereby abolishing the white race as a social category. Consider this
parallel: To be against royalty does not mean wanting to kill the king. It means wanting to do away with crowns, thrones, titles,
and the privileges attached to them. In our view, whiteness has a lot in common with royalty: they are both social formations
that carry unearned advantages.”

Which prompted another writer with a Jewish and in this case Stalinist legacy to react. After revoking his political affiliation
with communism David Horowitz co-hosted a “Second Thoughts Conference” in Washington, D.C. In the spring of 1985, however,
Horowitz and longtime collaborator Peter Collier wrote an article for the Washington Post entitled, “Goodbye to All That”. The
article explained their change of views and recent decision to vote for President Ronald Reagan. David Horowitz, something
like the American version of Thilo Sarrazin, draws a distinction between whiteness studies and other disciplines. “Black studies
celebrates blackness, Chicano studies celebrates Chicanos, women'’s studies celebrates women, and white studies attacks white
people as evil.”

If it would be ethically allowed to subtract the resentments from Horowitz’s statement one would deduct, that identity politics
work for a lot of groups, not however, for the white male.

So what is the white male? — In Germany? The older history here is almost equally burdened by immigration however less sig-
nified by color than by faith. How many wars were fought in Europe over religion?! Enlightenment was a direct reaction and an
advancement we still have to fight for.

Because it seems that in recent history we have forgotten the lessons from the various “tolerance edicts” in Prussia. New immi-
gration always opens new frictions. Conservatives in Germany for years were carrying on a discussion asking to implement a
German “Leitkultur” (leading cultural policy). With the absence however of any content to fill the term with, the discussion col-
lapsed under it’s own weight. Leaving the space wide open, or should we say “white” open — for, as we know now, “white” has
no properties but is just a screen to project onto.
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The history of maleness in Germany can also be viewed through a psycho-cultural analytical “methodology” as developed by
Klaus Theweleit. He wrote his dissertation “Freikorpsliteratur und der Kérper des soldatischen Mannes” about Freikorps narra-
tives, a sub-literature produced by pre-fascist paramilitaries organized in Freikorps, who, during the early Weimar repubilic,
had fought external or internal enemies. In academia only few historians had read and analyzed this literature before Thewe-
leit. His book M&nnerphantasien (1977); translated as Male Fantasies (1987), a study of the fascist consciousness in general
and the bodily experience of these former soldiers in particular, easily detected in their hate-filled, near-illiterate books, was
well received. Theweleit used Wilhelm Reich, Gilles Deleuze and Félix Guattari for his basic theory, but also empirical research,
especially by Erhard Lucas, the leading German left-wing historian of the Weimar Republic unrest.

Focusing on the construction of maleness through bodily evidence, Theweleit was identifying an array of tropes like:
Kérperpanzer, body armor — the creation of any kind of physical combative body type through either military training, disci-
plinary measures, or gear including the contemporary business suit.

The Kdrperpanzer’s purpose is expressly to compensate the short-coming of an “incomplete birth”. The “nicht-zuende-gebo-
renen” men develop either vampyristic (as artists), sadistic (as soldiers) or messianic traits (as terrorists like Anders Breivik). The

super hero is another one of those tropes
into his profoundly neurotic existence by
tachments to family or spouse. The emo-
exaggerated sense of duty towards the
able deed.

In his “Buch der Kénige” (book of kings)
male aggrandization strategies, artistic
ten based on a sacrifice of one or more
myth of Orpheus and Euridice. At the
feminist theory, lies a particularly male
in emotional relations with women, hence
energies are the source for tragedy,
professor of Sciences of Religion in Berlin
something that only women need.

The time when the white heterosex-
is ceding. In the words of Kelefa San-
remind us that whiteness was built over
confusion and disguised political imper-
the ways in which this artificial catego-
life. Yes, whiteness is a social construct,
then so, too, is every collective identity.
culture”, maybe even white politics... . In
whiteness is easier to see than ever be-
for granted. If invisibility is power, then
used to be.”

The exhibition “The white male com-
explores the pitfalls of “male whiteness”
contemporary male (and eventually fe-
successful efforts on creating identities,
and sexual or by any other means of

Sam Rose, 2012

wherein the male proponent is pushed
the loss of all meaningful emotional at-
tional detachment is compensated by an
other that justifies just about any fathom-

Theweleit describes a plentitude of
and not, that according to him are of-
females — a trope that is based on the
core of all this, according to Theweleit’s
fear of losing oneself, either dissolving
the self-fortification. lll-directed ego
war and disaster. Or as Klaus Heinrich,
put it in the 1960s: Emancipation is not

val male commanded all the power
neh: “Roediger and Painter are right to
centuries on a foundation of deceit and
atives. But neither seems fully to grasp
ry has, over the years, come haltingly to
and not ... a biological essence — but
It's getting easier to talk about “white
the Obama era - the Tea Party era —
fore, which means it’s less readily taken
whiteness is a little less powerful than it

plex, no.1” is one of many to come that
or “white maleness” in the practice of
male) artists. The search is for failed and
be it political, philosophical, sociological,
exerting oneself as a “white male”.
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THE white male complex, No.2 (Thomas “Kelvin” Eller), 2013

“THE white male complex, No.2” is a winter show. It is fair to assume that in February it will still be dark and cold in Berlin. It
is also the time for advertising underwear in public spaces, which bombard us with images of feminity and masculinity of the
particular provenance of the fashion world.

Size does matter — we learn that from advertisement banners around the globe. Just recently one could admire a much larger
than life Christy Turlington on Berlin’s Alexanderplatz — dizzingly high up and in the freezing cold. Images like those are such
an imposition on the viewer!

The artist Thomas “Kelvin” Eller deals with such impertinence. For two weeks only a scarcely clad figure, 3 meters tall and 10 me-
ters long, will be on display (enduring the cold) at Schau Fenster, a non-for-profit in the studio building on Berlin’s Moritzplatz.
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THE white male complex #10 (... so you are a philosopher?)

Year Produced: 2014

Medium: HD Video

Duration: 5 min 40 sec
https://vimeo.com /398751671

My Philosophy

[Intro]
(,»So, you're a philosopher2®)
(,»Yes, | think very deeply.”)
In about four seconds, a teacher will begin to speak

[Verse 1: KRS-One]
Let us begin, what, where, why or when
Will all be explained like instructions to a game
See I'm not insane, in fact I'm kind of rational
When | be asking you, ,,Who is more dramatical2*
This one or that one, the white one or the black one
Pick the punk and I'll jump up to attack one
KRS-One is just the guy to lead a crew
Right up to your face and diss you
Everyone saw me on the last album cover
Holding a pistol, something far from a lover
Beside my brother, S-C-O-T-T
| just laughed ‘cause no one can defeat me
This is lecture number two, ,,My Philosophy*
Number one, was ,,Poetry* you know it’'s me
This is ,,My Philosophy,” many artists got to learn
I’'m not flammable, | don’t burn
So please stop burning and learn to earn respect
‘Cause that’s just what KR collects

See, what do you expect when you rhyme like a soft punk?

You walk down the street and get jumped
You got to have style and learn to be original
And everybody’s gonna wanna diss you
Like me, we stood up for the South Bronx
And every sucker MC had a response
You think we care? | know that they are on the tip
My posse from the Bronx is thick
In real real life, we roll correctly
A lot of suckers would like to forget me
But they can’t ‘cause like a champ | have got a record
Of knocking out the frauds in a second
On the mic, | believe that you should get loose
| haven’t come to tell you | got juice
| just produce, create, innovate on a higher level
I'll be back, but for now just sekkle!

KRS-One, Boogie Down Productions
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Meister Eckhart Meister Eckhart, Sermon 32
Beati pauperes spiritu, quia ipsorum est regnum coelorum (Matth. 5:3)

Die Seligkeit selbst 6ffnete den Mund der Weisheit und sprach: “Selig, die arm sind an Geist, denn ihnen gehdrt das Himmelreich”.

Alle Engel, alle Heiligen und alles, was geboren wurde, alle missen sie schweigen, sobald die Weisheit des Vaters spricht. Ist doch alle Weisheit der Engel und aller Geschépfe reine Torheit vor der
unergrindlichen Weisheit Gottes. Und sie hat behauptet, die Armen seien selig.

Nun gibt es zwei Arten von Armut. Einmal die duBere Armut. Sie ist gut und hoch zu loben — in einem Menschen, der sie um der Liebe unseres Herrn Jesus Christus willen frei erwdhlt. Auch er hat sie
gehabt, als er auf der Erde war. Von dieser Armut will ich jetzt nicht weiter reden. Aber Uber sie hinaus gibt es eine Armut, eine inwendige, und auf sie bezieht sich das Wort unseres Herrn, wenn er
sagt: “Selig, die arm sind an Geist“.

Nun beschwére ich euch, ihr mdchtet so sein, dass ihr diese Lehre verstindet. Denn bei der ewigen Wahrheit, ich sage euch: Kommt ihr der Wahrheit nicht gleich, von der wir nun reden wollen, dann
werdet ihr mich nicht verstehen. Ihr habt mich gefragt, was das Wesen der Armut sei und was ein armer Mensch sei. Darauf will ich antworten.

Bischof Albert lehrt, ein armer Mensch sei der, der kein Geniige findet an allem, was Gott je geschaffen hat. Das ist gut gesagt. Doch dariber hinaus: Ich sage es noch besser und nehme “Armut” in
einem hdheren Sinn: Ein armer Mensch ist, wer nichts will, nichts wei3 und nichts hat. Von diesen drei Punkten will ich heute reden, und um der Liebe Gottes willen beschwére ich euch, ihr méchtet diese
Wahrheit verstehen, wenn ihr kénnt. Und versteht ihr sie nicht, so sorgt euch darum nicht, denn ich will von einer Wahrheit sprechen, die so beschaffen ist, dass auch von guten Menschen nur wenige sie
verstehen werden.

Erstens also behaupten wir, ein armer Mensch sei der, der nichts will. Diesen Satz verstehen einige Leute nicht richtig. Es sind die Leute, die sich in ihrem Selbstbezug an BuBwerke und &uBere Ubungen
halten. Sie finden, das sei etwas GroBes. Mir tun diese Menschen leid. Denn sie begreifen so wenig von der géttlichen Wahrheit. Dem &uBeren Anschein folgend, nennen viele Leute sie “heilig”. Aber
sie sind Esel. Innen sind sie Esel, denn sie begreifen nicht das Besondere der gdttlichen Wahrheit. Auch diese Menschen behaupten, ein armer Mensch sei, wer nichts will. Sie erkléren das aber so: Der
Mensch soll so leben, dass er nirgends seinen eigenen Willen erfillt, sondern immer nur danach strebe, wie er den liebsten Willen Gottes erfille. Um diese Menschen steht es gut, denn ihre Absicht ist
gut, deshalb wollen wir sie loben.

Gott gebe ihnen in seiner Barmherzigkeit das Himmelreich. Ich gehe aber noch weiter und behaupte bei der géttlichen Wahrheit: Diese Menschen sind nicht arm, und sie gleichen auch nicht armen
Menschen. Leute, die nichts Besseres kennen, achten sie hoch. Aber ich behaupte: Sie sind Esel; von der Wahrheit begreifen sie nichts. Weil sie es gut meinen, werden sie das Himmelreich erlangen, aber
von der Armut, von der wir nun reden wollen, verstehen sie gar nichts.

K&me nun einer und fragte mich: Was wére denn ein armer Mensch, der nichts will2, so antworte ich ihm und argumentiere wie folgt: Solange der Mensch daran festhalt, es sei sein Wille, den liebsten
Willen Gottes erfillen zu wollen, so lange hat er die Armut nicht, von der wir reden wollen. Denn dieser Mensch besitzt immer noch einen Willen, mit dem er dem Willen Gottes entsprechen will, und
das ist nicht die wahre Armut. Denn der Mensch, der die wirkliche Armut hat, der ist véllig abgeldst von seinem geschaffenen Willen, so wie damals, als er noch nicht war. Denn ich sage euch bei der
ewigen Wahrheit: Solange ihr den Willen besitzt, den Willen Gottes zu erfillen und solange ihr Verlangen habt nach der Ewigkeit und nach Gott, so lange seid ihr nicht arm. Denn nur das ist ein armer
Mensch, der nichts will und nichts verlangt.

Als ich in meinem ersten Ursprung stand, da hatte ich keinen Gott, und da war ich Ursprung meiner selbst. Da wollte ich nichts. Dort verlangte ich nach nichts, denn ich war abgeldst von ihm und ein
Erkennender meiner selbst im Genuss der Wahrheit. Da wollte ich mich selbst und sonst nichts. Was ich wollte, das war ich. Was ich war, das wollte ich. Und hier stand ich, abgeldst von Gott und allen
Dingen. Aber als ich dann heraustrat aus meinem freien Willen und mein geschaffenes Wesen entgegennahm, da bekam ich einen Gott. Denn bevor die Geschépfe waren, da war Gott nicht Gott,
vielmehr war er, was er war. Aber als die Geschdpfe entstanden und ihr geschaffenes Wesen empfingen, da war Gott nicht mehr Gott in sich selbst, sondern er war Gott in den Geschépfen.

Nun behaupte ich: Gott, sofern er Gott ist, ist nicht das vollkommene Wesensziel der Geschdpfe. Dazu ist der Reichtum zu groB, den das geringste Geschdpf in Gott hat. Hatte eine Mucke Vernunft und
suchte sie mit Vernunft den ewigen Abgrund des gdttlichen Wesens, aus dem sie gekommen ist, so kénnte Gott, behaupte ich, mit all dem, worin er Gott ist, die Mucke nicht ausfilllen und ihr Geniige
verschaffen. Deswegen bitte ich Gott, losgeldst zu werden von Gott und die Wahrheit dort zu ergreifen und die Ewigkeit dort zu genieBen, wo die obersten Engel und die Micke und die Seele gleich
sind worin ich stand und wollte, was ich war und war, was ich wollte. Deshalb behaupte ich: Soll der Mensch arm sein an Willen, dann darf er so wenig wollen und verlangen, als er wollte und verlangte,
als er nicht war. Und in diesem Sinne ist der Mensch arm, der nichts will.

Zweitens: Der ist ein armer Mensch, der nichts wei3. Irgendwann einmal habe ich gesagt, der Mensch solle so leben, dass er fir nichts lebt, weder fir sich noch fur die Wahrheit noch fir Gott. Aber
heute will ich anderes und GréBeres sagen: Der Mensch, der diese Armut haben soll, der soll so leben, dass er nicht einmal weif3, dass er lebt, fur Uberhaupt nichts, weder fir sich selbst noch fir die
Wahrheit, noch fir Gott. Mehr noch: Er soll so abgeldst sein von allem Wissen, dass er weder wisse noch sonstwie erkenne oder wahrnehme, dass Gott in ihm ist. Abgeldst soll er sein von jeder Art der
Erkenntnis, die in ihm lebt. Denn als der Mensch im ewigen Wesen Gottes weilte, da war nichts in ihm, was nicht er selbst war, sondern alles, was da war, das war er selber. In diesem Sinne behaupte
ich, der Mensch solle abgeldst sein von seinem eigenen Wissen, so wie er es war, als er nicht war. Er lasse Gott wirken, wie Gott will. Der Mensch sei abgeldst.

Alles, was je von Gott herkam, ist bestimmt, sein Wesen durch Wirken rein zu entfalten. Die fir den Menschen charakteristische Tatigkeit ist Lieben und Erkennen. Nun entsteht die Frage, worin von
beidem die Seligkeit vor allem bestehe. Einige Meister lehren, sie bestehe in der Liebe; andere lehren, sie bestehe im Erkennen und im Lieben, und die reden besser. Aber ich behaupte, sie bestehe
weder im Erkennen noch im Lieben. Mehr noch: Es gebe ein Eines in der Seele, von dem Erkennen und Lieben herkommen. Es selbst erkennt nichts und liebt nichts — wie das die Krafte der Seele tun. Nur
wer dieses Eine erkennt, der begreift, worin die Seligkeit besteht. Es kennt weder ein Davor noch ein Danach. Es harrt keiner von auBBen zuféllig erfolgenden Ergénzung, denn es kann weder etwas hinzu
gewinnen noch etwas verlieren. Es ist so arm, dass es nicht weiB, dass Gott in ihm wirkt. Ja, es ist selber das selbe, das sich selbst genieBt wie Gott sich genieBt. Daher behaupte ich, der Mensch solle
frei und abgel&st stehen. Er soll nicht wissen und nicht erkennen, dass Gott in ihm wirke. Auf diese Weise kann der Mensch Armut besitzen.

Die Meister lehren, Gott sei Sein und ein verninftiges Sein und erkenne alle Dinge. Ich aber lehre: Gott ist weder Sein noch ein verninftiges Sein, noch erkennt er dieses und jenes. Daher ist Gott los-
geldst von allen Dingen und deshalb ist er alle Dinge. Wer nun arm sein soll an Geist, der muss arm sein an allem eigenen Wissen, so dass er Gberhaupt nichts wei3 — weder Gott noch Geschépfe noch
sich selbst. Dazu ist es notwendig, dass der Mensch frei darauf verzichte, die Werke Gottes zu wissen oder sonst zu erkennen. In diesem Sinne kann der Mensch arm sein an seinem eigenen Wissen.
Drittens: Arm ist der Mensch, der nichts hat. Viele Menschen haben behauptet, das sei das vollkommene Leben — auf Erden nichts zu besitzen an kérperlichen Dingen. Das ist auch wahr in einem gewissen
Sinne, wenn einer es freiwillig tut. Aber in diesem Sinne meine ich es nicht.

Ich habe zuvor gesagt, arm sei, wer den Willen Gottes nicht erfillen wolle, ja, der Mensch solle so leben, dass er abgeldst sei von beidem, von seinem eigenen Willen und vom Willen Gottes, abgelost
wie damals, als er nicht war. Von dieser Armut behaupte ich, es sei die héchste Armut. Zweitens habe ich behauptet, arm sei, wer die Werke Gottes in sich nicht kennt. Wer so lebt, abgeldst von Wissen
und Erkenntnis, wie Gott abgelst lebt von allen Dingen, der hat die durchsichtigste Armut. Aber das dritte, das ist die innerste Armut. Von ihr will ich jetzt reden. Es ist die Armut, in der der Mensch
nichts hat.

Achtet darauf mit Ernst. Ich habe es manchmal gesagt, und auch ein groBBer Meister sagt es: Der Mensch soll derart abgeldst sein von allen Dingen und von allen Werken, duBeren wie inneren, dass er
Gottes eigene Statte werde, in der Gott wirken kann. Doch jetzt sage ich es anders: Lést der Mensch sich ab von allen Geschdpfen, von Gott und von sich selbst, aber Gott findet in ihm noch eine Statte,
darin zu wirken, so behaupte ich: Solange das in diesem Menschen noch so ist, so lange ist er nicht arm in der innersten Armut. Denn es ist keineswegs das Ziel Gottes in seinen Werken, dass der Mensch
eine Statte in sich hatte, in der Gott wirken kdnne. Denn das ist Armut des Geistes: Abgeldst leben von Gott und seinen Werken, so dass Gott, wenn er in der Seele wirken will, selbst die Statte ist, worin
er wirken will — und das tut er gern. Denn findet Gott den Menschen in dieser Armut, dann nimmt Gott sein Wirken in sich selbst auf; er wird die eigene Statte seiner eigenen Werke, denn Gott ist ein
Tatiger, der in sich selbst wirkt. Hier nun, in dieser Armut, da erreicht der Mensch das ewige Sein, das er einst gewesen ist, das er jetzt ist und das er immer bleiben wird.

Doch da entsteht ein Problem. Der heilige Paulus sagt: “Alles, was ich bin, das bin ich durch die Gnade Gottes”. Aber meine Rede steigt hdher hinauf — hdher als Gnade, als Sein und Erkennen, als Wollen
und alles Verlangen — wie kann dann das Wort des heiligen Paulus wahr sein? Hierauf lautet die Antwort: Das Wort des Paulus ist wahr. Er brauchte die Gnade, denn die Gnade Gottes bewirkte in
ihm, dass das Zuféllige an ihm in sein Wesen einging. Als die Gnade endete, weil sie ihr Werk vollbracht hatte, da blieb Paulus das, was er war.

Also lehren wir, der Mensch solle so arm dastehen, dass er keine Statte sei und keine Statte habe, in der Gott wirken konnte. Wo der Mensch noch eine solche Statte behalt, dort hélt er am Unterschied
fest. Darum also bitte ich Gott, dass er mich ablése von Gott, da mein wesentliches Wesen oberhalb Gottes steht, sofern wir Gott begreifen als den Ursprung der Geschépfe. Denn in dem selben
Wesen Gottes, aufgrund dessen Gott oberhalb von Sein und Unterschied steht, da war ich selbst. Und dort wollte ich mich selbst und dort erkannte ich mich selbst als den, der diesen Menschen schuf.
Darum bin ich Ursprung meiner selbst, nach meinem Wesen, das ewig ist, nicht nach meinem Werden, das zeitverloren ist. Aufgrund des Werdens bin ich geboren, und sofern ich geboren bin, kann ich
sterben. Sofern ich ungeboren bin, bin ich ewig gewesen, bin ich jetzt und werde ich ewig dauvern. Was an mir geboren ist, das wird sterben und zunichte werden, denn es ist zeitverloren, darum muss
es in der Zeit zugrunde gehen.

Bei meiner Geburt, da wurden alle Dinge geboren, und ich war Ursprung meiner selbst und aller Dinge, und hétte ich gewollt, so wére ich nicht entstanden und alle Dinge wéren nicht entstanden. Und
wadre ich nicht, dann wére auch Gott nicht. Dass Gott Gott ist, dafir bin ich der Ursprung. Und ware ich nicht, dann wére Gott nicht Gott. Dies muss man nicht unbedingt wissen.

Ein groBBer Meister lehrt, sein Durchbrechen sei edler als sein AusflieBen, und das ist wahr. Als ich aus Gott herausfloB3, da sagten alle Dinge: Gott ist. Aber das kann mich nicht selig machen, denn hierbei
bekenne ich mich als Geschdpf. Hingegen beim Durchbrechen — da stehe ich losgeldst von meinem Willen und vom Willen Gottes, von allen seinen Werken und von Gott selbst; da stehe ich oberhalb
von allen Geschdpfen. Da bin ich weder Gott noch Geschépf, ja, da bin ich das, was ich war und bleiben werde, jetzt und fir immer. Dabei erfahre ich ein Geprage, das mich hinaufbringt ber alle
Engel. Dieses Gepréage gibt mir einen solchen Reichtum, dass Gott mir nicht mehr geniigen kann mit all dem, was er als Gott ist und mit allen seinen géttlichen Werken, denn in diesem Durchbrechen
erhalte ich es, dass ich und Gott eins sind. Dort bin ich, was ich war. Dort erhalte ich weder etwas hinzu noch verliere ich etwas. Denn da bin ich das unveréanderliche Wesen, das alles veréndert. Hier
findet Gott keine Statte im Menschen, denn der Mensch erhalt aufgrund dieser Armut, was er ewig gewesen ist und immerdar bleiben wird. Hier ist Gott eins im Intellekt, und das ist die innerste Armut,
die man finden kann.

Wer diese Rede nicht versteht, der mache sich deswegen in seinem Herzen keine Sorgen. Denn solange der Mensch dieser Wahrheit nicht gleich wird, so lange wird er diese Rede nicht verstehen, denn
sie ist unverdeckte Wahrheit, wie sie unvermittelt aus dem Herzen Gottes kommt.

So zu leben, dass wir es ewig einsehen, dazu helfe uns Gott. Amen.
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Meister Eckhart Meister Eckhart, Sermon 32
Beati pauperes spiritu, quia ipsorum est regnum coelorum (Matth. 5:3)

Blessedness opened her mouth of Wisdom and spoke: “Blessed are the poor in spirit. for the kingdom of heaven is theirs.”

All angels and all saints and all that was ever born must be silent when this eternal Wisdom of the Father speaks; for all the wisdom of the angels and all creatures is a pure nothing before the bot-
tomless Wisdom of God. This Wisdom has spoken that the poor are blessed.

Now there are two kinds of poverty. The first is an outer poverty, and that is good and very praiseworthy in those people who willingly take it upon themselves out of love for our Lord Jesus Christ,
because he himself was poor in this sense while he was on earth. | will not speak further of this poverty. However, there is another poverty, an inner poverty, which is to be understood in this word of our
Lord when he says: “Blessed are the poor in spirit.” Now | beg you to be just this poor in order to be able to understand this speech; for | tell you by the eternal truth: If you do not become this truth of
which we speak, you will not be able to understand me.

Many people have asked me what poverty is in itself and what a poor person is. This | will answer :

Bishop Albert said, that a poor person is one who takes no pleasure in any of the things that God has ever created—and that is well said. However, we will say it still better, and take poverty in a
higher sense: A poor man is one who wills nothing, knows nothing, and has nothing. | will speak about these three points, and | beg you for the sake of the loving God, to understand this truth if you can.
If you don’t understand it, don’t worry about it, for | will speak of a truth that is of such a nature that only a few good people can understand it.

To the first point, we say that that person is poor who wills nothing.

Many people do not understand this meaning correctly; these are those people who through acts of penance and good works hold fast to their own selves, which they consider to be great. God have
mercy, that such people recognize so little of God’s truth. These people are called holy on the basis of outward appearance, but on the inside, they are asses, for they don’t comprehend the real
meaning of divine truth. Some people, it is true, say that a poor person is one who wills nothing. However, what they mean is: the person must live so as to not fulfill his own will in anything, but that he
should rather strive to fulfill the most beloved will of God. These people have made a good beginning, for their intention is good; therefore we will praise them. May God in His mercy give them the
kingdom of heaven. But by the divine truth, | say that these people are neither poor, nor are they similar to poor people. They are considered great in the eyes of those people who don’t know any
better. Yet | say that they are asses and they don’t understand anything of God’s truth. Because of their good intentions, may they reach the kingdom of heaven; but of that poverty of which | will
speak, of that they know nothing. Now if someone asks me what that is, a poor person who wills nothing, | answer thus: as long as a person has something of himself which is his will, with which he can
will to fulfill the will of God, such a person does not have the poverty of which we speak; for such a person still has a will with which he can satisfy the will of God, and that is not true poverty. For a
person to have true poverty, he must be so empty of his created will as he was before he was. For | say by the eternal truth: As long as you have the will to fulfill the will of God, and as long as you
have desire for eternity and for God, you are not truly poor. For a poor person is only someone who wills nothing and desires nothing. When | stood in my first source, there | had no God, and there |
was the source of myself. | willed nothing, | desired nothing, for | was a free being and a knower of myself in the enjoyment of the truth. There | willed myself, and | willed nothing else; what | willed,
that | was, and what | was, that | willed, and here | stood free of God and all things. When, by my own free choice, | went out from there, and received my created being, there | had a God; for,
before the creatures were, God was not yet God: He was, rather, what He was. As the creatures came into being and received their created being, then God was no longer God in Himself, rather in
the creatures, He was God. Now | say that

God, insofar as He is God, is not the highest goal of the creature. For this high a level of being the least creature has in God. And if it were so that a fly had reason, and on the path of reason at-
tempted to seek the eternal abyss of God’s being from which it had come, we would have to say that God, with all of that in which He is ‘God’, could not give even this fly satisfaction and fulfillment.
Therefore, we pray God that we may be free of God, and that we may comprehend and eternally enjoy the truth there where the highest angels and the fly and the soul are one, there where | stood
and willed what | was and was what | willed. So then we say: If the person wishes to be poor in will, he must will and desire as little as he willed and desired before he was. And in this way the person
who is poor wills nothing.

Secondly, a poor person is one who knows nothing.

Earlier, we have said that a person should live so that he lives neither himself nor the truth nor God. Now we say it differently, and will say even further: That person that wants to have this poverty
must live so that he doesn’t even know that he lives, neither himself nor the truth nor God. Rather, he must be so empty of all knowledge, that he neither knows nor recognizes nor senses that God lives in
him — further yet: he should be empty of all recognition that lives in him. For, while the person was in the eternal reality of God, nothing else lived in him; what lived there was himself. So therefore we
say that a person should be so empty of his own knowing as he was when he was not yet, and he allows God to act as He will, and the person is empty. Everything that ever came from God is directed
towards pure activity. The activity that is allotted to man is: loving and knowing. Now it is a debatable question wherein blessedness really lies. Many teachers have said that it lies in loving; others
say that it lies in knowing and loving, and what they say is better. We say however, that it lies neither in knowing nor in loving; there is rather a something in the soul out of which loving and knowing
flow; it itself does not know or love, as do the powers of the soul. Who comes to know this knows wherein blessedness lies. This something has neither before nor after, and it does not wait for anything
additional, for it would neither gain nor lose. Therefore it is robbed also of that knowing that God acts in it; it is, rather, the same thing that enjoys itself in the same way that God does. The person
must be so free and empty that he neither knows nor recognizes that God acts in him, and thus can the person possess poverty. The masters say that God is a being and a rational being and knows all
things. | say, however: God is neither a being nor a rational being nor does he know this or that. Therefore, God is free of all things—and therefore He is all things. Now he who wishes to be poor is
spirit must be poor of all of his own knowing, so that he knows about nothing, neither about God, nor about the creatures, nor about himself. Therefore it is necessary for the person to desire to know
or recognize nothing about the work of God. In this way it is possible for a person to be poor of his own knowing.

Thirdly, a poor person is one who has nothing. Many people have said that a person’s possessig nothing of the material things of the earth is perfection, and that is certainly true in that sense, if the
person does this intentionally. But that is not the sense that | mean. First, | have said that a poor person is one who does not will to fulfill the will of God, but rather lives so that he is as empty of his own
will and the will of God as he was before he was. Of this poverty we say that it is the highest poverty. Secondly we said that a poor person is one who does not know the working of God within himself.
When one is empty of this knowing and recognizing, that is the purest poverty. The third poverty, however, of which | will now speak, that is the utmost: It is this, that a person has nothing. Now pay close
attention! | have frequently said, and great teachers say it also: the person should be so free of all things, inner and outer, that he can be a place for God, wherein God can work. Now, however, | say
it differently. It is thus: if a person is empty of all things, of all creatures, of himself and of God, and yet it is still true of him that God can still find a place to work within him, that person is not poor in
the truest poverty. For God does not intend that a person have a place within himself where God can work; rather, it is poverty of spirit when the person is so empty of God and of all of His works,
that God, if he wishes to work in the soul, is Himself the place wherein He will work - and this He does gladly. For if God finds a person this poor, God works His owns works, and the person bears God
within himself, and God is Himself the place of His works; the person is a pure God-bearer in his works, in view of the fact that God is One who works within Himself. Just here, in this poverty, the person
attains that eternal being that he has been, that he now is, and that he will eternally remain. There is a word of St. Paul’s, in which he says: “Everything that | am, | am through the grace of God.” (1
Cor. 15:10) Now, however, my speech appears to be above grace and above being and above knowing and will and all desire - how then can the word of St. Paul be true? To that there is this answer:
that St. Paul’s words are true. It was necessary for the grace of God to be in him, for God’s grace brought about in him the perfection of the accidental to the essential. When grace finished, and its
work was completed, there Paul remained what he was. So now we say that the person must be so poor that he has no place in himself wherein God can work. Where the person still holds a place
within himself, he still holds differentiation. Therefore, | pray God that He will make me free of God; for my essential being is above God, insofar as we take God as the beginning of all creation.
Namely, in that being of God’s where God is above all being and all differentiation, there | was myself, and knew myself, and created myself. And therefore, | am the cause of myself in my being,
which is eternal, but not of my becoming, which is temporal. And therefore, | am unborn, and in my unborn nature, | can never die. In my unborn nature, | have been eternally and am now and will remain
eternally. What | am in my born nature, that will die and be destroyed, for it is mortal; therefore, it must decay with time. In my eternal birth, all things were born, and | was the cause of myself and
of all things; and if | had wished, neither | nor all things would have been; however, if | were not, Got would not be: that God is God, of that | am the cause; if | were not, God would not be God. (It
is not necessary to know this.)

A great teacher said that his breaking through was nobler than his flowing out, and this is true. As | flowed out of God, all creatures spoke: God is. However, this cannot make me blessed, for in this |
only recognize myself as a creature. But in the breaking through, where | am empty of all of my own will and of the will of God and of all His works and of God Himself, there | am above all creatures
and am neither God nor creature, but am rather what | was and what | will be, now and forever. There | receive an upthrust that brings me above all angels. In this thrust, | receive such great riches,
that God cannot satisfy me with all of that by which He is God and with all of His divine works; for in this breaking through, it is given to me that God and | are one. There | am what | was, and there
| neither gain nor lose, for there | am the unmoved cause that moves all things. Here God finds no place within the person, for the person reaches with this poverty what he was eternally and will be
forever. Here God is one with the spirit, and that is the most true poverty that one can find. If you don’t understand this speech, don’t trouble your heart over it. For as long as a person does not become
this truth, he will not understand this speech. For this is a naked truth, which has come directly out of the heart of God.

That we may live so as to experience this eternally, so help us God. Amen.
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THE white male complex — SELBST (Nicai), 2018

Friedrich Nietzsche
The thousand and one goals

Many lands saw Zarathustra, and many peoples: thus he discovered the good and bad of many peoples. No greater power
did Zarathustra find on earth than good and bad.

No people could live without first valuing; if a people will maintain itself, however, it must not value as its neighbour valueth.
Much that passed for good with one people was regarded with scorn and contempt by another: thus | found it. Much found |
here called bad, which was there decked with purple honours.

Never did the one neighbour understand the other: ever did his soul marvel at his neighbour’s delusion and wickedness.

A table of excellencies hangeth over every people. Lol it is the table of their triumphs; lo! it is the voice of their Will to Power.
It is laudable, what they think hard; what is indispensable and hard they call good; and what relieveth in the direst distress, the
unique and hardest of all,—they extol as holy.

Whatever maketh them rule and conquer and shine, to the dismay and envy of their neighbours, they regard as the high and
foremost thing, the test and the meaning of all else.

Verily, my brother, if thou knewest but a people’s need, its land, its sky, and its neighbour, then wouldst thou divine the law of
its surmountings, and why it climbeth up that ladder to its hope.

“Always shalt thou be the foremost and prominent above others: no one shall thy jealous soul love, except a friend"—that made
the soul of a Greek thrill: thereby went he his way to greatness.

“To speak truth, and be skilful with bow and arrow”—so seemed it alike pleasing and hard to the people from whom cometh
my name—the name which is alike pleasing and hard to me.

“To honour father and mother, and from the root of the soul to do their will’—this table of surmounting hung another people
over them, and became powerful and permanent thereby.

“To have fidelity, and for the sake of fidelity to risk honour and blood, even in evil and dangerous courses™—teaching itself so,
another people mastered itself, and thus mastering itself, became pregnant and heavy with great hopes.

Verily, men have given unto themselves all their good and bad. Verily, they took it not, they found it not, it came not unto them
as a voice from heaven.

Values did man only assign to things in order to maintain himself—he created only the significance of things, a human signifi-
cance! Therefore, calleth he himself “man,” that is, the valuator.

Valuing is creating: hear it, ye creating ones! Valuation itself is the treasure and jewel of the valued things.

Through valuation only is there value; and without valuation the nut of existence would be hollow. Hear it, ye creating ones!
Change of values—that is, change of the creating ones. Always doth he destroy who hath to be a creator.

Creating ones were first of all peoples, and only in late times individuals; verily, the individual himself is still the latest creation.
Peoples once hung over them tables of the good. Love which would rule and love which would obey, created for themselves
such tables.

Older is the pleasure in the herd than the pleasure in the ego: and as long as the good conscience is for the herd, the bad
conscience only saith: ego.

Verily, the crafty ego, the loveless one, that seeketh its advantage in the advantage of many—it is not the origin of the herd,
but its ruin.

Loving ones, was it always, and creating ones, that created good and bad. Fire of love gloweth in the names of all the virtues,
and fire of wrath.

Many lands saw Zarathustra, and many peoples: no greater power did Zarathustra find on earth than the creations of the loving
ones—*"good” and “bad” are they called.

Verily, a prodigy is this power of praising and blaming. Tell me, ye brethren, who will master it for me2 Who will put a fetter
upon the thousand necks of this animal?

A thousand goals have there been hitherto, for a thousand peoples have there been. Only the fetter for the thousand necks is
still lacking; there is lacking the one goal. As yet humanity hath not a goal.

But pray tell me, my brethren, if the goal of humanity be still lacking, is there not also still lacking—humanity itselfe—

Thus spoke Zarathustra.
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THE white male complex — SELBST (Nicai), 2018, digital print on rice paper, scroll mounted, 45 x 400 cm
Alter ist an der Heerde die Lust, als die Lust am Ich: und so lange das gute Gewissen Heerde heisst, sagt nur das schlechte Gewissen: Ich.
Also sprach Zarathustra
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severe acute respiratory syndrome coronavirus 2 isolate Wuhan-Hu-1, complete genome, https://www.ncbi.nlm.nih.gov/nuccore/MN908947

attaaaggtttataccttcccaggtaacaaaccaaccaactttcgatetcttgtagatctgtictctaaacgaactttaaaatctgtgtggetgtcactcggetgeatgettagtgeactcacgecagtataattaataactaattactgtcgttgacaggacacgagta-
actcgtctatcttctgcaggcetgcettacggtttegtecgtgttgecagecgatcatcageacatctaggtttcgteccgggtgtgaccgaaaggtaagatggagagectigtccctggtttcaacgagaaaacacacgtccaactcagtttgectgttttacaggttege-
gacgtgctegtacgtggctttggagactccgtggaggaggtcttatcagaggeacgtcaacatcttaaagatggeacttgtggcettagtagaagttgaaaaaggegttttgectcaacttgaacagecctatgtgttcatcaaacgttcggatgetcgaactg-
cacctcatggtcatgttatggttgagcetggtagcagaactcgaaggceattcagtacggtcgtagtggtgagacacttggtgtecttgtccctcatgtgggcgaaataccagtggcettaccgcaaggticticttcgtaagaacggtaataaaggagetggtgge-
catagttacggcgccgatctaaagtcatttgacttaggecgacgagcttggeactgatecttatgaagatittcaagaaaactggaacactaaacatagcagtggtgttacccgtgaactcatgegtgagettaacggaggggceatacactcgetatgtcgataa-
caacttctgtggecctgatggctaccctcttgagtgcattaaagacctictagecacgtgctggtaaagcttcatgcactitgtccgaacaactggactttatigacactaagaggggtgtatactgctgccgtgaacatgageatgaaattgettggtacacggaac-
gttctgaaaagagctatgaattgcagacaccttttgaaattaaattggcaaagaaatttgacaccttcaatggggaatgtccaaatttigtatttcccttaaattccataatcaagactattcaaccaagggttgaaaagaaaaagcettgatggcetttatggg-
tagaattcgatctgtctatccagttgegtcaccaaatgaatgcaaccaaatgtgectttcaactctcatgaagtgtgatcattgtggtgaaacttcatggcagacgggegattttgttaaagecacttgcgaattttgtggecactgagaatttgactaaagaaggtg-
ccactacttgtggttacttaccccaaaatgcetgttgttaaaatttattgtccageatgtcacaaticagaagtaggacctgageatagtcttgecgaataccataatgaatctggettgaaaaccattcttcgtaagggtggtegeactattgectttggaggcetgtgt-
gttctcttatgttggttgccataacaagtgtgectattgggttccacgtgctagegetaacataggttgtaaccatacaggtgttgttggagaaggticcgaaggtcettaatgacaaccticttgaaatactccaaaaagagaaagtcaacatcaatattgttggt-
gactttaaacttaatgaagagatcgecattattttggcatctttttctgettccacaagtgcettttgtggaaactgtgaaaggtitggattataaagcecattcaaacaaattgttgaatcctgtggtaattttaaagttacaaaaggaaaagctaaaaaaggtgectg-
gaatattggtgaacagaaatcaatactgagtcctctttatgecatttgcatcagaggcetgetecgtgttgtacgatcaatttictcccgecactcttgaaactgetcaaaattctgtgegtgttttacagaaggecgctataacaatactagatggaattticacagtat-
tcactgagactcattgatgctatgatgticacatctgatttggctactaacaatctagttgtaatggectacattacaggtggtgttgttcagttgacticgcagtggetaactaacatctttggeactgtitatgaaaaactcaaacccgtecttgattggettgaa-
gagaagtttaaggaaggtgtagagtttcttagagacggttgggaaattgttaaatttatctcaacctgtgettgtgaaattgtcggtggacaaattgtcacctgtgcaaaggaaattaaggagagtgttcagacatictttaagettgtaaataaatttttg-
gctttgtgtgctgactctatcattattggtggagcetaaacttaaagecttgaatttaggtgaaacatttgtcacgecactcaaagggattgtacagaaagtgtgttaaatccagagaagaaactggectactcatgectctaaaagecccaaaagaaattatcttct-
tagagggagaaacacttcccacagaagtgttaacagaggaagttgtcttgaaaactggtgatttacaaccattagaacaacctactagtgaagetgttgaagcetccattggttggtacaccagtitgtattaacgggcttatgttgctcgaaatcaaagaca-
cagaaaagtactgtgcccttgcacctaatatgatggtaacaaacaataccttcacactcaaaggeggtgcaccaacaaaggttacttttggtgatgacactgtgatagaagtgcaaggttacaagagtgtgaatatcacttttgaacttgatgaaaggatt-
gataaagtacttaatgagaagtgcetctgectatacagttigaactcggtacagaagtaaatgagticgectgtgttgtggcagatgetgtcataaaaactitgcaaccagtatctgaattacttacaccactgggeattgatitagatgagtggagtatggcetacat-
actacttatttgatgagtctggtgagtttaaatiggceticacatatgtatigtictttctaccctccagatgaggatgaagaagaaggtgattgtgaagaagaagagtttgagccatcaactcaatatgagtatggtactgaagatgattaccaaggta-
aacctttggaatttggtgccacttctgetgcetcttcaacctgaagaagagecaagaagaagattggttagatgatgatagtcaacaaactgttggtcaacaagacggcagtgaggacaatcagacaactactattcaaacaattgttgaggticaacctcaatt-
agagatggaacttacaccagttgttcagactattgaagtgaatagtittagtggttatttaaaacttactgacaatgtatacattaaaaatgcagacattgtggaagaagetaaaaaggtaaaaccaacagtggttgttaatgcagecaatgtttaccttaaa-
catggaggaggtgttgcaggagecttaaataaggcetactaacaatgccatgcaagttgaatctgatgattacatagctactaatggaccacttaaagtgggtggtagttgtgttttaagcggacacaatcttgctaaacactgtcttcatgttgtcggeccaaat-
gttaacaaaggtgaagacattcaacttcttaagagtgcttatgaaaattttaatcagcacgaagtictacttgcaccattattatcagetggtatttttggtgctgaccctatacatictttaagagtttgtgtagatactgttcgcacaaatgtctacttagetgtetttga-
taaaaatctctatgacaaacttgtttcaagcetitttggaaatgaagagtgaaaagecaagttigaacaaaagatcgctgagattcctaaagaggaagttaagecatttataactgaaagtaaaccticagttgaacagagaaaacaagatgataagaaaat-
caaagcttgtgttgaagaagttacaacaactctggaagaaactaagttcctcacagaaaacttgttactttatattgacattaatggecaatcticatccagatictgecactettgttagtgacattgacatcactticttaaagaaagatgctccatatatagtgggt-
gatgttgttcaagagggtgttttaactgctgtggttatacctactaaaaaggcetggtggcactactgaaatgetagecgaaagetttgagaaaagtgeccaacagacaattatataaccacttacccgggtcagggtitaaatggttacactgtagaggagg-
caaagacagtgcttaaaaagtgtaaaagtgcecttttacattctaccatctattatctctaatgagaagcaagaaattcttggaactgtticttggaatttgcgagaaatgcettgcacatgcagaagaaacacgcaaattaatgectgtetgtgtggaaactaaag-
ccatagtttcaactatacagegtaaatataagggtattaaaatacaagagggtgtggttgattatggtgctagattttacttttacaccagtaaaacaactgtagegtcacttatcaacacacttaacgatctaaatgaaactcttgttacaatgecacttggcetatg-
taacacatggcttaaatttggaagaagctgctcggtatatgagatctctcaaagtgccagetacagtttctgtttettcacctgatgetgttacagegtataatggttatcttacttcticttctaaaacacctgaagaacattttattgaaaccatctcacttgetg-
gttcctataaagattggtectattctggacaatctacacaactaggtatagaatttcttaagagaggtgataaaagtgtatattacactagtaatcctaccacattccacctagatggtgaagttatcacctttgacaatcttaagacacttctttctttgagagaagt-
gaggactattaaggtgtttacaacagtagacaacattaacctccacacgcaagttgtggacatgtcaatgacatatggacaacagtitggtccaacttatttggatggagcetgatgttactaaaataaaacctcataattcacatgaaggtaaaacattttat-
gttttacctaatgatgacactctacgtgttgaggcettttgagtactaccacacaactgatectagtttictgggtaggtacatgtcagecattaaatcacactaaaaagtggaaatacccacaagttaatggtttaactictattaaatgggecagataacaactgt-
tatcttgccactgcattgttaacactccaacaaatagagttgaagtttaatccacctgctctacaagatgcttattacagagcaagggetggtgaagetgctaacttttgtgcacttatcttagectactgtaataagacagtaggtgagttaggtgatgtta-
gagaaacaatgagttacttgtttcaacatgeccaatttagaticttgcaaaagagtcttgaacgtggtgtgtaaaacttgtggacaacagcagacaacccttaagggtgtagaagetgttatgtacatgggceacactttcttatgaacaatttaagaaaggt-
gttcagataccttgtacgtgtggtaaacaagctacaaaatatctagtacaacaggagtcacctittgttatgatgtcageaccacctgctcagtatgaacttaagecatggtacatttacttgtgctagtgagtacactggtaattaccagtgtggtcactataaa-
catataacttctaaagaaactttgtattgcatagacggtgctttacttacaaagtcctcagaatacaaaggtectattacggatgttttctacaaagaaaacagttacacaacaaccataaaaccagttacttataaattggatggtgttgtttgtacagaaatt-
gaccctaagttggacaattattataagaaagacaattcttatttcacagagcaaccaattgatcttgtaccaaaccaaccatatccaaacgcaagcettcgataattttaagtttgtatgtgataatatcaaatttgctgatgatttaaaccagttaactggttata-
agaaacctgcttcaagagagcttaaagttacattitttccctgacttaaatggtgatgtggtggcetattgattataaacactacacaccctcttttaagaaaggagctaaattgttacataaacctattgtitggcatgttaacaatgcaactaataaagecacg-
tataaaccaaatacctggtgtatacgttgictttggagcacaaaaccagtigaaacatcaaattcgtttgatgtactgaagtcagaggacgecgcagggaatggataatcttgectgcgaagatctaaaaccagictictgaagaagtagtggaaaatectac-
catacagaaagacgttctigagtgtaatgtgaaaactaccgaagttgtaggagacattatacttaaaccagcaaataatagtttaaaaattacagaagaggttggccacacagatctaatggetgcttatgtagacaattctagicttactatta-
agaaacctaatgaattatctagagtattaggtttgaaaacccttgctactcatggtttagetgcetgttaatagtgteccttgggatactatagetaattatgctaagecttttcttaacaaagttgttagtacaactactaacatagttacacggtgtttaaaccgt-
gtttgtactaattatatgecttatttctttactttattgctacaattgtgtacttttactagaagtacaaattctagaattaaageatctatgccgactactatagcaaagaatactgttaagagtgtcggtaaattttgtctagaggcettcatttaattatttgaagt-
cacctaatttttctaaactgataaatattataatttggtitttactattaagtgtttgectaggtictttaatctactcaaccgcetgctttaggtgttttaatgtctaatttaggeatgecttcttactgtactggttacagagaaggcetatttgaactctactaatgtcactattg-
caacctactgtactggtictataccttgtagtgtttgtcttagtggtttagatictttagacacctatectictttagaaactatacaaattaccatttcatcttttaaatgggatttaactgcettttggettagttigcagagtggtttttggcatataticttttcactaggtitttc-
tatgtacttggattggctgcaatcatgcaatigtttttcagctattttgcagtacattttattagtaaticttggettatgtggttaataattaatcttgtacaaatggecccgatttcagetatggttagaatgtacatcttcttigcatcattitattatgtatggaaaagttat-
gtgcatgttgtagacggttgtaattcatcaacttgtatgatgtgttacaaacgtaatagagcaacaagagtcgaatgtacaactattgttaatggtgttagaaggtcctittatgtctatgctaatggaggtaaaggctittgcaaactacacaattggaattgtgt-
taattgtgatacattctgtgctggtagtacatttattagtgatgaagttgcgagagacttgtcactacagtttaaaagaccaataaatectactgaccagtcticttacatcgttgatagtgttacagtgaagaatggticcateccatctttactttgataaagetggt-
caaaagacttatgaaagacattctctctetcattttgttaacttagacaacctgagagcetaataacactaaaggttcattgectattaatgttatagtitttgatggtaaatcaaaatgtgaagaatcatctgcaaaatcagegtetgtttactacagtcagettatgt-
gtcaacctatactgttactagatcaggeattagtgtctgatgttggtgatagtgcggaagttgcagttaaaatgtttgatgcttacgttaatacgttticatcaacttttaacgtaccaatggaaaaactcaaaacactagttgcaactgcagaagetgaacttg-
caaagaatgtgtccttagacaatgtcttatctacttttatttcagcagcetcggcaagggtttgttgattcagatgtagaaactaaagatgttgttgaatgtcttaaattgtcacatcaatctgacatagaagttactggcgatagttgtaataactatatget-
cacctataacaaagttgaaaacatgacaccccgtgaccttggtgcttgtattgactgtagtgegegtcatattaatgecgcaggtagcaaaaagtcacaacattgctttgatatggaacgttaaagatttcatgtcattgtctgaacaactacgaaaacaaatacg-
tagtgctgctaaaaagaataacttaccttttaagtigacatgtgcaactactagacaagttgttaatgttgtaacaacaaagatagcacttaagggtggtaaaatigttaataatiggttgaagcagttaattaaagttacacttgtgticctttttgttgetge-
tattttctatttaataacacctgttcatgtcatgtctaaacatactgacttttcaagtgaaatcataggatacaaggctattgatggtggtgtcactcgtgacatageatctacagatacttgttttgctaacaaacatgetgatittgacacatggtttageccagegtggt-
ggtagttatactaatgacaaagcttgcccattgattgetgcagtcataacaagagaagtgggttttgtcgtgectggtttgecctggcacgatattacgcacaactaatggtgactttttgeatttcttacctagagtttttagtgcagttggtaacatctgttacacac-
catcaaaacttatagagtacactgactttgcaacatcagettgtgttttggetgetgaatgtacaatttttaaagatgctictggtaagecagtaccatattgttatgataccaatgtactagaaggttctgttgcttatgaaagtttacgeectgacacacgttatgt-
gctcatggatggctctattattcaatttcctaacacctaccttgaaggtictgttagagtggtaacaacttttgatictgagtactgtaggecacggeacttgtgaaagatcagaagcetggtgtttgtgtatctactagtggtagatgggtacttaacaatgattatta-
cagatctttaccaggagtttictgtggtgtagatgctgtaaatttacttactaatatgtttacaccactaattcaacctattggtgctttggacatatcageatctatagtagetggtggtattgtagetatcgtagtaacatgecttgectactattttatgaggtttagaa-
gagcttttggtgaatacagtcatgtagttgectttaatactttactattccttatgtcaticactgtactctgtttaacaccagtttactcattcttacctggtgtitatictgttatttacttgtacttgacattttatcttactaatgatgtitcttttttagcacatattcagtggatg-
gttatgttcacacctttagtacctttctggataacaattgettatatcatttgtatttccacaaagceattictattggtictttagtaattacctaaagagacgtgtagtctttaatggtgtttcctttagtacttttgaagaagetgecgetgtgecacctttttgttaaata-
aagaaatgtatctaaagttgcgtagtgatgtgctattacctcttacgcaatataatagatacttagetctttataataagtacaagtattttagtggagcaatggatacaactagctacagagaagetgcettgttgtcatctcgcaaaggctctcaatgacticagta-
actcaggttctgatgtictttaccaaccaccacaaacctctatcacctcagcetgttttgcagagtggttttagaaaaatggeattecccatctggtaaagttgagggttgtatggtacaagtaacttgtggtacaactacacttaacggtcetttggettgatgacg-
tagtttactgtccaagacatgtgatctgcacctctgaagacatgcttaaccctaattatgaagatttactcattcgtaagtctaatcataatticttggtacaggetggtaatgticaactcagggttattggacattctatgcaaaattgtgtacttaagettaaggtt-
gatacagccaatcctaagacacctaagtataagtttgticgcattcaaccaggacagactttttcagtgttagcettgttacaatggttcaccatctggtgtttaccaatgtgctatgaggeccaatttcactattaagggttcattecttaatggttcatgtggtagtgttg-
gttttaacatagattatgactgtgtctctttttgttacatgcaccatatggaattaccaactggagticatgctggcacagacttagaaggtaacttttatggacctitigttgacaggcaaacagcacaagcagcetggtacggacacaactattacagttaat-
gttttagctiggtigtacgetgetgttataaatggagacaggtggttictcaatcgatttaccacaactcttaatgactitaaccttgtggctatgaagtacaattatgaacctctaacacaagaccatgttgacatactaggaccictitctgctcaaactggaattge-
cgttttagatatgtgtgcticattaaaagaattactgcaaaatggtatgaatggacgtaccatattgggtagtgctitattagaagatgaatitacacctittgatgttgttagacaatgctcaggtgttactitccaaagtgcagtgaaaagaacaatcaagggta-
cacaccactggttgttactcacaattttgacttcacttttagtittagtccagagtactcaatggtctttgttcttttitttgtatgaaaatgectttttaccttttgctatgggtattattgetatgtetgcettttgcaatgatgtttgtcaaacataageatgcatttctct-
gtttgtttttgttacctictcttgecactgtagcettattttaatatggtctatatgectgctagttgggtgatgegtattatgacatggttggatatggttgatactagtitgtctggttttaagctaaaagactgtgttatgtatgcatcagetgtagtgttactaatecttatga-
cagcaagaactgtgtatgatgatggtgctaggagagtgtggacacttatgaatgtcttgacactcgtttataaagtttattatggtaatgctttagatcaagecatttccatgtgggcetcttataatctctgttacttctaactactcaggtgtagttacaactgteat-
gtttttggccagaggtattgtttttatgtgtgttgagtattgecctattticttcataactggtaatacacttcagtgtataatgctagtttattgtttcttaggcetatttttgtacttgttactttggectettttgtttactcaaccgctactttagactgactcttggtgtttatgat-
tacttagtttctacacaggagtttagatatatgaattcacagggactactcccacccaagaatageatagatgecttcaaactcaacattaaattgttgggtgttggtggcaaaccttgtatcaaagtagecactgtacagtctaaaatgtcagatgtaaagtgea-
catcagtagtcttactctcagtittgcaacaactcagagtagaatcatcatctaaattgtgggctcaatgtgtccagttacacaatgacatictcttagctaaagatactactgaagectttgaaaaaatggtitcactacttictgttttgetttccatgcagggtgetg-
tagacataaacaagctttgtgaagaaatgctggacaacagggcaaccttacaagctatagectcagagtttagticecticcatcatatgcagcettitgctactgctcaagaagettatgagecaggetgttgctaatggtgatictgaagttgttcttaaaaagtt-
gaagaagtctttgaatgtggctaaatctgaatttgaccgtgatgcagecatgcaacgtaagttggaaaagatggcetgatcaagcetatgacccaaatgtataaacaggcetagatctgaggacaagagggecaaaagttactagtgctatgcagacaat-
gcttttcactatgcttagaaagttggataatgatgcactcaacaacattatcaacaatgcaagagatggttgtgticecttgaacataatacctettacaacagecagecaaactaatggtigtcataccagactataacacatataaaaatacgtgtgatggta-
caacatttacttatgcatcageattgtgggaaatccaacaggttgtagatgcagatagtaaaattgttcaacttagtgaaattagtatggacaaticacctaatttagcatggectcttatigtaacagcetttaagggecaattctgetgtcaaattacagaataat-
gagcttagtectgttgcactacgacagatgtettgtgctgeccggtactacacaaactgcttgecactgatgacaatgegttagcettactacaacacaacaaagggaggtaggtttgtacttgcactgttatccgatttacaggatttgaaatgggetagatteectaa-
gagtgatggaactggtactatctatacagaactggaaccaccttgtaggtttgttacagacacacctaaaggtcctaaagtgaagtatttatactitattaaaggattaaacaacctaaatagaggtatggtacttggtagtttagetgeccacagtacgtcta-
caagctggtaatgcaacagaagtgectgeccaattcaactgtattatctitctgtgettttgetgtagatgetgctaaagcettacaaagattatctagectagtgggggacaaccaatcactaattgtgttaagatgttgtgtacacacactggtactggtcaggeaata-
acagttacaccggaagcecaatatggatcaagaatcctttggtggtgcatcgtgttgtctgtactgecgttgeccacatagatcatccaaatcctaaaggattttgtgacttaaaaggtaagtatgtacaaatacctacaacttgtgctaatgaccctgtgggtitta-
cacttaaaaacacagtctgtaccgtctgcggtatgtggaaaggttatggetgtagttgtgatcaactccgecgaacccatgettcagtcagetgatgecacaategtttttaaacgggtttgcggtgtaagtgecageccgtettacaccgtgeggcacaggeactag-
tactgatgtcgtatacagggcttttgacatctacaatgataaagtagcetggttttgctaaattcctaaaaactaattgttgtcgcttccaagaaaaggacgaagatgacaatttaattgaticttactttgtagttaagagacacacttictctaactaccaacat-
gaagaaacaatttataatttacttaaggattgtccagetgttgctaaacatgactictttaagtttagaatagacggtgacatggtaccacatatatcacgtcaacgtcttactaaatacacaatggcagacctegtctatgctttaaggeattttgatgaaggta-
attgtgacacattaaaagaaatacttgtcacatacaattgttgtgatgatgattatttcaataaaaaggactggtatgattttgtagaaaacccagatatattacgecgtatacgeccaacttaggtgaacgtgtacgccaagcetttgttaaaaacagtacaattct-
gtgatgccatgcgaaatgcetggtattgttggtgtactgacattagataatcaagatctcaatggtaactggtatgatitcggtgatttcatacaaaccacgccaggtagtggagttcctgtigtagaticttattattcattgttaatgectatattaaccttgaccagg-
gctttaactgcagagtcacatgttgacactgacttaacaaagecttacattaagtgggatitgttaaaatatgacttcacggaagagaggttaaaactctttgaccgttattttaaatattgggatcagacataccacccaaattgtgttaactgtttggatga-
cagatgcattctgecattgtgcaaactttaatgtittattctctacagtgttcccacctacaagtittggaccactagtgagaaaaatatttgttgatggtgttccatttgtagtticaactggataccacttcagagagcetaggtgttgtacataatcaggatgtaaactta-
catagctctagacttagttttaaggaattacttgtgtatgetgctgaccctgetatgcacgcetgetictggtaatctattactagataaacgceactacgtgcttttcagtagetgcacttactaacaatgttgettttcaaactgtcaaacccggtaattttaa-
caaagacttctatgactttgctgtgtctaagggtttctttaaggaaggaagtictgttgaattaaaacactictictttgctcaggatggtaatgetgctatcagegattatgactactatcgttataatctaccaacaatgtgtgatatcagacaactactatttgtagtt-
gaagttgttgataagtactttgattgttacgatggtggctgtattaatgctaaccaagtcatcgtcaacaacctagacaaatcagetggttttccatttaataaatggggtaaggcetagactttattatgatticaatgagttatgaggatcaagatgeacttttcg
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catatacaaaacgtaatgtcatccctactataactcaaatgaatcttaagtatgecattagtgcaaagaatagagcetcgecaccgtagetggtgtctetatctgtagtactatgaccaatagacagtttcatcaaaaattattgaaatcaatagccgecactagag-
gagctactgtagtaattggaacaagcaaattctatggtggttggcacaacatgttaaaaactgtttatagtgatgtagaaaaccctcaccttatgggttgggattatcctaaatgtgatagagecatgectaacatgcttagaattatggectcacttgttcttgete-
gcaaacatacaacgtgttgtagcettgtcacaccgtttctatagattagctaatgagtgtgctcaagtattgagtgaaatggtcatgtgtggeggttcactatatgttaaaccaggtggaacctcatcaggagatgccacaactgcttatgctaatagtgtttttaa-
catttgtcaagctgtcacggcecaatgttaatgeacttttatctactgatggtaacaaaattgccgataagtatgtccgcaatttacaacacagactttatgagtgtctctatagaaatagagatgttgacacagactitgtgaatgagttttacgecatatitgegtaaa-
catttctcaatgatgatactctctgacgatgcetgtigtgtgtitcaatagcacttatgecatctcaaggtctagtggctagecataaagaactttaagtcagtictttattatcaaaacaatgtttitatgtctgaagcaaaatgttggactgagactgaccttactaaag-
gacctcatgaattttgctctcaacatacaatgetagttaaacagggtgatgattatgtgtaccticcttacccagatccatcaagaatcctaggggecggetgttitgtagatgatatcgtaaaaacagatggtacacttatgattgaacggttcgtgtctttage-
tatagatgcttacccacttactaaacatcctaatcaggagtatgetgatgtctticatttgtacttacaatacataagaaagcetacatgatgagttaacaggacacatgttagacatgtattctgttatgcttactaatgataacacttcaaggtattgggaacct-
gagttttatgaggctatgtacacaccgcatacagtcttacaggcetgttggggcettgtgtictttgcaatticacagacttcattaagatgtggtgcttgcatacgtagaccaticttatgttgtaaatgetgttacgaccatgtcatatcaacatcacataaatt-
agtcttgtctgttaatccgtatgtttgcaatgctccaggtigtgatgtcacagatgtgactcaactttacttaggaggtatgagcetattattgtaaatcacataaaccacccattagttticcattgtgtgctaatggacaagtttttggtitatataaaaatacatgtgtig-
gtagcgataatgttactgactttaatgcaattgcaacatgtgactggacaaatgctggtgattacattttagctaacacctgtactgaaagactcaagcetttttgcagcagaaacgctcaaagctactgaggagacatttaaactgtcttatggtattgetactg-
tacgtgaagtgctgtctgacagagaattacatctttcatgggaagttggtaaacctagaccaccacttaaccgaaattatgtctttactggttatcgtgtaactaaaaacagtaaagtacaaataggagagtacacctttgaaaaaggtgactatggtgatget-
gttgtttaccgaggtacaacaacttacaaattaaatgttggtgattattttgtgctgacatcacatacagtaatgccattaagtgcacctacactagtgccacaagagceactatgttagaattactggcettatacccaacactcaatatctcagatgagtittctag-
caatgttgcaaattatcaaaaggttggtatgcaaaagtatictacactccagggaccacctggtactggtaagagtcattttgctattggectagetctctactaccctictgctcgecatagtgtatacagcettgetctcatgecgcetgttgatgcactatgtgagaagg-
cattaaaatatttgcctatagataaatgtagtagaattatacctgcacgtgctcgtgtagagtgttttgataaatticaaagtgaattcaacattagaacagtatgtcttitgtactgtaaatgecattgectgagacgacagcagatatagttgtctttgat-
gaaatttcaatggccacaaattatgatttgagtgttgtcaatgccagattacgtgctaageactatgtgtacattggcgaccctgetcaattacctgecaccacgeacattgetaactaagggeacactagaaccagaatatttcaattcagtgtgtagacttat-
gaaaactataggtccagacatgttcctcggaacttgtcggegttgtectgctgaaattgttgacactgtgagtgcetttggtttatgataataagettaaagecacataaagacaaatcagcetcaatgcetttaaaatgttttataagggtgttatcacgecatgat-
gtttcatctgcaattaacaggccacaaataggegtggtaagagaattccttacacgtaaccctgcttggagaaaagctgtcetttatttcaccttataattcacagaatgctgtagectcaaagattttgggactaccaactcaaactgttgattcatcacagggct-
cagaatatgactatgtcatatticactcaaaccactgaaacagctcactcttgtaatgtaaacagatttaatgtigetattaccagagcaaaagtaggceatactttgcataatgtctgatagagaccittatgacaagtigcaatttacaagtcttgaaattccacg-
taggaatgtggcaactitacaagctgaaaatgtaacaggactctttaaagattgtagtaaggtaatcactgggttacatcctacacaggeacctacacacctcagtgttgacactaaattcaaaactgaaggtitatgtgttgacatacctggcatacctaagg-
acatgacctatagaagactcatctctatgatgggttttaaaatgaattatcaagttaatggttaccctaacatgtttatcacccgcgaagaagcetataagacatgtacgtgecatggattggettcgatgtcgaggggtgtcatgctactagagaagetgttggtac-
caatttacctttacagctaggtttttctacaggtgttaacctagttgctgtacctacaggttatgttgatacacctaataatacagatttttccagagttagtgctaaaccaccgectggagatcaatttaaacacctcataccacttatgtacaaaggacttccttg-
gaatgtagtgcgtataaagattgtacaaatgttaagtgacacacttaaaaatctctctgacagagtegtatttgtcttatgggeacatggetitgagttgacatctatgaagtattttgtgaaaataggacctgagegeacctgttgtctatgtgatagacgtgeca-
catgcttttccactgcttcagacacttatgectgttggeatcattctattggatttgattacgtctataatecgtttatgattgatgttcaacaatggggttttacaggtaacctacaaagcaaccatgatctgtattgtcaagtccatggtaatgcacatgtagetagttgt-
gatgcaatcatgactaggtgtctagcetgtccacgagtgctttgttaagegtgttgactggactattgaatatcctataattggtgatgaactgaagattaatgcggcettgtagaaaggttcaacacatggttgttaaagetgecattattagcagacaaattc-
ccagttcttcacgacattggtaaccctaaagctattaagtgtgtacctcaagetgatgtagaatggaagttctatgatgcacagecttgtagtgacaaagcettataaaatagaagaattattctaticttatgccacacatictgacaaattcacagatggtgtatg-
cctattttggaattgcaatgtcgatagatatcctgctaattccattgtttgtagatttgacactagagtgctatctaaccttaacttgectggttgtgatggtggeagtttgtatgtaaataaacatgcattccacacaccagcettttgataaaagtgcttitgttaatita-
aaacaattaccatttttctattactctgacagtccatgtgagtctcatggaaaacaagtagtgtcagatatagattatgtaccactaaagtctgectacgtgtataacacgttgcaatitaggtggtgctgtetgtagacatcatgctaatgagtacagattgtatete-
gatgcttataacatgatgatctcagetggctttagettgtgggtttacaaacaatttgatacttataacctctggaacacttttacaagacttcagagtttagaaaatgtggcettttaatgttgtaaataagggacactttgatggacaacagggtgaagtac-
cagtttctatcattaataacactgtttacacaaaagttgatggtgttgatgtagaattgtttgaaaataaaacaacattacctgttaatgtageatttgagetttgggctaagegeaacattaaaccagtaccagaggtgaaaatactcaataatttgggtgtgga-
cattgctgctaatactgtgatctgggactacaaaagagatgctccageacatatatctactattggtgtttgttctatgactgacatagccaagaaaccaactgaaacgatttgtgcaccactcactgtettttttgatggtagagttgatggtcaagtagact-
tatttagaaatgcccgtaatggtgticttattacagaaggtagtgttaaaggtttacaaccatctgtaggtcccaaacaagcetagtcttaatggagtcacattaattiggagaagecgtaaaaacacagticaattattataagaaagttgatggtgttgtccaa-
caattacctgaaacttactttactcagagtagaaatttacaagaatttaaacccaggagtcaaatggaaattgatticttagaattagctatggatgaaticattgaacggtataaattagaaggctatgectticgaacatatcgtitatggagattttagt-
catagtcagttaggtggtttacatctactgattggactagctaaacgttttaaggaatcaccttttgaattagaagattttattcctatggacagtacagttaaaaactatttcataacagatgecgcaaacaggticatctaagtgtgtgtgtictgttattgatitat-
tacttgatgattttgttgaaataataaaatcccaagatttatctgtagtitctaaggttgtcaaagtgactattgactatacagaaatttcatttatgctitggtgtaaagatggecatgtagaaacattttacccaaaattacaatctagtcaagegtggcaaccgg-
gtgttgctatgectaatctttacaaaatgcaaagaatgctattagaaaagtgtgaccttcaaaattatggtgatagtgcaacattacctaaaggeataatgatgaatgtcgcaaaatatactcaactgtgtcaatatttaaacacattaacattagetgtac-
cctataatatgagagttatacattttggtgctggttctgataaaggagttgcaccaggtacagcetgttttaagacagtggttgectacgggtacgcetgcettgtcgattcagatcttaatgactttgtctctgatgcagattcaactttgattggtgattgtgcaactgta-
catacagctaataaatgggatctcattattagtgatatgtacgaccctaagactaaaaatgttacaaaagaaaatgactctaaagagggttttttcacttacatttgtgggtttatacaacaaaagcetagetcttggaggttccgtggctataaagataa-
cagaacattcttggaatgctgatctttataagctcatgggacacticgcatggtggacagectttgttactaatgtgaatgcgtcatcatctgaagceatttttaattggatgtaattatcttggcaaaccacgecgaacaaatagatggttatgtcatgcatgcaaat-
tacatattttggaggaatacaaatccaattcagtigicttcctatictttatttgacatgagtaaatitccccttaaattaaggggtactgetgttatgictttaaaagaaggtcaaatcaatgatatgattitatctcttcttagtaaaggtagacttataatta-
gagaaaacaacagagttgttatttctagtgatgttctigttaacaactaaacgaacaatgttigtttttcttgtittattgccactagtctctagtcagtgtgttaatcttacaaccagaactcaattacceccctgecatacactaattctttcacacgtggtgtttattaccctg-
acaaagttttcagatcctcagttttacattcaactcaggacttgttcttacctttcttttccaatgttacttggttccatgctatacatgtctctgggaccaatggtactaagaggtttgataaccctgtectaccatttaatgatggtgtttattttgettccactgagaagtcta-
acataataagaggcetggatttttggtactactttagattcgaagacccagtecctacttattgttaataacgctactaatgttgttattaaagtctgtgaatttcaattttgtaatgatccatttttgggtgtttattaccacaaaaacaacaaaagttggatggaaagt-
gagttcagagtttattctagtgcgaataattgcacttitgaatatgtctctcagecttttcttatggaccttgaaggaaaacagggtaatttcaaaaatcttagggaatttgtgtttaagaatattgatggttattttaaaatatattictaagcacacgectatta-
atttagtgcgtgatctccctcagggtttttcggcetttagaaccattggtagatttgccaataggtattaacatcactaggtttcaaactttacttgetttacatagaagttatttgactcctggtgaticticttcaggttggacagetggtgetgcagcettattatgtgggt-
tatcttcaacctaggactttictattaaaatataatgaaaatggaaccattacagatgetgtagactgtgecacttgaccctctctcagaaacaaagtgtacgttgaaatccttcactgtagaaaaaggaatctatcaaacttctaactttagagtccaaccaa-
cagaatctattgttagatttcctaatattacaaacttgtgeccttttggtgaagtitttaacgccaccagattigeatctgtitatgctiggaacaggaagagaatcagecaactgtgttgctgattatictgtcctatataattccgeatcattttccacttttaagtgttatg-
gagtgtctectactaaattaaatgatctctgetttactaatgtctatgcagattcatttgtaattagaggtgatgaagtcagacaaategctccagggecaaactggaaagattgetgattataattataaattaccagatgattttacaggetgegttatagetig-
gaattctaacaatcttgattctaaggttggtggtaattataattacctgtatagattgtttaggaagtctaatctcaaacctittgagagagatatttcaactgaaatctatcaggecggtageacaccttgtaatggtgttgaaggttttaattgttactttecttta-
caatcatatggtttccaacccactaatggtgttggttaccaaccatacagagtagtagtactttcttttgaacttctacatgcaccageaactgtttgtggacctaaaaagtctactaatttggttaaaaacaaatgtgtcaatttcaacttcaatggtttaacaggea-
caggtgttcttactgagtctaacaaaaagtttctgectttccaacaatttggcagagacattgctgacactactgatgcetgtccgtgatccacagacacttgagattcttgacattacaccatgttcttttggtggtgtcagtgttataacaccaggaa-
caaatacttctaaccaggttgctgtictttatcaggatgttaactgcacagaagtccctgttgetattcatgcagatcaacttactectacttggegtgtttattctacaggtictaatgtttttcaaacacgtgcaggcetgtttaataggggcetgaacatgtcaacaact-
catatgagtgtgacatacccattggtgcaggtatatgecgetagttatcagactcagactaattctcctcggegggeacgtagtgtagetagtcaatccatcattgectacactatgtcactiggtgcagaaaattcagttgcettactctaataactctattgecatac-
ccacaaattttactattagtgttaccacagaaattctaccagtgtctatgaccaagacatcagtagattgtacaatgtacatttgtggtgaticaactgaatgcageaatcttttgttgcaatatggecagtttttgtacacaattaaaccgtgctitaactggaatagcet-
gttgaacaagacaaaaacacccaagaagtttttgcacaagtcaaacaaatttacaaaacaccaccaattaaagattttggtggttttaatttttcacaaatattaccagatccatcaaaaccaagecaagaggtcatttattgaagatctacttttcaacaaagt-
gacacttgcagatgctggcettcatcaaacaatatggtgattgecttggtgatattgetgctagagaccteatttgtgcacaaaagtttaacggecttactgttttgccacctttgctcacagatgaaatgattgetcaatacacttctgcactgttagegggtacaat-
cacttctggttggacctttggtgcaggtgctgeattacaaataccatttgctatgcaaatggcettataggtttaatggtattggagttacacagaatgtictctatgagaaccaaaaattgattgccaaccaatttaatagtgctattggcaaaattcaagact-
cactttcttccacagcaagtgcacttggaaaacttcaagatgtggtcaaccaaaatgcacaagctttaaacacgcettgttaaacaacttagetccaattttggtgcaatttcaagtgttttaaatgatatectttcacgtcttgacaaagttgaggetgaagtg-
caaattgataggttgatcacaggcagacticaaagtttgcagacatatgtgactcaacaattaattagagetgcagaaatcagagcettctgetaatettgetgetactaaaatgtcagagtgtgtacttggacaatcaaaaagagttgattittigtiggaaagg-
gctatcatcttatgtccttccctcagtcageacctcatggtgtagicticttgecatgtgacttatgtccctgcacaagaaaagaacttcacaactgetectgecatttgtcatgatggaaaageacactitcctcgtgaaggtgtettigtticaaatggcacacactg-
gtttgtaacacaaaggaatttttatgaaccacaaatcattactacagacaacacatttgtgtctggtaactgtgatgttgtaataggaattgtcaacaacacagtttatgatcctttgcaacctgaattagactcaticaaggaggagttagataaatatttta-
agaatcatacatcaccagatgttgatttaggtgacatctctggeattaatgcettcagttgtaaacaticaaaaagaaattgaccgectcaatgaggttgccaagaatttaaatgaatctctcatcgatctccaagaacttggaaagtatgagecagtatataaaat-
ggccatggtacatttggctaggttttatagetggettgattgecatagtaatggtgacaattatgcetitgetgtatgaccagttgetgtagtigtctcaagggcetgtigticttgtggatectgetgcaaatttgatgaagacgactctgagecagtgctcaaaggagt-
caaattacattacacataaacgaacttatggatttgtttatgagaatcttcacaattggaactgtaactttgaagcaaggtgaaatcaaggatgctactecttcagattttgttcgcgetactgcaacgataccgatacaagectcactecctttcggatgget-
tattgttggcgttgcacticttgetgtitttcagagegcettccaaaatcataaccctcaaaaagagatggecaactagcactctccaagggtgttcactttgtttgcaacttgetgtigttgtttgtaacagtitactcacacctittgetegtitgetgetggecttgaage-
cccttttctctatctttatgcetttagtctacticttgcagagtataaactttgtaagaataataatgaggcetttggcetttgectggaaatgeccgttccaaaaacccattactttatgatgccaactattttctttgectggecatactaattgttacgactattgtatacctta-
caatagtgtaacticttcaattgtcattacttcaggtgatggcacaacaagtcctatttctgaacatgactaccagattggtggttatactgaaaaatgggaatctggagtaaaagactgtgttgtattacacagttacticacticagactattaccagetgtact-
caactcaattgagtacagacactggtgttgaacatgttaccticttcatctacaataaaattgttgatgagectgaagaacatgtccaaattcacacaatcgacggttcatccggagttgttaatccagtaatggaaccaatttatgatgaaccgacgacgac-
tactagcgtgcectttgtaagcacaagcetgatgagtacgaacttatgtactcattegtttcggaagagacaggtacgttaatagttaatagegtactictttticttgctttcgtggtattcttgctagttacactagecatecttactgegcettcgattgtgtgegtactgetg-
caatattgttaacgtgagtcttgtaaaacctictttttacgtttactctcgtgttaaaaatctgaattcttctagagttcctgatcttctggtctaaacgaactaaatattatattagttttictgtttggaactttaattttagecatggcagattccaacggtactattaccgtt-
gaagagcttaaaaagctecttgaacaatggaacctagtaataggtttcctattccttacatggatttgtcttctacaatttgectatgccaacaggaataggtttttgtatataattaagttaattttectctggetgttatggccagtaactttagettgttttgtgcttget-
gctgtttacagaataaattggatcaccggtggaattgctatcgcaatggcettgtettgtaggcettgatgtggetcagetacttcattgetictttcagactgtttgegegtacgegticcatgtggtcattcaatccagaaactaacattctictcaacgtgecactccatgg-
cactattctgaccagaccgcetictagaaagtgaactcgtaatcggagcetgtgatccttcgtggacatcttcgtattgctggacaccatctaggacgcetgtgacatcaaggacctgectaaagaaatcactgttgctacatcacgaacgcetticttattacaaattgg-
gagcttcgcagegtgtagcaggtgactcaggtittgetgcatacagtcgctacaggattggcaactataaattaaacacagaccaticcagtagcagtgacaatatigetitgettgtacagtaagtgacaacagatgtitcatctcgttgactitcaggttac-
tatagcagagatattactaattattatgaggacttttaaagtttccatttggaatcttgattacatcataaacctcataattaaaaatttatctaagtcactaactgagaataaatatictcaattagatgaagagcaaccaatggagattgattaaacgaacat-
gaaaattattcttttcttggcactgataacactegctacttgtgagcetttatcactaccaagagtgtgttagaggtacaacagtacttttaaaagaaccttgetcttctggaacatacgagggeaattcaccatttcatectctagetgataacaaatttgeact-
gacttgctttagcactcaatttgcettttgettgtcctgacggegtaaaacacgtctatcagttacgtgccagatcagtttcacctaaactgttcatcagacaagaggaagttcaagaactttactctccaatttttcttattgttgcggecaatagtgtttataa-
cactttgcttcacactcaaaagaaagacagaatgattgaactttcattaattgacttctatttgtgcetttttagectttctgctattccttgttttaattatgcettattatcttttggttctcacttgaactgcaagatcataatgaaacttgtcacgectaaacgaacat-
gaaatticttgttttcttaggaatcatcacaactgtagetgeatitcaccaagaatgtagtttacagtcatgtactcaacatcaaccatatgtagttgatgacccgtgtectattcactictattctaaatggtatattagagtaggagctagaaaatcagecacctitaatt-
gaattgtgcgtggatgaggctggttctaaatcacccattcagtacatcgatatcggtaattatacagtttcctgtttaccttttacaattaattgccaggaacctaaattgggtagtcttgtagtgegttgttcgttctatgaagactttttagagtatcatgacgttegt-
gttgttttagatttcatctaaacgaacaaactaaaatgtctgataatggaccccaaaatcagecgaaatgcaccccgeattacgtttggtggaccctcagaticaactggcagtaaccagaatggagaacgcagtggggegegatcaaaacaacgtcgge-
cccaaggtttacccaataatactgegtettggttcaccgctctcactcaacatggcaaggaagaccttaaattccctcgaggacaaggegttccaattaacaccaatageagtccagatgaccaaattggctactaccgaagagctaccagacgaattcgtggt-
ggtgacggtaaaatgaaagatctcagtccaagatggtatttctactacctaggaactgggeccagaagetggacttcectatggtgctaacaaagacggeatcatatgggttgcaactgagggagecttgaatacaccaaaagatcacattggecacccg-
caatcctgctaacaatgetgcaategtgctacaacttcctcaaggaacaacattgeccaaaaggctictacgcagaagggagecagaggceggeagtcaagcectcttctegttectcatcacgtagtcgcaacagttcaagaaattcaactccaggecageagtagg-
ggaacttctcctgctagaatggetggecaatggeggtgatgetgcetcttgetitgetgetgettgacagattgaaccagettgagagcaaaatgtctggtaaaggecaacaacaacaaggcecaaactgtcactaagaaatctgetgctgaggcettctaagaag-
cctcggecaaaaacgtactgecactaaagcatacaatgtaacacaagcetttcggecagacgtggtccagaacaaacccaaggaaattttggggaccaggaactaatcagacaaggaactgattacaaacattggeccgcaaattgcacaatttgeccccage-
gcttcagegticttcggaatgtcgegeattggecatggaagtcacaccttcgggaacgtggtigacctacacaggtgccatcaaattggatgacaaagatccaaatitcaaagatcaagtcatttigctgaataageatattgacgcatacaaaacattcccac-
caacagagcctaaaaaggacaaaaagaagaaggctgatgaaactcaagecttaccgcagagacagaagaaacagecaaactgtgactcttcttcctgetgecagatttggatgatttctccaaacaattgcaacaatccatgagcagtgetgactcaact-
caggcctaaactcatgcagaccacacaaggcagatgggctatataaacgttttcgettttccgtttacgatatatagtctactcttgtgcagaatgaatictcgtaactacatagcacaagtagatgtagttaactttaatctcacatageaatctttaatcagtgtg-
taacattagggaggacttgaaagagcecaccacattttcaccgaggecacgecggagtacgatcgagtgtacagtgaacaatgctagggagagcetgectatatggaagagcecctaatgtgtaaaattaattttagtagtgctatccccatgtgatttta-
atagcttcttaggagaatgacaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaa
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THE — SELBST (boy meets girl)
THE —BA% (BZBLX%)
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THE white male complex (endgames), no.15 (Mahjong), 2016
A cooperation between Thomas Eller and Cao Yu.

In 1963 Marcel Duchamp famously had his photo taken playing chess with the twenty-year-old butt-naked Eve Babitz in his
museum exhibition in Pasadena.

More than half a century later, in 2016 Thomas Eller plays mahjong with the young performance artist Cao Yu during the 1. Dao
Jiao Art Festival — and is himself naked. Clearly things have changed a lot.

Firstly, the old idea of the artist and his muse, still present in Duchamp’s work, despite his effort to break the old patterns of
gender relationships, no longer works. How men and women relate today has become a highly contested playing field, where
hardly any rules apply anymore. Neither chess, nor mahjong — the players have to make up their own rules as they go along.
Secondly, Duchamp was one of the main artistic figures initiating a revolution in art that allowed artists to break the mold of
what was accepted as art in the 1960s and 70s. Readymade, concept, context, etc. were the terms with which a different rela-
tionship between art and reality could be attained. Many of these artistic strategies have aged now and are being re-iterated
and been ever so slightly re-formulated by recent generations of artists, that almost nothing new ever emerges anymore. What
used to be so progressive, is now being continued as almost a tradition by artists today. One could call this approach conser-
vative progressivism. This makes today’s art in the West so effective, but also so weak.

Thirdly, cultural currency — Duchamp was still a member of a Western boys club. Despite his gender-bending images of himself,
his reference audience was almost exclusively Caucasian people. Knowledge of Asian cultures just began seeping into the New
York art world mostly through John Cage and only through a heavily refined reading of old Asian philosophies. There was no
room for contemporary Asian formulations of art. This is also already clearly changing. The main impulses for contemporary
culture will come out of Asia in the future.

Thomas Eller and Cao Yu, with the help of Chen Xiao behind the camera, mark all these changes in a reverse restaging of
Duchamp’s chess performance. One issue remains unresolved however. Mahjong is usually play by four persons. Who are the
missing two people?! — Is there a crack in the logic of the artwork? — Or is it a crack in the fabric of reality? How many people
does it take to play?!

As the world is changing very quickly these days, this might be an opening that let’s in new ideas.

Sam Rose, 2016
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THE BABHELE (KB 52(FFIE). 20164
YEBHNEMSIEESR.

19635, BE/R - ki (Marcel Duchamp) FEEEMFEMA—MEMEMREFSZHFHIFRMELE - LXK (Eve Babitz) T
#, HTTHREZRE A

FASHERRI2016F, XEREE—BEENZATHESEFRORBEZAREN—EITKE, thEREF¥R. REBHEEXF
ML ERERE.

B, HEERFNAEZARSSHNBENS, REMIKEITHAMENXRZENX, BOEFFE NS, BLZEHXRE
ZWig, LFRBEMERARE. TIEERTERKEEZITHIE, IRBLAHZECHIAN. X, HEISLEZREWFHILE,
XIAEMEZARARBUTHI0FRF70FREBEZHNZANEN . BB M WS IFRERE, SAEALZEAUE L
S5UERRMX R REZAFEZPHASHE LI, ENMMIUNKRIEIHZERREREXBHINER, LAZF/LFLEEME
M. SERRBAPNSER AL S ZARNES, IUAURZARTESENL . EFHSHEAZARMLITZER, E
IR R — .

B, HEEALAARXLRS, MAREABEERZARMBAZ— REMEUET-IMECHEMNRBHEER, EEGLIN
KILFERBA HEIAH - IIF (John Cage) Xty EBRILMEEHITTRAMIMR, BAZARRA WML HT#E. Bi%
FRARTMEREE XRPESEHTT. Kk, SRXUBEZNBERABT M.

HREATHE, XERNERBEIREFEMEEFHENTEHRERHTEAEXLEEL. 2, NME—NERRER: REEEH
mOAA—#EI. DTHAIA? EREIZEEERRRE? NRNERLERE? REFTEL DA—IEH?

HRES AL, AR —MEERINAERRENS.

T - BHR, 20164
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FHFThomastHIRE BT+ 4E, 128 20104F R 5, HiT—# S5 Ttransmediale MEE K FFI— TS, EHAK, RXEEZ
%o ARRTAI ThomasZHAMIGRTERIE2RIIERK .. FHR2010E £ LiGHHESEE XM T— N E R AYTIE. i 1.!:?5?.1!]1)3‘ZJH:EI]§ *Zl, &
HREXEREXHE TS XK.

MENTAREIIE, Thomas#E1E T, BT HF. MEEREIHRE, S5TILREMAMEIRE, 25T (A LR, 55 TREHN
RIHER. AR, RIVENAZRTERAE, BRERR, 20145 ERH David Ellott —2FMAHRELH, ThomasH—
B Rrt M R BUIATE R, — M EEREERBIFKMET . 2015 ERF MM BAR DU MRERWER T, KR E— 1 D%
SEROHRIF. 2016 ER K MMEBMA AT, ANET WITHEOERREFR, LIEFR, FRE K. 2010F EIFLIKBREE
R, fiafy THE RFEAEE EAOFLIR.

ﬁ-EwAﬁfﬂ!f"ﬁizﬂt H1986FRK, ENMNLSAXENAEIR, I GRIREMKE XHEMER, ERAE. LBEM LM
BEE, UR “EARRER HFHMEE. ThomasBI TIE, JIABHE RSB, S51HFHT (Joseph Beuys, 1921-1986) FMEFE
BEMEN LA, £GHRLE, AR EFEHEIRNTEL.

fIELR TR, B —THRBEPRFFANF. EAME. FmBILA. ﬁ'ﬁfd!l’i’]z?kﬁll{’ﬁﬂﬁ%ii_x_i“ﬁ FHFRA, @ —LERFH
i8] %% HRMEGNE. ETH TEMBME] 158, URSREIN—RIIOE LEHEENXAMTEEMELNHES, &N
FZHIMER, MEEE T RMKEEEE. Thomas%‘?’_,ﬁéqﬂ EHEARR, EELZPA—PTEFREMES, URBEHANLD
=i fith BES B, ERFESH (QLMFAN) BER, WERTIEX LB, MSBMERENS. thERFIBABELIR?
HEBRNPFEENSENE? 2 5HRRNSHNME, 5§ ‘A7 4, RAEERMNEXE, SIRRRNERBILS, FHEM®
1EA N B! |$1’EE']L1EF — N BABERKIENRF. ML H, FizeEH, Lt B A R R S MRAR L8
£5, W5 GBS LEMIANEL, ittt # FaEE Bt .

fbERERIEHR, F IR, RZIE. Thomas K& iE], MIAHA? ML IRFMEIR RIBXTAIRT R, ATRE
TR ET, AT EEENME, RBESILRESRET, SRR 215187

FEMBIEHER, UEFR

ThomasHI BHRRRIZH), MEMIEREHRTE, RS HHFHFEA—1 “BEN (objective fact) , FE5ABTHEALE, J.__IL,L%BZ
EIER “BAK"¢ (Second Llife) MEARMED, HERSEAGHIPEMAZ— M. KN X R TH ThomastBIEMEIKIIER, X

R Eftt 2RI E S M artnetfE AT, HAMILAMSRARFIRYREG, XEBR TS —PMRABHA, BXREH, ﬁbii%"é)kx%—
ERREEFERBEARX, REBRAXMFHIA BRABEDRE TR ThomasHIEINMER AN, BIXMERAIEHREEIER, EAN
& RSB ATIE ARG “ike” IR, U RBRETRMEEZROEENS, SKREEFNEREL, HEIEAREE
Mo BXATRERZ ML AR RIS, SURRIIARINES. ROSHSHEE

“BIBZE” NRBRIETARIRE.

BB ER, RBBEIRHIZEMRIE (Jerome David Salinger, 1919-2010) , BYHHHEE, Fi{E 4TS, fbfy <EEBHFEE ERHH
BMER, EAME—MEFHROBE, BHFHANEETHA L. BEIZREES S RS, —SERATIR, —
HEREHEANEE. KR RFOANMERNER, RELEENRRETILT, HELE RTINS

Thomasf{ R E|HARAFEMXHAIN, ZEATRERF/RRIRAIMEK, BRSBTS D F B /R - £ /RIEE (Holden Caul-
field) , SAE—MXEITHEERIRE, RIREHXEMTHRE.

fbE E R REZE, R E EREREFLIR.

ThomasMiZiX B EMEEITZ—, IFESHHE, FTENZNETEH, BLTE, BERKRE/ ), FEMAZL, TFRTRE
ERXAEMBLRR, BANFZHXNE. BX—1], REEAAPREERS, REFAMUVEEE—KEZLD, ETEHREFETA
FIRE, BRe. SIRFHAMERALLE. aTEEHHE, REEEMBREERMEEF. ASKKHOEARTIS, LEREX—FiR

TiXEFEE. ThomasHIREFHE. KPAR—H, CEFETHHRA. ﬁ'ﬁﬁ!?":&ﬁﬁﬂp%ﬁ’] BEMER, KIBHS WD E, B
B2AEMKIERN—iR, FECHMBSSRERSES F FRDIETAKEEIROAEES

MARERMAES. SRETN: “RIIEDH RiF

ZiR1E, 20204

https://transmediale.de/content/transmediale10-futurity-now
https://www.kunsthalle-berlin.com/
http://www.randian-online.com/zh/np_announcement/pandamonium/
http://third.uralbiennale.ru/en/

https://www.sculptingspace.info/

https://secondlife.com/
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“Hello, | am Thomas!”

| have known Thomas for more than ten years. | remember that we participated in a seminar organized by Transmediale' and
the German government around 2010. Li Shi was the organizer in Berlin. At that time, Thomas was the artistic director of Tem-
pordre Kunsthalle in Berlin®. Later, we participated in another panel discussion during the Shanghai World Expo in 2010. This
is how we left a deep impression on each other and how our friendship continues to this day.

Since then Thomas got married, became a father, moved from Germany to China, founded the Gallery Weekend Beijing and
involved himself in the development of Randian magazine and the Taoxichuan China Arts & Sciences project in Jingdezhen.

Throughout these years, we collaborated on several art projects, in which he participated as an artist. It started in 2014, with
the exhibition Pandamonium?, curated by David Elliott and myself, Thomas made a live performance with reference to Marcel
Duchamp, and was also showing a video, in which he swam in the ocean in a business suit. In the 3rd Ural Industrial Biennale®for
Contemporary Art that | curated in 2015, he appeared naked on video. And for the Daojiao New Art Festival that | organized
in 2016, he and Cao Yu restaged Duchamp’s famous chess performance, but just in reverse: the woman was dressed while he
was naked. Finally, for the Shenzhen Pingshan International Sculpture Exhibition® in 2019, he produced one of his large THE
sculptures with holes in the body.

| always think he should make art more. Since 1986, he has been attempting to tackle social issues in art. For example, the work
“Painting the Berlin Wall Gray” in which he demonstrated radical attitudes towards East Germany and the Cold War and in
which he invented for himself the idea that the “artist is present”. Thomas’ work can also be regarded as social sculpture, which
not only echoes with Joseph Beuys (1921-1986) in terms of concept and medium, but he also regards life as a continuation of
the reincarnation of shaman consciousness.

He can'’t stop. He is one of those types, who can’t escape the pursuit of rights, grand narratives and privileges. But in his ar-
tistic creation there is always something beyond these qualities. In his portraits and performances something happens that can
penetrate time, geography, and emotion. In his series “THE white male complex” and in a number of related works in which
he explores relational issues of perspective, he has developed a sculptural style, that demonstrates qualities of a post-inter-
net aesthetic already when the internet just emerged. Thomas as an artist is inventing an attitude that belongs to a future for
self-portraits in public spaces. Yet, he is also keeping some distance. By confusing his identities (public and private), he creates
a semantic superposition, which makes it difficult to distinguish the truth from the false. Is he criticizing white masculinity, or ap-
praising the legitimacy of its existence? He is an individual who participates in secular ideas, and coexists with his “self”. Howev-
er there is an ambiguity emerging from his image, or the mainstream ideology that it represents, which is actually an extension
of a “human” paradox. The notions of rights, status quo and identity symbolized by the white male have always been troubling
him and prompted him to keep criticizing it. The differences between societies and individuals, as well as the dilemma of un-
derstanding geographic, linguistic and cultural differences made it impossible for him to deal with the issues in simpler ways.

Thomas put a lot of efforts in understanding Chinese culture and people since he came to China. He never asks what makes us
human? And when you stand in front of one of his figures in the field, and might encounter the plants passing through his body,
as an individual standing in the open and empty field, will it make you cry or feel the infinity of the world?

Thomas’ body is an almost scientific object, as his features and sex organs are complete. He has long regarded his body as an
“objective fact” and shared it. His sculptures can be seen as an avatar, like in the game “Second Life™, just in a real-life setting
and with multiple manifestations. Thomas has a background in media and believes in its power. Earlier he was working for artnet
in Germany. This is where he got to enjoy the benefits brought by media technology for the first time. This occupation created an
image of him as a public person and made him well-known. However, his profile remained quite vague, like that of many people
who are shaping the public via media. Eventually they will be abandoned by the public. | don’t want to discuss here, whether
Thomas’ way of using or understanding media is right or wrong in pessimistic terms. The phenomenon of “liking” or “following”
prevalent on the internet and in online social platforms, creates increasingly superficial content. Pseudo-academic papers are
making me feel pessimistic enough already. This is not how the internet started in the beginning, when it was supposed to be a
medium that could represented truth and conscience for the people.

“The court of speech” as one says in China or Japan; in the arena of the language we are always reminded, we have to always
find a reference — | personally remember that in my teens my favorite writer was J.D. Salinger (1919-2010), who was somewhat
cynical and lived on an isolated island upstate New York. His book “The Catcher in the Rye” has had a significant influence on
me for years, because of the allure of the attitude and lifestyle of the protagonist in the book, as well as that of the author.
Salinger received a lot of letters from his readers as well as royalties from selling the book. So, on one hand, he was leading a
worry-free life, yet on the other hand, he still cared deeply about others’ dilemmas. Perhaps this is the best way for a person
to relate to the world: not to surrender to its mechanisms, but to benefit from it instead. Thomas could never be, or at least does
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not want to be such a person. Maybe it is his excess in hormones, but it is also his personality to wander, just like the teenager
Holden Caulfield, who always wants to break free, but remains extremely innocent and cynical at the same time.

Thomas’ sculptures are almost always portraits of himself. The recent ones have many holes in them, in his body. He should also
be regarded as one of the pioneers in post-internet art. He put out his portraits as “layers” in the exhibition space. All of them
are “flat”, some of them are distorted, in a zoom-in and zoom-out kind of fashion. The visual act involves the change of focus
and movement of the audience, as well as the relationship between the human/viewer and the space-time continuum. However,
all of this is connected with the distinct positions and positioning of people. In a photograph the moment is not only frozen, but
usually also restores the actual scale of a person in space, because the viewer always imagines space with the proportion be-
tween people and the world in mind. So, any discussion of figure and background is already put into question by his differently
scaled self-objects. You can never be sure of what you see, because of his play with dimensions.

The art market has been rapidly expanding in the recent past. Thomas, like many pioneers and inventors, has been forgotten
and exiled. Yet he is insisting on creating work. Some kinds of images, are still as naughty as a teenager’s. Like the truly radical
work, when he sort of attacked the Berlin Wall in a project just a few years, before he actually witnessed its fall.

And on the phone, he always speaks with the deep voice of his: “Hello, | am Thomas!”

Li Zhenhua, 2020
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THE vaChina (six of many), 2020

The presentation of the artworks “THE vaChina (six of many)”, 2020 by Thomas Eller, featuring Wang Longxing E# 3% is part
of an ongoing series called “THE white male complex”, initiated by Thomas Eller in 1990 as a deconstruction of the Western
mode of male-hood as paragon.

The works within the also ongoing series called “vaChina” is a blend of traditional Chinese ink wash 7K 2 with the investigation
of masculinity, rendered in photography. Each of the ink paintings represents the experience of an orgasm as preserved in the
artist’s mind and re-rendered in ink. It is important to emphasize that orgasms can be results of “coitus” (two people “going”
it together). And even though the paintings render the orgasm as memory by a male person, the original act is a result of two
bodies, hearts and minds in intimate encounter.

The diversity of the images as emanations of recollected acts of sexual encounter, reveal the beauty and the varied intensities
possible.

The original ink drawings are not for sale. Highlighting the peculiar nature of the inaccessibility of memory — no direct way
possible — the drawings have been digitized and are presented as inkjet prints on paper.

Sam Rose, 2020

Wang Long Xing E#3% Is a young self-taught artist. Born in 1988, he has developed his very unique style of drawing since
his youth as member of the “Black Clothes Gang” in Haidian, when he was also practicing martial arts. He had originally joined
the grouhinap in fear of being bullied by his schoolmates as a protective move. He is a quiet, almost introverted character, yet
with determination and intensity when he devotes himself to his martial arts practice. Born to a poor family in Yanjiao, Hebei,
he never knew his father and was raised by his mother who was working in a small suburban restaurant.

His interest in drawing came from immersing himself in the practice of martial arts and it is the same energy and devotion to
studying that he invested in his drawings. Executing the drawings over and over again within just seconds requires the drafts-
man’s hand to be faster than his mind. Any purposeful intervention into the flow of the pencil would interrupt the line and show
up as failure. Wang Long Xing, however, is able to pair this purposelessness of the act of drawing with a sense of focus, a con-
centration on his subject. He strives to understand and depict as closely as possible the “essence” of his subject and, in the best
sense of the word, create a psychological portrait of his subject and convey this to his viewers.

THE vaChina (EH64), 20204

M BEF2020F6E. EREMIHAER « THEvaChina (d64) » BEETE «<THEAABMIELEY B—E5. 2B
HYERTI1990F4E, EEHBOAAUBHEAEENEZS.

XAMEHITHHRIER “ <vaChina» A THEERKBEWNEHSENRENRE, BEUBEEZNAXEN. SEKS
EHRE—ABETEARMEINSPEH, HEXEZFEHNENEKBEDT. TERANE, XENSHPAREE ‘&
X MER (MIA—E “#17 MiTH) . REXEEEHFINE—2 BN THSENICI, BEXMTIAXEGETHA
MABEER. DRFNBENEZRZH

XL E G S MR T ARTEIZNZE, BREEFNTENHZIEE.

XEKEEFRVHAHE. SNEERATEIZEERITANSES, IRNEZEZEHARZ. IELESHHFE, FIL
KEFEENRIMEXEN

PEiR - ZHL. 20204

IRHMR—AZHRANEREZRR. ETF1988E, EVERK, HERGE "BRE WAE, NBE, tHEsT
ACEEMBHNLENE. MEVNMABREHTADL, EABCEEZRRA. thE—1REE. EF+SREBA, EXF
SR AT H O TR
IRMHEFALEIN—NRARE, WNTHECSHRFERE, HEMBEE/NMREEMEBRTEFTKK.

fext L Em R M BIRE TR R RIRNER, MARMELE LIEANTRESHENNETE. ELUHARERETEMD
FLERR. AEMANNLRRFBNEAMHEFEENEN TR, BSTHESE, SLXERANVRASTRAE. R, T
REBELERNIMEBEMNESHEE TN EERLESER. MBHEZERFRTEMMBELHTRN ‘AR , REHR
REBIEHE DIEHG, RBEABIAX -
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ZRZBHA?
What is art?
ZARR—RBRERITENHSE -
Art is when a river crab gets her hairy parts licked by a white tiger.
—NEAREZREBNE EXHELBHEZEZIE -
As an artist, you need to be able to measure and map out the space between the tongue and the hair.
FTABRHERFEEH S TEEITE -
So sometimes you need to bend down and get wet.
B RIFRERNRHE BRI B F B EHIE -
Sometimes the tiger gets pinched in the nose by the crab, just while you are there.
FEREAMEHE ZARBEMITFES.
In any case, as an artist, you'd better be prepared,
EARMPAFXKRET -

because there are a million ways of licking.

XER
Thomas Eller
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Curriculum Vitae:

2018 - today:
2019 - 2020:
2018 - 2019:
2017:

2016 -2017:
2014 - today:
2013 - today:
2010 - today:
2008 - 2009:
2005 - 2008:

2004 - 2008:
1995 - 2003:
1989 - 1994:
1987 - 1995:
1986 - 1989:

1985 — 1986:
1964:

Languages:

Awards (selection):

Memberships:

founding artistic director of China Arts & Sciences for the Towyi Ceramics and Culture Development Company, Jingdezhen
conceptualization of international artist residencies, a contemporary art museum and a biennial, setting up an international board,
develop an institutional framework and define business cases

associate researcher at Tsinghua University Beijing

co-founder of /NEEF (xiao neng shou) — a consultancy company for the arts in Beijing.
CEO and founding director of & &} Bt & Gallery Weekend Beijing

correspondent for Frankfurter Allgemeine Zeitung in Beijing

lives in Beijing

president of %% & RanDian art magazine

freelance curator and consultant

artistic director of Tempordre Kunsthalle Berlin

executive director of the German branch of artnet AG

implementing investor communications, brand building initiatives,

forging collaborations with Art Basel and the German Galleries Association, BYDG
founding editor-in-chief of the German artnet magazine

building a Germany-wide network of contributors to the artnet magazine
development of a concept for critical art journalism

establishment of a magazine section dedicated to Art in China

lives and works as an artist in New York

lives and works as an artist in Berlin

research assistant at Berlin Social Science Center, WZB

studies sciences of religion, philosophy und art history, Freie Universit&t Berlin

studies fine art, HdK Berlin, forced dismissal

born in Coburg, Germany

German (mother tongue)
English (perfect spoken and written skills)
Italian (basic conversation)

Kathe-Kollwitz-Prize, Akademie der Kinste Berlin, 2006
Art Omi International Arts Center, New York, 2002
Villa Romana Prize, Florence, 2000

Karl Schmidt-Rottluff Prize, 1996

President of the board of ZhongXi e.V., Berlin, since 2018

Vice-president of the board of SAVVY friends, Berlin, since 2015

Board member of MOMENTUM worldwide, since 2012

Member of the board “Creative Industries at the Chamber of Commerce, Berlin 2007 — 2012

Member of the Steering committee “Creative Industries” with the Berlin Senate for Economy, Technology and Women 2007-2010
AICA, Association Internationale des Critiques d’Art, since 2008

Jury Memberships (selection):

German Parliament, public art commission, 2014

German Ministry of Science, public art commission, 2013

GASAG-art prize, (art & science), Berlin 2011

Denkmal fir die vom Nationalsozialismus verfolgten Homosexuellen, Berlin 2007

Teaching Experience (selection):
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Chinese National Art Academy, Beijing, Summer Semester 2019

Tianjin Academy of Fine Arts (TAFA), Winter Semester 2017

Tsinghua University /Sotheby’s Institute, Spring Semester 2016 and Spring Semester 2017
Institut fir Kultur- und Medienmanagement, Freie Universitdt Berlin 2009/2010/2012
Visiting Artist at School of Visual Arts, NY, SS 2009, WS 2010

Visiting Artist at Bauhaus Universitéit Weimar SS 2001 und WS 2010/2011

Akademie fir bildende Kiinste Dresden, WS 2010/2011

Akademie der bildenden Kinste, Nirnberg, SS 1999

Conferences, talks, presentations (selection):

2019:

2018:

2017:

2016:

2015:
2014:

2013:

2012:
2011:
2010:

2009:

2008:

2006:
2004:
2002:
1994:

“Why matter matters!”, Taoxichuan lecture series on Material, New Materials and New Materialisms, TaoXiChuan, Jingdezhen, Jiangxi
“Living in Interesting Times: The State of the Asian Art Market Today”, Asia Now, Paris, France

“Decoding Urban Renaissance. Jingdezhen Forum”, Xinhua News Agency, Jingdezhen Series in TaoXiChuan, Jingdezhen

“Peter Ludwig — Ein Einblick in die Sammlung und die Dynamik der Kunstentwicklung in Deutschland anhand ausgewdhlter Kunstwerke”,
Nanjing Museum, Goethe Institut Peking

“I've seen the future, | can’t afford it*, Goethe Institut Peking

“Soils, Séances, Sciences and Politics. On the Posthuman and New Materialism”, Goethe Institut Peking

“Oedipus reads the 24 Filial Exemplars. Thoughts on the reception of Sigmund Freud and Marcel Duchamp in

Chinese Contemporary Art and Culture”, KWM Art Center Beijing

“Talk” at the Public Education Program of the A4 Art Museum, Chengdu, Sichuan

“Beijing Art Market Conference”, Capital Normal University, Beijing

“Art and Society”, Quanzi Art Center, Shenzhen

“RanDian magazine discussions”, UCCA, Beijing

“READYMADE DESIGN - the influence of fine art strategies on design practice in fashion after Marcel Duchamp”,

Suzhou Art & Design Technology Institute

“Chercher le Gargon”, MAC VAL, Paris, France

“Incubators. Independent Art Spaces from Berlin and Beijing”, Goethe Institut Peking, Today Art Museum, Beijing

“Exploration and Hybridization: Thomas Eller’s Experience and Practice of Embodiment”, Thomas Eller in dialogue with Hu Jieming.
Minsheng Museum Shanghai and MOMENTUM worldwide, Berlin, Germany

“Cultures in Dialogue”, CAFA Art Museum, Goethe Institut Peking

“Die 8 der Wege — Kunst in Beijing”, international conference, Uferhallen, Berlin

“Pandamonium — media art from Shanghai”, CHB, MOMENTUM Berlin

“The Elysée Treaty and Curatorial Strategies of Reconciliation”, Goethe Institut Peking, Instiute Frangais, China Academy of Arts in Hangzhou, China

“Truth, Beauty, Freedom and Money - Art After Social Media Era”, K11, Shanghai

“My work”, Institut for Provocation, Goethe Institut Peking

“Participar”, Goethe-Institut Madrid, Spain

“Re-Thinking Humboldt. Conference on the future programming of the Humboldt-Forum”, Bundeszentrale fir Politische Bildung, Berlin

“Kunst & Krise | Arte & Crisis, IV. Deutsch-Spanische Kulturbegegnung, Berlin”, Goethe Institut Madrid, Istituto Cervantes, Akademie der Kiinste Berlin

“Digital China 2010”, IKM FU Berlin, Goethe Institut Peking, Stiftung Starke Berlin

“SLSA conference”, Riga, Latvia

“Demonstrate”, a series of talks with artists and curators for Berlinische Galerie

“Habitus in Habitat Il: Other Sides of Cognition”, ZfL, Humboldt-Universit&t, Berlin School of Mind and Brain,
European Creative Metropoles Conference, Radialsystem, Berlin

“Fremde im Visier”, Stadtmuseum, Halle/Saale

“Best Practice Berlin”, a two-year program on the state of the fine art in Germany, Tempordre Kunsthalle Berlin
“Tempordre Kunsthalle Berlin”, Goethe Institut Johannesburg

“Deutschland und China”, CAFA, Central Academy of Fine Art, Peking

“Art Cities in Dialogue: New York — Berlin”, Art Forum Berlin

“Die Zukunft der Kunst”, Kunstherbst Berlin

“art & politics”, Aspen-Institute, Konferenz in Aspen, Colorado

Curatorial Projects (selection):

2019:

2018:

2017:
2015:
2014:

2012:
2008 — 2009:

“Xu Hong”, Triumph Art Gallery, Beijing

“IFRE — Franz Ackermann”, Gallery Weekend Beijing, PIFO Gallery

“Protrahere — Zeichnen als Entwurf. Kinstler aus Peking, Tokyo, Leipzig und Bamberg”, KunstMihle Mirsbach
“Abstract Art 11 — Abstraction as Painterly Rhetoric. A Case Study Between Germany and China”, PIFO Gallery, Beijing
“Painting after Painting after Painting after”, (Franz Ackermann, Benjamin Appel, Thomas Scheibitz, Katja Strunz)
Guangdong Museum of Art, Guangzhou

“Pan Jian”, Triumph Art Gallery, Beijing

“Albrecht Direr in the Mirror of Contemporary Art in China”, German Embassy Beijing

“Dresden — Working with the City”, public art project with Florian Dombois, Nezaket Ekici, Via Lewandowsky
“Die 8 der Wege. Kunst in Beijing”, Uferhallen Berlin

“Incubators. Independent Art Spaces from Berlin and Beijing”, Goethe Institut Peking, Today Art Museum, Beijing
“The white male complex, No.1”, SAVVY contemporary, Berlin

Artistic Director of Temporére Kunsthalle Berlin
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BHZEARDE SEEREXLRELRERAR

RUEFRZAREBRE, SRENESVER. RIERESES

EAIALAAESR, M TiE

Bl B B RS

HEBRA, AREREBAFEE
ZREYE BRNEZEAERRERETH
CEOHREEIAA. EFFEILSR

#FFI8E, Frankfurter Allgemeine Zeitung
BEELR

BUE, R EEARZEE (randian-online.com)
BHRREAZRZ AR

ERREAREY, Temporére Kunsthalle Berlin
HITR MY, artnet AG ZEES X

BIREDR artnet ZEEEN I

B EEREEME

A artnet ZEM & BHLFIEZ R B MRS
BBEITFHEIRERHESE

ZAR. EEMIETAS

ZAR. EEMIETHAR

MR R Mkt RZERL
FIRKFE FERZAE ARARKEFE
EIHZ, ARERKE

HEFEERE

EiE (88
HE(RAFHENSE)
BAFIE (B HE)

B EARZER Kathe-Kollwitz 3
A2 Art Omi EFRZEARFLE
{#Z27= Villa Romana 2

Karl Schmidt-Rottluff 3

EESIE HH ZhongXi eV.

EEMEISE MMk SAVVY friends

EFEELH R, MOMENTUM worldwide
HafES IE L AR R

BEZRSMA MRS IREF, REfnLE, elE =l
EfRZEARITERNTS

BENS AHERERER
BEMEEH ALZRER
R GASAG ARZEARE, ZAR 5%

BEFRE hEEk

ZFRE REERZR

EERE BEXE/ABREARER
BIRS XA ERE R, HRERAE
BEZEARR, AAMEERFER
BEZEARAR. 25 REARHAFE
HEEAR. £F, ERIATERZARZR
BE ZTRZRVBIE ARE

S HHEE(ERS):
2019:

2018:

2017:

2016:

2015:
2014:

2013:

2012:
2011:
2010:

2009:

2008:

2006:
2004:
2002:
1994:

KRTIA (#45):
2019:

2018:

2017:
2015:
2014:

2012:
2008%2009:

AT LMBEE BRIHERT] #H8L SRl E . R SEE IR
SREBBEME: EMZERTEIHIK" Asia Now, B3R, LE

“BRETXZEN SEEIRE i BRISBERY. B2E2E IR

G- BRIEER EEZARRIIEMNER A EERESR. AREYE

BRI THRE RABRE. ” L FEIREER

“tIE R AFMEGR ETFRALMFHMEE X LEREFR

“RIGHENE 24 Fo. XTFHRELREARS LT HEFEMESNZEZERENEL SHZEAP0. LR
“HEEE", A4 EREBEALHETIH. K& M)

“EREREARTIFSIN GEMEXRE LR

“EAREHS BFERFL RYI

“REFEIRIE ARHTHREARFD LR

PR Mgt i Z R A Z AR SRR TR BT SRR, FME AR Si& TR
“ZIEZ" MAC VAL, B2, j%E

“IBER. ARSI RAMIZATE LEREFR SAXARIE LT

“RESHZ: LERNTFARANZRESIE" LEERNERNH LBREXARIE 85 MOMENTUM worldwide
“SHERRIEL, RRERFFREARE ERREER

\HARX—ILmEHEAR" EFRSI BE8GE. Bk

“Pandamonium—— L FEIRZEAR” . CHB, HHk MOMENTUM worldwide
“EMEEAS5BNRRBRE" LRIEER, ZEXLFO, FEERFER

“E3L £ BEMEHE——HEHREKERNEAR" K11, £iF

“HREER” BMEAMRET L EREER

“BIN", DEEREER

“EREE. HERISIRNRRIR S BRBEBBEAHE RO

“EAREEN | V. EEFAMFLLEE S A, DEEREZER. L REFRYTZER, ARZERER
“HFHE 2010 MR ARMEREEATEH PEREER BHEEREES
“SLSASIN”, BN, HiL Bt 4

“BR EARRERBAFERT, HHMKEREER

“EABRSE2" AN S —AE BEXE ARBRAMNKRER

“BR M B B & HILEE". Radialsystem, F8#k

R RIREE N, W EYIE, BE/ R

“HAMRIFRIEE, EEZADKBET R, M Tempordre Kunsthalle Berlin

“fa#k Tempordre Kunsthalle Berlin”, 98 N B IIEZ R

“EESPE" FRERFER LFE

SHERMZAREH: A—BK" MHERitiz

“ZARBIEKE” Kunstherbst, Ak

“EAREBGR METZMRR MTZ S #ShE

“REMR—HPFER" ZYUEER. LR

“YIRE BERALTE REFEZAEE

“IEAC fEAERNLE. REILE. KLSFPENIRMZ AR KunstMihle Mirsbach
“HRERNET—E R —MEEER: PEEARLEHAR" REFZAZE, LHE
“BREELKEELEZREEHREAPHEXMEIE"

(KRB, A4 - LR FEDHT - LK, R4 - HBERRK). TTRERE IH

“RI", ZHEER. LR

“EPARZMEERR" EEREE LF

S R EW TR IE" 5 Florian Dombois. Nezaket Ekici, Via Lewandowsky S{ERIAEZRIE
I\FAX—RFEHNEAR" BEEE, Ak

“PEILES. ML RM I Z AR =6 L EREFER. SHEARE LE
“EHABMIELE1S" SAVVY Contemporary E i, #aHk

M Tempordre Kunsthalle Berlin ZARK & %
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Exhibitions

Personal Shows (selection):

2016:

2014:
2013:
2012:
2010:
2009:
2008:
2006:
2005:
2002:

2001:

2000:

1999:

1998:

1997:

1995:

1994:

1993:

1992:
1991:

1990:

“Kill Einstein” (with Jan-Peter E.R. Sonntag), Diskurs, Berlin

“Ritan Park”, Studio in Heigiao, Beijing

“THE white male complex, No.3 (49 portraits)”, SAVVY contemporary, Berlin
“THE white male complex, No.2 (Thomas KELVIN Eller)”, Schau Fenster, Berlin
“Perfect Suspense”, Hania Bailly Contemporary, Geneva, Switzerland

“THE ego show — a group exhibition”, Autocenter Berlin

“THE”, artnewsprojects, Berlin

“THE incident”, The Columns Gallery, Seoul

“THE white male (K&athe-Kollwitz-Preis)”, Akademie der Kinste, Berlin
“THE P uebermensch”, KunstHaus Nirnberg

“THE apparitions & incidents”, Galerie Holtmann, Cologne

“identity fiasco”, programa art center, Mexico City, Mexico

“THE ....... (with love)”, DeChiara | Stewart Gallery, New York

“presence”, Antonella Nicola Galleria, Torino, Italy

“THE bounty”, Galerie Holtmann, Cologne

“Contemporaries”, Ackland Art Museum, North Carolina, USA

“THE kitchen”, Kitchen Gallery, Seoul, South Korea

“THE moi — SELBST”, Museum of Installation, London, UK

“THE Objektil — SELBST”, Galerie Defet, Nirnberg

“Resident Alien”, Neuer Berliner Kunstverein, Berlin

“THE”, ID-Galerie, Disseldorf

“Was ist ein Bild2”, Galerie Schiitz, Frankfurt/M.

“YOU!”, rum, Malmg, Sweden

“THE MaB 2 — SELBST”, Stadtische Galerie Wolfsburg

“THE | — SELBST”, Wilhelm-Hack-Museum, Ludwigshafen

“THE people of Europe - SELBST”, CAC Vilnius, Latvia

“THE Material -SELBST”, ID-Galerie, Disseldorf

“THE Jerusalem - SELBST (oder Babylon?)”, Suermondt-Ludwig-Museum, Aachen
“THE Arbeit - SELBST”, Galerie vier, Berlin

“Zwischen Eins und Zwei”, (mit Adib Fricke, Georg Zey), Kinstlerhaus Bethanien, Berlin
“THE Kinstler - SELBST (aus Nirnberg)”, Galerie Defet, Nirnberg

“Warum ich Kunst mache.”, ID-Galerie, Disseldorf

“THE Sublime - SELBST”, Galerie Anselm Dreher, Berlin

Group Shows (selection):

2020:
2019:

2018:
2017:

2016:

2015:

2014:

2013:

2012:

2011:

2010:

2009:

2008:
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“How Beautiful You Arel!”, KINDL — Centre for Contemporary Art, Berlin

“Sculpture Project Ping Yao”, Ping Yao

“Transcending Dimension, Sculpting Space”, Ping Shan, Shenzhen

“Black Hole Sun. The Monochrome in Art”, Houston Art, Texas, USA

“Dong Guan Sculpture and Installation Art Festival”, Dong Guan

“Kollwitz neu denken”, K&athe-Kollwitz-Museum, Cologne

“Banana, banana 2”, DISKURS, Berlin

“Historicode”, Nanjing

“1st Daoliao Art Festival”, Dong Guan

“1884-1915. An Artistic Position”, National Gallery of Namibia, Namibia
“SaYiZheng”, Tuan Jie Hu Park, Beijing

“| see. International Video Art Festival”, New York (Anthology Film Archives), Oslo (RAM Galleri)
“Chercher le gargon”, Musée d’art contemporain du Val-de-Marne, Paris, France
“3rd Ural Biennial of Contemporatry Art”, Ekaterinburg, Russia

“| see. International Video Art Festival”, Chongqing (LP Art Space), Shenzhen (OCT),
Guangzhou (Times Art Museum), Beijing (Institute for Provocation), Berlin (Momentum)
“Squatting”, Nassavischer Kunstverein Wiesbaden

“dotLand”, Peninsula group, A-Space, Berlin

“The Other Where.” Open Space, Vienna, Video Biennale, Buenos Aires, Eve Sussman group, New York
“Pandamonium”, MOMENTUM worldwide, Berlin (curated by von David Elliott and Li Zhenhua)
“Lost”, BOCS, Catania, Siciliy, ltaly

“The Name, The Nose”, Museo Laboratorio, Citta’ Sant’Angelo, Italy

“Money, Money, Money”, Kunstforum Halle

“Experience 03: Truth”, El Segundo Museo, Los Angeles, USA

“Zeitgendssische Fotografie und Videokunst”, Kunsthalle Bremen

“The Legend of the Shelves”, Autocenter Berlin

“The coloring book”, ABC No Rio, New York, USA

“The White Male Complex, No.1”, SAVVY Contemporary, Berlin

“MIE”, Freight + Volume Gallery, New York, USA

“Cerebral Spirits: Stalking the Self”, William Paterson University Gallery, New Jersey, USA
“Schoénheit und Natur”, Skulpturen-Triennale Bingen

“zartbitter”, E105 gallery, Berlin

“Metrospective 1.0”, program, Berlin

“No more daughters and heroes”, Aram Art Center, Seoul, South Korea

“Depth Perception”, Stephan Stoyanoy Gallery, New York, USA

“In fifteen minutes everybody will be famous”, Tape Modern, Berlin

“They Go Round and Round”, 0047, Oslo, Norway

“Berlin Transfer”, Berlinische Galerie

“Unreal”, The Columns, Seoul, South Korea

“Zeigen.”, Tempordre Kunsthalle Berlin

“Under Construction”, Bayerische Staatsoper, Munich

“Positionen der Fotografie heute”, Galerie Holtmann, Cologne

2007:
2006:

2005:

2004:

2003:

2002:

2001:
2000:

1999:

1998:

1997:
1996:

1995:

1994:

1993:

1992:

1991:

“Rubin”, Neues Museum Nirnberg

“AnstoB”, Haus am Waldsee, Berlin

“Die Schénheit der Chance”, Institut fir moderne Kunst, Nirnberg
“The Scarecrow”, Averoff Foundation, Metsovo, Greece
“Manipulaciones”, Centro Cultural Chacao, Caracas, Venezuela

“Ein Arkadien der Moderne? 100 Jahre Villa Romana”, Neues Museum Weimar
“SachgemdaB”, Stadtische Galerie Ravensburg

“Galerieausstellung Defet”, Nirnberg

“Gwangju Biennial, Eco-Metro project”, Gwangju, South Korea
“Multi-Tasking”, Islip Art Museum, New York, USA

“Pop Rocks”, Caren Golden Gallery, New York, USA

“24/7: Wilno - Nueva York (visa para)”, CAC Vilnius, Lithuania
“Defet. Eine Schenkung”, Neues Museum, Nirnberg

“Selbstbildnisse. Tradition und neue Sicht”, Kallmann-Museum Ismaning

“Zwischenspiel lll = Nach der Natur”, Berlinische Galerie
“Das verwendete Bild”, Kinstlerhaus Bregenz, Austria
“Zwischenspiel | — Paarungen”, Berlinische Galerie

“Image in the Landscape”, The Fields Sculpture Park, Art Omi, New York, USA
“Solitude au Musée”, Musée d’Art Moderne, Saint Etienne, France

“Salone Villa Romana”, Florence, Italy

“Brooklyn ZOQO?”, Staatsgalerie Stuttgart

“Karl Schmidt-Rottluff Grant”, Akademie Dresden and Kunsthalle /Kunstverein Disseldorf
“I believe in Direr”, Kunsthalle Nirnberg

“Echigo-Tsumari Triennial”, Niigata, Japan

“Dispatch”, Nuova lcona, Venice, Italy

“All you need is love”, Center of Contemporary Art, Gdansk, Poland

“Untold Stories”, DeChiara | Stewart Gallery, New York, USA

“Three Suitcases”, Art & |dea, Mexico City, Mexico

“Busan Biennial”, Pusan Metropolitan Art Museum, South Korea

“Skulptur Berlin — Positionen der Neunziger”, Kunsthaus Dresden

“100 Jahre Kunst im Aufbruch”, Kunst-und Ausstellunghalle der BRD, Bonn

“Personal Touch”, Art in General, New York, USA

“Musée Imaginaire”, Museum of Installation, London, UK

“fast nichts/almost invisible”, Singen

“Grenzenlos”, Moscow Fine Art, Moskau, Russia

“Noch nie gezeigt”, Berlinische Galerie

“Gegengewichte”, Kunsthalle Nirnberg

“(Landschaft) mit dem Blick in die 90er Jahre”, Mittelrhein-Museum Koblenz
“MEMENTO. Kunst — Geschichte — Gedenken”, Haus am Waldsee, Berlin
“Zeitgendssische Moderne. networking. virtueller. Probleme.”, Mysliwska, Berlin
“Thomas Eller, Thomas Florschuetz, Nan Goldin, Thomas Ruff”, Galerie Nikolaus Sonne, Berlin
“A Midsummer Night's Dream. Rauma Biennale Balticum”, Rauman Taidemuseo, Finland
“MEMENTO”, House at the Stone Bell, Prague, Czech Republic

“Das Gute Glick”, Galerie Nikolaus Sonne, Berlin

“Ich - 4mal vielmals”, Stadtische Ausstellungshalle am Hawerkamp, Minster
“TIEFGANG. Bildrédume im SchloBbunker”, Mannheim

“Korrespondenzen”, Berlinische Galerie, Berlin und Casa Masaccio, San Giovanni Valdarno, italy
“The Colors of Money”, Fondation Cartier, Paris, France

“Interferenzen. Westberlin 1960-90” in Riga, USSR and St. Petersburg, Russia

Public commissions:

2016:
2013:
2011:
2008:
2004:
2002:
2001:
1998:
1997:

Collections

“THE paterial — waves”, photo sculpture, 6 x 6 m, TUI cruise ships

“Das Portal der Entropieproduktion”, glass mosaic 12,5 x 12,5 m, BTU university Cottbus, Germany

“Der Mensch ist was er isst”, glass mosaic, 1,5 x 32 m, Friedrich-Alexander-Universitat Erlangen, Germany
“THE Mosaik (Heilpflanzen)”, glass mosaic, 4 x 230 m, Johannes Wesling-Klinikum, Minden, Germany
“THE multi/vision”, RadioShack, photo sculpture, 12 x 19 m, Fort Worth, Texas, USA

“THE mirror and stairs, simultaneous walking”, photo sculpture 4 x 4,5 m, Allianz Minchen, Germany

“THE energy flow”, photo sculpture , 6 x 6 m, Fa. Rectus, NuBdorf, Stuttgart, Germany

“THE agora — SELBST”, photo sculpture, 3 x 20 m, HUK-Coburg, Coburg, Germany

“THE passage — SELBST”, photo sculpture 2 x 7 m, Hypo-Bank, Ludwigshafen, Germany

(selection):

Berlinische Galerie; Museum for Fine Art, Photography and Architecture
Neues Museum, Nirnberg

Kunsthalle Bremen, Bremen

Wilhelm-Hack Museum, Ludwigshafen

El Segundo Museo of Art, ESMoA, Los Angeles
Dao Jiao Museum, Dong Guan

Ping Shan Art Museum, Ping Shan

Aby Rosen, 22nd Century Acquisition, New York
Michael Straus, New York

Sammlung Defet, Nirnberg

Carol Schuster Collection, New York

Daniel Kletke, Berlin

Peter Raue, Berlin

Stephan Haupt, Berlin

Christian Popp, Berlin

Pascal Decker, Berlin

Francis Greenburger Collection, New York
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P R(ERS):
2016: RREEFEEHE (7 - #15 - ER - RIZHR). Diskurs, M
BizAE EHIEE &
2014: THE B A B 15435 (4918 E &), SAVVY Contemporary, %
2013: THE BABHIEE2S (FETHT - 913 - $2h). Schau Fenster, HHk
2012: 5EEHIER, Hania Bailly ContemporaryE Ef. BN, ¥t
2010: THE BEXER —NEER. Autocenter. T
2009: THE. artnewsprojects, Ak
2008: THE ZE# The Columns B JEf. B /R
2006:  THE A A B (Kéthe-Kollwitz3Z), HME R EBE. kK
2005: THE P EA AREIKZAREWIE
2002:  THE 4]%&ZE#{. Holtmann & . FifE
B8, programa ZARFL. BEEHE, 2
2001: THE -t #EE), DeChiara| Stewart & B, A
2000: TE7E. Antonella Nicola E . #3R. B X7
THE B &, Holtmann E [}, #f&
RN BRZEARE LHBHE XEH
1999:  THE B Kitchen E . B/, #E
THE moi — SELBST, ¥ BERIE, £ &XE
1998:  THE Fik— R, Defet EiE. ARE
SNEME R BFRRAREARTS, Ak
1997:  THE, ID B, TR K
1995:  EUKREAA. Schitz B, iZ=ZR1E
R rum ZARAPL, DRE, Bk

THE ME? B R RAHBWILEARE
1994:  THE! B EGRWRSEEIE BEERE

THERMAR— B #RAFLUREARF O, R 4T
1993: THE ##——RBRK ID B HEREX
THE ERESHIS— B R (B BELR). FRFIHEWIE, TIR
1992: THE T1E B Galerie vier, 1A%k
1991: —E|F 4z 8. (5Adib Fricke MiGeorg Zey). RIARTEERZ R,
THE ZA—BRKRAARR). Defet E . ARE
1990: AT LBEAR. ID B HERE K
THE =25 ——HZF. Anselm DreheriE JE§. 8%k

BER (B4
2020:  fREZE! KINDL HREARA L, M
2019: TEMET, FiE
W4 BEBKEE, WL, R
ERKM ZRFHEE, KERZ R, BRiEl, £E
2018: KEMEMEEZAT Fx
2017: EHBEWEHER WHELZERE RIE
BHE, BFE2 DISKURS. 1tk
2016: B R, ik
FE—REEHEAT FE
1884-1915, —NERAE, MKEL T EREARIE MK T
HEE= AZ& AR
RET. EFRSGEART. A (28um g ERHE), BETR (RAM & E)
2015: EHBEE EREDEYRZAERE BR ZE
FEREBRHRYREARATUNER. H-RERE. HSH

BIET, BRMEERT, BRP ZARZ=E). FYI(OCT), I M (FREARIE). LRHEFFEFT). HHk(MOMENTUM)

2014: B4k, Nassauvischer Kunstverein Wiesbaden
dotLand., 3 5/\H, A-Space, TR

B—MHF. Open Space. #t4, ZIEWER. HEIEHTZEFIHT, Eve Sussman /NH. ALY
Pandamonium, MOMENTUM worldwide. ##k (FIDavid Elliott F1Z=4R 455 &)

k. BOCS, RERT. FEE, BEXF
2013: PN EBF BIEF HREATHEWIE FEERRE 2XF
% % % B#MEARILE
25603: EIE ESMoA. i§#FL. £E
LRBEMFEER TKiGERE
R 2ERY1EIR, Autocenter, FHFR
2012:  EE+$, ABC No Rio, A4, EE
THE B ABMHIBEL 1S, SAVVY Contemporary, fa#k
MIE, Freight + Volume B[}, A2y, EE
fEfgEw: RIEAR BE - MSFAFEAE FiFA 2E
2011:  EmM5BE% EiRMEZFER
ERSE, E105E R, HHk
EHHW. TE 1.0, Ak
2010: TEELILINEE Aram ZEARGL, BIR, 8&E
REMEE, Stephan Stoyanov Eff, A%, EE
FPMABLETES A H B, Tape Modern ZAKHL, fAH
fh{11ERESE 0047, BLERRE, B
TEMIRR, BRI ERERIE
AE 5L The Columns E[Ef. B/R. EE
2009: R IGEFEARGE. Mtk
EigH, BICEIKER RRE
2008:  HEFEHHIEAL Holtmann & f. FIFE
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2007: EE AREHNEME
2006 : I, Haus am Waldsee, fA#k
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BEA MHESZREER, EHEX &
2005 :  #Yh BEXLFLD FHFEL ERHR

MR ERRER ? Z D 51881005, SRIDHTEHADIE

Effth. RIXHTEHILERIE
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2003 : FATIRIR. Caren Golden & . A%, E£E

24/7: BURE—AA(EIE), £RAFYLREAR DL, M5
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HeERWRAE, B E ML EARE

Karl Schmidt-Rottluff 22, fEEETIREIT, HEREREARE

BREES ABEARIE

HEEE=ER #RE B

iKki&  Nuova lcona ZE[8]. B RHT. B KF

REENRE HSREARPLO, BEHR, K=
1999 :  FKifidisd 9L EE, DeChiara | Stewart & Ef, A%, EE

EANHRITHE, Art & Idea. BFEE. 2ETF
1998  ZFIIWER 2ILABMSEARIE HE

HHRAEE— AT ERUE ERAMEANE

TPHMBEEZAR EEZAREAT KR

N AX#&. Art in General. A2, E[E
1997 1 EHEWIE FEERE B XE
1996  JLFEE/ILFER. FIR

TR, BEIRIEARIE ZEHRL S H

MEBR BHRRRERERE
1995: EE AREBEARIE

(R2)) 5A+ERAER RABERPERREHEIIE

g8 ZAR—FHE—HEIE. Haus am Waldsee, HHk
1994 HRRITRME ML FEL B/, Mysliwska, 85

YBE DN REFF B KT EDH- HE Niolaus Sonne I, Kk

MERZY FOWER FIZREWE F=

£32, House at the Stone Bell, #HiI#&, ##5
1993 : PLRIFIZ, Nikolaus Sonne & B}, 1Ak

#*K-BIRE X, Hawerkamp WL EARIE, AT
1992: Rl HERKIHEKRE. 2518

iR, R ILRZEARERE K Casa Masaccio HREARFL, ZEFEE - BL/RiXiE BXF
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NHFEIER :
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Works list:

pages 6 - 9:

THE Arbeit — SELBST, 1986-89
four parts

mixed media, dimensions variable

pages 10-11:
THE Kunst — SELBST, 1987-89
five parts, mixed media, dimensions variable

page 13:

THE target — SELBST, 1988

two parts

mixed media, dimensions variable

pages 14 —15:
installation view

THE Arbeit — SELBST, 1992
Galerie vier, Berlin

page 18:

installation view

THE sublime — SELBST, 1990
Galerie Anselm Dreher, Berlin
collection of the gallery

page 19:

THE Sublime — SELBST (1), 1990

photography on aluminium, 100 x 100 cm

shot taken in front of Barnett Newman’s ,,Who is afraid of
red, yellow and blue?“ in the Neue Nationalgalerie Berlin

pages 20 — 22:

THE Freiheit - SELBST (das moralische Gesetz in mir), 1993
Detail, 360 x 360 x 20 cm

photography on aluminium

pages 24 — 27:
painting the Berlin wall gray, 1986

pages 28 — 31:

THE Selbst (GriiBe in Riga), 1991

three parts

— TV clip, shown three times daily, 10 seconds before the full hour
between 8 and 10 pm on public TV for one entire week

— photo object, 600 x 150 x 270 cm

— photos of THE in the daily newspaper of Riga for seven days

pages 34 — 35:

THE Selbst (mit groBem Rasenstiick), 1992
photography on alucubond, aluminum
360 x 570 x 120 cm

collection of Berlinische Galerie

pages 40 — 41:

studio view of ,,THE, 1990

36 figures, photography on aluminium, each 80 cm tall

the work was exhibited at the Berlin Social Science Center (WZB) and the Frankfurt
Art Fair in its special program(where half the works were stolen), both 1990

pages 48 — 49:

THE ! — SELBST, 1994

23 photo obijects

each 125 cm high approximately

installation view at the Wilhelm Hack Museum, Ludwigshafen

page 51:

THE selbst — SELBST (morph), 1993
photography, installation

180 x 500 x 300 cm

installation view at the Rauma Biennale Balticum

page 52-53:

THE Mobilisierung des Materials — SELBST, 1992
photography on dibond, aluminum, building blocks
310 x 122 x 160 cm

page 54:

THE Material - SELBST (Schlaf 1), 1993
photography on aluminium

9x17 x2.5ecm
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fEmigE:

HOEQT:
THE T1E
A ER S

SREN RNTAE

B#. 1986 - 89

E10E111T:
THE AR B#. 1987 - 89
ENES GREN RTAZ

#1371

THE Bir——B#. 1988
WAL

SZEEN RTTE

B14ZE 15T

RE=%E

THE Iff—A%#H. 1992
Galerie vier, fA#k

gism:

BETHE

THE £25—HF. 1990
Anselm Dreher [Ef. 3k
Log

#1971
THE £5—A#*% (1), 1990
185, $81. 100 x 100/E:k

BTERY - ASFm «ZEEFML & 57 »

Al EREAE. 18k

$£20F 2271

THE B B3 (FRAEEEM), 1993
475, 360 x 360 x 20/E K

B8, 1Bl

BE24FE27TT:
IR, 1986

E28FE31T:

THE A% (EheiEiz), 1991

=ANERS

-HANRER SABNTLALHEME,
SHREIOAMZAI T BR=X

- BHE Y&, 600 x 150 x 270[E X

-THE R9RB K. TEEMNATIRK P TIE—F

H34FE35TT:

THE A% (FI—HKEIE). 1992
B MeRmEs sl

360 x 570 x 120[E#
BHRRRZEAREWIEER

HF40EATT:

“THE“BI LIEE. 1990

B, 8. 36 A& B E100EXK
ZIERERFAMRESRIZFD (WZB)

UREZR RS H SR B (18— $EREE) 1990

SE48FE 49T :

THE | —H#% 1994

23BE YR BB 125EX
REZHE

BB EAE BEERE

$B51m:
THE B —B# (TH). 1993
B¥ %8
180 x 500 x 300[E %
$E 2 %5, Rauma BalticumIE R

H52F 53T

THE #RMBz—Aa K. 1992
85 . dibond$a#R. FAK

310 x 122 x 160[E¥k

5271

THE #HR——AB % (E3N), 1993
B, il

9 x 17 x 2.5[E%k

THE Material - SELBST (auto), 1993
photography on aluminium
13.5x15x25cm

THE Material - SELBST (Eule), 1993
photography on aluminium
125 x 14 x2.5cm

page 55:

THE Material - SELBST (durch!), 1993
photography on aluminium

166 x 60 x 33 cm

pages 60 — 63:
THE moi — SELBST, 1999
photography on aluminium

installation view at the Museum of Installation, London

page 65:

THE resurrectio — SELBST (ecce), 1992
photography on aluminium and dibond
230 x 180 x 30 cm

page 67:

THE , walking — SELBST, 1998
photography on aluminium
dimensions variable

page 68:

THE bare — SELBST, 1998
photography on aluminium
235 x 155 x 110 cm (approx.)

pages 72 = 73:

THE Zeichen — SELBST (a), 1992, 2010
photography on aluminium

180 x 600 x 35 cm

pages 74 —75:
THE individuEller — SELBST, 2007
RHO-print on aluminium

666 Figuren, each approx. 12 = 15 c¢m, dimensions variable

Pages 76 = 79:

THE human entering nature, 2000
silk screen on aluminium

400 cm tall

permanent installation in Echigo Tsumari, Niigata, Japan

Page 81:

THE blind (SELBST) 1, 2006
photography, lenticular lens
220 x 125 cm

pages 82:

THE Selbst 2002, 2012

Kodak Endura on dibond

five figures, dimensions variable

Pages 84 — 87:

THE it (trans) a,b,c, 2006
ultrachrome on dibond
each 150 cm height

pages 90 — 91:

THE objectile (wer isst THE?) zipped a, 2005
lambdachrome on dibond,

20x 220 x 13 em

pages 92 — 93:

THE objectile (wer isst THE?) zipped d, 2005
lambdachrome on dibond

9x245x12cm

page 94:

THE film (wer isst THE?2) jumps, 2005
photography, diasec on dibond
235 x 50 cm (6 parts)

pages 98 — 99:

THE zone — SELBST (1), 2010
baryta print on aluminium
210 x75 x 3 cm

THE #HR——AB % (B3h). 1993
B, AR
13.5x 15 x 2.5[E%

THE #HRl—— B % (X&), 1993
B, AR
12.5 x 14 x 2.5[E%

55T

THE #HR—B & (&7, 1993
B Atk

166 x 60 x 33[EXk

$60FE63TT:
TE # —BH#. 1999
B Al RETE RBEEEARE

65T :

THE 57— A% (ecce). 1992
8%, dibond$B1R

230 x 180 x 30[EK

67T

THE 1TE—B%#. 1998
B, {8

R~TA%E

H68T1:

THE FE—B%. 1998
B%. AR

#9235 x 155 x 110[E%

$72E73T:
THE &5
B, AR

180 x 600 x 35[Ek

B (a). 1992, 2010

E74E75T:

THE individuEller—— B #. 2007

RHOED 4. $R4R

666 N8 BAAT12 ZE15EK R~AE

$E76E79TT:

THE A#ANBE#. 2000

$RH 22 W EN R

S400/E%

KAEE HFER HEE BE

#8171:

TESA (B#)1. 2006
B HRER

220 x 125/ %

827!

THE B# 2002, 2012
#liZenduratBZR. dibond$R1R
5ARSTAE

$E84E87IN:

THE E (81L) a. b. ¢, 2006
ultrachrome El Ril#). dibond$R#R
H#IME150E%

HEI0E 1 TL:

THE %t 538 (JENE T THE?) FiFFEYa. 2005
lambdachrome EN R, dibond$R4K

20 x 220 x 13[EXK

££92F93TT:

THE Xt 548 (#EnZ T THE 2) FiFFAAd, 2005
lambdachrome EN R, dibond$A4R

9 x 245 x 12[E%k

9471

THE EL% (MERZ T THE 2) BkER. 2005
1B %, diasecEN 4. dibond$B#R
235 x 50k (734 884

££98FE99TT:
THE X3
MR SRR

210 x 75 x 3[E¥

B# (1), 2010
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pages 102 — 103:

from left to right:

THE tingle SELBST (fucked up version), 2011
water-cut aluminium, baryta print

160 x 55.5 x 57 cm

THE it (trans) — home version, 2012
photography on dibond
170 x 60 x 45 cm

THE selbst (sans), 2011
baryta print on dibond
160 x 60 x 42 cm

THE push/pusher — SELBST, 2011
baryta print on dibond
150 x 65 x 12 cm

THE bubbles (tinglin“scar), 2011
Water-cut aluminium, baryta print
157 x 57 x 45 cm

pages 108 — 109:

THE bounty (Euro), 2012

FujiFlex on dibond, metal fixtures
220 x 220 x 50 cm

page 111:

THE @gunpoint, 2000
agfaflex on aluminium
145 x 135 x 45 cm

page 113:

THE ...... thinking: — — — (with love), 2001
Cibachrome on aluminium, aluminium structure
290 x 168 x 62 cm

pages 116 = 121:

THE incident (car crash @ 210 km/h), 2008
RHO print on dibond, aluminium structure
160 x 500 x 27 cm

pages 122 — 123:

THE push/pusher — SELBST, 2011
baryta print on dibond, metal fixture
150 x 65 x 12 cm

pages 124 — 125:

THE incident (train ride1989), 2011

archival inkjet print on Hahnemuhle Paper on dibond
125 x 450 x 30 cm

pages 126 — 127:

THE incident (drowning @ sea), 2011
photographic print, dibond, metal fixture
300 x 600 x 25 cm

pages 130 — 131:

THE bubbles — SELBST (Bacchus version), 2011
silkscreen on water-cut aluminium, wine plant
360 x 120 x 50 cm

pages 132 — 135:

THE global self — (R T), 2018

silkscreen on water-cut stainless steel, Bauhinia plant
350 x 120 x 50 cm

permanent installation in the Tongsha Water reservoir park, Dong Guan, Guangdong

page 137:

THE bubbles — SELBST (Bacchus version), 2011
silkscreen on water-cut aluminium, willow tree
360 x 120 x 50 cm

now permanently installed in Mirsbach, Frankonia, Germany

pages 138 — 141:
THE THE — SELBST, 2019

#102F1037:

NEEHR:

THE RIEHI AT (BT AIRRA). 2011
K EI$RHR. SNHBLR

160 x 55.5 x 57[E%

THE B (#53%)——REEMRAR. 2012
1852, dibond$AHR
170 x 60 x 458X

THE B (sans). 2011
LR, dibond$R4R
160 x 60 x 42[&E %

THE #E/#EHE—B . 2011
MR, dibondATR
150 x 65 x 12[EX

THE 4 (RIEAHIE). 2011
IKENERIR. PUitb 4R
157 x 57 x 45[Ek

5108Z109:

THE B# (Bx7T). 2012

FujiFlexEN R4, dibond$RBiR. & B¥EE
220 x 220 x 502k

EARRNE

THE @#¢ M. 2000
agfaflexEN R, SRR
145 x 135 x 45/

&113m:

THE ... /g —-- (FEE) 2001
cibachrome EN R4, $84R. $R4E1
290 x 168 x 62/EK

HEI6E121TT:
THE =44 (48 @ 210F-// &), 2008
RHOENRI#. dibond$R4R

160 x 500 x 27/E ¥

#122F123%7:

THE #/# B#. 2011
MR, dibond$RtR. EBEE
150 x 65 x 12[EX

H124F 12570
THE =4 (1989F T LK FE), 2011
R R EFTEN s M IBENLR. dibond$R1R
125 x 450 x 30[E %k

E126E127T1:

THE £ (iBk@ig L), 2011
BEERKEIRI. dibond$Bil. EBEE
300 x 600 x 25[EK

EI130E13171:

THE Si—— A& (E#HATA), 2011
LM ENRI KGN, EER

360 x 120 x 50[E kK

H132E 1350

THE global self — (FZ ). 2018
L ENRI FKEIAEEN, LA

350 x 120 x 50[E¥k

KAKE ["FEAREHRDESLAE

#1377

THE Si——A#% (E#ARA). 2011
L2 EN R K YI$R4R. W0

360 x 120 x 50[E kK

KAKE, EE EZRRI. KRB

EI138E141T1:
THE THE —B#. 2019

pages 148 — 149:

THE fast castle, 2009

concept for an alternative solution for Berlin’s Humboldtforum
never to be realized

pages 152 — 154:

THE HOUSE - digital baroque, 2013 — 2015

an art as architecture project for Natulis Group Berlin

in collaboration with Thomas Hillig, architect, Anklamer StraBe 37, Berlin-Mitte

pages155:

SKYPE (with Bonaventure Soh Bejeng Ndikung), 2012
80 x 125 x 9 cm

baryta print on dibond

pages 158 — 163:

THE white male complex, No. 11 (endgames), 2014

200 x 340 cm (3 pieces 200 x 110 cm each)

archival inkjet print on Hahnemihle paper on dibond

and a performance (video and remnants in the collection of MOMENTUM worldwide)

pages 164 — 165:

THE selbst (endgame) version 1, 2012

archival inkjet print on Hahnemihle paper on dibond, metal fixture
50 x 90 cm

page 167:

THE premium porn — SELBST (Vermeer), 2012

archival inkjet print on Hahnemihle paper on dibond, metal fixture
135 x 109 x 30 cm

pages 170 —= 175:

THE white male complex, #3 (49 portraits), 2014
archival inkjet print on Hahnemihle paper on dibond
49 panels, 70x54 cm each

pages 178 — 181:

THE white male complex #5 (lost), 2014
HD Video, 11 min 25 sec
https://vimeo.com /88569081

page 184:

THE freedom (Dollar) — SELBST, 2014
baryta print on dibond

165 x 55 x 12 cm (approx.)

pages 188 —191:

THE white male complex, No.2 (Thomas “Kelvin” Eller), 2013
print on dibond

300 x 1000 m

page 195:

THE white male complex #10 (... so you are a philosopher?), 2014
HD Video, 5 min 40 sec

https://vimeo.com /398751671

pages 196 — 201:

THE white male complex #13 (quis ut deus?), 2016
HD Video, 20 min 02 sec

https://vimeo.com /163229961

digital print onto curtain

320 x 600 cm

pages 204 — 205:

THE white male complex — SELBST (Nicdi), 2018
digital print on rice paper, scroll mounted

45 x 400 cm

pages 208 — 209:
THE white male complex — SELBST (Nicai)
installation design
planned for 2021

pages 210 -213:
THE virus — SELBST (COvid-20-Recovered), 2020
HD Video, min 24 sec

SE148FE 14971 :

THE HE &, 2009
RIS A& EIT R R
KM

H152F 154
THE BFE—#FEi&%. 2013 - 2015

— A ANatulisSE AR M ZEREAZFMENEN TR, SEFIMEDH - FEIE

BIEER, MR DR EI7SHEER

15571

% = (5Bonaventure Soh Bejeng Ndikung & {ESI1E). 2012

#4780 x 125 x 9[EK
Mt 4R, dibond$A1R

158 1635:
THE BABMIEE11S (%) 2014
200 x 340 [Ek (3 & 200 x 110/E k)

IR R R ITED, IS B, dibond$RHE. T (HGRFSERBT

MOMENTUM worldwidellit )

H164E165T1:

THE A% (R4, 2012

e R BITED, RS I IBENZR. dibond $BHR
£RBA&R50 x Q0EK

16711

THE B REEE—BH (4K/R), 2012

Y RETEFTED. FERIBENLK. dibond$Ril. EB%EE
135 x 109 x 30[E ¥k

H170E175W:

THE B A B41543S (4905 5). 2014
iR EFTED, Me B EIZR, dibond $R1R
493, FIR70 x 54k

%178 Z181I:

THE BABHELE5S (B1EK). 2014
BERE 19258

https:/ /vimeo.com /88569081

#184T1:

THE AH (£&)—HA%. 2014
Mt 4R, dibond$A1R

#4165 x 55 x 12/

188 E191TT:

THE BABMELE2S (X8R - “ARX” ), 2013
EN Rl . dibond$R4R

300 x 1000[E ¥

HI195W:

THE HABHEZE105 (FAUFZEFRIG). 2014
SERIR 55408

https://vimeo.com /398751671

2196 Z20110:

THE B A B#1E4135 (ER#). 2016
BiEF% 2047028
https://vimeo.com /163229961
HAENR, EH

320 x 600[E K

$204Z 20551

THE AABHEE—ABR (BR). 2018
HAIEN R, B 4%

45 x 400[Ek

#208ZF 20971

THE BABMEFE—BH (BR) 2018
YRR R ITED, IS P IR, dibond $E4R
REFE—RIFHE

$210E213T:
THE FE—AR (#17E-20-K%5). 2020
BIEBK 55245

LERENR], K YIFER, LS EEY https://vimeo.com /411067412 https://vimeo.com /411067412

silkscreen on water-cut stainless steel, local creeper plant

350 x 120 x 50 cm 350 x 120 x 50[E K In the video the artist reads the complete genome of the one of the first SARS-CoV2 EXBERP ZAREERHRT FREEARNHINFERENERA. 227

permanent installation in Ping Shan, Guangdong province KAERE [THRAETL virus sampled in Wuhan ans sequenced. The video captures his mistakes in replicating  iB% T fiZEES iX/BABERRBHIMNEIR. EERHTHMNEE. SRUE BiF
/ reading the genetic code. It becomes obvious how he stumbles, drops lines and has BEREEEXNEEMBIMEE. MR — HEBMESNN UCRIE E

pages 144 — 145: EB144Z145m: difficulties reciting seemingly nonsensical information. Then a computer voice sets in R EERTIR L E T BN

THE fast building, 2006 - 2008 THE [RIEEE. 2006 - 2008 and recites in rapid speed and flawlessly correct the entire code in the shortest time. =8 - ZHr

concept for a public art project on the Europa Center, Berlin, unrealized EXFE MR OHAXEARTB GE HH, RIH Sam Rose
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pages 216 - 217:

THE THE — SELBST (studio version), 2019

silkscreen on water-cut stainless steel

165 x 50 x 35 cm

with Li Mengyuan and her work ,,The Light in 7 Pieces®, 2019
at the Sculpture Project Ping Yao, 2019

page 218 —219:

THE white male complex (endgames), no.15 (Mahjong), 2016
performance in collaboration with Cao Yu

unedited video, 60 minutes

archival inkjet print on Hahnemuhle paper on dibond, 120 x 180 cm

print in the collection of the Dao Jiao Museum

pages 222 — 223:

THE white male complex — SELBST (raped), 2015 — 2020
archival inkjet print on Hahnemuhle paper on dibond
future production — dimensions yet to be determined

page 227:

THE reconnaissance (THE), 2012
mosaic on wood panel

42 x 29 cm

pages 228 — 229:
THE white male complex, #4 (facebook presentation), 2013

THE THE (mosaik), 2013
mosaic on plexi glass
42 x 42 cm

THE near/far, 1,2013
mosaic on wood panel
30 x 42 cm

mosaic on wood panel
51.5x39cm

THE thumbnail 3, 2013
mosaic on wood panel
59.5 x 42 cm

THE thumbnail 1, 2013
mosaic on wood panel
42 x 59.5 cm

THE thumbnail 4, 2013
mosaic on wood panel
42 x 59.5 cm

THE screenshot 1, 2013
mosaic on wood panel
41 x 58 cm

THE thumbnail 2, 2013
mosaic on wood panel
59.5 x 42 cm

pages 232 — 233:

THE contact all parts 1-5, 2010
lithography

67.5 x 49 cm, edition of 7, 2 AP

pages 235 — 237:

THE vaChina (six of many), 2020

Thomas Eller, featuring Wang Longxing

archival inkjet print on Hahnemuhle paper on dibond
6 pieces each 90 x 60 cm, edition 1 of 6, 2 AP

pages 240 — 241:

THE heart out — SELBST, 2015
water-cut aluminium, baryta print
160 x 57.5 cm

page 252:

THE cosmic — SELBST, 2015
fake sea shell, 3d print

35 x 45 x 50 cm

258

H216E217T:
THE THE — B & (TEERA), 2019
LW ENRI KRN

165 x 50 x 35/E*k

5=8EREER <7H%> 2019
SEEREET

218 219 T:
THE BABHIEE 5%B). 155 (FFIF), 2016
5EWMEENERE

KRETEERIR, 6058

U M 2 FTED, M M IBEN4R, dibond$B4R. 120 x 180 [EX
BB

$#222F 223 71:
THE AABHIEE—BH (385F). 2015 - 2020
Y R EFTEN, IS A IBEN4K. dibond$RHR
KEHE—RTEHE

H#227TT:

THE {5122 (THE). 2012
KA BEE

42 x 29[E*k

$228F 22971 :
THE BABHEZE4S (ZHFRB). 2013

THE THE (B &%), 2013
BHWIE D&%
42 x 42[E%

THE iE/i%. 12, 2013
KR BT
30 x 42[FK

A BEE
51.5 x 39/E%

THE K845 3. 2013
R BEE
59.5 x 42[E¥

THE K845 1, 2013
A BEE
42 x 59.5[E%

THE K845 4, 2013
KR BEE
42 x 59.5[E%

THE #i[® 1, 2013
KR BEE
41 x 58[F¥k

THE KiB#5 2, 2013
A BEE
59.5 x 42[E¥

$231F233%:

THE BXRZE51- 5.2010
ARE

67.5 x 492K, 7hR, 2 AP

$235E 237 :
THE vaChina (EH164), 2020

YEE IhMsE

R R BATEN, RS RIBENZR. dibond $B4R
6K, 8H90 x 60[EkK. F1h, 6hR. 2 AP

H240F241T1:
THE i 3RAY:D
IKYIERHR. SR
160 x 57.5[E%

B 2015

25271

THE FH—B#. 2015
A& N5, 3DFTED

35 x 45 x 50[EXk
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