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"The museum is a school: the artist learns to communicate, the public learns to make connections, " can be read on the window 
of the gallery, a work by  Luis Camnitzer (2011). This text is also a description, here, on the shop window, for passers-bye, a 
description of the working order of the exhibition space, as well as an instruction for those, who enter the space and who want 
to adopt the behaviour that makes them the right person for this space. The exhibition's title meanwhile references  how to 
really misbehave by taking up the title of an installation by Martin Kippenberger, which gained media attention in autumn 2011 
with headlines such as "Weggeschrubbte Kippenberger-Installation Die Putzteufelin," (thus der Spiegel on 3 November 2011).

In this way – in what moves our behavior without us giving much consideration to it – the question of “edification” is intended as 
the central issue here. “Edification” (in German probably best translated as “Erbauung”), is here understood as the collec-
tive basis of how we conceive of ourselves as individuals. At the same time it is the basis that cannot be challenged, of all our 
discomfort, certainties and of our understanding of, most of all, a world which presents itself, perhaps not necessarily on the 
path of progress, but still in a perspective of improvement. Even if it is nothing but one's own improvement, included through the 
consumption of elite culture. 

At first things look a little bleak for me there: I only recognize the unnamed man portrayed on the pamphlet accompanying 
the exhibition much later as Flaubert. And the other literary and historic references of the show are also only known to me in 
vague recollections, which might as well connect to personal circumstances as with those actual things. This unknown familiarity 
with the general cultural heritage is here also one of the propositions of the exhibition. It is, actually, expressed in a quote by 
Flaubert - “It seems to me that I have always existed and that I have memories that date back to the pharaohs” - in the leaflet. 

And this thesis is put to the test in works, which have in common that they include (or are purported to include) subject matters 
beyond the immediately visible ones,  which can only be grasped through additional informations, or by simply believing that they 
are there. Here Setareh Shahbazi's series of digital prints  “Distort the End and Turn it into Candy” (2012) consists of found 
photographs, which were taken on the day of her father's release from prison. Or the colored, blinking spot in Jesse Ash's 
“Composing a Battle for Narrative" (2010),  which represents a speech by Tony Blair in favor of the Iraq War in the form of 
morse code, and “infiltrates” in this way the film of a hand, which reconstructs   a still life by the painter Giorgio Morandi by 
assembling everyday objects. 

Iman Issa's “Labouring (Study for a 2012 Remake),” 2012, also examines the forms of representation and the language of past 
rules of art, reproducing a 60s drawing in the form of a descriptive text. The abstract, seemingly modernist wooden sculpture 
displayed next to it thwarts this description through the dissonance of its formal language.  Throughout the exhibition any unam-
biguously intentional representation is continuously withheld. 

At the same time a banal, cliched level deliberately ads to the areas of disturbance, as the prescribed patterns of “edification” 
inherently contradict any notion of individual autonomy, although they are also considered the very basis for making this indivi-
dual autonomy possible. As the curator explains in his exhibition talk, this is also about the poles of “ideology' and “culture,” 
which he considers the two dominant patterns, which determine how we think today. Thus in “Everything Must Go” (2012) by 
Metahaven, a white, synthetic fabric banner, or flags, printed in black, which recombine the EU-flag with logos and the title-slo-
gan. 

In the Humberto Vélez's performance videos “La mas bella” (The most beautiful), 2009, and “La Pelea” (The Fight), 2007,  
which each show two groups defined by culture and identity in their practice – one in a festive parade of a rural and an urban 
group, who then select the most beautiful of their lamas; one box clubs in London. Organized in participatory art projects, they 
evoke here at the same time this parallel world of ideology and culture, or also the role of art as an object of social improve-
ment. 
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Ritual and recognition – as art, as a political gesture, as a tradition, within which individual action can distinguish itself, are thus 
also banal and cliched. In the “Last Words” (2008)  of executed prisoners in Texas, which are assembled Luis Camnitzer's text 
piece, those last words are almost exclusively goodbye's and declarations of love for family, partners, friends, and also humanity 
as such, or God. Until, towards the end, one of the protagonists interjects: “You all brought me here to be executed, not to 
make a speech.”

As with Jesse Ash and Setareh Shahbazi,  the material of this work points towards a background of violence, which is also 
that of the social foundation (as well as that of “edification”). Per Oskar-Leu's Installation “Crimes of the Future,” 2011, then 
juxtaposes images of hunting dogs with stuffed racoons and a film of the artist embodying the behavior of a rabid dog; driven, 
with no way out, between a kennel and the streets of a city. 

The poles of ideology and culture are thus examined in issues of contemporary political or social events from the perspective of 
their deployment in the art work, which remains one of many things, which, once we created them, shape us in turn. The work 
of art is, in this way, ultimately also understood as an encrypted object. And, even though the copies of Kippenberger sculptures 
in the exhibition, are used as tables and shelves, they have, nonetheless, inevitably become art. To the extent that questioning 
the basis of our invention or “finding” of our selves is central, it is perhaps almost unthinkable, that this doesn't lead to such 
infinite loops. 

Clearly, asking about the foundations of our understanding of ourselves and the world, is a discomfort in the incommensurability 
of the simultaneously present possibilities of reading. The question is both how we see, and how we can see, what constitutes 
our perception, which is both that sight, which our understanding is based on, and also that, which limits it. For, even if we can 
recognize the stain, it is, ultimately, neither “right” to scrub it away, nor to simply contemplate it with piety. 
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