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Date:  Suncay, January 25, 1998 7:59:29 PM
From  Coasuaido

Subi A sugaestion

To.  HUD@compuserve.com

"An interational association of Situationsts can be seen 85 3 uion of
workers n an advanced sector of culture, or more precisely s a union
who claim the right to 3 task now impeded by social conditions; hence a5
an attempt at an organization of professionsl revolutonaries in cultre.”
Gy Debord. "Theses on the Cultural Revolution,* 1958.

Dear Hans,
Francesco told me aiout your dea of producing some kind of anti-
homogeinizing manifesto in Madrid. | love the idea. May | suggest that we
consiute the basis of a now kind of union, a Urion of the Imaginary?

1 lock forward to hearing from you.

Best,

Carlos.
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as coming from Yves and once he had “curated” Philippe and myself, we could go
ahead and co-ordinate our project.

IMAGES PULLING IN AND OUT OF FOCUS
A large space, inscribed with text and over-lit with theatre/cinema lights and
fronted by an extremely large banner is a place full of images. Artists
negotiate questions of representation all the time, it is what they do, but
focusing upon representation alone would be equivalent to an architect who only
focused upon the facade of the building and didn’t look at the structure.
Representation is only problematic for those who are trying to preserve a
specific form of representation. A step by step treatment is the only possible
way to do anything. We were not trying to link up various points of view but
address the problematic situation of how to negotiate an event within an art
context without resorting to a mirroring of the forms used by the agents of
standard information transferral whether that be the media, other artists and
curators who focus upon showing people what they already know, or governmental
agencies with an interest to “spin” a version of contemporary events.

VISITING MAGASIN ALONE
We are both interested in the concept of a cultural producer being in a state of
flickering activity and analysis. However, there is no singular sense of
audience. The most dynamic Capitalist structures know this, but art spaces still
function with a generalised sense of audience, for the most part. We tried to
shift this sense of audience through the involvement of the supervisors and the
knowledge that many people visit the Magasin alone. There are few moments when a
large audience is in the exhibition space simultaneously unless it is playing
host to a local school party or a group of art professionals on some culture
tour. So we played with this in our design of the space, in order to involve the
visitor within a precise visual setting where they too might be able to apply
themselves to the questions at hand. A setting that was overloaded and precise
rather than relativistic and modest. We also offered a free poster, near to the
entrance of the space, so that any visitor might opt to take one instead of
coming into the place. This seemed like a good way to offer people the choice of
whether or not to continue and become involved in playing out our specific game.

JUDGEMENT
This was a project full of images. Extremely photogenic and quite loaded. Issues
of judgement were at the heart of the project, but not quasi-formalistic art
judgements about the nature of representation. It is necessary to assess and
constantly renegotiate each specific situation, rather than look for a model
that can accommodate every project.

The Trial of Pol Pot was presented at MAGASIN from 8 November 1998 to 3 January
1999.
Gillick/Le Mag DATE Juin 25, 1999  PAGE 5.
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THE ARTIST’S
RESERVED
RIGHTS
TRANSFER
AND SALE
AGREEMENT

The accompanying 3 page Agreement form has besn drafted by Bob Projansky, 8 New York lawyer, after my ex-
tansive discussions and correspondence with ovor 500 artists, doealors, lawyors, collectors, museum peopls, critics
and othar concerned people Involved In the cay-to-day workings of the intamational art worid.

“The Agreement has been designed to remedy some generally acknowledged inequities in the an world, particularly
anists’ lack of control over tha use of their work and pert

ion in its 6conomics after they no longer own It
108 of the current ordinary practices and economic
! nature, wilh careful regard for the Interests and

expected 1o be the standard o for the transler and sale of all contemparary art, and has been made as fair,
simple and uselul as possidle. It Can be used either as presented here or slightly aitered 10 fit your specific sitvation.
1 tha follawing information does no? answer all your guestions consult your attorney.
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experimentation, is surely necessary for a public institution that seeks
10 represent artistic practice today. To sidestep this debate over
politics and identity in a multicuitural, globally integrating society

is 10 set a timid, unproductive, yet perhaps more easily manageable
agenda for the Whitney. This troubling direction reflects a broader
conservative trend, the mistaken return to an outdated conception of
cultural history.

‘We flel it is imperative to mark our opposition to your actions, lest
they be misperceived as the innocuous resiructuring of an organization
like any other in the private sphere. Curating s an eminently public
activity and must remain so, if the visual arts are o continue to
‘generate the curiosity, the enthusiasm and the commitment that sustain
our efforts as professionals in this field.

Sincerely yours,

Ménica Amor
Zdenka Badovinac
Bart de Baere
Wayne Baerwaldt
Carlos Basualdo
Daniel Bimbaum
Francesco Bonami
Dan Cameron
Christophe Cherix
Carolyn Christov-Bakargiev
Lisa Corrin

Jordan Crandall
‘Amada Cruz
Okwai Enwezor
Robert Fleck
Douglas Fogle
Jests Fuenmayor
Bettina Funcke
Rebecea Gordon-Nesbitt
Hou Hanru

Susan Hapgood
Jens Hoffmann
Brian Holmes
Udo Kittelmann
Aleksandra Kostic
Maria Lind

Rosa Martinez
Laurence Miller
Viktor Misiano
Akiko Miyake
Louise Neri
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Michelle Nicol
Hans-Ulrich Obrist

Kathrin Rhomberg /
Liisa Roberts

José Ignacio Roca

Yukiko Shikata

Nancy Spector

Barbara Vanderlinden

Peter Weibel

Octavio Zaya

Friends and members of the Union of the Imaginary (VOTI) - & permanent forum for the
discussion of issues pertaining to curatoriel practice i the context of

contemporary society

hitp:/vwvvw blast. org/voti. himl
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SEE OVERSIDE FOR AGREEMENT FORM

Ploase POST AEPRODUCE, and USE ths poster reely.
hi poster s 1ot 10 be 80k
this poster has besn printed and distributed by the
calforia insthute of the arts in'los angeles
and produced by the
#chool of viesl arta n new york
16 4GTer IoTMtN: SeT Segoiaut, Post Office Box 360, New York 10013,USA.
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WHAT THE AGREEMENT DOES
‘The Agreement s designed 1 giva the artist:
Incregso n he vaue o esch work aach tme it s ranstered in the uturs.

ry.
I of any rental income pald 10 the owner for the Use of the work at exhibitions, if there ever is eny.
o -awnnncuan rlnm- in the work.

The sconomic baneriswoud accrue o o artstfor e, pus th I ol o auniiog spause (1 any) plue 21 yewrs.
20 83 Sanait th aniars chlaren whia hey &8 Browing 55 The S would My sesiele samia oty o
his/hor lfetime.
Ahough the cortract mey seem 1o aer the provous rlatonshp batwesn atst and ar owner princlpally by

naw obligations on the owners, the Agreement 1088 0me very Good things for the Colleclor. in ratum

putting
for thesa abigations, Which are aimes! costess for e chitocior e Gors Sommtanial beneine; e Aoreoment 13
igned:

. n‘ gmwuuh ‘owner the formalized right to recaive from the artist (or his/her agent) a certified history and provenance
o tne

nd larty 8 non-explolatve one-0:ans reatonahip botweon the rist and he owner
tom tionship=what lawyors call “privity"~betwaen the arti h successive owner of the work.
‘e nhblhn Tecoaniion 1 th arist maimaing & mial F6IonSNIp 1o I works oven es T colecids owne and
15 Give assurance 10 he owner that e i using the work in harmony with the atat intentions.

WHEN TO USE THE AGREEMENT
The Agreement form has been designed 1o be used by the arts
elthor by gift, or barter for things or services, of sale
O EACH INDIVIDUAL work of art—
either a painting, & sculpture, a drawing, & graphic, & mulliple, & mural, an immovable sculpture, & non-obect
work, or any other fine art you can think of
from the artist 1o ANYONE else~
eilher a friend, another artist, collector, museum, gynecologist, lawyer, corporation, landlord, relative or dealer.

IMPORTANT: it is NOT for use when you lend your work to exhibltions or when you give It 1o your dealer on consig-
ment 11 for usa when the dealer a0l your consigne work,

tthe time of the FIRST TRANSFER—

short, ihe Agreement orm Is 10 be sed When you part with your work for keegs.
s erms o efective and I reguires @ very smpls procedre fo keep It n efect with each successive owner o
‘your wo:

R "eaies e anstand e st owner of he work o il 4181 sign e Agreamn form and aso, 1 afix a otice
of the existence of the Agreemant somewhere on the work of

HOW TO USE THE AGREEMENT

1. To begin, xerox or ffse a numbr of coples of each page of the A
{or esch wirk you sel or give o rade anay. (Save ths copy
informat

yement form. You will need at least 2 coples
to make future copies and 50 you can rafer to this

2, Fill out the contract forms=one copy for you, one for the new owner, and anather copy of the last page anly (from
¥hlcn you cut cu the s e e k), ke e it you 8t o ooy,

3, Follow the simple inatructions in the margin of the Agreement form, Double check to make sure you hava filled in
T Spaces thal st bo Hiad 1t 81 SHTuck 0wl Wat Mustbe SiTUCk Gut

IMPORTANT: Fill aut anly thase parts of the Specimen TRANSFER AGREEMENT AND RECORD which identiy
he work and the oiginalparties o the arginal Agresment ("between, and

—_—dayol

VW e tht e GErTRc T spedia T
Collector and Collector s wiling to purchase. is doesn’
or pay your dentist with a painting o trade works with anothr artist
anlyfor ho sake f simpiity (ikowise, wo use the term Collsctor |
nis ::rponl Strictly s v a0 e G0 or I YOI Wk YO0

T Agreamant orm s not & b1 o sae or an Involce, nor i ta substtte. I the work s old for money, prepare
& oaparae ol ofaae forsour tnanclal recors.

In Article One, you enler (he price  value of the work: you, the arist.can put any value that you and the new

owner sgree upon. 1 ine work 1 1es0ld for & Jgure highar than the ong you have entered as “valua'; the Guner wil

gur the highor the flgure you put i, he beter break
the new owner is geting. If you 410 Giing & m'nd Atk of Orchanging wih AnokEer 471 Hou reed o separEls
Agreements for tne Iatler situation) you might want to enter & nominal value 80 that you would get some money, even
i ha/she later sels It for less than what your dealer would seil It for.

IMPORTANT: I thate a0 right givn the arst undac e Agrsament form tha you a8 he arat o not want, you
strlke them out. - IM B surs o examins ARTICLE SEVEN (o): f you don't foe you musthave a veo over
sl goiaof o futr bl o1 o work be wure you sirko (b) out o ARTICLE SEVEN. Few colotors il wa
10 buy helr rig fon is 80 restricted by someons eise. i v
lovee )i ory GHcuR for your 1end 10 30 It We ave
analshould sccapt and (o) is the matho/she can ask or I 8) & ot anough for you butyou dort ed (o),

‘araft & short ider to the Agreement setting forth those spacific controls over exhibition that you feel you

surc you Tt he spacimon NOTICE.

of & “sale” ("whereas Arlist is willng 1o sell the Work 10

vf" can' use i when you ghe 8 e ¢ work
‘seil” and "purchase”

have used
ikinclusive word for
aling” 1t for o promises i
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Date:  Sunday, January 25, 1998 9:25:05 PM
From:  HUOBcompusarve.com

Subj A suggestion

To Coesualdo@AOLCOM

‘UNION OF THE IMAGINARY
VERY BEAUTIFUL.
LETS DO 1T

bast
Hans Ulich

. - Hesders -
Rotur.pach: <HUOGEopusSA COm>
Received: from  relay13.mai aolcom (elay1 3.l olcom
[172:31.108.13]) by ar07.matsal com (v37.8) with SMIF; Sun, 26 Jan
158 212504 1500
Received: from arkimg-S.compuserve.com (a
1148.174217.135])

by telay T3 mai 0l com (3.8 5/8.8.5/A01-4.0.0)

with ESVTP 'd VAATG121 for <Coesualdoeolcoms:

Sum, 25 Jan 1998 212135 0500 (£5T)
Received: (from maigat=localhose)

by arl-img-5.compuserve.com (8.8.6/8.8.6/2.10) id VAADE627
or Cosaidca com; Sun, 25 10 1998 21121128 0500 (£5T)

Dete: Sin, 25 Jon 1998 21 21:04 0500
roms Hans Urisn Obrist <HUOGeompusarve.cem>
Sibject: A sugpestion
Sender: Hans Urich Obrist $HU0@compuserve.oms
75 Coamalcd <CIUEIOAOL COM
Vessage-D: <189801257171MC2-305E-336 6@ compuserve.com>
MIE Version: 1.0
ContontTransfor-Encoding: queted-prinasis
Content-Type: text/clan: charset=50-3055-1
Content Saposition: inine

img-S.compuserve.com
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December 1, 1998

Dr. Maxwell L. Anderson, Director
Whitney Museum of American Art
945 Madison Avenue

New York, NY 10021

Fax: 212-570-1807

Dear Dr. Anderson:

We wish to express our opposition to your treatment of curators Thelma
Golden and Elisabeth Sussman. The recent restructuring of the curatorial
departments at the Whitney Museum of American Art is indicative of a
managerial approach that has been slowly developing in a number of major
art museums. Beyond our wish to show support for fellow curators Golden
and Sussman, we see your recent actions s signals of a pervasive
disrespect for curatorial practice, and as signs of aversion to some of

the most aesthetically and intellectually challenging experiments in
contemporary art.

Curators at many institutions today are caught in a kind of double bind
Art museums pride themselves on their proximity to an academic
environment, positing scholarship as one of their highest goals. Yet due
10 shifts in the infrastructure of funding, museums have also adopted
corporate management models — with the corollary effect that curators
are treated as expendable workers. Contrary to both of these models,
curators do not have the job security and intellectual support enjoyed

by profssors in the university system, nor do they enjoy salaries
comparable to corporate employees. As a result, they are forced to stand
on increasingly shaky ground, while serving as the primary source of
ideas for their institutions' exhibition programming, The door is then
open to all kinds of abuses.

We find your actions in regard to these particular individuals to be a
form of intellectual gentrification, if not censorship. The fact that

‘Thelma Golden and Elisabeth Sussman presided over the controversial 1993
Biennial Exhibition, one of the most stimulating and contentious
contemporary art exhibitions presented after the gutting of the National
Endowment for the Arts, or that Golden then went on to curate "Black
Male: Representations of Masculinity in Contemporary American Art," are
coincidences that hardly escape us. Since when did exhibitions that set
attendance records and raise genuine intellectual questions become a
failure? OF course no one is required to subscribe to the aesthetic
options of these two curators, but to admit that they are part of an

important debate, itself linked to a vibrant focus of artistic
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The Trial of Pol Pot
A project co-ordinated by Liam Gillick and Philippe Parreno.

A report structure in the form of a discussion document, some response, some
questions, some response, enlargements onto the gallery walls.

Supervised by Thomas Mulcaire, Rebecca Gordon-Nesbit, Douglas Gordon, Gabriel
Kury, Jeremy Millar, Josephine Pryde, Carsten Holler, Rirkrit Tiravanija, Ronald
Jones, Pierre Joseph, Zeigam Azizov, Adrian Schiesser, Terry Atkinson.

Communication 1
“Remember, it is about a specific trial of a specific person, but not a
documentation of an event. It is "event led" so obviously contains some specific
reference, but it is not either documenting the event or presenting some
collection of works where artists have thought about "justice",
"occidental/oriental”, "imperialism", "the imposition of identities", "parallel
histories” and so forth.” From an email to Josephine Pryde, supervisor of “The
Trial of Pol Pot”.

Communication 2
“Rather than a typical art centre based exercise in relativism, The Trial of Pol
Pot could instead be seen as a layering of single solutions over a web of
discussion and rhetoric rather than the typical model of a show which might be
described as the layering of a web of discussion and rhetoric over a series of
single proposals.” From a fax to the supervisors of “The Trial of Pol Pot”.

Communication 3
“So the project is about the nature of events, characterisation and political
representation based on a specific situation that we are led to believe actually
took place. Therefore to avoid falling into a middle brow trap of avoidance,
neo-liberal relativism and coy neo-alternativeness, we obviously make some
reference to the actual event. Yet the project is not a picture of that event,
nor is it documentation of that event. It is not a group exhibition and it is
not a solo show. It bears some quite strong institutional critique in relation
to the current situation of art centres without falling into sullen refusal or
acceptance of marginalisation in order to define a project as distinct through
its opposition to the other shows alongside it. It plays with the normal
hierarchy between artists and curators in quite precise, well documented ways.
The show creates a space where it is possible to consider the ideas around such
events. It functions as a set or staging for a series of potential
reconsiderations, so of course it needs some specific techniques of
representation instead of the fog of data and photocopies that we are led to
believe are the only way to approach such issues. I feel that art only functions
in the spaces between more clearly defined social activities, creating spaces
and techniques that are not possible in similar communication structures that
are more hamstrung by notions of correct behaviour and audience expectation.”
From an email to Josephine Pryde, supervisor of “The Trial of Pol Pot”.

A postcript by Liam Gillick
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(answers to very brief questions)

BACKGROUND
Philippe and I wanted to establish a situation where we could examine an event
that was unclear in terms of the way it had been played out via traditional
informational routes. At the time of the exhibition’s conception, the trial of
Pol Pot had just taken place in the jungles of Cambodia near to the Thai border,
yet nothing had been resolved in terms of settling the moral and ethical issues
that surrounded the Khmer Rouge period. We both found this suspension of
resolution interesting in parallel with our interest in contemporary forms of
social structuring in general.

SHIT HAPPENS
Of course, international events took off in sync with our developmental
structure, and other people became interested in this issue in a more precise
way, leading to the death of Pol Pot and the current focus upon former Khmer
Rouge operatives. Yet it is important to understand that we were taking this
event as only one possible structure from many that we could have chosen. We
were as interested in the machinations of the trial concept, and the idea of how
to image an event that cannot be represented as much as we might have been
interested in the specifics of Pol Pot’s situation. That is why we did not put
together a quasi-anthropological survey of the contemporary situation in
Cambodia, and instead attempted to negotiate this event without using the same
techniques that would be employed in the Western media, in context based art or
in cinema.

QUESTIONS
This, of course, caused some problems for people who have a more pedestrian and
myopic view of the potential of art now, and some precise arguments on these
subjects were played out on an Internet forum. The discussions that took place
among the curators on the forum revealed that some are happier when art merely
seeks to mirror anthropological structures that have been abandoned by all but
the most disenfrachised cultural producers. There was some anxiety on the part
of those involved in the forum that the people of Grenoble wouldn’t be able to
understand the project. We completely reject this singularisation of audience
and the patronising notion that the multiple audiences of a large European city
require didactic structures in order to enter into a dialogue with cultural
producers.

CURATING / CO-ORDiNATING

While we wouldn’t wish to emphasise some notional critique of contemporary
curating we certainly used the word Co-ordinated instead of curated to literally
describe the fact that we co-ordinated the project. You cannot curate a cultural
structure you can only guide and co-ordinate its shape. There is no material to
curate. Curating in this context would imply the organisation of people or
things or structures. We made the decision that it would only be interesting to
accept responsibility within a co-ordination role. We saw the curatorial gesture





