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VORWORT

Die Dezember-Ausgabe von Texte zur Kunst unter-

sucht Wertbildungsprozesse in der Kunstwelt

und darüber hinaus. Wir gehen der Frage nach,

welche Faktoren und Akteure/Akteurinnen bei

der Wertbildung beteiligt sind, wobei uns jedoch

weniger die Beweggründe des individuellen Han-

delns interessieren als die spezifische Struktur der

Mechanismen, die wertgenerierend wirken. Unter

Wert verstehen wir die Anhäufung menschlicher

Arbeit in einem (künstlerischen) Gegenstand,

wobei natürlich nicht jedes Objekt, das mensch-

liche Arbeit enthält, als wertvoll erlebt wird.

Wert kann in diesem Sinne auch eine Zuschrei-

bung von künstlerischer Relevanz sein, was eine

strenge Abgrenzung des Begriffs zum monetären

Wert impliziert: Wert ist nicht gleich Preis. In

den unterschiedlichen Segmenten des Kunstbe-

triebs — Markt, Ausstellungsbetrieb, Wissenschaft,

Kritik — haben sich jeweils eigene Kriterien der

Wertbildung herauskristallisiert.

Ausgehend von der Arbeitswerttheorie von

Karl Marx untersucht Isabelle Graw, inwieweit

der Wert von künstlerischen Arbeiten Struk-

turähnlichkeiten und Differenzen zum Waren-

wert aufweist. Das Kunstwerk wird von ihr zu

einem Sonderfall der Ware erklärt — denn im

Unterschied zu anderen Waren sind in ihm die

Spuren menschlicher Arbeit oft deutlich sichtbar,

wodurch es unausgesetzt auf seine Urheberin

oder seinen Urheber verweist. Durch diese ver-

meintliche Anwesenheit der abwesenden Künst-

lerin bzw. des abwesenden Künstlers mutiert das

Kunstwerk zur besseren Ware. Die Ware Kunst

stillt traditionell aber auch, so eine von Graws

zwölf Thesen, das unter biopolitischen Vor-

zeichen gestiegene Begehren nach Beseeltheit,

Belebtheit und Lebendigkeit, wodurch Produ-

zent/in und Rezipient/in gleichermaßen in den

Prozess der Wertbildung einbezogen werden.

Vom Faktor Zeit als wertbildende Konstante

geht auch Diedrich Diederichsen aus. Er argumen-

tiert, dass der Wert eines Kunstwerks sich nicht

nur über die Zeit bemisst, die in seine Herstellung

geflossen ist, sondern dass es auch die Zeit aller

Teilnehmer/innen der Kunstwelt ist, die seinen

Wert bestimmen: Die Partizipation vieler oder

einer bestimmten Gruppe an Eröffnungen, Abend-

essen oder Parties trägt dazu bei, künstlerischen

Arbeiten Relevanz zu verleihen und so ihren Wert

zu steigern. Einen Vergleich zwischen den Bewer-

tungskriterien von Kunst- und Finanzmarkt unter-

nimmt der französische Ökonom Andre Orlean.

In beiden Segmenten stehen Waren zum Tausch,

über deren Wert sich keine gesicherten Aussagen

machen lassen. So gesehen, ähnelt die Finanzbe-

wertung der ästhetischen Bewertung. Hier wie da

stehen unterschiedliche Interpretationsvorschläge

im Wettbewerb miteinander, und erst auf dem

Markt entscheidet sich, welche Deutungen bzw.

Werte festgelegt werden, um von dort aus zu den

Konsumentinnen und Konsumenten zurückzukeh-

ren. Da Letztere diesen Vorgang nur bedingt steu-

ern können, fasst Orlean Wert als Kraft auf, die

auf Individuen einwirkt und diese verändert — und

nicht umgekehrt. Wie spiegeln sich diese theo-

retischen Überlegungen konkret in den Evaluie-

rungen des Kunstmarkts wider? Auf unsere Fragen

hierzu antwortete der Kurator und Kunstberater

Todd Levin aus New York.

Doch nicht nur in Galerien und Auktions-

häusern, auch in Institutionen werden beständig

Werte generiert. Kritik an der Warenform hat sich

hier längst als wertbildend erwiesen. Inwieweit

sich heute auch vermeintlich progressive Institu-

tionen kompromittieren, hat sich in diesem Jahr

besonders eklatant am Fall der Tensta Konsthall in
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Stockholm gezeigt, den Mikkel Bolt Rasmussen in

seinem Text beleuchtet. Maria Lind, die Direk-

torin der mit öffentlichen Mitteln geförderten

Institution, arbeitete bei einer Ausstellung nicht

nur mit einem Auktionshaus zusammen, das par-

allel Arbeiten der bei Tensta gezeigten Künstler/

innen zum Verkauf anbot. Dieses Auktionshaus ist

Rasmussen zufolge zugleich personell verquickt

mit einem Ölkonzern, dem Menschenrechts-

verletzungen im Sudan und anderen Ländern

vorgeworfen werden. Dieses Beispiel ist nur eines

von vielen und zeigt, durch welche Mechanismen

gerade Institutionen mit kritischem Anspruch auf

der Suche nach Geldgebern unter Druck geraten

und zweifelhafte Kompromisse eingehen. Wäh-

rend die zahlende Partei durch ihre Kooperation

mit einer als unkorrumpierbar geltenden Position

wie einer Theoretikerin und Kuratorin an deren

Authentizitätsversprechen teilhaben möchte,

erhofft sich die kritische Seite von der Zusam-

menarbeit einen größeren finanziellen Spielraum

für ihre eigentlich gute Sache.

Den Stellenwert der Unabhängigkeit disku-

tieren aus marxistischer Perspektive auch Kerstin

Stakemeier und Marina Vishmidt in einem

Gespräch. Einst als Freiraum künstlerischen Schaf-

fens geltend, ist es heute gerade ihr autonomer

Status, der Kunst zu einem idealen Wirtschaftsgut

macht, weil sie jede Warenform annehmen kann:

von der Dienstleistung bis zum Luxusartikel. In

allen Beiträgen dieser Ausgabe erweist sich der

Wertbildungsprozess als prinzipiell offen und

unabgeschlossen und der Wert als immer wieder

neu verhandelbar. Das gilt für das Feld der Kunst,

aber auch für alle anderen Bereiche gesellschaft-

licher Interaktion.

SVEN BECKSTETTE/ISABELLE GRAW / OONA LOCHNER

PS: Dies ist die letzte Ausgabe von Texte zur Kunst,

die ich als leitender Redakteur betreut habe. Ich

folge einem Ruf an das Kunstmuseum Stuttgart,

wo ich ab Dezember als Kurator tätig sein werde.

Dem Magazin bleibe ich jedoch nicht nur als Mit-

glied des Beirats weiterhin verbunden. Auf diesem

Wege möchte ich all jenen danken, mit denen ich

in den vergangenen beiden Jahren zusammenge-

arbeitet habe, allen voran Herausgeberin Isabelle

Graw und den Mitgliedern des redaktionellen

Beirats, meinen Kolleginnen und Kollegen in

Redaktion und Verlag, den Grafikern, Lektorinnen

und Lektoren, Übersetzerinnen und Übersetzern,

Autorinnen und Autoren, den Künstlerinnen und

Künstlern der Bildbeiträge und Editionen sowie

allen anderen, auf die ich in dieser Zeit bauen

konnte und die mit ihrem Einsatz, ihrer Hilfe und

Unterstützung zum Gelingen der Hefte beigetra-

gen haben. Ganz herzlichen Dank!

SVEN BECKSTETTE
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PREFACE

The December issue of Texte zur Kunst examines

processes of value-formation in the art world

and beyond. We pursue the question of which

factors and players are involved in the production

of value, but in doing so we are less interested in

the motivations behind individual actions than in

the specific structure of the mechanisms effecting

value-formation. We understand value as an accu-

mulation of human labor in an (artistic) object,

although not every object containing human labor

is, of course, experienced as valuable. In this

sense, value can also be an attribution of artistic

relevance, which implies clearly distinguishing it

from the concept of monetary value: Value is not

the same as price. In each of the various segments

of the art world — the market, the exhibition cir-

cuit, academic studies, critique — specific criteria

for value-formation have evolved.

Based on Karl Marx's theory of labor value,

Isabelle Graw examines the extent to which works

of art reveal structural similarities and differ-

ences to commodity value. She proposes that the

artwork is a special case of the commodity — in

contrast to other goods, traces of human labor are

often clearly visible in it, thus always referring to

its creator. Through this alleged presence of the

absent artist, the artwork mutates into the better

commodity. Yet in one of her twelve theses, Graw

states that art as a commodity traditionally also

caters to the desire for grasping an object as being

inspirited, animated, and lively, something which

has grown even more urgent in the age of bio-

politics, so that producer and beholder are equally

drawn into the process of value-formation.

Diedrich Diederichsen's starting point is the

factor of time as a value-forming constant. He

argues that the value of an artwork is determined

according to the time spent in producing it, but

also that it is the time of all participants in the art

world that determines its value: The participation

of many people or a certain group in openings,

dinners, or parties contributes to lending works

of art relevance and therefore to increasing their

worth. The French economist Andre Orlean

compares the criteria of valorization in the art

world and the world of finance. In both segments,

commodities are exchanged, of which no secure

statements can be made regarding their value.

Viewed in this light, financial evaluation resem-

bles aesthetic evaluation. In both cases, different

interpretative proposals compete with each other,

and only on the market is it decided which inter-

pretations or values are determined. These values

then return from there to the consumers. Since

the latter can steer this process only to a limited

extent, Orlean grasps value as a force affecting

and changing individuals — and not the other way

around. How are these theoretical considerations

refiected in a concrete way in the art market's

evaluations? Todd Levin, curator and art consul-

tant from New York, responded to our questions

on this topic.

Values are constantly generated not only in

galleries and auction houses, but also in institu-

tions. Here, the critique of the commodity form

has Jong proven itself as value-forming. To what

extent supposedly progressive institutions have

compromised themselves today was strikingly

revealed this year by the case of the Tensta Kon-

sthall in Stockholm, which Mikkel Bolt Rasmus-

sen sheds light upon in his essay. Maria Lind,

the director of the publicly funded institution,

cooperated, in the frame of an exhibition, with

an auction house that at the same time put up for

sale works of artists shown at Tensta. According

to Rasmussen, the auction house is owned by the
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Lundin family, which also runs an oil company

that allegedly violated human rights in Sudan and

other countries. This is only one example of many

showing the mechanisms through which institu-

tions with a critical claim are put under pressure

and make dubious compromises when searching

for sponsors. The paying party's cooperation with

a Position that counts as incorruptible, like that

of a theorist or curator, allows it to participate in

their promise of authenticity. But what the critical

side expects from the cooperation is greater finan-

cial leeway for their good cause.

Kerstin Stakemeier and Marina Vishmidt

discuss the significance of independence from

a Marxist perspective. Once regarded as a free

space for artistic production, it is now precisely

art's autonomous status that makes it an ideal

asset because it can take an any commodity form,

from providing a service to being a luxury article.

In all contributions to this issue, the process of

value-formation proves to be basically open and

incomplete, and value is something that is newly

negotiated time and again. This is true of the

field of art, but also of all other areas of social

interaction.

SVEN BECKSTETTE/ISABELLE GRAW / OONA LOCHNER

PS: This is my last issue of Texte zur Kunst as editor-

in-chief. I have accepted a call to the Kunstmu-

seum Stuttgart, where I will be engaged as a

curator starting December 2012. Yet I will remain

associated with the magazine, not least as a mem-

ber of the advisory board. I would like to thank

all the people I have worked with in the past two

years, especially publisher Isabelle Graw and the

members of the advisory board, my colleagues an

the editorial board and the publishing company,

the graphic designers, copy editors, translators,

authors, artists of the picture spreads and editions,

as well as all others whom I could rely an during

this time and who have contributed to the success

of the issues with their commitment, help, and

support. Thank you so much!

SVEN BECKSTETTE

(Translation: Karl Hoffmann)
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ATTRACTION AND REPULSION
IN WHAT IT ALL MEANS
James Voorhies on Eran Schaerf at
Zwinger Galerie, Berlin

A keffiyeh is a traditional Arab headdress made

of a square scarf, originally worn by farmers to

guard against blowing sand and high tempera-

tures. Its houndstooth and checkered patterns

gained increasing political charge in Europe

around 1968, when students of the left adopted it

as a sign of solidarity with the Palestinians and a

symbol for their own anti-imperialistic protest.

Its political significance had even greater visibil-

ity in the Tate 198os when Yasser Arafat donned

it repeatedly in his performances before the

press. The Palestinian scarf became a statement

of resistance and nationalism, a visual reminder

of the fragile sociopolitical scenario in a geo-

graphic region where governments draw lines to

determine how people live — in fact, how they

perform.

Eran Schaerf, "Echo Chamber

(Lakoste spielt keine Rollex)",

Zwinger Galerie, Berlin, 2012,

exhibition view

In Germany, the keffiyeh continues to be

part of leftist dress code (although also some

Neo-Nazis have co-opted it in order to camou-

fiage themselves in street demonstrations and

because they associate it with an Israel-critical/

anti-Semitic position); and today, on a brisk day

walking down the street in a fashionable western

metropolis — say, Berlin — sometimes a keffiyeh can

be spotted. But its political significance is diluted,

reinserted into another scenario as fashion adorn-

ment by wearers who may have no idea of its

meaning or its past. In his performances, publica-

tions, radio plays, photographs, and installations,

Eran Schaerf interrogates the transformation of

meaning and the identity of objects, images, and

places after they are filtered through mass media,

consumerism, and communication technologies.

Therefore, it is no surprise that the artist is also

attracted to the keffiyeh and its history.

The work of Schaerf, who was born in Tel

Aviv and trained as an architect, inhabits various
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Eran Schaerf, "Echo Chamber

(Lakoste spielt keine Rollex)",

Zwinger Galerie, Berlin, 2012,

exhibition view

forms of production, distribution, and exhibition-

making that often recast objects of visual and

material culture into different situations. In his

previous works the red and white keffiyeh has, in

fact, been seen dangling carelessly from a Prada

handbag in the 1997 photograph "Silhouette I"; in

the semi-fictional text "Scenario Data #32" writ-

ten by Schaerf in 1999 it is used as a blindfold in a

kidnapping with an Israeli special unit dressed in

Palestinian disguise. Not unlike a prop in a mul-

tipart cinematic series, the keffiyeh makes another

appearance in his latest solo exhibition "Echo

Chamber (Lakoste spielt keine Rollex)" at Zwinger

Galerie in Berlin. In the sculpture "Club Wear"

(1997/2012) it veils a small handbag, hanging on a

vertical chain with other bags of traditional floral

patterns and basket material. They are installed

like a street-corner kiosk that sells cheap fashion

goods and knockoffs. The work "Bas Boss Schack

Schuka" (2004/2012) is installed next to "Club

Wear". It, too, is an assemblage of bags on a verti-

cal chain. Some of them, however, are the plastic

and paper kinds from mainstream retail sources,

such as Hugo Boss. Placing the keffiyeh adjacent to

big consumer brands, Schaerf acknowledges its

reconfiguration into yet another commercial fash-

ion product, a chic accessory. Both works are in

front of the gallery's large, street-facing window,

reinforcing the commercial place of art within

the same insatiable consumer appetite for retail

shopping.

While the keffiyeh has seeped into more main-

stream use and its visual message weakened, a

recent footwear design by the German sportswear

company Adidas is highly charged with political

and historical connotations. JS Roundhouse Mids

is a pair of sneakers with bright orange plastic

chains and shackles made to fit around the its

wearers' ankles. Debuting on the Adidas Originals

Facebook page prior to actual market release this

summer, the sneakers designed by Jeremy Scott

caused an outrage on blogs and social networks by
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critics who compared the shackies to those used

to restrain slaves in nineteenth-century America.

In his sculpture "Roundhouse" (2012), Schaerf

examines the political significance of this fashion

design and the online reaction that ensued (with

more than 2,000 comments in a single day, the

response ultimately made the company cancel

the shoe's production). "Roundhouse" confronts

visitors at the entrance to the exhibition. It has

bunches of loose-leaf photocopy paper tied

together with neon orange shoelaces, all attached

to a chromed chain that hangs from the ceiling.

One group of paper Slips has a black-and-white

reproduction of the image of the shoe that Adidas

posted on Facebook; pages in another group are

mostly blank, except for a comment culled from

the blogosphere by a user named Toneo spts who

wrote: "Simply put, I'm an African American.

These shoes are so #16^@! Fresh! Even if they

have some slavery connotations what difference

does it make?" A tattered roll of crowd-control

tape hangs from the bottom of this assemblage.

Instead of the usual black-and-yellow "CAU-

TION", it displays a solid black background with

white Adidas logos. The tape is both a practical

weight for stabilizing the work and a visual meta-

phor of the extraordinary effects that corpora-

tions, design, and advertising have on consumers,

such as Toneo spts, on corralling their political

beliefs.

Schaerf's exhibition also features a series of

wall sculptures. Objects such as automobile hood

ornaments, fashion logos, and key chains — Mer-

cedes, Renault, Diesel, and Volkswagen — dangle

from elastic cables shaped into large speech

bubbles, like those in comic strips. These ubiqui-

tous forms usually reserved for quotes, however,

are completely empty here. "Scenario Data #so

(Mercedes, entchromt)" (2001/2012), one of these

wall pieces, has a bulky Mercedes hood orna-

ment stripped of its chrome plating that the artist

picked up at a Jerusalem market. Hanging from

this lackluster, brass-colored ornament are shiny

gold objects that look like cock rings and dainty

bracelets. A stretched cable installed overhead

connects the wall on which this work is installed
with an opposite wall, convincingly uniting

everything in the room into a single conversation.

Unlike artists like Josephine Meckseper, whose

individual installations with glossy department-

store vitrines aestheticize the intersections of art,

politics, and consumer desire, in a sense readily

telling its critique to spectators, Schaerf shows it

to them in this exhibition by staging recogniz-

able symbols from consumer culture in scenarios

of ambiguity and confusion. Comparable to what
Thomas Hirschhorn achieves in the juxtaposition

of spectators with his immersive installations of

fashion apparel, advertisements, mannequins, and

logos, Schaerf positions us in a way that draws on

our attraction and simultaneous repulsion in lux-

ury brand names. We have a desire for expensive
things. We want to own them because they iden-
tify us. Schaerf inserts just the right balance of

familiarity and uncertainty in this echo chamber

that pulls at these uneasy libidinal desires and asks
us to fill in the blanks and determine ourselves —

not unlike the keffiyeh — what it all means.

Eran Schaerf, "Echo Chamber (Lakoste spielt keine Rollex)",

Zwinger Galerie, Berlin, September 8—November 3, 2012.
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