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THE CONSPIRACY/ DIE VERSCHWÖRUNG 
 
 
Exhibition         1 August – 6 September 2009 
Opening        31 July 2009, 6 pm 
Press conference   30 July 2009, 11 am  
 
With: Giro Annen, Nino Baumgartner, John Divola, Chris Evans, Dora García, Gerard 
Hemsworth, Raphaël Julliard, Annina Matter, Corey McCorkle, Martin Möll, Camille Norment, 
Annaïk Lou Pitteloud & Steve van den Bosch, Bradley Pitts, David Renggli, Ana Roldán & Falke 
Pisano, Narcisse Tordoir, Alan Uglow, Xu Zhen 
 
The Conspiracy brings together work from an extensive group of artists whose participative, 
confrontational or more hermetic artistic practice is motivated by a discerning, sophisticated, and 
sometimes perverse play of interpretation and meaning/significance. Together they span different 
generations, so that various strategies for public (non-)interaction engage one another. The 
exhibition comes at a moment in time when public art institutions increasingly have to resolve the 
contradiction between an ‘art-focused’ and a ‘spectator-focused’ approach, and testifies of the 
ways in which artists construct various understandings or refusals regarding the public.  
The popular criticism that in the sphere of contemporary art the spectator is fooled by the works 
proposed and that ‘the meaning of art’ is somehow conspiratorial in nature, more and more fuelled 
demands of legitimisation over the last years. The ‘suspicion’ is as old as the advent of the avant-
garde, but it was Jean Baudrillard who in 1996 infuriated the art world with his text Le Complot de 
l’Art , published in the French newspaper Libération. In the article, Baudrillard claimed that art 
exists everywhere but in art, and that it has become a case of insider trading. The French 
philosopher also expressed concern that art has become tainted with the close and oppressive 
relationship between artist and consumer, with the obscenity of visibility because of the inexorable 
transparency of everything, and with the lack of formal difference between art and reality.  
Baudrillard’s ideas were en vogue twenty years ago. Today it is exactly this difference between the 
language of art and common communication that is criticised by populist politicians and some 
cultural brokers, as some of the main characteristics of a conspiracy of art. Practicing a language 
resisting conventional ways of making sense, art might seem to place the spectator on the opposite 
side of illumination. Communicative ambiguity, irreducible opacity and thickness are considered 
highly suspicious today, in a context where art manifestations are more and more expected to bring 
into publicly discussable form that which is being ignored, left unattended, or relegated to the 
‘outside’ by the ‘political’ process. 
But rather than dispute about the veracity of conspiracy theories in the domain of the arts, we 
might, as controversial anarchist essayist Hakim Bey proposes, try to construct a poetics of 
conspiracy: “A conspiracy would be treated like an aesthetic construct, or a language-construct, 
and could be analyzed like a text.” As fictional conspiracy, with a paradoxical combination of 
preciseness and ambiguity, art could exactly expose the conspiracy of the mass media with its 
manipulative ‘publicness’ and forge a ‘counter-publicness’. Maybe in relation to the mass media, 
exhibitions then function as ‘Pirate Utopias’, secret islands once used for supply purposes by 
pirates existing beyond the realm and reach of governments, from where a mental and emotional 
signifying space is opened, outside the usual conditioning of meaning. As a performance of 
stubborn autonomy versus the evidence of understanding, and as a momentum for a critical locus 
versus instrumental (practical, functional, economic) reason, an exhibition, then, creates a new 
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territory of the moment, possibly in complicit disguise, on the boundary line of established 
regions. 
The Conspiracy inscribes itself in a series of group-shows held at Kunsthalle Bern over the last 
years (Off Key (2005), Pre-Emptive (2006), A Fantasy for the Moment (2007) and You Don’t Have 
to Understand Everything We do to Profit From It at Liste in Basel this year) that eschew to 
account for their existence towards the practical demands of the contemporary economical and 
socio-political realm, and resolutely invest in what Bertrand Russel called ‘useless knowledge’.   
 
 The Conspiracy is curated by Philippe Pirotte 
 
 
 
Giro Annen  
Born in Chur, Switzerland, in 1957, lives and works in Bern, Switzerland. 
In a gesture that seems to stem from Dadaism’s penchant for the absurd, Giro Annen’s sculptures 
combine minimalism’s seriousness with a sense for the material reminiscent of Arte Povera. In 
other words: thermodynamics’ idea of the natural, irreversible shift from order to disorder. 
Recently, Annen has been trying to create ‘formless’ sculptures and to make visible this loss of 
form. Sculpting, to him, is an activity that stems from a thinking based on experience, not from 
ephemeral ideas. His work Noch ohne Titel consists of two shapes that hang from the ceiling and 
recall the shape of a waterfall of plaster. Two photographs showing a waterfall close to the artist’s 
place of birth complement the piece. He visits that place every year and photographs it. Annen is 
fascinated by the fall, the downward motion as a motif for the ceaseless changes and evolutions in 
nature. Through the photographs he created in the last twenty years – not for exhibition purposes –
, the artist links his sculptures’ abstract gestures to an allusion to Marcel Duchamp’s last, secretly 
produced masterpiece Etant Donnés: 1. La Chute d’eau, 2. Le Gaz d’éclairage. In 1946, Duchamp 
had spent five weeks in Switzerland. During that time, he was a guest at the Hotel Bellevue near 
Chexbrex high above Lake Geneva for five days. There, he photographed the waterfalls of Le 
Forestay, and his enigmatic installation originated from these photographs. 
 
Nino Baumgartner 
Born in Bern, Switzerland, in 1979. Lives and works in Zurich, Switzerland. 
Baumgartner works with drawings, sculpture, performance and photography. Baumgartner 
performatively adapts his wooden sculptures, which are outfitted with long elastic wooden bars on 
one side, to the architecture of the gallery space, thus giving his works new forms all the time. 
These interactions with his sculptures might already betray Baumgartner’s love for skateboarding. 
For when he balances on his sculptures during his performances, jumping from one to the other, 
one is reminded of the tricks and feats that can be performed with a skateboard. In his sixty-part 
series of photographs entitled When does the wall become a floor Baumgartner documents urban 
architecture as seen through a skater’s eyes. He perceives buildings and squares as stages, slopes, 
jumps, obstacles, toys and challenges. Over the course of several years, Baumgartner 
photographed the sites in all of Europe where he had practiced his skateboarding skills. These 
photographs were initially intended for private use and only later compiled into a series in order to 
better discern and reflect on the common traits of the photographed sites. Which architectural 
features are of interest to the skater? What do all of these forms have in common? Surprisingly, it 
is only the skateboarder, keenly considering these diverse forms and structures with their different 
everyday purposes, performing imaginary tricks with them, who manages to bring them together 
into a homogeneous group. 
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John Divola 
Born in 1949 in Los Angeles, CA, USA, lives and works in Los Angeles, CA, USA. 
Since the 1970s, John Divola has been exhibiting his work internationally. He works primarily 
with photography and digital imagery. He characteristically produces series that seem to oscillate 
between fact and fiction and hint at stories that encourage speculation. He photographed, for 
example, the sets of the American TV-series “X-Files” during filming breaks – a no man’s land 
between reality and fiction, designed to evoke the viewers’ hidden fears and desires. 
The series “Dark Star” was produced in 2008 in the Californian desert. Using spray paint, Divola 
painted big black dots in deserted and decrepit houses. Some of these dots appear to protrude from 
the crumbling walls, as if they were a mark, a glistening, grooved piece of skin or a sinister eye. 
Others could be interpreted as mysterious markings: are they signs, messages? The fact that we 
only see the photographs and not the event itself opens up further possibilities for speculation. The 
photograph is a snapshot of one particular moment; the events that transpired before or after it was 
taken remain unknown, just like the exact spot where it was taken. In turn, Divola’s aesthetically 
sophisticated composition and the perfect lighting of the scenery are reminiscent of a movie set. 
Even the title alludes to the science-fiction genre and indicates some degree of orchestration and 
artificiality. 
 
Chris Evans                     
Born 1967 in Scotland, lives and works in London, England and Brussels, Belgium. Evans shows 
a keen interest in the relationship between art and power. Beyond simplistic politically correct art 
Evans researches how artists compete with or complement political networks and the 
infrastructures of large corporations. Whether Evans really succeeds in discarding the soul of the 
capitalistic mind is doubtful but he likes to throw personal, poetic and imaginative investigation 
directly into the path of bureaucrats, office workers, institutions or top-notch companies. His work 
usually starts with a meeting or a series of conversations and results in an artwork where 
seriousness and irony battle for the primacy. You seem to think I'm making something out of 
nothing suggests equivalents between the drive, ambitions and effect of a chosen participant in the 
work - an Egyptian real-estate tycoon, Samih Sawiras, encouraging this particular participant to 
meditate on his experience of living, and the story of his personal life, and its effect on a nation. 
The work is based on an extensive interview of the artist with Samih Sawiris. Evans reworked the 
content of the conversation with the writer Will Bradley to create a script to be filmed with Sawiris 
acting himself on the location of one of the his family's vast real estate projects. The monologue is 
cut with views of this environment. Rather than the action itself, its procedural structure and active 
participation, the emphasis is, instead, on the participant - his social standing and the context this 
creates.  
 
Dora Garcia  
Born in Valladolid, Spain, in 1965, lives and works in Brussels, Belgium. 
Dora Garcia works with performance, video and installations.  
Ray Bradbury’s dystopian science-fiction novel Fahrenheit 451 is set in a society that regards 
reading and the possession of books as a serious crime. This society is kept in a dependent, 
anonymous and heteronomous state by its political system. Books are considered to be the main 
reason for a non-conformist way of life, since they symbolize liberated thinking and individualism. 
They are burned, and those who read them despite the ban are persecuted. The state in the novel 
legitimizes its actions with the claim that it is merely protecting its citizens from the unhappiness 
brought about by independent thinking. For her piece Fahrenheit 451, Dora Garcia has had the 
novel printed 2000 times with a mirror-inverted typeset. Her mirrored books raise questions about 
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participation, access and readability, since they can only be read using a mirror. The book resists 
the reader. If he or she is positioned in front of a mirror, the letters become readable, but the 
person holding the book is no longer the actual reader, but merely his or her mirror image. The 
viewer and the content of the book can thus never exist in the same degree of reality. Garcia’s 
quote Art is available to everyone, but only the elite knows this, rendered in gold-leaf letters, also 
refers to the problem of art’s accessibility (or lack thereof). But whom does it accuse? The 
members of the elite who are keeping their knowledge to themselves, or the general public, for its 
lack of knowledge and ambition?  
 
Gerard Hemsworth 
Born 1945 in London, England, lives and works in London, England.  
Some of Gerard Hemsworth’s paintings are motivated by a discerning, sophisticated, and, 
sometimes, perverse play of interpretation and meaning/significance. Notwithstanding their cute 
seductiveness, by the processing of children’s comics in their motives, they suggest a play akin to 
language structures. However, the infantile premier degré is misleading. While they seem to 
demonstrate an interest in appropriation and thus an obfuscation of authorship, they 
simultaneously insist on the fact that they are hand-made. Hemsworth’s graphic abstractions of 
certain narrative elements become an apparatus at his disposal, which can be used to organize the 
picture surface. As a visual practice it continually pushes forward its own benchmark and escapes 
every suggested meaning. Continuously separating and reconnecting aesthetic autonomy and 
referentiality, the artist’s recent works have an ornamental character, however less obvious than in 
earlier works. The titles complicate matters, and it is by no means chance that one of the recent 
paintings is called Matter of Opinion. Does the artist deliberately want to convey meaning or does 
he delegates his authorial prerogatives to the projective competences of the spectator? But the fact 
that the relation between titles and the paintings is often hyperbolic suggests a more complex 
stance. The paintings are at the same time robbed of their subconsciously experienced 
recognisability, and by their iconography challenge the big-audience-suspicion that the ‘meaning’ 
of contemporary art is of a somehow conspirational nature. The contradictory connection between 
a purely aesthetic pictorial arrangement and a dimension of meaning leads us to an insight into the 
possibility which only painting possesses: the possibility to force the viewer to see contradictions 
without conflict. Opposed to the usurping of the image by the digital revolution, this does not 
destroy the image. On the contrary: it concurs with its essence. In painting it is possible to 
demonstrate an alternative within the image itself. This paradoxical simultaneity within the painted 
image, as a strategy for generating meaning, remains difficult to translate into other media or in 
discourse.  
 
Raphaël Julliard 
Born 1979 in Geneva, Switzerland, lives and works in Geneva, Switzerland.  
Julliard develops projects departing from methods or schemes, which pursue their own logic. His 
complex works often testify of an amused observation. For The Conspiracy, the artist proposes 
Paranoïd Room, an installation in front of the Kunsthalle, constructed according to a plan with 
complex forms, allowing exactly one person inside. The ground plan is a superposition of symbols 
derived from political or religious entities, often connected to secret societies. The piece, 
according to the artist, functions as a ‘psycho-magic-formal’ experience. The hypothesis is that the 
symbols chosen by these societies carry the idea of conspiracy, meaning that the forms used, 
through an esoteric force, contain a potential for ‘agency’ for the members and sympathizers. This 
presupposes that the forms are not chosen by chance or for aesthetic reasons, but because they 
embody a power that allows these societies to act the way they do. Departing from this hypothesis 
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Paranoïd Room concentrates a number of these forms capable of inciting paranoiac behaviour, and 
as such searches to increase its effects. The superposition of the forms thus serves as the ground 
plan for a room and for the elevation of its walls. This elevation heightens the paranoiac force by 
transporting the new form in the third dimension. In the constructed room, the visitor is invited to 
experience and evaluate the power of this paranoiac ‘attractor.’ 
 
Annina Matter                
Born in Bern in 1981, lives and works in Frankfurt.  
Matter’s work is elusive. That’s the least one can say. Not easy to describe, we do not know 
whether we deal with sculpture, installation or environment. They are deliberately unconventional 
and although they have a dilettantish feel about them - in part because they are rich in handmade 
play with resonances and irregularities - they seem to borrow from a methodology akin to 
scientific empirics. Her work is never ‘finalised’, refusing the entrepreneurial allure of that 
condition (the last phase of an administered process); rather she continuously postpones resolving. 
Studying and testing transformations of form, her work, folds in on itself, morphs and echoes 
within its own development in time without leaving permanent sediments, but only temporary for 
an ‘exhibitionary’ moment, before the experiment continues again. Partly starting from situations 
in her Frankfurt studio she created by controlled chance with colleagues and friends, the 
environment she installed in the entrance room of the Kunsthalle for The Conspiracy is a trajectory 
with objects/ situations positioned in cut-outs of an oilcloth carpet with a print of stones. One of 
the situations: a small empty column reinvents itself as a canon shooting an image on higher part 
of the opposite wall. The image, on canvas, becomes an object again, bearing the physical signs of 
being shot away. As the most literal example of works that translate their own experiences, it 
functions as a metonym for Matter’s way of working: projecting and pursuing a logic of their own, 
while leaving indexes of their programme and formalization.  
 
Corey McCorkle                         
Born in 1969 in La Crosse, Michigan, USA, lives and works in New York City, USA.                        
Apart from architectural interventions and sculptural installations, film is Corey McCorkle’s 
preferred medium. In film, he often deals with communities that, for many different reasons, 
retreat from their respective societies and live according to their own rules. In the process, 
McCorkle exhibits an almost anthropological degree of interest. Among others, he documented the 
Oneida Christian Perfectionists in the state of New York – a Christian group striving to live a 19th-
century lifestyle – and the utopian community Auroville in southern India. His video piece March 
about the Knickerbocker Greys is a haunting portrait of this anachronistic group. The members of 
this organisation, schoolchildren and teenagers, undergo a weekly training schedule structured 
according to historical models. The aim is to instil leadership qualities and discipline in these 
young people. Every Tuesday evening, as if they were a paramilitary unit, the Knickerbocker 
Greys perform their marching training in the historical Armory building, in which they have been 
training since 1881. March documents the weekly marches of this club while also emphasizing the 
neo-gothic interior of the historical building. The strange images of parading and goosestepping 
children in an anachronistic ambiance make the club’s declared goals appear dubious: apart from 
the archaic exercises, the benefit of which is doubtful at best, the Knickerbocker Greys mainly 
function as a networking tool for New York’s ultra-conservative “Who’s Who”. 
 
Martin Möll                  
Born in 1972 in Bern, Switzerland, lives and works in Bern, Switzerland.    
In his series of photographs, Martin Möll often traces inconspicuous everyday phenomena, 
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proceeding in a systematic manner and according to strict criteria. As a traveller, for example, he 
paces all the streets in Paris, documenting his walks with his camera. Or he photographs instances 
of decay and vandalism all across his home town of Bern, focusing on them very closely, thus 
lending the problematic imagery the appearance of aesthetic, almost abstract compositions. Möll’s 
close thematic focus on certain topics allows him to engage with these concerns in a very precise 
manner on several levels. His diligent artistic process, with its insistent search for the subtlest 
facets, and his striving to capture and comprehend a phenomenon as exhaustively as possible, is 
reminiscent of criminological methods – in search of as yet unknown facts, every single detail has 
to be considered without prejudice. For often the details are the key to valuable thought processes 
and insights. For his piece “26 Gasoline Stations Revisited” (2009), Möll sought out all the sites 
from Ed Ruscha’s famous 1963 photo series – after 46 years of rapid and radical technological and 
social developments with regard to, but not limited to the automobile, this was an almost 
archaeological project. The places have undergone drastic changes, and most of the gas stations 
photographed by Ruscha have gone out of service a long time ago. Here too, then, subtle traces 
and scarce remains direct Möll to the place where, once upon a time, something happened. 
 
Camille Norment                          
Born in 1970 in Silver Spring, Maryland, USA, lives and workd in Oslo, Norway.                             
Camille Norment works with drawings and videos, but mostly creates multimedia-installations. 
She is mainly interested in grey areas and precarious interstices that defy clear classification. 
Norment is concerned with the transitions from one culture to another or from an utopia to reality. 
Thus, the fact that her works are rich in allusions without ever dictating a specific interpretation 
seems to be in line with Norment’s intentions. The small kinetic sculpture Juke also refers to 
several different topics. An American penny turns, interminably, on a pedestal. The title Juke 
stems from the creole language Gullah and means ‘bad’, ‘evil’ or ‘wicked’. In the 1950s, the word 
was mainly used in connection with “Juke Joints”, that is, mostly illegal dance halls for African 
Americans, in which prostitution and gambling were also practiced. In today’s slang, “to juke” 
mainly means “to dance” and has lost its lewd connotations. Of course, the dancing coin bears the 
likeness of Abraham Lincoln, the great emancipator, the President who abolished slavery and was 
assassinated on Good Friday in 1865. By coincidence, the work was produced just as the first 
African American President in the history of the United States was elected and a global financial 
crisis began to unfold. Money and power prototypically breed conspiracy theories, since in our 
culture, everything that cannot be seen, identified and aestheticized is interpreted as a sinister 
machination, a business, a matter of financial transactions. 
 
Annaïk Pitteloud & Steve van den Bosch                    
Pitteloud was born in 1980 Lausanne, Switzerland, and lives and works in Rotterdam, The 
Netherlands. Van den Bosch was born in 1975 in Antwerp, Belgium, and lives and works in 
Rotterdam, The Netherlands.                      
Earlier this year, a three-part symposium took place in Rotterdam in The Netherlands. On this 
occasion, members of different professions in the art world – critics, curators, artists – met and 
used the symposium as a platform for discussions and exchanges. Pitteloud and van den Bosch 
documented the day on which the participating curators discussed the production of exhibitions. 
Their installation The Curators consists of a video projection and projected images. The images 
show the room in which the curators’ public symposium took place and the video shows excerpts 
from their dialogues. The conference room’s real function as an exhibition space was disguised 
during these talks. It was prepared and outfitted in such a way as to only enable verbal discussions 
about an inherently visual topic – the realization of art exhibitions. Ironically, however, the room 
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also mirrored an exhibition, since big, monochromatic canvases had been placed on the walls to 
absorb noise. Therefore, the exhibition as a visual phenomenon was not completely absent from 
the talks, but entered into them in a strange way as a kind of quote. Pitteloud and van den Bosch 
render the different attitudes towards questions of art and exhibitions: a problem that is visual in 
nature for the artist is treated as a purely theoretical challenge by the curators. The artists do not 
communicate or represent these theories in this work. The documentary, in almost amateur-like 
fashion, misses its aim by never actually relating a punchline or conclusion. 
 
Bradley Pitts                
Born in 1975 in New York City, USA, lives and works in Amsterdam, The Netherlands.                
Bradley Pitts mainly produces multimedia installations, which profit from and are inspired by his 
education in the fields of aviation and aeronautics. He does not perceive any conflict between his 
physical and his artistic background; rather, he is convinced that his technical knowledge can be 
harnessed to resolve philosophical questions and to elucidate subjective realities. Consequently, 
Pitts’ works not only show that technology and art can enter into a fruitful relationship; he also 
appears to believe that science and technology should be subjected to the same degree of scrutiny 
as any work of art, for he holds that science and technology are themselves cultural products. The 
installation The Darkness In Between (2007-2009) fits nicely into this paradigm. It consists of 
LED-lights, a camera and monitors and creates two rooms that exist in parallel in the viewer’s 
perception. Neon lamps do not distribute their light evenly, but flicker – in the case of the 
installation, 250 times per second. The LED-lights are synchronised with the cameras so as to only 
glow when the latter are not recording. As a result, the monitors only show the dark phases 
between the different light impulses. The viewer sees him- or herself on the monitors in a dark 
room, which he or she actually perceives as brightly lit, since the human eye is incapable of 
distinguishing between the individual flashes of light. The confusion that results from this 
discrepancy between the viewer’s own perception and the perception of the technology observing 
the viewer produces doubt, fear and paranoid ideas. The Darkness In Between almost appears to 
illustrate Boris Groys’ theses about the distrust in all kinds of media that suspects sinister, 
dangerous, but also fascinating forces behind the media’s surface. 
 
David Renggli                                         
Born in 1974, lives and works in Zurich, Switzerland.             
For his room installations, sculptures and paintings, David Renggli often uses elements from 
everyday, pop, and trivial culture, which he connects, manipulates and modifies adventurously. 
The pitfalls of perception are revealed with precision, prejudices are parodied. A “painting” on 
display in the Kunsthalle speaks directly to all those who like to complain about contemporary art: 
in pencil, it tells the viewer to get in touch with the artist if he or she does not like the painting. 
Renggli’s phone number follows. An actual “painting”, however, is nowhere to be found; the 
yellowed, blotched piece of paper with the written note occupies its place in the frame. Another 
large-sized work by David Renggli is a collage made from rose-coloured lottery tickets and 
payment orders, with added band-aids and stickers of kissing lips. There appears to be an 
irritatingly obvious, literal interpretation of this painting, but it disintegrates, as it were, like the 
piggy-coloured joy of money it conjures up. For how are all those symbols of a mercantile and 
materialistic ideology connected to the work of a serious artist? Here, too, David Renggli 
orchestrates a multi-faceted intellectual set-piece that challenges expectations, questions of origin 
and authorship and the viewers’ thought processes. 
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Ana Roldán & Falke Pisano                           
Ana Roldán, born in 1977 in Mexico City, Mexico, lives and works in Zurich, Switzerland. Falke 
Pisano, born in 1978 in Amsterdam, The Netherlands, lives and works in Berlin, Germany.                   
Ana Roldán and Falke Pisano work with media like installation, photography and sculpture. They 
produced the piece called Dynamo together. It consists of three printed cloths on each of which 
one item (from the possessions of Roldán and Pisano respectively) is placed. According to a set of 
rules, which is also on display, the objects will change their position sixteen times within 35 days, 
thus always entering into new constellations. The viewer is not supposed to completely understand 
this complex game-like process. It does not require interaction, but merely testifies to actions 
which others have committed. Roldán’s interest in semiotic systems is also apparent in her 
Bestiarium of the art world. Alluding to medieval poetic descriptions of real animals alongside 
mythical creatures, permeated by moral and allegorical references to Christian doctrine, Roldán 
now represents art as a surrogate for religion, as a surrogate for missing or obsolete social 
perspectives. Her ever-expanding encyclopaedia characterizes modern art-beasts in a metaphor-
rich, florid prose and juxtaposes this romantic description with a pictogram carved into wax. In 
spite of the mostly flattering descriptions, Roldán’s work criticizes the self-referential insider 
business practiced in the art world, just like Baudrillard did in his text The Conspiracy of Art. 
 
Narcisse Tordoir                  
Born 1954 in Mechelen , Belgien, lebt und arbeitet in Antwerpen, Belgien.         
For several years now Narcisse Tordoir has been conceiving painting as a process of integrating 
and re-territorialising very diverse fields, as a central and particular way of working. An initiator 
of social actions in the seventies, and mostly painting in the subsequent decades, his most recent 
ventures have included collaborations with photographers, painters and performance artists and 
they have resulted in workshops and shared works. Notoriously shy as a person, Tordoir’s 
meanderings have brought him recently to conduct performances in the secrecy of his studio. 
Inspired by some of Goya’s Caprichos, Tordoir re-enacted some of the Caprichos with his friends, 
as was it an experiment to embark on a fascinating adventure into the reversal of all values. Topics 
such as masquerade and techniques of ambiguity, inversion and perversion, violence and 
transvestism, folly and the triumph of the flesh are tackled and form a diagnosis of an actual 
situation, questioning if strategies of reversal have lost true meaning and capacity, assuming the 
question whether subcultures are defined through style, and not anymore in terms of transgression. 
In The Conspiracy, Tordoir shows working sketches, over-painted photographs made during the 
aforementioned performances. A particular piece, printed on canvas is a reworking of Francisco de 
Goya’s unusual self-portrait, almost in profile, that functioned as the first Caprice and that has 
been analysed as representing ‘Contempt’ (Disprecio) and ‘Sadness’ (Tristeza). 
 
Alan Uglow 
Born 1941 in Luton, England, lives and works in New York, United States. 
Alan Uglow’s rigorous abstractions, often cited as ‘minimalist’, are, in fact, deeply grounded in 
the world. Locations and situations – isolated, extracted and abstracted from an original context, 
and reduced to their constituent parts - find their way into the artist’s vibrant, sensuous, and subtle 
abstract compositions. In examining one of Uglow’s primary compositional elements, the 
monochrome bands surrounding a seemingly uninflected surface, the symbiosis between his 
formal concerns and one source of inspiration for his work is revealed. The spatial arrangement of 
the football pitch is partly the source for the rectangular, bisected fields in his pristine Standard 
paintings, a syntactical similarity present in his work since the late 60s. Uglow subjects this image 
of a functional, built structure to a myriad of painterly choices about color, flatness, and tonality. 



 Kunsthalle Bern 
 - 
 

 
 
Helvetiaplatz 1 
CH-3005 Bern 
Tel.+41(0)31 350 00 40 
Fax.+41(0)31 350 00 41 
www.kunsthalle-bern.ch 
j.strebelow@kunsthalle-bern.ch 

9

In The Conspiracy, Uglow shows a series recent photo silk-screens behind glass of his classical 
Standard paintings and some freestanding Standard paintings. Indifferent to a determinist reading 
of art history, for over twenty-five years Uglow's work has remained consistent, and he is still 
working in series began a long time ago. He is interested in paintings ability to be timeless - there 
is no or barely difference between a recent stadium painting and an early one. Their seriality and 
uniformity does in fact relate to the ordinary and the mundane, and also the choice of titles and 
colors point in this direction. Hotels and football stadiums are generic in their functions and 
general layout, colors chosen might relate to the color of a passing car or to be taken off a color 
chart. His spare, elegantly proportioned abstractions are not strictly minimal or formal; they do 
misbehave and are not painted with proclaimed primary colors. In Uglow's practice the exploration 
of the essentials of painting is not an end in itself but a means to generate the sense of discovery 
and psychological confrontation. 
 
Xu Zhen  
Born 1977 in Shanghai, China, lives and works in Shanghai, China. 
Xu Zhen is considered one of China’s foremost young conceptual artists. Over the past decade, Xu 
Zhen has consistently sought to push the boundaries of social assumption, cultural anomaly and 
the imagined world and its factual relation, to name but a few of the constructs to which he 
humorously critiques contemporary life. His work, prolific and diverse, crosses the mediums of 
video, photography, performance and installation, and whilst addressing sensitive social and 
political issues, it is at once conceptually astute and powerfully provocative. Xu Zhen takes 
intrinsically slight material and plays with it without condescension: His work entails theatrical 
humor as well as social critique, neither entirely serious nor obviously ironic.  
Featured in the exhibition will be a spare new sculpture entitled Just did it (2007), consisting of a 
tiny speck of mud viewable through a microscope. One viewer at a time discovers that the minute 
sculpture depicts the famous image of Neil Armstrong’s first footprint on the moon. With this 
installation, Xu Zhen continues his ongoing investigation of fact and fiction by referencing the 
controversial debate over the 1969 Apollo 11 lunar landing. Various conspiracy theorists 
claim that during the Cold War era, the United States government faked the American lunar 
landing in its haste to beat the Soviet Union to the moon. Thus, by creating a faux artifact from a 
possible non-event, Xu highlights the media’s role in directing modern-day history and poses the 
question: where do we stand?  Abstract Painting (2008) is part of Xu Zhen’s most recent 
production that marks a desire to delve further into conditions of art’s modus operandi. As a point 
of departure for this new abstract piece, the artist asked various people to cover the irridiscent 
paillettes on a scarf with Chinese characters. Xu Zhen altered the writings by displacing the 
paillettes wich allow the original subjects to all but disappear. What was once very literal 
statements mutate into an indecipherable camouflage of new forms, and a perfect abstract painting 
is all that remains.  
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Press images 
 
Order images at: j.strebelow@kunsthalle-bern.ch or download from http://www.kunsthalle-
bern.ch/en/practical/press-area.php 
 

 

 
 

 
1 
Raphaël Julliard, Paranoid room, 2009, Simulation, courtesy the 
artist. 
 
 
 

 

 
2 
John Divola, DSA from Dark Star Series,  2008, photographic 
print, courtesy the artist. 
 

 

 
3 
Corey McCorkle, March, 2008, Hd Video, 10 minutes, courtesy 
the artist and Maccarone Gallery, New York. 
 
 

 

 
 
4 
Camille Norment, Juke, 2008-2009, Kinetic sculpture, 2008 
U.S. penny, mechanical components, 30 x 30 x 112 cm, courtesy 
the artist. 
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5 
Bradley Pitts, The Darkness in Between, 2007, real-time 
installation LEDs, TV broadcast, cameras, monitors, space, 
courtesy the artist. 
 
 

 

 
6 
Installation shot The Conspiracy / Die Verschwörung , 
Kunsthalle Bern, 1 August – 6 September 2009, Giro Annen and 
Dora Garcia. 
 
 

 

 
7 
Installation shot The Conspiracy / Die Verschwörung , 
Kunsthalle Bern, 1 August – 6 September 2009, Gerard 
Hemsworth and AnaRoldan/Falke Pisano. 
 
 

 

 
8 
Installation shot The Conspiracy / Die Verschwörung , 
Kunsthalle Bern, 1 August – 6 September 2009, Alan Uglow, 
Xu Zhen, Martin Möll and Gerard Hemsworth 
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9 
Installation shot The Conspiracy / Die Verschwörung , 
Kunsthalle Bern, 1 August – 6 September 2009, Annina Matter.  
 
 

 

 
10 
Installation shot The Conspiracy / Die Verschwörung , 
Kunsthalle Bern, 1 August – 6 September 2009, Bradley Pitts 
and David Renggli.  
 
 

 


