










Onderwerp:  your text
Van: Krist Gruijthuijsen 
<kg@grazerkunstverein.org>
Datum:  24 juni 2013 10:58:36 GMT+02:00
Aan: Christoph Meier cm@christophmeier.net

Krist Gruijthuijsen in conversation with 
Christoph Bruckner about his written article 
›Social forms – sculpture in the Post-fordist era: 
the work of Christoph Meier‹

Christoph Bruckner Well, the term contemporary, as I 
use it, refers to a work, which is in some way rooted in the  
time in which it is made. I remember a sentence by Breton in 
his ›Anthology of Black Humor‹ where he says that the  
artist is the willing victim of his time. One can also consider 
contemporary work as something connected to the society  
in which it exists. This approach, to me, is more interesting 
than seeing it as only taking place in the field of art. Such 
work is always linked to the social and political fields, and of 
course, the economic field.

CB Well, I read a great sentence in the second part of 
Foucault’s history of governmentality ›The Birth of 
Biopolitics‹ where he says that living in a Neo-Liberal society 
is a ›permanent economic tribunal‹. When I read this, I 
thought it was one of the best definitions of what making art  
is for young artists that I had read in a long time. The problem 
is that everybody is forced to take an economic perspective, 
but when you look at the work of Christoph, the work of 
Rachel Harrison, or Ida Ekblad, Alexandra Bircken, Gedi 
Sibony – all of these people who work with discarded material 
and leftover parts…

CB Of course. All these people, like allmost all artists, 
are forced to come up with an economic approach. The 
problem is that this approach doesn’t show the artist as an 
economic subject, instead it becomes second to aesthetics and 
consequently makes the artists as an economic subjects 
invisible.

Krist Gruijthuijsen Can you describe contemporary 
sculpture within the framework of your research on  
Post-Fordism?

KG Can you elaborate on the economic aspect?

KG Yes there is a long tradition of this type of sculpture 
making, isn’t there?

Dear Christoph,

I agree with Christoph B. when he says your work is social. 
Even though abstracted and reduced to form, it‘s necessity to 
exist is honest and sincere. Everything seems to start with a 
set of yet undefined conditions. You are an architect, hence 
down. The notion of a ›pedestal‹ is your oyster. Re-defining 
and re-using is undeniably your vicious circle. You undermine 
value. You undermine criteria. I told you, the first time we 
met, that your work might only need ONE text. One that is 
used and abused over and over again. It would suit you. 
Attached is my first attempt in doing so. The picture shows the 
article Christoph wrote for your exhibition at Secession a few 
years ago, taped to my desk, which has been used over the 
past month as my ›support structure‹ to work on (yes, I do like 
rice crackers, Christopher Williams and my colleague’s snail 
tape-holder). I gradually added some comments and remarks 
and met up with him for coffee (or tea, in my case) to discuss 
the article. Enclosed is the edited transcription of this 
conversation. Curious to know what you think! After all, this, 
including this email, will be the new addition to your one, and 
hopefully only, text. 

With love, courage and support,
Krist



KG And you think that’s what makes it contemporary?

KG Do you mean that it’s more like a gesture 
of employment?

KG I would actually like to talk more about this idea  
of what you consider precarious sculpture. Can you illustrate  
that for me?

CB I found something very interesting in the library of 
the Austrian Workers Union. It is a book that links all the 
contemporary modes of working of the creative classes, with 
people who had until recently been working stable salaried 
jobs their whole lives. It’s not only people from the creative 
classes and from economic backgrounds who are working in 
these precarious, self-exploiting, network-dependent ways – 
but also people who are craftsmen, contractors, even mainten-
ance workers. This is why I liked your Mierle Laderman 
Ukeles exhibition – because of it’s link between artistic work 
and maintenance. 
 There’s a nice German word for when someone 
appears to be self-employed but actually isn’t – scheinselbst-
ständig. People are working exclusively for one contractor,  
but are self-employed persons, which is paradoxical in a way. 
You see these people in Vienna, selling newspapers at  
every street corner.

CB No actually it is real employment, but legally they 
are entrepreneurs. So legally they are self-employed. They are 
told where to stand, they have a specific pallet of goods  
to sell, they even have to wear a uniform, but legally they are 
self- employed. The other nice example for this spreading of  
an artistic mode of working, an artistic form of organisation of 
labour – is when contractors and craftsmen sell their labour 
through websites. But this is not like an auction with upward 
bidding – this is downward bidding – the one who charges  
the least gets the most work. This reminds me of an exhibition 
of Gedi Sibony at Meyer Kainer where the artist with the 
lowest cost of production was the winner. It’s allmost like  
a contest.

CB Well, it looks like it could crumble or fall down any 
minute! It’s not something stable. In the first text I wrote about 
Christoph, which is more about practice itself and less about 
my theorising, I wrote that you can easily call this mode of 
working ›verb sculpture‹ – the performative aspect is not only 
a function of the works but also a function of the viewer since 
the leaning, hanging, and covering is legible in the finished 
works. It is not stable in the way that it’s bolted or screwed in 
or welded. It looks pretty beaten up in a way.

CB I think these have always been applicable to artist’s 
work. But the point is that today, not only artists have to  
work this way. This is what I’m interested in. I mean, artists 
have always worked this way, ever since they were set free 
from having a paid position under the church or a count of an 
emperor. They have no other options, they can only work  
this way. There are no paid position for artists, except a few 
teaching jobs. I don’t think that this is something that 
distinguishes artistic work today from artistic work in the 60s 
or the 20s.

CB You mean how he got his foot into the art world?

CB He is a very social person, he knows a lot of people. 
He has the ability to deal with, even befriend, a lot of strange 
people. He has done a lot of ›projects‹ (to mention another  
key term of Post-Fordism). Not really exhibitions in a sense, 
but really ›projects‹ – like stage designs for performance 
evenings, displays, playing with his band, issuing a fanzine etc.

CB Because the ability to have a network is basically the 
thing you need to get projects off the ground. Chiapello and 
Boltanski wrote in ›New Spirit of Capitalism‹, that a project is 
just part of a network charged with very high energy. So  
you have to have both the network and the ability to start new 
projects yourself or to link up with existing projects. They 
define a project as a highly activated section of a network.

KG You seem to be talking more literally about the 
physical setup of the sculpture, while I also think it is  
very much about the relationship towards materiality, and 
about intuition. When you talk about precarity, and about  
this idea of the uncertain and the instable or unstable, I 
wonder, what defines the criteria for the work itself? What 
actually gives it the right to be presented?
 Previously you mentioned self-exploitation, spon-
taneity, innovation and the ability to network. Are those 
perhaps the main criteria of artistic labour these days? Do you 
think that these are also applicable to this type of work?

KG If you take Christoph Meier as an example for this?

KG Yes, how he got recognised, in what way his work 
got received?

KG Why do you consider this Post-Fordist?

KG Interestingly, had I not been familiar with 
Christoph’s work, I would have still been clueless as to what 
his work was about after reading your text. The text could 
easily exist without mentioning the work, but alongside the 
work, if you know what I mean. That it could just have been a 



text on sculpture in the Post-Fordist era, without even 
mentioning anything about Christoph or other artists. Because 
it’s the subject you are addressing that relates to his work,  
but the text is not necessarily about his work.

KG Of course, but I’m now sitting and talking with you 
about his work. We are both in the same position of looking 
and working with an artist and reflecting upon it. So the first 
text you wrote about his work, what was its focus? When we 
sat down, you mentioned how his work is dealing with 
re-appropriating discarded material. What other aspects, do 
you think, his work incorporates?

KG Can you explain the term ›social field‹ to me?

KG Do you think that the social aspect is that he wants 
this to be transparent?
KG Exactly, but if you don’t?

KG Do you think that some of his work might 
sometimes get stuck with exercises on formality or exercises 
on creation? I mean, if you are not overcoming the formal 
exercises, what defines the work to be presented? What 
makes a good exercise and what makes a bad exercise? What 
is that, and how can one define it?

KG I think I understand what you mean.

KG Is that why one always looks at the whole body of 
work, instead of looking at just one work? In a way you  
are looking at the complete position of someone, with all its 
various outcomes?

KG I think that’s a good final sentence.

CB Well, I hope this doesn’t sound snappy, but if you 
want to know what his work is about, you’ll have to talk to 
him, because I’m not explaining the work. I’m writing theory, 
which is parallel in a way. This is not what his work is about.

CB Perhaps the fact that it is happening in a social field.

CB Well, he is always picking up materials, for instance, 
his studio colleagues leftovers. So he makes things out of 
discarded artworks from other people. It appears to be very 
formal but it also has a social aspect to it. This was one  
thing I was writing about and giving examples – like a present 
he got on the first day at his job, or a present he got from  
the artist group he was working with. I told some of the stories 
behind the social aspects – the stories behind the very  
formal objects he is using and how he is combining them.

CB It is transparent if you know him.

CB To be honest, I don’t know to what degree he is 
revealing this. I don’t know if he is telling people that these 
painted posters and plastic sheets that he used to stuff 
sculptures, came from his studio colleague, who used them  
as dust-sheets while painting. I don’t know to what degree  
he is communicating this.

CB I once read that someone said that art is a 
Verabredungsbegriff –  I don’t know the English term for it.

CB What art is, what is legitimised, and what is also 
honoured in an economic sense, is the result of a discur sive 
process between an enormous amount of people. It’s basi -
cally what we are doing right now. We are taking part in  
this discursive process, whether it is good or not. I don’t think 
that its up to a single person. Every artist has to decide for  
him or her self, if it’s good and it makes sense. I don’t think it’s 
up to a single person to answer these questions, it’s just part  
of the ever changing result of a discursive process.

CB The complete position, of course, is contemporary. 
Or not. It depends. You can look at a single work and decipher 
it conceptually, or formally, to make sense. It is not exclusi-
vely the result of a huge, on-going discursive process, and it’s 
also never only one task or one process. Your approach to 
ones’ work changes all the time. My approach to Christoph’s 
work changed during this interview, and yours as well!




