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frieze is the leading international contemporary art and culture 
magazine. Since its launch in 1991, frieze has become renowned for its 
excellence in writing, unbiased criticism, award-winning design and 
ability to identify future trends in art and culture. 

frieze features the best new talent in writing published alongside 
world-renowned authors, art historians and critics including  
Michael Bracewell, Jace Clayton, A.M. Homes, Sylvère Lotringer, 
Tom McCarthy, Peter Schjeldahl and Lynne Tillman. frieze covers  
high profile and emerging international artists as well as the latest  
in architecture and design, books, music and film. 

frieze remains the ultimate insider’s guide to contemporary art and 
culture. Issues include: 

•  Short, opinion-led columns from our regular contributors
•  Monographs and interviews with artists on their practice  
   and influences
•  Roundtable discussions with curators and artists on genres  
   and current trends
•  Artists projects presented exclusively for frieze
•  Focus:  studio visits, interviews or commentary on emerging artists 
•  City reports by contemporary art experts from around  
   the world
•  Reviews: criticism on the most important exhibitions worldwide
•  Questionnaire: q&a with established artists    



frieze Readers Are

•  Sophisticated and discerning
•  Highly educated
•  Art world professionals, taste makers  
   and influencers from all creative industries
•  High net worth art collectors
•  Tech savvy, over 73% carry a tablet  
   or a smart phone
•  Invested in culture, 98% visit museums and   
   art galleries regularly
•  Travel frequently for business and  
   pleasure, and are heavy consumers 

26,520
Circulation

71,310
Readership

(2.68 readers/copy)

Circulation and Readership Distribution  

A  ⅓ UK
B  ⅓ Europe 
C  ⅓ US and Rest of World

A B C

Basic Demographics

Female  52% 
Male  48%
Single  30% 
Median Age  38
Mean household income   £112,318
Reader loyalty (avg)  6.1 years

Audience and Readership



Now in its eleventh year, Frieze London is regarded as one of  
the world’s most important and influential contemporary art fairs. 
Around 170 of the most dynamic international galleries exhibit  
in a specially designed structure in Regent’s Park, London. The 
fair’s unique curatorial programme has included commissions 
from Mike Nelson, Martha Rosler and Andrea Zittel plus keynote 
lectures and panel discussions with leading art professionals.  
In 2012, Frieze London attracted over 60,000 visitors − collectors, 
museum directors, artists and press.

Launched in May 2012, Frieze New York brought this international 
focus to New York’s dynamic contemporary art scene. Presenting 
the most forward-thinking galleries from around the globe,  
Frieze New York showcases new and established artists in a 
bespoke temporary structure in Randall’s Island Park, Manhattan.

October 2012 saw the launch of Frieze Masters in London, giving 
a unique contemporary perspective on historical art. Also held  
in Regent’s Park, Frieze Masters presents over 70 of the world’s 
leading galleries showing work made before the year 2000. 

frieze magazine distribution

frieze benefits from extra distribution and promotion at these fairs 
to vips, collectors, exhibitors, press and visitors.

Frieze Art Fair London 2012



frieze.com/magazine is the destination for intelligent  
dialogue on contemporary art and culture updated daily  
and featuring today’s most forward-thinking writers, 
artists and curators. 

Exclusive coverage at frieze.com/magazine includes:

•  Editors’ Blog – featuring commentary from across the globe  
   on current art world events, surveys and city reports
•  Original frieze-produced videos 
•  Extended reviews section of contemporary art shows from  
   such locations as Australia, Canada, China, France,  
   Germany, Hong Kong, Iceland, Indonesia, Israel, Korea,  
   Monaco, the Netherlands, uk and the us 
•  Breaking art news
•  Exhibition listings from galleries and museums around  
   the world
•  Classifieds posting calls for entries, job vacancies, events  
   and courses 
•  Feature articles from the current issue 
•  Access to frieze’s extensive 20-year archive

frieze.com/magazine



Uniques/month: 109,243
Page views/month: 240,511

Advertising at frieze.com/magazine and in frieze  
magazine reaches 50% more readers than advertising  
in the magazine only.

59% of monthly visitors to frieze.com/magazine  
are new and 41% are repeat visitors.

frieze.com/magazine visitors are international and 
cosmopolitan representing over 30 countries across  
the globe:  
uk  47%
usa/Canada   30%
Europe (ex uk)   18%
Australia/Asia   4%

Social Media

frieze social media drives traffic to frieze.com/magazine:

  25,154 likes
  69,776 followers

frieze.com/magazine  
Audience and Traffic



frieze, the leading international contemporary art and culture  
magazine, is now available for tablet via iTunes Newsstand.  
 
Mirroring the magazine’s publishing schedule, frieze for iPad comes 
out eight times a year and presents the magazine’s regular columns, 
articles and exhibition reviews from around the world in a specially-
designed, image-driven and easily navigable format. Each issue of 
frieze for iPad also includes such multimedia bonus features as videos 
and slideshows. 

frieze magazine for iPad is available through  
iTunes Newsstand for £3.99/issue 
or £24.99 for an annual subscription of 8 issues. 

frieze Magazine  
for iPad 



frieze Readers Are

•  Sophisticated and discerning
•  Highly educated
•  Art world professionals, taste makers  
   and influencers from all creative industries
•  High net worth art collectors
•  Tech savvy, over 73% carry a tablet  
   or a smart phone
•  Invested in culture, 98% visit museums and  
   art galleries regularly
•  Travel frequently for business and  
   pleasure, and are heavy consumers 

Audience and Readership

3,775
Downloads (since launch with  

Summer 2012 issue)

46%
of iPad users enjoy interactive ads

(source: Digital Britain 2012)

Circulation and Readership Basic Demographics

Female  52% 
Male  48%
Single  30% 
Median Age  38
Mean household income   £112,318
Reader loyalty (avg)  6.1 years

Readers Are From  
A  USA/Canada      27%
B  UK     26%
C  Europe (ex UK)     27%
D  Australia/Asia       15%
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Jennifer Allen

On limousines, road trips and mobility

P R E T T Y ,  P R E T T Y  G O O D

What do Canadian director David Cronenberg, French 
director Leos Carax and British novelist Salman Rushdie 
have in common? The short answer: a brand-new articula-
tion of the role of the automobile – and perhaps mobility 
itself – in contemporary society. 

Cronenberg’s most recent film, Cosmopolis (2012), 
continues his love affair with the car, first explored in his 
1996 film Crash. Like Cosmopolis, Carax’s Holy Motors 
(2012) depicts a day in the life of a man working out of a 
white super-stretch limousine, fitted out with high-end 

Leos Carax  
Holy Motors, 2012

Courtesy: Pierre Grise 
Productions, Paris

Free Wheeling

customized amenities. Rushdie might seem the odd man 
out here: as a writer, not a filmmaker. Yet his latest book, 
Joseph Anton (2012) – a memoir of his life in hiding after 
Ayatollah Khomeini issued a fatwa in 1989 for his ‘blas-
phemous’ novel The Satanic Verses (1988) – gives cars a 
starring role, as Rushdie is driven from one secret loca-
tion to the next by the security forces of the British Special 
Branch. The writer also gets to ride around in an armoured 
white stretch limo, although he usually travels in the 
Branch’s armoured Jaguar or Range Rover (a.k.a. ‘The 
Beast’), until he acquires his own bulletproof bmw. 

In all of these works, the car functions chiefly not  
as a means of transportation but as an upscale mobile 
home: a slow-moving capsule, both isolating and secure,  
in which the passenger-cum-quarry is monitored by chauf-
feurs-cum-bodyguards. The road trip has little scenery  
and less spontaneity, since the itinerary is defined not  
by destinations but by appointments. The road is filled 
with new obstacles: assassins, terrorists and a host of 
unseen international players who determine finance and 
politics. This is not the classic getaway car of a killer or a 
thief; the protagonists in these stories seem to be trying  
to get away from the car itself. Its windows are tinted  
and rarely lowered, if at all; most action takes place in the 
back seat; forget hitchhiking. 

But let’s take the scenic route through 
the long answer, in case you have not seen 
the films, nor read the book (no spoilers!). 
Cronenberg has often found inspiration in 
literature; just as Crash was based on J.G. 
Ballard’s 1973 novel of the same name, 
Cosmopolis takes its cue from Don DeLillo’s 
eponymous 2003 novel about a billionaire 
financier who, on the way to visit his barber, 
gets stuck in Manhattan traffic jams caused by 
a presidential visit, Occupy-like protests and 
a funeral procession for a Sufi rapper. Carax 
out-creeps Cronenberg with his protagonist, 
who uses his limo as a dressing room and steps 
out from it into the streets of Paris to play a 
host of characters, from a dying uncle to a mad 
vagrant. In both films, the limo assumes the 
appearance of a theatre stage or, perhaps, the 
rehearsal room, where actors explore multi-
ple roles. Rushdie – referring to himself by his 
code name of Joseph Anton – may be driven 
around by the uk security forces, but he must 
find his own hiding places every night, where 
he is never completely safe from the prying 
eyes of maids, plumbers or landlords – all 
curious to catch of a glimpse of the mysterious 
new tenant. ‘Poor Joseph Anton had to scurry 
down the stairs to the garage […] and be driven 
hurriedly away. The Jaguar circled the city 
aimlessly, lost in space.’

Jack Kerouac’s classic road trip novel On the Road 
(1957), which was also recently adapted as a movie, rep-
resents everything that these newer road trips are not. If 
Kerouac used the car both to epitomize and to mobilize 
the free-spirited, fearless and experimental core of the 
Beat generation while anticipating Hippie countercul-
ture, Cronenberg et al. put an end to the liberating power 
of driving. They place the car in a strange nexus of vip sta-
tus and disempowerment, survival and death, security and 
fear. Mobility becomes a prison; the passenger has to keep 
changing locations and roles. ‘This was what it was like to 
be invisible,’ writes Rushdie as Anton: not allowed to fly on 
commercial airlines nor to stay overnight in most foreign 
countries. And so he is driven, from one place to the next, 
from one role to the next. ‘One moment he was talking on 
the phone to Peter Weidhaas, organizer of the Frankfurt 
Book Fair, who had just informed Iran that its publishers 
would not be welcome at the fair until the fatwa was lifted. 
The next he was hiding from a ceiling repairer.’ Although 
most people are spared a fatwa, such shifts between tran-
sient states may sound familiar as we – particularly those 
of us in the art world – increasingly live and work on the 
road, moving from one project to the next. Humans, it 
seems, have come to embody not only the mobility of the 
car but also its ability to symbolize perpetual change. 

Jennifer Allen is the editor of frieze d/e and lives in  
Berlin, Germany. 

George Pendle

Trevor Paglen and the final frontier

I N F O R M A N T

 William Anders,  Earthrise,  
1968, included in Trevor 

Paglen, The Last Pictures, 2012
 

Courtesy: Trevor Paglen and  
Creative Time, New York; photograph  
© NASA/William Anders

Horror Vacui

Nature abhors a vacuum. On 14 October 2012, at 
the very same time that the fifth and final space shuttle, 
Endeavour, was being transported to its last resting place at 
the California Science Center in Los Angeles, human eyes 
were once again fixed on the edge of space, as the Austrian 
daredevil, Felix Baumgartner, stepped out of a helium bal-
loon 24 miles in the air and plummeted to the ground.

The space shuttle that had once gracefully orbited 
Earth at more than 17,000 mph, was now averaging two 
mph as it was torturously manoeuvred through the streets 
of la, squeezing around lamp posts and forcing more than 
400 roadside trees to be chopped down to clear its path. 
Meanwhile, Baumgartner (whose name – which trans-
lates as tree gardener – seemed to chide Endeavour’s 
earthbound ungainliness) was replacing it as the symbol of 
human achievement in extremis, becoming the first person 
to break the speed of sound with his own body. It was all a 
bit topsy-turvy.

These days, space needs all the help it can get. The 
political urgency of its exploration has vanished, the reli-
gious promise of its mysteries – spouted by such ufo-based 
religions as Scientology and the Nation of Islam – have 
become passé, and even the remarkable sight of a remote-
controlled robot on Mars has become something of a regu-
lar occurrence. Space today seems fit only for tourism and 
spectacular stunts. Space was the place.

A salutary example of our current 
relationship with the void can be seen in 
Trevor Paglen’s recent work, The Last Pictures 
(2012). In a project commissioned by Creative 
Time, Paglen painstakingly chose 100 pho-
tographs to be micro-etched onto an archival 
silicon disc and affixed to the exterior of a com-
munications satellite. When the rocket carry-
ing the satellite was launched, the pictures and 
their host were dropped into the Clarke Belt, a 
geostationary orbit bristling with thousands of 
other communication satellites. There they will 
remain, possibly for billions of years, becoming 
in Paglen’s words, ‘the longest-lasting material 
remnant of contemporary civilization’.

This is not the first time a message  
has been blasted into space. The Voyager 
probes, launched in the space-crazed 1970s, 
carried a 12-inch gold-plated copper disc 
replete with sounds and images selected to 
portray the diversity of life and culture on 
Earth. There were the sounds of surf and wind, 
the music of Bach and Chuck Berry, spoken 
greetings in every language from Akkadian 
to Wu, and more than 100 pictures of human 
bodies, buildings and sunsets. Carl Sagan, who 
chaired the committee that came up with the 
disc’s contents, declared that: ‘The launching 
of this bottle into the cosmic ocean says some-
thing very hopeful about life on this planet.’ 
Interestingly, no pictures of art were included 
on the disc.

Paglen’s work goes some way towards remedying 
both the lack of art on the Voyager probes and countering 
the optimistic nature that infused that project. Among  
the 100 pictures he includes are the Lascaux cave paintings, 
The Great Wave Off Kanagawa (1830–33) by Katsushika 
Hokusai and Ai Weiwei’s Study of Perspective – Eiffel Tower 
(1995–2003). These sit amidst a collection of pictures of 
protests, deformed children, battery hens, dust clouds and 
Leon Trotsky’s brain. As opposed to the Voyager disc, The 
Last Pictures is both con fron ta tional and pessimistic, and 
since these images were sent into space with out any cap-
tions or attempts at further ex planation, the project is nigh 
on unfathomable to aliens (or humans) who haven’t read 
the catalogue. In fact, it is less reminiscent of the Voyager 
discs than of Larry Sultan and Mike Mandel’s Evidence 
(1977), which col lect ed photos from scientific in sti tutions 
and stripped them of their original context so that they 
became ominously surreal. 

Paglen’s project is less about actual communication 
than about the solipsistic curse that plagues all attempts 
 at communication with the unknowable. ‘The message 
could only be a failure,’ states Paglen. ‘The question was 
whether it could be an interesting failure. The probability  
of the artefact having an audience was almost nil, but  
the probability of people on Earth thinking about it here 
and now was guaranteed.’ So, it seems, space has fallen  
to such a level that it is not even fit for dreams of extra-
terrestrial exchange anymore. Rather than an actual 
communiqué, The Last Pictures is intended as an eternal 
tombstone to Earth’s technology-fuelled doom, a distant 
mirror to our dire straits.

Or is it? Notable in Paglen’s statement is the 
‘almost’ before the ‘nil’. And although he consist-
ently speaks of the futility of using any signs and signals  
in his project at all, Paglen did insist on his pictures being 
visible to the human eye. He also stated that he wanted  
it to look valuable, at least according to human mores, 
hence it being embedded in a gold casing. And when it 
came to the design of the disc’s cover, he changed his mind 
from wanting it to be a nonsensical drawing to being a fully  
plotted star map, one that an astronomically inclined 
human could deduce. It is clear from Paglen’s ‘almost’ that 
hope fatally infected his project. At the very last moment, 
he seems to have backed away from the conceptual, almost 
nihilistic, triumph of an incomprehensible, impercepti-
ble shrine dedicated to a suicidal race, and grabbed at the 
vaguest possibility of contact. Human nature, it seems, 
abhors a vacuum.

George Pendle is a writer and journalist living in  
Washington d.c., usa.

Sam Thorne

Three new publications about globalization 
and contemporary curating 

‘The artworld stands to the real world in something like the 
relationship in which the City of God stands to the Earthly 
City.’ This is Arthur C. Danto, writing in 1964 under the spell 
of St Augustine. What happened to this divine community? 
Almost 50 years later, the Stanford-based art historian 
Pamela M. Lee argues that paradise has been irrevocably lost. 

Photograph: Edward Park

Books

Her central claim in Forgetting the Art World (mit, 2012) 
is that any gap between the spheres of art and the ‘real’ 
was collapsed by globalization. In place of Danto’s City of 
God, the art world has been entirely absorbed into profane 
everyday life. For Lee, forgetting the art world means 
acknowledging ‘both its ubiquity and the continuity of its 
techniques with a world that we once thought it surveyed’. 

Lee’s book comprises several case studies of artists – 
Andreas Gursky, Thomas Hirschhorn, Takashi Murakami 
and various ‘pseudo-collectives’ (such as The Atlas Group 
and Raqs Media Collective) – who came to prominence 
during the 1990s. She usefully focuses on the specifics of 
the technologies employed by these figures: Murakami’s 
use of Adobe Illustrator, for instance, software that utilizes 
vector lines rather than resolution-dependent raster graph- 
ics, to enable his work’s ‘friction- free movement across 
media’; or the ‘strange ly graphic crispness’ of Gursky’s 
digital compositing, which trades on a virtual eclipse of 
distance. Process comes to be indivisible from the activities 
of globalization itself. 

Lee’s previous two books focused on the 1960s, and 
Forgetting the Art World feels occasionally ill at ease in the 
21st century. Despite in-depth discussions of Photoshopped 
vistas, Lee is sometimes blind to the ways in which art work 
today can live online, ignoring the influential theories of 
network culture, dispersion and degraded images put for-
ward in recent years by writers such as Kazys Varnelis, and 
artists such as Seth Price and Hito Steyerl, among others. 
Lee concludes by quoting an April 2011 tweet from an assis-
tant of Ai Weiwei, announcing that the dissident artist 
had been detained by police. This sounds a cautionary note 
about the entwining of the convergence of artists, their 
work and networked publics – it suggests a line of enquiry 
that should have been more sustained. 

Paul O’Neill’s The Culture of Curating and the 
Curating of Culture(s) (mit, 2012) takes on a similar 
time-frame to Forgetting the Art World, and comprises 
an assiduously researched analysis of the emergence of 
contemporary curatorial discourse. Its starting point is 
1987, the year in which Le Magasin in Grenoble launched 
the first postgraduate curatorial training programme in 
Europe. Not coincidentally, the late 1980s also saw the 
beginning of an explosion of international biennials, and, 
what O’Neill calls, the ‘strange kind of fame’ for a number 
of curators associated with the 1990s. 

O’Neill – a Bristol-based artist, curator 
and writer – has edited several useful books, 
including Curating and the Educational Turn 
(2010), and this latest publication is certainly 
one of the most invaluable histories of con-
temporary curating that I’ve come across. 
Though relatively slim, it combines a good deal 
of primary research (such as interviews with 
Seth Siegelaub and Brian O’Doherty) with 
wide-ranging case studies and an impressive 
synthesis of the now-vast body of related writ-
ing. The book tracks a shift from the curator 
as a behind-the-scenes carer, to a nomadic, 
semi-auton o mous and very public figure – 
a cultural producer as diplomat. O’Neill iden-
tifies three key postwar developments: what 
Siegelaub calls the ‘demystification’ of the 
curatorial role during the late 1960s (when 
the terms Austellungsmacher and faiseur 
d’expositions first emerged, signifying an organ-
izer of large exhibitions unaffiliated with a 
museum); the primacy of the curator-as-author 
model of the late 1980s (Harald Szeemann, 
Jean-Hubert Martin, Rudi Fuchs); and, most 
recently, the consolidation of a curator-centred 
discourse in the 1990s. 

While Lee’s account can come close 
to deifying the generation of curators she sees 
as having opened up biennials to postcolonial 
discourse, O’Neill is frequently terse – 
the delegations and game-playing of Hans 
Ulrich Obrist and Jens Hoffmann attract 
particular criticism. He also notes that Obrist’s 
interviews with the leading curators of an 
earlier generation, such as Szeemann and 
Pontus Hultén, can feel like ‘self-positioning’. 
But O’Neill leaves himself open to the same 
accusation, devoting several pages and two 
installation shots to an exhibition series he 
organized in 2010 at smart Project Space in 
Amsterdam. In comparison, there is not a single 
image of Documenta 11 (2002) or ‘Magiciens 
de la terre’ (1989), two of his key case studies. 
O’Neill rightly refers to the latter as ‘the first 
large-scale international group exhibition 
to have raised the issue of inclusion of 
contemporary art and artists from non-Western 
centres of production’, though the same could be 
said for that year’s Third Havana Biennial (the 
subject of a 2011 study published by Afterall), 
which goes unmentioned. As well as a lack of any 
images from exhibitions outside of Europe or 
the us, the Middle East is barely acknowledged, 
yet this could have been an interesting angle, 
given the recent ambivalence towards the title 
‘curator’ in that region: the Beirut Art Center, 
for instance, has no curatorial staff, while salt 
in Istanbul has a policy of never crediting an 
exhibition to a single curator. (Vasif Kortun, the 
founder of the latter, has suggested the term 
‘post-curatorial’ for the institution’s activities.) 

Little more than a 
decade ago, there were 
only five curatorial 
studies programmes, 
with barely half a dozen 
books on the subject.

Terry Smith’s Thinking Contemporary Curating (ici, 
2012) grew out of the 2011 conference ‘The Now Museum’, 
organized by Independent Curators International in New 
York. ici’s executive director Kate Fowle noted an ‘uneasy 
breakdown in communication among the speakers’, in par-
ticular between curators and art historians. This is, in some 
ways, the impetus for both Smith’s and O’Neill’s enter-
prises: despite what sometimes feels like an inundation of 
publishing about curating, this is a still-forming field, with 
little agreement over terms. The central question posed by 
Thinking Contemporary Curating, the first in a series titled 
‘Perspectives in Curating’, is: ‘What is distinctive about con-
temporary curatorial thought?’ While I’m unsure whether 
Smith answers this question satisfactorily, the ground he 
covers along the way, both geographically and historically, 
is impressive. 

Smith – an Australian art historian, one-time 
member of Art & Language and a professor at the University 
of Pittsburgh – suggests that around the year 2000, ‘three 
competing perspectives on the prevailing direction of con-
temporary curating emerged’. These he attributes to Kirk 
Varnedoe (and concerns what Smith calls ‘remodernism’), 
Okwui Enwezor (the ‘postcolonial constellation’) and Nicolas 
Bourriaud (‘relational aesthetics’). These tendencies sought 
to, respectively, expand the white cube, decolonize the bien-
nial and domesticate the gallery space. While Thinking 
Contemporary Curating provides several potted histories, 
much of the book is devoted to the aftermath of these three 
trajectories. The book inevitably shares some of Lee’s preoc-
cupations with a globalized art and art world, though Smith 
favours the term ‘worldly’ (a notion also central to Carolyn 
Christov-Bakargiev’s documenta13). This work, ‘the art 
of transnational transitionality’, is the kind that prolifer-
ates in biennials, ‘the major vehicles of contemporary art’; 
like O’Neill, Smith is concerned that biennials are suffer-
ing from a crisis of overproduction and structural ossi-
fication. He is also very alive to how digital culture will 
affect institutions and exhibition-making in the future, 
and acknowledges (though doesn’t name) those under-the-
radar proliferators who work online, in alternative spaces 
and temporary settings. 

The last 25 years have seen not only the rise (and 
recent waning?) of the independent curator, but also curat-
ing’s rapid institutionalization. Little more than a decade 
ago, for instance, there were only five curatorial studies pro-
grammes in the world, with barely half a dozen publications 
available on the subject. While the amount of publishing on 
curating is now difficult to keep track of, how many books 
are there that stand up to acknowledged classics such as 
the anthology Thinking About Exhibitions (edited by Reesa 
Greenberg, Bruce W. Ferguson and Sandy Nairne, 1996) 
and Mary Anne Staniszewski’s The Power of Display (1998)? 
Both Smith and O’Neill note that much writing on curat-
ing can be tedious, self-regarding and insular, too often led 
by self- interested curators and built on shaky historical 
foundations. An enormous amount remains to be done, not 
least continuing Smith’s suggestion that a history of curat-
ing needs to be developed that is distinct from the growing 
number of exhibition histories. Both his and O’Neill’s books 
suggest that these gaps are being filled. 

Sam Thorne is associate editor of frieze and is based in 
London, uk.
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Sometimes, an exhibition’s timing can make as 
much of an impact as the exhibition it self. A case  
in point was the excellent, com pen di ous ‘Ends  
of the Earth: Land Art to 1974’, which couldn’t have 
come at a more in op por tune moment for its host 
institution, the Museum of Contemporary Art in  
Los Angeles. Organized by UCLA-based art  
historian Miwon Kwon and curator Philipp Kaiser  
in conjunction with the Haus der Kunst in Munich, 
the exhibition was on view during the height of  
the recent upheavals surrounding the controversial 
directorship of Jeffrey Deitch, which included 
the widely publicized firing of the museum’s chief 
curator, Paul Schimmel, and an avalanche of 
resignations from the artists sitting on MOCA’s 
board, three out of four of whom publicly voiced 
their concern for the flashy, celebrity-driven turn  
in the museum’s recent programming. As such, 
‘Ends of the Earth’ unintentionally acquired a dirge-
like quality, as if it had been made manifest for the 
sole purpose of reminding us of the kind of rigorous, 
scholarship-driven shows that the museum was in 
the process of losing. 

Of course, this feeling was certainly helped along by 
the fact that the show was the product of Herculean 
curatorial effort – it is surely the most comprehensive 
exhibition of Land Art to have ever been mounted 
– that combined a palpable passion for the works on 
view and a purposeful examination of their place in 
art history. Significantly, this examination extended 
beyond the presentation of a quasi-comprehensive 
survey of works that engaged, whether literally or 
metaphorically, with the earth, the elements and 
the cosmos-at-large, ranging from Isamu Noguchi’s 
works from the 1930s and ’40s until the (somewhat 
arbitrary) cut-off date of 1974. In addition, Kwon 
and Kaiser pursued a number of secondary goals, 
which they laid out in their introductory essay to the 
exhibition’s informative catalogue. These included 
pointing out the fact that Land Art production did not 
escape institutional and gallery frame works, as has 
been asserted in oft-repeated utterances of critical 
wishful thinking, that it was not only produced in 
the vast, sublime environs of nature, but had equal 
purchase on the territory of less picturesque, urban 
landscapes and, most interestingly, that it was a 
wide-ranging, international impulse, and functioned 
equally as a media practice as it did as a sculptural, 
performative and conceptual one. 

On the international front, Kwon and Kaiser  
did a commendable job of combating the notion 
that Land Art was an exclu sively American 
enterprise, a misconception that has been hard-
wired into the movement’s historical DNA, whether 
by way of the mutually reinforcing mythologies 
of the rugged American pioneer and trailblazing 
grand artistic gestures, or by deliberate design. 
(In a catalogue essay, the late Willoughby Sharp, 
curator of the important 1968 ‘Earth Works’ show 
at Cornell University, recounts the territorial 
hostility that certain American land artists directed 
towards their European counterparts.) This effort, 
perhaps unsurprisingly, included works by artists 
associated with widely known international art 
movements such as Arte Povera and Mono-Ha. 
Most notably, this also included Group Zero, who 
were represented by way of works from Heinz 
Mack’s 1968 Sahara Project, which put the vast 
African desert on the Land Art map, two hilarious, 
poetic works by Günther Uecker, and works by the 
group’s elder statesmen and guiding lights Jean 
Tinguely and Yves Klein, the latter of whom was 
represented in part by an uncharacteristically bleak 
– at least in context of the show – text work from 
1960 that read: ‘I will raze everything at the surface 
of the entire earth, until it is flat. I will fill in the 
valleys with mountains, then I will pour concrete 
over the surface of all the continents.’ There was 
also a generous helping of more obscure groups and 
individuals, some of which were genuine discoveries. 
Notable in this regard were the Slovenian collective 
OHO, the slightly more familiar Italian architectural 
firm Superstudio, and Icelandic artists Kristján 
Gudmundsson and Sigurdur Gudmundsson, the 
latter represented by documentation of outdoor 
sculptural works whose construction was guided 
by the direction of the wind, a strategy that recalls 
a better-known work by Joan Jonas, Wind (1968), 
which also made an appearance. 

The largely art-historical issue of the movement’s 
international bona fides aside, con sideration of 
Land Art’s status as a media practice, which is, of 
course, enmeshed with the mounting of an exhibition 
that consisted almost entirely of documentation, 
allows an avenue for thinking through issues of 
the present, and returns us to the question of timing. 
In their introductory essay, Kwon and Kaiser note 
that the vast majority of Land Art works were 
‘produced’ not simply on-site, but within the public 
consciousness, through the dissemination of 
documentary photographs in popular media outlets 
like Life, Newsweek and Time, a fact that leads them 
to wonder if the media was a fundamental aspect of 
Land Art’s very existence. Of course, the same could 
be said of the works and projects of Deitch celebrity 
darlings like Shepard Fairey and James Franco. 
However, the distance between these two poles is 
vast: while artists and impresarios like Fairey and 
Franco operate in a feedback-looped media echo 
chamber whose sole purpose is to further enchant 
and sustain its own dream world, on the whole 
the artists in ‘Ends of the Earth’ sought to enchant 
and examine the world itself, not only in a way that 
addressed its still urgently relevant political and 
ecological valences, which are often privileged in 
the show’s catalogue, but also the unfathomable 
eons of prehistoric and geologic time recorded in 
and on it, and the awe-inspiring mystery of the 
cosmos that surrounds us. In light of this, perhaps 
this exhibition’s most important contribution to our 
present moment is not its academic, art-historical 
one – which causes hand-wringing and garment-
rending on the part of cultural bureaucrats with 
their eyes locked on the attendance ticker – but its 
forceful reminder of just how blinkered and petty 
our concerns have become. 

CHRIS WILEY
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Tony Cokes’s ‘Retro (Pop, Terror, Critique)’ featured 
45 videos and text animations from 1997 to the 
present. By breaking the show down to eight 
week-long programmes, the exhibition offered an 
inventive solution to the all-too-familiar curatorial 
problem of a video art retrospective. REDCAT’s main 
gallery was turned into a large black cube where 
each week’s looped programme was simultaneously 
projected onto two walls (one in front of the 
entrance and the other in the back with a seating 
area), and played on a group of three smaller flat-
screens and a single larger one, offering a variety  
of display options. The space had the feel of a 
night-club-cum-videotheque, where the installation 
created an immersive spectacle of critique as 
scrolling and/or flashing bars of texts – culled 
from a variety of academic and journalistic sources 
and sometimes his own writings – ran on the 
screens and twinkled to the beat of minimal pop 
soundtracks and house mixes. In the lobby, three 
monitors on pedestals showed a selection of videos 
from each of the exhibition’s three categories of  
‘Pop Manifestos’ (1997–ongoing), ‘The Evil Series’ 
(2001–ongoing) and ‘Art Critique Series’ (2008–
ongoing). Moreover, all the works on the checklist 
were available on the gallery’s website for the 
duration of the exhibition, saving Angelenos from 
the prowl for Downtown parking. 

In leeds.talk (2008), from the ‘Art Critique Series’, 
Cokes traces Rosalind Krauss’s oeuvre, recounting 
her disillusionment with Artforum’s promotional 
scholarship – where texts only provided what  
Boris Groys has recently called ‘textual bikinis’ 
in service of the art market – that prompted her 
and Annette Michelson to found October in 1976. 
Cokes notes (or rather quotes) that this shift 
instead emphasized the aesthetics of the scholarly 
text itself, giving rise to critical and academic 
performances of contemporary art theory and 
history. Taking cues from this piece, Cokes’s works 
explore the aesthetics of criticism and academic 
writing (Cokes himself is a professor of Modern 
Culture & Media at Brown University), and examine 
video as a venue for scholarship where the  
text becomes image and adopts the conditions  
of viewership. 

Cokes’s videos highlight the economy of circulation 
in discourse, from art criticism to contemporary 
politics, and how, across disciplines, dispersion 
defines content. In the ‘Evil Series’, ploughing 
through documents and reports on the War on 
Terror, Cokes is not preoccupied with making the 
invisible visible or in revealing the unknown, as in 
exhausted representational strategies of much 
so-called political art. Rather, he shows  
the monstrosity of what is already visible and 
known, but conveniently de-circulated. For Cokes, 
this impasse is not limited to politics: ‘There is 
nothing to critique, we only need to marvel at the 
things we already know,’ a text bar reads in leeds.
talk.trailer (2008).

In the works on view at REDCAT, music functioned 
on at least two levels. It was posed analogous to 
academic discourse as both media follow traditions, 
referential palettes and methodologies that govern 
their respective forms. Moreover Cokes uses the 
‘remix’ in contemporary music akin to ‘quotation’ 
in academic writing. As such, he shows that 
discursive interiority is not exclusive to academia 
and is shared across disciplines including popular 
culture and music. For Cokes, neither pop music nor 
critique is safe from commodification. He uses  
the reach of the former as a vehicle for the 
distribution of the latter, and applies critical theory 
to pop music to détourne it into something more 
than mere prop for product placement. Here the 
collective nature of music comes together with 
the individuality of the critical position, providing a 
common soundscape for an otherwise idiosyncratic 
practice. Further, by turning the gallery space into  
a kind of dance floor (‘a mobile assemblage of 
bodies’ according to the crawler in Cokes’s 1!, 2004) 
the artist appears as an absent DJ and the viewers 
as club-goers. 

While examining the potential of bringing together 
the idiosyncrasy of critical practice with the 
collectivity of music, Cokes is under no delusion 
about the contemporary critical cul-de-sac, the 
market value of critique and its recuperation by 
the culture industry. Yet he does not make his 
scepticism instantly consumable, giving the savvy 
audience a pat on the back by gift-wrapping 
critique with irony. His strategy is more akin to the 
post-rock music of his soundtracks in its refusal  
to deliver the ecstatic climax of the chorus refrain. 

SOHRAB MOHEBBI 
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REDCAT, Los Angeles
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