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Po3emapu Tpokea: ,Bupeo!”

»AKO AymaTta ,BuMAe0” ce pa3bupa ByKBaAHO — a UMEHHO OT A@TUHCKOTO , BUXAAM®,
T.e. AA ce GUAMMPA TOBaA, KOETO YOBEK BMXAA MAM U3BMPa Aa BUAM, TOraBa
PErncTpMpaHoOTO BbPXY AEHTaTa € CBbP3aHO C TOBa, KOETO Taka HapeyeHoTo ,ero”
€ 3anMcano B HErOBOTO MAM HEMHOTO Cb3HaHWe. MoXe Aa Ce Kaxe, Ye MarHUTHUAT
3anuc otpassiBa ,MOTOKa Ha Cb3HaHWETO”. Bbnpekn ToBa, korato BUAEOTO ce
Bb3MNPOU3BEXAQ, TO CE U3KAKOUBA OT AENCTBUTEAHUTE CbOWUTUSA. TOBA, KOETO ce
BWXAQ, MPEBPbLLA AU CE B CMOMEH, B NameT? O4eBMAHO OT TO3M MOMEHT HaTaTbk
Bb3HMKBAT AIBHU Pa3AMuMa MEXAY eroto, HeroBata OCb3HATOCT, Bb3NpUEMaAHETO
Ha TOBa OCb3HaBaHE W MOBTOPEHUATA Ha Te3M Bb3NPUATUA. CAOXHOCTTa Ha Te3u
B3aMMOOTHOLLIEHUA MPUKPMBA AOKYMEHTAAHWUS XapaKTep Ha BMAeO3anuca 1
pa3kpuBa, Ye Bb3NPUATUATA Ca HEHAAEXAHM 3a YCMOKOAIBaHe Ha Cb3HAHMETO

Nno OTHOLUEHWe Ha MAEHTUYHOCTTa U A3-a. ToBa e dyHAaMEHTaAHa TeMa B MHOro
OT BUAeaTa Ha Posemapu TPOKeA, a CbLUO € U €AMH OT Hal-BaXXHUTE BbMPOCH,
NnocTaBeHW OT HEMHOTO TBOPYECTBO KaTo UAAO.“

Ralph l\/IeIcher_ )
Rosemarie Trockel: “video!”

“If the word “video” is understood literally — viz. the Latin “l see” —to mean
the filming of that which a person sees or chooses to see, then what is
registered on videotape is linked with what the so-called “ego” has recorded
in his or her consciousness. The magnetic recording can thus be said to be
an embodiment of the “stream of consciousness”. However, when the video
is played back it is disengaged from the actual events of consciousness. Has
what is now visible become memory? By this point, at the latest, such stark
distinctions have arisen between the ego, its awareness, perception of that
awareness and repetitions of those perceptions that the very complexity of
these relationships obscures the documentary nature of a videotape — and
reveals that perception is unreliable for reassuring conscious awareness
about its identity with the self. This is the fundamental theme in many of the
videos by Rosemarie Trockel, and it is also one of the crucial questions posed
by her artistic work as a whole.”

Cuecta, 2000. AKPUA U MOAMB Ha XapTus, 53.5 x 75.6 cm
Siesta, 2000. Acrylic and pencil on paper, 53.5 x 75.6 cm
© VG Bild-Kunst. ®otorpad: bepHxapa LLay6 / Photographer: Bernhard Schaub

Bes Ha3BaHue, 1978. daymacTep Ha xapTus, 29.8 x 20.9 cm
Untitled, 1978. Felt pen on paper, 29.8 x 20.9 cm
© VG Bild-Kunst. ®otorpad: bepHxapa Lay6 / Photographer: Bernhard Schaub

Bes Ha3BaHue, 1990. MacTtuno Ha xaptvsa, 21 x 14.5 cm
Untitled, 1990. Ink on paper, 21 x 14.5 cm
© VG Bild-Kunst. ®otorpad: bepHxapa LLay6 / Photographer: Bernhard Schaub

Po3zemapu Tpoken e popeHa Ha 13 HoemBpu 1952 TI. B rpaa
LliBepte, lepmaHus.

PasBunBa MHTEPEC KbM XMBOMUCTA U KUHOTO OLLE B paHHa Bb3pacT,
HO B KOAEXa YUM aHTPOMOAOTMUS, COLMANHWN HAYKK, TEOAOTUA U
MaTtemaTtuka. Mo-KbCHO CAeABa M3KYCTBO B AKapeMUATa 3a UBALLHU
W MPUAOXHU U3KYCTBaA B KbOAH.

Mpodecop B AkapemusTa no u3kyctea B Arocennopd ot 1998 r.
OpraHusrpa nbpBaTta cu u3noxba B ranepua MoHuka LLnpyT,
KbOAH, Npe3 1983 .

Mpe3 1997 r. yyuactBa B AoKymeHTa 10, Kacena, ¢ uHCTanauusita
,Kbllla 3a npaceTa 1 xopa“ (CbBMeCTHO ¢ KapcTeH XboAep).
[MbpBaTa XeHa XyAOXHWYKa, KOATO npeacTaBs fepmaHua Ha
BeHeuunaHckoTo breHane npe3 1999 r.

PaboTn B 06AacTTa Ha puUCyHKaTa, MHCTaAaUMATa, BUAEOTO, PbUHO
M MaLLMHHO NAETeHaTa ,)KMBOMUC", KepamuKaTta U CKyAnTypara.
Cpea nocAeaHUTE 1 MO-TOAeMU U3AOXKOM ca Tean B MoaepHa
MyseeT, Maambo, LLiBeuus, 2018; MaacTbH feabpu, Hio Mopk,
CALL, 2017; KyHctxayc bperenu, Asctpus, 2015 r., fanepus
CbpneHTaiH, AoHAOH, 2013; Myses PeitHa Codus, Maapua

1 The New Museum, Hio Mopk, 2012 1 Apyry.

Rosemarie Trockel (born 13 November 1952, Schwerte,

West Germany) is a German artist.

She studied at the Werkkunstshule in Cologne.

Professor at the Kunstakademie Dusseldorf, in Dusseldorf in
Nordrhein-Westfalen since 1998.

In 1983 she had her first solo shows at the Monika Spruth
Galerie, Cologne.

In 1997 presented the installation “House for Pigs and People”
(together with Carsten Héller) at documenta 10, Kassel.

She was the first female artist to represent Germany at the Venice
Biennial at 1999.

Works in the field of drawing, installation, video, hand and
machine knitted “paintings”, ceramics and sculptures.

In 2012 The New Museum, New York, presented a major
exhibition of Trockel’s work, curated by Lynn Cooke,

titled Rosemarie Trockel: A Cosmos.

Among her last personal exhibitions are these in: Moderna
Museet Malmé, Sweden, 2018; Gladstone Gallery, New York,
USA, 2017; Kunsthaus Bregenz, Austria, 2015; Serpentine Gallery,
London, 2013; Reina Sofia Museum, Madrid, etc.

My6AMKyBaHUTE TEKCTOBE Ca M3BAAKM OT CTaTUUTE B KaTtanora ,Pozemapu Tpoken” kbM
eAHOVMMeHHaTa U3noxX6a, opraHusupaHa oT ifa — MHCTUTYT 38 MeXAYHapOAHW OTHOLLEHHS

Ha lfepmaHus. KoHuenums v naaHupaHe - Posemapu Tpoken v yapyH MH6oA€EH.

The published texts are excerpts from the articles in the catalog “Rosemarie Trockel”, produced
on the occasion of the exhibition, organized by ifa - Institute for Foreign Cultural Relations,
Germany. Concept and planning: Rosemarie Trockel and Gudrun Inboden

www.ifa.de
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MHCTUTYTLT 3@ MEeXAYHapPOAHW OTHOLLIEHUS ifa € NOCBETEH Ha
KYATYPHUS 06MeH Mexay fepmaHusi U octaHaausi cBAT. EAHa oT
MOCOKHWTE € NMONYASIPU3UPAHETO HAa HEMCKOTO M3KYCTBO M KyATypa
B UyX6M1Ha, NPEAMMHO Ype3 NPOBEXAAHE Ha UBNOXOW B CTPAHU U
rPaAoBe, KOUTO XeAasT Aa NPEACTABAT 3HAUYMMU NPOU3BEAEHUSA
M TEMU B CbBPEMEHHOTO HEMCKO M3KYCTBO, HO HEe MoraT Aa v
peaansupar no GUHAHCOBU UAWM CTPYKTYPHU NPUUUHK. 3apasm
ToBa MHCTUTYTLT NAQHWPA U opraHM3unpa U3noxX0OK 3a paboTaTta
Ha U3KAKOUMTEAHU AMYHOCTU U 3@ TEMU, CBbP3aHW C PA3AUYHM
NeproAMn OT XYAOXXECTBEHUS XMBOT Ha PepepanHaTa penybanka.

HacTosiwata nsnox6a Ha Pozemapu TpOKeA e yacT oT nopeamua
MOHOrpadUUHN M3NOXOM B Mporpamarta Ha MHCTUTYTa, KOATO
BKAKOYBa 3urmap Monke, Axopax baseany u lfepxapa Puxtep.
ToBa He camo MAKOCTPUPa MACTOTO Ha XYAOXHUYKaTa B
CbBPEMEHHOTO U3KYCTBO. 10 CTpaHEeH HauyuH, apTUCTUUYHKUTE
No3uLMKU Ha NO-CTapuTe KOAErM GopmMuUpaT NporpaMmHa oTnpaBHa
TOYKa 3a KOoHLenuuute Ha Pozemapu TpokeA.

EAHa xypAOXeCcTBEHa CueHa, AOMUHMUPaHa NPEANMHO OT MbXe,
Aopuy npes 80-Te roAMHU Ha MUHAAWUS BEK, NOATMKBaA Posemapu
Tpoken Aa ce npoTMBonocTaBu. Ta ynoputo dpopmyAnpa
KOHTPano3uLmu, B KOUTO COAbCKBA MbXKUA apTUCTUUEH FEHUI C
XEHCKUTE POAU U TEMU. PasaMyHKTE rpynu ot TBOpbU oTpasasaTt
HeWHaTa rnepHa Touka U ca 6e3KOMMNPOMUCHU B CBOSATA
dyHAAMEHTaAHa KPUTHMKA Ha npeobrapaBallata cucteMa Ha
W3KYCTBOTO.

Bbnpeku kpUtHUuHaTa cv no3uuus, TBopbute Ha Posemapu
Tpoken npeanarat Ha 3PUTEAS] KMBHEHU, U3MbAHEHU C
BbOOPaxXeHWe KOHLENTYaAHU KOHCTPYKLUMKU U ca XUBK U
ybeAUTEAHM XYAOXECTBEHU TBOPEHUS. ABTOPKAaTa ycrnaBa Aa
BU3yaAU3Upa AOPU HaW-UHTEAEKTYaAHWUTE TEMU MO MPOHWUYEH

N XYMOPUCTUUYEH HaUYMH, KaTo U36area AOrMaTUYyHM ONo3nLUK
WAW AOPY NOAEMUKA. XYMOPBT U UPOHUATA S AbPXaT AOCTaTbUYHO
Aaned OT paskasuTe, csikall TPOKeA OTCTbMNBa Kpayka Hasap

n ce camMmoHabAtoAaBa No Bpeme Ha paboTHUs npouec. Taka

TS ycnsiBa AMPEKTHO Aa ce NPebopu C HAKOU NPEAPA3CHABLM

U KAMLLETA, C KOUTO Ce COAbCKBAT XEHWTE B 06LLLECTBOTO U

B CBETA Ha U3KYCTBOTO, U I'M Bb3NPOU3BEXAA B MHOXECTBO
NPOHWLATEAHU TEMATUYHU BapraLMU U MaCTOPCKa AMAAEKTUKA.
EAMH OT HEMHWTE HaW-PaHHU LWeAbOBPU ,MallnHa 3a pucyBaHe"
o1 1990 r., nokasaH B u3noxbaTa, usaura Ao abeypa, pasbupa
ce, BbB BUPTYO3€H CTUA, 06MUYaHOTO MHEHWE 33 PbYHOTO
3aHaNATYMINCKO-MEXaHWUYHO ECTECTBO HA M3KYCTBOTO, Cb3AAAEHO
OT XeHcKaTa pbka. C MexaHWUYHa Bb3MNpou3BeEXAaHe Ha
XuBonucHus lectyct, ,MallMHa 3a pucyBaHe" e NapoAus Ha
MAEATa 3a XYAOXKHUKa-TEHWN.

be3 Ha3BaHuWe (MaluuvHa 3a xumBonuc), 1990

MalwumrHa: Xenn30, NAOCKOCTH, GUAL, YeTKa U Ap. 257 x 76 x 115 cm

Untitled (Painting machine), 1990

Machine: iron, particle board, felt, brush, etc. 257 x 76 x 115 cm

© VG Bild-Kunst. ®otorpad: bepHxapa Lay6 / Photographer: Bernhard Schaub

ChbLuaTa cTpaterusa ce npecaeaBa 1 caep 1991 r. B nAeTeHUTe
KapTUHU, KOUTO BUCAT Ha CTeHaTa KaTo MUHWMaAUCTUYHU
CKYANTYPW. XYAOXKHUYKaTa I'M 3aMMCTBa OT eXEAHEBUETO Ha
XEHUTE U T U3BAXAA OT TPAAMLMOHHATA UM GYHKUMSA. KaKTo
BbAHEHUTE MaTepuanm B NMAETEHUTE KAPTUHU — MAEOAOTUUECKHM
06peMeHEHHM KaTo , TUMMUYHO XEHCKU“, EAEKTPUUECKHUTE KOTAOHMH,
KOWTO M3MOA3BA KaTo EAEMEHT B CBOMTE NMPOU3BEAEHNS, CbLLO Ce
OTKAOHSIBAT OT 6aHaAHUTE CU KOHOTaLUMK Ha AOMaKMHCTBOTO MAM
3aHanTa. KaTto XeHCKM ABOMHWUK Ha MHAYCTPMAAHO NMPOU3BEAEHUS
nucoap Ha Mapcea ArowaH, NAETEHUTE KapTUHU U KOTAOHUTE
HamMupaT MACTOTO CU B My3€fl KaTo NPOU3BEAEHUS] Ha M3KYCTBOTO.
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Po3emMapu [poker
Rosemarie Trockel
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Posemapu Tpoken He pa3BuBa pabotata Cu AMHeapHo, a
NpeAnoYuTa 3a06MKOAHM U NPeceUHU MbThia. C HambAHO
AEKOHCTPYKTMBEH METOA TS MOCTaBA BCEKM OTTOBOP, BEAHBX
HamMepeH, OTHOBO NOA BbINPOC M TbPCH HOB OTFOBOP.
HenocBeTeHWAT HabAlopaTeEA BU MOIbA AQ Hamepw paboTaTa i
3a HEXOMOTreHHa M 3a TPYAHO AOCTbMHA. 3a rpynuTe oT TBop6HM
W OTAEAHUTE MPOU3BEAEHMWSA XYAOXKHUUKATA NpUAara 04eBUAHO
HECbBMECTUMMW MbTEKWU Ha U3CAEABAHE, KOUTO NMOYMBAT, KaKTO
Ha Hay4yHa ocHoBa - Po3emapu TpokeAa 06pblia 0cobeHo
BHMMaHWe Ha aHTPOMOAOTMSATA, Taka U Ha ecteThyecka. M Bece
nak eAHa GUHO TbKaHa Mpexa OT acouuaLunn ce ,BbPTU“ OKOAO
BCSIKa rpyna npou3BeAEHMs, B KOUTO MOTUBUTE, CAEA KaTo

ca GopMyArpaHK, NPeTbpnABaT MHOrOOPOMHKU Bapraummy B
pPas3AMYHUTE MEAMM NPE3 FTOAMHUTE M Taka ce AelMdpurpar.

B HeliHuTe TBOPOU TPAAULIMOHHMTE U HOBUTE MEAUK Cb3AaBaT
YAMBWUTEAHW BPb3KWU. ToBa € 0CO6EHO OUEBUAHO NPU TYLLOBETE,
BbIAEHWTE, MOAUBHTE, KOAGXMUTE MAU KOMMIOTBPHUTE PUCYHKM,
KOWTO 3aemaT BaXHO MSCTO B TBOPYECTBOTO 1. PUCYHKMTE
NPUAPYXaBaT BCsika HoBa paboTHa da3a, kakTo KaTo
eKCnepnMeHTn U CKULUH, OT6€/\$'-|3BaUJ,VI Haémerva U naeu,

HO, KaKTo € 0COHEHO OUEBUAHO B CEralHUTE FOASIMOGOPMATHM
TBOPOMU, TE CbLUO Taka GpopMUPaT HE3ABUCUMU NPOU3BEAEHMS.
Hapea ¢ Buaeata, nanoxbarta noctaBs cneupaneH akLeHT BbPXy
TOBa M3Pa3HO CPEACTBO.

Ypcyna Lenep

1 Gestus e aKTbOpCKa TeXHWKA, pa3BuTa oT bepToAT Bpext. ToBa e kombrHauma oT
dU3MUYECKUN KECTOBE U ,,CHLUHOCT* AW OTHOLLEHME.

The Institut fur Auslandsbeziehungen (Institute for Foreign
Cultural Relations / ifa) is dedicated to promoting cultural
exchange between the peoples of the world and Germany.
Part of this endeavour entails making German art and culture
known abroad, primarily by making exhibitions possible in
countries and cities whose wish to present significant works
and themes in German contemporary art would otherwise,
for financial or structural reasons, not be realised. With this
intention, the Institut plans and organises exhibitions about
the work of outstanding artistic personalities and about
themes relating to periods in the artistic life of the Federal
Republic.

The current exhibition on Rosemarie Trockel is part of a series
of monographic exhibitions in the Institut’s program that
includes Sigmar Polke, Georg Baselitz and Gerhard Richter.
This not only illustrates the standing that accrues to the
artist’s work within contemporary art. The artistic positions

of the elder colleagues also, in a cryptic way, form the
programmatic starting point for Rosemarie Trockel’s concepts.

An art scene that has been largely male-dominated, even
into the 1980s, spurs Rosemarie Trockel to dissent. She
persistently formulates counterpositions in which she
confronts the male artist-genius with feminine roles and
subject matter. The various groups of works reflect her
standpoint within a decidedly feminine artistic realm and are
unstinting in their fundamental critique of the prevailing art
system.

Despite her critical stance, Rosemarie Trockel’s works
encounter the viewer as lively, highly imaginative conceptual
constructs and as vivid and convincing artistic creations. The
artist manages to visualise even weighty intellectual cargo in
an ironic and humorous way, avoiding dogmatic oppositions or,
indeed, polemic. Humour and irony also keep her sufficiently
distant from the contents, as if Trockel were to step behind
herself as a self-critical observer during the working process.
So she succeeds in directly coming to grips with certain
prejudices and clichits that women are confronted with in
society and the art world, and replicates them with astute
thematic variations in a masterful dialectic. One of her earliest
masterpieces, “Malmaschine” from 1990, which is shown

in our exhibition, takes to the absurd, in virtuoso style, the
commonplace about the complaisant handicrafted-mechanical
nature of art created by woman’s hand. With its mechanical
production of the painterly Gestus, “Malmaschine” reads well
as a parody on the topos of the artist-genius.

The same strategy is pursued after 1991 in the knitted
pictures, which hang on the wall like minimalist sculptures.
The artist strips a prop borrowed from the everyday life of
women of its traditional function. Like the wool material in

the knitted pictures - ideologically burdened as “typically
feminine” - electric hotplates, too, depart from their banal
connotations of domesticity or craft. As the feminine
counterpart to Marcel Duchamp’s masculine-referenced urinal
-industrially produced, without an artist’s hand - the knitted
pictures and hotplates find their way into the museum as work-
pieces defined as art.

Rosemarie Trockel does not develop her work in a linear
manner, but prefers to take intentionally circuitous artistic
paths. With a thoroughly deconstructive method, she places
every answer, once found, again in question, or even takes the
answer back. The uninitiated observer might therefore find her
work heterogeneous and, at first, not easily accessible. For the

vanlonals

Bes HasBaHuWe, 1996. Linbaxpom, 42 x 43 cm
Untitled, 1996. Cibachrome, 42 x 43 cm
© VG Bild-Kunst

groups of works and individual pieces pursue, one after the other, apparently
incompatible paths of investigation that rest on both natural scientific
foundations - Rosemarie Trockel pays careful attention to anthropology - as
well as aesthetic ones. And yet a finely woven web of associations is spun
around each group of works in which the motifs, once formulated, undergo
manifold variations in different media over the years and so decipher
themselves.

In her works, traditional and new visual media make astonishing connections
for the yiawer again and again. This is particularly evident in the India ink,
charcoe =ncil, collaged or computer drawings, which have an important place
in the(pBuvre) Drawings accompany each new phase of work both as trial runs
and as sketches noting observations and ideas but, as is especially apparent

in the current large format works, they also form an independent body of work.
Along with the videos, our exhibition therefore puts special emphasis on this
medium.

My thanks to Rosemarie Trockel for her constant and committed interest in our
common project as well as to Monika Spruth for her generous support. Gudrun
Inboden - who already had curated the artist’s work in the 1999 Venice
Biennale - guided the project knowledgeably and surely, for which | thank her.
I would also like to thank the authors for their texts, which afford access to this
complex body of work.

Ursula Zeller
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bes Ha3BaHue, 1995. BbraeH Ha xapTus, 40 x 40 cm
Untitled, 1995. Charcoal on paper, 40 x 40 cm
© VG Bild-Kunst

AHe M. BarHep
ObekTuTe Ha TpOKe/\ N MallMHaTa 3a XMBOMUC

,KOAKO aBTEHTUUEH € NpoLecHT Npu ,MalunHaTta 3a XUBONUC“ Ha TPOKeA?
Mpremam 1031 BbNPOC KaTo M3HAYANEH, KaTO eceHuMsTa Ha pabotarta, AopU
roBeYe 0T eAEKTPUUECTBOTO, KOETo b1 TpsiI6BanO Aa A 3aABUXBA. KakBo TpsibBa
Aa CU MUCAMM 3a BUAQ U OPUTMHAAHOCTTa Ha BCEKWU OTAEAEH OTNeYaTbK? Besaka
yeTka HOCU MMETO Ha XYAOXHUKaA, OT YUMATO KOCa € HanpaBeHa (56 aBTopu, Mexay
KouTo camata Tpoken, ApHyad PaiHep, Buto AkoHuu, feopr baseauu, A. P. TleHK,
Mapcen OpeHbax, AHeT Mecaxe, duann Taade, Codu Kan, AxoH Bansecapu,
Kunkn Cmut, Xapanamnu Opoluakos, lepxapa Mepu, MAGbPT & Axopax, 3urmap
Monke, Mutbp ®uwan, bapbapa Kprorep, AHaxera Bbaok, Aneke Kal, MapTuH
KuneHbeprep, Axenmc Topba, CuHAM LLbpMaH 1 Ap. - 6eA. pea.). Hama kak eaHo
OPbAME Ha XYAOXHUUECKUS TPYA Aa ObAe NO-0praHMYHO, OCBEH ako camMata YeTka
He ce 3aMeHM CbC camaTa pbka Ha XyAOXHMKa. U Bce nak TPOKEA HM NOATUKBA Ad
CMe MOAO3PUTEAHM KbM TOBA, KOETO LLE NPOU3AE3E OT TO3M QaKT. B kpaiHa cmeTka
6UXME MOIAU A MPOCAEAUM YUK Ca CAEAWTE, KOUTO YETKWUTE OCTaBAT. HO BEAHDBX
pasno3HaAu 1, ¢ kakBa MHOOPMAaLMA 3a XYAOKHULIUTE U TEXHUTE apTUCTUUHM
rnoyepum Lie ce cAoobuem? Tenata OCTaBSAT CAEAW, HO B TO3U KOHKPETEH CAyYai
bU3NUECKUAT OTNEYaTbK € AaAeY OT aBTOPCTBOTO. TPOKEA Ce OTHacsi ¢ 0CObeHO
NMOAO3PEHNE KbM OPUrMHAAHMTE XapPaKTEPUCTUKU Ha BCAKA eAHa AMHUS. Pasbupa
ce, BCsIKa € pa3AnyHa, HO He HOCKU AOCTaTbYHO MHPOPMAaLUS; He BUXMeE MOTAK Aa
pa3anunm Kan ot Kptorep, a KOAKOTo A0 MNoake U baseaunl, ABE BEAUKU UMEHA,

Te NOYTH He ce oTAMYaBat. M 61 BUAO HEYMECTHO Aa Ce YBAEUEM B NOETUYHU
Pa3CbXAEHWA 3@ BCAKA AMHUSI AW Tpyna OT AMHUK. KO AWM He HB1 nocpelLHan
€AHO TaKoBa HaMepeHWe 3a UHTeprnpeTaumns ¢ 06BUHEHUETO, Ue € HEBB3MOXHO
pabotata pAa 6bae pasueteHa? CbC CUTYPHOCT BCSIKA OT TE3U CAEAM € KOHKPETHA U
0603puMma, HO TYK HE MOXE Aa CTaBa AymMa 3a EKCMPECUBHOCT.”

Anne M. Wagner
Trockel Objects, or the Painting Machine

»~How authentic is the process Trockel’s machine implies? |
take this question as something like the juice, the energy of
the work, even more than the electricity from which it has been
so abruptly weaned. What are we to believe about the look
and veracity of any individual mark? Each brush is labeled,

its human source signaled: no way to make the artist’s tool

be more bodily, unless the brush were to cede its place,
regressively, to the artist’s bare hand. Yet Trockel means us

to be suspicious about what follows from this fact. We can
eventually learn which stroke any one cluster of bristles has
made. But having learned it, what exactly would we then know
about artists and the characteristic qualities of their marks?
Bodies make marks, yet in this particular instance, the bodily
mark is far from forming a signature stroke. Trockel is being
singularly suspicious about the individualized qualities of any
one line. Each is different, certainly, but all are taciturn; we
cannot tell Calle from Kruger, and as for Polke and Baselitz,
eminences both, they hardly stand out. And it could only be
embarrassing to wax poetic about any single touch, or even

a grouping of eight. Who would not be ready to greet such a
critical effort with a charge of reading in? Each mark is concrete
and visible, certainly: but expressive it is not.”

FyapyH UH60A€H
ABoukuTe Ha Po3emapu Tpokea

»Cepnnte Ha TPOKeA He ce MPUABPXAT KbM NPUHLMNUTE HA dOpManHaTa AOrmKa,
HWUTO TEXHMTE UHAMBUAYAAHU EAEMEHTH NO3BOASIBAT 0606LaBaHe. CepuiMHOCTTa He
MoXe Aa 6bae AedMHUPaHa Ype3 AorMyecka NMOCAEAOBATEAHOCT; EAEMEHTUTE MoraT
Aa ,M3MNapHaT® OT NPOM3BOAHA AMHUS, 6e3 TOBA A0 AOBeAe AO 3aryba Ha ,,CMUCHA“.
TouHO 06pPaTHOTO, AYNKWUTE M HAKbCBaHWATa OCUTypsiBaT HOBU PUTMUYECKH
WHTEPBAAM, KOUTO OTNPULLBAT AUHAMUYHU PA3AMKKU U NO3BOASIBAT Ha APYruTe CEpPUM
LSAIAOCTHO MAM YaCTMUHO Aa ce AODAMXAT 3a pa3AMUeEH NepuoA OT Bpeme A0 pbba Ha
uesypata Maun naysara. PopmMupaHeTo UM € TOAKOBa MPOMEHAMBO, KOAKOTO M TOBa
Ha BbAHUCTWUTE 0OAALM B A@3YPHO AATHO Hebe. M TOUHO KaKTO TEXHWTE NAABaLLM
KOHTYPM ca CBOBOAHM A@ OCLIMAMPAT MEXAY NOPA3UTEAHU NMPUAMKKU U M34e3BaLLM
WUAKO3UWU, FpaHuLaTa Mexay ¢urypa n ¢oH B cepumnte ce pasrBaps; Te GAyKTyupar
BbPXy €AHa U CbLLa MOBbPXHOCT U CTaBaT HEPaA3AMYMMU B CBOSITA B3aMMHa
MeTamopdosa.

bes Ha3aHue, 1995. BbraeH Ha xaptus, 41 x 41 cm
Untitled, 1995. Charcoal on paper, 41 x 41 cm
© VG Bild-Kunst

KoHLenuuaTta 3a MmetaMmopd0o3aTa e TOAKOBA TACHO CBbP3aHa CbC CIoppeansma,
ue YoBeK ce Konebae Aa A MPUAOXKM KbM U3KYCTBOTO Ha Posemapu Tpokea.
HenHuat metadpopurueH CBAT € U3LAAO HECIOPPEAAUCTUUEH. HAMA HULLO, KOETO Aa
CBbP3Ba U3KYCTBOTO i ¢ DPOMAMCTKUA TOMOC Ha CIOPPEAAUCTUTE — CbHAT, HATO CbC
CTPyKTYypaTa Ha TEeKCTa, KOWTO HECb3HABAHOTO NPUMMUCBA HA CBOUTE HEMOCTOAHHM,
HO AUCKYPCUBHO NMocAeAOBaTeAHM 06pasu, Kato Mo TO3W HauMH NO3BOASABA YETEHE,
KOETO MHPOPMMUPaE Cb3HATEAHOTO CbCTOAAHME. [0-CKOPO CMaHEeTo B HEFOBOTO POACTBO
CbC CMbPTTa € TOBa, KOETO NMPOHUKBA NMOBEYETO NPou3BeAeHUs Ha Tpoken. CnaHeTo
M CMbPTTa 06rPbLUAT EroTo Ha APYrUs 1 BUAEMKU HepedepeHTHU U HEeONPEAEAEHH,
Te, 3a pasArka OT CbHYBaAHETO, Ca HAMbAHO HECTIOCOOHU A@ U3MbAHABAT GYHKLMKUTE
Ha camouaeHTUdUKaumaTa. CnaHeTo U CMbPTTa Ca MHTEPBaAW BbB BPEMETO,

KaKTO CbCMeHca U UMIYACA UAM Nay3aTta U HauaAoTo, OT KOUTO MeTamopdo3uTe

Ha TpOKeA, UrPOBO NPOMEHAMBATa XeTeporeHesa Ha HelHuTe 06pasu, 3BAMYaT
CBOATa AUHAMUKA W NOETUYHA eHeprisa. HeAMHaMUUHWUAT, BUPTYaAHO OCUbULMPALLL
CIOPPEanMCTUUYEH CBAT Ha MEUTUTE CEe CbCTOM, OT €AHa CTpaHa, OT 3HaUYUTEAHU
BU3YaAHW M30OPETEHUA, KOMTO, KOAKOTO M Aa Ca 3arapbyHK, MOraT CbLUO Taka Ad
6bAAT NPOYETEHU U UHTEPNPETUPAHN KOHTEKCTYAAHO. PUCYHKMTE Ha TPOKeA HAMAT
pedepeHTHa 0CHOBA W HUKOTa He Ca eHUrMaTUUHM; KaTo CUMYAAKPYM C HUMLLO 33
HabAOAEHME, TE HAMAT CKPUTK pelleHna. BuHaru tpabBa Aa ce uma NpeaBuA, Ye
KaKTO CraHeTo M CMbpTTa, Te ca ¢ 6eskpaitHa AbAGOUMHA U KaTo TakuBa obpasysar
6e3mMepHa, HecBbp3aHa NOBbPXHOCT, KOATO, BMECTO Ad OCUIypsABa NpeanvcaHa
MbTEKa, NPeAAara NoCTOAHHO NMPOMEHSLLA CE MPEexXa OT MbTULLE, B KOUTO
XETePOreHHOCTTa, A3-bT U APYTUAT ChXUTEACTBAT MO HOMAACKWU HaUMWH.

Ho KaKbB CTUA € TO3U, KOWTO MPUBMAETMPOBA NOAOOHA AMHAMMKA ,Ad CTaHeLl
APYr’? Kot KOHKPETHA AMHUA U GUrypa NpeAM3BUKBAT TO3U caMo3apaxAalll ce
CBSAIT 0T 06pa3n? BbnpockT e norpeLlHo NocTaBeH, 3aLloTo NpY TPOKEA HULLLO He
€ NoCAeAOBaTeAHO. AMHUSA, GOpMa, CTUA, BCUUKO 3a06MKana — 1 Kak b1 MOrao
Aa € Apyrosiue - rotoBute NsTeku. Hesasucumu OT ,,TOBa € UAK OT ,pesyatata’,
Te Ca eAHOBPEMEHHO CaMO-Cb3AaAEHM M CaAMO-NPOMEHSLLM Ce, KaKBOTO U AQ €
HanpaBeHO OT TAX.“

LI1paKTrkata Ha TpokeA Aa eMaHuMIMpa U3KyCTBOTO OT MOAEAA M BMECTO TOBa Ad
KOMOWHMpPa NapapOKCanHU NMPUAMKK U3BBH YCTAaHOBEHWUTE MAEHTUUYHOCTH, KaKTO U
AQ €KCNepPUMEHTUPA C FPaHUYHKUTE MPEeCcUYaHna U A MPEACTaBA Bb3MOXHOCTUTE
»A2 CTaHEeL Apyr“, MOXe Aa Ce Pa3rAeXAa KaTo U3TOUYHUK Ha HEMHUS
U3KAKOUMTEAHO pa3AMYeH U HeobUYanHO MeTapoprUEH ,,CUMYAAKPYM*“, KOMTO YeCTO
ce NnpuUcMMBa U ,CMbBa“ OYakBaHWATA Ha HabArOAQTENS.

ABE UAEHTUUYHM MOPTPETHU CHUMKM Ha XeHa, epHaTa YepHo-6aAa, Apyrata LBETHa,
ca cbroctaBeHu B cepuata Untitled (1988-1996) ¢ Tpu NOAOOHM NOPTPETHH PUCYHKM
Ha nyaeA. Bbp3o ocb3HaTUTE MPUAMKU B paMKUTE Ha BCAKa rpyna metamopdosupar
B NMapaAOKCAAHOTO BreYaTAEHUE 33 CXOACTBO MEXAY 06LLIOMPUETHUTE KaTo pasAMUHM
CcybeKTU Ha XXEHUTE U XMBOTHWUTE, KOETO BHE3AMHO 3arno4yBa Aa B3aMMOAENCTBA B
eAHa 30Ha Ha HeonpeaeneHocT. Mpu Bbobpaxaema MeTamopdosa paspolieHata
KOCa Ha XeHaTa ce npeBpblla B KbApaBaTa Koca Ha NyAeAuTe M 06paTHOTO, U
3PUTEAAT 3aMouBa Aa Urpae ¢ Bb3MOXHOCTTa ,Aa CTaHeLl XUBOTHO® - CMSAHa Ha
pOAUTE, KOATO, KAKTO MPU CMEeCBaHETO Ha NoAoBeTe B cepusTa ,,B.B./B.B.” (Bpnaxut
Bapao/BepTonT Bpext - 6eA.npeB.), He3abaBHO NpeAr3BHUKBa 0CBOOOXAABALL, CMSAX
3a ,kaHpa“ (NopTPEeTHU, BUOAOTMUHM BUAOBE, COLMANHM PYNU, MAALIMHCTBEHU
rpynu), T.e. CMSAX N0 OTHOLLEHUWE KaTeropmnsaLmuaTa Ha MAEHTUYHOCTTa, YUUTO rPaHULM
OYEBUAHO Ce pa3MmMBaT No cBoOeMy. XXeHata, a OTTaM U EAVMH OT NyAeAuTe, eABa
ycnaBaT Aa MOTUCHAT BECEAWUTE YCMMBKM B Ta3W NOCOKa. ToBa, KoeTo obaue paBa
NOPTPETLT KaTO AOKa3aTEACTBO 3@ MAEHTUYHOCT C A03a UPOHUA €, Ye doTorpadumte
Ha XXeHaTa ca TUMMYHKW NAacnoPTHWU CHUMKM, Taka ye ,,0c0BeHOCTUTE Ha

cybekta“ - B eAMHUS CAyYal , TbBMHU NeTHa“, a B APYrus — ,nepyka“ — MpoHU3upar
oduLManHNUTE KhNacUDUKaLMU. KOHKPETHUAT NpuLEeA Ha TPOKEA B Ta3u cepus e
WMAEHTMYHOCTTa, a Moxe 61 1 dotorpadusaTa Kato ,XKaHp“, YUATO OCHOBHA GYHKLUMSA
€ UaeHTudUKaumsaTa. ToBa € NOAYEPTaHO OT ,,MAEHTUYHOCTTa" Ha ABETE CHUMKU B
CpaBHEHWE C UHAUBUAYAAHUTE PUCYHKU Ha NyAeA.”

Gudrun Inboden
Rosemarie Trockel’s Doubles

“Trockel’s series do not adhere to the principles of formal logic, nor do their
individual elements allow bottom-line summation. The serial concatenation
cannot be defined by a logical sequitur; its elements do not cohere and,

far from forming a discursive relationship, they may individually fall out

of line at random without the series suffering any loss of “sense”. On the
contrary, holes and fractures provide for new rhythmic intervals that unleash
dynamic differences and allow other series to attach themselves wholly

or partially for a longer or shorter period to the edge of the caesura. Their
formation is as changeful as billowing clouds in an azure summer sky. And
just as their floating contours are free to oscillate between startling effects
of resemblance and fading illusions, the boundaries between ground and
figure in the series dissolve; they fluctuate on one and the same surface
and become indistinguishable in their mutual metamorphosis.

The concept of metamorphosis is so closely associated with surrealism

that one hesitates to apply it to the art of Rosemarie Trockel. Her world of
metaphor is wholly nonsurrealistic. There is nothing to link Trockel’'s art with
the Freudian topos of the surrealists, the dream, nor with the structure of
text that the unconscious ascribes to its volatile yet discursively consecutive
images, so allowing a reading that informs the conscious state. It is rather
sleep in its kinship with death that permeates almost all of Trockel’s
works.28 Sleep and death envelop the ego in the other of difference and,
being nonreferential and indeterminate, they are, unlike the dream, totally
incapable of performing the functions of self-identification. Sleep and death
are intervals in time, like suspense and impulse or pause and start, from
which Trockel’'s metamorphosis, viz. the playfully volatile heterogenesis of
her images, derives its dynamism and autopoetic energy. The nondynamic,
virtually ossified surrealistic dream world consists, on the other hand, of
significant pictorial inventions which, however enigmatic they may appear,
can always be read and interpreted contextually. Trockel’s drawings, having
no referential background, are never enigmatic; as simulacra with nothing
to obscure, they have no hidden solutions. It should always be kept in mind
that, like sleep and death, they are of infinite depth and consequently form
a dimensionless, unbounded surface that, instead of providing a prescribed
path, offer a continuously fluctuating indeterminate network of paths in
which the heterogeneous, the self and the other coexist in nomadic fashion.

But what kind of style is it that privileges such dynamic “becoming-
other”?2& Which particular line and figure bring forth this self-generative
world of images? The question is wrongly put, for with Trockel nothing is
consecutive. Line, form, style, all avoid - how should it be otherwise? - the
prepared paths. Independent of the “is” or the “result”, they are equally as
self-creative and self-modifying as whatever is made out of them.”

T )

MoAyAaerHano roao tsno, 2000

LLBeTeH MOAMB M XMMUKaAKa Ha xapTus, 70 x 100 cm
Reclining Nude, 2000

Coloured crayon and felt pen on paper, 70 x 100 cm

© VG Bild-Kunst

dortorpad: BepHxapa Wayb / Photographer: Bernhard Schaub

bes Ha3BaHue, 1993. MoauB Ha xapTus, 33 x 24 cm
Untitled, 1993. Pencil on paper, 33 x 24 cm

“Trockel’s practice of emancipating art from the model, and, instead, of
combining paradoxical similarities outside of established identities, as well as
experimenting with border crossings and presenting possibilities of “becoming-
other”, may be seen as the source of her highly disparate and dissimilar
metaphorical “simulacra”, which repeatedly mock and suspend the expectations
of the beholder.

Two identical portrait photographs of a woman, one black-and-white, the other in
colour, are juxtaposed in Trockel’s series Untitled (1988-1996) with three similar
portrait drawings of a poodle, two in charcoal, one in charcoal and coloured
crayon. The swiftly perceived similarities within each group are precipitously
metamorphosed into the paradoxical impression of resemblance between

the generically different subjects of women and animals, which now suddenly
interact within a zone of indeterminacy. In imaginary metamorphosis the tousled
hair of the woman turns into the curling hair of the poodles and vice versa, and
the beholder begins to play with the feasibility of becoming-animal - a change of
role which, like the mixing of genders in the B.B/B.B. series, immediately evokes
liberating laughter about “genre” (portraiture, biological species, social group,
minority group), i.e., laughter about the categorization of identity, the boundaries
of which are apparently liable to become blurred of their own accord. The woman,
and also one of the poodles, is barely able to suppress an amused smile on this
account. What, however, endows the portrait as a proof of identity with particular
irony is that the photographs of the woman are typical passport mugshots, so
that the subject’s “special features” - in one case “black dots”, in the other a
“wig” - satirize official passport and ID card classification. The particular butt of
Trockel’s wit in this series is identity, and perhaps also photography as “genre”,
the basic function of which is identification. This is appropriately emphasized

by the “identity” of the two photographs as compared to the individual poodle
drawings.”

Be3 Ha3BaHue, 1993. MoAuB Ha xapTus, 33 x 24 cm
Untitled, 1993. Pencil on paper, 33 x 24 cm
© VG Bild-Kunst. ®otorpad: bepHxapa LWayb / Photographer: Bernhard Schaub © VG Bild-Kunst. ®otorpad: bepHxapa Lay6 / Photographer: Bernhard Schaub

bes Ha3BaHue, 1993. MoauB Ha xaptus, 33 x 24 cm
Untitled, 1993. Pencil on paper, 33 x 24 cm
© VG Bild-Kunst. ®otorpad: bepHxapa LLay6 / Photographer: Bernhard Schaub

bes Ha3BaHue, 1994. Kpepa U LBETEH MOAWMB Ha XapTus, 26.9 x 21 cm
Untitled, 1994. Chalk and coloured crayon on paper, 26.9 x 21 cm

© VG Bild-Kunst
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