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Led Astray — Nofes on Stefan Klampfer's exhibition Planer i endring et Babel Visningsrom for Kunst
By Inger Marie Hahn Meller, MA in art history

When we enfer the while cube of an exhibition space we only experience a finy part of what happened.
What we see seems definitive. What we normally don'f see is the process, the dead ends, the failures and
the changes in plans that the artist might have struggled with, In his exhibition Planer i endring, Austrian arfist
Stelan Klompler mokes o topsyturvy on the concept of the art exhibition. Instead of presenting o determined
sef of truths his work is exposing the vulnerable aspects of the artistic process in an open diologue that rather
becomes o set of metareflections on the exhibilion practice itself.

As his starting point Klampfer chose one of art history’s biggest failures and successes, August Rodin's
Monument to Balzac from 1898. Rodin was commissioned to make the monument and disappeared info &
vears of study and work, What started out as a porirait of @ nude body ended up as an elimination of body,
physicality and form in favour of @ streng depiction of the writer’s psychological persona. The body of the
wiiter is wrapped up in a dressing gown that symbolically blurs the body into @ pure focus on his mind or
spirit. The sculpture was a scandal in its time but was later considered the first truly modem sculplure. What
interests Klampfer is exactly this elimination of body and form — he is especially drawn towards some of
Rodin’s studies where the dressing gown literally stands as an emply shell — an emply sculpiure open toward
interpretation and signification.

During his process Klampfer is led astray. He is lost in o wildemess of dead ends and closed-off doors. Just
as you might say Rodin was during his & years of working with the problematics of a body and a dressing
gown, In the end, Klampfer appropriates the same artistic approach as Rodin. just as Rodin eliminates the
body of his subject in order fo create a porfrait of the personality and mind of Balzac, you could say that
Klompfer is eliminating the "body” of the classic exhibition with his own set of “empty sculptures”. Instead
of an exhibition presenting the body or the materiality of sculpiure, he aims at pointing ouf @ number of
considerations on the genealogy of the exhibition per se

He lays bare his doubls, his questions, his foilures — what is normally hidden underneath the smocth surface
of the finished piece of art. As a mark of his failures he builds a series of emply crates or sculpture boxas

out of found discarded wood. They are glued together — fragile and easily falling apart — they are a
visuplization of his own process and of the construction of art. This emblematic emptiness points fowards

the emptiness of the ort institution and the concept of the exhibition space as a white cube. But in a more
proguctive field the emptiness of the sculptures indicates an openness fowards ihe spectator, a gap for
diglogue and new insight.

Planer i endring — or “Changing Plons” is, on o pragmatic level, exaclly what happened for Klampfer, as well
as for many other artists during the history of art. What started oul as o planned exhibition of Bolzac’s empty
dressing gown ended up as o meta-exhibition exposing sublle considerations of what art and exhibition-
making really are, and showing how art has a potential for being precisely a construction. Just like Rodin
spent & years with phrgfcg,f processes expj'mjng his SUbe{:?, KIEIHTP.IEE.'.I' has gone I]‘IFGI‘..IEI'I' a number of merteriol
experiments — building empty crates, observing his physical surroundings, documenting every sealed-off
door he meets and registering the traces of the glue he uses — in order fo end up with his conceptual mefa-
reflections. Planer i endring is a conglomerate letting the emptiness, the negations, the rejections and the
changes in direction and plans be the content in itself. Being led astray might also be productive.
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During my stay | started fo experiment with the use of glue. Ordinary indoor wood glue was applied in mulfipls
layers directly from its coniainer onto pieces of plywood. Parts of it were woshed off again during the fime i
ook to sef. The process was later confinued by adding some gouache colours, washing them off again, oddin
some more and repeating the steps several times. This way of working can be considered as an explc:r:;ri-:.n 1hugr
has no predetermined culcome. The result could, in a way, be seen as the documentation of its own making. |

did a few of these, but only three made it into the exhibition.
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index of Images

1 Monument @ Balzac [plétrel ou Société MNationole des BeaweAts de 1898
Eugéne Druet, silvergelating print, 40 x 30 em, Musée Redin, Paris

Manteou de Balzac |platre)
Anorymaous, albumen silver print, 15.1 x 9.5 em, Musée Rodin, Paris

untitled
untifled
unfitied
Abshract Expressionism
unfitted
untitled
unfitled
10 untitled [workshop)
11 untitled [studic)
12 Curated by
13 Curated by
14 Arts and Crooks
15 Monument to Balzac
14 untitled
17 untitled
18 unfitled
19 untitled
20 untitled
21 Gluedrawing no. 1
22 Gluedrawing no. 2
23 Gluedrawing no. 3
24 untitled

dimensions variable, silvergelatine prints on baryta paper, 2015
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