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A survey of feminist self-timer portraits at the 
Austrian Cultural forum New York in 2014? You 
might wonder: How did this show come 
about? 

the concept of this exhibition was born in a 
meeting i had with felicitas thun-Hohenstein 
before i left Vienna for New York. As the first 
woman director of the Cultural forum, the idea to 
display a selection of feminist self-timer portraits 
from the federal Austrian Photography Collection 
at the ACfNY made sense to me in many ways. 
my sincere thanks go to the Arts Division of the 
federal Chancellery for its generous support of 
the exhibition.

Another answer seems obvious: “selfie” was the 
oxford Dictionaries’ word of the year 2013. 
selfies are currently all the rage, in New York and 
everywhere else.

on march 6, 2014, the great Austrian painter 
maria lassnig’s first major New York museum 
exhibition opened at momA Ps1, focusing on 
lassnig’s painted self-portraiture. maria lassnig 

christine moser

Foreword
this is (not) a selfie
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is “the perfect artist for the age of the selfie,” 
said Peter eleey, who curated the show.1

Already in December of last year, Yayoi Kusama’s 
infinity mirrored room – the souls of millions of 
light Years Away, an installation at David Zwirner 
Gallery, had visitors line up for hours for a 45- second 
experience of Kusama’s mirror-lined room featuring 
colored leD bulbs. snapshots on instagram spread 
the word about this go-to spot for the ultimate 
selfie: at once intimate and utterly cosmic.

finally, when i visited the spring open studios of 
the international studio and Curatorial Program in 
late April, i made the acquaintance of the Dutch 
artist-in-residence melanie Bojano, who 
immediately referenced VAlie eXPort’s oeuvre 
when she described her own camerawork.

the term “selfie,” however, does not necessarily 
describe the art practice at the center of this 
exhibition, and Abigail solomon-Godeau draws  

1 maria lassnig show, march 9–may 25, 2014 at momA Ps1, organized 
in collaboration with the Neue Galerie Graz – Universalmuseum 
Joanneum.

christine moser

Foreword
this is (not) a selfie
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a clear line in her contribution to this catalogue. 
self-portraits with a self-timer have a narrative; they 
tell stories that are not created at random, but in a 
specific context. Perhaps this show will contribute 
to a more profound academic discussion of the 
performed versus the perceived self. 
Curated by felicitas thun-Hohenstein, this 
exhibition assembles photographic self-portraits by 
20 Austrian and international artists: renate 
Bertlmann, Katrina Daschner, Carola Dertnig, VAlie 
eXPort, sharon Hayes, matthias Herrmann and AA 
Bronson, Birgit Jürgenssen, friedl Kubelka, roberta 
lima, Anja manfredi, Dorit margreiter, michaela 
moscouw, laurel Nakadate, lilo Nein, Carolee 
schneemann, Peter Weibel, Hans Weigand, martha 
Wilson, and francesca Woodman. thus, the show 
unites the works of three generations of artists. 
many, but not all of them, are women. their self-
portraits tell many different stories – and you are 
welcome to listen to them at the ACfNY.

self-timer stories opens at the  Austrian Cultural 
forum New York on June 17, 2014 and runs through 
september 8, 2014. A special highlight of the 
opening night will be the performance 
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selfPortrAit by martha Wilson, a re-enactment 
of her 1973 work.

the evening of June 18 will feature two special 
events: a concert by the legendary DisBAND, an 
all-female New York City performance group, who 
was active between 1978 and 1982 as well as the 
book presentation of the brand-new anthology, 
Performing the sentence: research and teaching in 
Performative fine Arts by editors Carola Dertnig and 
felicitas thun-Hohenstein. 

the exhibition’s supporting program will continue 
on June 19 with a screening of fuses by Carolee 
schneemann and a panel discussion with the artist.

on June 23 the ACfNY, the swiss Consulate 
General New York, and Pro Helvetia will present the 
film program  , curated by Pascal richard and 
Christopher Zimmerman, featuring films and videos 
by Pipilotti rist, Carolee schneeman, and VAlie 
eXPort. 
An extended version of the exhibition will be 
presented at the museum der moderne salzburg 
in Austria in october of 2014.
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andrea ecker

Foreword

in order to provide an international stage to Austrian 
artistic endeavors, the Arts Division of the Austrian 
federal Chancellery has launched various initiatives, 
from travel grants to studio grants, from funding for 
guest performances to fair and biennial 
participations and presentations abroad. moreover, 
exhibitions with art acquired by the federal 
government are curated on behalf of the Arts 
Division. 

since 1981, Austria has been establishing the most 
distinguished national photography collection by 
systematically acquiring photographic works. in 
conjunction with the collection of the province of 
salzburg, this collection is inventoried, administered 
and continuously presented in national and 
international exhibitions by the Austrian 
Photographic Gallery at the museum der moderne.
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the comprehensive collection, with works of 
currently more than 400 artists, includes examples of 
documentary, conceptual, and experimental 
photographic works by well-known masters as well 
as young contemporary newcomers, ranging from 
photojournalistic endeavors of the 1950s and 1960s 
and Actionism to various current artistic positions.
felicitas thun-Hohenstein has now curated an 
exhibition with works from the Austrian Photography 
Collection. entitled self-timer stories, its leitmotif is 
self-portraits created by using a self-timer – a subject 
which, thanks to the popularity of selfies in social 
networks and digital media, is currently highly 
relevant.

i am very happy that the exhibition is held at the 
Austrian Cultural forum New York; i thank everyone 
involved and wish all the artists much success!
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“Hence, strangely, the only thing that i tolerate, 
that i like, that is familiar to me, when i am 
photographed, is the sound of the camera. for 
me, the Photographer’s organ is not his eye (which 
terrifies me) but his finger: what is linked to the 
trigger of the lens, to the metallic shifting of the 
plates (when the camera still has such things).”1

the practice of taking self-timed photographs has 
been popular since the origins of photography, in 
everyday life as well as in the arts. 
since the early stages, this practice has been in a 
symbiotic relationship with technical development. 
the self-timer cable can often be seen as part of the 
image composition, not only in historical analog 
photographs; later, people increasingly started to 
use the digital remote control releases or to hold the 
camera or the smartphone in front of their faces with 
an extended arm. At the moment of the camera’s 
clicking (in digital photography, the sound is even 
artificially reproduced as a form of nostalgic 
reminiscence) the “self at the self-timer” comes to 
bear and constructs a visual relationship between 

1  roland Barthes, Camera lucida [1980]. translated by richard Howard. 
New York, NY: Hill and Wang, 1981, p. 15.

Felicitas thun-hohenstein

the redeeming click:
a self-timer story
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the subject and the world in the media framework of 
the product. “Becoming image” is rendered into a 
performance; each mimic, which Kaja silverman 
addresses in reference to Jacques lacan, becomes 
a pose: literally taking a stance, with which the 
subject, fully aware of the impossibility of true and 
authentic self-representation, stages her- or himself 
for the gaze.
the factor of taking a stance and the factor of the 
figurative record are only separated by the blink of 
an eye and graduate the photographic self-portrait to 
a performance – to the theatrical representation of 
the i as image, oscillating between self-questioning, 
self-empowerment, and self-stylization. Here, in 
terms of the speech act theory, i as image means 
nothing more than that the author and the work, 
photographer and subject in the prototypical case of 
the self-timer stories, only constitute themselves in 
the moment the self-timer is activated. some artists 
in this exhibition have stated that they have 
experienced the short time – one could call it the 
fermata – between activating the self-timer and the 
“redeeming click” (roland Barthes), during which the 
artist is mostly alone in a studio situation, as 
moments of tranquility and happiness, full of inner 
anticipation and yet utmost focus. 
this sphere, which can be seen as the archetype of 
an “intimate space of self-reference,” unfolds in an 
area of tension between subjective authorship and 
the constitutive competition of the camera and can 
be described as a dynamic dialog between the 
coordinates of the “subject” and the “medium.” the 
medium appears here as the anthropomorphic 
quasi- or ersatz-subject, which is capable of 
speaking for itself, while the subject appears as a 

Felicitas thun-hohenstein

the redeeming click:
a self-timer story
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medium through which something “speaks,” 
something which is not the same as the self-aware 
ego. the work of art is thus the process of 
negotiation between these two poles, which 
become entwined in the “act” (Valéry) of creating art. 
this resulting intimate scope can be understood as a 
condensation of a multitude of performative 
practices, which are all incorporated or accumulated 
in photography as aesthetic practice.
the first addressee of the staging of self-timed 
photographs is therefore initially the camera and the 
pact the artist makes with it within the framework of 
a performative image creation. it is only in the next 
step that the various publics are addressed. the 
artifact becomes a kind of hinge in the mediation 
with the public: in an act of simultaneousness of 
non-simultaneous items, a binding presence – or real 
presence – is established for actors and viewers, 
who are separated by space and time.
By choosing an audience medium, no matter 
whether it becomes manifest as an installation in the 
form of a live slide show or as a multiple in a printed 
book, the private revealed therein is inevitably made 
public. this leads to a paradoxical de-differentiation. 
As in contemporary social media, the intimate, the 
personal, which wishes to be staged and shown, in 
the end is only staged and performed for the 
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camera. in publishing the private, the moment of 
fictionalizing the self has begun, much as in 
autobiographies. this narrative is not merely created 
in the representation of individual works, but rather 
by a conscious sequencing, structuring, and 
serialization in the mode of a presentation.

the navigation space developed by Dorit margreiter, 
which refers to the process of becoming image 
explored in this exhibition, traces the gray scale of 
the Kodak patches. these so-called “continuous 
tones” stand for the betwixt-between that Victor 
turner labeled the negotiation space, where 
reference systems no longer work and a trans-
formation becomes possible. What margreiter has 
conceptualized in this vein as an “architecture of 
transition” places emphasis on processes of making 
the invisible visible which are supposed to organize 
the complex interplay of showing and hiding.
As self-timer stories demonstrates, the figurative 
cards of the federal Photography Collection were 
reshuffled in a dialog with international positions of 
extended photography under the premises i have 
outlined here. As an emancipated artistic mode, 
they have generated new complex dynamics, 
always with the aspect of the Barthesian “click” in 
mind.
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one might argue (as some do), that the first  
“selfie” – a term now under consideration to be 
included in the oxford english Dictionary – was 
Hippolyte Bayard’s 1840 self Portrait as a Drowned 
man. A Wikipedia article claims that the earliest 
photographic portrait was made in the Us in 1839,  
a daguerreotype by a photographer named robert 
Cornelius. Unlike Bayard’s picture, his is an un-
theatrical, straightforward depiction of himself. 
Devoid of any narrative or staging (as the majority of 
still photographs were and are not intended for print 
media), it is simply a prototype of the photographic 
self-portrait, in which the subject chooses how to 
represent him- or herself. But neither the word 
“selfie” (spawned by electronic media, and 
perpetually metastasizing in the nowhere and 
everywhere of cyberspace), nor the more dignified 
art-historical term “self-portrait,” are necessarily 
descriptive of the many decades of artistic projects 
featuring the artist and employing various camera 
technologies (i.e., photography, video, film, and 
camera-recorded performance). this latter practice 
opens up to a dauntingly vast terrain; any approach 
that attempts to historicize these usages must 
acknowledge that while all self-portraits are self-
representations, not all self-representations are 
self-portraits. Having drawn such a distinction, is it 

abigail solomon-godeau

also not a self-Portrait



16 17

possible, then, to propose any general framework 
that could contain artists and works as temporally 
and formally unrelated as the artists represented in 
self-timer stories?

As it happens, the designation “self-portrait,” 
historically speaking, belongs to the realm of art 
history, and, significantly, it is a genre that emerges in 
the renaissance culture of italy and the Netherlands. 
it emerges, therefore, in tandem with the concepts 
of individualism, humanism, and the development  
of modern capitalism. in this respect, a self-portrait 
by Albrecht Dürer or sfonisaba Anguissola are 
16th-century examples of a pictorial tradition that is 
no less recognizable centuries later in paintings by 
Pablo Picasso or max Beckmann or, for that matter,  
in any “official” academic portrait such as one finds 
of university presidents, corporation founders, or 
wealthy socialites. 

However, the rapidly developing technologies of 
photographic representation decisively transformed 
what was once the purview of painting and drafts-
manship, within which artists depicted themselves as 
though viewed in a mirror, sometimes indeed literally. 
these technologies propelled both portrait and 
self-portrait into a democratized realm by which 

abigail solomon-godeau

also not a self-Portrait
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anyone in possession of a Kodak – or, only a few 
decades later, access to inexpensive film and video 
cameras – could produce still or moving depictions. 
the possibilities of self-imaging had previously been 
expanded with the development of timed-release and 
cable-controlled shutters. Portable video cameras 
precipitated yet another expansion, and, finally, the 
advent of the ubiquitous “selfie” of the camera-phone 
and its clones that currently spawn millions of 
instantaneous images of variously styled selves. 
Baudelaire’s grim assessment of this phenomenon in 
his salon of 1859 was more prescient than he knew 
(“from that moment our squalid society rushed, 
Narcissus to a man, to gaze at its trivial image on a 
scrap of metal”). 

this potted history, however, gives little sense of the 
array of artistic uses and their various incarnations of 
self/body/persona/identity. Nor, for that matter, does 
it account for artists’ deployment of masquerade/
role-playing/performance (all are possibilities) within 
the domain of 20th- and 21st-century practices in the 
visual arts. these diverse stagings of the self have 
been especially significant within various artistic and 
political avant-gardes, from Dadaism to conceptual 
art and performance. But in the final analysis, a 
technological narrative fails to account for why and 
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how self-imaging camera technologies have become 
a privileged medium or practice from the early 20th 
century on. And while male artists have also 
deployed these forms and media (as is evident in the 
collaboration of AA Bronson and matthias Herrmann, 
and the work of Hans Weigand), it seems fair to say 
that these practices have been especially favored by 
those women artists who were influenced by the 
women’s movement and for whom feminism was 
galvanizing both artistically and politically. 

in this regard, the rich holdings of the federal 
Austrian Photography Collection is a testament to the 
historical intersections of radical art practice, 
feminism, sexual politics, and creative, critical and 
often transgressive energies. While there was no 
explicit ideological (much less feminist) mandate for 
the Austrian government’s acquisition of these 
works, the intention was merely to support Austrian 
artists, particularly those working in forms for which 
there was little or no market, especially in the 1970s. 
the fortuitous result of this inclusive and open-
minded acquisitions policy, supplemented in self-
timer stories with several non-Austrian artists, now 
provides a condensed account of the ways in which 
artists have employed their own bodies and selves in 
photography, video, and performance.
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in attempting to distill a few generalizations that 
might function to frame this exhibition, the greater 
number of women represented reflects an 
international phenomenon, that is, the 
preponderance of women artists for whom the 
claims of gendered embodiment emerged as a 
political as much as artistic goal, enabling them to 
produce work specific to the corporeal experience of 
women: pregnancy and childbirth, menstruation, 
motherhood, the fetishizing of physical beauty, and 
the image of femininity as a symptom of the 
patriarchal imaginary. Carola Dertnig’s videos 
depicting her attempts to negotiate a baby stroller in 
spaces such as an elevator were unthinkable as a 
subject for artistic practice before the advent of the 
women’s movement and its legitimation of women’s 
experiences. similarly, the “gender-bending” 
performances of renate Bertlmann and martha 
Wilson became possible only when the notion of 
sexual identity as irrevocably fixed by biology had 
been destabilized and challenged. in all instances 
where it is the manifestly sexed and gendered body 
made present or represented, the underlying (and 
enabling) claim is that the male body does not 
represent the human body; nor does “man” 
constitute the universal human being. thus, the 
recognition that femininity, like masculinity, is an 
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ideological construction and not a biological given 
might be considered as one of the determinations of 
what is generally referred to as second-wave 
feminism. (Although, it should be noted, this also 
mobilized a somewhat different artistic trajectory that 
sought to affirm and valorize a female identity and 
corporality as such). But these de-essentializing (and 
de-sublimating) approaches were equally enabling for 
gay artists of either sex, and well before the 
theorizations of the performative nature of gendered 
identity and the non-fixity of “queer” identities, artists 
working in these new media had effectively intuited 
that the powerful inscriptions, repressions and 
constraints producing social and sexual norms 
operated on the level of the symbolic as well as the 
imaginary. 

Different media necessarily required different 
strategies. A live performance is less mediated than 
performances created for videotape or film, that is, 
work made to be recorded. Accordingly, the effects, 
including those of shock, of the original 
performances by, for example, VAlie eXPort or 
Carolee schneeman (now “classic” works in the 
scholarly and general literature), can only be 
reconstructed through their documentation. the 
interaction of performer and audience is absent, and 
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the visceral, temporal, and phenomenological 
aspects of physical presence are not in play. indeed, 
any live performance work is directly intrasubjective, 
and from VAlie eXPort’s 1968 tapp und tast-Kino 
to lilo Nein’s and sharon Hayes’ recent 
performances, reception, interaction, and production 
are integral and inseparable facets of the work. 
Consequently, such works, including the diverse 
forms of self-representation produced specifically for 
the media of photography, video, and film have a 
somewhat different valency, one that requires 
reckoning with the more mediated aspects of a 
second-order representation. this is not to say that 
live performance is or has been necessarily about the 
expression or enactment of the artist’s real, authentic, 
and embodied identity. on the contrary, the embodied 
presence of the artist in performance, as in other 
media, is a form of raw material that is no less 
fungible and malleable, as is clearly evident from the 
earliest examples in the exhibition to the most recent.

technologies aside, the physical self of the artist 
displayed in the works in this exhibition is rarely the 
autobiographical self, the named individual marked 
by the specific circumstances of age, class, race, 
nationality, or sexual orientation. thus, while the 
corporeal body enacted or represented is sexed and 
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gendered (“authentically” or not) in both still and 
moving image, it is nevertheless a generic body, 
visually male or female, but a body employed and 
understood, a priori, as a signifier, not a transparent 
signified.
Considering overall the temporal and contextual 
determinations of the work in the exhibition, and 
especially that of the younger artists (e.g., lima, 
manfredi, Daschner), inheritors of the performance 
and self-representational strategies of their 
forebears, suggests why these forms of art-making 
retain their relevance and urgency. first, because the 
utopian yearnings to merge art and life that have 
characterized 20th-century avant-gardes have not yet 
been extinguished. second, because the 
encompassing and colonizing image world of what 
Guy Debord characterized as the society of the 
spectacle can still provoke resistance, transgression, 
and subversion. this is surely one of the ethical 
imperatives of serious, that is, critical contemporary 
art production. And third, insofar as we – i speak of 
those in advanced Western countries – are far from 
having transcended the unequal order of sexual (and 
other) differences, the feminist project of human 
liberation and emancipation, its ideals of social 
justice and equality, and its ethics of care remain as 
urgent as ever, a beacon in our darkening century.
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The Camera as Alter Ego

Renate Bertlmann produced her first artistic self-staging with a 
camera and self-timer in her 1969 photo series Transformations. The 
desire for self-determination and liberation in the artistic practice of 
the feminist avant-garde required the use of the artist’s own body. 
The body becomes artistic material. In a multifaceted fashion, Renate 
Bertlmann subjects the visual and medial representation of feminine 
identity construction to a transfiguration in her Transformations. In 
quasi-cinematographic stagings, Renate Bertlmann photographed 
herself as various female types; she assumed the role of a flower girl, 
a diva, and a vamp by changing outfits, hairstyles, mimicry, poses and 
gestures. Her repertoire ranges from allusions to characters in novels 
and films (Dr. Zhivago, heartache, separation, longing) to stubborn 
intellectuals. Subtly rebellious and humorous elements resonate in her 
poses with oversized eyewear, provocatively wagging her finger in 
front of tied French drapes.
With the manner in which she stages the images, Renate Bertlmann 
breaks with stereotypical reproductions of feminine existence. 
Activating the self-timer becomes a signal of female self-
empowerment and a protest against gazes that are related to the 
camera. Because of the contrasts of light and dark and the exclusive 
use of black and white film, there are aesthetic references to the film 
noir. With a keen sense of dramaturgy, special props were used for 
each photograph. The subjects of some images were meticulously 
planned, others left room for spontaneity. The 53 photographs in the 
series were created in rapid succession, without breaks, in one 
afternoon. Activating the self-timer provided Renate Bertlmann with 
the space to examine herself in an obsessive, intimate, playful, and 
reflected manner. Her self-stagings are the precursors to her later 
public performances. For Renate Bertlmann, the camera is always like 
an extended arm, her technological alter ego reflecting the artist’s will 
and her radicalness. 

Ursula Maria Probst

RENATE BERTLMANN
Born 1943 in Vienna, Austria. Lives and works in Vienna, Austria.
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Renate Bertlmann
Verwandlungen (Transformations) (1969)
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Role-Plays to Decode Power Relationships

In the multi-part series Renée ou René (1977) Renate Bertlmann 
attempts to empathize with the psyche of a “seducing,” 
“masturbating,” and “raping” man by way of role-play. According to 
Renate Bertlmann, the series was created under “high tension,” and 
was meticulously planned and photographed in the intimacy of her 
studio in quick succession with a self-timer. Neither rehearsal photos 
nor outtakes exist. Her attempt to authentically empathize with a raping 
man fails; disgusted by this act of violence, she reaches the limits of 
her empathy.
In series one of Renée ou René, whose six black and white photographs 
capture the artist role-playing a masturbating man, Renate Bertlmann 
uses the technique of the sequence, which conveys the performative 
temporal succession of the portrayed activity. Renée ou René 1 shows 
Renate Bertlmann in an elegant suit in contorted, almost slapstick-like 
poses simulating male masturbation by opening the fly of her pants and 
gesticulating her hand in a pantomime fashion. The processual 
embedment and performative act of the respective staging effect a 
narrative directness; the sequence of the four photographs suggests 
the motion of masturbation. The camera is not an instrument of 
voyeuristic craving, but by activating the self-timer, becomes an 
expression of an emphatic desire to face a gendered problem.
Sexuality as an expression of pornography or love is a central theme in 
Renate Bertlmann’s work. Her critique of the abuse of sexuality as an 
instrument of establishing power and violence relationships and of 
oppressing women is evident throughout her oeuvre. In her artistic 
analysis of sexuality and pornography, Renate Bertlmann stands in 
opposition to a male domination that is still perpetuated in our current 
media society, and already begins to disassemble male sexuality in the 
1970s. Behind all this is a sex-positive attitude which does not shy from 
aggressive counter-articulations and approaches of making issues 
visible. 

Ursula Maria Probst
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Renate Bertlmann
Renée ou René 1, 1977
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“Masks both challenge the gaze and illustrate. They reveal the double 
role of each subject as both producer and effect … In February of 
1997, Katrina Daschner started to integrate textile objects, sewn and 
crocheted out of a variety of materials, into her photographic and video 
work and to designate these objects as ‘Zuhälter’1. The ‘Zuhälter’ used 
in her performances and actions include a collection of objects that 
serve as masks for the sensory organs and other body parts (covering 
eyes, nose, or mouth) or that function … to contract the field of 
perception and action. In general, Katrina Daschner only applies the 
‘Zuhälter’ to individual parts of her face or body. This prevents her from 
using the masks to create other identities or other identifying signs, 
forcing instead a reading of the ‘Zuhälter’ as separate entities that 
exist in relationship to the artist herself. The various ‘Zuhälter’ in the 
works of Katrina Daschner signal the constant presence of the Other, 
the foreign, as a constitutive part of the self-image.”2

While in Jeanny, which the quoted excerpt refers to, the “Zuhälter” 
appear exclusively in combination with a subject in the image, Katrina 
Daschner reinforces the simultaneous presence of several acting 
bodies in these photographs by producing a multiplication of the 
bodies of one and the same subject with the help of multiple 
montages. This process heightens the sculptural character of the 
bodies, increases their tangibility and thus purposefully counteracts 
any fetishized notion of the “Zuhälter.” The sewn and crocheted 
textiles are co-actors in the performative photographs, which  
are based on one-time actions in which they – their forms and 
materials – begin to speak.

Rike Frank 

1  While “Zuhälter” is the German word for “pimp,” the artist has 
ascribed it a secondary meaning: “zuhalten,” = “to hold closed.” 
When combined with a specific body part (e.g., “mundzuhälter”), the 
resulting word can be translated here as either “mouth pimp” or 
“mouth coverer.” in order to maintain this double meaning, the 
German word is used throughout the text.

2  from: Jeanny. eigentlich haben wir es geschafft /Jeanny. We made it, 
really, rike frank, New York, 1998. translated by ellen Harvey, revised 
by GB.

KATRINA DASCHNER
Born 1973 in Hamburg, Germany. Lives and works in Vienna, Austria.
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CAROLA DERTNIG
Lives and works in Vienna, Austria.

Dancing with the Factory

I left my apartment in Williamsburg every 
morning at 7:15 AM. I could always hear the bus 
from my apartment, except when it rained. Rain 
made it more difficult. Sometimes the bus didn’t 
come at all; then I had to take a taxi or the 
subway to work. When I took the subway, I was 
definitely late. This had consequences: Being 
late for work three times and getting caught 
meant $3 off your day’s salary. 

The factory I worked at was near the PS1 museum 
in Queens. It was a fairly bleak building, a 
kind of 1950s’ post-war, depression-era bunker. 
The cafeteria for the factory workers was 
located on the first floor; all other floors were 
production floors. Mostly sweatshops, an hourly 
wage of $5, the workers predominantly Mexican 
women without a work permit. 

The floor on which I worked was called the 
“Belle Étage,” because they said working 
conditions were more humane there. The factory 
was called <Sirmos>, an Italian family busi-
ness. <Sirmos> was a lamp factory specializing 
in plastic art deco and art nouveau imitations: 
a faux finishing department. The lamps looked 
like they were old, even though you could 
clearly see that they were new. Even much later 
on, I often noticed that in the United States 
this kind of furniture is the preferred choice 
of wealthy families as well as hotels and 
restaurants. There is a lower risk of wood-
worms, and they make everyday life look like a 
Hollywood movie set. 

The factory’s day started when the bell rang at 
8 in the morning. It rang like a school bell. I 
punched the clock. Just in time. The name on 
the card was that of my American friend Linda 
Post – instead of Carola Dertnig. Some of my 
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coworkers believed that my name was Linda, that 
I was Linda. I worked under Linda’s name, 
because I did not have a work permit yet. The 
image I created for my surroundings was that of 
an American, even though I was an undocumented 
worker, an alien. 

My factory floor was divided into five depart-
ments, with the offices and management to the 
right, the art department at the center, and 
the sanding and molding department to the left; 
at the back to the right, the shipping depart-
ment. The sanding department was at the bottom 
of the hierarchy; the art department at the 
very top. I quickly noticed that I was one of 
the privileged aliens, because I worked in the 
art department and had a European art academy 
degree. I made $15 instead of $5. My time as an 
alien was limited, because with my higher wages 
I could afford an attorney who might eventually 
get me a three-year work visa.

I punched the clock, put on a white plastic 
overall, sat down in my 50 square-foot cubicle 
and turned my Walkman on. The first lamp arri-
ved. I put it on my turntable and started 
working on it, marbling it in a specific way. 
Each of the ten artists in the department had 
his or her own cubicle, wore a white polyester 
overall, and had a turntable. Some had worked 
there for ten years. I was hoping that I  
didn’t have to stay that long. Nobody talked; 
it was not permitted during the shift. When 
the company’s boss scampered through the  
department – a real Italian macho – it got even 
quieter. Since I was new, he eyed me and my 
lamps particularly sternly. Then he whispered 
something to the first art department manager, 
who snuck up to me with a bright red face and 
told me: “speed is money.” Unfortunately, I  
had to take off my earphones, which I did 
reluctantly. I had been listening to Daft Punk.

The bell rang at 9:30 AM, signaling a break. A 
five minute break. We all jumped up. Sanding, 
molding, shipping, and art department staff met 
in the break room. There was a TV in the upper 
right-hand corner of the room.
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The same channel was on every day: MTV.
We all sat, ate and stared at the right-hand 
corner. Some sang along, others discussed the 
song or the attire of the band performing on 
TV. Most of the factory workers considered  
this their “favorite five minutes” of the day 
(as did I).
The bell rang again.

Back to work. My lamp should already have been 
finished. It was always stressful before the 
first manager came by. Fortunately, the second 
manager came along and helped me. He was a 
musician from Sweden who lived in New York and 
had two children living back in Sweden. He was 
very nice, but unbelievably macho. Like almost 
all the male workers here. In contrast to the 
other floors, only four women worked here. Being 
a woman felt lonely and isolating.
Yet I quickly noticed that many interesting 
characters worked in the factory. One of the 
artists, a painter from Russia, became my best 
friend. He emigrated with his mother from 
Russia to the USA when he was ten years old. He 
was a Marxist. Since he had a broken leg, he 
used crutches. I was happy to have a friend. We 
shared music and he told me the best radio 
stations in New York and taught me how to 
listen to music and work quickly at the same 
time. He taught me how to use the Walkman and 
all the other tricks of how to work and keep 
focused for eight hours straight. During the 
breaks we talked about our art and production, 
Marxism and capitalism. Soon, we had a competi-
tive situation about how to make what kind of 
art, in the little spare time we had outside of 
work. Our competition made work easier, as I 
was able to focus my thoughts on something 
constructive at my boring treadmill job.

I sat in front of the turntable and listened to 
the radio or my playlist and barely moved.  
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I quickly learned that it was better to sit in 
one and the same position for the entire time. 
This gave the impression of me, the worker, 
concentrating fully on the product. Since I 
didn’t move the entire day, I put on weight. 
And sitting there the whole day, I thought 
about how I could move in my studio at night 
without having to go to the gym, because I had 
neither the time nor the money for that.

So, I went to my studio at night and danced to 
the music I had been listening to throughout 
the day. I danced in front of my video camera 
with a remote control in hand, pressing the 
on-and-off-button and thus determining how the 
video was edited – a similar monotony as during 
the day, only instead of moving the industrial 
turntable, I moved myself and operated the 
camera. On the one hand, I produced a video 
instead of a lamp, and, on the other hand, the 
camera became my exercise machine. Therefore,  
I used the little free time I had to get in 
shape and to produce art in my studio at the 
same time. I created the video over a period of 
three months, from winter to spring. This is 
also reflected in my clothing in the video, 
because I am wearing more in winter than in 
summer.

I listened to a lot of music from the techno 
and rave scenes, which my friends mailed to me 
from Europe and which then became audible in 
the random sample compositions in the video. 
When I completed the video and received my 
visa, I had planned to stay at the factory, 
because with the work visa I was officially only 
allowed to work for this factory. Linda Post 
became Carola Dertnig again. But the working 
conditions at the factory worsened. Instead of 
the clock and the time card, they installed a 
hand scanner. A hand scanner is a device where 
the workers have to stick their hand into a 
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digital scanner at the beginning and end of 
every shift. The device registers the outlines 
of the worker’s hands and the palm lines and 
thus records the time he or she begins and 
finishes his or her shift. 

With the paper time cards, one could have 
someone else punch the clock every once in a 
while. The hand scanner’s computer made all 
human attempts at cheating impossible. It felt 
even more like prison and punishment.

The second manager, my Russian friend, and I 
refused to accept this and started a strike. At 
first, ten workers joined us. The closer we got 
to the day of the adaptation, the more workers 
bailed out. At the end, it was only three of 
us. The macho boss did not want to lose us. 
Eventually, however, he fired us, since we 
refused to put our hands in the hand scanner 
for identification.

Carola Dertnig, 2000, published in the online 
magazine Kollektive Arbeit. 

Carola Dertnig
Video

Dancing with Remotes I-III (1997–98)
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In the Body Configurations, which have been in development since 
1972, VALIE EXPORT establishes a complex relationship between the 
intimate space of the self and the public space of the city. She 
understands them as feminist interventions, which she conceptualizes 
from a repertoire of femininity. In this group of works, EXPORT 
performs “exclusively” for the camera and calls it “visible 
externalization of inner states” (VALIE EXPORT). In the poses she 
assumes, she adapts to the buildings, and expands and complements 
them. In this regard, EXPORT also speaks of a parallel between 
architecture and mind mediated by the body. The setting is historic 
Vienna and its 19th-century imperial architecture, in our case the 
Burgtheater and the Austrian Parliament. We perceive architecture as 
an empty stage, in which the artist also does not seem to show any 
interest. In contrast to the moving flaneur of modernity, she seeks the 
“frozen body movements” (VALIE EXPORT) and initially sees it as a 
position of architecture in order to subsequently define it more closely. 
She revises the photographs and quasi-mathematically renders the 
body configurations in angles, arches, and segments of a circle. 
Although these are primarily photographic works, they are just as 
much performance, text, and drawing governing the work’s genesis. 
EXPORT expands photography, which according to Roland Barthes is 
not a language, so that it becomes language and transfers it with 
signs, which Barthes argues this medium lacks.

VALIE EXPORT
Born 1940 in Linz, Austria. Lives and works in Vienna, Austria.
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VALIE EXPORT
Aufbeugung (Curve Up) (1973)
From the series Körperkonfigurationen (Body Configurations)

VALIE EXPORT
Zustützung (Lean Up) (1979)
From the series Körperkonfigurationen (Body Configurations)
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The hand as the original human tool plays a recurring role in VALIE 
EXPORT’s work in the 1970s. Often in connection with pain or with 
the general inquiry about physical conditions, hands and brain 
frequently stand for a holistic experience. Under the title Life A Parte 
Post, A Parte Ante, EXPORT gives us a condensed and abstracted 
“self-portrait,” which shows a hand holding up a kind of brick or chunk 
containing a brain, which, in turn, can only be understood as such 
because it is labeled accordingly. The hand is turned towards the 
viewer and seems to be in the same sort of tension that is 
reminiscent of the biblical David and the stone with which he was to 
conquer the giant. Detached from everything physical, the brain 
seems like an independent organ integrated into an abstract form that 
is foreign to the body, which, much as in Arthur Schopenhauer’s 
World as Will and Representation, downgrades the body to a pure 
representation, “for it is only the manner in which the will exhibits 
itself in the perception of the intellect or brain” (Arthur 
Schopenhauer). The title, with its question about a temporal 
immortality, is reminiscent of Schopenhauer, according to whom the 
will exists “a parte post” and “a parte antem,” that is, “after” and 
“before” birth, whereas the individual will be incapable of 
remembering this life. 

Susanne Neuburger



40 41

VALIE EXPORT
Selbstportrait. Leben a parte post, a parte ante
(Self-Portrait. Life A Parte Post, A Parte Ante) (1974)
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SHARON HAyES
Born 1970 in Baltimore, USA. Lives and works in Los Angeles, 
CA, USA and New York City, NY, USA.

At many historic sites in the United States, tour guides are officially 
called “historical interpreters.” Their quasi-educational role is to 
translate the site for the visitor. Each tour guide creates their own tour 
based on an accepted body of knowledge, individual research, and 
anecdotes culled from other tours they have witnessed. Focusing on 
two sites – the Museo Frida Kahlo/La Casa Azul in Mexico City and 
the Eleanor Roosevelt National Historic Site in Hyde Park, NY – The 
Interpreter Project (Mexico City) specifically examines the 
construction and narrativization of women’s history. Drawing on the 
similarities in the narratives of Kahlo and Roosevelt (each has been 
mythologized both on their own and as one-half of a dynamic couple) 
as well as the differences, the installation exposes the gaps, 
misrecognitions, and limitations of the historical interpretation while 
creating an opening for the re-interpretation and re-articulation of 
these histories. 
In this version of the work, the historic interpretation is doubled 
through the additional component of linguistic interpretation as the 
installation includes two performers – Sharon Hayes, speaking in 
English, and Pilar Villela Mascaró, speaking in Spanish – who 
“re-speak” actual tours through the historic houses of Kahlo and 
Roosevelt. By extracting the texts of these tours from the grounded 
context of their individual sites and re-speaking them from audio that 
each performer listens to on a set of headphones, Hayes probes to 
the specificity of a “feminized” historical narrative.

Sharon Hayes
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Sharon Hayes
The Interpreter Project, Mexico City (2001)



44

MATTHIAS HERRMANN
Born 1963 in Munich, Germany. 
Lives and works in Vienna, Austria, and Riparbella, Italy.

The Disheveled Bride

Photographer Matthias Herrmann places his images of the staged self 
in opposition to all kinds of typecasting and domestication of individual 
appearance by conventions and labels. At once commentary and 
criticism, his images pick up conforming gender roles and social 
stereotypes: Without the slightest doubt about existing dress codes, 
the white taffeta dress belongs to the bride. “Which part of no” would 
you accept: a bride without a wedding gown or a dress code without 
the clichés? Dishevelment has taken the place of arrangement; posing 
questions has taken the place of the promise.
Matthias Herrmann constructs a story of refusals and compresses 
them into his self-image. He plays with the conventional imagery of 
fashion photography and its vocabulary of staged poses and dictated 
expressions, of the arrangement of image space and the typical 
on-set equipment; he exposes the aspiration of a perfect professional 
photographer to beauty and airiness, and piles up a complex set of 
contents next to the central figure. The ambiguity of appearance, 
much like the expression of dishevelment, both critiques and quotes a 
conventional aesthetic.
General expectations are not met – and in the space which expands 
between the affirmative image type and its deconstruction, 
Herrmann’s subversive self-images flourish with a great deal of irony 
and belligerence. 

Margit Zuckriegl
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Matthias Herrmann
WHICH PART OF NO (1999)
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German artist Matthias Herrmann has taken the self-portrait as the 
basis for his work, his body and its fluids being the subject and the 
medium. A walking hard-on, he is a physical ideal contorted into all 
manners of positions, situations, and attire, reflected through his own 
peculiar narcissism; an ironic statement imbued with a sublime 
ridiculousness.
In this collaborative series with Canadian artist AA Bronson from 
1996, Matthias Herrmann’s method is multiplied and the pair 
document a performance, a queer actionism of sorts, each via their 
own camera with a shutter release cable. As in many of his 
collaborations, Bronson adopts and performs the method of the 
younger artist and, as the elder, here imparts a playful sense of 
adventure, drawing an unusually intimate series of photographs from 
Herrmann, whose work is more usually defined by an immaculate 
composure. A dual self-portrait is taking place, a performance not of 
self but, rather, of the other. 
The staging presents the men as equals; if not mirror-images, then 
like two frames of a three-dimensional image, each different but 
making up a tangible whole. In some cases the intersection creates a 
third figure, an amalgam of two artists overlapping. 
Apart from socks, shoes, cock rings and wigs, the men are naked. In a 
couple of images Herrmann shyly covers his penis while Bronson 
proudly holds or reveals his. This furtiveness in Herrmann gives way to 
a more comfortable state, perhaps owing to the whiskey that was 
consumed during the shoot (but which remains out of frame). 
Bronson’s protective, encouraging arm is slung over Herrmann’s 
shoulders, and a kiss offers a narrative possibility. But the mirroring of 
each position denies the viewer a sexual union; instead the men 
jointly expose their penises and anuses to us, or face away from each 
other, pressing their buttocks together, against the frame. A defiance 
of position. 

Sam Ashby

AA BRONSON
Born 1946 in Vancouver, Canada. Lives and works in Berlin, Germany. 
MATTHIAS HERMANN
Born 1963 in Munich, Germany. 
Lives and works in Vienna, Austria, and Riparbella, Italy.
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AA Bronson & Matthias Herrmann
Untitled (2000)
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BIRGIT JüRGENSSEN
Born 1949 (*2003). Lived and worked in Vienna, Austria

In the Beginning was the Mirror Image

It was with great self-confidence that many female artists began to 
reflect on themselves in their work in the 1970s in the course of the 
emancipatory achievements of the second wave of the women’s 
movement, using such new forms of expressions as video, 
performance, and photography. Along with VALIE EXPORT’s activist 
feminism, the Austrian artist Birgit Jürgenssen is an eminent 
representative of poetic-performative feminism.
Mirrors have long been an important requisite in the representation of 
women by women and play a significant role in Jürgenssen’s oeuvre, 
in addition to masks and shoes. In 1979/80, Jürgenssen projected the 
female body via a concave mirror, thus distorting and fragmenting it 
beyond recognition. These pictures were to represent a perception of 
others in contrast to a person’s self-perception: “The identity of a 
woman is rendered insignificant except for the fetishized object, the 
focus of wishful male thinking.”1 When she created the concave 
mirror series, Jürgenssen was already able to look back on several 
years of artistic endeavor. The four color photographs from 1973, in 
which the artist confronted herself with her reflection, can be seen as 
one of Jürgenssen’s first works, created after graduating from art 
school in Vienna, when she began to work as a young artist at the age 
of 24.2 Jürgenssen poses, at times coquettishly resting the camera on 

1  Birgit Jürgenssen, “’Wie erfährt man sich im Anderen, das Andere in 
sich?’ ein Gespräch mit rainer metzger,” in: Kunstforum international, 
164, march through may 2003, pp. 234–247. [transl. GB]

2  see also: Heike eipeldauer, “’Wie erfährt man sich im Anderen, das 
Andere in sich?’ Aspekte des (Un)Heimlichen im Werk von Birgit 
Jürgenssen,” in: Birgit Jürgenssen, edited by Gabriele schor and 
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her shoulder, at times seductively topless and presenting her nude 
shoulder, switching between exposing and concealing herself.
There are several theories about how we become aware of our self in 
our younger years. In his theory of the mirror stage Jacques Lacan 
states that the experience of an infant‘s own reflection allows him or 
her at the age of six to eighteen months to trigger the development of 
the self.3 Didier Anzieu, on the other hand, shows in his book The Skin 
Ego that touching the skin allows the child to develop a sense of self.4 
To me, Birgit Jürgenssen combines these two psychoanalytic theories 
in her four photographs from 1973 in a refreshingly feminist manner. 
By disrobing to show her skin, the mirror image illustrates – 
metaphorically – the function of touching the self, and her dialog with 
the mirror image gives it the function of female self-assurance. Here, 
of course, the identificatory process does not take place in infancy, 
but in the productive stage of forming an artistic self searching for an 
identity both as a woman and as an artist.

Gabriele Schor

Heike eipeldauer, Kunstforum/sAmmlUNG VerBUND, munich 2010, 
pp. 29–43. see also: Birgit Jürgenssen, edited by Abigail solomon-
Godeau and Gabriele schor, ostfildern 2009.

3  Jacques lacan, “the mirror stage as formative of the i function as 
revealed in Psychoanalytic experience” [1949], in: Écrits i, New York: 
Norton 2006, pp. 75–81.

4  Didier Anzieu, the skin ego [1985], Cambridge, mA: Yale University 
Press, 1989.



50



50 51

Birgit Jürgenssen
Untitled (1973/2006)
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FRIEDL KuBELKA
Born 1946 in Vienna, Austria. Lives and works in Vienna, Austria.

A master diploma, her first very own studio, the will to succeed as an 
independent commercial photographer, a bag full of lingerie she 
received as a gift, paired with the feeling of unhappiness, loneliness, 
and a dose of bashfulness – these are the cornerstones of Friedl 
Kubelka’s first pinups in black and white, which she created on various 
days in 1971 in her small studio at Gartengasse 5 in Vienna, primarily 
for herself. Wrapped in a red velvet portfolio, which Kubelka had 
fashioned from a well-worn jacket, she offered the works one year 
later to the clothing company Palmers and the weekly magazine 
Stern, who both declined to use it. When Kubelka presented the 
photographs to the French men’s magazine Lui, the editors suggested 
creating pinups in color, which now count among the best-known 
photographic works of all time, and in 1974 – after Lui ultimately also 
rejected the works, but at least paid the artist a generous upfront  
fee – they were published in the French magazine Zoom.

In an atmosphere of isolation, Kubelka created what she calls a 
“different essence with which I have lived.” The mirror as an extended 
self also works as a projection surface here and shows a young, 
semi-nude woman with a physical vocabulary seemingly familiar from 
erotic magazines and advertisements. Her face is almost always 
covered by the camera, a Nikon with a normal lens. Today, this kind of 
staging is frequently represented on (dating) websites, because it 
veils the subject’s identity and shifts the focus to the body. In the 
creation process of these photographs, a rebellious, rather brave 
gesture of emancipation becomes manifest as well, as the 
photographer simultaneously acts as object and subject, producer and 
consumer, exhibitionist and voyeur, and puts all of the work’s claims 
into her own hand. Moreover, the aspect of the self-portrait already 
permeates these early pinups, which Kubelka has been examining 
from the following year, 1972, until today in her Portraits in a highly 
differentiated manner.
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Friedl Kubelka
PIN UPS (1971)
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“Narcissism has little to do with appearance and aesthetics. Much 
rather, it is the incapacity to adjust to the feelings and reactions of 
others. The narcissist recognizes no other world but his own. 
Everything he gleans from reality is distorted and pushed into his own 
mental stalemate, of which he is the painful center.”1 

Friedl Kubelka formulated these thoughts at the conclusion of her First 
Year Portrait (1972/1973). She photographed herself every day for an 
entire year and then organized the images in chronological order on a 
sheet of linen. She has repeated this process consistently every five 
years to this day: both the documentation and the staging of various 
periods of an artist’s life are thus viewed through a lens. The 
Self-Portrait in Front of First Year‘s Portrait is also included in the 
annual portrait of 1972/73. It was created on February 24, 1973, but 
merely fixed at the specified size of 2.4 x 2.4 inches. Therefore, we 
see a different detail – a technique characteristic of Kubelka’s work 
with photography – as well as a different format and a different 
context. While this is a recurring subject in the environment of the 
First Year Portrait and joins the sequence and, most importantly, the 
quantity of images in a rather documentarian fashion, it generates a 
different gesture as a single image. Kubelka refers to the period of 
time in which she created the cycle as the “year with many bad 
stages, which, however, go unnoticed in the photographs.”

Really? A young woman wrapped in a jacket that looks like a blanket. 
Her eyes seem sad – or smug? –; darkened by black kohl, sliding past 
the camera. Her hand is placed in front of her mouth with one finger 
nestling a piece of the jacket fabric against her cheek. Does her mood 
disappear behind the staging, or does the staging foreground a 
specific mood? It is a question of ambivalence, which this multiple 
form of the self-portrait raises quite directly.

Dietmar Schwärzler

1 published in Protokolle 74, Jugend und Volk Press, Vienna 1974. 
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Friedl Kubelka
Selfportrait (1973)
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ROBERTA LIMA
Born 1974 in Manaus, Brazil. Lives and works in Vienna, Austria. 

Roberta Lima’s RNA Chips and Butterflies (2008) explores bio-control 
and the body politics of the biological laboratory. Lima uses the lab as 
a gateway to the microcosm of cells and reclaims a part of her body 
which had not yet been the focus of her work, a part far more hidden 
than skin or limbs. She has returned from the laboratory space with 
trophies to exhibit: photographs, videos, and RNA chips visualizing 
the reactions of her cells.

In 2014, Lima exhibits these RNA prints at the Austrian Cultural 
Forum New York together with a video of her reflection on the oven 
where the RNA chips were processed, indicating the analogy 
between the photographic process and the laboratory process.
Lima revisits these self-portraits on aluminum and screen, and puts 
them in the context of her current work: a recurring new theme has 
been her focus on concrete as material; a development from molding 
(or even cutting) her body to using it as trowel or chisel instead, as a 
fragile tool that is itself manipulated in the process.
This reversal of tool and surface, the permanent questioning of 
subject and object, conserves a strong aesthetic similarity, but also 
contains a shift from ornamenting her body to focusing on concrete 
as the substance that is broken and ornamented.
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The seemingly hermetic substance is brittle and clashes with the 
softness and flexibility, of “body.” The body of the artist seems to be 
inscribed with thousands of stories and ornaments. The concrete 
appears to be exactly the opposite: angular, nearly featureless, gray, 
with no secrets hidden inside (this time). This monolith feels like it needs 
to have meaning forced onto it by using analogy and metaphor. Lima’s 
capture (2014) ornaments the gray cube with a tool from the biological 
laboratory, the butterfly needle, as a trace of 2008’s performance: a 
moment once captured in photographs and video is now revitalized in 
concrete and brought into a new context. The needle refers to the 
self-timer of the camera. Both are objects that “capture” the moment. 

Lima takes out the middleman: the body. The medical tool itself is 
whimsical in shape and color, almost a parody of the organic. This 
device of body politics seems to radiate some naive poetic moment 
inherent in (bio-)engineering. Lima frames that moment and makes 
us search for “body” somewhere else, in her clearest and most 
abstract self-portrait: her very own ribonucleic acid, seen through the 
lens of an RNA chip.

Jörg Pacher
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Roberta Lima
RNA Chips and Butterflies (2008)
2 C-prints on Diasec
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Capture (2014)

RNA Chips and Butterflies (2008) 
Video
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ANJA MANFREDI
Born 1978 in Lienz, Austria. Lives and works in Vienna, Austria.

As a researcher of the human body and photography, Anja Manfredi 
examines the relationship between consciously staged enactments 
and everyday gestures that are inextricably linked with behavioral 
codes. For Manfredi, the medium of photography is not only a means 
to an end. Reflecting the process of image creation and the role of 
photography as a medium that locks down a fleeting motion is crucial 
to the artist’s works. They reflect the standardization of and 
disciplinary action towards the body. However, her works do not 
affirm the idea of bodies as normatively determined entities. They 
much rather illustrate that while the body can never be entirely free 
from social and cultural norms, possibilities of escape emerge in the 
very act of appropriation (by the artist). A central element in 
Manfredi’s works is the examination of the gesture, understood as a 
“message of mediability” (Agamben). Since the mid-2000s, Manfredi 
has created numerous photographic tableaus, for which the artist 
herself frequently acted in front of the camera. She embodies 
gestures and movements which follow a clearly readable code, such 
as bowing and applauding as well as momentary “misappropriations,” 
eluding unambiguousness. The act of activating the self-timer can be 
read both as self-inquiry and self-empowerment. The video Bow and 
Applause, created in Paris in 2006, allows viewers to watch the self 
interact with the camera and to gain intimate insight into the artistic 
space, the studio, which stays mostly hidden behind the visible and 
tangible works in the exhibition space. Anja Manfredi uses the camera 
in two ways: on the one hand, the photo camera takes the role of a 
co-performer, which she activates via the self-timer function and in 
front of which she acts for one of her collage works from the series 
Archive of Encounters. The video camera, on the other hand, which 
observes and records the studio performance, anticipates the future 
viewers’ voyeuristic gaze. 
In Anja Manfredi’s most recent works, the gray card appears as a 
(co-)performer. A gray card is used in photography to calibrate image 
exposure. As such, this photographic tool has long accompanied 
Manfredi’s work processes. The gray card enters the frame for the 
first time in Self-Portrait with Gray Card and Tooth Ache from 2013. 
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Anja Manfredi
Verbeugen & Applaus (Bow & Applause) (2006)
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For Manfredi, gray is the gesture’s translation into the realm of color. 
For her self-portrait, she appropriates gray by adjusting background, 
clothing, and nail polish to it. Commonly termed an achromatic color 
and associated with gloom, gray in Manfredi’s work stands for 
self-empowerment. As an intermediate color, it spans an artistic 
space of possibilities where social conditionings are negotiated and 
may be exploded. This image therefore combines central aspects of 
Manfredi’s works. The title references a painful sensation, and the 
artist’s experience of the self enters a dialog with that of the viewers. 

In the four contact prints, Manfredi continues her investigation of gray 
as a gesture in formal studies of light. Once more she experiments 
with the means of analog photography by playing with the shutter 
speed and thus designing a contingent choreography of light and 
material movement in the case of the loosely draped gray sheet. This 
practice of writing with light, of carving with light, according to 
Manfredi, is “similar to the temporal events which directly and 
permanently inscribe themselves on our bodies.” Anja Manfredi’s art 
illustrates the “body as photographic time exposure”: “One could say 
that every person is exposed every day at every time, and that 
everyone is responsible for preparing their own stop bath and 
exposure fusion for the development in the process.” (Manfredi 2012)

Astrid Peterle
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Anja Manfredi
Selbstportrait mit Graukarte
(Self-Portrait with Gray Card) (2013)
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DORIT MARGREITER
Born 1967 in Vienna, Austria. Lives and works in Vienna, Austria. 

Los Angeles, where Dorit Margreiter has lived periodically, is the setting 
of several of the artist’s works related to architectural icons such as 
Pierre Koenig‘s Case Study House #22. 
Whether in the guise of Hollywood films or magazine stories, 
photography is the vehicle through which these houses have gained 
international renown.
Margreiter’s studies reflect on the shifting ideologies that have 
transformed, in little more than a decade, many of the Case Study 
Houses from dilapidated residences into the preferred homes of the 
intellectual bourgeoisie.
Case Study House #22 served as a location in numerous film and TV 
productions, and Margreiter turns it into an object to which many of the 
plot lines of her installation Everyday Life are connected. Indeed, the 
structure almost becomes a character of its own on the set. 
In an adaptation of Julius Shulman’s nocturnal image of Pierre Koenig’s 
Case Study House #22 – shot in May of 1960 and later published in 
Harper’s Bazaar –, which immortalized a couple, completely isolated in 
the daily routine of office employees, in the transparency of the 
rationalistic glass-steel showcase above the anonymous grid of the early 
evening streets of Los Angeles, Margreiter inserts herself into the shot 
and sits casually in conversation with the present owner of the house. 
Importing herself into her own image in such a way should not only be 
understood in the context of a long genealogy, a “double signature,” if 
you will, but at the same time also reveals something about Margreiter’s 
position in the setting, the eponymous intermedial complex of works, 
with which we may associate this photograph. Margreiter’s presence in 
the photograph marks the “present memory of the represented object” 
as a “fingerprint at the scene” on the location of the production. Her 
reenacted photograph itself is not only similar to its model, Shulman’s 
classic shot, but also replaces it in a certain way. The hallucinatory 
identity of the model and its copy in Case Study House #22 no longer 
applies to reality and its copy, but provokes the original copy and its 
imitation – as an imitated portrait of simultaneous non-simultaneity.

Felicitas Thun-Hohenstein 
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Dorit Margreiter
Case Study House #22 (2001)
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A woman – sporting a red helmet, white t-shirt, black gloves, bat in 
hand – stands poised in a batting cage awaiting a baseball to be 
ejected from the batting machine. On top of the machine sits a 
camera that captures this mise en scène from the point of view of the 
absent filmmaker. When the ball is released, the batter swings, hitting 
the ball down the tunnel where it is caught by the batting cage net. 
Five seconds later another ball is released, and the action is repeated: 
a swing and a hit. The resulting video is a 90-second operation with 
16 rotations, one every five seconds. In the final rotation, which is 
presented in slow motion, the ball hovers midair – in the trajectory 
between machine and batter – before being struck down the tunnel. 
It’s a deceptively simple operation. The woman at bat is Dorit 
Margreiter. And this action – constituting the entirety of her video 
Jock – offers a conceptualist allegory for the repressed libidinal pulse 
constituting the visual plane.   

This intervention begins with the batting cage itself. Also known as a 
tunnel, a batting cage is an enclosed area for players to practice their 
batting skills. The batter stands opposite a pitching machine that 
automatically lobs one ball after another. This allows the batter to get 
an enormous amount of repetitions, without ever needing a teammate 
on the field to retrieve the ball or having a pitcher throw out his or her 
arm. As such, it is a self-contained activity. In Freudian terms, the 
cage is an auto-erotic operation. In it, there is no need for another – 
only the batting machine itself, less an object than the source of a 
continual pulse and release. In Jock the ball is released from the point 
of view of the recording device, conflating the camera apparatus with 
our pulsative apparatus – the unconscious – and thus the eye with 
the drive. The libidinal impulse shoring up sight – the desire to see 
and be seen – is thus laid bare by the jock’s very means of 
production. 

Juli Carson
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Dorit Mar greiter
Jock (2001)
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MICHAELA MOSCOuW
Born 1961 in Vienna, Austria. Lives and works in Vienna, Austria.

Measuring the Self

The series Kenwood is part of a complex of works that may be 
regarded as the most comprehensive in the media artist’s oeuvre. In 
her collection of 224 color photographs, Michaela Moscouw examines 
her own physicality and operates as the protagonist of her own 
pictorial narrative. She observes herself in relation to her environment 
and in the interplay of acting subject and surrounding space. It is not 
primarily the existential investigation of the self, but rather a 
“self-show” in which the artist assures herself of her own presence. 
“After all, nothing is so permanently and exclusively available as your 
own body,” Michaela Moscouw states and adds that it is becoming 
increasingly important to her to expand, examine, and observe her 
range of movement. Walking and driving, experiencing cold and 
heat, confinement and limits, temperatures and textures in her 
surroundings – these are the categories which her artistic endeavors 
revolve around. Much as in chapters, as in a kind of “book,” she then 
summarizes her surveys of body and environment. She sees every 
“book” as a kind of “script,” a kind of “film,” in which her actions are 
illustrated. Lying and standing, falling and encumbering, moving and 
bending are basic possibilities formulated by the body: in images she 
measures the space taken up by her body, the radius of her 
movement and the environment as a zone of activity. The images of 
the Kenwood series can be read as an everyday mosaic, a case study 
of self-assurance via iconic processing, a process generated by image 
mechanisms of inscribing the self and its actions into the banality of 
one’s environment – much like a household appliance (and here the 
title’s connotation comes into play) serves as a technical instrument 
to cope with daily chores and can at the same time guarantee 
mechanical precision and aesthetic function. The standardized 
production of images of the self thus contributes to the disappearance 
of the dominant single image and to the concealment of one’s own 
individuality vis-à-vis serial experimental arrangements.

Margit Zuckriegl
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Michaela Moscouw
From the series Kenwood (2000)
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LAuREL NAKADATE
Born 1975 in Austin, TX, USA. Lives and works in New York City, NY, USA.

The three photographs entitled March 29, 2010, February 9, 2010, 
and May 3, 2010 are part of 365 Days: A Catalogue of Tears, a series 
documenting a performance by Laurel Nakadate. In this photo-
performance the artist photographed herself before, during, and after 
weeping each day from January 1 to December 31, 2010. Nakadate’s 
year-long photo performance is a disciplined, durational exercise that 
required her to cry every day during the normal course of her life.  
365 photographs document the crying sessions, a ritualized intent to 
deliberately “take part in sadness each day.” The photographs were 
taken in her New York apartment, her childhood bedroom in Iowa, at 
the top of the Space Needle in Seattle, and on planes, trains and in 
hotel rooms. Nakadate’s relationship to the fixed single viewpoint of 
the camera (as both artist and subject), her insistence on simple 
production values, and her upending of public and private ritualistic 
behaviors reflect the amateur video aesthetic of YouTube diaries and 
internet blogs. As a kind of antidote to this popular phenomenon, the 
diary shows that tears which are exposed in a media-saturated 
environment are not just documents of the emotional (in)stability of a 
person in a given situation, but part of a discourse that wants to 
address an audience. “Tears don’t lie,” as the German saying goes, a 
sentiment perpetuated by millions of hit singles and faithfully 
reproduced by the disciples of the Hollywood Dream Machine. In 
truth, of course, tears may or may not lie, depending on the situation 
in which they are produced and what they should signify: My face 
bursts into tears and bears witness to a mental condition that is not 
necessarily “true,” but appears, for the time being, to be the 
appropriate character mask to reveal to the world at large. Realities 
unfold without tears – until now. What happens next is prophesied by 
Stefan Stern, a professor in management practice: “Behind corporate 
walls, the masters of the universe weep.” And the general populace 
busy themselves with the creation of their idealized social media 
personae. Nakadate, however, requires no walls to weep. With 365 
Days, she conveys an immediacy and political angst which many of 
the eagerly produced and shared snapshots on Facebook and 
Instagram lack. As novelist Rick Moody recently put it: “The bulk of 
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these online photographs of strangers, these accounts of self, are 
bad, are awkward, dimly lit, haphazard, consumer-grade, hopeless 
and Nakadate plays with and against this constructed femininity.” And 
yet, whether or not her tears lie is called into question by the very 
performative aspect of her work.

Felicitas Thun-Hohenstein 

Laurel Nakadate
February 9
From the series 365 Days: A Catalogue of Tears (2011)
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LILO NEIN
Born 1980 in Vienna, Austria. 
Lives and works in Den Haag, Netherlands, and Vienna, Austria. 

Lilo Nein’s work, Performance Score for Photo Camera, is a written 
score compiled for a camera. With this manual, the camera should  
be able to create a self-portrait of a person. It is not the person in 
front of the camera who tries to approximate the imagined self as 
closely as possible with an ideal representation, but the camera and 
the (self-)timer, respectively, as a location of image production, which 
becomes the actor and produces the self of the counterpart in a 
performative act. 
The vocalized version of the score, which can itself be read as a 
self-portrait, represents a linguistic and medial translation.

Lilo Nein

Lilo Nein
Performance-Partitur für eine Fotokamera 

(Performance Score for Photo Camera) (2010)
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CAROLEE SCHNEEMANN
Born 1939 in Fox Chase, PA, USA. Lives and works in New Paltz, NY, USA.

Correspondence Course is a self-shot relay of naked actions. Each 
was improvised in response to an unruly or unwelcome letter from 
various people I didn’t know very well. I thought, “How can I ever be 
an artist again if I have to spend all my time responding to these 
weird or disproportionate inquiries?” So, I set up my large mirror and 
my little black and white Pentax camera with its shutter release. 
Among the letters were several that I had written to the 
unemployment office and several others not related to art as such.  
I used all these texts to provoke a physical response for the camera. 

Carolee Schneemann

Carolee Schneemann
Correspondence Course (1980–83)
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PETER WEIBEL
Born 1944 in Odessa, Ukraine. 
Lives and works in Karlsruhe, Germany, and Vienna, Austria.

“I Reemerge from the Sea of Masks”

An expression of a transgender-political statement, the photo booth 
images of I as Woman (1969) are part of a work series in which Peter 
Weibel takes on questions of social constructions of identity and 
gender as an artistic subject: a topic that propels the gender 
discourse under the notion of “gender trouble” (Judith Butler, 1990). 
Before Arnulf Rainer, who used photo booth images for his 
overpainted portraits, Peter Weibel, for lack of his own camera, had 
already used these publicly accessible vending machines in 1967.
The starting point for Peter Weibel’s photo booth self-portraits was a 
thorough examination of his own identity problems as an outsider, 
caused by his experiences as a child growing up in a home and with 
foster parents. Resisting social adaptation and normative behavior are 
major motivations for Weibel. Self-Portrait as Anonymous (1967) is 
also part of this confrontation. Here Peter Weibel alludes to a passage 
in Homer’s Odyssey in which Odysseus outsmarts a Cyclops by 
referring to himself with the wordplay Outis – Nobody: “My name  
is Nobody.” As a youth, Peter Weibel wrote a poem entitled  
“I Reemerge from the Sea of Masks,” in which he alluded to this 
story. The three-part automated photo series Self-Portrait as a 
Woman, Peter Weibel depicts himself with a nude, male, very hairy 
chest and perfectly parted hair with masked, oversized eyes, which 
are supplemented in part 2 by a pair of full lips. In part 3, the entire 
face is faded out by a huge, feminine, voluptuous lip-mask.
In criticizing Sigmund Freud’s genitalization of adult sexuality, Peter 
Weibel examines partial drives in Self-Portrait as a Woman. Sigmund 
Freud organized sexual development into the oral, anal, and phallic 
zones. The acts of gratification connected to these erogenous zones 
are defined as partial drives, which according to Freud are integrated 
into a superordinate behavioral pattern in the process of genital 
maturation. In I as a Woman Peter Weibel declares the partial drives 
normal components of adult drives by focusing on the eyes and/or 
mouth, which are emphasized by the oversized eyes and lips he has 
drawn – and thus detaches them from the Freudian connotation of 
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Peter Weibel
Selbstportrait als Frau 
(Self-Portrait as a Woman) (1967)

perversions. A performative aspect of conceptually addressing the 
transsexual body as an alphabet of human existence transcends the 
photo series I as a Woman.

Ursula Maria Probst
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HANS WEIGAND
Born 1954 in Hall, Austria. Lives and works in Vienna, Austria.

Hans Weigand’s work is characterized by pointedly staged pop-
cultural material in the course of a highly varied artistic practice. This 
is also reflected in his photo series Disco Boys (1977) – named after a 
song by Frank Zappa –, in which the self, influenced by youth culture, 
becomes the subject of a serial adaptation. In a 24-part tableau 
consisting of six groups of four individual images, the artist poses in 
front of a white wall and veritably “takes stances.” His body becomes 
a projection surface for various styles of the times and also for 
individualized gestures of coolness and stubborn poses of refusal. By 
mostly looking directly into the camera, Weigand wishes to coax 
viewers out of their shell with his 24-fold persona – switching 
between the poles “Well, am I not sexy?” and “What are you looking 
at?” This provocative gesture, alternating between brash lewdness 
and disdainful refusal, has long been a self-styling trademark of youth 
culture.
In Disco Boys, Weigand beams his physical ego into the cosmos of 
the forms of styling at his disposal at the time. With himself and on 
himself as his primary material, he creates a comprehensive series of 
types appearing like a cross section of (musical) subcultures 
throughout history. The artist explores a wide range of posers and 
hipsters: from John Travolta in Saturday Night Fever, the seminal 
disco movie that caused quite a stir in 1977, to David Bowie’s 
detached Berlin phase following the film The Man Who Fell to Earth; 
from coyly hyped-up hustlerdom (leather jacket, cowboy boots) to 
queer gender coquetry (as if he had stepped out of Lou Reed’s 
Transformer album); from the alternative proletarian dungarees look to 
the then-current snotty punk demeanor.
Weigand’s polymorphous inscription into the pop typology of the 
1970s anticipates the performative moment of transgression that was 
to characterize the pop-cultural stylizations of the self in the following 
decades in increasingly broad strokes. The Disco Boys knew of the 
possibilities to playfully expand their own appearance, long before it 
became one of the central lifestyle maxims of the 1980s and 1990s. 

Christian Höller 
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Hans Weigand
Disco Boys (1977)
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MARTHA WILSON
Born 1947 in Philadelphia, PA, USA. 
Lives and works in New York City, NY, USA. 

SELFPORTRAIT, 1973: RE-ENACTMENT, 2014

In college, I minored in Art because I was too afraid to declare myself 
to be an artist. During graduate school in English Literature, I would 
hang out at the Nova Scotia College of Art and Design, the art college 
across the street in Halifax, Nova Scotia, Canada, because their 
visiting artists program was hosting the conceptual artists of the day, 
from Vito Acconci to Lawrence Weiner, and the students (including 
my boyfriend) were way cooler than the Dalhousie University 
students.

Around 1970 I decided to start making art; my mentor at NSCAD 
(who had been my painting teacher at Wilmington College) told me, 
“Women don’t make it in the art world!” He also said, but if I was 
serious, I should make art that was black and white; this made me 
mad, so I walked across the street to the drug store and bought a roll 
of color film. I thought what I was doing was “performance art” – 
experiments, really – to find out what the self consists of as well as 
actions taken to sculpt my personality.

SELFPORTRAIT was one of these experiments, conducted in 
Cambridge, MA at Project, Inc. in 1973, intended to explore the 
presentation of self in everyday life as art. I am acting as the artist’s 
model, sitting on a stool; but additionally, I am asking the audience to 
write their impressions of me on a notecard. The result of this 
performance is a composite portrait – not of me, but of my audience.

Martha Wilson 
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Martha Wilson
SELFPORTRAIT (1973)

Martha Wilson
SELFPORTRAIT, RE-ENACTMENT (2014)
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FRANCESCA WOODMAN
Born 1958 in Denver, CO, USA (*1981). 
Lived and worked in New York City, NY, USA. 

The American artist Francesca Woodman created her oeuvre in a 
nine-year creative period between 1972 and 1980 in the contexts of 
female identity, conceptual photography, and poetic performative 
feminism. The small format of most of her black and white 
photographs corresponds to the almost square negatives of a medium 
format camera and requires close, intimate viewing. 
Francesca Woodman, born on April 3, 1958 in Denver, Colorado, 
learned how to take photographs and to develop them herself at an 
unusually early age. In 1972, she writes Self portrait at thirteen on 
one of the photographs. The image already contains four major 
aspects that were hence to unfold in her work: The fledgling artist is 
sitting on a bench in her parents’ house in Antella, a small community 
near Florence, Italy, where she spends a few months with her family 
every year. She is holding the camera’s shutter release cable in her 
left hand, apparently moving it, because it is blurred. “Out of focus” is 
a formal technique Woodman employs to stage the “ghost pictures” 
she wishes to produce. The cable is used as a “prop,” a process that 
becomes more distinct over the years, when the artist manages to 
poetically develop a highly diverse imagery using mirrors, gloves, 
lamination, wallpaper, or fish.1

Another essential aspect of Woodman’s work is the presence of 
space. During her studies at the Rhode Island School of Design in 
Providence from 1975 to 1979, she rents a former factory hall, an 
empty, uninhabited space where she records the female body. In 
doing so, she sometimes stages an unsettled, inexact, distorted 
spatial experience, as if she wishes to portray a non-Euclidean, elliptic 
space.

1  see: Gabriele schor, “Props as metaphors – Arranged by francesca 
Woodman,” in: francesca Woodman. Works from the sAmmlUNG 
VerBUND, edited by Gabriele schor and elisabeth Bronfen, Cologne/
New York 2014, pp. 33- 49. this volume also includes essays by 
elisabeth Bronfen, “leaving an imprint: francesca Woodman’s 
Photographic tableaux Vivants” (pp. 11-31) and Johannes Binotto, 
“outside in. francesca Woodman’s rooms of Her own” (p. 51-61).
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FRANCESCA WOODMAN
Born 1958 in Denver, CO, USA (*1981). 
Lived and worked in New York City, NY, USA. 

Francesca Woodman
Self portrait at thirteen (1972)

Arguably the most obvious aspect of the Self portrait at thirteen is the 
presence of the female figure and the ambivalence of presenting and 
concealing that is to be characteristic of Woodman’s work. Her 
female body disappearing behind loose, peeling wallpaper and 
merging with the wall as well as its ephemeral, fleeting appearance 
were often associated with the artist’s early suicide at the age of 22 
and interpreted as evidence that her photographs had anticipated the 
tragic event. 
These four aspects of her artistic work demonstrate that it is 
beneficial to engage in the formal, poetic, and aesthetic wealth of her 
oeuvre, and not to interpret it retrospectively using the end of the 
artist’s life as a point of departure. 

Gabriele Schor
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 “to live is to leave traces.” 
Walter Benjamin

“A director does nothing other than seek himself in 
his films – which are documents not of a finished 

thought but rather of thought in the making.” 
michelangelo Antonioni 

 “What kind of ‘i’ is speaking to me through a film 
and how does a film in addressing me perceive me?”

Harun farocki

there is a deep connection between photography 
and death. roland Barthes, in his Camera lucida: 
reflections on Photography, writes, “Photography is 
a figuration of the motionless and made-up face 
beneath which we see the dead.” Barthes reflects on 
the fact that a photograph represents an image of a 
moment (in time and space) that is already dead, in 
the past, history. And yet, the photographic impulse 
towards documentation, preservation, memory, and 
the archive renders this relationship paradoxical. 
After all, it is through the photograph (or any image 
for that matter) that our contemporary eyes 
experience an image of that “dead” moment, thus 
activating new sets of relations – a repetition of what 
took place once.   

christoPher Zimmermann

screen, mirror, mask
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if there is indeed this deep connection between 
photography (the camera arts in general – analog, 
video tape, digital, web-based image practices) and 
death, what does this say about contemporary 
culture in which the “selfie” was the oxford 
Dictionaries’ 2013 “Word of the Year”? Just as 
Narcissus perished gazing at his own image 
reflected back at him in the pool, are we not also 
gazing at endlessly circulated images of ourselves, 
absorbed in the networked solipsism of our hand-
held devices? that “selfie culture” is implicated in 
the male gaze and in a general narcissism is 
undeniable, particularly with new “self-image” 
disorders being diagnosed and with apps being 
developed that will take ten pounds off the body in 
your “selfie.”  

for decades, artists, photographers, filmmakers, and 
video artists have been questioning issues of 
self-identity and self-performance to critique and 
re-articulate the contemporary subject and 
subjectivity – the postmodern turn, no? entire 
traditions of subjective cinema, the essay film, the 
personal diary film, the notebook film, the self-
portrait film, the first person documentary, the video 
self-portrait, the video diary, the digital archive, and 
on and on, have emerged and formed around the 
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self-reflexive authorial voice and ways of articulating, 
rather than veiling or suppressing, the position of the 
image-maker. Within these traditions, whose prime 
movers have been women and image-makers from 
other marginalized communities, the objectivity of 
the lens (l’objectif in french and objektiv in German 
for both ‘objective’ and ‘lens’) or the eye of the 
camera, is deconstructed, and modes of subjectivity 
are activated: the camera eYe/i.

our two companion film and video programs to the 
self-timer stories exhibition present a range of moving 
images that stand in opposition to the objectification 
of the male gaze still at the core of contemporary 
mainstream culture. the work presented here 
subversively explores and critiques the dominant 
mode of thought/vision of patriarchal, top-down 
societies through the creation of performative artistic 
practices in which the body is the “site of action.”    

in these films and videos, the narcissistic impulse is 
delayed by the ability of the film portrait or diary to 
reflect back onto us as viewers, in turn creating a 
series of reflections – always doubling back on 
themselves – reverberating outwards – a multi-
layered space for reflection – a shared tapestry of 
memory and time. through the filmmaker’s 
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subjective musings and reflections, through the 
correspondences instigated in the film, we are called 
into an engagement with the work. someone else’s 
personal and subjective experiences reflect back on 
us, bleed into our memory, and address us and ask 
us to reflect on ourselves, our situations, our own 
lives and how we fit into the larger context. the 
artist’s self-image meets us on the screen, which is 
also a mirror and a mask, and reflects back at us as 
we reflect on it; this is the interpellation found at the 
heart of these films and videos – we are called into 
dialog, into engagement with the other.

in his 1964 essay “What is a Picture?,” Jacques 
lacan articulates the concept of the “screen” as 
central to the subject’s orientation within the world. 
for lacan, the subject is also an object within the 
gaze, which is external to us and provides the 
conditions through which we, as subjects, negotiate 
and navigate in relation to each other in the visible. 
lacan’s “screen” represents the site at which the 
gaze meets the subject. the screen is the “locus of 
mediation” – a meeting point, the point at which 
subject and object, at which the self and the other, 
enter into an intercommunicative generation of 
meaning – unfolding through subjective dialogue 
rather than assertions of objective truth. 
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Amelia Jones, in her self/image: technology, 
representation, and the Contemporary subject, 
clarifies when she writes: “if the image is a kind of 
memory screen, the photographic self portrait is 
then a site of reciprocal exchange where the ‘past’ 
subject (the artist) comes alive through the ‘present’ 
memories of the viewer who responds in particular 
ways to the artist’s self performance as captured in 
the image via a face conveyed through a 
conglomeration of telling details.” the screen 
delimits the complex and dynamic processes of 
identification, projection, and the enactment of 
subjectivity. 

the screen will also be the literal meeting point for 
those of us present, together, in the dark, in front of 
the illuminated screen, being interpellated by these 
moving images, whose making was integral in the 
performative process through which the filmmaker 
or video artist entered into a personal exploration 
critical to the creation of the self.  
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AUTO-PORTRAITS—Photographic Memory 

Olivier Fouchard
Friedl vom Gröller
Cheryl Donegan
Olivier Fouchard
Friedl vom Gröller
Carolee Schneemann
Friedl vom Gröller
Olivier Fouchard
General Idea
Friedl vom Gröller
Olivier Fouchard 
Friedl vom Gröller
Friedl vom Gröller
Olivier Fouchard

Autoportrait (1997)
Der Phototermin (Photo Session) (2009)
Practisse (1994) 
Autoportrait refi lmé (1998)
Passage Briere (2009)
Infi nity Kisses—The Movie (2008) 
Lisa (2001)
Neuf et demi (1999)
Double Mirror Video (1971)
Peter Kubelka and Jonas Mekas (1994)
Variations colorées/Spectres (1999)
Eltern: Mutter, Vater (1997 & 1999)
Gutes Ende (Bliss) (2011)
Vitrail (Effacement / Disparition) (1999)

VIDEO NARCISSIM—A Pre-History of the Selfi e   

SUBJECTIVE CINEMA—The Personal Film Diary

Peter Campus
Bill Viola
Cynthia Maughan
Martha Rosler
Cynthia Maughan
Bill Viola
Joan Jonas
Vito Acconci
Bill Viola

Stan Brakhage
Jonas Mekas
Barbara Hammer
Sophie Calle & 
Gregory Shephard

Three Transitions (1973)
Semi Circular Canals (1975)
Scar/Scarf (1973-74)
Semiotics of the Kitchen (1975) 
Sex Symbol (1978)
Non Dairy Creamer (1975)
Left Side Right Side (1972)
Turn-On (1974)
Migration (1976/2010)

Window, Water, Baby, Moving (1959)
Reminiscences of a Journey to Lithuania (1972)
Jane Brakhage (1975)
Double-Blind (1992)

Curated by Christopher Zimmerman and Pascal Richard

MIRROR ME
EXPERIMENTAL SELFIES
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