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Isa Genzken

T h e  S k y s c r a p e r

The ear is uncanny. Uncanny is what it is; double is what 
it can become; large of small is what it can make or let hap
pen (as in laisser-faire, since the ear is the most tendered 
and most open organ, the one that, as Freud reminds us, 
the infant cannot close); large or small as well the manner 
in which one may offer or lend an ear.

- Ja c q u e s  D errid a1*

T h e re ’s an ear on the side o f the building. I w onder 
what it hears. Set flush against a translucen t paneled  
surface, a m onum ental ear— or rather, a digital p rin t 
of one— stands several stories high above the city of 
Innsbruck, as if eavesdropping on some conversation 
down below. The fleshy lobe, an arabesque wisp of 
hair, the  shadowed recess spiraling into the depths of 
the tym panum  all stand in m arked contrast to the 
featureless stripped-down side o f the build ing upon 
which it appears. T he ear is visible from  inside the 
new, adjacent hotel with its shopping com plex on the 
g round  floor bu t is m ore difficult to read outside at 
street level. But whatever dissonance exists between 
the ear and  the build ing— the one, a delicate, eroge
nous zone, the o th e r a chill, inorganic presence— 
we, as viewers, tend  to trea t the two together. We see 
them  as indivisible. The ear belongs to the building. 
O r maybe the build ing belongs to the ear. We d o n ’t 
read  the ear as a surface o rn am en t o f the build
ing—like the decorated  shed o f R obert V enturi’s 
Postm odern arch itecture—but somehow, as contig-

PAMELA M. LEE is A ssociate P rofessor o f A rt H isto ry  a t 

S tan fo rd  University. She is th e  a u th o r  o f  Object to be Destroyed: The 
Work of Gordon Matta-Clark (C am bridge: T h e  MIT Press, 2000) 

an d  Chronophobia: On Time in the Art of the 1960s (also p u b lish ed  

by T h e  MIT Press, 2004). H er w riting  has a p p e a re d  in October, 
Artforum, Grey Room, an d  Texte zur Kunst.
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P A M E L A  M.  L E E

uous with o u r experience of tha t arch itecture . 
We m ight call this arch itecture  a t “ear level”: at the 
th reshold  w here the in te rio r space of m ental life 
rep resen ted  by the ear—generally conceived as pri
vate—is intertw ined with the public space o f  the 
arch itectural environm ent, experienced  in stereo. 
Som ewhere betw een the inside and  ou t is the space 
occupied  by the work o f Isa G enzken, the artist who 
placed the ear on the build ing in 2002.

L et’s adm it the ear seems a strange open ing  into 
this discussion. It is strange because, as a m otif, its 
appearance seems ou t o f sorts from  w hat we usually 
th ink  o f G enzken’s architecturally-inflected sculp
ture: h e r b rusque concrete fragm ents o f the eighties, 
the m inim alist fenestrations from  the early nineties. 
M ore lately she has shown fields o f “m odels” on

P A R K E T T  69 200 3 74
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ISA GENZKEN, OHR, 2002, Digitaldruck au f Hochleistungsfolie, 5,8 x 3,9 m, Aussenprojekt Innsbruck /  

EAR, digital print on high-performance foil, 19 x 1210/i2 \ outdoor project, Innsbruck.
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Isa Genzken
plinths: rainbow prisms of glass, foil and  tape as in 
the NEW BUILDINGS FOR BERLIN (2001) or the vaca- 
tion-home-by-way-of-the-fun-house aesthetic suggested 
by the works in the exhibition “U rlaub” (2000) or the 
ersatz skyscrapers, noisy with color and  ju n k , that 
com prise FUCK THE BAUHAUS: NEW BUILDINGS FOR 
NEW YORK (2000). A nd it is the eye, n o t the ear tha t 
we tend  to associate with this work. T he eye’s move
m en t o f scanning the horizon o f G enzken’s sculp
tural objects seems analogous to the kinesthetic di
m ensions we b ring  to ou r experience of arch itecture  
in general. As Beatrix R uf has persuasively written, 
“the im portance and  role of the ‘eye level’ from  
which we perceive h e r sculptures” is tha t o f “a kind of 
filmic m ovem ent o f the works them selves.”2' The 
“eye-level” perspective o f G enzken’s work, like that 
o f Bruce N aum an’s, is the perceptual horizon from  
which we conceive o u r individual re la tionsh ip  to ar
ch itec tu re .3'

This is hardly to deny the eye for th inking about 
G enzken’s art, bu t somehow, in leaving the ear ou t o f 
the p icture, we get only half the story. As M aurice 
M erleau-Ponty rem inds us, it is in the com m union 
and  in tegration  o f the senses that percep tion  occurs; 
and  the body, as m uch as it is a seeing body, is also 
“an object which ... reverberates to all sounds.”4' At
ten tion  to the ear m ight com plete an understand ing  
o f G enzken’s practice. If the eye’s rela tionsh ip  to the 
hum an sensorium  is binocular, facilitating the for
ward trajectory of our bodies as we move th rough  
space, the e a r’s im plication of th a t space is stereo
graphic, in the round . And because the ear is “the 
m ost open o rg an ” as D errida points out, it is a liaison 
between the self and  the environm ent th a t is always 
porous, always ready to receive. At the same time, 
D errida identifies the ear as “the m ost ten d e red ” 
organ, suggesting som ething o f the intimacy that 
it represents. Sensitized to register the e x t e r n a l  
vibrations o f the environm ent, the ear also i n t e r 
n a l i z e s  the world outside it: it is a figure o f the 
inside out. It is with this k ind of percep tual balancing 
act (as Rita Kersting observed of G enzken’s art, the 
ear is an in strum en t of ba lance5') tha t we begin to 
grasp how Genzken appeals to the gendered  d im en
sion o f arch itectural space relative to the mythic 
divide betw een public and  private.

ISA GENZKEN, X-RAYS, 1989, aus einer Serie von 

9 Röntgenaufnahmen, Schwarzweissphotos, jeweils je 1 mal 

in den Grössen 62 x 50 bzw. 108 x 80 cm /  

from a series of 9 X-rays, b/w photographs, each in 2 sizes: 

243/8 x 19n/i6 x 31 V2 ” and 42l/2 x 311/ 2

M aking tha t leap dem ands a b rie f review o f the ways 
in which Genzken both  inherits and departs from  
M inimalism and  the generalized discourses of p h e
nom enology a round  which it flourished .6' G enzken’s 
practice is unam biguous in its engagem ent with Min
imalist sculpture, no t ju s t in term s o f h er works’ fin
ish and  geom etries, bu t also in how she dram atizes is
sues o f  scale and  space for the viewer. She does this 
by ren d erin g  explicit tha t which was inchoate  to M in
im alism ’s theory  of reception: its references to archi
tecture. Indeed , following Carl A ndre’s call for 
“sculpture as p lace” M inimalism was necessarily an 
a rt o f location: o f the  ways in which the body cali
b rated  space as it was shaped by those sculptural ob
jec ts  in the m useum  or gallery o r outdoors. The 
m ovem ent of the body in space served to register
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tha t relationsh ip , which shifted continuously de
pend ing  on the range o f environm ental and  tem po
ral conditions in fo rm ing  the encounter.

But critics o f the M inim alist legacy have argued 
tha t the body relating  to th a t space was largely rep re 
sented  as an idealized o r neu tra l (perhaps neu tered ) 
body. If spatial percep tion  was con tingen t on the 
ever-changing conditions o f the environm ent, the 
body was nevertheless regarded  as socially unm ark
ed, w ithout gender, ethnicity  o r class. Even still 
the  con tem porary  criticism a round  M inimalism 
po in ted  the way to tha t th ink ing  by alluding to the 
term s o f public and  private space in the w ork’s re 
ception. G enzken’s a rt insists upon  the shifting val
ues o f public and  private; and  the artist advances this 
critique in them atizing M inim alism ’s arch itectural

dim ensions. An ear-level perspective o f h e r work 
gains particu lar access in to  tha t space.

Consider, for instance, a few o f G enzken’s extra- 
arch itectu ral works, the things tha t d o n ’t im m edi
ately fall u n d e r the rub ric  o f “a rch itec tu re ,” or 
“bu ild ings” or even ju s t plain old “space.” These ob
jects, which include chairs, videos, and  clothes, con
stitute a considerable p art o f h er oeuvre and  canno t 
be m erely dismissed as one-offs relative to the rest o f 
h er practice. This is especially so with h e r ph o to 
graphs. G enzken’s first ven ture in to  the m edium  in 
1979 included  (and no t incidentally) p ictures o f hi-fi 
systems app rop ria ted  from  new spaper advertise
m ents, which she described no t only in term s o f 
sound and  music bu t also “th e ir very own strong 
fo rm .” 7) But the pho tographs that followed in 1980 
m ore pointedly  call up  the problem atic o f inside and  
outside, private and  public coextensive with her 
m ore arch itectural work. It was a series of w om en’s 
ears. W alking down the streets o f New York, a city she 
loves well for its skyscrapers, G enzken would ask ran 
dom  wom en pedestrians if she m ight take a p icture 
o f th e ir ear. N one, she claim ed, refused or was of
fended  by the odd request. For Genzken, the images 
rep resen ted  “Som ething organic. Som ething from  
the inside out. Com ing from  the h ead .”8) T he pho to 
graphs eng en d er a paradox: G enzken asked women 
strangers to expose th e ir ears, a ra th e r delicate o r
gan, as she en co u n tered  them  on the highly traf
ficked, expressly public streets o f M anhattan. The 
identities o f the  women p ic tu red  are anonym ous, bu t 
th e re ’s a certain  intim acy in the ears represen ted : 
each is different, some sport distinctive earrings, a 
tendril o f hair suggests the ped estrian ’s overall ap
pearance.

G enzken’s ear-level pho tographs play upon  this 
oscillation betw een inside and  out, o r w hat fem inists 
describe as “the intim ate public sp h ere .” These pic
tures stage the precarious th resho ld  betw een public 
and  private life, cap tu red  on the very streets lined by 
the arch itec tu re  G enzken so adm ires. I t’s no t sur
prising th a t G enzken followed this series with “self- 
p o rtra its” o f a kind—x-rays o f h e r head—along with 
pho tographs o f the facades o f New York buildings. 
Both rep resen t dialectical flipsides o f the same spa
tio-tem poral coin: here  an image o f the head as an
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in ternal landscape, a “g lobe” as she called it, is 
poised in relation  to the b lun t frontality, the external 
surfaces, o f New York’s architecture.

M uch o f G enzken’s work o f the last few years has 
progressively collapsed these two registers o f spatial 
experience. With the Urlaub series, G enzken offers a 
perspective in to  the in tim ate workings o f dom estic 
life and its phantasm atic projections; here, the exter
nal constructions of vacation hom es act as inverted 
screens o r m irrors for psychosexual desire and  fan
tasies of re trea t from  the world outside. In brilliantly 
colored  sculptural colum ns nam ed after friends and  
associates from  1999—Karola, Daniel, Lawrence, Isa 
herself—Genzken fu rth e r m eshes the social world of 
the in tim ate sphere with form s evoking its architec
tural su rround . For G enzken, those spaces are o f the 
same phenom enal and  perceptual plane: they are 
no t oppositional bu t contiguous.

Perhaps this is why one o f the ears from  1980 
m ade an uncanny re tu rn  o f sorts, m onum entalized  
on the side o f a hotel in Innsbruck. T hat work, sim
ply called OHR, recalls one of G enzken’s m ost oft- 
repea ted  rem arks: “Everyone needs at least one 
window.” I t ’s hard  n o t to take this m andate literally 
as a call to spatial poetics (and even politics) as de
te rm ined  by the accessories o f arch itecture . To treat 
G enzken’s work from  the inside out, however, sug
gests a d ifferen t vantage p o in t altogether. She lends 
us a window in the form  o f an ear. 1 2 3 4 5 6 7 8

1) Jacq u es  D errid a , “O to b io g ra p h ie s ,” in The Ear of the Other, 
trans, by Peggy K am uf (L in co ln , N ebraska , an d  L ondon : U niver
sity o f  N ebraska  Press, 1985), p. 33.
2) B eatrix  Ruf, “C o n ta c t,” in Isa Genzken: 1992-2003, ex. cat., 
K unstha lle  Z urich  (C ologne: Verlag d e r  B u c h h an d lu n g  W alther 
König, 2003), p. 11.
3) Ibid.
4) M aurice M erleau-Ponty, Phenomenology of Perception, tran s, by 
C olin  Sm ith (L o n d o n : R outledge, 1989), p. 236.
5) Rita K ersting, “E llipsoids an d  G ra n d p a re n ts  in the  B avarian 
F orest— U n suspected  C o n ju n c tio n s ,” in Isa Genzken: “Sie sind 
mein Glück,” ex. cat., K unstverein  B raunschw eig  (O stfild ern - 
Ruit: H atje  C antz Verlag, 2000), p. 51.
6) B enjam in H. D. B uch loh , “Isa G enzken: F rom  M odel to Frag
m e n t,” in Isa Genzken: Jeder braucht mindestens ein Fenster, ex. cat., 
R enaissance Society at the  U niversity  o f C hicago (C ologne: Ver
lag  d e r  B u c h h an d lu n g  W alther König, 1992), pp . 135-141.
7) Isa G enzken , “A C onversation  with W olfgang T illm an s ,” Cam
era Austria, No. 8 1 /2 0 0 3 , p. 17.
8) Ibid.

ISA GENZKEN, FUCK THE BAUHAUS/NEW BUILDINGS FOR 

NEW YORK, 5, 2000, diverse Materialien, ca. 213 x 70 x 50 cm /  

mixed media, ca. 837/s x 279/i6 x 19ll/i6 n.
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D e r  W o l k e n k r a t z e r

«Unheimlich» ist das Ohr: was es ist, doppelt; was es 
werden kann, lang oder klein; was es tun oder lassen kann 
(lassen, nicht wahr, weil es das offenste und preisgegebenste 
Organ ist, das der Säugling -  Freud erinnert uns daran -  
nicht schliessen kann), die Art, wie man sein Ohr leihen 
oder spitzen kann.

- Ja c q u e s  D errid a1^

Das G ebäude hat seitlich ein Ohr. Ich frage mich, 
was es wohl hört. G latt au f d er Fläche aus transpa
ren ten  P latten an liegend  befindet sich ein m onu
m entales O h r -  oder vielm ehr d er digitale P rin t 
eines solchen - ,  m ehrere  Stockwerke hoch  ü b er der 
Innsbrucker Innenstad t, als würde es irgendein  Ge
spräch d o rt u n ten  belauschen. Das fleischige O hr
läppchen , die Arabeske e iner H aarsträhne, die schat
tige Vertiefung, die spiralförm ig in die Tiefen des 
M ittelohrs h in u n te rfü h rt, all das steh t in  klarem  
K ontrast zu dem  nichts sagenden, kahlen  G ebäude, 
au f dem  es angebrach t ist, seitlich gegenüber dem  
H ote lneubau  sam t E inkaufszentrum  im Erdgeschoss. 
Vom H otel aus ist das O h r gut zu sehen, von der 
Strasse aus dagegen kaum  sichtbar. Aber ungeach tet 
d er Dissonanz, die zwischen O hr und  A rchitektur be
stehen  mag -  ersteres eine erogene Zone, letztere 
eine kalte unorganische Sache - ,  wir, die Betrachter, 
tend ie ren  dazu, beides als eins w ahrzunehm en. Wir 
b e trach ten  beides als etwas un te ilbar Zusam m en
gehöriges. Das O h r g eh ö rt zum G ebäude. O d er viel
leicht geh ö rt auch das G ebäude zum Ohr. Wir fassen

P A M E L A  M.  L E E  ist A ssociate P ro fesso r fü r  K unstgesch ich te  

an  d e r  S tan fo rd  U niversity. Sie ist A u to rin  von Object to be De

stroyed: The Work of Gordon Matta-Clark (2000) u n d  Chronophobia: 

On Time in the Art of the 1960s (2004), b e id e  e rsch ien e n  bei MIT 

Press, C am bridge , MA, u n d  h a t in d en  Z eitsch riften  October.; Art

forum, Grey Room u n d  Texte zur Kunst p u b liz ie rt.

a u f

O h r h ö h e

PAMELA M.  LEE

ISA GENZKEN, OHR, 1980, aus einer Serie von 12 Photographien, 

je 1 mal: 175 x 118 cm; 115 x 80 cm; 70 x 50 cm /

EAR, from a series of 12 photographs, each in 3 sizes: 68 7/s x 461/2n;

45%  X 31 Vi": 27%6 x 19n/,6 ’.

81 P A R K E T T  69 2 0 0 3



I s a  G e n z k e n

ISA GENZKEN, FUCK THE BAUHAUS /  NEW BUILDINGS FOR NEW YORK, 2000, Installationsansicht /  

installation view, AC Project Room, New York.

das O h r n ich t als Fassadenschm uck auf -  wie etwa im 
Fall der dekorierten  Lagerhallen in R obert Venturis 
postm oderner A rchitektur - ,  sondern  es schein t ir
gendwie zu unserem  Erleben dieser A rchitektur zu 
passen. Man könn te  sagen, diese A rchitektur sei au f 
O hrhöhe: au f der Schwelle, wo der Innen raum  des 
M entalen, für den das O h r steht -  u n d  d er allgem ein 
als privat gilt - ,  sich m it dem  öffentlichen Raum der 
architektonischen U m gebung stereophonisch  ver
knüpft. Irgendwo zwischen diesem  In n en  u n d  Aus
sen liegt d er Raum, den Isa Genzkens Werk ein

nim m t. D enn sie ist es, die das O h r 2002 hier 
angebrach t hat.

Zugegeben, das O hr mag ein etwas seltsam er Ein
stieg in diese Diskussion sein. Seltsam, weil es als 
Motiv irgendwie aus dem  Rahm en dessen fällt, was 
uns im Zusam m enhang m it Genzkens arch itek tu r
bezogenen Skulpturen gew öhnlich einfällt: ihre 
schroffen B etonfragm ente aus den  80er oder die 
m inim alistischen FENSTER aus den frühen  90er 
Jah ren . In jü n g e re r  Zeit ha t sie P latten m it «Model
len» auf Sockeln gezeigt: R egenbogenprism en aus
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G l a s ,  F o l i e  u n d  K l e b e b a n d  w i e  e t w a  i n  d e n  N E W  

B U I L D I N G S  F O R  B E R L I N  ( N e u e  G e b ä u d e  f ü r  B e r l i n ,

2 0 0 1 )  o d e r  d i e  F e r i e n h a u s - S p i e l h a u s - Ä s t h e t i k ,  a u f  

w e l c h e  d i e  A r b e i t e n  i n  « U r l a u b »  ( 2 0 0 2 )  a n s p i e l e n ,  

o d e r  d i e  W o l k e n k r a t z e r - S t e l l v e r t r e t e r  m i t  i h r e n  

s c h r e i e n d e n  F a r b e n  u n d  d e n  g e f u n d e n e n  M a t e r i a 

l i e n ,  a u s  d e n e n  F U C K  T H E  B A U H A U S / N E W  B U I L D 

I N G S  F O R  N E W  Y O R K  ( 2 0 0 0 )  b e s t e h t .  U n d  e s  i s t  d a s  

A u g e ,  n i c h t  d a s  O h r ,  d a s  w i r  m i t  d i e s e n  A r b e i t e n  i n  

V e r b i n d u n g  b r i n g e n .  D i e  B e w e g u n g  d e s  d e n  H o r i 

z o n t  a b s u c h e n d e n  A u g e s  i n  G e n z k e n s  s k u l p t u r a l e n  

O b j e k t e n  s c h e i n t  d e n  k i n ä s t h e t i s c h e n  V o r a u s s e t 

z u n g e n  z u  e n t s p r e c h e n ,  d i e  w i r  f ü r  u n s e r e  E r f a h 

r u n g  v o n  A r c h i t e k t u r  ü b e r h a u p t  m i t b r i n g e n .  B e a t r i x  

R u f  v e r w i e s  s e h r  ü b e r z e u g e n d  a u f  « d i e  W i c h t i g k e i t  

u n d  R o l l e  d e r  < A u g e n h ö h e > ,  i n  d e r  w i r  i h r e  S k u l p 

t u r e n  w a h r n e h m e n  k ö n n e n » ,  u n d  a u f  « e i n e  A r t  f i l 

m i s c h e  B e w e g u n g  d e r  A r b e i t e n ,  d i e  w i r  e n t w e d e r  a l s  

B e w e g u n g  d e r  A r b e i t e n  s e l b s t  o d e r  a l s  F i k t i o n a l i -  

s i e r u n g  d u r c h  u n s e r e  e i g e n e  B e w e g u n g  e r f a h r e n » . 2 * 

D i e  P e r s p e k t i v e  d e r  « A u g e n h ö h e »  i n  G e n z k e n s  

A r b e i t e n  i s t  -  w i e  b e i  B r u c e  N a u m a n  -  d e r  W a h r 

n e h m u n g s h o r i z o n t ,  d e r  u n s  u n s e r e  e i g e n e  K ö r p e r 

w a h r n e h m u n g  m i t  d e r  R a u m e r f a h r u n g  i n  B e z i e 

h u n g  s e t z e n  l ä s s t . 3*

E s  k a n n  n i c h t  d a r u m  g e h e n ,  d i e  B e d e u t u n g  d e s  

A u g e s  f ü r  d a s  V e r s t ä n d n i s  v o n  G e n z k e n s  A r b e i t  z u  

s c h m ä l e r n ,  a b e r  s o l a n g e  m a n  d a s  O h r  v e r n a c h 

l ä s s i g t ,  e r f a s s t  m a n  i r g e n d w i e  n u r  d i e  h a l b e  W a h r 

h e i t .  W i e  u n s  M a u r i c e  M e r l e a u - P o n t y  i n  E r i n n e r u n g  

r u f t ,  f i n d e n  E m p f i n d u n g e n  i n  e i n e r  K o m m u n i o n  

u n d  K o m m u n i k a t i o n  d e r  S i n n e  s t a t t ;  u n d  d e r  L e i b  i s t  

n i c h t  n u r  e i n  s e h e n d e r  L e i b ,  s o n d e r n  a u c h  e i n  L e i b ,  

d e r  s i c h  d e r  j e w e i l i g e n  « S c h w i n g u n g  u n d  R a u m e r f ü l 

l u n g »  a u s l i e f e r t . 4 * V i e l l e i c h t  v e r s t e h e n  w i r  G e n z k e n s  

K u n s t  b e s s e r ,  w e n n  w i r  a u f  d a s  O h r  a c h t e n .  W ä h r e n d  

d a s  b i n o k u l a r e  S e h e n  d e s  m e n s c h l i c h e n  S i n n e s 

a p p a r a t e s  d i e  V o r w ä r t s b e w e g u n g  u n s e r e s  K ö r p e r s  i m  

R a u m  e r l e i c h t e r t ,  n i m m t  d a s  O h r  d e n s e l b e n  R a u m  

s t e r e o g r a p h i s c h ,  d a s  h e i s s t  r u n d u m  w a h r .  U n d  w e i l  

d a s  O h r ,  w i e  D e r r i d a  b e t o n t ,  d a s  « o f f e n s t e  O r g a n »  

i s t ,  s t e l l t  e s  e i n e  V e r b i n d u n g  z w i s c h e n  I c h  u n d  U m 

g e b u n g  d a r ,  d i e  i m m e r  d u r c h l ä s s i g ,  i m m e r  a u f  E m p 

f a n g  i s t .  G l e i c h z e i t i g  b e z e i c h n e t  D e r r i d a  d a s  O h r  a l s  

« d a s  a m  s t ä r k s t e n  a u s g e s e t z t e »  O r g a n ,  d a s  a u f  d i e  

I n t i m i t ä t  v e r w e i s t ,  f ü r  d i e  e s  s t e h t .  E m p f i n d l i c h

g e n u g ,  u m  d i e  ä u s s e r e n  S c h w i n g u n g e n  d e r  U m w e l t  

w a h r z u n e h m e n ,  v e r i n n e r l i c h t  d a s  O h r  a u c h  d i e  W e l t  

a u s s e r h a l b :  E s  i s t  e i n  B i l d  d e s  n a c h  a u s s e n  g e k e h r t e n  

I n n e r e n .  U n d  m i t  d i e s e m  B a l a n c e a k t  d e r  W a h r n e h 

m u n g  ( R i t a  K e r s t i n g  h a t  d a r a u f  h i n g e w i e s e n ,  w i e  

w i c h t i g  d a s  O h r  a u c h  a l s  G l e i c h g e w i c h t s o r g a n  i n  

G e n z k e n s  K u n s t  s e i . 5 *) b e g i n n e n  w i r  z u  b e g r e i f e n ,  

w i e  G e n z k e n  d i e  v o n  M e n s c h e n  g e s c h a f f e n e  D i m e n 

s i o n  d e s  a r c h i t e k t o n i s c h e n  R a u m s  i m m e r  h i n s i c h t 

l i c h  d e r  m y t h i s c h e n  S c h e i d u n g  z w i s c h e n  ö f f e n t l i c h  

u n d  p r i v a t  b e f r a g t .

U m  d i e s e n  S p r u n g  z u  s c h a f f e n  m ü s s e n  w i r  k u r z  

a n s c h a u e n ,  w i e  G e n z k e n  d i e  M i n i m a l - S k u l p t u r  u n d  

d i e  a l l g e m e i n e  D i s k u s s i o n  d e r  p h ä n o m e n o l o g i s c h e n  

R a u m e r f a h r u n g ,  a u f  d e r e n  B o d e n  s i e  g e d i e h ,  s o w o h l  

a u f g r e i f t  w i e  h i n t e r  s i c h  l ä s s t . 6* G e n z k e n s  k ü n s t l e r i 

s c h e  P r a x i s  n i m m t  g a n z  o f f e n  B e z u g  a u f  d i e  S k u l p t u r  

d e s  M i n i m a l i s m u s ,  u n d  z w a r  n i c h t  n u r  i n  d e r  V e r a r 

b e i t u n g  u n d  G e o m e t r i e  i h r e r  W e r k e ,  s o n d e r n  a u c h  

i m  g e s t e i g e r t e n  S i c h t b a r m a c h e n  v o n  D i n g e n  w i e  

G r ö s s e n o r d n u n g  u n d  R a u m .  S i e  t u t  d a s ,  i n d e m  s i e  

e x p l i z i t  a u s f ü h r t ,  w a s  i n  d e r  R e z e p t i o n s t h e o r i e  d e s  

M i n i m a l i s m u s  b e r e i t s  a n g e l e g t  w a r :  s e i n  V e r h ä l t n i s  

z u r  A r c h i t e k t u r .  C a r l  A n d r e s  R u f  n a c h  e i n e r  « S k u l p 

t u r  a l s  O r t »  F o l g e  l e i s t e n d  w a r  M i n i m a l  A r t  n o t w e n 

d i g  e i n e  K u n s t  d e s  S t a n d o r t e s :  d e r  A r t  u n d  W e i s e ,  w i e  

e i n  K ö r p e r  d e n  R a u m  a u s l o t e t ,  d e r  v o n  d e n  s k u l p t u 

r a l e n  O b j e k t e n  i m  M u s e u m ,  i n  d e r  G a l e r i e  o d e r  i m  

F r e i e n  g e f o r m t  w i r d .  D i e  B e w e g u n g  d e s  K ö r p e r s  i m  

R a u m  d i e n t e  d a z u ,  d i e s e  B e z i e h u n g  z u  r e g i s t r i e r e n ,  

d i e  s i c h  j e  n a c h  U m w e l t b e d i n g u n g e n  u n d  z e i t l i c h  

w e c h s e l n d e n  E i n f l ü s s e n  l a u f e n d  v e r ä n d e r t e .

K r i t i k e r  d e r  M i n i m a l  A r t  f ü h r t e n  j e d o c h  i n s  F e l d ,  

d a s s  d e r  K ö r p e r  i m  V e r h ä l t n i s  z u m  R a u m  w e i t g e h e n d  

a l s  i d e a l i s i e r t e r  o d e r  n e u t r a l e r  ( v i e l l e i c h t  s o g a r  n e u t 

r a l i s i e r t e r )  K ö r p e r  d a r g e s t e l l t  w u r d e .  O b w o h l  d i e  

r ä u m l i c h e  W a h r n e h m u n g  v o n  d e n  s t ä n d i g  w e c h s e l n 

d e n  V o r a u s s e t z u n g e n  d e r  U m w e l t  a b h ä n g i g  w a r ,  

w u r d e  d e r  K ö r p e r  a l s  g e s e l l s c h a f t l i c h  u n b e e i n f l u s s t ,  

g e s c h l e c h t s l o s ,  o h n e  Z u g e h ö r i g k e i t  z u  e i n e r  E t h n i e  

o d e r  K l a s s e  b e t r a c h t e t .  S e l b s t  d i e  a k t u e l l e  K r i t i k  

r u n d  u m  d i e  M i n i m a l  A r t  w e i s t  n o c h  i n  d i e s e  R i c h 

t u n g ,  w e n n  s i e  i m  Z u s a m m e n h a n g  m i t  d e r  W e r k 

r e z e p t i o n  d i e  B e g r i f f e  « ö f f e n t l i c h »  u n d  « p r i v a t »  v e r 

w e n d e t .  G e n z k e n s  K u n s t  u n t e r s t r e i c h t  d a g e g e n  d i e  

s c h w a n k e n d e  B e d e u t u n g  d i e s e r  B e g r i f f e .  U n d  s i e
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v e r t i e f t  d i e s e  K r i t i k ,  i n d e m  s i e  d i e  a r c h i t e k t o n i s c h e n  

A s p e k t e  d e r  M i n i m a l  A r t  t h e m a t i s i e r t .  G e r a d e  e i n e  

B e t r a c h t u n g  i h r e s  W e r k e s  a u f  A u g e n h ö h e  g e w ä h r t  

u n s  Z u t r i t t  z u  d i e s e m  R a u m .

B e t r a c h t e n  w i r ,  z u m  B e i s p i e l ,  e i n i g e  v o n  G e n z -  

k e n s  n i c h t  d i r e k t  a r c h i t e k t o n i s c h e n  A r b e i t e n ,  D i n g e ,  

d i e  n i c h t  s o f o r t  u n t e r  d i e  R u b r i k  « A r c h i t e k t u r » ,  

« G e b ä u d e »  o d e r  a u c h  n u r  « R a u m »  f a l l e n .  D i e s e  

O b j e k t e ,  z u  d e n e n  S t ü h l e ,  V i d e o s  u n d  K l e i d u n g s 

s t ü c k e  g e h ö r e n ,  m a c h e n  e i n e n  b e t r ä c h t l i c h e n  T e i l  

i h r e r  A r b e i t e n  a u s  u n d  k ö n n e n  n i c h t  e i n f a c h  a l s  

A u s n a h m e f ä l l e  i n n e r h a l b  d e s  W e r k s  b e h a n d e l t  w e r 

d e n .  D a s  g i l t  i n s b e s o n d e r e  f ü r  d i e  P h o t o g r a p h i e n .  

G e n z k e n s  E i n s t i e g  i n  d i e s e s  M e d i u m  b e g a n n  1 9 7 9  

( u n d  n i c h t  z u f ä l l i g )  m i t  B i l d e r n  v o n  H i - F i - A n l a g e n  

a u s  W e r b e a n z e i g e n ,  d i e  s i e  n i c h t  n u r  w e g e n  d e r  

T o n q u a l i t ä t  u n d  M u s i k  i n t e r e s s i e r t e n ,  s o n d e r n  a u c h  

w e i l  s i e  « e i n e  g a n z  s t a r k e ,  e i g e n e  F o r m »  h a t t e n ,  7* D i e  

P h o t o g r a p h i e n ,  d i e  1 9 8 0  f o l g t e n ,  t h e m a t i s i e r e n  

d a n n  -  p a r a l l e l  z u  d e n  a n d e r e n ,  m e h r  a r c h i t e k 

t o n i s c h  a u s g e r i c h t e t e n  A r b e i t e n  -  d i e  P r o b l e m a t i k  

v o n  i n n e n  u n d  a u s s e n ,  p r i v a t  u n d  ö f f e n t l i c h  s c h o n  

s e h r  v i e l  p o i n t i e r t e r .  E s  h a n d e l t  s i c h  u m  e i n e  S e r i e  

v o n  A u f n a h m e n ,  d i e  F r a u e n o h r e n  z e i g e n .  U n t e r 

w e g s  a u f  d e n  S t r a s s e n  N e w  Y o r k s ,  e i n e r  S t a d t ,  d i e  d i e  

K ü n s t l e r i n  w e g e n  i h r e r  W o l k e n k r a t z e r  l i e b t ,  f r a g t e  

G e n z k e n  i r g e n d w e l c h e  z u f ä l l i g  v o r b e i g e h e n d e n  F r a u 

e n ,  o b  s i e  i h r e  O h r e n  p h o t o g r a p h i e r e n  d ü r f e .  K e i n e  

E i n z i g e ,  s a g t  s i e ,  h a b e  a b g e l e h n t  o d e r  s i c h  d u r c h  d a s  

s e l t s a m e  B e g e h r e n  b e l ä s t i g t  g e f ü h l t .  F ü r  G e n z k e n  

w a r e n  d i e  B i l d e r  « e t w a s  O r g a n i s c h e s .  E t w a s  v o n  

i n n e n  n a c h  a u s s e n .  V o m  K o p f  k o m m e n d . » 8 * D i e s e  

P h o t o g r a p h i e n  s t e l l e n  e i n  P a r a d o x  d a r :  G e n z k e n  b a t  

f r e m d e  F r a u e n  d a r u m ,  i h r  O h r  z u  e n t b l ö s s e n ,  e i n  

z i e m l i c h  v e r l e t z l i c h e s  O r g a n ,  u n d  d i e s  a u f  d e n  ä u s -  

s e r s t  v e r k e h r s r e i c h e n ,  b e t o n t  ö f f e n t l i c h e n  S t r a s s e n  

M a n h a t t a n s .  D i e  p h o t o g r a p h i e r t e n  F r a u e n  b l e i b e n  

z w a r  a n o n y m ,  a b e r  e s  l i e g t  e i n e  g e w i s s e  I n t i m i t ä t  i n  

d e n  a b g e b i l d e t e n  O h r e n :  J e d e s  i s t  a n d e r s ,  e i n i g e  

z e i c h n e n  s i c h  d u r c h  b e s o n d e r e  O h r r i n g e  a u s ,  e i n e  

H a a r s t r ä h n e  l ä s s t  S c h l ü s s e  a u f  d i e  G e s a m t e r s c h e i 

n u n g  d e r  P a s s a n t i n  z u .

G e n z k e n s  P h o t o s  a u f  O h r h ö h e  s p i e l e n  m i t  d i e s e m  

O s z i l l i e r e n  z w i s c h e n  i n n e n  u n d  a u s s e n ,  b e z i e h u n g s 

w e i s e  d e m ,  w a s  F e m i n i s t i n n e n  a l s  « ö f f e n t l i c h e n  

I n t i m b e r e i c h »  b e z e i c h n e n .  D i e s e  B i l d e r  r ü c k e n  d i e

h e i k l e  S c h w e l l e  z w i s c h e n  ö f f e n t l i c h e m  u n d  p r i v a t e m  

L e b e n  i n s  B l i c k f e l d ,  e i n g e f a n g e n  a u f  g e n a u  j e n e n  

S t r a s s e n z ü g e n ,  e n t l a n g  d e r e r  s i c h  d i e  A r c h i t e k t u r  

f i n d e t ,  d i e  G e n z k e n  s o  b e w u n d e r t .  E s  ü b e r r a s c h t  

n i c h t ,  d a s s  G e n z k e n  d i e s e r  S e r i e  e i n e  R e i h e  v o n  

« S e l b s t p o r t r ä t s »  f o l g e n  H e s s  -  R ö n t g e n a u f n a h m e n  

i h r e s  K o p f e s  - ,  z u s a m m e n  m i t  P h o t o s  v o n  N e w  Y o r 

k e r  F a s s a d e n .  E s  s i n d  d i e  z w e i  d i a l e k t i s c h e n  S e i t e n  

d e r s e l b e n  r a u m z e i t l i c h e n  M ü n z e :  E i n  B i l d  d e s  K o p 

f e s  a l s  i n n e r e  L a n d s c h a f t ,  e i n  « G l o b u s » ,  w i e  s i e  e s  

n e n n t ,  w i r d  d e r  b l a n k e n  F r o n t a l i t ä t ,  d e n  g l a t t e n  

A u s s e n f a s s a d e n  d e r  N e w  Y o r k e r  A r c h i t e k t u r  g e g e n 

ü b e r g e s t e l l t .

I n  e i n e m  g r o s s e n  T e i l  v o n  G e n z k e n s  A r b e i t e n  d e r  

l e t z t e n  J a h r e  f a l l e n  d i e s e  b e i d e n  R e g i s t e r  r ä u m l i c h e r  

E r f a h r u n g  m e h r  u n d  m e h r  z u s a m m e n .  I n  d e r  W e r k 

s e r i e  Urlaub g e w ä h r t  G e n z k e n  E i n b l i c k  i n  d i e  i n t i 

m e n  M e c h a n i s m e n  d e s  h ä u s l i c h e n  L e b e n s  u n d  s e i n e  

P h a n t a s i e p r o j e k t i o n e n ;  h i e r  w i r k e n  ä u s s e r e  F e r i e n 

h a u s k o n s t r u k t i o n e n  a l s  i n v e r t i e r t e  P r o j e k t i o n s s c h i r 

m e  o d e r  Z e r r s p i e g e l  u n s e r e s  p s y c h o s e x u e l l e n  B e g e h 

r e n s  u n d  u n s e r e r  R ü c k z u g s p h a n t a s i e n .  I n  l e u c h t e n d  

f a r b i g e n  S ä u l e n s k u l p t u r e n ,  b e n a n n t  n a c h  F r e u n d e n  

u n d  W e g g e n o s s e n  a u s  d e m  J a h r  1 9 9 9  -  K a r o l a ,  

D a n i e l ,  L a w r e n c e ,  I s a  s e l b s t  - ,  b r i n g t  G e n z k e n  e i n 

m a l  m e h r  d i e  i n t i m e  B e z i e h u n g s w e l t  m i t  F o r m e n  

z u s a m m e n ,  d i e  d a s  e n t s p r e c h e n d e  a r c h i t e k t o n i s c h e  

U m f e l d  b e s c h w ö r e n .  F ü r  G e n z k e n  s i n d  d i e  b e i d e n  

B e r e i c h e  a u f  d e r s e l b e n  p h ä n o m e n o l o g i s c h e n  u n d  

p e r z e p t o r i s c h e n  E b e n e :  S i e  s i n d  k e i n e  G e g e n s ä t z e ,  

s o n d e r n  e r g ä n z e n  s i c h .

V i e l l e i c h t  t a u c h t  d e s h a l b  e i n e s  d e r  O h r e n  v o n  

1 9 8 0  n o c h  e i n m a l  w i e  e i n  u n h e i m l i c h e r  W i e d e r 

g ä n g e r  i n  m o n u m e n t a l e r  V e r g r ö s s e r u n g  a n  e i n e r  

F a s s a d e  s e i t l i c h  g e g e n ü b e r  e i n e m  H o t e l  i n  I n n s 

b r u c k  a u f .  D i e s e  A r b e i t ,  d e r e n  T i t e l  e i n f a c h  O H R  i s t ,  

r u f t  e i n e n  v o n  G e n z k e n s  m e i s t z i t i e r t e n  S ä t z e n  i n  

E r i n n e r u n g :  « J e d e r  b r a u c h t  m i n d e s t e n s  e i n  F e n s 

t e r . »  E s  f ä l l t  s c h w e r ,  d i e s e  A u s s a g e  n i c h t  w ö r t l i c h  

z u  n e h m e n ,  s o n d e r n  s i e  a l s  A u f r u f  z u  e i n e r  P o e s i e  

( j a ,  e i n e r  P o l i t i k )  d e s  R a u m e s  i m  a r c h i t e k t o n i s c h e n  

S i n n  z u  v e r s t e h e n .  W i l l  m a n  G e n z k e n s  A r b e i t  j e d o c h  

v o n  i n n e n  h e r a u s  v e r s t e h e n ,  d r ä n g t  s i c h  e i n e  g a n z  

a n d e r e  P e r s p e k t i v e  a u f :  D i e  K ü n s t l e r i n  ö f f n e t  u n s  e i n  

F e n s t e r  i n  G e s t a l t  e i n e s  O h r s .

(Übersetzung: W ilm a Parker)
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