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Ein wiirfel frmiger Karton aus Pappe mit FedEx-Logo, darauf ein
transparenter leerer Glaskubus, knapp klefner im Format. Beide;
sind ein bisschen ramponiert: der Karton ung(‘lschmulzt und volle:
Adressaufklcber, das Glas gesprungen, offejibhr Transportschiiden
Wer mit Walcad Beshtys Werk nicht vertraut|ist, konnte glauben
dass dic Ausstellung im Umbau begriffen dddr cin kaputtes Stiick
nicht weggeriumt worden sci. Dagegen spriiche, dass der Kiinstler
solche Kuben stets erkennbar priizisc im Alisstellungskontext plat
ziert. Spiitestens cin Blick aufs Titelschild bé'.wFihrt das Objektdann
als Kunstwerk — und liefert iiberraschend Komplexe Rahmeninfor,
mationen: »FedEx® Large Kraft Box ©2005 FEDEX 330508
REV 10/05 SSCC. International Priority, L(}S Angeles—Brussels
trk/#865282057953. October 27-30, 2008, International Priority
Brussels—Los Angeles trk#866071746385, December 8-9, 2008 «
(2008) steht da etwa, dann folgt die Matefrilangabe »laminated
glass, FedEx shipping box, accrued FedEx sl)ipping and tracking
labels, silicone, metal, tape, 50.8 x 50.8 x 50,8 Lm«.

Seit 2007 stellt Beshty im Rahmen seiner #Fed Ex®«-Scrie sol
che Objckte her. Er fertigt sie entsprechend dér Yolumina bestimmter
FedEx-Standardverpackungen an — oft verwendet er den wiirfelfor,
migen Typus von gut cinem halben Kubikfiefer Inhalt. nutzt aber
etwa auch die linglich geformten. dreikantiger| » Tubes« des FedEx
Sortiments. Die Glasobjckte verdanken ihr¢ Form also keiner heh
ren ldee von Abstraktion, sondern sind als Lpassgcnaue Fiillung
cines Transportstandards definiert. Beshty lﬁjs! sie durch eben je

ncs Unternehmen weltweit vom Atelier aus|ayf Ausstellungen und
anschlicBend auf gleichem Wege weiter odér Zuriickschicken — Be
schiidigungen sind so natiirlich programmicrt !

Nun kénnte man meinen, das sei verdampnt|viel Information fiir
einen leidlich derangierten Glaswiirfel auf einem Pappkarton. Doch
taigenllich ist dieser Titel ausgesprochen 8kgngmisch. Denn die An
gaben. die sich auf den Versand des betreffepdin Objekts beziehen
markieren in aller Niichtemheit gerade nur|jehe kontextuellen Ge
lenkstellen, iiber die sich das Werk als »konzeptucller Akteur
lgedanklich rekonstruieren und in einem kdnkreten Raum-Zeit
Rahmen und einem institutionellen Konteixt| (hier die Transport
firma) verorten lisst: Stidtenamen, Datumsarigaben und Tracking
nummern fixicren realc Routen und Zeithorizonte, so dass ein
Objekt cindeutig identifiziert und damit auch sindividualisiert« ist
Durch Einbettung in den Ercigniszusammenljang ist s praktisch
unwiederholbar, verankert in einer »cigenkni Geschichte. Nichtl
ohne lronie erfiillt Beshty mit der bewusst in| Kauf gecnommenen
ansonsten aber absichtslosen Beschidigung durch Dritte hier den
dsthetischen Tatbestand des Unikats.

Damit modifiziert er Vorzeichen isthetischdr Produktion, macht|
deren Rahmenstrukturen sichtbar und veralikeh dics auch im Werk|
sclbst: Das Ausgangsobjekt, ja nur formal und durch externe Stan
lards bestimmt. an sich also neutral wie |eine weiBe Leinwand
reichnet den Transportvorgang gewissermaBen auf — allerdings)

|
Trapslated by Michael Turnbull
A cube-shaped curdb|oa"d box emblazoned with the FedEx logo, on|
top of it a slightly slnql]cr transparent glass cube. Both arc some!
vhat battered: the b:ox is smudged and covered with packing la
bels: the glass is cracked, apparently damaged in transport. Those
unfamiliar with Walg¢ad Beshty's work might think that the exhibi
tion was still being installed and that the glass cube was a damaged
vork waiting to be cleared away. Yet the carcful placement of the
lobject contradicts this issumption. Finally, a glance at the wall la
bel confirms the objectjas a work of art, the title conveying surpris
ingly complex bacquo}md information: “FedEx® Large Kraft Box|
©2005 FEDEX 330508 REV 10/05 SSCC, International Priority
Los Angelcs-Brusse‘:Is trk #865282057953, October 27-30, 2008
International Priorit:v. Brussels—Los Angeles trk#866071746385
December 8-9., 200%™ (2008). it might read, followed by the mate
rial specifications “lgminated glass, FedEx shipping box. accrued
FedEx shipping and tracking labels. silicone. metal. tape. 50.8 X
50.8 x 50.8 cm™.

Beshty has been ¢reating such objects in his “FedEx®” series
since 2007. He produdes them according to the volumes of dif|
ferent standard FedEx| packages — often using the carton of just
over half a cubic meter} but also the shipper’s elongated triangular
“tubes™ a.0. So these glass objects do not owe their form to some,
noble idea of abstraction, but are defined instead by a transport
standard. Beshty hag the company ship them from his studio to ex
hibitions all over th vtorld. and then sent on or back in the same
way —so breakage i$ naturally inevitable.!

One might think that Beshty’s title provides an excess of infor
mation for an object as mundane as a beaten-up glass cube atop @
cardboard box. But|in|fact it is decidedly economical, since the
data provided, which refers to the shipment of the object in quest
tion, soberly indicales only the contextual points of articulation
through which the work can be intellectually reconstructed as a
‘conceptual actor”and Jocated in a concrete space—time frame and
institutional context|(here the forwarding agent): names of cities
k]ales. and tracking humbers denote real routes and time frames
so that an object carl be clearly identified and thus also “individu
alised ™. Its embeddedness in a sequence of events means that the
object cannot be duplicated and is rooted in a history of its “own"]
IWith his conscious jacpeptance of otherwise unintentional third
party damage, Beshty - not without irony — fulfils the aesthetic re
quirements of uniqugness.

In doing so, he modifies the determining factors of aesthetic|
production, bringing q\n their structural frameworks and embed
ding them in the work itself: the initial object, formally defined by
external givens, which dre in themselves as neutral as a white canvas
records its own transpor tion, as it were —although not as animage
but as a trace. The final form, the type of cracks, indeed the extent off
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36 PROCESSCOLORFIELD), 2011. Installation view at Regen Projects I,
mm Los Angeles. Photo: Brjan [Forrest. Courtesy: the artist and Regen Projects,
different forms within which he works are more closely interrelated Los Angeles.
than they at first appear. The “Fed Ex®” sculptures in particular are
perhaps the most“direct indirect route” to Beshty’s approach to phot  |dieser »konzeptuellen Beschddigung«an Duchamps » GroBBes Glas«?
tography. The aforementioned aspect of “candrete” rather than rept |denkt, liegt wohl auch nicht falsch.
resentational recording is probably the mostjimportant point of comt BeshtysArbeitwird,Zumindestin Europa,bisheriiberwiegend iber
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Make-Ready 1: Uncut Signatures [Walead Beshty: S¢
2001-2010, Bologna: Damiani Editore, 2010, Grafich
Italy, July 4 —6,2010],2011 (detail). Four-colour offs|
paper (8 sheets total), 64.1x 87.6 cm.

Photo: Brian Forrest. Courtesy: the artist and Regen }

Make-Ready 1: Uncut Signatures [Walead Beshty: S
2001-2010, Bologna: Damiani Editore, 2010, Grafich
Italy, July 4 —6,2010],2011 (detail). Four-colour offs
paper (8 sheets total), 64.1 x 87.6 cm.

Photo: Brian Forrest. Courtesy: the artist and Regen K
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Beshty is able to fix it to the upper edge of the wall with outstretched
arms. He leaves the magnetic strips where he finds them —a chance’

parameter of great variability, as Beshty warks in a darkroom also
used by other people. In several stages he exposes the paper to part
ticular light frequencies using a horizontal photographic enlarger. In
the case of the “Three Color Curls”, these arg the subtractive colours
of cyan, magenta, and yellow (CMY). With the “Six Color Curls?
Beshty exposes the paper to the subtractive colours twice, but in ret
verse order, that is, CMY YMC. The paper is taken down from the
wall between exposures and then re-hung; the magnetic strips are
also moved, so that different parts of the paper are covered each time

his differentiates them from the “Black Curls”, in which the expot

sure takes place in the same way, but the paper|/and magnets remain Im
untouched during the procedure. Theoretically, the exposed areas
ought to become black and those covered by magnets white. But in Te:
actuality scatterings of colour occur due to influences from the surt eitl
roundings, such as “the paper shifting under jts own weight between fol
exposures, or the currents of air produced by the HVAC system, or] gre
general vibrations in the room”.° The “Bladk Curls” not only funct set
tion as prepared “registration formats”in relatipn to parameters like (bl
paper size, co-users of the darkroom, and the body of the executor eitl
but also turn the space itself into a factor which inscribes itself into
the image. Th
Intriguing cross-connections between su¢h procedures and other at]
work groups are established by the “Travel Pictures” and “Transpart bot
encies”, two series that were begun early in Beshty’s career. In the’
same way that the “Fed Ex®” pieces make a|formal element of their| Ift
own transportation, these images integrate a[public element into the the
photographic notation, as here film is “expoded to X-rays during Au
standard airport screening, creating the washes of colour on the ret an image. In this case, collabora-
sulting image”.'° The nine “Travel Pictures” are views of the ravt ting with a graphic designer is highly
aged Iraqi Embassy in former East Berlin; Beshty documented the recommended.

building in 2001 and inadvertently sent the material through the X+
ray machine. In the case of the “Transparendies”, a series that is still

A Diagram of Forces, 2011. Installation view at Malmo Konsthall, Malmo.
Photo: Helene Toresdotter. Courtesy: the artist and Regeh Projects, Los Angeles;
Wallspace, New York; Thomas Dane Gallery, London.
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Images combined with text

Text in the magazine is organised in
either 2 or 3 columns. Text that is set
following the Camera Austria typo-
graphical specifications should be
set in relation to the vertical text grid
(blue lines) using the division into
either 2 or 3 columns.

There needs to be a distance of
at least 3, 5 mm between all objects,
both text and images.

If the typography used differs from
the specifications given by Camera
Austria, it should be treated as

an image. In this case, collabora-
ting with a graphic designer is highly
recommended.




10 E-Mail an den Autor, 23.6.2011.
11 In Walead Beshty: Selected Correspondences 20012

Black Curl (CMY/Five Magnet: Irvine, California, §
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h 25th 2010,

Fujicolor Crystal Archive Super Type C, Em. No. 165
Colour photographic paper, 127 x 283.2 cm). Photo: B
Courtesy: the artist and Regen Projects, Los Angeles|

Gallery Director / Partner (FC), London, United King

October 17th 2008,2009. Epson Ultrachome K 3 arch|
Hahnemiihle Photo Rag paper, 74.3 x 43.8 cm. Photo
Courtesy: the artist and Wallspace, New York.

»Einige wurden recht oft transportiert, sieben, acht M
Beshty. »Die >Fed Ex®«-Arbeiten werden vom Atelig
kehren aber nicht immer zuriick. Die meisten werden
Ausstellung weiterversandt, bis sie von einer Sammly
je mehr Transportvorgénge, desto mehr Spriinge und
ihnen ab. Ausdriicklich werden sie so lange verschick
angefragt werden. Museen und Sammler haben zwar
ihrer Stiicke abzulehnen, diirfen sie aber nicht auf an
E-Mail an den Autor, 23.6.2011.

Marcel Duchamp, »La Mariée mise a nu par ses Célil
Die Spriinge im legendéren Glasbild entstanden ange
gemiB durchgefiihrten Transport im Anschluss an dig
Anonyme Inc.« (von 1926—-27) im New Yorker Brook
integrierte den » Unfall« im Sinne einer Signatur des
Walead Beshty, zit. n.: »Pictures Generation Roundtal
Style«, in: Art in America, April 2009, S.131-139/16
Ebd.,S.138.

Walead Beshty, »Selected Writings«, in: Ders., Natu
JRPRingier 2011, S. 156-57; S. 156.

Ebd.

Walead Beshty, »On the conditions of production of t}
works«, unveroffentlichtes Statement, 2008.
Suzanne Hudson vergleicht die Fotogramme unmitte!
>FedEx®«-Skulpturen: »Das Licht entspricht den Std
>FedEx®«-Skulpturen fiihren«, in: Dies., » Walead Bg
in: Natural Histories,a.a.0.,S.9-14;S.12.
Walead Beshty, »On the conditions of production of t}
unverdffentlichtes Statement, 2010.
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