ON EXHIBITING
PROJECTS: DONE

When preparing for an extensive exhibition like Projects: Done,
Candida Hofer places prints of the images she has selected in gray
or black boxes, most of which are labeled by city or country.
Sometimes the label reads “Liverpool” or “Madrid,” sometimes
“Portugal” or “Mexico.” The boxes are an imaginary mapping of
various stations that are distinguished not so much by typologies
of space as by specific situations in spaces. With Projects: Done,
none of these boxes of photographs are labeled. It is the title both
of an exhibition and of a book. Whereas several of the projects,
such as On Kawara and Liverpool, are unlikely to be continued,
others, such as Zoologische Giirten (Zoos), Possessions, and the
seeking out of locations of museum- like presentation, are not yet
finished. From the perspective of the exhibition organizers, however,
presentation in a museum or a publication represents the temporary
completion that a public showing requires and also produces.

This is a central aspect both of Hofer’s artistic oeuvre and of the
exhibition itself. The projects presented tell of designed places, not
all of which are accessible to the public, in which specific display
systems and readings of what is displayed activate public spheres.
In collaboration with the architects Kuehn Malvezzi, display systems
were developed for the exhibition that not only strip the many
venues of the On Kawara project of their privacy, but also ultimately
bring the archived prints into the exhibition space in the form of
the recent publication Candida Hofer. On Kawara. Date Paintings
in Private Collections. The presentation of the project in the exhibition
transforms the book into an exhibit: in two glass-covered table
vitrines, the individual pages are spread out in two rows in each,
resulting in opposite motions in space. The four rows contain a
selection of the roughly one hundred sites that were visited and
organize them according to the chronological sequence of the artist’s
various travels.

Projects: Done exhibits exhibiting. Tiirken in Deutschland (Turks in
Germany)—a multipart work consisting of a presentation of color
slides and a series of black-and-white photographs with which
Hofer successfully applied to the Bechers’ class at the Kunstakademie
Disseldorf in the mid- 1970s—addresses this theme as well. The
images depict everyday situations in a “space of life-styles” in which,
according to Pierre Bourdieu, social classifications are distinguished
by clothing, language, taste, and consumer behavior. But the images
do not put “the other” on display, nor is it a voyeuristic gaze that
speaks. Hofer must have visited some of the sites several times, for
one image shows a sixmember Turkish family in their living room,
whereas another image in the same place shows only the husband
and wife, wearing different clothes. Several images show Turkish
merchants in their stores in Cologne, Hamburg, or Diisseldorf.
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Their store displays could have been taken from the 1964 exhibition
The American Supermarket at the Bianchini Gallery in New York.
This quiet observation of Capitalist Realism, as the one-evening
event Leben mit Pop (Life with Pop) at the Berges department store
in Disseldorf in 1963 was called, is still found in subtle ways in
Hofer’s work even today. For example, in the images of reading
rooms in the library at the Van Abbemuseum in Eindhoven (V and
VI, 2003), designed by Maarten van Severen, bright colors pop into
the silence of contemplation, generating an antidesign of everyday
forms.

From Tiirken in Deutschland, our gaze shifts to Casino Lissabon 11
2006 (Casino in Lisbon), in which Hofer photographed the “heart,
the social center” of the casino (according to the casino’s Web site),
which opened in 2006. “Photograph” is, however, not a very apt
term here. The English phrase “to take a picture” is closer to her
approach to spaces. Taking a picture of a space: a broad white
screen frames an auditorium as if it were the stage below which the
DJ’s stand is prominently located. Outside this passe-partout
inherent in the space lies the bar and restaurant—in Hofer’s work,
however, this venue is much more than a background. The picture
appears to be nested, doubled, and reflected. A picture within a
picture. A “mise en abyme.” If the photographic image is hung in
such a way that it can be seen from a great distance in a long visual
axis, this confusion is reinforced. The single-point perspective often
used by Hofer opens the large-format pictorial object into the
exhibition space. Where does the depicted space end? Where does
the real one begin? By this point at the latest, it becomes clear that
Hofer’s photographic images are not documentary reproductions
of a space; rather, the image itself becomes a space. It is not the
depicted space that is real but rather the one imagined as a result
of the image.

Looking at the image is like looking at a map. In an interview Hofer
remarked: “Rather I want the image to contain stories, not to tell
stories, not to be talkative. I want them open for the stories of
people wandering through these images with their eyes, to be open
to discoveries, to invite them to spend some time with the image.
And photographic images, like maps, invite you to use plenty of
time.” We have long since known that mappings can be neither
complete nor objective, since they are subject to political, cultural,
religious, and even historical paradigms. Even Google Maps does
not show a map of the world as it is but instead offers a visual
apparatus that makes it possible to travel virtually through
photographs of streets, squares, airs, and seas. Hofer’s images of
rooms like those in the casino but also her works Galleria Gié
Marconi Milano I 2005, Schauspielhaus Hannover 2005, and






