
 English Kunsthaus Graz

Kunsthaus Graz, Universalmuseum Joanneum, Lendkai 1, 8020 Graz,  
T +43–316/8017-9200, Tuesday–Sunday 10am–6pm,  
kunsthausgraz@museum-joanneum.at, www.museum-joanneum.at

Anti/Form
Sculptures from the  
MUMOK Collection
05.02.–15.05.2011 
Space01



This text is published on the  
occasion of the exhibition 
 
Anti/Form 
Sculptures from the  
MUMOK Collection 
 
Kunsthaus Graz  
Universalmuseum Joanneum 
February 5 until  
May 15, 2011 
 
 

The concept of ‘anti-form’ represented 
a completely new concept of sculpture 
in the late 60s that revolutionized the 
handling of materials and space.
The exhibition shows selected works 
from the MUMOK collection in Vienna 
that demonstrate the issues involved in 
its development and the breadth of the 
debate about the concept of sculpture. 
The works range from minimalist, self-
referential works to symbolic/narrative 
tendencies, and juxtapose contrasting 
international artistic attitudes from five 
decades.



John Chamberlain 
* 1926 in Rochester (US)
lives in Sarasota (US)

Trixie Dee seems in motion. John 
Chamberlain uses scrapped cars 
the way other sculptors use stone, 
shaping it by deforming it. He 
creates a colourful, layered body 
from apparently accidentally 
buckled metal sheet. Chamberlain 
was one of the first to use this 
waste product of a mobile, throw-
away society, back in 1957, and 
therewith aroused interest world-
wide. The parts of the bodywork 
remain recognizable as such, 
thanks to their coloration, and can 
thus be interpreted as a  critique 
of consumption. This made 
 Chamberlain comparable with Pop 
Art, and even with the New 
 Realism emerging in France at the 
time. His direct use of material 
anticipates the beginnings of the 
post-Minimalist anti-form 
 movement.

Trixie Dee, 1963
Sheet steel, varnished and chrome-plated; 
138 x 135 x 125 cm

Pier Paolo Calzolari
* 1943 in Bologna (I)
lives in Fossombrone (I)

‘Matter, even the materials them-
selves, were never the sole objec-
tive. They represent an expansion 
of our artistic vocabulary, and 
offer an opportunity to put one-
self beyond all ideology of world 
and matter,’ comments Calzolari, 
who, as a representative of Italian 
Arte Povera, works in a more 
playful and poetic way than the 
cool Minimalists. His frozen 
 objects allude to a processual, 
changeable condition of sculpture. 
They are meant not to depict 
 reality but to create it. Impazza 
angelo artista (Go mad, angel 
artist) is about the doubts and 
fears the creative artist 
 experiences. Frozen solid, his 
concern seems unshakeable.

Impazza Angelo Artista, 1968
Ice maker, synthetic ice, metal;  
92 x 140 x 140 cm 
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Richard Long
* 1945 in Bristol (UK)
lives in Bristol (UK)

Richard Long walks. In 1968, when 
he was 23, he walked around the 
hinterland of Bern for Harald 
Szeeman’s legendary exhibition 
When Form Becomes Attitude. The 
wellspring of his work is nature, 
which he walks through and en-
dows with symbols, documents, 
and then leaves to itself again. His 
doings in nature make him a fore-
runner of Land Art, a genre that 
developed out of Minimalism, 
which put content and meaning 
back into form. From 1972, Long 
transferred his stone circles to the 
interiors of museums, shaping 
them from found objects accord-
ing to simple formal criteria. Each 
new exhibition determines the 
detail of a new form. Looking at 
it, you are reminded of places of 
magic in long extinct cultures, of 
surviving witnesses to the cultural 
techniques of earlier civilizations. 
In this subtle, meditative aura, a 
very direct critique of the present 
unfolds in the conserving exhibi-
tion room. 

Stone Circle, 1980
Marble; diameter 280 cm

Carl Andre
* 1935 in Quincy, Massachusetts 
(US) 
lives in New York (US)

20 blocks of cedar wood lie at an 
angle of 20 degrees to the wall. 
The block is not a plinth but is 
itself a sculpture. In its stringent 
array, the minimalist shape fills 
the floor, unfurling like a carpet 
and blocking the way. Strict geo-
metrical form cannot withstand 
organic material. It jumps up, 
turns and becomes irregular. 
Sculpture itself becomes a place, 
challenging its environment and 
triggering associations. Though  
in its title the work is only self-
referential, formally it recalls 
works that Andre did in the 60s 
called Lever and Road. In their 
monotonous formal repetition, 
the wooden blocks may be also 
interpreted as homage to 
 Brâncusi’s Endless Column,  
whose reduced aesthetic made it 
for many people a precursor of 
Minimalism.

20 Cedar Slants 20°, 1990
20 cedarwood blocks; 30 x 90 x 600 cm

Meret Oppenheim
* 1913 in Berlin (D)
† 1985 in Basel (CH)

‘Every idea is born with its form,’ 
declared Meret Oppenheim, 
 whose works defamiliarize every-
day objects and who gained a 
reputation with her magic surrea-
lism. Genoveva draws on the 
romantic legend of Genoveva of 
Brabant in the eighth century, as 
depicted in Ludwig Tieck’s play. 
Cast out because of supposed 
adultery, she is seen as a symbol 
of exposed, defenceless woman,   
a subject that preoccupied Meret 
Oppenheim for more than 30 
years. Genoveva stands there as  
a mutilated, much reduced torso 
in total petrifaction. The clamped, 
broken sticks represent her 
 confined room for action. The 
reduced form and clear idiom are 
an expression of her defence-
lessness. 

Genoveva, 1971
Wood; 127 x 70 x 112 cm 

Robert Morris
* 1931 in Kansas City (US)
lives in New York (US)

In 1968, Robert Morris published 
an article called ‘Anti-form’ in the 
American art periodical Art Forum. 
In it, he explained that the primary 
concern of sculpture is the act of 
making something, not the 
 production of objects. After his 
phase of consistent minimalism, 
he proposed to go a step further 
and liberate material from form. 
Material should be regarded as 
pure matter, and sculpture should 
be produced without any artistic 
individuality, in a programmatically 
accidental process. Soft materials 
such as felt, bits of fabric, clay or 
fat would be most suitable for 
this. The felt in  Untitled hangs 
more or less shapelessly on the 
wall. Frozen in by eyes and 
 defined intervals, the moment of 
chance becomes radical anti-form 
in its pure materiality. The zero 
point of sculpture has been 
reached. What remains is three-
dimensionality and material as 
such, which is now purely self-
referential.

Untitled, 1974 
Felt, metal mount; 230 x 200 x 70 cm



Ohne Titel, 1985
Synthetic resin, cardboard;  
190 x diameter 40 cm

Ohne Titel, 1988
Chipboard, dispersion paint, acrylic glass; 
175 x 50 x 50 cm

Sol LeWitt
* 1928 in Hartford (US)
† 2007 in New York (US)

With his works, American artist 
Sol LeWitt structured bodies and 
spaces. Working at the interface 
between Minimalism and Concep-
tual Art, LeWitt made clear with 
his sculpture Wall, shown in 
Space01 at the Kunsthaus Graz in 
2004, how formal reduction can 
create a wealth of perceptual 
opportunities. The form that he 
derives from the cube here (Form 
Derived from a Cube) likewise 
makes that clear: ‘The most inter-
esting quality of a cube is that it 
is relatively uninteresting. In 
comparison with other three-
dimensional shapes, it lacks any 
kind of movement. It is the most 
unemotional of all shapes.’ In an 
impersonal, clear aesthetic, he 
varies the white, geometrical body 
in order to show its innate, appar-
ently infinite wealth of shapes 
from inside and outside. Asym-
metries and irregularities give the 
series vitality, while the concept 
adds a touch of irony to the rigor-
ously Minimalist formal idiom.

Form Derived From a Cube, 1986
Wood, varnish; 5 pieces: 75 x 65 x 750 cm

Heimo Zobernig
*1958 in Mautern (A)
lives in Vienna (A)

Most of his works get by without 
a title. His clear formal idiom is 
low-key, strongly in the vein of 
Minimal Art yet at the same time 
subtly undermining its typical 
perfectionism. The geometrical 
bodies show Zobernig’s ‘sober, 
untranscendental view of the 
world’, which is governed by ma-
terial finiteness, particularly since 
his preferred materials are card-
board, plywood and polystyrene. 
These are very ordinary and actu-
ally short-lived materials that 
challenge the permanent value of 
works of art. The postulate of 
Minimal Art – that abstract forms 
can be devoid of attributed con-
tent and experienced purely as 
aesthetic phenomena – is refuted 
by Zobernig’s allocating functions 
to many of his objects. The two 
works from the 80s also operate 
at the boundary between furniture 
and sculpture. As plinth or col-
umn, they constitute exhibition 
and room-structuring features.

Mario Merz
* 1925 in Milan (I)
† 2003 in Turin (I)

Mario Merz was – along with Pier 
Paolo Calzolari – one of the princi-
pal representatives of Arte Povera, 
a movement that developed in 
the 60s and 70s and made use of 
simple, ‘poor’ materials such as 
earth, glass, wood or wax. Merz 
became chiefly known for his 
igloos, which could be taken as 
symbols for our return to prehis-
toric forms of existence. Armadio 
shows the artist turning to new 
subject matter from 1980, in many 
cases in pursuit of mathematical 
and scientific conundra.
Open on both sides, the cupboard 
(armadio) is visible only as a 
frame, and comes across like a 
cage. Uncolourful dabs of paint 
relief the severity of the frame 
and contradict the clear form. The 
pendulum inside is stuck fast and 
has no opportunity to move. Is 
time standing still? In its forceful 
symbolism, the cage remains a 
puzzle, and in its ambivalence 
admits multiple associations. 

Armadio, 1983
Oil on aluminium, glass, wood, iron;  
280 x 142 x 64 cm



weight, stretching and extent – 
are already markedly to the fore 
here.

Ohne Titel (Hosen), 1988
Wood, fabric, iron, glass; 116 x 200 x 50 cm

Bruce Nauman 
* 1941 in Fort Wayne (US)
lives in New Mexico (US)

Nine animal bodies made of cast 
aluminium pursue each other in 
endless movement. Three of them 
turn towards the centre and make 
a wheel out of the circle, which 
seems to hover over the floor and 
rotate. The casts of the corpses 
of fox wheel are indistinguishable. 
They are made industrially from 
the same body out of polyurethane 
foam. Eyes, ears, brush and paws 
are all missing. Nauman denies 
the individuality that bodies of 
this kind acquire only from their 
pelts, which are missing here. In 
their serial anonymity, there is 
something oppressive about the 
animals. Their shadows and their 
greedy haste are alarming. Who is 
the hunter and who the hunted? 
Conceptual works of Bruce 
 Nauman, whose roots lie in Mini-
mal Art, have increasingly focused 
on issues of social and political 
violence since the 80s.

Fox Wheel, 1990
Cast; 38 x 180 x 183 cm

Erwin Wurm
* 1954 in Bruck an der Mur (A)
lives in Vienna (A)

Erwin Wurm has been success-
fully putting the concept of 
sculpture to the test for 25 years. 
His basic theme is deformation 
and reformulation. Wurm uses 
sculptures a as catalysts for the 
expression of social extremes, as 
a Minimalist dust sculpture, as a 
Fat House seeping out of the 
moulds, or as a human One-
Minute Sculpture. In his early 
works in the 80s, he was clearly 
drawing on Minimal Art and the 
ready-mades of Marcel Duchamp. 
Untitled (Trousers) is one of his 
first clothes sculptures, in which 
suits, coats and trousers are 
draped over bases or conical 
tubes. Found garments are de-
formed as working material and 
firmly set up in showcases as 
museum exhibits. They offer a 
new take on everyday objects 
and, but also on the human 
 bodies that normally wear them. 
The basic issues of his work – i.e. 
changes in volumes, space and 

Franz West
* 1947 Vienna (A)
lives in Vienna (A) 

Franz West featured very recently 
in an extensive retrospective here 
in Space01 under the title Auto 
Theatre. One work, Approximation, 
remained here, and in the changed 
context raises new issues. Franz 
West’s Minimalist approach here 
appears in a context that is both 
international and national. His 
inter-generic exploration of the 
concept of sculpture demonstrates 
clear lines of affinity with the 
contemporary art of Erwin Wurm 
and Heimo Zobernig. Two parts 
face each other, one of them 
displaying a red ear. Made out of 
a clothes’ hanger, it sticks in the 
wall of plaster and paper. Seen 
from above, the red ear as a whole 
betrays its verticality and shares 
the space and the gaze that seeks 
to comprehend it.

Approximation, 1986 
Metal, paper, plaster covered with wax; 2 
pieces: 185 x 110 x 40 cm, 180 x 95 x 30 cm 
„Das rote Ohr gibt seine Vertikale preis und 
wird deshalb in einem geteilten Setting hier 
hergestellt.“ (The red ear reveals its verti-
cality and is therefore presented here in a 
split setting.) (Franz West)



Mike Kelley
* 1954 in Detroit (US)
lives in LA (US)

Karl Marx described the ‘scum’ 
and ‘detritus of all classes’ as the 
Lumpenproletariat. Mike Kelley 
literally sweeps them under the 
carpet as stuffed toys, and makes 
them disappear, since you don’t 
see anything not superficially 
visible, do you? Or maybe you do.
Mike Kelley is interested in psychic 
dependencies people are caught 
up in. Stuffed toys, dolls and 
outsize knitted blankets are emo-
tionally charged objects. They are 
the very personal objects of child-
hood that come together under 
the aegis of love and security. 
Kelly opens up new angles on and 
approaches to psychic processes 
that are established in adoles-
cence. What is supposedly cute 
and soft may in the process be 
transformed into terror and 
 aggression. ‘Lumpenproles’ are 
components of existence, an-
chored in our personal but also in 
the collective subconscious.  

Lumpenprole, 1991
Installation: carpet, 48 soft toys;  
610 x 915 cm

Miroslav Balka
* 1958 in Warsaw (P)
lives in Warsaw (P)

A tent, just large enough for a 
man to slip into, attracts the eye 
into its interior and throws you 
into very archetypal, directly 
emotional states. The confined 
space comes across as cool and 
archaic – Balka tailored it to his 
own physical dimensions. Balka 
draws viewers into a perception of 
the places he has created, which 
expose the boundary between 
public and private, and counters a 
negative form with a positive 
form. Space, physicality and the 
sensation arising from them are 
key elements of his work. The 
scattered ashes reinforce the 
ritual impression, filling the mini-
malist space with symbolic finite-
ness, drawing attention to the 
transience of human existence.

Untitled, 1992
Tent (brass), bottom panel (wood fibre 
board), gutter (steel), ash; 203 x 79 x 93 cm, 
191 x 65 x 7 cm, 190 x 6,5 x 121 cm

Michael Kienzer
* 1962 in Steyr (A)
lives in Vienna and Graz (A)

Michael Kienzer rolls up one carpet 
after the other. The surface of the 
used pile surrounds the next, 
hiding all the stories that may 
have taken place on it. The surface 
becomes a space, the roll a col-
umn that blocks the way as it lies 
there. Carpets are seen as work-
ing material, and yet, in the col-
oration of their weave and their 
different methods of production, 
they flag the vitality and warmth 
that they generate when unrolled. 
Michael Kienzer makes forces 
perceptible by creating cross-
references and links between 
things that shape the character  
of the work. The force lies in the 
interstice between what it is, 
what is connected and what be-
comes visible in it. The interven-
tion in space ultimately redefines 
this again and again.

Ohne Titel, 1991
Carpet roll; diameter 54 x 245 cm

Jessica Stockholder
* 1959 in Seattle (US) 
lives in New Haven (US)

Like Mario Merz, Jessica Stock-
holder comes from the medium   
of painting. In her works, she 
compacts everyday articles into  
a wealth of visual information, 
linked up into an assemblage in  
a thoroughly painterly way. She 
composes the individual elements 
pictorially into striking, colourful 
arrangements, to make places 
whose narrative power inspires 
her: ‘I can’t speak for my public, 
but I myself experience every 
time whole clouds of meanings, 
feelings and cross-references that 
hover in space and hang around 
with the colours in it that seem  
to do the same thing.’ The swing 
seat as a symbol of a petty bour-
geois oasis of leisure becomes in 
her arrangement a place in which 
very personal elements mix with 
the specific, subconscious and 
remembered.

Garden Seat, 1997
Mixed media: garden swing, textiles, cable, 
adhesive tape, wood, silicon, lamps, string; 
176 x 404 x 294 cm



Jimmie Durham
* 1940 Washington (US) 
lives in Italy

Jimmie Durham is a poet, performer 
and artist. He is also director and 
co-founder of the International 
Indian Treaty Council and its rep-
resentative at UNO. He is inter-
ested in relationships between 
spaces, archaeologies, histories 
and national identities. As a Wolf 
Clan Cherokee who has long lived 
in Europe, he has an individual 
approach to it, which appears 
again and again in new forms.
The bicycle is completely demol-
ished. Lacking handlebars and 
twisted, you presumably couldn’t 
even push it. The heart was too 
wild. The head, a classical (repro-
duction) fragment (possibly from 
a young Apollo) opens up numer-
ous stories by association. As the 
chairman of the nine Muses, Apollo 
was considered the protector of 
the arts. He wrought death and 
destruction, but also brought 
rescue from danger. The divine 
duality lies top-heavy alongside 

Curator 
Peter Pakesch

Text 
Monika Holzer-Kernbichler

Translation 
Paul Aston

Graphic concept 
and design 
Lichtwitz – Büro für  
visuelle Kommunikation

Layout 
Leo Kreisel-Strauß

the bike. History (our history?), 
despite forever sustaining damage, 
nonetheless goes on.

Wild Heart, 1998/99
Broken bike, head of Pan; 160 x 90 cm




