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Figure 1: Nikola Uzunovski, My Sunshine, Macedonian Pavilion, Venice Biennale 2009. Photo Julian Stallabrass

AIA tleAle 1989 & a2 A7 23Rt ol Ao shte] AV =l A AlA |
M2 APolA w7t SEHAL, T8 ARt 89| oFAlof, ofZEt, HolZe|rh
419 derleel s8] AREBeH, A e @l v, 4, Fie "ol sk
AL oAl mleAlE dE S Aol EuE Y AETIR o] AGoA A Ao
Fejg o] fHole Ao sFOoR ofsfshe o] o AHHHA =tk a1 HT o
olAY iAo r FARE 53 Eote] Aol ARt AAA FAIE 1710l Sl ol=dt FA
BAA 171 oln] Wiel vl A S weel We wE vIEAE A9 AEeol s

=
P ulaAS 5] Belig v g ol

1 'This is an updated and revised version of an essay published in Jelle Bouwhis/ Ingtid Commandeut/ Gijs Frieling/ Domenik Ruyters/ Margit
Schavemaker/ Christel Vesters, eds., Now s #he Tinse: Art and Theary in the 219 Centmry, NAi Publishets, Rotterdam 2009.
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22 AASF £ oW Bk =99 oxzh i SolAw, Hojw o/|AE 1 ojnE
(BAHoRE wES AW AR, B4, A2 T AGRE 8] Auolat BEET A

of 123 11 A2 IS WA Stelo] AR Aol B 4 9l Aelth, 14 WE 4]
AT B3] Au Wi AlLga s} eyl So] mio] SlEwy Bk Aus A
Zagm gk, o4y del BolEl fEwlole] Atje], A\TES uhtheh Fep kA Aol
ssats S Holth Leiu AAlske Eak Al A mASe) Bt Bbeel wnte) @A,
Ak BB AAO] A, 09 o] AHup ARlgIe] Ao| TiEt AR, 87 whulo] i
Yot Ao 1% @ ieo] ¥ 50| BAS Y Bk 2 AASHs Hojo] Aot Xl

2J9Re FAlo] EFFHIL 9on], Zzke FRAO T Aefe] o] itk

O

;

AAsle) ZRE A B2 AAIeH 1 1S 2ol dh (@, dleld, M 2e H7A
ARRGES] ANe] WERlA Wl 2t AAeh Bake] FAA BAS sty Slat wlatel Y
Wolglch) wheby AABH: FET Auls ARgle] S, BWEC] S wEeEY AE, 72

o AYY] 2US opIStela, ZWAOR ofudt WASo] YISl ABlE AT ofrz]

£

=
3l A=l 7} 71 GIF T ARGl A2, AA] AUES

1

20009 27HARE S vl AAZE AlARREE ol 2% 2 SAE lem, Al AdRtelA
Lot AIASHE F3] HHgshAl X2 Aoletal sl sk B 7] o=l SAHH. &

oAl GYHE I olfE F Shigich FBS FF, Hebd, dolmell, @l Tt
2H0] A7kl AHAAY, I F et Thol AF BES s AL vl w,

58] Fee A nsEe] AdE A, WY nsy pAE 9Ed SEe §o53
AT

e 1 oo%, A wls AP, B3] Fe, QlE Aot uleA] A wie- FAT AE
HstE 7EASTE 2 W AR Ghof Iwe] dd g A iR Suli7EA] AL, 200495E
2008W7HA] 44 F¢t Q= wjsEe] Auizk= 108y ARSI ¢ 2007dRE 2008W 714 2]
oA 19178 10971119 Harkes 7189 A vjeE F 37 2bo] FojA|Y(Cai Guo-
Qiang), % WZ*(Zeng Fanzhi), 2]-¢- Ak (Liu Xiaodong) & &= 7] AEo|qict, A&
ol5H2007HE 3 HufjollA Haztel FfEl A 50709] nlEE 5 oF 489] 3 o] F Frte

2 For a compelling account of the association of neoliberalism and repression, see Naomi Klein, The Shock Docrine: The Rise of Disaster Capitalism,
Penguin Books, London 2008.

3 For a fuller account, see my book A Inarporated, Oxford University Press 2004, chapter 2.

4 Le Mardhé de At Conterporain 2007/ 8, Astprice.com SA, Saint-Romain-au-Mont-d’Or 2008, p. 126.
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ol'ge] 3ol Zolmell wet &EsH] ARG A SExt A wlsAo] dAFd £

Pgol Agw, 1 A viE AP A et AEel sht BN UEsiith 439
Ae7te (HIF g ol7l= sk mA=m) shhy FHlo], Ho] 59 A YofA 2% 5
o 4 ool 159 AELS 7 Aoe] Baplel 27Kl wolsidieh, Teln ol
tls AAS] 2L 2ol F53kL 4lo] 3k AFES B He| 18|al B &5 AlA 2444

Supsojolt g
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mfﬂ
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il

7|0 B ) ulgAe] AAEHs vldEl SE] weh 8 Sakel Svlo] Ark o)A
Holw oHoRt Thbet Bote] ME A3H SEAoleks HEe oalEa 1A A
e wEo] o HAEW 4 gtk oled BEL B3] (AuFe], griel thsH(Holocaust),
galote] A 1% 48Gulaglths AT OA1E SIAIR) EFolE 4| At Aol
2o ool 4 S wlEt e A= 28 (Richard Rorty)A]o] o w8k Halo] vz
o, Eele] TiEt WS WEsK 7] SISl L ojua A7) ol FUAE o
sojop i}, ¢ ulQldE|o] W AESo] Tkt Bab WFoR AE FAMEES Hoar)
oAt AfElRe] eldelzo] tzusl AgEls Aldld] old ol sglo] W uwebd

oMol Sht A AY BawlE B 4 gu, PR BaE HEAZE FEW gae
HolZ 4 Qe Hldldee] FHA HAKL E O velide|e] E3e o usich

5 Le Marché de I Art Contengporain 2007/ 8, p. 133.
¢ See Richard Rorty, Cortingeney, Irony and Solidarity, Cambridge University Press, Cambridge 1989.
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Figure 2: Alexander Kosolapov, Mickey and Minnie: The Worker and the Kolkbhoz Woman, 2004-5, as shown at the
Moscow Biennial, 2007

EAolle(hybrid art) 1 A= v BlE7IU4 HEe BHEAE, O A9 Fee 1 2

WEH A9E okt 4w $7] Adne Aok 247 Q4 s b Aol

WA T vl B AT Qdek T AM 19904 FUHE F2hS Uehiy] Aak,

‘930 FHo IS (young British art(ists); &3] ‘YBA = 2¥)o iy Zyoz Z

7 Fredric Jameson ‘Third-World Literature in the Era of Multinational Capitalisn’, Soaial Text, vol. 15, 1986, pp. 65-88.
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Figure 3: Antonio Muntadas’s Grardini, 2005

EYe FEhA(Antonio Muntadas)7b 20058 #WjyZ vjlgd#o] A2 Y(Giardini)gh=
AEos EFT AFo FAE o] ofd I olqltt o] AEF FHe| Eo|E HAR
e R, o Hols Wiy mjdidee] A kel tigk ARzle] 9lal o2 g Wl Hiy
alelgdlo] HrlehA] ke WE Y] (Ruh FHeRh) HFo] A gtk o] u Ark=
oo ndde] Frolgh w7ket 187 ¢k H7ke] BEo| A Ho|w=E ik, vjdldde]
Holahr] gk UgHee diFE ARl 7P Wiekar P EQbgR Sx=Y oAU

T ol &3 Xl Bk oFz] AER] ok Yehgelrt.”

8 The list of the bottom billion is compiled by Paul Collier in his book, Wars, Guns and 1 vtes: Democracy in Dangerous Places, The Bodley Head, London
2009, pp. 239-40.
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HlQlee] oS FH O Agolel vhel, AR RE AT B AA AL
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aH|e] At (RAE AleRD) divke dEe] HAF Asjel HewuR) olet
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R AR = NS e, AAIE, SRS it S A et

Iy visAL] AlAISk] it 2eFe] = AlAISE 1 A Hed 24 dolal Aotk
ol Bl o JFAE FEShe TR oAU FF HEZo] HTA ALLE SHes
olE7|ke Ttk FEHA FE, SRt 27, AAA olrd W, €I 22
gx2Eo] B B AlEs, Y =AAEE A o e B 5w vl T
S4e dAVHRE RlddEE dFe w &8] vjdEe AEolth dEv ZefsEn]A](Elena
Filipovic)= Blldal7t 2 A9 Frla Zt=9] tigds 7dshy] 93 Adol= =+ =A%
= HEsk= Spo]E FH(White Cube)i= HAIE thefet AE5S vHA dsH 24staL
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9 This is one of the main arguments of my book, .4 Incorporated.
10 Flena Filipovic, ‘The Global White Cube’, in Barbara Vandetlinden/ Elena Filipovic, eds., The Manifesta Decade: Debates on Contemporary Art
Exchibitions and Biennials in Post-W all Enrgpe, The MIT Press, Cambridge, Mass. 2005, pp. 63-84.
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Figure 4: Documenta 12 merchandise, 2007. Photo Julian Stallabrass.

T oIRGBl o] AofE] o Tt vieA| o) AAIRRE 2Fdhe A2 dibeR =9
&3 ol e AR Rle] TPt @delnt. wes] SRS EA7F okt
A 4= A @7 B AR ejde] Al 22 7R B BAE 53] o FE(Super
Rich)at Bele ARFES AR AR S/t oA migdle AlAd £3589 A&
AF= AR A7 At Hroll 150l AEre] RS 2AMles | AR fEe R
iRt 8B, 7]l A1, dEEH, AU AY & e, oAl dleds sk b
AT @ Lot Hal Qlrh mAImp wjdidEe] IudlolEYd 841 BBl (Joseph

Bachstein)&- A|Z2o] HAlsH= glAlo} 217152 thea]e gAlach

Ao} Halgt o' ARES Weler)? mAgdle] ofE § Aot WS 7]Eo|i,
Rublyovka(BAF0tlA - A A2ESo] 7Fshz A9, 99  wAavpe] wwz] I 2
=)o 9RE sk, ddol= ol glew, AEnyoKSardinia: AFE  MEel 9l
ojgelorde] 2 Aol welel, 8E A= yBAIL Qlofof gt T2|al wpAefe R phEAl |

nEEES e JrEo] Aol lojof s}, ¥

i

=

11 See David Harvey, 4 Brigf History of Neoliberalisin, Oxford University Press, Oxford 2005.
12° As quoted in Sophia Kishkovsky, Moscow Biennale Pokes Fun at Consumers and Politicians’, New York Tinzes, 10 March 2007.
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Atk $E(Sarah Thornton) =3 ] 7§l H-8g7]E50] HPA olE #HojE ®7| $Ja] dolsil
sy 2 vddidEelA] 2 AEE 28] Y8l thas Eel AlRFECIAl Ak E3514 2] 9el ot
Hes Faela, 48 delsoe] Azejopd (Ciprian) ] 98-S AHAIEY HIFAARD AFRAR
AR Y AR AR Solu 9, tolrh uigs] e vl AlAle] Ao =AY
TUT HAFE2 o5l wegh AP ohdEk B A Aol zdske xdlolxt, ofd
ofujefali= AH4le] ARl weFe] Faolal, ApAle] HE I Eslehs & <llA Tl 2
ST UE0] AB|A ¢l Aot} o]Ze] vHEE H=r]¢](Bourdieu)7t Wt Aol A4 FA &
mgolek 1 Q1Y) AT AES FE Zlo] B9 ddo] oz nj&2 oA (o]u] Re}
MAFE 3l sAsk) AlAe] dejESlA QW Fgolehs & ok 7|37 Algsia
et

Figure 5: ARCO, art fair, Madrid 2008. Photo Julian Stallabrass

13 Sarah Thornton, Sezer Days in the Art Wortd, Granta, London 2008, pp. 78, 224,and chs. 3and 7.
14 See Pierre Bourdieu, Distinction: A Social Critigue of the Judgement of 1 aste, Richard Nice trans., Routledge, London 1984.
15 The manifesto for this att is Nicolas Bouttiaud, Relational Aesthetics, trans. Simon Pleasance/ Fronza Woods, Les Presses du reel, Dijon 2002.
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ot} ofHeh WS 1 Ao ARglRlem QIAEY] 915k dFtoltk, 2000 of AR
2008 @7HA] ololxl G| Wl Al AES mlewe] 7H AAE vH AL, 8 BRSO
2ol= AVIE WEST I A Fe dlsriee] tkE AL A 7RsAol sl
HAR Ae7lsolA= ° 2 7187F Foifnh olet A AXR= vle AReIA B4 7elE
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B2 9 FE derEe Aol AES=], Ao 2 AEes SRR tE thE Hold

T A7EEY ARCS ol Rl ToiREE] Wlo] E2 olgitt,

HA-HE EdoltSe ARHcty el dlerlSe A%s Adsle] mws| /1AL
AN, (R ZAE 714 AdiEez W mAEe] glon, # dEie] 5% Ho] 9l
Bl F& /PSS e 2T PE /RS A9 AA I sl FA3] A
st dEHS Alell7h 2lA= Z@A(Richard Prince)?] 79t © E3t Aqtwe] dejEa
AYE|Eo| o= 3 2rte] FAES o AEATL Hujoli F71E ol WAlos A

71S BRUgle] BEey|w ot
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|

i

A
&
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ClEo] mls A &2 54 F79 Aol e A3 B7IE sislth vkt AdS
AAsl7)o) Astes Adgt Ate]=9], 21417] WA F<3Hconversation piece; 184171 F=rollAl
TR, 7 AR 7159 detds O3 71 249D Re] AESol wol Al Zlo] tiAoltt,
dP|E ARR]o] 7P Satt 7HAQ, = A9l WAl et HARS o] AT wI I WAE

AT ofo] W= ol o AARAA Rle] Aot AeA e, A 52 A7IAIAHCKA]
AVge) ol HE | HolFA = ¢ 57 hiZelt. (HnIet §AE(Damien Hurst)2] 222}

16 See Molly Concannon, Collecting Richard Prince : Strategies of a New Type of Investor in the Contengporary Market, MA Dissertation, University of London
(Courtauld Institute of Art), 2005, passim.

17 Matc Spieglet, Ts the Art Market the “New Economy’”, in Margtiet Schavemaker,/ Mischa Rakiet, eds., Right About Now: Art and Theory Since the
19905, Valiz Publishers, Amsterdam 2007, p. 135.
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ZollA] TololEER gAE slE AEo] old Ao} dlwo] It el Hol Al
59k vl AlAskE ko] Aol Helch 714 FAE Tgol(ingua franca: 7 T
o o4 mlstolE, 41xjo] ol ol £o] olgict,

Figure 6: Thomas Hirschhorn, The Incommensurable Banner, 2007.

i B2 Bo| AW Al ER CHEiele] A4 o] MEE w3 szlol7w ek Bol
AR vl AL Eoka skl tiet BAA oS 2EWL,  ANL ofE opm
A oleps Al YEY] cRACR B o Hede nr Ahael udel diaelqltt,
A3 AAE Szt ol AAE Hlelglaset 9%, Fwd Aol AHT 4K, £

At Aok s Agsie AR RelEold, W 43, AY, A9, R, By 43, @O
HIE BaEolE 5wyl gede) njAo]E) At ARS B BAE Ee gsl gy,

TEjR e @Bl 2l AN A BAL Sfe) AR vid e s|Ssg e

K

wolse] AAPE HlS ekt WS EA40) AHmEt ohel A% Eak Bl B o)
Ak Sk gyl Aule) Mok AskEe AT Abdo] Mg, ol A T

a5t o chzsiole] e 4% 43S 180 Ageb] e oA U asee) o

14_ MAtFFOAIL el 22 EEtO|Ho|Mat 0=



The Fracturing of Globalisation %@, MNAH Bt #<

f

= dishdt si2de mAske o s wde] glal, e WEE Adsial Ao ZekE
ushr ke sk AETkel dige] HARn ¥ ey e gy Rkt Fus Eeit

9] WAL AR,

Fig. 7: Abu Ghraib, Iraq: 11.35 pm Nov 4 2003. The body bag was opened so CPL. GRANER and SPC HARMON could take

pictures of the detainee.

SAlOl, Aol Sk 2 A 9] ALY FEFTE FAJIA & 4= Al F ]l vl
O Ad=ES A AE AFAEClRE EEXl) TSR] fHldre Ao AR A

< 729 dizlle] (F=e]) AFEs AolA Fokae] vidad agdd] 7R 7HEEA
Sk Aol FARE7? sl FEE LA 5] fsidE 159 ofeles Hatke A2
A= W27k AR} v A FEe & 7hltHAl Qaida)@t EHHTaliban)] sxAfetar
A= Aol 72l H7|2 Feks FojEe|r|E shgin. A ot dge] FA| wEol =
A E 34 sk Aee] WA =Y e R Folo] thEv)?

l

18 For the limits of liberal multiculturalism, see Slavoj Zizek, Multiculturalism, or, the Cultural Logic of Multinational Capitalism’, New Igff Review, no.
225, Septembet-October 1997, pp. 28-51.
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ol et ARollA AR =i shel vleArE AaR Ao HYde SEs|H 44 e

7he et Z29ke] AR TEe AloFshe vi=e AR dRE viEd e QAL A
TF 237 sPI= g = A9 sk, Aete] el wiEle AR 7SSk = e (2

EZ]Q] o7} EnkA 3]0]4)EE(Thomas Hirschhorn)2] Atgt 2] 2oz %= zpAle] ot
EEE Fopet 2 Ao R AYE ol oaff Abite] b AlA| on XS5 AEHT)
3 9O R n& 22 ol&H YFE HUE £k i 2358 thekel i FuE Wt
87 olsfehs WAL HolE ke Qleh Eu o]9f e S shth HW, EE9] ool Ad
A 7 B o iR &8d &5 ol A FoY AR 23 R, dopbrt
ARG FHtolok—9F 53 & Aol Blgo] ofudt A olse 1 AAA AR7E U
Fota—= HAIAZE Y5 EsiAY Wigo] AURA GRA Ae—AES AAA ol
AR dR7E Eloj e 2o oed 54 eloivd o] vk weba HAF AA%A odxt
FAT 4=, deThs Z4lY] Aol AUA|A m8Adovt MiEEA] s 24s)oF gt

ofid =7|%H A9 H@AAo|AY &t Jl= AR A E= AoA IX= Al AR U

Figure 8: Regina José Galindo, Confession, 2007

16_ MARFOAIL el 2= EELO|H 0| Mat O|&



W

The Fracturing of Globalisation @b MAzte| <
wkeb w710 2 A AL 4R ARl T, olgelt HAA S vHE BAOR 4FS
AR A gedE, NS AEo| ol HAH AR ks Wr] PE 2P ok

A7ksol Qleh 7hg AtElofal AlofeK(Santiago Sierra)u #lXy TA| ZH:E(Regina Jose
Galindo)Z=2 ZP7Hso] 19 Zfoltt, o= (I @nt HAE(Omer Fast)2] ZFElAAH)
Ao FRY FARBE 2 SAIY ZRet A Hhe ZAolu AR ZAE A|&dls Yol
AH o FAH AMFEolU 2zlo] A== WAl diel] #elgls MR el FuE)
=Y Aolct,

BAA 2330 off "ol SAlol Aol wf (oA Aute] A S Uehle) Hdgd= €93
I 7RIS 1SS, ol mleligEofl ot dAe] Sk AR @A A
FoAE 4k Algo]l Swg 1Rl glo] A=E wiAF, d#22007d=e] 9 E2HE
2B (Robert Storr; HYZ Hlde] 2007 AvjAdH)o] wyL wHlg#el 24 HF1A(Roger
Buerge)?} F2 =9HRuth Noack)?] 7Hd Z=Fwlel 1204 I8gt do] Hojch 2AE9)
Hldliggods o8 8459 2%, 53] AR ofZert ves ZARHAL AdE=

e e Ada o] WolAley ¥ Rk W o]So] weldelo] Adt £3 WAIS

ARQl FAFoREe] T dAY el ode] o E(Emily Jacir), AlY A (Jenny
Holzer), T+&2 7Hd|8}e](Paclo Canevari) £ 27152 Ax|2 chdlE ] 2rgdEo] A A=

Aol ofe) wWSolsich, 7 el 1204 HUA HlaldEe] Aol sl Pl

Aol SRtk HAl A A FAFAE A ST W2 oleel AAEES &

=

M
flo

TR 9ol EAEe] Aok o BlErke olE

Eg)o(Lars von Trier)7} 7123k 7f¢l Auld Zcy

31 ‘HE%E(Chairman Mao)i} 2k~
Fa|= ok, * 28 BAT} o

4
I

l:l

L dlg AE2 e A oS Ueidle A & 5 Qlofof s, ol T3l AR thefRt
g vhe= & o QofoF drkal ARG MR OS5 AAHRL olirE HAL s
dews WA AT =N diFinto] ofyzt A& BAZIAE W7 = HEE ThaolWaat
gk Zlolok, AAl AAA 783 B2 97 2R 71T AEolAe dese A TsH

B2 o] 7)%50] mE WEE o] Y7IE STt tht BeRAYA Holk ofefst AA| 7|3 o=

A= olafstA] e BAASS M) 4 AEFS 8 /A7t gl X (Kitsch; §4 Hvlel

i

eI ole ZE) ZEolgl QAE|E sk, AEo] 712 AmE AAel Q7 Aol gt

19 The controversy was conducted at greatest length and ferocity in 4o, whete it began with various negative reviews of the Biennale in
September 2007.

20 Claire Bishop, “Vienna Inc.: The Analytic Documenta’, Joumal of 1 isual Cilture, 7 (2), 2008, p. 206. See this issue of the journal for many more critical
reactions to the Documenta.
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Fig. 9: John McCracken, Swiff, as shown at Documenta XII, 2007. Photo Julian Stallabrass.
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21 This is the argument of Oliver Marchat on Documenta XII. See ‘Schréder’s Return: Documenta 12 as a German Summer-Camp of
Reconciliation’, in Irene Montero, ed., sModernidad? ;V ida! Docimenta 12, Bramaria, Madrd 2007, pp. 375-81.
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Figure 10 a&b: Zoo art fair dealers, London, October 2008: photo Julian Stallabrass

22 See Colin Gleadell, ‘Art Sales Halved at Sotheby’s and Christie’s as the Recession Hits the Art Market’, The Daiy Telggraph, 19 January 2009.
23 I recently discovered that Andy Freeberg has been taking similar pictures; they will appear, with an essay by me, in Phofonorks magazine, no. 15,
Autumn 2010-Spring 2011.
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Fig. 11: ARCO, Madrid, 2008. Photo Julian Stallabrass
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24 See, for example, Immanuel Wallerstein, 1% Dedine of Amserican Power: The US in a Chaotic World, The New Press, New York 2003.
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The Fracturing of Globalisation

Figure 1: Nikola Uzunovski, My Sunshine, Macedonian Pavilion, Venice Biennale 2009. Photo Julian Stallabrass

The art wotld really became a world following the collapse of Eastern European Communism from 1989
onwards. Biennials sprouted in new markets across the globe, artists from Asia, Africa and South America
began to appear in major exhibitions in significant numbers, contemporary art scenes evolved outside the
US, Japan and Europe, and it became plausible to conceive of the art world less as a constellation of fixed
centres and more as a series of flows from one locale to another, accompanied by flocks of private jets.?>
Yet lately, the comfortingly multicultural scene that emerged has been subject to serious political and
economic stresses, which have already sufficiently disturbed that wotld to have produced within it some

very strange phenomena, and which threaten to break it apart entirely.
y gep > p Y-

25 This is an updated and revised version of an essay published in Jelle Bouwhis/ Ingtid Commandeur/ Gijs Frieling/ Domenik Ruyters/ Margit
Schavemaker/ Christel Vesters, eds., Now s #he Tinse: Art and Theary in the 219 Centmry, NAi Publishets, Rotterdam 2009.
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‘Globalisation’ is, of course, a complex and much contested term, but for our purposes it can be taken to
mean the consequences of the freer circulation of money, investment and goods (but not, at least
officially, of labour), and of the unequal international trade and legal agreements that regulated that
freedom. Space seemed to shrink as rapid travel became cheaper, and especially through the wider
availability of data communication systems, phones and the Internet. In its much-publicised utopian
moment, the globe became a universal play-area for the rich and for multinational capital. But
globalisation also encompasses the multicultural slums of the world’s mega-cities; the trade in human and
animal bodies, and in pollution; the imposition of neoliberal governments; the increasingly widespread
ruination of the environment; and indentured or even slave labour. So it encompasses the greatest

freedom and the greatest oppression, each structurally bound to its opposite.

The emergence of globalisation was also alighed with neoliberal politics and economics (this despite the
nationalist rhetoric of the pioneering neoliberal governments—of Thatcher, Reagan and Pinochet—
which was a mask for the radical erosion of national economies and cultures). So globalisation in part
caused, and was accompanied by, the familiar effects of neoliberal political and economic policies: the
clevation of finance and service economies over industry, rising inequality, the decline of the labour
movements, the emergence of a large and structural mass of the under- and unemployed, and the

repressive state apparatus necessary to suppress the protest such effects created.?

Until the early 2000s, there were good reasons to think that the globalisation of the art world had its
limits, and did not fully reflect the general globalisation of the economy. The dominance of the New
York art scene was one factor here: while many artists from China, Brazil, South Africa, Russia and Cuba
became prominent, many of them also ended up living and working in New York. The US, and New
York in particular, dominated the buying and selling of contemporary art, and as a consequence much of

the language and terms of its reception.?’

Since then, however, there have been profound and very rapid commercial changes, particularly in the rise
of Chinese, Indian and Russian art, and with it of indigenous markets. There was a five-fold increase in
the size of the Indian contemporary art market in a few years; and a ten-fold increase in average auction
prices achieved for Indian art between 2004 and 2008.28 Of the top ten auction prices for contemporary
art in 2007-8, three went to Chinese artists—Cai Guo-Qiang, Zeng Fanzhi and Liu Xiaodong Data on
the best prices achieved in first sales at auction in 2007 (thus focusing on emerging artists) show that

nearly three-quarters of the top fifty are Chinese, and (in a sense, more importantly) that over half their

26 For a compelling account of the association of neoliberalism and repression, see Naomi Klein, The Shock Dodtrine: The Rise of Disaster Capitalisne,
Penguin Books, London 2008.

27 For a fuller account, see my book A Incorporated, Oxford University Press 2004, chapter 2.

28 [ ¢ Mardhé de . Art Conterporain 2007/ 8, Attptice.com SA, Saint-Romain-au-Mont-d’Or 2008, p. 126.
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sales were made in China.?® As remarkably, in the annual turnover of contemporary art at auction, in
2007-8, China came within a hair’s breadth of overtaking the UK, for long the second-largest market.
These changes have taken place with breath-taking rapidity. The comparative dominance of the US has
declined, in line with its troubled economy and the decreasing global hold of its ideological model. In the
remarkable speculative fever that gripped the contemporary art world in the last five years, the promise of
globalisation was finally reflected in the market: successful artists could live (at least for some of the time)
in Moscow, Havana, Mumbai or Beijing and their works were purchased by domestic speculators and
collectors. Those who wished to follow developments in the contemporary world had to fly further and

motre often.

The longer-term globalisation of the art world has in large part been propagated by the rise of the
biennial. Here, ideally at least, the virtues of cultural hybridity and mobility are promoted through works
of art and acts of curation that are meant to erode fixed values and ideals, particularly national political
attachments and Enlightenment principles (given their haunting by colonialism, the Holocaust and the
Gulag). There is suspicion of any firm identification, lest it be to Rortyian principles of exchange of
views, lest it yield some abuse of the Other.3® Much of the work shown at biennials exploits the charge
produced by cultural splicing —socialist realism meets Disney, for instance, though the examples could be
effortlessly multiplied. The positive message of the biennial, again ideally, gestures towards the emergence,
through the intermixing of cultures, of a global consciousness in which all voices can be heard in

dialogue.

2 I ¢ Mardhé de - Art Contennporain 2007/ 8, p. 133.
30" See Richard Rotty, Contingency, Irony and Solidarity, Cambridge University Press, Cambtidge 1989.
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Figure 2: Alexander Kosolapov, Mickey and Minnie: The Worker and the Kolkhoz Woman, 2004-5, as shown at the
Moscow Biennial, 2007

The hybrid art itself, like the spread of pigeons or rats, forces the local species into narrow and insecure
ecological niches. In its shuffling of familiar post-conceptual devices and readily recognisable national
symbols and concerns into an endless parade of novel combinations, it remains identified with its nation
of origin. Fredric Jameson’s well-known remarks about Third World literature being condemned to
appear as an allegory of nation, applies to Third World art, but also to that of post-Communist states,
and increasingly to the art of the ‘developed’ world, too, when it is seized on by marketers for whom
national identification is used as a convenient pre-existing brand.3! Indeed, ‘young British art’, coming to
prominence in the mid 1990s, was one of the first national trends to compete on the new global market
by consciously performing its nationality by drawing on internationally renowned symbols of Britishness.
Even when an art work is not manifestly national-allegorical, it often gets read as such, urged along by

interpretation material that insists on national identification, such as those labels for works that include

31 Fredric Jameson “Third-World Literature in the Era of Multinational Capitalism’, Soaal Text, vol. 15, 1986, pp. 65-88.
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the artist’s nation of origin. At first sight, this insistence on nation-labelling may appear to cut against the
ideals of hybridity, but it celebrates the broadening ambit of neoliberal hybridity, the induction of culture
after culture into the realm of free exchange, where a new set of cultural tokens becomes available for

combination and trade.
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Figure 3: Antonio Muntadas’s Gzardini, 2005

That the process is far from complete was the point of a work by Antonio Muntadas made for the Venice
Biennale of 2005, entitled Giardini: a double-sided lightbox, it showed on one face photographs of all the
Biennale’s national pavilions, and on the reverse, a list—rather extensive—of all the nations that do not
show at Venice. There is, not coincidentally, a remarkable overlap between Muntadas’ list of absentees
and another list of nations: those in which live the ‘bottom billion” whose lives are the most impoverished

and insecure, or otherwise put that part of the ‘developing world’ that does not develop.3?

While the ideals of the biennial are politically liberal, they are also economically neoliberal—the
scepticism towards all ideals that might establish barriers to global exchange (economic or otherwise), the
denigration of the national, and the implicit endorsement through lack of critique of the ‘natural’
environment of the unfettered market. In its conventional recommendation of these neoliberal virtues,

the art world celebrates as freedom all that is forced upon us.?

32 The list of the bottom billion is compiled by Paul Collier in his book, Wars, Guns and 1 otes: Democracy in Dangerous Places, The Bodley Head, London
2009, pp. 239-40.
33 This is one of the main arguments of my book, A## Incorporated.
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Since the cultural politics of the art world is in contradiction with its economic basis (or to be more
precise, the economics of its production and consumption is in contradiction with the political outlook
of the large majority of its viewers, if not owners), these neoliberal virtues have to hide themselves, and
this concealment leads to much obfuscation in works of art, curating and the literature that might

otherwise elucidate them.

There are, however, aspects of the art-world celebration of globalisation that, beyond the irreducibly
contradictory nature of globalisation itself, tend to undermine the idealism of the Biennial, and lead the
viewer to critical thinking. There is the familiar critique of the easily recognisable standard character of
‘Biennial art’, with its spectacular inflation of size, gestures towards political themes, and fairground air—
products of hasty overproduction and the courting of easy controversy. There is the paradox, analysed by
Elena Filipovic, that while the Biennial is supposed to celebrate the local and the contingent, the standard
international-style white cube continues to reign as the wrapping in which the various products are
offered.3* There is the often-transparent character of the Biennial in boosting the fortunes of some city
or region in its efforts at gentrification, and in supporting—or even establishing—the local art market.
The funding of these necessarily expensive collections of shows produces further visible instrumentalism
which sits uneasily with the pure ideals of the Biennial, from sponsorship (branded rest areas, for example)

to the merchandising of the event itself through the sale of souvenir mugs and other knick-knacks.

Figure 4: Documenta 12 merchandise, 2007. Photo Julian Stallabrass.

34 Elena Filipovic, ‘The Global White Cube’, in Barbara Vandetlinden/ Elena Filipovic, eds., The Manifesta Decade: Debates on
Contemporary Art Exchibitions and Biennials in Post-Wall Eurgpe, The MIT Press, Cambridge, Mass. 2005, pp. 63-84.
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Above all, however, the lure and trap of money mocks the liberal ideal of the Biennial and the
globalisation of the art world generally. A central aspect of neoliberalism is the rise of inequality, with the
long growth in the fortunes of the wealthy and especially the super-rich at the expense, not merely of the
poorest, but of an increasingly large section of wage-earners, whose income has been declining now for
decades.’> The art world is one arena for the global super-rich elite to pursue their conspicuous
expenditure. Their increasingly extravagant ways of marking themselves out from one another with
gigantic yachts, private jets and helicopters, and vast mansions are of a piece with the love a proportion
of them profess for art. As Joseph Bachstein, co-ordinator of the Moscow Biennial, wrote of the rise of

the Russian collector:

What is a rich Russian? It means you must have an apartment in Moscow, a Bentley, a dacha on

Rublyovka, a house in London, a villa in Sardinia, and a yacht. Then you must buy modern art.3¢

Sarah Thornton describes the hundred private jets that touch down in Basel for the art fair, and the fine
gradings of socio-cultural rankings for those jostling for position at Venice, where for some dealers the
poolside of the Cipriani is their informal office.’’ What is purchased through participation in the art
world, through collecting or patronage, is not merely or even primarily things but access to a certain social
set, a type of quasi-intellectual discourse, and a social cachet in which wealth is leavened by high culture—
this is Bourdieu in practice.?® The art that has made personal interaction its metier merely formalises this
arrangement by providing the global elite (already homogenised through wealth and cosmopolitanism)

eccentric opportunities for socialising,?

35 See David Harvey, .4 Bragf History of Neoliberalism, Oxford University Press, Oxford 2005.

36 As quoted in Sophia Kishkovsky, Moscow Biennale Pokes Fun at Consumers and Politicians’, New Yor Tines, 10 March 2007.

37 Sarah Thotnton, Seven Days in the Art World, Granta, London 2008, pp. 78, 224,and chs. 3and 7.

38 See Pierre Bourdiew, Distinction: A Social Critigue of the Judgement of Laste, Richard Nice trans., Routledge, London 1984.

39 'The manifesto for this att is Nicolas Bouttiaud, Reational Aesthetics, trans. Simon Pleasance/ Fronza Woods, Les Presses du reel, Dijon 2002.
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Figure 5: ARCO, art fair, Madrid 2008. Photo Julian Stallabrass

There is another kind of tie to money, which is relatively new (and now endangered): art as a pure
investment—especially as a hedge against the downward movement of other types of investment. It is
the use of art as a hedge which explains its relative buoyancy in the downturn, and why the situation in
the art world seems a little less dire than, for example, in the British property market or the US car market,
as it reflects the general flight from immaterial holdings to material goods such as wine and gold. There is
generally a cost to owning art, which performs less well in gaining value than stocks and shares, and
which is costly to insure, conserve and sell. That cost is part of the basis for its social cachet. The
contemporary art bubble that began in the early 2000s and burst in 2008 changed that calculation, and
instrumental investors moved in. One result was the rapid lionisation of young artists, since they offered
the greatest opportunities for successful speculation. There was a frenzy to be in on the investment
opportunity that the rising art market presented: during the run of the PS1 exhibition, Greafer New York,
in 2005, which showed a large number of younger artists, those mentioned favourably in the press had

queues of potential buyers outside their studios the following day.

The concerted manipulation of prices by hedge-fund traders, who have carefully chosen artists who they
consider to be under-valued (whose prices are comparatively low but are held in prestigious collections

and have a good critical reputation) have caused rapid and spectacular rises in the prices of some artists--
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Richard Prince being a model example.*0 Small groups of dealers and collectors also conspire to gather
large amounts of an artist’s work and drive up the price by bidding way over the odds for his or her work

at auction.*!

The art boom tended to produce a particular kind of work: spectacular objects that served well as
conversation pieces in the living rooms of billionaires. The focus on money, prestige and celebrity was
and remains in tension with the qualities of art that make it most valuable to that very elite, for it should
gesture towards the higher realm of autonomous action and absolute, individual freedom, and not to the
grubby world of the bottom line (Damien Hirst, in recent works, including his notorious diamond-
encrusted skull, almost makes this a theme). Art during the boom became a paragon of globalised culture,
in which the lingua franca was no longer American, and not even the English language, but simply the

power of money.

Figure 6: Thomas Hirschhorn, The Incommeensurable Banner, 2007.

The years of the art investment boom were also those of the ‘war on terror’, though sadly the war lives
on. While the excesses of the boom mocked the political ideals of cultural globalisation, the war on
terror—summed up in President Bush’s slogan that you are either for us or against us—was a more direct

assault. On both sides, after all, the world was not one, but was split between terrorist and hero, religious

40 See Molly Concannon, Collecting Richard Prince : Strategies of a New Type of Investor in the Contengporary Market, MA Dissertation, University of London
(Courtauld Institute of Art), 2005, passim.

41 Marc Spiegler, Ts the Art Market the “New Economy’”, in Margtiet Schavemaker,/ Mischa Rakiet, eds., Right About Now: Art and Theory Since the
19905, Valiz Publishers, Amsterdam 2007, p. 135.
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fanatic and true believer, those who love death and those who love life. The invasions, kidnappings,
beheadings, murders, torture, extra-legal imprisonment, and the bombing of civilians (whether with
home-made explosives or million-dollar missiles), much of it captured on photography and video for

propaganda purposes, fractured the globalised ideal.

Multiculturalism itself came under attack, and the drawbacks as well as the virtues of hybrid mixing
became evident. In the UK, this was illustrated graphically when British-born suicide bombers attacked
London buses and underground trains, an event that helped to bring about a volte face in state policy
towards multiculturalism. There was a confrontation here with others who were truly other, who were
uninterested in swapping stories or recipes, and wanted only the death of apostates and the destruction
of their culture.#? With that confrontation came a widespread demonisation of a broad swathe of culture

and religion.

Fig. 7: Abu Ghraib, Iraq: 11.35 pm Nov 4 2003. The body bag was opened so CPL. GRANER and SPC HARMON could take

pictures of the detainee.

At the same time, ‘we’ in the West also became unrecognisable in our fundamentalism. The US and its
allies behaved in ways that were as alien to our purported values as were the acts of our enemies. Did we
really have our agents snatch people from streets to be interned indefinitely in secret torture centres? Did

we really imprison their children to extort information from prisoners? Even the new administration,

42 For the limits of liberal multiculturalism, see Slavoj Zizek, Multiculturalism, or, the Cultural Logic of Multinational Capitalism’, New Igff Review, no.
225, Septembet-October 1997, pp. 28-51.
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acting on the intelligence of the whereabouts of Al Qaida and Taliban suspects in Afghan villages,
delivers a bomb to that location by pilotless drone. How is that morally different from detonating a truck

bomb at a political parade?

In this situation, the (neo)liberal art world finds it hard to place itself: it can comfortably attack US
neoconservative fundamentalism as a bartier to free flows of trade and culture, and does so often. Mote
rarely, it can register the full extent of Western brutality (one of the few exceptions here are large
installations by Thomas Hirschhorn which reproduce images of bodies shattered by modern munitions,
along with advertising and pornographic material). Can it also bring itself to attack Islamic
fundamentalism? Or the broader cultural and religious predilections that bring it into existence? To do so
would clash with one of its core values—an ethical respect for the ‘other’ that is the basis for free trade,
free cultural exchange and even tourism. More fundamentally, the danger of any oppositional art, of an
art that speaks too cleatly and with too radical an intent, is that it takes on too clear a use, losing its art-
like character to become a part of the mundane world of politics and propaganda. In its celebration of
individual autonomy, art must never tie itself to use, or must only do so in gestures that are self-evidently

futile or Quixotic.

Figure 8: Regina José Galindo, Confession, 2007
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Hence the hard-to-credit claims of artists, who on the face of it appear manifestly political, and whose
work appears to set out to alter a political climate of opinion, such as Santigao Sierra and Regina José
Galindo, that their art is meant to have no political effect. Hence, the continual playing up in
contemporary political video and photography of the mechanisms and rhetoric of representation (for
instance, in the work of Omer Fast), so that thoughts about political content face continual interference

from those about how politics is represented.

As the boom and the war on terror coincided, the Biennial, a thermometer of art world climates,
registered both, crazily. So the phenomenon of the split Biennial emerged, in which the formal and the
political were pushed up against each other without sufficient reflection or mediation: signal examples
here include Robert Storr’s Venice Biennale , and Roger Buergel and Ruth Noack’s Documenta XII (both
2007). Storr’s Biennale was the cause of furious controversy around its strange mix of elements, and
particularly about what some saw as its tokenistic inclusion of African art.¥> Many also commented on
the strange mix of formalist ‘classical modern’ painting at Venice and the inclusion of political-
documentary work by the likes of Emily Jacir, Jenny Holzer and Paolo Canevari. A similar mix of
formalism and political radicalism was on offer at Documenta XII, and so schizophrenic a brew was by
many with bewilderment. One critic described it as being ‘like a private collection curated by Chairman
Mao and Lars von Trier’.* Both Storr, and Breughel and Noack claimed to be allowing art to speak for
itself, and to be appealing to the broad publics that attend such events, yet both felt that they must include
work that bore on the political, and both produced events that tended to befuddle even expert viewers.
Sometimes the decorative and the political met in bizarre works of political entertainment and spectacle.
Viewers, unenlightened by confused curatorial justifications, moved from decorative abstraction and
knowing kitsch to large-scale displays of documentary photographic and video work that at least referred
to the most hideous and desperate human situations. In the worst cases, the political, and even terror itself,
was rendered aesthetic.*> Curatorial pretensions to coherence were lost or wilfully abandoned. This was
the high art reflection of the fracturing of globalisation—in broken and deeply split Biennial displays,
which no longer seemed to function placidly as the mere emanation of the aesthetic tastes and ideals of
the curators, but must also register, with acute discomfort, the political storm that blows beyond their

walls.

43 The controversy was conducted at greatest length and ferocity in_Arformm, where it began with various negative reviews of the Biennale in
September 2007.

4 Claire Bishop, Vienna Inc.: The Analytic Documenta’, Jourmal of Visual Culture, 7 (2), 2008, p. 206. See this issue of the journal for many more ctitical
reactions to the Documenta.

4 This is the argument of Oliver Marchat on Documenta XII. See ‘Schréder’s Return: Documenta 12 as a German Summer-Camp of
Reconciliation’, in Irene Montero, ed., sModernidad? ;V ida! Docimenta 12, Bramaria, Madrd - 2007, pp. 375-81.
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Fig. 9: John McCracken, Suf, as shown at Documenta X1, 2007. Photo Julian Stallabrass.

Then, as if that situation was not extraordinary enough, there came the crash of 2008. It’s hard to know
just how it has affected the contemporary art market. Aside from the auction houses which have to
declare their figures (if not the manipulations that produce them) the market is private and highly
secretive. You hear optimistic public statements, which may be more like wishes than truths, and
pessimistic private ones. The auction records do give some indication of the effect of the crisis. Even in
October 2008, contemporary art sales in London were badly affected, with many lots bought in, and
others failing to meet their estimates—including works by major artists such as Gerhard Richter and
Takashi Murakami. Buying has not ceased, and occasional signal prices are reached, to much publicity,
though rarely with contemporary works. The number of contemporary art lots sold halved, as did their
average price. Compared with the previous season, the overall value of the auction market for
contemporary art has fallen by over three-quarters. .46 Hedge fund traders and pure investors have been

leaving the market.

46 See Colin Gleadell, ‘Art Sales Hatved at Sotheby’s and Chiistie’s as the Recession Hits the Art Market’, The Daily Lelegraph, 19 January 2009.
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I have tried to come up with a visual illustration for the crisis, along the lines of those photographs of
vast numbers of new cars, sitting unsold near their factories; here bored and lonely art dealers try to

amuse themselves with papers or laptops at the Zoo Art Fair in London in the autumn of 2008.47

47 T recently discovered that Andy Freeberg has been taking similar pictures; they will appear, with an essay by me, in Phofonorks magazine, no. 15,
Autumn 2010-Spring 2011.
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It is too soon, of course, to say what will happen at this time of unique economic trouble. Art at a time
of recession tends to become more innovative, as artists have to abandon the golden umbilical cord in
their attempts to rethink their identity, exploit new technologies, and engage with issues that interest large

numbers of people.

It may be that recession will lead, as it has done before, to new modes of working in which collaboration,
dematerialisation and the side-stepping of the market gain some traction. In a situation where the art
world was split weirdly between an engagement with politics and the (rarely overlapping) gilding of the
lives of the global elite, we may expect radical change when one half of the structure is suddenly
chopped away. At the same time, art fair and biennial are dependent upon one another, and as the market
declines and state funding is withdrawn, the biennial model may also falter. One might hope for a wave of
work that is not only documentary but is also fixed on new technologies of communication, and that
engages with its audience seriously in collaborative works of discourse, that, in short, takes democratic
values seriously. One might even anticipate that Biennials become more cogent reflections upon the
extraordinary conditions of the world (political, economic, military and environmental) and the role that
art plays in their propagation and critique. Yet it may be that the art world as it is currently constituted is
unsuited to deliver such work, and that only a recession that is deep and long enough to change the basis

of its economics, and the very conception of what an art work and an artist is, can change that.

Fig. 11: ARCO, Madrid, 2008. Photo Julian Stallabrass
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We are, nevertheless, faced with two deep uncertainties: first, that the financial crisis is an unprecedented
one—the first in the post-Cold War era to have done what previous crises threatened to do, and become
global—and we have no idea of its length, depth or true character. Second, that in its unfolding, we have
little notion of the shape of the power relations that will emerge in the world that follows: will this, for
example, spell the end of US dominance, as many commentators have been warning for so long?* And,
if so, where will the new centres be, and what will be the concerns of those who govern them? Art world
centres have tended to also be centres of financial capital. In the coming world, it may be Europeans and

North Americans who have to face invasions of culturally dominant alien

48 See, for example, Immanuel Wallerstein, 1% Dedine of Amserican Power: The US in a Chaotic World, The New Press, New York 2003.
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