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‘ART CANGIVEUSHOPFE’

In their latest provocative installation,
opening in London this month, Scandinavian
duo Elmgreen & Dragset address their anger
at populist politics and the demise of civic
space. But making and experiencing art is

a positive step, they say. By Louisa Buck

he di duo
Michael Elmg

among the most mis-
chievously provocative
artists working
The pair have ¢
working together since
1995, and whether they
are installing a perma-
nent Prada boutique in the Texan desert

sday.

Albert Museum

a-packed home of
fictional elderly architect, their wittily
subversive art challenge:

within the art world and society at large.

Funny they may be. but the art world
takes them very seriously: in 2009, the pair
were the first artists to occupy simultane-
ously two pavilions at the Venice Biennale,
and in 2017, they became the first artists
to curate the Istanbul Biennial. The duo’s
first UK survey opens at the Whitechapel
Gallery in east London this month, with
works spanning more than two decades of
collaboration and a major new site-spe-
cific commission made in response to the
gallery and its surroundings, all of which
continue to expose the power structures
that underpin our everyday lives,

THE ART NEWSPAPER: The title of your
Whitechapel show is This Is How We
Bite Our Tongue. What is the thinking
behind this?
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One Day (2015), Modem Moses (2006) and
Capitalism will collapse from within (2003)

zer that YOU sce COming out
take it out

In The Welfare Show at the Serpentine
Gallery in 2006, you converted

the gallery into a series of dismal
institutional public spaces that exuded
a general air of social malaise. The
world is now an infinitely scarier place;
do you feel you are picking up where
that show left off?

stit f, and

dings, as a start

responding to

the Whitechapel is safee, but no space
for ever: we've seen so many play
grounds, civic spaces and public buildings

nsfor os or

es or hotels.

You've turned New York's Bohen
Foundation info a subway station, the
ctoria Miro gallery into a nightclub
and two Venice Biennale pavilio
the homes of fictitious art collecto
Why is It important to transform art
spaces in this way?

ME: We of

PradaMarfa (200

This permanent sculpture of a fully

stocked but sealed Prada boutique is
inthe Texan desert, 42km north-west of the
city of Marfa. “It was a work about making

experimentalland art,”the artists say. "It was

not only about how a Prada shop would look
inthe desert, it was also about how a desert
would ook with a Prada store. because the
desert has also been commodified as the
backdrop to road movies, to commercials... it
was awork that was out of sight for everyone
andthen Instagram was invented and it went
viral. It went in many directions and into
‘many contexts that were completely
unintended from our side”




page 2 of 2

THE ART NEWSPAPER REV

experience the art, so

it looks different from a

normal exhibition space.

‘There are many fantastic institu-

tions in London, but if you go from

«ane white cube to the next, and just see dif-
ferent artists” work in settings that remind
you of each other, you might be a little bit
slowed down in your curiosity and your
openness and your perception. Sa we try to
pull people out of the routine of going to
an art show and place them in a completely
different environment, where suddenly it
may be more possible to actually look at the
art that is in this strange environment.

‘What is your working method? Do you
have a system? You used to live together
and now vou don’t; has that changed
how you work?

1D: The funny thing is that we never sat
down and talked about a system. The way in
which ideas come up is very fluid and comes
from such different places: from travel, or
seeing a work in a historical museum, or
being upset by issues you read about in a
newspaper article. Or it can be from a night
out on the town, or literally looking out of
the window, observing a neighbour smoking
on the balcony in shorts. Chance observa-
tions trigger the dialogue.

ME: Now we are so old that we can't even
imagine another way of working in this life-
time. We are far tao Jazy 1o be one single
artist: if we only did half of what we are

. it would be really bad. One could

say we are in it for the dialogue; that's our
working process. The endless conversations
we bave about ideas and how to execute
them, about aesthetics, and about being
upset about political marters, that is what
creates the art. But when we work with
other artists or when we work with cura-
tors or institutions, it's also a dialogue, and
there’s also the dialogue with the audience.
The art is somehow an excuse for the dia-
logue. an excuse for an ongoing communi:
400N FBOULTHINES That MaTter.

How important is the fact that neither
of you trained as an artist and that
vou both came to making art from
other disciplines — Michael as a writer
and 4 puet and Tugar from theatre and
performance?

10: One of the best things about coming a
bit from the outside is that you are not so
afraid of authority and you are perhaps not
so respectful of ules, because you didn't
grow up with them. Once you know what

Mischievous:

the artists”

T sculpture Gay
Marriage (2010)

the rules are, it is almost
too late to abide by them.
ME: ] am still struck by sur-
prise at the art world's ignorance
and arrogance towards its audience.
It's the only art form that seems to fulfil
itself within an internal introvert system of
a very few. If you are in the theatre or if you
are wniting, you fucking need an audience,
| because if you don't sell any books or you
don't have anyone in the theatre, you fail,
and it's embarrassing. I think that it is quite
special for us to be coming from somewhere
else. I don't think you need to talk down to
people. I don't think you need to be popu-
list or try to make hits or drag in millions of
people. but | care about the average art-goer
coming to my show as much as I care about
a critic or a collector or a curator. | actually
like the audience.

“lam still struck
by the art world"
ignorance and
arrogance towards
its audience”

But how effective can art be? Does it
have a purpose beyond reflecting back
our awful world and causing us all
wring our hands some more?

ME: Art can give us hope because some idiots
are making something that costs them a lot
of effort for absolutely no reason, but they
still think it's werth it. That kind of behav-
four is what is called cwilisation, Doing these
useless things is being civilised, What art

can do 15 make us less fearful If this institu-
tion dares to show Elmgreen & Dragset — two
adult men who are saving that it is so impor-
tant to play dolls’ houses with reality and to
PUE SO Many Tesources 1nto creating tus kind
of imagined universe for the spectators —
then you, as an audience. can be allowed

to be silly as well. You can be allowed to be
free and not to care what certain people may
say about your behaviour. So | think art can
make you less fearful. Only fearful people are
easy to manipulate by populist politicians.
1D: Art is a great place o keep the

flame alive,

* Elmgreen & Dragset: This Is How We Bite

Our Tonguie, Whitechapel Gallery, London,

27 September13 January 2019
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i that we had to
with younger men and works of art, but sadly, he comment on the
ip face down in a pool, with hi it of Trafalgar
the edge. i Square, with allits.
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other our bodies. If: umyn-.l toput
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