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Dwellings of carton, tarpaulins without rods,
tables with three legs: these objects out of use
and situations of ,exceptional circumstances’ are
documented by the Leipzig artist Stephanie Ki-
witt in her work ‘quartier’. If there is a potential
use for these observed constellations in social
space stays a question in the background.

However, Kiwitt reveals their specific fragili-
ty and odd poetics by displaying the metaphysics
that results from human use.

She herewith applies the delicately tuned
method of “straight photography” that always
alludes to the ever present narration but which
eventually leaves it open.

AMERIKA



d | g
!ii:':: LE
4!'.1';!-.

1

bricolage
Dia projection, 40 slides
2003
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Florian Ebner

Scotch

On contingence and (auxiliary-)construction in
Stephanie Kiwitt‘s urban bricolage

On the way from the inside to the out-
side, one’s gaze stays focused on the strange
seating arrangements. A low seating device is in
view, bolted to light coloured floor tiles, near a
glass pane, which separates the room’s interior
from the footpath. The metal bars are painted
with white enamel; only the base panels have
been spared. One surface of the empty twin
seats has been covered with a stack of folded
cardboard boxes in place of the missing seat,
held together with white tape and stuck to the
frame in several, as the improvised makeshift
chair’s creator would call it in a French launde-
rette, bouts de Scotch.

Scotch is a prevalent brand name of ad-
hesive tapes in Great Britain and France. For
Stephanie Kiwitts new photographic series
Bricolage, Scotch is more than just a detail. It
is the symbolic thread that wends through the
pictures when, for instance, in other shots, the
tape serves to withdraw a defective petrol pump
from operation or to scantily patch together the
demolished front end of a car. But the bricolages
are not only, as the translation suggests, handic-
rafts; it is much more about disturbances in the
official aesthetic order of the streets or in the
urban habitat:

Stephanie Kiwitt’s works belong to a docu-
mentary style of contemporary photography
and, within this paradigm, they represent a
young genre, which revitalises itself through
new forms of presentation, the examination
of its own methods and the impulses of other
image media, for instance through video. The
series Bricolage is, in this sense, exemplary. The
40 pictures, taken in Budapest, Berlin and Paris,
are projected. Each photograph holds for seven
seconds, enough time for the viewer to be drawn
into the construction of the image, which comes
across as casual. The pictures draw their ambi-
valent status from this form of slide projection:
they show us something in an almost demonstra-
tive way and, at the same time, they continuous-
ly stray away. The flecting beings they are, they
become impressions of the street again, which
overlap, modify and complement each other in
their progressive reception.

The presentational form corresponds to the
structure of the photographic perspective. Two
qualities can be worked out, which do not ex-
clude themselves, but rather overlap themselves
in the pictures. One is the contingence of the
scenic, of the micro-event in the street scene:
a woman cowering in a telephone box, or a pe-
destrian with a bag on her head. The action

seems almost abrupt, the scenery seems disor-
derly, the perspective seems distorted, the edges
of the pictures are marked by street parapherna-
lia - but the alleged pictorial distortions serve as
the actual agents of the reality effect.

If the first quality of these observed
events is embedded in our urban reality, then
the second gives the staged objects a metaphoric
character: it is the eye for details in and of them-
selves insignificant. The displaced constellations
receive a new and unique meaning through the
photographic act and through the way in which
the things are set in the centre of the image. The
insistence of the eye with which the photogra-
pher investigates them seems to accord a certain
logic and systematic to the quirks found on the
street and the careless repair jobs. And so the
makeshift handiwork turns into instant sculptu-
res of everyday life; the improvised barricades
become installations in public space. This pro-
cess of transfiguration and the photographer’s
signature style of bringing into view are structu-
rally related to how the ready-made functions.

Something anarchistic underlies the pictures
of the series as a collective characteristic. With
a certain satisfaction, they show the marks the
pressure of the street leaves on the invention of
a city planning that wanted to domesticate pu-
blic space by trying to assign it a homogenous
design. A futile effort, following Boris Groys’
reflections on the city on its way: “If, in the
end, there is anything lasting in our cities, then
only this constant preparation for the creation of
something lasting, constant delaying of the final
solution, constant reconstruction, lasting repair
and fragmentary adapting to the new require-
ments.”

Through their position and method as
straight photography, the bricolages distance
themselves from those tendencies of contem-
porary photography, which try to represent
the visions of the modern city by penetrating
into their matrix and slaving away on models.
Instead, Kiwitt documents the rips and tears,
the realized plans’ manifested deformities and
the subversive acts that oppose the plan’s reali-
zed monotonies. Perhaps - as touched on in the
found bricolages - the creativity of a modern
society shines through in its imperturbable agi-
lity with which it can prevent the breaking apart
of normalized progress and practiced solutions,
with or without Scotch.

I Boris Groys, »Die Stadt auf Durchreise«, in: Logik
der Sammlung, Miinchen: Hanser, 1997, S. 95
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Two Japanese People Who Are Looking At ...

Projection, installation view, Institut Francais Leipzig

2003
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Sightseeing or What is seen when view-
ers view viewers

We receive a guided tour. Right at the begin-
ning of the trip we see the tour guide over our
shoulders, an older man with greying hair. He is
holding a microphone in his hand and accompa-
nying the sights passing by the bus window with
extra information for the short-term memory.
Before our view can pass through the window
to the outside, the picture dissolves into white
light. Without fading to black for even a second,
the next picture comes into view from the glea-
ming bright field of light and two figures form:
a man and a small boy from behind, looking at
something. But what?

Already in the title of her work, Stephanie Kiwitt
points to that which is seen, without letting it be
seen. The unfinished line “Two Japanese people
who are looking at...” describes the content of
her pictures nearly perfectly yet is more than a
pure pleonasm between picture and language:
it declares the ubiquity of Japanese tourists as
prototypes for global short trip makers as well
as that of the English language as a worldwide
idiom. This contemporary as well as unexplai-
ned omnipresence comes into the foreground;
in contrast, the object of the subjective interest
goes unmentioned - that is, the specifics of time
and place, which has just caught the attention
of the passers-by. The following is to be seen:
the photographically recorded view of people
looking at something; these people, in particu-
lar, who cross the view of the photographer as
tourists, people out on a walk or simply pedestri-
ans; and finally, the object of desire or, at least,
the surroundings of that which is being viewed.
Should not that which does not fall within the
framing of the picture or which is covered by
the figures’ bodies yet has their attention catch
the attention of the viewer among these guided
views through the lens and over the shoulder?
But what could that be?

In Stephanie Kiwitt’s work there are some mo-
ments that could serve as a reference to 19th
century painting: the motif of the figure from

behind

looking at a landscape in the distance is tight-
ly anchored in the collective image conscious-
ness with Caspar David Friedrich’s depiction of
the Wanderer iiber dem Nebelmeer (Wanderer
across sea of fog) and is, in current interpreta-
tions, drawn in connection with mystic-covered
introspective and a longing for the hereafter ful-
ly conscious of death. Kiwitt picks up this motif
and unveils it at the same time in her medium as
a projection with a double meaning: her figures
from behind neither descend from the imagina-
tion in the studio nor transport a mystical pro-
gramme, rather, they are the subject of casual
photographs with documentary character, from
which a light irony can often not be denied. The
pictures’ romantic moment is played through as
a means of staging the photographic perspective
as well as - as in the case of the artificial rocks -
as a model quotation shown in reality. However,
in the centre of the pictures stands the yearning
of people who want to see something, without
any demands to answer what that could be. This
yearning, which interests Kiwitt here, is a very
routine, not to mention banal yearning: it is the
yearning for sight itself.

Tina Schulz
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Two Japanese People Who Are Looking At ... detail, Institut Frangais Leipzig
2003
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Paar, das den Weg hochgeht

The scene is a young pair climbing up a slope. The
sequence’s filmic narrative structure leads astray from
the pictures’ limited informative content; even though
the photographs were taken in intervals of only a few
seconds, they hardly tell anything about the event they
contain. The portrayed pair’s clothing, manner and look,
the path’s condition and the surrounding vegetation lure
the viewer to conclusions, which inevitably end in the
cul-de-sac of rigid attributions.

Tina Schulz
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Stephanie Kiwitt

1972 born in Bonn
1992-94 stay in Prague
1994-95 photographic assisstant in Berlin

1994-98 studies photography at Institut of Photography Opa-
va, Czech Republic

1995-97 Communication Studies, Fachhochschule Potsdam

1997-2004 Studies at the HGB (Academy of Visual Arts) Leip-
zig, class of Photography and Media of Prof. Joachim Brohm

since 2004 Meister student in Prof. Timm Rautert‘s class
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2007 working stipend of the Kulturstiftung of the State of Sa-
xony

2006 DAAD scholarship Marseille, France

2002-03 Working stipend Ecole Nationale Supérieure des Be-
aux Arts, Paris

2002 Art Award of the city of Bonn

2001 Budapest scholarship of the city of Bonn
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