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13 / Bruce Mauman, Burning Small Fires.
1968

Artist’s book, folded offset lithograph on
one sheet, Cover (closed) 32.0= 24.4 em;
unfolded G4.4 <1245 em

Photo: ® Bruce Maumann § Artists Rights Society
(ARS), Mow York

made, to the practice of burning draft cards, which began
in1964.5

Alongside such historical associations, the word
‘inferno’ also recalls the first book of Dante’s Comedy, the
great fourteenth-century epic that traces the journey of
the everyman Pilgrim down into the nine circles of Hell,
up through the terraces of Purgatory, and beyond into the
heavenly spheres, where the journey ends with a salvific
encounter with the Divine. In particular, in the third
Round of the seventh Circle of Hell, the blasphemers,
sodomites, and usurers — for Dante, the Violent Against
God, Nature and Art, respectively — are punished by
being strewn across the Plain of Burning Sand. Onto this
barren scene, a rain of fire falls endlessly, scolding the
skin of the afflicted sinners, in dark correspondence with
the horrors of Napalm: ‘the sand was kindled by it like tinder
under the flint, to redouble the pain. There was no pause in the
dance of the wretched hands, now here, now there, beating off
from them the fresh burning.®

By the mid-1960s, the connection between Dante’s
Hell and contemporary politics had become something
of a leitmotif in post-war American literary and artistic
culture. Ezra Pound's Cantos continued to exert a powerful
influence upon poets such as Charles Olson and LeRoi Jones
(later Amiri Baraka), the latter publishing his extraordinary
autobiographical novel The System of Dante’s Hell between
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1959 and 1965. In 1958, the year that Pound was released
from psychiatric care at St. Elizabeth's Hospital, where he
had been incarcerated since 1945, Robert Rauschenberg
began his celebrated Inferno illustrations (1958-1960). These
thirty-four drawings were produced using the innovative
method of solvent transfer, which involved soaking
newspaper fragments in cigarette lighter fluid and scoring
them on their backs with an old ballpoint pen to press the
stuff of the daily news into the drawn sheets* Included
there were buildings such as the Soviet Ministry of Foreign
Affairs and the Capitol Building, and politicians such as
Patrice Lumumba, John F. Kennedy and Richard M. Nixon.
Biichler’s selection of typeface for his inscription
is itself loaded, both in terms of his choice of Ed Ruscha
(whom Jeff Wall referred to as an ‘American Everyman’)
and the date of the specific source painting, Inferno (1989).%
[10] If 1963 was a Cold War flashpoint, 1989 heralded its
end. That was the year in which the Soviet Union began
to decisively crumble, with the fall of the Berlin Wall, the
Velvet Revolution in Prague, the Romanian Revolution,
and the Tiananmen Square protests in Beijing. Ruscha's
painting is itself small, 18 x 24 inches. The word INFERNO
is painted in white capital letters in a square font across
a brooding, indefinite grey-blue ground. Here the massive
implications of the title rub up against its diminutive scale,
an aspect of its appeal for Biichler.
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In fact, Biichler had already responded to Ruscha’s
work specifically as early as 1992, when he made The
Case of Ed Ruscha, a found multiple that is technically
an ‘assisted readymade’. [11] The editions are made from
safety notices found in a cupboard at the Glasgow School
of Art — itself now twice consumed by fire — which
were trimmed to leave the words, IN CASE OF FIRE,
printed in large red capitalised letters, and, smaller
and in parentheses below, NO MATTER HOW SMALL.
Separated by twenty years, both works point to Ruscha’s
early book-work, Various Small Fires and Milk, which was
made in 1964. This was the second of Ruscha’s influential
series of such works, the first book, Twentysix Gasoline
Stations, arriving in 1963. Strangely both indifferent to and
intoxicated by the everyday world of Los Angeles, these
books were crucial to the development of conceptual art
through the mid-1960s, becoming paradigmatic. Biichler’s
Small Inferno returns pointedly to Various Small Fires,
which included the photograph of a hand holding a lit
Zippo as one of its eponymous blazes. [12]

What does it mean for Biichler to bring the traumas
of Vietnam together with the apparent neutrality of
Ruscha’s contemporaneous practice? This could perhaps
be the start of a polemic against the self-sequestering and
refusal of extra-artistic meaning by proponents of early
conceptual art. In interviews and statements, Ruscha
adopted a persona of studied nonchalance and self-
conscious neutrality. The beginnings of such a critique
might be suggested by Bruce Nauman's 1968 intervention,
Burning Small Fires, as Taylor Walsh has suggestively
argued in a recent article. [13] Nauman's work is an offset
lithograph, which, when unfolded from its modest closed
dimensions of 32 x 24.4 cm, becomes poster-sized and
displays fifteen black and white photographic images,
each one showing a page of Ruscha’s book set on fire.
Photographing fires that use photographs of fires for fuel,
Walsh argues that Nauman enacts a ruinous rehearsal of
Ruscha’s own method’.%> She contrasts Ruscha’s apolitical
flames’ and ‘benign combustions’, with Nauman’s evocation
of images of burning draft cards, which had been widely
circulated in the American media since 1964, restoring
to fire the sense of ritual power it held in the culture of
protest in the late 1960s.% Ruscha’s relentless banality’,
according to Walsh, thus gives way to the ‘volatile forces” of
social and political disturbance.5

While she is careful not to rebrand Nauman's
work as a ‘pacifist manifesto’, it may be that Walsh
nevertheless maintains too sharp an opposition between
Ruscha’s low-stakes fires’and Nauman’s more critically
engaged reprisal.® While the deployment of the
historically specific political valency of Nauman’s work
is illuminating, it is nevertheless problematic to insist
upon a complete absence of such significance in Ruscha’s
own. As Biichler himself notes, ‘it is worth pointing out
that the subjects of [Ruscha’s first book] is gasoline stations.
Already in the early 60s oil — a combustible stuff — was
politics.”¢ Ruscha’s immersion in the everyday world of
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Los Angeles necessarily implies a relationship with the
social, political, economic, and cultural formations that
structure that form of life. The subjects of Ruscha’s books
are ‘infra-ordinary’ in Perec’s sense, eschewing the drama
of the headlines for the sake of burrowing into habitual
experience: our language, products, architecture, ways of
moving. Indeed, Ruscha refers to his own way of working
as a kind of ‘waste-retrieval method’, explaining that

‘I retrieve and renew things that have been forgotten or
wasted.”” The nature of such overlooked spaces, objects
and routines, are hardly ‘low stakes’ in that they bear
upon the very structure and fabric of everyday life.

Yet what troubles Walsh, and what she regards
Nauman to be critiquing, is an absence of clear critical
tendency articulated in Ruscha’s work: a lack of
judgement regarding contemporary conditions and the
forms of violence, inequality and injustice that subtend
them. Biichler’s Small Inferno brings infra-ordinary
aesthetic practices into a tense relationship with an
awareness of geo-political conflicts in a more pressing and
pointed way; yet he too refrains from articulating a clear
position regarding that relationship just as, in his own
way, does Nauman. Instead, his compact rebuses, giving
new life to the obsolete, serve to embody a disposition
towards the world and to formulate the question in a mode
that is both open and precise.

Aesthetics and (Anti-)Politics

There could nevertheless be an impatience felt here with
regard to the difficulty of determining where Biichler
stands on the wider social, political and philosophical
problems engaged by his work: is Small Inferno suggesting
that Ruscha should have been more explicitly partisan

in political terms, or not? Is Il Castello presenting artistic
labour as more valuable than that of Biichler’s builder, or
not? Does Loose Tongue constitute a critique of the troika’s
treatment of Greece during the debt crisis, or not?

In interviews and other statements, Biichler is clear
on this point: Art is political,” he asserts, ‘but the moment
you start using art as an instrument of politics you lose the art
and you gain — no, you don’t gain anything, you find yourself
holding a very blunt instrument.’® And, more provocatively
perhaps, he asserts, Art is not going to cure the problems of
global capitalism. It is entangled in it. The most art can dois
assert the autonomy of the artwork itself (and its promiscuity,
and its irresponsibility) and resist any pressure on artworks to
be enlisted for ideological ends... Art can articulate alternatives
but it is not in art’s power to renew any meaningful forms
of social consensus and communal bond.” In this, there is
a deliberate resistance to the kind of instrumental logic
that determines the agendas of most UK governmental
policy regarding the arts and of arts funding bodies,
which often seek to re-establish art’s precarious
reason to exist on the basis of its powers of revenue
generation, community enhancement, or technological
demonstration.™
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This is not to say that as a pedagogue and public
intellectual Biichler does not take aim at specific
political questions, as well as at the instrumentalisation,
privatisation and trivialisation of public discourse on
art and culture.” Regarding the work that the artwork
itself might perform, however, Biichler aligns with the
variously wry, laconic and impassive models provided
by the likes of contemporaneous Czechoslovak artists
such as Jalis Koller and Jifi Kovanda; by earlier western
European artists such as Marcel Duchamp and Marcel
Broodthaers; and by early American conceptual artists
such as Douglas Huebler and Ed Ruscha. Such artists
tended to voice scepticism about art’s potential as
a bearer of univocal political meanings and to insist upon
an at-best oblique address to immediate socio-political
subject matters. Rather than becoming an instrument of
political rhetoric, in which the artwork is in danger of
being fully used up in the performance of the task, or of
simply being crushed by the weight, scale and urgency
of the problems, Biichler proposes art as an occasion
for a different kind of thinking and a different kind of
metabolism of the everyday world.

Biichler’s resistance to pressing art into the service
of specific ideological struggles was arguably shaped, at
least in its broad contours and emphases, by his formation
in Prague in the 1970s. In her discussion of what she calls
the ‘antipolitics’ of Central European art in the 1960s
and ‘7os, Klara Kemp-Welch has drawn attention to the
importance of what Vclav Havel termed the ‘reticence’
of dissident artists and intellectuals working in the
former Soviet Bloc.” In a situation in which the dominant
injunction was to dutifully rehearse official Party rhetoric,
repeating what was in any case already fully expected and
understood, even the word ‘peace’, ‘much like the words

”

“socialism”, “homeland” and “the people”, Havel wrote, ‘had

NOTES

1 Thisarticleis dedicated to the memory of my father, John Kréma
(1949-2019). I am very grateful to Pavel Biichler for all the time and
generous attention he has given to my research.

2 Inseveral respects, I am indebted to Nick Thurston’s account of this
work. See Nick Thurston, ‘Il Castello, 2007, in Tommy Simoens (ed.), Pavel
Biichler — In Amongst the Ashes, Antwerp 2016, p.182.

3 Franz Kafka, The Castle (1926), translated by Willa and Edwin Muir,
New York 1974. Works by Biichler explicitly relating to Kafka include
Amerika (aﬁer Franz Kafka), 2004; The Trial and Judgement of Franz K, 2005;
Gastbuche, 2006; and Head over heels and away (with Nick Thurston), 2006.
Biichler has made numerous works using found pencils, the first of which
was Short Stories (Central Library, Cambridge), 1996.

4 See Nick Thurston, ‘The Castle, 2004-2015’, in Simoens (note 2), p. 144.

5 Regarding the status of these postcards, Biichler writes, ‘I do think
of them as minor “works” in their own right but at the same time they are just

postcards. The texts on them belong therefore to these ‘photo’ versions of the
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been reduced to ‘serving both as one rung on the ladder up
which clever individuals clamber and as a stick for beating
down those who stand aloof.”

For Biichler, the artwork, released from
instrumental functions, might instead give expression
to alternative habits of mind, to a new alertness to
the poetic resources of the everyday world, and to an
invigorated sense of what it means to share space —
physical, cultural, historical Such aspects of social
experience are amongst the most threatened by
neoliberal capitalism’s faith in the Scilla and Charybdis
of self-interest as motivation and quantification as
mode of apprehension. Biichler’s approach suggests
that art is valuable precisely because it is not governed
by instrumental reason and because its effects are not
measurable; it has no fixed outcomes, is not didactic,
and is profoundly responsive to chance and accident.
His works are nevertheless still fastened to the social
world, as the foregoing examples have demonstrated:
by their readymade materials, and by the ways in which
they are activated through a recognition of their address
to a shared culture and history. In this, Biichler’s work
presupposes a certain kind of curious viewer, one both
alive to the forms of life sedimented in everyday objects
and aware of specific histories and cultural traditions
that serve to support collective consciousness.”

Importantly, though, the object is not exhausted
by whatever circuits of reference it might set in train.
Part of the artist’s skill is to compose these compressed
material riddles with both enough purposiveness to retain
coherence and also the kind of resonant ambiguity to
sustain imaginative engagement. Finally, Biichler’s most
successful work holds the small magic of a little made
thing: opaque, silent and inconspicuous until it opens its
eyes under the gaze of the attentive viewer.

sculptures rather than to the originals themselves. I sometimes use the texts as
extended captions to accompany the reproduction of the works in magazines,
catalogues, etc., depending on the context, but I do not use them when the
sculptures are shown in exhibitions.” Email to the author, 11th March 2020.

6 Kafka (note 3), p. 12.

7 Parataxis can be contrasted with ‘hypotaxis’, meaning to place or
arrange beneath. In the context of verbal language, the latter indicates
a hierarchical structure, with main and subordinate clauses serving to
deliver explicitly elaborated chains of conceptual development. Exploring
the paratactical nature of Marianne Moore’s prose writings, Helen
Thaventhiran describes that mode’s ‘leaping, suspended quality’, which
Moore used to bypass what she called the ‘tawdriness’ of explanation.
Helen Thaventhiran, Radical Empiricists: Five Modernist Close Readers,
Oxford 2015, pp. 198 and 184.

8 Itis worth noting that a major exhibition of Duchamp’s work was
presented atJindfich Chalupecky’s recently established Viclav Spéla
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Gallery in Prague, March-April 1969. See Klara Kemp-Welch, Networking
the Bloc: Experimental Art in Eastern Europe, 1965-1981, Cambridge
(Massachusetts) and London 2018, p. 26.

9 Hannah Arendt, The Human Condition (1958), Chicago 1998, pp. 130ff.

10 John Roberts, The Intangibilities of Form: Skill and Deskilling in Art
after the Readymade, London 2007, p. 3.

11 See Karen-edis Barzman, ‘Perception, Knowledge, and the Theory
of Disegno in Sixteenth-Century Florence’, in Larry J. Feinberg (ed), From
Studio to Studiolo — Florentine Draftsmanship Under the First Medici Grand
Dukes, Seattle and London 1991, pp. 37-48.

12 Here I am borrowing from Briony Fer, who writes of Louise
Bourgeois’ small latex works from the 1960s, ‘There is a lack of distance
determined by the object’s relatively small scale, which causes the object, viewed
from close-up, to take on magnified proportions in the imagination, quite
disproportionate to its actual size.” See Briony Fer, The Infinite Line — Re-
making Art after Modernism, New Haven and London 2004, p. 110.

13 Theodor W. Adorno, ‘Notes on Kafka, in idem, Prisms, translated by
Samuel and Shierry Weber, Cambridge (Massachusetts) 1976, p. 246.

14 See Sigmund Freud, The Interpretation of Dreams (1900), translated
by Joyce Crick, Oxford 1999, p. 212: ‘We have already had to note that actually
one is never certain of having interpreted a dream in its entirety; even when
the solution seems satisfying and complete, it is always possible for a further
meaning to announce its presence through the same dream. The quota of
condensation is thus, strictly speaking, indeterminable.” (emphasis in
original)

15 Freud quoted by Adorno, ‘Notes’ (note 13), p. 251. Adorno continues,
‘Kafka sins against an ancient rule of the game by constructing art out of
nothing but the refuse of reality.”

16 Susan Howe, My Emily Dickinson, New York 2007, p. 35.

17 And&lis one of several commentators to have highlighted the
importance of humour in Biichler’s work. Aligning him with Kafka in
this respect, Andé&l describes Biichler’s sense of humour as ‘a reflection
on the absurdity of norms and normalities dictated by officialdom, such as we
encounter in our daily lives.” See Jaroslav Andél, ‘Mr Biichler wrote to me’, in
idem (ed.), Marnd prdce / Labour in Vain (exh. cat.), Praha 2010, p. 17. Freud
also made the connection between jokes and unconscious processes.
Sigmund Freud, Jokes and their Relation to the Unconscious (1905), translated
by James Strachey, New York 1960.

18 According to Adorno, ‘The collusion of children with clowns is
a collusion with art, which adults drive out of them just as they drive out
their own collusion with animals... [T]he constellation animal/fool /clown is
a fundamental layer of art.” Theodor W. Adorno, Aesthetic Theory, translated
by Robert Hullot-Kentor, London and New York 1997, p. 119. In his 1985
essay, ‘An Anatomy of Reticence’, and in a passage again discussing Kafka,
Véclav Havel observed that ‘in our Central European context what is most
earnest has a way of blending in a particularly tense manner with what is
most comic. It seems it is precisely the dimension of distance, of rising above
oneself and making light of oneself, which lends to our concerns and actions
the right amount of shattering seriousness.” Havel quoted by Klara Kemp-
Welch, Antipolitics in Central European Art — Reticence as Dissidence under
Post-Totalitarian Rule 1956-1989, London and New York 2014, p. 11. On the
relationship between lyric obscurity, riddlecraft and sociality, see Daniel
Tiffany, Infidel Poetics — Riddles, Nightlife, Substance, Chicago and London
2000.

19 Other relevant examples of ‘small sculptures’ include Odd Pair
(2006), Problem of God (2007), In Amongst the Ashes (2009), Delivery (2011),

Cannon (2014), and Once again — (2015).
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20 AsAndél puts it, Biichler ‘achieves maximum effect with
a minimum of means.” See Andé&l, ‘Mr Biichler’ (note 17), p-15.

21 For a sustained reflection upon Biichler’s work with typography,
see Nick Thurston, ‘Inmediate Writing: Pavel Biichler and the Logic of
Letterpress’, in Caroline Archer and James Mussell (eds), Letterpress
Printing: Past, Present, Future, Oxford, forthcoming.

22 See Desa Philippi, ‘Pavel Biichler: Sunday February 3¢, Afterall,
pilot issue, 1998-1999, pp. 27-35. See also the useful ‘Chronology’ in
Simeons (note 2), pp. 311-317.

23 Boudnik’s artistic persona was powerfully dramatised in Bohumil
Hrabal’s The Gentle Barbarian, first published in Czech in 1974. Hrabal’s
text, alongside writings by Boudnik, has recently been translated into
English: Bohumil Hrabal, The Tender Barbarian. Pedagogic Texts, Artwork
and Explosionalist Texts by Vladimir Boudnik, translated by Jed Slast, Prague
2019.

24 While not a question of direct influence, there are parallels
here too with the Slovak group HAPPSOC, whose manifesto, written
in 1965, promoted actions ‘stimulating the receptiveness and multifaceted
enjoyment of reality, released from the stream of everyday existence... For
those who share this concept [of reality], the immediate environment does
not merely reveal itself as a thing, but, in addition, includes as well all the
relationships and chains of events that grow out of such cognition.” See Stano
Filko, Zita Kostrov4, and Alex Mlynaréik, ‘Manifest “HAPPSOC™ (1965),
in Primary Documents: A Sourcebook for Eastern and Central European Art
since the 1950s, edited by Laura Hoptman and Tom43 Pospiszyl, New
York, 2002, p. 87. It should be noted that, while the artist him or herself
is not always the authority on how their work and sensibility might be
situated, Biichler himself remains sceptical of attempts to locate his
artistic formation in terms of Czech national cultural identity specifically.
Recent correspondence is worth quoting at length: ‘I suppose that my
early encounters with the work of Alex Mlyndr¢ik, HAPPSOC etc. and that of
some other Czech, Slovak and Eastern European artists of that generation had
inevitably some formative effect on me. But the Eastern European provenance
of such influences is almost irrelevant — or at least not directly [relevant] —
because my generation came across such things as part of the events of 1968
when we could briefly identify with the contemporary dynamics in the rest
of Europe (or/and the West) and which stimulated a kind of a European
[consciousness] and a sense of affinity in our confused teenage minds. The
allusions in my work to the European cultural legacy are probably a latent
residue of this early self-identification with Europe as a cultural initiative
rather than a given geo-political entity. And if there seem to be also some
‘Czechoslovak traits in the work, it may be because I discovered Europe in
Prague much in the sense in which Gilda Williams wrote about Warhol that he
discovered the real America in the kitchen of his Slovak immigrant mother in
Pittsburgh.’ Pavel Biichler, email to the author, 14th September 2020.

25 Nick Thurston, ‘Words Mean Nothing — Interview with Pavel
Biichler’, in idem (ed.), Somebody’s Got to Do It — Selected Writings by Pavel
Biichler since 1987, London 2017, p. 210.

26 Biichler quoted by Nick Thurston, ‘Work — From Noun to Verb to
Noun to Verb etc, in ibidem, p. 12.

27 Thurston, ‘Words’ (note 25), p. 203.

28 Biichler addressed the role of photography inrelation to his
sculptures in the exhibition Small Sculptures, Street Level Photoworks,
Glasgow, 2009. Despite its title, the exhibition was comprised of large-scale
prints of Biichler’s ‘small sculpture’ postcards and other photographic
works. The exhibition pamphlet included a short but useful untitled essay

by David Bellingham. The relationship between photography of sculpture
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is usefully addressed in Karel Thein, ‘Tactility, Detail, and Scale in the
Photography of Sculpture, Uméni LXVI, 2018, pp. 350-367.

29 Thurston, ‘Words’ (note 25), p. 198.

30 Perec was himself both obsessed by Kafka and in the habit of
losing his pencils. See David Bellos, Georges Perec: A Life in Words, London,
2010, esp. p. 100. My thanks to Rye Dag Holmboe for this reference.

31 Georges Perec, ‘Approaches to What?’ (1973), in idem, Species of
Spaces and Other Pieces, translated by John Sturrock, London 1997, p. 209.

32 Ibidem, pp.209-210.

33 Biichler, email to the author, 15th July 2019.

34 See Isabelle Malz, ‘Pavel Biichler in conversation with Isabelle
Malz’, in eadem (ed), The Problem of God (exh. cat.), Kunstsammlung
Nordhein-Westfalen, Diisseldorf 2015, p. 399.

35 Pavel Biichler, Collected Poems, Edinburgh 2001.

36 Ezra Pound, ABC of Reading, London 1951, p. 36; and Lorine
Niedecker, ‘Poet’s Work’ (1962), in eadem, Collected Works, edited by Jenny
Penberthy, Berkeley, Los Angeles and London 2002, p. 194.

37 Cristanne Miller, Emily Dickinson: A Poet’s Grammar, Cambridge
(Massachusetts) 1989, p. 24.

38 The conventional English translation of Freud’s word Verdichtung
is ‘condensation, but the term also means ‘compression’. ‘[T]he intensity
of an entire train of thought can finally be concentrated in a single one of its
elements. This is the fact of compression or condensation [Kompression
oder Verdichtung] which we got to know in the course of the dream-work. It is
condensation that is mainly to blame for the disconcerting impression made by
dreams, for we are quite unfamiliar with anything analogous to it in our normal
inner life accessible to consciousness.” See Freud (note 14), p. 391 (empbhasis in
original).

39 This text appeared on the Bengal Rose postcard, 2006. See note 5.

40 Gertrude Stein, ‘Sacred Emily’ (1913), in eadem, Geography and
Plays, Boston 1922, p. 187.

41 Iborrow the term ‘absurdist metaphysics’ from Fer (note12),

p- 45.

42 See Immanuel Kant, Critique of the Power of Judgment, edited Paul
Guyer, translated by Paul Guyer and Eric Matthews, Cambridge 2000,

p. 100. Regarding the relationship between general and specific, and
between the readymade and modernist aesthetics, see Thierry de Duve,
Kant after Duchamp, Cambridge (Massachusetts) and London 1996.

43 ‘Thevalidity of artistic propositions is not dependent on any empirical,
much less any aesthetic, presupposition about the nature of things. See
Joseph Kosuth, ‘Art After Philosophy’ (1969), in Conceptual Art — A Critical
Anthology, edited by Alexander Alberro and Blake Stimpson, Cambridge
(Massachusetts) and London 2000, p. 166.

44 Biichler’s engagement with what he has called the ‘shock’
of conceptual art and his elaboration of tautological and hermetic
strategies — often strategies which, like those of Marcel Broodthaers,
for example, emphasise the materiality of the medium in which they
arrive — is demonstrated by works such as After Joseph Kosuth, after
Douglas Huebler, after Lawrence Weiner... Artforum, Vol. 36, No. 3, p. 16, 1997
(2007-2009), Hot Air (Projet pour une idée) (2007), and, most recently,
his works in Letterpress, such as the Honest Work series (2011-2016). See
Thurston (note 21).

45 Pavel Biichler, ‘The Show’ (2016), in Thurston, Somebody’s Got to Do
It (note 25), pp. 195-196.

46 Mina Loy, ‘Gertrude Stein’ (1927) in eadem, Stories and Essays of
Mina Loy, edited by Sara Crangle, Champaign, Dublin and London 2011,
p.233.
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47 Mina Loy, ‘Gertrude Stein’ (1924), in eadem, The Lost Lunar
Baedeker, edited by Roger Conover, Manchester 1997, p. 94.

48 Carl Andre and Hollis Frampton, ‘On Painting and Consecutive
Matters’, iniidem, Twelve Dialogues 1962-1963, edited by Benjamin
H. D. Buchloh, Halifax and New York 1980, p. 38. See Linzi Stauvers,
‘Forty Permutations of a Rose — Carl Andre types Gertrude Stein’s
Poetics’, Object IX, 2006, pp. 71-85; and Marjorie Perloff, “The Palpable
‘Word: The one hundred sonnets’, in Yasmil Raymond, Philippe Vergne
etal., Carl Andre: Sculpture as Place, 1958-2010 (exh. cat.), New Haven and
London 2013, p. 295 (Perloff quotes Andre): ‘words do have palpable tactile
qualities that we feel when we speak them, when we write them, or when we
hear them, and that is the real subject of my poetry.

49 SeeJacques Derrida, Speech and Phenomena and other essays on
Husserl's Theory of Signs, translated by David B. Allison, Evanston 1973.

50 Biichler himself refers to the way in which his work functions
in terms of a ‘short circuit’, which occurs when an excessive amount of
current is allowed to flow along an unintended pathway that provides
little or no resistance. See, for example, Thurston, ‘Words’ (note 25), p. 202.

51 Theodor W. Adorno and Max Horkheimer, The Dialectic of
Enlightenment (1944), translated by John Cumming, London and New York
1972, pp- 43-80.

52 Rebecca Comay, ‘Adorno’s Siren Song’, New German Critigue, No. 81,
Autumn 2000, p. 22.

53 See ‘Tsipras Speech from Ithaca’, Greek City Times, 22" August 2018,
https://greekcitytimes.com/2018/08/22/tsipras-speech-from-ithaca-
greeces-modern-day-odyssey-is-over/, 21. 7. 2019.

54 When Small Inferno was first shown at Max Wigram Gallery
(Pavel Biichler: Acid & Nicotine, 16th January — 2nd March 2013), it waslit
as in the postcard photograph, though it then went out within half an
hour. There is no standard way of showing it: sometimes it is left open,
sometimes shut. Biichler, email to the author, 30th May 2019.

55 Biichler, email to the author, 30" May 2019.

56 Taylor Walsh, ‘Small Fires Burning: Bruce Nauman and the
Activation of Conceptual Art’, October, No. 163, Winter 2018, pp. 44, 46.

57 Malcolm Browne’s photograph of the self-immolation was named
‘World Press Photo of the Year in 1964. This extreme act was emulated
by two American antiwar activists in 1965, and by the Czech student
Jan Palach in January 1969, protesting the Soviet invasion following the
Prague Spring.

58 Dante Alighieri, Inferno XIV (lines 38-42), translated by John
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