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The young Tobias Kaspar sees Ghislain Mollet-Viéville as an emblematic figure: the 
multifaceted activities of this art critic and collector follow an ingenious, daring 
strategy that that moves between di!erent economies. But then, Kaspar’s work 
seamlessly combines aspects of the entertainment industry and the visual arts, as 
Axel Wieder explains.

N I C E  T O  M E E T  Y O U

S E N T I M E N T A L  S T Y L E

Island Rill, Rift, 2009.  
Courtesy: the artist.

Sentimental Style Nr. 01, 2010.
Courtesy: the artist, Silberkuppe, Berlin and 
Alex Zacharay, New York. Photo: Gunnar Meier.Zacharay, New York.
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The young Tobias Kaspar sees Ghislain Mollet-Viéville as an emblematic figure: the 
multifaceted activities of this art critic and collector follow an ingenious, daring 
strategy that that moves between di!erent economies. But then, Kaspar’s work 
seamlessly combines aspects of the entertainment industry and the visual arts, as 
Axel Wieder explains.

B Y  A X E L  W I E D E RN I C E  T O  M E E T  Y O U

S E N T I M E N T A L  S T Y L E

Island Rill, Rift, 2009.  
Courtesy: the artist.

Swiss artist Tobias Kaspar has re-
cently shown a series of impressively 
lucid, well-distilled exhibitions at 
Alex Zachary in New York, Kun-
sthalle Basel, and Silberkuppe in Ber-
lin, among other venues. With just a 
few, very precise interventions, his 
works summon up a dense set of ref-
erences, ranging from contemporary 
lifestyles and pop culture – like Le-
onardo DiCaprio and co!ee recipes 
– to the artistic practices of Institu-
tional Critique. Speci"cally, his work 
is informed by certain in#uential, yet 
still under-recognized artists, such 
as André Cadere, John Knight, and 
Philippe Thomas and his semi-"c-
tional enterprise Readymades Belong 
to Everyone®. But while the work of 
Thomas primarily investigated the re-
lationship between artwork and com-
modi"cation or institutional power, 
Kaspar negotiates the mechanisms of 
authority and the role of the author, 
as well as the sociopolitical context in 
which these principles are played out. 
His works connect aspects of the en-
tertainment industries with the visual 
arts, in order to focus on their grow-
ing overlap in post-Fordist culture. 

Sentimental Style (2009) includes a 
set of photographs and a small cata-
logue that takes the form of a menu. 
Some of the photos seem at "rst 
glance to show abstract grey com-
positions – upon closer observation, 
they turn out to be close-ups of air-
plane blankets from Air France. The 
other photos show co!ee plants in 
the “Planten un Blomen” botanical 
garden in Hamburg. A connection 
between the di!erent parts is made 
through short texts embossed in red 
on the mat, recipes for di!erent cof-
fee specialties, such as espresso, cap-
puccino and ristretto. From the plant 
to the product, from the fascination 
of the exotic in the botanical garden 
to long-distance travel as a consumer 
product, the work weaves associa-
tions with mechanisms of longing, 
appropriation and exploitation, which 
also includes the work itself, in the 
way it explicitly uses and appropri-
ates speci"c conventions of presenta-
tion and artistic formats. The piece 
was "rst shown in the shop window of 
a temporary exhibition space in Stutt-
gart, at the invitation of Künstlerhaus 
and the curatorial project “Hermes 
und der Pfau”, and can also be looked 
at in terms of its relationship with 
the showcase, as a display that makes 
something visible even as it distances 
the viewer.

More explicit in its art-historical 
references is the work Lumpy Blue 
Sweater from 2010, an installation 
with a blue pullover, a series of 18 
photographs, and a booklet, which 

is attached like a label to the sweater. 
The booklet contains a transcript of a 
lengthy monologue about the cycles 
of the fashion industry that Miranda 
Priestly makes to her assistant in The 
Devil Wears Prada (2006): “You think 
this has nothing to do with you. You 
go to your closet and you select... I 
don’t know... that lumpy blue sweat-
er, for instance, because you’re trying 
to tell the world that you take yourself 
too seriously to care about what you 
put on your back.” The photos, on 
the other hand, show various crops 
of a picture taken in the apartment 
of collector and agent d’art Ghislain 
Mollet-Viéville during the exhibi-
tion “Établir le Désordre” by André 
Cadere in 1976, in which we see a 
woman in a blue sweater holding a 
Barre de bois rond by Cadere. On the 
passpartout, the framed photographs 
are titled after the 18 chapters of Guy 
de Maupassant’s con-man novel Bel-
Ami (1885), telling a succinct story 
of social climbing that moves from 
“Poverty” to “Death and a Proposal” 
and “Attainment”. The correspond-
ences between the di!erent parts are 
formal and obvious, yet contingent 
and consciously over#owing. A "rst 
version of the work from 2009 was 
produced in cooperation with Mikaël 
D. Brkic and Egija Inzule for an ex-
hibition project in Tbilisi, Georgia, 
where they sold blue sweaters with 
the booklet at a #ea market. The ex-
tended version of the work abandons 
the performative aspect in order to 
articulate the overlapping references 
that connect Cadere ’s artistic strate-
gies to a re#ection on the mechanisms 
of social promotion and the entan-
glement of critique. Priestly again: 
“But what you don’t know is that that 
sweater is not just blue, it’s not tur-
quoise. It’s not lapis. It’s actually cer-
ulean. And you’re also blithely una-
ware of the fact that in 2002, Oscar de 
la Renta did a collection of cerulean 
gowns. And then I think it was Yves 
Saint Laurent... wasn’t it, who showed 
cerulean military jackets? I think we 
need a jacket here. And then cerulean 
quickly showed up in the collections 
of eight di!erent designers. And then 
it, uh, "ltered down through the de-
partment stores and then trickled on 
down into some tragic Casual Corner 
where you, no doubt, "shed it out of 
some clearance bin. However, that 
blue represents millions of dollars and 
countless jobs and it’s sort of comi-
cal how you think that you’ve made 
a choice that exempts you from the 
fashion industry when, in fact, you’re 
wearing the sweater that was selected 
for you by the people in this room 
from a pile of stu! ”.

Kaspar was and is involved in several 
collective projects, such as Provence, a 

magazine dedicated to hobbies that he 
has published since 2009 with Daiga 
Grantina and Hannes Loichinger, or 
as a co-organizer of exhibitions. Both 
activities can be seen as attempts to 
develop speci"c frameworks of pro-
duction that go beyond the limita-
tions of the market or the established 
system of institutions. But they also 
seem conscious of the danger that a 
seemingly alternative approach may 
be quickly incorporated into the 
mainstream agenda, serving as a pub-
licity device or an optimized strategy. 
Instead of taking an impossible posi-
tion that pretends to stand outside of 
the circumstances it criticizes, these 
projects experiment with performa-
tive relationships to the mechanisms 
of use that contemporary artists "nd 
themselves involved in. The descrip-
tion of Provence as a magazine dedi-
cated to hobbies explicitly alludes to 
a growing sector of the post-Fordist 
economy, while reminding us of the 
precarious border between work and 
leisure, which virtually doesn’t exist 
in the cultural industry.

Kaspar has an ongoing interest in 
the work of the French collector 
mentioned above, Ghislain Mollet-
Viéville, which appears as a reference 
in some of his artistic works as well 
as in the presentations and exhibi-
tions of documentary material that 
he put together with Egija Inzule. 
Mollet-Viéville ’s activities have been 
multifaceted and ambiguous. He has 
maintained a collection of conceptual 
and minimalist art in his apartment 
on Rue Beaubourg 26 in Paris since 
1975, which served as a backdrop for 
staging exhibitions and projects with 
younger artists until 1991, and played 
an important role in supporting the 
work of Philippe Thomas and the 
IFP collective, acting as its “presi-
dent”. To make active use of his col-
lection, he published “conceptual”, at 
times rather eccentric advertisements 
in art magazines both in France and 
abroad, showing himself posed like 
a model in his own collection or, 
dressed in a St. Tropez-style cardi-
gan, claiming to purchase – instead 
of selling – the works of artists like 
Donald Judd, Lawrence Weiner and 
others. In order to "nance his activi-
ties, he rented out his apartment for 
fashion shoots, with the side e!ect 
that images from his collection, with 
beautiful models using a Carl Andre 
sculpture as catwalk or posing in a Sol 
Lewitt structure, circulated outside of 
the art world. Mollet-Viéville ’s work 
exempli"es a strategy that moves be-
tween di!erent economies: not dedi-
cating itself to one, but rather o!ering 
insights into how di!erent systems of 
value production function by juxta-
posing them with each other. 

In his most recent large-scale work, 
Why Sex Now, presented at Alex Za-
chary in New York, Kaspar draws on 
the history of photography from the 
early and mid-1990s. A series of four 
photographs with close-ups of his 
own vintage anorak were presented 
in relatively large frames with a lot 
of space between frame and image. 
The full edition of the photos – two 
plus one artist proof, 12 frames in all 
– were hung freely on wires from the 
gallery’s spotlight system, re-tracing 
the walls of the exhibition spaces, but 
also blocking the way. The frames had 
an ambivalent status, between inde-
pendent object and display – between 
image and installation, which could 
also be looked at in relation to the idi-
osyncratic architecture of the gallery, 
a former duplex apartment in an Up-
per East Side townhouse with many 
corners, niches and eccentric details. 
The titles of the photographs consti-
tute a second level, appropriated from 
existing images and reorganized ac-
cording to a formalized scheme – ac-
tivity, name, location, time – so that 
they read like personal diary notes. 
The photographers Kaspar is refer-
ring to are paradigmatic in various 
ways for the intersection of art and 
fashion in the 1990s: Corinne Day, 
Chris Moore and, in a di!erent sense, 
Wolfgang Tillmans, who all included 
their personal context in their pho-
tographic work at some point. Like 
Mollet-Viéville, these artists stroll be-
tween worlds – but their work already 
marks a point at which the interaction 
of the art and image industries have 
stabilized into a coherent system of 
legitimization, in which critique and 
utilization are perfectly balanced out. 
By bringing his own jacket – and the 
1990s, as the decade of his own social-
ization – into play, Kaspar introduces 
subjectivity into the mechanisms of 
his investigation, where it’s no longer 
so important to function perfectly, but 
rather to represent transgression and 
experimentation. On the other hand, 
the details of the jacket, its seams and 
zippers, are full of the promise of 
something inside. This, we need to 
imagine.
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Sentimental Style Nr. 01, 2010.
Courtesy: the artist, Silberkuppe, Berlin and 
Alex Zacharay, New York. Photo: Gunnar Meier.
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È un personaggio paradigmatico, per il giovane Tobias Kaspar, Ghislain Mollet-Viéville, critico d’arte e collezionista, 
il cui versatile operare, geniale e spregiudicato, è dettato da una strategia che funziona all’interno di diverse economie. 
Del resto, l’opera di Kaspar connette aspetti dell’industria dell’intrattenimento e arti visive senza soluzione di continuità, 
come ci spiega Axel Wieder.

From left – G (3), 2010. 
Courtesy: the artist, Sil-
berkuppe, Berlin and Alex 
Zacharay, New York.

N, 2010. Courtesy: the art-
ist, Silberkuppe, Berlin 
and Alex Zacharay, New 
York.

Above, from left 
– Nina coloring 
her hair (detail), 
2010. Courtesy: the 
artist, Silberkuppe, 
Berlin and Alex 
Zacharay, New York.

In bed, after the 
party (detail), 
2010. Courtesy: the 
artist, Silberkuppe, 
Berlin and Alex 
Zacharay, New York.

“Why Sex Now”, 
installation view, 
Alex Zachary, 
New York, 2011. 
Courtesy: the 
artist, Silberkuppe, 
Berlin and Alex 
Zacharay, New York.

Left – “Why Sex 
Now”, installation 
view, Alex Zachary, 
New York, 2011. 
Courtesy: the 
artist, Silberkuppe, 
Berlin and Alex 
Zacharay, New York.

Zacharay, New York.

Zacharay, New York.

Zacharay, New York.

Zacharay, New York.

Zacharay, New York.

Zacharay, New York.

Zacharay, New York.
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