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two bad jokes balancing on each other
2012, Object and Film

A transparent hose forms the dumb wordplay 
„cool ass eyes“ (in reference to the 1977 Foreig-
ner hit „cold as ice“) while it at the same time 
seems to be a defect neon sign.





Questions by Peet Thomsen, answers by Benja-
min Zuber

Peet: Could you tell a bit about your back-
ground ?
Benjamin: I studied in several places, inclu-
ding the Academies of Fine Arts in Nurem-
berg, Karlsruhe and Vienna. I finished the 
degree in Nuremberg while I actually lived 
and worked in Vienna. At the moment I’m 
working in Munich since I got a funded 
studio space there. But I try to be agile and 
do things in lots of different cities. Because 
I finally realized the majority of my works 
directly at the exhibition space, I don’t give 
the actual location of my studio that much 
importance.

Why do you like working in the gallery space?
Well, many of my works are based on ideas, 
which I carry with me for months or even 
years. I do a lot of conceptual research and 
spend lots of time looking for materials 
and technical possibilities. Apart from the 
research I mostly just try different things in 
my studio and develop practical solutions 
for the piece I work on.
Usually I’m waiting until an “idea in pro-
gress” fits the situation and space of an 
upcoming exhibition. At that point a lot of 
additional aspects affect the further work 
and sometimes the piece even turns out to 
be completely site-specific. 

Moreover I also do like the practical aspects 
of finalizing an artwork inside the exhibiti-
on space: I can start at an empty space and 
just get the tools and equipment that I need 
to realize the piece. While working on it, I 
choose the location in the venue that best 
suits it and find doable solutions for all the 
new technical problems, which always ap-
pear at that stage. Finally the process ends 
with the documentation. Then the new work 
really feels completed.

I have read that you work as a conceptual 
artist. Can you tell me a bit about that? 
I avoid using this phrase myself. Usually I 
tell people I do installations, since I think 
the viewer has to come across the conceptu-
al aspects by himself.
For me one of the main conceptual aspects 
of the works is that they are a model of a 
thought or concept. They are a sketch for 
something else. In general I like the idea 
of understanding artworks as a model for 
something else.
I think arts in general are the only instance 
that can provide a kind of an external per-
spective of things that are going on in the 
world and society. Maybe it’s the main 
dif   ference between visual arts and other 
disciplines like literature or music - to find 
a way of seeing things through a form – like 
objects in space. 
So I always try to find the most obvious 
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way to transform an idea or a thought into 
another – and then physical – appearance. If 
it feels like I’ve found the matching soluti-
on, the artwork should be like a claim that 
it is the best or even the only working way 
of representing its underlying idea; while I 
know that this is also a way of fooling myself, 
as the result may not objectively be the 
ultimate solution. So that’s the point, per-
sonal preferences obviously affect my work, 
although I try to avoid this. 
After all, I think the main focus of my work 
is about researching the border of being 
logical, let’s say I’m looking for different 
forms of appearance of internal logic. 
At the end, I think everything connected to 
a human being is in one or the other way 
about internal logic. 
So if you look at sciences it’s all about 
finding the truth and proving all know-
ledge through the use of logical structu-
res. Humans even try to find the logic in 
something incomprehensible like love or 
other emo tions. Sometimes it happens that 
new insights cause a completely new per-
spective and question the formerly proven 

“truth”. So I think finally every logic offers 

something like a mental framework for a 
better understanding of things. You just 
have to look at it from a distance far enough 
away to recognize the internal reference 
of every logic (what of course may never be 
possible for humans in some aspects).
For me that’s the great thing about fine arts: 
Here it’s just possible to find solutions whe-
re every aspect seems to be totally logical if 
you get into it; but at the same time as a be-
holder you are even somehow forced to look 
at it from the distance you need to spot the 
internal logic. And according to the idea of 
an artwork being a model this is a possible 
way to research human logic in general. 
Just to give a concrete example: One method 
I like to use is to bring things together – 
things that don’t necessarily fit together. I 
like to use materials and techniques in a 
way they aren’t normally meant to be used 

– which brings them close to failing. In the 
end I try to find a technical solution which 
is on the one hand totally illogical, since the 
used materials are close to failing at their 
claimed function and on the other hand 
totally logical as they are now forced to their 
maximal performance. 



You have been an artist in residence at Black 
Box Gallery and made works precisely for this 
exhibition. 
There is one idea, which is the main concept 
for the exhibition. That is to make drawings 
of every work I am going to show. They in a 
way look like a conceptual drawings or sket-
ches for the works. In fact the drawings are 
made after the work has been completed and 
include short phrases which make it possi-
ble to understand all conceptual content of 
the corresponding work just by looking at 
the drawing.
The idea is that the audience can come in 
and see the drawings which hang just to the 
right of the entrance. In this way the viewer 
can immediately comprehend the whole ex-
hibition and leave the gallery again. Hope-
fully he will stay and see the physical ma-
nifestation of the ideas. But then the true 
pieces are brought back to their formal ap-
pearance, since you could find all the con-
ceptual thoughts already in the drawings. 
Drawings may be a very common view in 
a gallery; but this time I just used them to 
make the real artworks more formal.
So, I tried it in a double way to make an art-
work out of a concept: On the one hand the-
re is the finished piece, on the other hand 
there is the drawing. That brings up the 
question if it’s even necessary to have the fi-
nished pieces.

Could you tell me something about your piece 
“quartet”?
It’s probably a good example for the the-
oretical thoughts we talked about: On the 
one hand the apparent circle of internal 
logic is easy to spot. You can see four guys 
in the projection, looking and acting like a 
classical string quartet while they in reality 
just produce the screen the projection is 
projected on.
But there are also other levels of meaning 
outside of this strict concept. The guys are 
wearing masks what makes them look kind 
of strange. And it’s obviously hard to cut the 
wood while using the saws like string bows; 
which even adds to their performance some 
moments of slapstick. Another point is the 

absence of sound, which enables that you 
can imagine both: The sound of the saws as 
well as the anticipated music and something 
like an imaginary rhythm. And while the pro-
tagonists in reality produce an artistic object 
there is also the idea of a confrontation of 
the processes of producing art and making 
music behind it.

Could you tell about some of the other art-
works.
Well, of course I looked at the former exhi-
bitions as well as I had the primary focus of 
the gallery on new media art in my mind; 
especially because those two facts consti-
tute an important part of the context of my 
own exhibition. So while I tried to use the 
mentioned drawings to make the works look 
more formal than they actually are, with the 
intention to let the whole show kind of os-
cillate between notions like formal and not 
formal, conceptual and not conceptual, I 
also tried to make the same in reference to 
your gallery focus: Doing new media art at 
the same time, while working with the total 
absence of it.
You can see this approach best in that work, 
called “Two bad jokes balancing on each 
other”. At first it looks like a defect neon pie-
ce – but on a closer inspection you’ll quickly 
realize that it’s just made out of a simple 
PVC hose and some wire and has no electri-
city at all. The second bad joke than can be 
found in the lettering, which says “cool as 
eyes” instead of “cold as ice” (what refers to 
the Foreigner smash-hit from 1977).
I think a neon artwork is usually connected 
to both fields, new media art because of it’s 
high-tech appearance as well as conceptual 
art, because of the possibility to transport a 
strong conceptual message, concentrated in 
an assemblage of some words. In this case 
the appearance just seems to be high-tech 
as well as the lettering just sticks to a stupid 
wordplay. The work itself, of course not only 
remains a conceptual artwork, but is also a 
work on conceptual and new media art.
So, finally the balancing act between those 
two bad jokes becomes just another model 
of internal logic.





Quartet
2012, Object and Film

A film shows four strange guys performing as a string 
quartet – while they actually just cut the wooden 
pieces for the screen the film is projected on.







Assembling
2012, Performance and Object

A lightbulb will be mounted on the 
ceiling by the use of hot glue and 
then melted by the bulbs heat. After 
the performance it remains as an 
object – as long as it isn‘t switched 
on again.



Tubing
2012, Installation

The lighting of the gallery has been rearranged.



Player 
2011, Object

A DVD player continues it‘s own weird 
design on the screen it features.



Race / 2011, Object and film

A film shows three jigsaws racing against each other. 
The board they cut is now an object in the exhibition space.



straightened
2012, Objects and Prints

Several wooden sticks are 
cut in pieces – and after-
wards bonded together 
again to straighten them 
as much as possible in 
order to gain some height. 
During the exhibition 
they were stuck to the 
floor of a wet backroom 
and available on a price 
per centimeter, together 
with a print which shows 
their original appea-
rance.



bucks 
2012, ongoing Edition

One-dollar bills from the United States are 
used for producing hand-made paper in an 
unlimited number of several editions. 
Each piece is available for $100.



Backroom Residency
2012, Performance and Installation

During the opening hours of the gallery the 
backroom residency can be seen through the 
door window.
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