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HE‘LL twist your tongue into fubes (The Genetics of Tongue
Tricks, 1998, make your nose swell like a tomato 'T.".e
Pinnocchio Effect, 1994) and your libido relax and
expand as you make love in the air (The Pealove R
1993, deprive you of bodily sensations [Psycho Tank
1999), give you visual hallucinations [Two Snails, 1994;
Movement as a L lQin- Expe uipment for the
Exploration of the Seff, 1995; Lic I, 2000; The
Forest 2002) and turn your world 1 |J§|de down (Upside
Down Goggles, 1993 and 1994,/2001). You could
find yourself rofating like o giont magic mushroom (Upside
Down Mushroom Room, 2000) huu.hrg in downward
spirals out of the side of a building |Volerio [and I, 1998
and numerous Slides], multiplying endlessly in a series of
mirrored doors (Sliding Doors, 2003, or simply geffing
o headoche os your mind refuses to accede to the visual
henomenon known os Phi (The Phi Phenomenon, 1994:
Wall, 2002; Flicker Film, 2004)
Since the mid 1990s Carsten Holler has
been using the art world as a place fo experiment on
e senses. in order to offer o ciHe'enr kind of art
rience fo viewers — one that finally, hopefully, will
k as they leave with the memory of an intense
teeling that has made them think about the world in a
w way. Like thot of many artists today, Holler's
practice cannot be slotted into any
ulds, falling instead into a
io Bourriaud’s notion of relational aesthetics — the artists
orking in the in-between spaces, in between all
jisciplines of knowledge and cultural production
Born in Brussels, of German parents, and
Héller is an
nplary member of this school as his praciice has
eveloped from no formal art education of any sort, In
in he 1980s he frained as a phylopathologist and
agronomic enfomologist, specialising in insect
communication while playing with art. His biclogy
studies, particularly the pro experimeniation, have
learly strongly influenced his practice, as did growing up
h o father who worked as an official for the European
C mmunity in Brussels, dedi d to order
ty and to finding solutions for social problems
In conversation Héller has more the flavour
opher than a scientist or an
ng all that civil servants stand for, is doubt,
ainty and the unblocking of limitations that define
he known world. To this end, in 1999 he created the

m
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tist as his m

laboratory of Doubt, a souped-up white Mercedes Estate
h a loud hailer on the roof in which he drove arcund

juring the course of an exhibition in Antwerp and filmed
ing endlessly round and round at a

OSs1Cadas

nstrating, perhaps in spite of himself, the fate of one
dition o
the: banality of d
sclence versus art [even doubt versus certainty), pre

ehernch South

Just as he reje

ad the Delevzian multiple layering of and...and
nd, Héller rejects the notion of finite meaning

’llJS\O"\ or any ather kind of definable end to his art
This is an understandable aim, but one that is difficult

fect in @ world of products that must be marketed
funded and eventually sold. Haller's product is a unic
ience — something one cannot or will not find
here else, and which is different for every individual
ng uniguely in his or her head. Alth f
iain himself what exacily this expe
mmediate sensation — in himself and of
ral to his vision. In his seminal exhibition 'Glick
"‘:1;,.) ness] at the Hamburger Kunstverein in 1996, with
such wonders as the Flying Machine, Happiness Fills and
ssage Chair (all 1996), viewers were given the rea
sortunity 1o lose their sense of self for a short fime and
eturn to the delight felt in
sensalions ore new and surprising
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