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in the real world, in the World Bank or international law, I
discovered first that policies were being wrongly formulated be-
cause of ignorance of current art, as if there were a certain visual
concept or intellectual backwardness, and, secondly, that the
overwhelming need in time would be a new technology in relation
to ecology, a new means of production, which—as a prominent
scientist wrote to me—would require not more science but “new”
culture. T found such a cultural source in artists like Beuys,
Smithson, or Horn, Oppenheim, Schneemann. . ... For this rea-
son, seeing a world unaware of art’s contribution, I chose to enter
the art world in order to expose it and cast it in a wider, larger
forum, in the real world of mass media and architecture.

Are you considered a “political” artist?

I am not trying to do “political art,” nor am I trying to use
art to advance ideas from outside art. Instead, my work is to
develop art into a force commensurate with its imaginings and
intentions, rather than with the relatively minor market of the art
world. Therefore, although of course I have some artistic or
architectural creations of my own that are unique, stand-alone
inventions, I could be regarded as less an “artist” in the sense of
someone with craft skills and rather as a new kind of dealer, a
kind of “packager” of ideas and works from art, but into a much
larger market. Thus there is a somewhat competitive situation
with gallery dealers and curators, who seek to represent a “me”’
or even the “we”” that is Ocean Earth. The chief difficulty I have
with dealers is that, as with virtually all the art world, a large
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Peter Fend, Bejing (Peking) China, Sateliite photograph. Courtesy American Fine Arts Co.

succession of exhibitions is generally considered to be all that is
required in a career. Rather, any exhibition should be seen only
as an advertising effort, part of many other types of advertising,
designed to get the ideas or images established in everyday life
and commerce. An exhibition in the art world should be seen as
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This knowledge, for which I am best known in the international
press, gives me what my uncle, an architect, said was the first sine
qua non in architecture: access to the sites. The only architecture
so far realized in my career has been and continues to be News
Room. News Room is the business venture involving, at this time,
about four principal artists. ] am the architect, and through assets
from the satellite-monitoring with Ocean Earth, I help furnish
information. But I do not “do” it. Whoever is working in the
News Room ““‘does” it. I have legally secured the names under
which I practice the design and locations or norms where infor-
mation from around the world can be gathered. The locating
act—in establishing a newsroom network irrespective of current
TV boundaries—is part of the architecture. Television is territo-
rial, while the actual broadcast material is not; it is spatial, hence
architectural. Television as tele-vision, as the transmission of im-
ages and messages through a defined space, is architecture; the
programming, or contents, of course is not. In this sense, I work
with News Room: not as a2 news project, or programming project,
but as a media-rearranging project, through geographical space.

But then what about the maps?

The maps are an architectural manifestation of ideas from
conceptual art. They represent the physical frame within which
earthworks and megastructural urban design could be planned,
financed, and built. They arise by logic from the aesthetic of
recent art, just as geometric nation-state forms arose in earlier
times from the logic of garden or cathedral forms. The maps have
political implications but they exist as valid regardless of what
political ideology or party adopts them, or is practiced, or even
if nobody lives there. They are simply the basins descending into
salt water seas, as variously defined. They are scientific docu-
ments. However, they are also subject to a change here or there
according to the perceived needs of potential clients. For exam-
ple, a basin map from the'Black Sea may or may not include the
upper Don River basin; depending on our decision to make the
river flow into prediluvian trenches to the Caspian Sea for the
better stability of both the Caspian and Black Seas. Within the
Dead Sea basin, according to previous engineering alternative
options, there can be included —or not—the politically charged
cities of Damascus and Amman. The differences are slight but

explosive. 2

Jéréme Sans is an art critic living in Paris.
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