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THIS EXHIBITION FEATURE VERY DANGEROUS WORK, IF YOU CHOOSE TO ENTER YOU DO SO ENTERELY AT YOUR OWN RISK AND ANYTHING THAT HAPPENS TO YOU IS BASICALLY YOUR PROBLEM, THIS IS NOT A JOKE.
One of the most attractive exhibitions of the Berlin scene is taking place now in LoBe, a new 'non-profit' space located in the district of Wedding. "The Electric Return of Revenge" is the result of a perfect combination of the spatial, formal and conceptual differences between the work of Antonia Low and Ben Woodeson.

One of the most attractive exhibitions of the Berlin scene is taking place in LoBe, 'non-profit' space located in the district of Wedding. This Turkish neighborhood is blunting now like an area of small emerging galleries, alongside with other already established, as Max Hetzler, who have moved here taking place of large industrial naves, provoking reminiscentes of the monumental halls of New York's Chelsea. LoBe, whose path start up in February 2010, is a project interested in ethics and politics of hospitality through a series of residencies and projects that explore how the relationship between host and guest can influence in the artistic production. It is vital to connect two contemporary art headquarters like London and Berlin, with a residency program in which British artists live and work with artists living in the German capital. "The Electric Return of Revenge" is the result of one of these experiences. The perfect combination of spatial, formal and conceptual differences between the work of Antonia Low and Ben Woodeson.

Ulrich Beck renders the post-industrial era as the time of 'risk society'. This stage of modernity is baptized by Beck as 'reflexive modernity' and it is characterized primarily by three processes in development: globalization, individualization and 'manufactured uncertainty'. The 'law of social production of hazards and physical damage' accumulates, in the stomach and seas, toxic waste from overproduction, often invisible, but always lethal. In a society where "the welfare and increasing threats affect each other" (1) the contemporary individual, deregulated, free compulsory, and insecure, undergoes suffering a fragile existence hit by intense psychological contradictions. Lipovetsky notes that "in reality, what characterizes the spirit of the times is not so much the 'carpe diem' as the concern and unrest about a future full of uncertainties and risks. [...] Of course, the consumerist fever with his immediate satisfactions and hedonistic-leisure aspirations have not disappeared at all, by contrast, they are much more rampant than ever, but they are wrapped in a halo of fears and concerns." (2) In the same line of analysis, Bauman points out that  "the most common human suffering at present are usually due to excess 'potentials' rather than the excess of 'ban'." (3) And the responsibility for the physical integrity of the 'I' is the one that starts to work, once you access into the Low and Woodeson´s installation created for LoBe. The visitor is urged to sign the document "Informed consent for access to the works on display in exhibition and the Lobe injury liability release form", headed with:" THIS EXHIBITION FEATURE VERY DANGEROUS WORK, IF YOU CHOOSE TO DO SO YOU ENTER AT YOUR OWN RISK ENTERELY AND ANYTHING THAT HAPPENS TO YOU IS YOUR PROBLEM Basically, THIS IS NOT A JOKE. " The list of hazards include: slips, trips, suffocation, electrocution, cuts, impacts on risk of head trauma, and the least harmful but annoying red paint stain on clothes and body. The paper extends in several paragraphs terrorizing the viewer with unrelenting coldness of legal language. And at the same time reading, four steel cables, so far inert on the floor of the room, are activated by racketed mechanical movement, attacking the feet of the unsuspecting beholder. The threat becomes reality. If you sign, you are exposed to the danger of art.

However, interventions of Woodeson and Low move more in the realm of the subtle, unfurling mechanism of delicate beauty, the one that drops out from the everyday functional. No doubt that we face off a phenomenological art, "a space to move into" proclaim by Donald Judd (4), an experience where the architectural space and the human body are related conceptually and psychologically. Antonia Low running a surgical work on the walls of the building, exposing its power structures. Different generations of cables are revealed in an archaeological drawing exercise that runs through the walls of LoBe. Each cable is cut at some point to disclose the material and indicate its production history, while it becomes clear the danger of electrocution. Low marks off these 'hot spots' screwing transparent acrylic plates, all of which simultaneously fulfill the function of protection and a 'visual framework' that becomes poetic signs of danger. This archaeological study, essentially poetic, reveals the 'veins' of the building, the thread conductors of its energy power.

The metaphor of building as human body, sharply studied by Juan Antonio Ramirez (5), is latent to meet both Low´s slash as in the 'wounds' caused in the walls of the building, upshots of the sundry mechanical convulsions tools and materials of Woodeson. A kind of identification with the architecture fatal stirs your stomach. The experience of minimalism, absconds of contemplation to focus on the movement of the viewer and its phenomenological relation to space, clear cut antecedent of 'relational aesthetics', is here crossed by frustration, a tension between desire and lack. The public must move, 'interact' with the space beyond the contemplative attitude, but fear stops them. Somehow the minimal theater space is recovered in the work of Low and Woodeson to be subsequently rejected, by providing their interventions with a more visceral contents: fear; fear that forces you to see the pieces behind the barrier, a fear that somehow returns you to the field of painting.

In "Art and Objectivity" the purist formalism of Michael Fried, lunges against the practices of the late '60s: "The concepts of quality and value, and, insofar as these are central to the art, the concept of art itself" only are significant, or at least fully significant 'inside' the individual arts. What lies 'between' the arts is theater "(6). Rosalind Krauss points out that "what distinguishes for Fried Theatre of Sculpture is the concept of time. A temporality extensión, the insertion of temporal experience of sculpture in the real time, making the visual arts a form of theater. " (7) With the electromechanical pieces of Woodeson we witness of small but intense drama-plays taking the transformation of matter and space as an argument, and where "the meaning of the mobile is a kind of actor." (8) The 'dangerous sculptures' of "Helath & Safety Violation Series" Ben Woodeson has been showing in the United Kingdom, consisting of 33,000 pieces such as steel balls arranged on the floor of the room, automatic wires that make tripping over, asphyxiating devices, electric fences, or challenging steel cables and metal rotating weights, requiring helmets to get into the installation.

Olivia Reynolds, quite right to curate the project, held a talk with the artists on Sunday (!) 18 April, where Ben himself defined his work as an attack on the institution, in its pure materiality. Understanding the institution as Pierre Bourdieu and his theory of “fields” does (9), the artist and theorist Andrea Fraser, the second generation of what she and Benjamin HD Buchloh have coined as 'institutional critique', study the art realm: "Since 1969, a conception of 'institution art' starts to emerge including not only the museum, or even only the spaces of production, distribution and reception of art, but the full field of art as a social universe. " (10) While it is true that betwixt the parents of this trend derived from conceptual art, we would have, with Hans Haake, an understanding the institution as a social (and political) relationships, we come upon on Daniel Buren, and also by Michael Asher, a more tight job with the institutional physical space. Low and Woodeson introduced in this physicality a 'psycho-emotional' burden, which can only be related to the political-social. "The institution is within ourselves," says Andreas Fraser (11), combining lacanian psychoanalysis with the foucoultian idea of biopower, the ideological-internalization in human bodies. Low and Woodeson´s works are the aesthetic expression of a society whose tools of domination are pleasure and terror. Eros and Thanatos, as control.

"The Electric Return of Revenge" proposes a dual violence acting through the plastic and the speech. The document that you get to the entry represents a clear example of 'symbolic violence'. In the words of Zizek, "the language itself, the very medium of non-violence, of mutual recognition [of dialogue], involves unconditional violence" [...] "As Hegel was already well aware, there is something violent in the very symbolisation of a thing, which equals its mortification. " (12) Anticipating by word the possibility of an aesthetic experience of possible traumatic consequences, Antonia Low and Ben Woodeson seamless cover the differents times and spaces (physical and mental) of the exhibition. With no doubt this is a necessary date for all those who are thinking in attend these days the Gallery Weekend Berlin (30 abrli-May 2).
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