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The Cycle of Transience

An Interview with Daniel Holzl

by Karenita Haalck

All that is, is determined by the cyclical clock of nature. This describes
the worldview of Austrian artist Daniel H6lzl. According to his view,
this cyclical clockwork entails endless, everlasting states of constant
change. Holzl, who graduated in Fine Arts from the art school Berlin
Weillensee in 2021, translates this change into his work by using
fleeting materials that stand in contrast with materials that convey
permanence. Holzl's work centers around the dynamic between the
individual components of his installations, the exhibition space and
the art observer. By creating mind games that critically question
system structures, Holzl creates intriguing occupations of space in
which every moment becomes a fragment of a grander scheme.

His installations represent microcosms that are called into existence
by the interplay of separate elements. Within these microcosms, the
individual components experience a shift of perspective, in which
they become the main character of their system instead of taking on a
supporting role. This shift of perspective continues with the subjective
perception and interpretation of the viewer. The entanglement of

the art object, time and space, as well as the role of objectivity and
subjectivity, is immanent to Holzl’s artistic process.

Karenita Haalck: The common ground of your
works revolves around an idea of an all-
underlying transient nature. Where does this
idea of an encompassing transience stem from?
Daniel Holzl: The main idea behind the temporality
and transient nature, or the cycle of nature, is
closely tied to the materials that | use. Partly, it
stems from what the material offers by itself and
also what happens to it depending on when and
where | put it into context, | work site-specifically.
| also recycle previously used material into other
works and | strongly believe that any matter has
acycle in its own way, that is of course temporary.
If you look at even the most monumental buildings,
the concrete structures are technically crumbling
at the very moment you look at them, at a very
slow pace — which can’t be witnessed with the
naked eye. Seen from a theoretical point,
minuscule erosion is constantly happening. Similar
to how mountains erode into their smallest cores
over time and become compressed to stone again,
the whole cycle happens like clockwork, unnoticed.
Change is a general, constant thing, everything is
always moving and shifting. This applies to

ZO0O MAGAZINE 2021 NO.72

exhibitions too; they constantly change, depending
on the thinking of the viewer. With my work, | try
to underline this, the constant change, often in a
way that allows the work to unfold and constantly
evolve, underlining the transient nature.

KH: How does this notion of transience relate
to the selection of material in your artwork?

DH: | work with materials that have a certain
potential and sometimes they might be very
contrasting, bringing together total opposites.
There are structure positions and combinations
that point towards specific ideas. It is important
to me that materials bring their own language, their
own power, that they have the potential to
contribute to the installation autonomously. For
example, in my exhibition you would see wax as
part of an installation, melting away and moving
around throughout the duration of the show.
Despite melting, the wax always remains in some
shape or form, so it acts as a reference to all
possible variations and in-betweens of the two
extremes. There are no such things as poly-
present or poly-vanished. | also have other
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installations that are transient under the influence
of the surrounding: with wind, water or the reaction
of the viewers themselves. | try to provide a frame
for the installations and within that frame, the
material performs.

KH: Does this evanescent mise-en-scéne
influence how you experience art yourself,
whether it is your own or in general?

DH: | see art as an endless cycle. At the right
moment, | am only able to experience a small
keyframe of it. Whether it is my own exhibition or
art in general, | am aware and inspired by how
there is only a certain amount of feeling that can
be conveyed within a certain amount of time.
Therefore, | am always open to perceive art in this
temporal way — a way where it is meant for the
very moment instead of being meant to last. | do
not have the urge to create strong structures that
last hundreds of years. Seeing a marble sculpture
from antiquity definitely speaks about time as well,
but personally, as an artist, it is not my destiny to
create a preserved version of something that is
intended to last an eternity.

KH: According to your artist profile, your work
touches upon critical thinking and questions
about system structures. Can you explain in
what way this expresses itself in your art?
DH: My works volume no. one, two and three
feature the architectural potential of minimalist
sculptures. Three frames, or cages so to speak,
are built from a metal structure and combined with
a very contrasting material: parachute silk.
Although the cages look identical, the silk fabrics
in the cages interact in three different ways. One
of them is twice the volume of the others; it now
and then expands through the cage structure and
gives an illusion of breaking free. Another one is
also programmed, but this time the 1:1 volume
moves up and down, constantly inflating and
deflating, and at times it fills the cage entirely. One
interacts with the viewers themselves, responding
to the airflow in the room. This example is trying
to show a visual proof of the cascading nature of
all systems in general. There is one entity, but it is
an illusion. Let’s say the parachute silk inside the
metal frame is one element, but this volume is also
part of the installation, which is part of the room,
which is part of the house, the streets, the cities
—so on and so forth. It’s like a reverse Russian doll
concept, these systems operate within other
systems, all systems are therefore interconnected.
This structural connection might not be the first
association when you see these works. For me,
my work is a way of personal research, | think and
read about these ideas and | hope it gives room
for all kinds of interpretations. | see my work as a
volume or a surface that gives space for these
projections that we all carry within us. Everybody
will see, read and question it differently, especially
because it constantly changes.

KH: The dynamics between your installations,
the object, the room and the exhibition visitors
is a recurring theme in your work. Which role
does the art viewer take on in these dynamics?
DH: The viewer is part of this entire art machinery.
You can go into an art gallery, stroll through it and
be touched in a very emotional way without diving
deep into the research behind the works because
it evokes something in yourself. This way of viewing
the art might feel amazing on one day but on other
days you might want to learn more about the
background and work your way through
understanding an idea, or a culture to get more
out of the experience. Viewing art is always a mix
of both, and it should be. | think the beautiful thing
about these moments and interactions is that
people will bring their own disposition and
experience into the room. So, therefore, they all
have different reactions — one artwork might touch
one person immensely, whereas the same might
not do much for another person. Both reactions
are entirely equally interesting to me, seeing how
these people then interact with that space. | had
one show in London, where | somewhat replicated
columns that were already in the room. | re-
modeled them from recycled bin bags, they looked
almost the same as their original counterparts.
They were inflated with air and were programmed
to all of a sudden fall over and rise again, constantly
dividing the space into different sections,
unpredictably falling to the left or the right.
Depending on when people entered the exhibition,
they would not even notice them at first. In this
scenario, they were looking at the paintings,
conversating, having their drinks, casually leaning

on the columns — and then being surprised by
these inflatable columns collapsing out of the blue,
nearly hitting them. Sometimes they were shocked,
although they are only made from plastic, so they
cannot harm anyone. In this sense, it was quite
humorous. But it can also make you think of the
whole present structure, the whole group dynamic
we have at an opening for example, with the
socializing, drinking and chatting. | think it is
interesting that the art divides those groups. Some
people would walk around it or jump away from it,
it brings out interesting reactions. It can be
childish, curious and fun but at the same time, you
can think about it critically — which leads to a
different, not least interesting viewpoint. If a viewer
is very engaged with the art, they might get in
touch with the material, and thus get from one to
another, asking questions like “Why is he using
recycled bin bags, or why is he using carbon fiber,
parachutes, and packing chips from cornstarch?”
The visitors can engage fragmentally or holistically,
depending on how much they choose to take in
at that very moment.

KH: You have recently graduated with a degree
in Fine Arts. How did you stipulate being in art
education and being a student with the artistic
development that you experienced in those
years?

DH: It was an interesting journey for me, | went to
an art school at the age of 14 for the following four
years —until | was 18. So, instead of going to high
school, | went to this particular art school. There
are only two of these in Austria, my home country.
| had the honor of going there with 10 other kids,
although, at that time, | did not think much of it,
being a typical 14-year old, you know. The subjects
were very technical, a lot of sculpture education.
After school | worked as a restorer, restoring art
and monuments for four and a half years. After
that time, | finally started studying art in Berlin,
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which | set as my goal years prior. This offered
completely new answers of what it means to be
educated as an artist, or whatever that is labeled,
and it was a really interesting time for me. | had to
unlearn a lot of ways and approaches that | had
internalized at school and at work, especially since
| spent time restoring the art of others. When | got
to Berlin to study Fine Arts, it was my very own
thing with minimal guidance and the practice being
left to the individual person. | thoroughly enjoyed
this part, it was like, “Here is your studio, you can
now do whatever drives you, create whatever
interests you”, and it took some time to dismantle
the previous more limited ways of approaching
art. For me, starting my studies was a relief. It felt
more like my own journey, having my own studio,
relying on my own mind, rather than being
educated and formed in a certain way by an
external corpus. Then, it comes naturally to want
to show the creations, and through university, |
had opportunities to show with fellow students.
It felt very natural, this step further into the art
world.

KH: You work with a broad selection of
materials, including carbon fiber, plastics,
wax and many others. What are the challenges
behind working with these different textures
and structures?

DH: I mainly use light materials, like the inflatable
bags mentioned earlier, parachute silk or bio
packing chips made from cornstarch that get
moved by wind and eventually dissolve in water,
pieces of wax that melt and transform. Movement,
by air, by electricity, often impacts my work. | try
to give the space to the installation, in a sensitive
way. Sensitivity to me is more important than
having monumental structures. They can still have
a daring character to them, like the delicate
inflatables, my so-called soft architectures that
stretch or nearly explode when being blown up to
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parachute silk, digital mixed flow fan & electronic components
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