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reviews

dans cette association entre des
images de corps mutilés et l’élégance
quasi abstraite des pixels agrandis.

Régis Durand

——

Thomas Hirschhorn’s latest collages
use partially pixelated images to
demonstrate the importance of
“looking at images of destroyed
human bodies.” The idea is to ex-
pose the hypocrisy with which the
media pixelate the faces of the dead
to “protect” our sensibilities. Hir-
schhorn does exactly the opposite
with his pixelation, using it as a
tool in his search for Truth, to reveal
invisible links that, in his earlier
work, were materialized by duct
tape that held together quotations,
books, cardboard, photos from-
magazines in huge collages. This
technique peaked with Altars, ho-
mages to the artist’s personal pan-
theon (Deleuze, Spinoza, Mondrian).
In this current series Hirschhorn is
more radical and explicit, using
pixels to “link the unspeakable with
the abstract,” the hidden with the
known. His concerns are both aes-
thetic and ethical, not unlike Susan
Sontag in Regarding the Pain of
Others (2003), but with a raw vio-
lence. He shows what is usually not
left visible, rejecting the infantili-
zation imposed by censorship but
also “the victim syndrome” and re-
cognizing recurrence and contra-
dictions so as to “understand that
the incommensurable act is not that
of looking at this but the fact that
this happened, that a human being,
a human body has been destroyed,
as have an incommensurable num-
ber of human beings.” Still, there
is something troubling about this
association between pictures of mu-
tilated corpses and the almost abs-
tract elegance of blown-up pixels.

Translation, L-S Torgoff

PARIS

Thomas Hirschhorn
Galerie Chantal Crousel / 9 janvier - 26 février 2016

En haut /top: Thomas Hirschhorn.
« Pixel-Collage n°12 ». 2015. Imprimés,
feuille plastique, ruban adhésif. 28 x 46 cm.
(Ph. F. Kleinefenn). Prints, plastic sheet, tape
Geert Goiris. «Melting Snow». 2005

Thomas Hirschhorn poursuit sa série
des collages, en ayant recours à des
images partiellement pixellisées,
pour montrer en quoi il est si impor-
tant de « regarder des images de
corps humains détruits». Le recours
aux pixels est une manière de dé-
noncer l’hypocrisie qui consiste,
dans la presse ou à la télévision, à flou-
ter certaines images, à en faire des
images «sans visage», prétendument
pour ménager notre hypersensibi-
lité. L’artiste en fait au contraire un outil
dans sa recherche de la Vérité, un outil
pour connecter et créer des liens
entre les choses. Dans les œuvres pré-
cédentes, ces liens étaient matéria-
lisés pour l’essentiel par de l’adhésif,
qui tenait ensemble des citations,
des livres, du carton, des images dé-
coupées dans des magazines, dans
une sorte de collage généralisé qui
trouvait son apogée dans les «Autels»
élevés à la mémoire des grandes
figures du Panthéon de l’artiste (De-
leuze, Spinoza, Mondrian). Avec
cette nouvelle série, le discours se
radicalise et devient plus explicite. Les
pixels deviennent des instruments
pour « lier l’indicible avec l’abstrait »,
le caché avec le connu. Cette re-
cherche est à la fois éthique et es-
thétique, dans la lignée de celle de
Susan Sontag (dans Devant la douleur
des autres, 2003), mais avec une
violence que n’arrête aucune com-
plaisance. Montrer ce qui est le plus
souvent non visible ; refuser l’infan-
tilisation qu’impose la censure, mais
aussi ce que l’artiste appelle le «syn-
drome de la victime » ; assumer la
redondance et les contradictions ;
pour, au final, « comprendre que
l’acte incommensurable n’est pas de
regarder, mais que cela soit arrivé –
qu’un humain, un corps humain ait été
détruit, et qu’un nombre incommen-
surable d’êtres humain aient été dé-
truits ». Mais cela n’empêche pas
qu’il y ait quelque chose de troublant
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REPORTAGE THOMAS HIRSCHHORN 

62 . 
10 2015 PREVIOUS SPREAO: Pixel-Collage n•21, 2015 P,xel-Collage n 

•

J 
1 

1 

. . . Truth 
needs to 

1 don't want to flee the hard core of 
reality. be paid for. -Thomas Hirschhorn 

The ace of pixelarion, whether ro prorecr privacy or genrle sensibilities, is an imperfecr art, ineleganrly applied. The notion of honesty, of authenricity, in phocography has been long relegared co the dustbin of art hiscory. The corruption not jusr by means of software in the studio, but oflabor-intensive and skill-heavy engraving techniques postdarkroom, has led to hard questions thar revolve around privacy, truth, censorship, and incentionality. Largely borne out today in the mass media, the mediarion of the rrurh as practiced by relevision and print journalism has corne under scrutiny in coures oftaw, in academia, and in sexual polirics. And according Thomas Hirschhorn, ic has also led ro a culture luxuriaring in hypersensitivity in an attempt "to avoid contact with reality and its hard core." 1 

If pixelarion, and other de-identification techniques, worries an image to rhe point of obfuscation and delimits irs responsibility to the viewer to existing largely as an aesrhetic objecc, how much original content does it concain, and does it marrer anymore? Hirschhom, in fact, would say thar a pixelated image is more authentic than its uncorrupred counterparr. If"they" rhink "we" should be shielded from the violence and gore of photojournalism coming out of conflicr zones, rhen their essence must be true. 
ln his book Wtir Is Beautiful, David Shields examines the New York Times' aestheticized war coverage and wrires of how the paper has "glorified war through an unrelenting parade of beautiful images."2 
Shields's approach co the photographs is that they deliver an ideology in an aesrhetically pleasing manner (not exaccly a nove] concept when much the same could be said of mosr Renaissance painting). But does an ideological point need co be made through the prism of something "beautiful" co be penerraring, effective? And whose notion ofbeautiful? Quite apart from the damning Shields wields on the New York Times for driving the nation's perception of this century's stares of endless conflicr, the book-and Hirschhorn's phocographs-raises the question of the edicorial hand-in the book's case not through pixelation as obfuscation, but rhrough aestheric choice, suggescing perhaps, and not subrly, thar ediring irself is a form of obfuscation. In the case of Hirschhorn's Pixel Collages, it is by electing co blur not the bloodied and disrraught details, bue often by distorting and embellishing the phocographs with familiar, "unthreatening," cultural markers. However it is measured, Hirschhorn's "hard core" of reality lives no less in the fondamental arguments about what consrirures privacy and who gets it than ir does in the relation of aurhencic experience and how it is relayed (let alone by whom). Truth obfuscared is still a truth. "During the second Iraq war," Hirschhorn related in an interview, "the former American secretary of defense said: 'Death has a tendency ro encourage a depressing view of war. ' That's exacdy the point: in order co discourage inhumanity, we need co see it!"3

BY EUGENIA BELL 

Pixel-Collage n°18, 2015 63 



G
al

er
ie

C
ha

nt
al

 C
ro

us
el

Eugenia Bell & Thomas Hirschhorn. «Pixel-Collage. Thomas Hirschhorn.», Osmos Magazine, Issue n°8, March, 
2016.



G
al

er
ie

C
ha

nt
al

 C
ro

us
el

Eugenia Bell & Thomas Hirschhorn. «Pixel-Collage. Thomas Hirschhorn.», Osmos Magazine, Issue n°8, March, 
2016.



G
al

er
ie

C
ha

nt
al

 C
ro

us
el

Eugenia Bell & Thomas Hirschhorn. «Pixel-Collage. Thomas Hirschhorn.», Osmos Magazine, Issue n°8, March, 
2016.

REPORTAGE THOMAS HIRSCHHORN 

Pixel-Collage is a new series of collages. Wich chese works, I want co 
integrate the growing phenomena of facelessness in pictures reproduced 
coday. What interests me more specifically in the aesthetic of faceless
ness is pix.ilacion as its formai embodimem. I wam co imegrate inco 
my work the increasing use of pixelation. Pixelation has become more 
and more common; there has been an increase i11 the use of pixels or 
blurring in the media. 

This phenomenon imerests me because it seems that in order co be 
aurhencic a picture needs co be pixelared or panly pixelated. Pixelat
ing-or blurring-has raken over the raie of authenciciry. A pixelared 
picrure must surely be aurhencic if it has unaccepcable areas that are 
concealed. The acceptable is not-pixelated. Ir is interesting co observe 
that the use of pixels follows no common law ac ail. Sometimes parrs 
of pictures are pixelated without logic or reason, as a proof that ap
parently somebody is raking care, has the overlook, knows and decides 
what is acceptable and whar is not. Pardy pixelared picrures look even 
more authentic and are accepred as such by viewers. lt therefore seems 
clear chat pixels stand for authencication: aurhencication through au
thoriry. And, in our chaotic, incommensurable, contradicrory and 
complex world there is a huge demand for authoriry. Pixels deliver an 
aesthecic ro rhis demand for authoriry. The justification for pixelation 
or blurring is either co "protect the viewer," co keep something in the 
picture "protected," or co "protect" whatever information is supposed 
co appear in the picture. I don't accept anything "protective" and I 
don't think anyone-today-ca11 rake over such a rhing as amhority 
of protection . Using pixels obviously always cornes from an authoritar
ian gesture. Therefore using pixels creates confusion, frustration-and 
willingly or not-makes things more "hierarchic," and obviously the 
act of pixelarion is definitely not based on emancipation or emancipat
ing the viewer. Rather, pixelation is clearly used as propaganda; it 
infantilizes or manipulates the viewer. Furthermore, pixelating a part 

66 

of a picture mighc imply and indicate chat there is worse, much worse, 
and chat d1ere is something incommensurable rhat is concealed. 
Another thing chat interests me is the face chat, paradoxically, the use 
of pixels sometimes leads to cotally incomprehensible picrures con
necting them aesthetically co forms of abstract art. Therefore I am 
interested in pixels-their abstraction can build up a new form, open
ing rowards a dynamic and desire of trnth, truth as such, trum as 
somerhing reaching beyond information, non-inforrnarion or councer
information. 

The point is to understand how an existing picrure can become an 
abstraction. Truch is only manifest co the real viewer; truth is something 
visual for the one who will open his eyes. I wanc co use pixels as a new 
part of our exiscing, chaotic, complex, cruel, incommensurable, beau
tiful realiry. Of course I do not use pixels to hide things or make them 
non-visible. With Pixel-Collage, I want co use pixels as a cool, a cool 
co connecc and make links between things. I want to link the beaury 
and cruelry of realiry. The pixels I use are "handmade"-co "pixelate" 
is noc a technique but an arristic statemenr. Therefore me procedure 
must be chat of a collage, with visible pasting traces because it is im
portant co understand chat pixels are included in my work as mate
rial for making collage, as magazine cutouts. Pixels are a visual bridge 
becween cwo or more images of realiry, between two or more existing 
realities; pixels make the incommensurable visible. I wanr to use pixels 
as an instrument to link the unspeakable with the abscract, to link 
realiry with the real, co link the hidden with the known. I wanr co give 
form to the recognition of beaury and atrociry because it is important 
co insist on the absolucely wrong and cruel separation between these 
two registers. The Pixel-Collage is an attempt co use the "pixel" key to 
enter a new picture, a new form, a new world. 

BY THOMAS HIRSCHHORN 

Ptxel·Collage n°7, 2015 OPPOSITE: P1xel·Collage n°3, 2015 67 
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Roxana Azimi. «La pixellisation contribue à dépolitiser l’ individu», M. Le magazine du Monde, January 30, 2016, p. 84.
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William Massey. «Thomas Hirschhorn en conversation avec Bice Curiger», L’officiel Art, n°9, March-April-May 2014, 196-201.
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William Massey. «Thomas Hirschhorn en conversation avec Bice Curiger», L’officiel Art, n°9, March-April-May 2014, 196-201.
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William Massey. «Thomas Hirschhorn en conversation avec Bice Curiger», L’officiel Art, n°9, March-April-May 2014, 196-201.
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 Guillaume Benoit. «Thomas Hirschhorn - Palais Tokyo», Slash Paris, May 19, 2014.
http://slash-paris.com/articles/thomas-hirschhorn-palais-de-tokyo

Vue de l’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison L’Etat du 
Ciel (25.04.14 — 23.06.14), Palais de Tokyo © Adagp, Paris 2014 — Photo : André Morin 

Avec Flamme éternelle, visible jusqu’au 23 juin au Palais de Tokyo, Thomas Hirschhorn poursuit sa 
réflexion sur les modalités d’un vivre et d’un être ensemble porté par un désir vivifiant de donner à ses 
interventions une énergie nouvelle et une véritable urgence.

En ce sens, la proposition de l’artiste repense la question de l’installation sans imposer de didactisme 
ou théorisation ; les montagnes de pneus qui limitent l’espace se dressent à la manière d’une barricade 
molle, d’une frontière plastique qui aurait proliféré au sein du Palais de Tokyo, dessinant les contours 
d’un espace de résistance où la création retrouve sa dimension participative, festive et engagée. Libre 
d’accès, pleine d’outils divers, cette installation, voire même cette invasion de Thomas Hirschhorn 
ramène le Palais de Tokyo au cœur de ses plus beaux objectifs ; une ouverture à tous les publics des 
moyens artistiques de penser notre société.
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 Guillaume Benoit. «Thomas Hirschhorn - Palais Tokyo», Slash Paris, May 19, 2014.
http://slash-paris.com/articles/thomas-hirschhorn-palais-de-tokyo

Vue de l’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison 
L’Etat du Ciel (25.04.14 — 23.06.14), Palais de Tokyo 

Il y a 10 ans, Michel Foucault était honoré par Hirschhorn au Palais de Tokyo. Dans le monde 
d’alors, Internet était loin d’être accessible depuis son téléphone, les textes des plus grands livres 
du siècle loin d’être à portée de main, 24h/24. 24h Foucault, c’est précisément ce que proposait 
alors Thomas Hirschhorn lors de ce projet qui accompagnait l’une des premières itérations de la 
Nuit blanche, ancrant au sein du Palais un amphithéâtre de fortune, assorti d’outils pédagogiques 
formidables. Bravant alors toute prudence en matière de ©, Thomas Hirschhorn exposait une 
bibliothèque remplie de photocopies en libre accès, démocratisant par là une pensée qui avait 
toujours voulu casser ses frontières. De Deleuze (à qui l’artiste consacra un monument en 2000) 
à Foucault, du cortège de l’observatoire des prisons à la jungle bigarrée des amphithéâtres de 
Paris 8 Vincennes, de l’histoire de l’art au surf, la pensée française s’émancipait, sans la sacrifier, 
de la culture bourgeoise pour lui opposer une culture du partage, de l’opposition, de la lutte et 
de l’invention. Une culture de la différence, du singulier tout autant que de l’échange qui aura 
marqué Hirschhorn au point que cette Flamme éternelle nous rappelle aujourd’hui, à l’heure des 
réseaux sociaux et de la communication numérique ce que l’expérience physique de la rencontre, 
de l’observation et de la création contenait, et contient toujours, de révolutionnaire.

Vue de l’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison L’Etat 
du Ciel (25.04.14 — 23.06.14), Palais de Tokyo Photo : Guillaume Benoit / Slash-Paris 
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 Guillaume Benoit. «Thomas Hirschhorn - Palais Tokyo», Slash Paris, May 19, 2014.
http://slash-paris.com/articles/thomas-hirschhorn-palais-de-tokyo

Car c’est une véritable expérience des sens qui se joue ici, un territoire esthétique et conceptuel tangi-
ble dans lequel s’installer, créer, partager ou tout simplement flâner ressort de la participation active. À 
mi-chemin entre l’œuvre monumentale, le design et l’architecture, Flamme éternelle est pensée comme 
autant d’espaces d’activité libres d’accès qui sont, un coin Internet avec des ordinateurs, un salon de 
projection avec sa DVDthèque, une bibliothèque de livres, des bombes, rouleaux de scotch et parois 
prêtes à accueillir les œuvres et messages de ses visiteurs ; autant de satellites autour d’une agora cen-
trale où l’on partage un verre. Jouant à plein de son matériau de prédilection, le scotch, Thomas Hirs-
chhorn réussit d’emblée un coup formel d’envergure ; enrubannés, recouverts de ce plastique marron 
translucide, chaque élément de cet univers perd ses angles droits, ses arêtes tranchantes, et des canapés 
aux micros, tout semble participer d’un même organisme qui se ferait fil conducteur d’une pensée en 
acte. Au son des lectures d’intervenants, des discussions de visiteurs, des odeurs de bombes de peintu-
res autant que de plastique, Flamme éternelle constitue un véritable univers qui, s’il n’était réalisé là, 
sous nos yeux, ressortirait de la pure utopie.

Vue de l’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison L’Etat 
du Ciel (25.04.14 — 23.06.14), Palais de Tokyo Photo : Guillaume Benoit / Slash-Paris 

Malgré l’absence de thématique fondamentale accordée à cette Flamme éternelle, l’explosivité et 
l’inventivité de son aménagement intègrent parfaitement la dimension politique, dimension dont 
Hirschhorn n’a jamais cessé de repenser les frontières. Dense et engagée, si sa Flamme éternelle 
risque de diviser, c’est qu’elle parvient à rendre tangible le génie brut d’une pensée de l’invitation 
sans se noyer sous le didactisme et la pédagogie. L’invitation en jeu ici, c’est pouvoir soi-même, en 
sa propre qualité de « n’importe qui », s’inscrire dans une œuvre commune.

Alors cette « Flamme éternelle » trouve peut-être sa raison dans cet attachement vivace que l’on 
garde à la pensée et à la création ; quels que soient leurs moyens de diffusion, quels que soient leurs 
moyens de production, elles continuent de rayonner et brûleront aussi longtemps qu’elles seront 
alimentés des regards et de l’attention des autres, de n’importe qui.
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 Guillaume Benoit. «Thomas Hirschhorn - Palais Tokyo», Slash Paris, May 19, 2014.
http://slash-paris.com/articles/thomas-hirschhorn-palais-de-tokyo

Vue de l’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison L’Etat 
du Ciel (25.04.14 — 23.06.14), Palais de Tokyo Photo : Guillaume Benoit / Slash-Paris 
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: Joe Budda, Erik Farmer, Thomas Hirschhorn, and Susie Farmer. Right: Phil Beder of the Gramsci 
Monument radio station. (All photos: Kaelen Wilson-Goldie)

“I NEED SOMEONE who understands art to come down here and tell me how this is art,” Phil Beder 
says as I step into his radio studio on the damp opening day of Thomas Hirschhorn’s majestic Gramsci 
Monument. “I understand books, sculptures, and paintings,” Beder adds. “Less so the ephemeral stuff.” 
His bashfulness only just covers up his mischief. A former schoolteacher, Beder is a veteran of the 
storied New York radio station WBAI. I am sure he knows very well how Hirschhorn’s work is art and, 
moreover, why the arguments employed to elucidate and defend it are interesting, urgent, and even 
critical to the times and circumstances we are living. However faux his naïveté, Beder is casting around 
for opinions with an openness that sets an admirable tone for the project. This matters in no small part 
because, like so much of Hirschhorn’s work, the monument not only flirts with false notes but also runs 
the very real and deliberate risk of blowing up in everyone’s face.

The fourth and final installment in his continental philosophy quartet, Hirschhorn’s makeshift monu-
ment is a temporary structure set against the grassy hills of an incongruously green South Bronx hou-
sing project, Forest Houses. In keeping with the artist’s unmistakable style, the piece looks like it was 
cobbled together from an explosion of plywood, Plexiglas, and packing tape. In addition to the radio 
station, Gramsci Monument includes a bar, a lounge, an Internet café, a library, a workshop for kids’ 
art classes, and an editorial office producing a daily microcommunity newspaper. A maze of stairs and 
elevated walkways link all of the different spaces together. If you ever made fortresses as a kid from 
imagination and whatever materials you had at hand, then you will love spending time here. And for 
seventy-seven days this summer, you will have ample reason to do so, as Hirschhorn and his band of 
makers and doers have sketched out an exhaustively ambitious schedule of talks, plays, poetry readings, 
and related programs to animate the ideas of the Italian Marxist Antonio Gramsci, and then some.
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: Philosopher Marcus Steinweg. Right: Opening day performance of Marcus Steinweg’s Gramsci 
Theater.

Beder is in charge of the radio station, which, from now through September 15, is broadcasting to a 
one-mile range on 91.9 FM, and to the world online. On opening day, July 1, he seemed genuinely 
daunted by the prospect of filling up seven hours of airtime, every day, for the next two and a half 
months. “We’re trying to get as much royalty-free, public domain music as we can manage,” Beder 
says. Two DJs from the neighborhood, Gucci and Baby Dee, were already on board with a deep reser-
ve of songs and talent, including rappers, beat-boxers, and poets, and the “what makes it art” question 
seemed guaranteed to generate countless hours of debate, drawing everyone into a meaningful conver-
sation and, at the same time, creating a readymade audio archive.

I duck out of the radio studio and wander over to the newspaper, where I find the first of many poten-
tial answers to Beder’s question. The front page of the first issue of the Gramsci Monument Newspa-
per, edited by Lakesha Bryant and Saquan Scott, features an interview with Erik Farmer, charismatic 
president of the Forest Houses tenants’ association and, according to Hirschhorn, the man who made 
the monument happen here rather than elsewhere. “We have seventy-seven days to teach the basic and 
fundamental of art to Forest Houses,” says Farmer, “because art is so much bigger than a painting, 
drawing, or portrait. It’s our everyday life.”

A cacophony of voices erupts from the Antonio Lounge, where a dozen actors are running through 
Gramsci Theater, a play written by the philosopher Marcus Steinweg, who has been collaborating with 
Hirschhorn for fifteen years. The cast is mostly women. They stand in front of cardboard placards 
adorned with the names of their characters, among them Gramsci, Heidegger, Derrida, Nietzsche, 
Deleuze, Badiou, and Brecht. I see someone named “Second Marxist” but can’t find the first. So-
meone hands me a photocopy of the script. There are lines of dialogue for “Anyone.” The characters 
begin shouting all at once and on top of one another, as if bombarding the audience with intellectual 
dissonance and an edge of Bronx attitude. At regular intervals, a young man saunters on stage with 
a basketball and takes an easy layup into one of two hoops, labeled LOVE and POLITICS on their 
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: Dia Art Foundation curator and Gramsci Monument ambassador Yasmil Raymond. Right: Dia Art 
Foundation director Philippe Vergne.

respective backboards. Plucked at random, the lines are hilarious. I swoon for Marguerite Duras, who 
says: “Pull yourself together, not even your grave is for free.”

Gramsci Theater is being performed every Monday afternoon. “I love not recognizing what I wrote,” 
says Steinweg. “You hear two different registers. Strong voices and chaos. There’s too much meaning, 
too much sense. That’s why I like this swarm of meaning, the overproduction of sense is a new kind 
of normality.” For his part, Steinweg is giving a lecture every day. The topics are set on the schedu-
le—from “What Is Art,” “What Is a Problem,” and “What Is Sex” to “Romantic Shit” and “Beautiful 
Souls”—but Steinweg is improvising all of them. “I don’t like to be too prepared,” he says, as I wonder 
if his T-shirt is soaked through with rain, sweat, or a spilled drink. “It must take a lot of energy to give 
seventy-seven lectures in a row,” I offer. “Most people work eight hours a day,” he replies. “I just work 
forty minutes. In fact I am lazy.” Note to self.

During Steinweg’s first lecture, “What Is Philosophy,” the opening crowd begins to appear, a combina-
tion of cops, security guards, the curious and palpably skeptical residents of Forest Houses, forty-five 
people who are officially on staff (and paid a decent hourly wage), beloved editors, a handful of critics, 
a documentary film crew, Hal Foster and Barbara Gladstone (each resplendent in red Gramsci Monu-
ment ball caps), and a small but serious contingent of the city’s luminous museum curators, including 
Sheena Wagstaff and Nicholas Cullinan from the Met, Peter Eleey from MoMA PS1, and Thomas Lax 
from the Studio Museum in Harlem. Philippe Vergne, director of the Dia Art Foundation, hangs out at 
the back, looking amused in a bright yellow raincoat.

Somewhat maligned in recent years, Dia is the institution now hurling itself back into the art world’s 
limelight. Gramsci Monument is the only Hirschhorn monument realized in the United States, and 
the first public art project funded by Dia since 1996, when Joseph Beuys’s 7000 Oaks was restaged in 
Chelsea. Vergne calls it a defining moment. Yasmil Raymond, meanwhile, tells me: “I am no longer the 
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: Dealer Barbara Gladstone. Right: Gramsci Monument librarians Freddy Velez and Marcella Pari-
dise.

curator of Dia. For the next seventy-seven days I am the ambassador of Gramsci Monument.” Indeed, 
if you want more than easy platitudes and pat quotes, if you want to dig into the substance of Grams-
ci’s thought, and if you want to start peeling back the layers of how the monument was made and why 
it is art, then tag along with Raymond for a little while.

She’ll tell you about the five hundred books that Anthony Tamburri, dean of the John D. Calandra 
Italian American Institute at Queens College, loaned to Forest Houses, from a five thousand–strong 
collection donated by John Cammett, who was the first person to write a book about Gramsci in 
English, in 1967. She’ll walk you through “the incredible cultural objects” borrowed from the Casa 
Museo di Antonio Gramsci in Sardinia and the Fondazione Istituto Gramsci in Rome. And she’ll make 
lucid connections between a wallet housed in a glass vitrine and an extended passage on money in 
Gramsci’s Prison Notebooks. She posts a note of her own, every day, on the monument’s website. 
(Questions from the community she’s fielded of late: “What is fascism?” and “Why are all contempo-
rary artists Marxists?”) Ambassador of what and to whom, I have no idea. Why intimations of sta-
tecraft and diplomacy over the care of curatorship, same. (“The home country is art,” Raymond says. 
“The foreign country is Thomas Hirschhorn’s Gramsci Monument.”) But of anyone, Raymond is most 
likely to make you fulfill one of the monument’s key missions, which is to read and think Gramsci in 
the present, and out of love.

A year ago, Hirschhorn told the New York Times’ Randy Kennedy that in Forest Houses, “some 
people think I am a priest or an eccentric rich man.” One of the tensions running through his work—
through his commitment to “doing art politically,” his insistence on touching the hardcore of the (La-
canian) real, and his self-representation as an artist-worker-soldier—is the quasi-missionary, pseudore-
ligious element that seems to lurk in the corners of his oeuvre. Another is the fact that all but three of 
the subjects of Hirschhorn’s four altars, eight kiosks, and four monuments are men, with few women 
to be found in his constellation of influential writers and thinkers. 
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: MoMA PS1 curator Peter Eleey with Studio Museum in Harlem curator Thomas Lax. Right: 
Sheena Wagstaff, chairman of the Department of Modern and Contemporary Art at the Metropolitan 
Museum of Art.

Paradoxically, another still is the sense that Hirschhorn’s choice of subjects is somehow arbitrary—the 
work “attends to Antonio Gramsci by paying no attention to him,” says Steinweg—while his choice 
of location is anything but. (In Hirschhorn’s Establishing a Critical Corpus, the philosopher Sebastian 
Egenhofer makes a compelling argument about the sites of social tension that the artist seeks to “ex

Forest Houses, in Morrisania, is no more than fifteen blocks east of the traffic triangle at 169th Street 
and Jerome Avenue where, as part of a public art project in 1991, the artist John Ahearn installed three 
bronze sculptures made from casts he had taken of three people he knew from the neighborhood. An 
excruciating controversy ensued, with accusations of racism slung everywhere. Dejected and dishearte-
ned, Ahearn took the sculptures down. They moved to PS1, and then to the Socrates Sculpture Park. As 
Glenn O’Brien wrote in a forceful, moving piece for Artforum at the time, Ahearn wasn’t being critical 
or judgmental. He considered his artworks a loving tribute to his subjects. In that sense, he wasn’t far 
from where Hirschhorn stands now, using art as a tool to know the world and confront reality. Ahearn 
told the writer Jane Kramer, in the New Yorker, that he wasn’t trying to change the South Bronx. He 
was trying to change the art world, “giving rich white people a bridge to the life there, and to a dif-
ferent kind of vitality.” To compare the two projects now is an interesting measure of how much the 
politics of race and class have changed in New York in the past twenty years.

To be fair, Hirschhorn has weathered similar strife. In 2010, his Théâtre Precaire, in the French city of 
Rennes, was vandalized twice and destroyed by fire, prompting an impassioned letter from the artist 
to area residents. The strength of his rhetoric is enough to win over anyone. On opening day, he gestu-
red to the fifteen buildings of Forest Houses and said: “This is only the beginning. Will the people on 
the fifth floor there, on the eighth floor there, will they come down and enjoy this and be implicated 
in it? This is the challenge. In Erik Farmer, I found a key figure,” he explains. “This is why Gramsci 
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.

http://artforum.com/diary/#entry41969

Left: Anthony Tamburri of the John D Calandra Italian American Institute at Queens College. 
Right: DJ Baby Dee.

Monument is here. Not because of the urban situation or the architecture but because Erik Farmer 
said, ‘Do it here.’ This is how it works. This is how an artist’s fieldwork makes the conditions for an 
encounter possible. The first phase was meeting. The second phase was construction.” The third phase 
is to constitute the monument as art, and as memory. “This is very important,” he says. “What I want 
is to create a common memory of this summer. To create a new kind of monument, we have to build 
it every day. The third phase starts tomorrow,” he adds. From then on, the monument will lodge itself 
“into the heart of the people here, and the heart of me.”
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Randy Kennedy. “Bringing Art and Change to Bronx: Thomas Hirschhorn Picks Bronx 
Development as Art Site”, The New York Times, June 27, 2013.

http://www.nytimes.com/2013/06/30/arts/design/thomas-hirschhorn-picks-bronx-
development-as-art-site.html?pagewanted=all&_r=1&

The temporary Gramsci Monument, under construction at the Forest Houses development in the South Bronx

Last year a tall man in a dark suit with thick black-frame glasses — something like a combination of 
Morrissey and Samuel Beckett — began showing up at housing projects all over New York City. He 
attended residents’ meetings and spoke rapturously in a heavy Germanic accent about an improba-
ble dream: finding people to help him build a monument to the Italian Marxist philosopher Antonio 
Gramsci, who died in Rome in 1937.

“Believe it or not, people have come to us with stranger ideas before,” said Erik Farmer, the pre-
sident of the residents’ association at Forest Houses project in the Morrisania section of the South 
Bronx.

Neither Mr. Farmer nor many of the people who attended these meetings had ever heard of the man, 
Thomas Hirschhorn, a 56-year-old Swiss artist with a huge international following. But Mr. Hirs-
chhorn wasn’t interested in trading on his reputation.

“Some people think I am a priest or an eccentric rich man, and some people just think I’m a loser,” 
he said late last year in an interview, as he was making his visits. “But that is O.K. as long as they 
understand that I am serious.”
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Randy Kennedy. “Bringing Art and Change to Bronx: Thomas Hirschhorn Picks Bronx 
Development as Art Site”, The New York Times, June 27, 2013.

http://www.nytimes.com/2013/06/30/arts/design/thomas-hirschhorn-picks-bronx-
development-as-art-site.html?pagewanted=all&_r=1&

For the last two decades, few contemporary artists have been serious in quite the same way as Mr. 
Hirschhorn. His deeply political work — usually made with cheap materials assembled to look like 
totems of a postapocalyptic garbage cult — has long forced art lovers to face some very uncomfor-
table issues: oppression, poverty, abuse of power, the atrocities of war, and a culture of easy pleasure 
that makes it easy to ignore all those things.

On Monday, with the help of the Dia Art Foundation and Mr. Farmer, Mr. Hirschhorn will realize his 
vision of honoring Gramsci, unveiling a monument on the grounds of Forest Houses. It will exist in a 
parallel universe from the rest of the city’s big-money summer exhibitions, daring viewers to veer far 
off the beaten museum-and-gallery path and question their ideas about the value and purpose of art.

Handmade from plywood, plexiglass and miles of beige packing tape — one of Mr. Hirschhorn’s 
signature art supplies — the Gramsci Monument bears no resemblance whatsoever to the cenotaphs 
and glowering statues that dot the rest of New York. And it doesn’t look much like an artwork, either. 
It looks more, in fact, like an adult treehouse or a makeshift beach cabana or a chunk of set hijacked 
from the Kevin Costner film “Waterworld.”

Thomas Hirschhorn, at the Forest Houses construction site
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Randy Kennedy. “Bringing Art and Change to Bronx: Thomas Hirschhorn Picks Bronx 
Development as Art Site”, The New York Times, June 27, 2013.

http://www.nytimes.com/2013/06/30/arts/design/thomas-hirschhorn-picks-bronx-
development-as-art-site.html?pagewanted=all&_r=1&

Though it might serve to memorialize Mr. Hirschhorn’s tenacity as much, if not more, than the philo-
sopher it is named for, the monument epitomizes the broadly humanistic worldview of Gramsci, who 
spent most of his adult life in prison under Mussolini and envisioned a working-class revolution that 
would begin as much in culture as in political power.

Throughout the summer, the monument will function as a kind of village festival, or inner-city intel-
lectual Woodstock, with lectures, concerts, recitals and art programs on the stages and pavilions that 
Mr. Hirschhorn and a paid crew of workers chosen from the Forest Houses have built over the last 
several weeks.

The project is the first that Mr. Hirschhorn has built in the United States and will be the fourth and 
final such work in a series he began many years ago dedicated to his favorite philosophers, following 
a monument dedicated to Spinoza in Amsterdam in 1999, one to Gilles Deleuze in Avignon, France, 
in 2000 and a third to Georges Bataille in Kassel, Germany, in 2002. From the beginning, the mo-
numents have been planned and constructed in housing projects occupied mostly by the poor and 
working class, with their agreement and help. Mr. Hirschhorn’s motivations in choosing the sites, 
however, are never straightforwardly benevolent.

“I tell them, ‘This is not to serve your community, per se, but it is to serve art, and my reasons for 
wanting to do these things are purely personal artistic reasons,’” Mr. Hirschhorn said. “My goal or 
my dream is not so much about changing the situation of the people who help me, but about showing 
the power of art to make people think about issues they otherwise wouldn’t have thought about.”

These days, as the commercial art world feels increasingly like a branch of high finance, Mr. Hirs-
chhorn is the rare artist who seems to move in and out of it with a nondenominational fluidity. He is 
represented by the prestigious Gladstone Gallery, and his work regularly shows up at important inter-
national art fairs, where it sometimes functions as the obnoxious party guest. But he has long spoken 
about the importance of seeking a “nonexclusive audience” for art. Such an audience includes those 
who go to museums and galleries, he says, though they are only a small part of the potential public 
for art.

And so when he began flying to New York from his home in Paris last year to plan the Gramsci 
monument, he came carrying an obsessively annotated New York City Housing Authority map; he 
eventually visited 46 of the 334 projects on that map, trying to find residents who would embrace his 
idea.

“I decided — O.K., almost for political reasons — that I wasn’t going to do it in Manhattan,” he said. 
“It has to be outside the center.”

After narrowing down the possibilities to seven projects in the Bronx, he chose Forest Houses — a 
cluster of high-rise buildings completed in 1956, housing 3,376 people — largely because of the 
enthusiasm of Mr. Farmer, 43, who has lived there almost his entire life and functions as the nerve 
center for the development. In constant motion around its grounds in a motorized wheelchair (he lost 
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the use of his legs in a car accident when he was in college), Mr. Farmer seems to know everyone 
who lives in its buildings and to command, if not authority, at least respect.

He was one of the only people to ask Mr. Hirschhorn for Gramsci’s writings while considering the 
monument proposal. And when he and Clyde Thompson, the complex’s director of community af-
fairs, embraced the idea, Mr. Hirschhorn said, he felt that he had found partners — in the cosmology 
of his art work, he calls them “key figures” — who would be able to help him see the monument 
through.

Mr. Farmer said he decided to make a persuasive case for Forest Houses not only because the mo-
nument would provide temporary construction and security jobs for residents, but because he hoped 
that it could mean more for the development.

“There’s nothing cultural here at all,” he said one afternoon in early June as he watched Mr. Hirs-
chhorn and several residents hard at work on the monument’s plywood foundation. “It’s like we’re in 
a box here, in this neighborhood. We need to get out and find out some things about the world. This 
is kind of like the world coming to us for a little while.”

(At the project’s end, the monument will not be packed up and reconstituted as an artwork to sell or 
show elsewhere; the materials will be given to Forest Houses residents in a lottery.)

Over the last two months, I spent several days watching Mr. Hirschhorn as he plotted out the monu-
ment in consultation with Mr. Farmer, whose job, among others, was to hire residents as temporary 
employees of the Dia Art Foundation, which is financing the project. (Those helping to build and 
staff the monument are being paid $12 an hour; the state’s minimum wage is currently $7.25 an 
hour.)

It was not the first time I had visited the project. As a city reporter for The New York Times, I spent 
several days at Forest Houses in 1993 when it was roiled by violence in the aftermath of the city’s 
crack epidemic, and I accompanied a team of police officers on what was called a “vertical patrol” of 
several buildings. The officers, walking with their guns drawn, would ride the elevators to buildings’ 
roofs, then walk down the stairs, fanning out on every floor in a show of force.

Forest Houses is a different place today, with a dramatically lower crime rate, but violence is still 
a fact of life. One day as Mr. Hirschhorn and the workers took a break during the heat of the after-
noon, a young man sprinted by, followed by others shouting that he had robbed a man in one of the 
project’s buildings. Two of the men chasing the accused thief caught him near a plywood walkway 
for the monument, tackled him and punched and kicked him for several minutes until his face was 
bloodied. He staggered away, to shouted threats.

Mr. Hirschhorn looked on in grim silence, and as soon as the incident was over he grabbed a sheet of 
plywood and immediately went back to work. Mr. Farmer, watching from his wheelchair, shrugged.

“I’m sorry you had to see that, but it’s self-policing, and that’s how that should work,” he said. “That 
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guy doesn’t live here. He’s not going to come back here and try to rob anybody anymore.”

Once the monument begins its programming on Monday, it will be open free to the public seven 
days a week through Sept. 15, with lectures from scholars like the philosophers Simon Critchley and 
Marcus Steinweg; a daily newspaper published by residents; a radio station; and food provided by 
residents chosen by Mr. Farmer.

Whether summer tourists and other art patrons will drive up or walk the few blocks from the Pros-
pect Avenue subway stop (on the Nos. 2 and 5 lines) is very much an open question. “We all hope 
that many people find their way there,” said Philippe Vergne, the director of the Dia Art Foundation, 
which took on the project as its first public-art commission in more than 15 years. “Thomas proceeds 
from the belief that art really can change something, and not just a living room.”

At Forest Houses, Mr. Hirschhorn pursues that belief with a messianic fervor, his wiry, energetic 
frame seeming to be everywhere at once — working, sweating, recruiting, philosophizing. And you 
get the distinct feeling that visitors are less important to him than the participation and acceptance of 
Forest Houses residents, many of whom have progressed from suspicious bemusement to grudging 
recognition to near-wholesale emotional ownership of the project, even older residents who initially 
complained that it looked like a shanty rising in their yard.

“You work on something like this, and after a while it’s not like a job,” said Dannion Jordan, 42, 
who is helping build the monument. “You start thinking it’s your thing, too. I mean, I’m no artist, 
but I’m making a work of art here.”

As in any ambitious creative endeavor, tensions have sometimes flared. One day Mr. Hirschhorn 
pushed the workers to keep at it in a steady rain, and they balked. “And somebody said to Thomas, 
‘You just care about your work; you don’t love us,’ ” said Yasmil Raymond, Dia’s curator, who will 
spend the summer at the monument, as will Mr. Hirschhorn, who is living in a nearby apartment 
with his wife and toddler son.

“Thomas said: ‘It’s true. I do care very much about my work, but I care about you, too. I am not the 
boss, and you are not my employees. I am the artist, and you are helping me,’ ” Ms. Raymond recal-
led. “Things kind of gelled after that.”

Mr. Farmer said a reason the tide turned was that Mr. Hirschhorn “works harder than anyone else out 
here.”

“For him this is a work of art,” he added. “For me, it’s a man-made community center. And if it 
changes something here, even slightly, well, you know, that’s going in the right direction.”

Mr. Vergne added, “People ask what will remain after the monument comes down in three months, 
and I think what will remain will be a certain way to think of the world — if only an urban legend of 
a Swiss artist who came from Paris to tell New Yorkers about a dead Italian philosopher, and people 
came to hear, and maybe they learned something that matters.”
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Dear Thomas,

I’ve just received your answers to my questions and your handwritten letter in an envelope at home. 
They surprised me in a good way. Thank you very much. When asked to write an introduction to the 
interview, I decided to answer you with an open letter instead. I think I allowed myself  to understand 
more about your work through “making” questions. When I was asked to participate in a dialogue with 
you, I gladly accepted, seeing it as an opportunity to think aloud about your work.  When we met some 
years ago, in 2003, I think, at Cantina Montejo in Mexico City, a block away from where I live, you invi-
ted me to visit you in your studio in Aubervilliers. I had imagined it as a place of  labor, a place in which 
art making means the production of  knowledge, of  language, of  emotions, not as a factory or a sweats-
hop for art, as it often happens these days worldwide. It turns out your studio was actually a former 
factory, which your activity totally transformed into a place full of  creative energy When I visited you 
in France, on a snowy afternoon, in late 2005, Aubervilliers and its surroundings showed me a lands-
cape and an environment that was very different from my idea of  what being an artist in Paris was like. 
This densely populated industrial area on Paris’s outskirts not only provides the city with labor, but 
also with culture: music, the sport of  parkour, tecktonic dance, and verlan slang. From the entrance to 
your studio I saw the Stade de France, France’s national stadium, Zinedine Zidane and Franck Ribéry’s 
playground. You gave me and our dialogue several hours (and some tea); it is there that I learned, or 
perhaps understood, that I could be in a new situation, in a totally different environment and universe: 
Paris is alive.

Thank you, Thomas.

Un abrazo fuerte.

Abraham

Thomas Hirschhorn 

Intensif-Station, 2010, K21, Düsseldorf. Photo by Romain Lopez, courtesy of  Arndt Gallery, Berlin.
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Abraham Cruzvillegas: Why live in Paris?

Thomas Hirschhorn: Because living in Paris is beautiful. It makes sense for me as an artist and it’s a 
challenge! I love ordinary, everyday life here and I love the people I’ve met who have become my friends. 
I stayed in Paris because of  the Frenchwomen and Frenchmen that are living here. I like France with 
all its unresolved contradictions, in all its complexity. I really do love the motto: “Liberté, Egalité, 
Fraternité.” I take it as something to fight for, at every moment. To live in Paris was never romantic to 
me. Coming from Switzerland, a very small country, it’s been my effort to confront myself  and find out 
my own measure. This is only possible in a large urban city. I am speaking about “Le Grand Paris” and 
it’s clear to me that thinking of  Paris includes all of  its suburbs. To me, the interest and the beauty of  
working in this country and in this city come from the work of  my friend Manuel Joseph, a French poet, 
but also from many other poets, writers, and philosophers living and working here today. They create 
a real dynamic. To me this makes Paris a special, powerful, rich, and graceful city of  creation. I love to 
confront the very condensed, critical way of  thinking—a sometimes fucking hypercritical thinking—
that only the French can produce. I love it; it’s excessive and not always justified, but is terrifically 
rebellious and crazily resistant. It’s an intellectual pleasure and an artistic challenge to be confronted 
with such theories. There is also a real Republican, egalitarian tradition which I love. Living in Paris is 
stimulating and demanding, but I understand the economic pressure as an invitation to face reality. The 
possibility of  being in touch with the sharp thinking of  a Frenchman such as Manuel Joseph, without 
compromise and without reconciliation, gives meaning and reason for me to work here more than in any 
other city.

AC: You worked and lived in Aubervilliers for a while. What does the banlieue mean for you?

TH: I am still working in Aubervilliers, where my studio is located. Paris is not Paris without its 
suburbs. Aubervilliers is a part of  Paris. What I need, as an artist, is to live in a space of  truth, and this 
space of  truth exists in Paris. As in almost every large city, the space of  truth is its suburbs, their so-
called banlieues. In Aubervilliers, as in other Parisian suburbs, one can touch the truth and be in contact 
with it. It’s in the suburbs that there is vitality, deception, depression, energy, utopia, autonomy, 
craziness, creativity, destruction, ideas, young people, hope, fights to be fought, audaciousness, disa-
greements, problems, and dreams. It’s in the suburbs that today’s big issues are written on the building 
facades. It’s in the suburbs that today’s reality can be grasped, and it’s in the suburbs that the pulse 
of  vitality hurts. It’s in the suburbs that there is necessity and urgency. It’s the suburbs that will save 
the city center from a most certain death! This incredible energy has to be directed somewhere and be 
fruitful somehow, find a destiny and a response. This is the problem of  “small” Paris. The “small” Paris 
turns its back to all this energy coming from the suburbs. That’s why I am for “Le Grand Paris.”
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AC: How do you deal with humor in everyday life and in your work?

TH: I have a lot of  humor. The problem is that others don’t understand it—it’s a pity! And it’s the 
same thing with the humor in my work. People do not understand that there is humor in my work! 
More seriously, I think humor can be a path and an opening toward the other. But I do not “deal” with 
humor in my work, I just want to give it form as much as I can. What is certain is that I have a lot of  fun 
doing my work, always and everywhere—in my studio and in public spaces too. To do my work is not 
glamorous, but it is a lot of  fun. And to do my work is pleasure, it is full enjoyment.

AC: Is disaster—famine, flooding, earthquake, forced migration, genocide, holocaust—a source of  
energy, creation, love?

TH: Yes, because disaster is part of  the world, our one and unique world! I agree with the world I am 
living in. It is only if  I agree with it that I can have the power to change something. To agree does not 
mean to approve of  everything or to support or to endure everything. To agree means to love—to love 
the world—beyond “respect,” “empathy,” “tolerance,” “compassion,” and “kitsch.” Love is passion, 
desire, ecstasy, infinitude, and cruelty. As an artist, who is part of  the world, I have to confront disaster, 
my own disaster first, but also all disasters. I have to love this world if  I want to change its conditions, I 
have to love the fact that disaster and “the negative” are also part of  it. The world is not the world wi-
thout the negative. Even within the negative, I have love for art and for artists, love for philosophy and 
philosophers, love for poetry and poets. This love gives me the energy and the will to create despite all 
the negative and despite all the past, present, and future disasters. Love is stronger than disaster.

Das Auge (The Eye), 2008, Wiener Secession, Vienna. Courtesy of  Arndt Gallery, Berlin.
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AC: What happens to the obscene when we are able to see it?

TH: I never use the word obscene or obscenity. I think we are living in a time where words like these are 
used to impose morality. I refuse this and I refuse the kind of  “hypersensitivity” developed and encou-
raged these days—I am sensitive but no more than any other human being. The Western and Northern 
luxurious hypersensitivity is the attempt to avoid contact with reality and its hard core. Terms such as 
obscene are used swiftly in order to protect people from exposure to the truth. Truth needs to be paid 
for. For there to be truth you have to make a sacrifice. I mean truth—not fact, not opinion, and not 
information. We are living in a dictatorship of  opinions, of  facts, and of  information. Opinions about 
what is “obscene,” what is pornographic, and what should not be shown to children! As if  everyone 
and everything should be neutralized by so-called morals or even ethics. There is no longer a single 
art exhibition without a warning about “obscenity” or “pornography!” But I, as an artist, want to see 
everything, know everything. I want to be emancipated and sovereign. I do not want to be neutralized. 
I do not want to be the one saying: “I can’t see this! I don’t want to see it!” I don’t need to be told what 
to support or not. During the second Iraq war, the former American secretary of  defense said: “Death 
has a tendency to encourage a depressing view of  war.” That’s exactly the point: in order to discourage 
inhumanity, we need to see it! As an artist, I don’t want to dream or escape reality. I don’t want to flee 
the hard core of  reality.

AC: Can you imagine a noncapitalist way or environment for sex? Not efficient, not productive, not 
amusing, not serious?

TH: Sex is apolitical. Sex exists—thank god!—beyond politics. I think the people in North Korea have 
sex also, don’t they? Sex happens completely and forever beyond everything else. Sexiness is generosity, 
expenditure, non-economization, emancipation, infinitude, ecstasy, intensity, risk, self-authorization, 
pride, the absolute. Sex is not reality—sex is the real. And the real—because it is the real—stimulates, 
boosts, or even dopes and resists all environments and all contexts. And I refuse to fall—like a mouse—
into the trap of  “noncapitalist” sex!

Poor-Racer, 2009, in One-Day Sculpture, Christchurch, New Zealand.
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AC: Why collaborate?

TH: I do not collaborate and I do not use this term collaboration. I want to work with friends, I want to 
work in friendship. Working in friendship, as I do with the German philosopher Marcus Steinweg or with 
the French poet Manuel Joseph, means to work in unshared responsibility. Unshared Responsibility is 
a new term we created in order to avoid collaboration. Unshared Responsibility means I am completely 
responsible for the work of  my friend, and it means that my friend takes complete responsibility for my 
work. Unshared Responsibility does not mean discussion, argumentation, negotiation, or finding a com-
promise. Unshared Responsibility means to be absolutely committed to the work of  the other, to take it 
for what makes its strength: a sovereign affirmation. To work in Unshared Responsibility means to take 
the responsibility for something I am not responsible for; it means to be generous and it means to have 
absolute confidence. Unshared Responsibility does not mean to control but to share the love of  art, of  
philosophy, and of  poetry. Unshared Responsibility is something I only do with someone and the work of  
someone I absolutely agree with.

AC: Describe chaos.

TH: Chaos is form. I want to give form to chaos. Chaos means complexity, inclusion, incommensurability, 
clarity, precision, exaggeration. Chaos is a tool and a weapon to confront the world, which is chaotic, but 
not in an attempt to make it more calculated, more disciplined, more educated, more moral, more satis-
fying, more exclusive, more ordered, more functionable, more stabilized, more simplified, or more redu-
ced. No, chaos is the form to confront the chaotic world. I must specify the chaos, touch it, struggle with 
it, to finally be lost in it myself. Chaos is another word for ethics. Chaos is resistance, courage, and hope. 
In art, the question of  form is the most important and essential question. I have to struggle with my will, 
I must give form in the chaos.

AC: Sometimes while looking at your work, The Planets by Gustav Holst comes to my mind.

TH: I do not know Gustav Holst. Should I know about him?

Exhibiting Poetry Today: Manuel Joseph, 2010, Centre National de L’Edition et de L’Art Imprime, Chatou (France). 
Photo by Romain Lopez.
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AC: It’s not necessary. What are you listening to recently?

TH I am listening to fado. I have three fado CDs: Maria Teresa, Katia Guerreiro, and Amália Rodrigues. 
My favorite one is the CD of  Amália Rodrigues, Uma Casa Portuguesa. It’s beautiful music and I like 
to play just one song on the repeat track mode and listen to it for hours. “Barco Negro” is one of  those 
songs—it’s sad, beautifully sad.

AC: What’s the meaning of  labor in your work? Do you work with assistants?

TH: I love to work and I love to do my work. I always liked to work a lot, and because I like it, it’s 
easy for me to work and work a lot. Because I, the artist, am the art maker, I have to and want to do 
the work, to give it form and to work it out. I want to be overgiving in my work, I want to work with 
excess, and I want to be generous while working, I want to self-exploit myself ! I like the fact that my 
work involves a lot of  labor. Even when something is big, its big size is made with labor, it’s not blown 
up industrially. The fact that people can actually see the labor is a way to include them in my work, to 
make an opening. This opening and including is precisely what I mean by working, or put differently 
self-erection. To me the term of  work and labor are positive terms, terms of  self-invention, of  self-
authorization, and of  being mobilized. I am for production and I am for affirmation. To me production 
is related to dignity and pride. Sometimes people tell me: “Do less! Work much less!” They are wrong, I 
don’t fall into this trap of  nonproduction, into the trap of  deception and cynicism. They don’t unders-
tand that to work—besides the big pleasure it gives me—is a necessity. It’s the necessity to give form; 
to assert and to defend my form. It’s necessary to insist by working a lot and by producing a lot. For 
those who want to do less—it’s fine with me—let them do less, let them produce less. But don’t tell me 
I should do less! I want to do what I love: to have fun and, to me, to have fun means to do my work! Yes, 
I do work with assistants.

Théâtre Précaire 2, 2010, Les Ateliers de Rennes-Biennale d’Art Contemporain, Rennes.
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Abraham Cruzvillegas’s work has been shown 
in over 20 countries since 1987. The Mexi-
can artist’s most recent multimedia project, 
Autoconstrucción—for which he charted the 
makeshift evolution of  his family’s house and 
neighborhood and found the origins of  his 
sculptural practice—was shown at REDCAT 
in Los Angeles and Kurimanzutto in Mexico 
City. He is currently based in Berlin, where 
he is a DAAD artist-in-residence.

AC: How do you choose materials to work with? Do you choose?

TH: I love the materials I am working with. To use the materials I work with is more than a choice—it’s 
a decision. Doing art politically means loving the material one works with. To love does not mean to be 
in love in a kitschy way or to fall in love with one’s material or lose oneself  in it. Rather, to love one’s 
material means to place it above everything else, to work with it in awareness, and to be insistent with 
it. I love the material because I decided in favor of  it, therefore I don’t want to replace it, substitute 
it, or change it. The decision about the material is an extremely important one in art. I decided on the 
materials I am working with because they are everyday materials. Everyone knows about them, everyone 
uses them—to do things other than art. These materials surround me, are easily available, unintimida-
ting, and nonartsy. They are universal, economic, inclusive, and don’t bear any plus-value. That is the 
political, and because I made that decision, I cannot yield to wishes and demands for “something else” 
or “something new.”

AC: What are you reading these days?

TH: “L’éthique, essai sur la conscience du mal” by Alain Badiou, and the exhibition catalogue from 
MAK Vienna, “Blumen für Kim Il Sung.”

AC: What are you working on now?

TH: I am working on Too Too—Much Much. This is my next big work to be exhibited in the Museum 
Dhondt Dhaenens in Deurle, Belgium. In this work I want to give form to the logic of  being overwhel-
med by a situation and in assuming the consequences. I will work following my guidelines: Energy: Yes! 
Quality: No! I have the ambition of  creating a new form, to give form to a kind of  universal and conflic-
tual hyperconsumption, a form which is the result of  confronting three different overconsumptions: 1) 
The overconsumption of  natural disasters; the consequences of  being overwhelmed and alone in facing 
a natural disaster. 2) The overconsumption of  the feeling that everything is burning everywhere and 
everywhere around me; and, 3) The overconsumption of  personal and communal human disasters in 
our lives and their consequences. The question with Too Too—Much Much is: Am I able to give a form 
which goes beyond usual facts and criticism of  consumption? Can I create in my new work some kind of  
desperate fun that will cut precarious breakthroughs into the hard core of  reality?




