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« The artists’ artists : Oscar Tuazon », Art Forum, VOL.56, NO.4, December 2017, p.64. 
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« Anne Dressen : Oscar Tuazon, Un Pont (A Bridge) (Belfort, France) », Art Forum, VOL.56, NO.4, December 2017, p.148. 
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 « A new environmental installation by Oscar Tuazon opened in Paris », Domus, October 23, 2017
https://www.domusweb.it/en/art/2017/10/23/a-new-environmental-installation-by-oscar-tuazon-opened-in-paris.html
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 « A new environmental installation by Oscar Tuazon opened in Paris », Domus, October 23, 2017
https://www.domusweb.it/en/art/2017/10/23/a-new-environmental-installation-by-oscar-tuazon-opened-in-paris.html

Based in Los Angeles, Tuazon – who studied architecture and urbanism and who The installation, called Une 
colonne d’eau comprises four sculptures, each of which is constructed out of PVC pipe, originally used to trans-
port water, and tree trunks cut from Paris’ Bois de Vincennes. Stemming from Tuazon’s interest in the municipal 
infrastructure of water, these recycled pipelines represent “an architecture of water made visible, a horizontal 
water monument.” Viewers are able to enter the structure, which is bisected by the tree trunks, and experience 
the environment created by Tuazon both internally and externally.  
 
worked side by side with Vito Acconci – is well known for his artistic contribution to architecture, space and 
design. He frequently uses wood, concrete, glass, steel, and piping as materials to create his structures and ins-
tallations. His works have roots in minimalism, conceptualism, and architecture, and have a direct relationship 
with both the site in which they are presented, as well as with their viewer, often through physical engagement.

Artist: Oscar Tuazon Venue: FIAC 2017 Address: Place Vendôme, Paris Opening dates: until 9 November 2017 
Title: Une colonne d’eau
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Troncy, Eric. « Qui est Oscar Tuazon, l’artiste qui a métamorphosé la place Vendôme? », October 18, 2017.
http://www.numero.com/fr/art/oscar-tuazon-fiac-installation-place-vendome-artiste-seattle-scultpure-monumentale-
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Troncy, Eric. « Oscar Tuazon, des Hippies de Seattle à la Place Vendôme », Numéro Art, N°1, 
Hors série Septembre 2017 - Février 2018, pp.133-136
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Griffin, Jonathan. « Living as a sculptural process », Momart, 2017, pp.20-23.
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Robert, Martine. « Le tout-Paris se met à l’heure de la FIAC », L’oeil, #705, October 2017, pp. 38-40.
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Tuazon, Oscar. « Standing rock soundtrack », Paris LA, Issue 15, Spring 2017, pp.98-111. 
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Gaimari, Caroline. « Oscar Tuazon, on art and political resistance », Purple Fashion, Spring Summer 2017 – VOL. III, 
Issue 27, pp.92-93.
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Lainé, Pascal. « Le Pont de l’Arsot rend hommage aux « indigènes » », L’Est Républicain, November, 20 2016.
http://www.estrepublicain.fr/edition-belfort-hericourt-montbeliard/2016/11/20/le-pont-de-l-arsot-rend-hommage-aux-indigenes
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Chardon, Elisabeth «Art Basel, version urbaine et gratuite», Le Temps, June 16, 2016.
https://www.letemps.ch/culture/2016/06/16/art-basel-version-urbaine-gratuite

La grande messe de l’art contemporain distille aussi quelques œuvres et événe-
ments dans l’espace public, malgré la météo.

Le prix d’une entrée journalière à Art Basel est de 50 francs, 29 francs si l’on entre après 17h. Rien à 
redire si l’on se réfère au nombre et à la qualité des œuvres qui sont exposées ici. Il reste aussi possible 
de profiter un peu de la foire sans débourser un centime. Celle-ci est en effet aussi présente dans la cité. 
Et ce premier accès donnera sans doute l’envie à certains de plonger une fois dans les immenses halles 
de la Messeplatz.

Le Parcours est né pour faire le lien entre la foire et la ville. Il est un événement de liaison, les habitants 
se voyant ainsi entrouvrir l’univers d’Art Basel et les visiteurs de la foire étant ainsi incités à découvrir la 
Cité rhénane, à s’aventurer dans ses ruelles.

Pour sa septième édition, le Parcours, qui a investi différents quartiers de la ville, dans le Petit-Bâle 
notamment, prend maintenant ses aises autour de la Münsterplatz et de cette cathédrale rose qui reste 
emblématique de la ville. Il a été confié cette année à un nouveau commissaire, Samuel Leuenberger, 
fondateur et curateur de Salts, un espace d’exposition indépendant à Birsfelden (Bâle-Campagne).

Silhouettes sculptées sur la Münsterplatz

Il est vrai que cette année, la météo n’est pas propice à la balade et que souvent les œuvres semblent se 
désoler sous les flots. Une part d’entre elles sont visibles à toute heure, simplement posées dans l’espace 
public, mais on se fiera tout de même aux horaires pour apprécier aussi celles qui se cachent dans des 
cours fermées ou des institutions.

Un Parcours Night est par ailleurs prévu samedi de 18h à minuit, qui verra s’ajouter aux installations 
toute une série de performances. Une signalétique est mise en place, des bornes donnent le plan de 

Art Basel, version urbaine et gratuite
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l’ensemble du parcours, chaque étape est signalée et la Chine en effet bâtit plus de parc d’attractions que 
n’importe quel pays au monde, bien décidée à développer son industrie touristique œuvre documentée.

C’est ainsi un plaisir de voir les sculptures de Hans Josephsohn peupler la Münsterplatz. Décédé en 
2012 à Zurich à 92 ans, l’artiste a travaillé la figure humaine, modelant ses pièces en plâtre avant de les 
fondre en bronze. Ses formes monolithiques ne représentent personne en particulier même si des femmes 
proches de l’artiste ont posé pour lui. Au-delà de leur rudesse apparente, elles semblent en fait rassembler 
la somme de notre humanité depuis le commencement des temps.

Des vagues échouées

A l’opposé, c’est un clin d’œil à notre civilisation automobile que fait l’Américaine Viriginia Overton 
avec son pick-up démonté et réassemblé sans plus d’utilité aucune. Ce drôle de jeu de plots, œuvre sans 
titre, de 2012 est posé dans la cour du Département des constructions de la Ville de Bâle. On verra ainsi 
au fil du parcours des pièces de Sam Durant, Alberto Garutti, Allan McCollum ou Ivan Navarro.

On croisera peut-être aussi les distributeurs de curieuses petites boîtes en cartons. Elles figurent des 
vagues s’échouant sur une plage. Une plage de détresse et de tristesse. Alfredo Jaar recrée aujourd’hui en 
faveur des victimes de la crise des migrants The Gift/Le Don, une œuvre qu’il avait imaginée en faveur 
des victimes du génocide du Rwanda. Cette fois, quand on déploie la boîte, on peut lire que c’est à l’orga-
nisme Migrant Offshore Aid Station (MOAS) qu’iront les fonds récoltés grâce à cet appel. MOAS a déjà 
sauvé quelque 12 000 personnes, en Méditerranée mais aussi dans le golfe du Bengale.

La pluie n’est pas non plus très aimable avec l’installation d’Oscar Tuazon sur la Messeplatz. L’artiste 
de Los Angeles reprend la structure de la Zoom House développée par l’architecte et ingénieur solaire 
californien Steve Bear dans les années 1960. Ces coques en bois, ouvertes au sud, protégées sur leur flanc 
par des sacs qui donnent l’impression d’une situation d’urgence – comme en écho aux mesures excep-
tionnelles de sécurité à l’entrée de la foire – devraient fonctionner comme des abris pour les pauses et les 
rendez-vous des visiteurs, ou même pour des événements plus officiels. Mais à vrai dire, on n’y voit peu 
de monde.

Samedi et dimanche, les éclaircies seront, on l’espère, au rendez-vous pour y découvrir le projet Green 
Light d’Olafur Eliasson. Si le titre est symbolique, comme un feu vert aux migrants, c’est aussi une action 
concrète, faite d’ateliers de fabrication de ce modèle de lampes, des modules aux petites lumières éme-
raude dont les formes sont de fait assez cohérentes avec la construction d’Oscar Tuazon.

Art Basel, jusqu’au 19 juin. 
www.artbasel.com
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Dillon, Brian. «Ariana Reines & Oscar Tuazon. PUBIC SPACE», Art Review, May, 2016, p.108.

ArtReview108 

OLD SPICE, 2016, concrete, wood, soap, paint, buckets, tap, water, leaf, paper, poems,
231 × 43 × 86 cm. Courtesy Stuart Shave / Modern Art, London

The sculptural genre of the herm originated  
in ancient Greece as a mere heap of rocks or 
crude pillar of stone or wood. In time it acquired 
a head, sometimes a torso and usually male 
genitals, as though plonked onto the carved  
and squared-off column. Herms were apotropaic 
objects, protective or guiding figures placed  
at crossroads, on borders, in front of tombs. 
Guardians of some kind of passage, in other 
words – thus apt subjects for collaboration 
between artforms. As the poet Ariana Reines  
tells it, the exhibition PUBIC SPACE was first 
mooted when she performed at an Oscar Tuazon 
opening in Paris in 2009: ‘He said we should  
do something together called “Mein Cock”, 
which is the title of a memoir by the protagonist /
antagonist of a book of mine, Coeur de Lion.  
I said we should make herms.’

The result is a show populated by rough-
hewn sculptural columns that are not unlike 
much of Tuazon’s work to date: elongated 
agglomerations of wood, metal, concrete and 

plaster that partake of an aesthetic the LA-based 
artist calls ‘outlaw architecture’. There are two  
of these herms in the first room at Modern  
Art, side by side like gateway ornaments. They 
are called MA and PA (all works 2016): the first  
a tower of wood and concrete topped with burn- 
ing candles and affixed with a stained polysty-
rene coffee cup at its notional crotch level,  
the second taller and capped with a bucket of  
soapy water that drips constantly into a hollow 
cylindrical concrete base. A few printouts  
of Reines’s poems are messily pasted onto the 
wooden bodies of MA and PA, another stuffed 
into the grey sump below, where an image  
of a primitive Greek herm also languishes.

The precise nature of the collaboration 
between Reines and Tuazon is otherwise unclear 
from the work itself. It turns out they spent  
two weeks working together at Tuazon’s studio, 
making for example the lumps of soap that 
protrude here and there from the five herms in 
the show’s second space. But what of thematic, 

conceptual or formal affinities between the work 
of writer and artist? Reines’s poetry – in books 
such as The Cow (2006), Mercury (2011) and  
The Origin of the World (2014) – typically pitches 
confessional energy against conceptual aware-
ness. Her writing snatches voraciously from 
literary history, high theory and social media; 
her monologuist personae are given to highbrow 
citations and mundane musings, seized also 
with confused desires and ambitions. In ‘Trying 
to see the proportional relation’, she writes:  
‘I have no idea / What it feels like to have / A cock. 
Sometimes I feel / As though I’m getting close / 
To understanding and then / Something happens 
to make/Me have no clue again.’

In light of such lines, the herms in PUBIC 
SPACE seem like tragicomic assertions of the 
cultural ubiquity and comic vulnerability of the 
phallus, and the collaboration an erudite and 
extended dick joke. The thing about classical 
herms is that sooner or later they tended to have 
their genitals snapped clean off. Brian Dillon

Ariana Reines & Oscar Tuazon  PUBIC SPACE

Modern Art, London  25 February – 9 April
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«Une oeuvre d’Oscar Tuazon au coeur d’Art Basel», Le Quotidien de l’Art, Numéro 1057, Tuesday, May3, 2016, p.4.

LE QUOTIDIEN DE L’ART | MARDI 3 MAI 2016 NUMÉRO 1057PAGE  
04

Oscar Tuazon, Zome 
Alloy, projection 

pour Art Basel 2016. 
© Oscar Tuazon.

LA NATIONAL GALLERY OF ART  
DE WASHINGTON INAUGURERA  
SON BÂTIMENT RÉNOVÉ  
FIN SEPTEMBRE
> Après trois ans de travaux, le bâtiment Est de la 
National Gallery of Art de Washington sera inauguré 
le 30 septembre. Le pavillon rénové et agrandi abritera 
plusieurs espaces d’exposition temporaire ainsi que les 
collections d’art moderne, dont l’accrochage sera pour 
l’occasion entièrement repensé. Outre l’agrandissement 
de plus de 1 000 mètres carrés permettant d’accroître le 
nombre d’œuvres exposées, le nouvel espace comprend un 
toit terrasse arboré qui recevra plusieurs sculptures dont 
Hahn/Cock (2013) de Katharina Fritsch. Cette rénovation 
et agrandissement du musée a débuté en 1999 pour le 
Pavillon Ouest et doit se continuer sur d’autres espaces du 
pavillon Est, à une date encore non définie.
www.nga.gov

Projection de l’intérieur de la salle Mark Rothko, dans la Tower Gallery  
du bâtiment Est de la National Gallery of Art, à Washington.  

Image by P.Y. Chin, Architect. © 2013 National Gallery of Art, Washington.

UNE ŒUVRE D’OSCAR TUAZON  
AU CŒUR D’ART BASEL
> L’artiste américain Oscar Tuazon installera une nouvelle 
œuvre au cœur de Bâle, en Suisse, à l’occasion d’Art Basel 
du 13 au 19 juin 2016, ont annoncé les organisateurs de 
la foire, hier, lundi. Installée sur Messeplatz, Zome Alloy 
sera une adaptation de la structure architecturale Zome 
House, conçue en 1972 par Steve Baer. Ce pavillon en 
aluminium démontable accueillera divers événements sur 
le thème de l’habitat. Là encore, le thème des conférences 
sera emprunté à Steve Baer, qui avait organisé un 
cycle de rencontres similaires sous son édifice à La Luz 
(Nouveau Mexique) en 1969. Contrairement au module 
architectural d’origine fabriqué à la main, la version 
d’Oscar Tuazon est entièrement réalisée à l’aide de 
technologies de pointe.
www.artbasel.com

QUESTIONS AUTOUR D’UN PORTRAIT  
DE PICASSO VOLÉ
> Kenneth Hendel, galeriste à Aventura, en Floride, a été 
accusé le 20 avril par un cabinet d’avocat new-yorkais 
de détenir une œuvre volée de Pablo Picasso, selon le 
Miami Herald. Portrait de Marie-Thérèse aurait été dérobé 
en 2009 au domicile des époux multimillionnaires Tisch. 
La veuve de 88 ans, Wilma « Billie » Tisch, ne se serait 
aperçue du larcin qu’il n’y a que quelques semaines. En 
réponse, le galeriste a proclamé son innocence, avançant 
qu’il a acquis de bonne foi la peinture de 1928 auprès 
du marchand Mahmoud Antar en 2013, à Miami, 
pour 350 000 dollars (304 000 euros). L’affaire s’est 
compliquée du fait des divergences du droit entre les États 
américains. Selon Kenneth Hendel, la loi new-yorkaise 
prévoit, dans le cas d’un vol d’œuvre d’art, que la pièce 
soit retournée à son propriétaire d’origine, tandis qu’en 
Floride l’œuvre resterait propriété de son dernier acheteur 
de bonne foi.

/…

BRÈVES
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Teyssou, Charles. «Oscar Tuazon. Chantal Crousel/Paris», Flash Art, May, 2016, p.100. 

reviews

100 — may 2016

Urban pandemonium pullulates. Lagos, 
Shenzhen, Calcutta and Mexico City 
are the nightmare of anti-metropolitan 
ideologies, from the late nineteenth-century 
Lebensreform movement to Situationists who 
sanctioned the city as a “concrete cemetery.” 
Even though, in his latest solo show at 
Chantal Crousel, Oscar Tuazon’s exploration 
of the neo-Thoreauvian forces of the 1970s 
could at first glance fall into that category, he 
manages to inject ambiguity into a scene that 
could have been dulled by romantic nostalgia.

The exhibition is dominated by three 
metal structures directly inspired by 
survivalist architecture. Installed in the center 
of the gallery, Quonset Tent (2016) borrows 
its semi-circular shape from the ephemeral 
modules used by military or polar expeditions. 
Unlike the archetypal model, the sculpture’s 
transparent surface emphasizes occupants 
instead of hiding them. Here, the metallic 
skeleton does not parasitically merge with 
the architecture, as in Tuazon’s solo show at 
Kunsthalle Bern, but enters into metonymical 
interplay with the gallery space. Reading 
rooms stand on each side of the structure. 
Built out of metallic panels sutured together, 
they offer a suspect moment of isolation 
in the monitored space of the white cube. 
Benches, sporadically installed, serve as 
reading platforms for the magazine Vonulife, 
a cult libertarian fanzine published in the ’70s 
that indexed tips, schemas, political analysis 
and small ads for the survivalist community.

Despite abhorring the very idea of 
superstructure, the latter cherished an 
almost irrational faith in architecture. 
Appropriated from Buckminster Fuller’s 
designs, the dome became an emblem for 
their cult of paranoia, the temple in which 
the threat of nuclear war and the military-
industrial conspiracy could be relentlessly 
adored. Images of hunters and animals 
are displayed sparely within the exhibition. 
They were shot in the forest by cameras 
equipped with motion detectors, normally 
used to prevent poaching. In this context, 
they seem to act as the depleted emblem 
for a community that has been offering 
perpetual amnesia instead of iconography. 

by Charles Teyssou

The Playground 
Project
Kunsthalle / Zurich

Combining midcentury theorists, artists 
and architects with a towering fort, modular 
tunnels and a trampoline, “The Playground 
Project” seeks to bridge the world of the 
institution with that of the public park, 
but only succeeds in privatizing that 
park inside a white cube. Organized by 
Gabriela Burkhalter, the show traces the 
history and innovations of institutionalized 
play over the past century with literal 
playgrounds placed throughout.

The examination is substantial and 
reflective, but relies heavily on gigantic 
blown-up photographs and scans. Viewing 
the exhibition is like flipping through a book 
on foot; much of the information (both visual 
and textual) becomes decorative. It’s as if 
the catalogue for the exhibition (which is 
dense and compelling) has erupted, proving 
that not all research demands an exhibition.

The show excels when it focuses on 
original material. Josef Schagerl’s models for 
playground commissions, like Kriechplastik 
Lok and Kriechplastik Diesel (both 1959), 
made from concrete blocks bisected by 
angled concrete tubes, appear as radical 
early minimalism in anticipation of Nancy 
Holt’s site-based work. Created for Viennese 
public spaces to promote avant-garde 
art, it is easy to imagine their success. 

That this exhibition could attain 
something similar is questionable. It is often 
packed with the joyful screams of children. 
Craft projects are strewn everywhere with 
strollers and parents lining the walls. Original 
plans by Group Ludic (1968–70) are 
installed too close to hanging ropes where 
children swing; it is impossible to view the 
works without risking bodily harm. In the 
opening wall text Burkhalter compares 
these design playgrounds with Kunsthalles 
— as places to experiment with “adventurous 
ideas and radical forms.” But it’s much more 
honest to read them both as socializing 
centers for the creative (upper) middle class.

by Mitchell Anderson

Upon seeing a bare light bulb hanging 
from the ceiling, visitors to the Aargauer 
Kunsthaus might ask themselves what 
the big deal is. But there is no bulb on the 
ceiling in Ceal Floyer’s exhibition space. 
Only its shadow marks the wall, conveying 
the impression that the light source is 
where one would expect it to be. In her 
predominantly installation-based work, 
the British artist mischievously infiltrates 
the notion of the everyday, which we 
are quick to take for granted. As familiar 
as the shadow of the bulb may appear 
to us, our actual encounters with it are 
rare. In ordinary circumstances, the light 
bulb has no shadow; it provides other 
things their visual form. But deception 
is not part of Floyer’s stylistic toolkit. 

The installation, as the title Overhead 
Projection (2006) suggests, lays bare 
the work’s mode of operation. The play 
with language and visual appearances 
is reminiscent of the early conceptual 
work of Joseph Kosuth, who, with One 
and Three Chairs (1965), also questioned 
the relationship between objects and 
their verbal or visual representations 
via seemingly banal juxtapositions. 
Floyer’s works are connected through 
subtle irony. A black block has been 
precisely fitted between two walls, quite 
unpretentiously. Set up back to back, 
the dominos here have lost the invoked 
potential of their latent chain reaction. 
The filling of the gaps between blocks 
is enough of a minimal intervention to 
disable the causal link in Domino Effect 
(2015). Signs that say “watch your step” 
usually act as a reminder to the inattentive 
that there are bumps along the way. Is 
this warning superfluous on staircases 
just because one step regularly follows 
another? By insisting the viewer notice 
each step, the artist denies its function 
and simultaneously makes the separate 
museum label obsolete. The exhibition 
grants the artworks plenty of space and 
thereby allows visitors to discover the artist’s 
witty and joyful manipulation of things. 

by Franz Krähenbühl

Ceal Floyer
Aargauer Kunsthaus / Aargau

Oscar Tuazon
Chantal Crousel / Paris
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Oscar Tuazon
Wall shelter (2016)
Courtesy of the Artist and 
Galerie Chantal Crousel, Paris 
Photography by 
Florian Kleinefenn 

Ceal Floyer
Helix (2015)
Courtesy of the Artist and 
Esther Schipper, Berlin
Photography by 
Andrea Rossetti

“The Playground Project”
Installation view at 
Kunsthalle Zürich (2016)
Courtesy of Kunsthalle Zürich 
Photography by Annik Wetter
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Jo-ey Tang. «Oscar Tuazon», Art Forum, March, 2016. 
http://artforum.com/?pn=picks&section=fr#picks59088

Paris

Oscar Tuazon
GALERIE CHANTAL CROUSEL
10 rue Charlot
March 5–April 16

Oscar Tuazon’s current exhibition, appropriately titled “Shelters,” examines the twinned specters of hope 
and idealism through industrial design through the lens of his Pacific Northwest upbringing.

The nucleus of this show is Quonset Tent (all works 2016), a semicylindrical structure of aluminum and 
glass, which has been kitted out with floor planks, a door with a porthole window, and a suspended table, 
all made out of wood. This utilitarian-looking domicile is modeled and named after a style of prefab 
military hut popular during World War II. It’s a versatile space and could function as anything—from 
provisional disaster housing to a backyard hobby shed. (It also looks a lot like the charging stations for 
Autolib’, Paris’s electric-car-sharing service.) Walking through its invisible walls stirs up visions of the 
many promises—and failures—of utopian architecture.

Installed throughout the gallery are ten of the artist’s cantilevered white steel Reading Benches. Each 
Plexiglas-covered seat and backrest holds an issue of VONUlife, an anarchist paper from Oregon, pu-
blished from 1971–72, that espoused a sustainable, radical existence and the “search for personal free-
dom” by “opting out” of modern life. Trying to glean the periodical’s super-tiny, jam-packed texts makes 
one feel at once roused and lost—perhaps like VONUlife’s editors, who apparently just dropped off the 
grid one day and disappeared into the woods. Maybe the best kind of shelter for a contemporary surviva-
list—or pragmatist—is simply a resolute state of mind.
  
         — Jo-ey Tang

View of “Oscar Tuazon,” 2016.
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«Valdoie : l’artiste Oscar Tuazon a imaginé « le pont sans fin »”», l’Est Républicain, March 21st, 2016.
http://www.estrepublicain.fr/edition-belfort-hericourt-montbeliard/2016/03/21/valdoie-l-artiste-oscar-

tuazon-a-imagine-le-pont-sans-fin

Oscar Tuazon est né en 1975 à Tacoma, dans l’État de Washington. Fils d’éditeurs, il a étudié les arts à 
la Cooper Union for the Advancement of Science and Art. Il a également étudié l’architecture. D’abord 
installé à New York, il a déménagé pour Paris en 2007. Il a vécu plusieurs années en France. Son épouse 
Dorothée Perret est française. L’artiste travaille aujourd’hui à Los Angeles.

Le magazine Vogue, qui lui a consacré une interview en 2011, estime qu’Oscar Tuazon « fait évoluer son 
art aux frontières de l’architecture, de l’habitat précaire ou de la ruine ».

Travaillant souvent le bois, le béton, l’acier et le verre, il crée des sculptures monumentales, inspirées du 
land art. Ses œuvres sont d’ailleurs parfois… des lieux d’exposition. Comme à la biennale de Venise de 
2011 où il a créé l’un des quatre pavillons.

Étoile montante de l’art contemporain, il expose dans toutes les capitales européennes mais aussi à Tokyo 
et bien entendu aux États-Unis.

VALDOIE : L’ARTISTE OSCAR TUAZON A 
IMAGINÉ « LE PONT SANS FIN »
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«Oscar Tuazon “Shelters” exhibition at Galerie Chantal Crousel, Paris», Purple.fr, March 8th, 2016.
http://purple.fr/diary/oscar-tuazon-shelters-exhibition-at-galerie-chantal-crousel-paris/

OSCAR TUAZON “SHELTERS” EXHIBITION 
AT GALERIE CHANTAL CROUSEL, PARIS

Photo Inès Manai

PURPLE ART
[March 8 2016]
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    Eric Troncy. «Zoom sur l’artiste Oscar Tuazon à l’occasion de son exposition “Shelters” à la Galerie 
Chantal Crousel», Numero 732, March 2016.

http://www.numero.com/fr/art/exposition-oscar-tuazon-galerie-chantal-crousel-shelters

Zoom sur l’artiste Oscar Tuazon à l’occasion de son 
exposition “Shelters” à la Galerie Chantal Crousel
Art 05 Mars 2016
Dans un mouvement de lutte permanente avec les espaces d’exposition qui les accueillent, les sculp-
tures d’Oscar Tuazon imposent leur présence pour interroger les notions d’habitation et de foyer, dialo-
guant ainsi avec l’architecture. Par Éric Troncy.

Oscar Tuazon, Shelters
Courtesy of the artist and Galerie Chantal Crousel, Paris.

Finalement, ce sera Los Angeles. Enfin pour un temps, car Oscar Tuazon a l’âme voyageuse. Né en 
1975 à Seattle (État de Washington), il a fait ses études à New York, puis s’est installé plusieurs années 
à Paris (sa femme, Dorothée Perret, éditrice du magazine Paris, LA, est française) avant de vivre à New 
York. Enfin, l’an dernier, donc, il a opté pour Los Angeles. Mais la question “Où habiter ?” n’est pas le 
problème pour cet artiste. L’ensemble de son œuvre, en effet, dialogue avec l’architecture sur des modes 
peu académiques, plutôt autour de la question : “Comment habiter ?” D’ailleurs, lui-même est né dans 
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    Eric Troncy. «Zoom sur l’artiste Oscar Tuazon à l’occasion de son exposition “Shelters” à la Galerie 
Chantal Crousel», Numero 732, March 2016.

http://www.numero.com/fr/art/exposition-oscar-tuazon-galerie-chantal-crousel-shelters

un dôme géodésique – une de ces constructions hémisphériques en treillis popularisées par l’architecte 
R. Buckminster Fuller dans les années 50 – que ses parents avaient édifié. Un épisode qui apparaît 
rétrospectivement comme un sérieux point de départ – ou contribue à donner à l’histoire de Tuazon la 
dimension héroïque qu’on aime attendre d’un artiste, a fortiori quand il a pour habitude de transpercer les 
murs avec des poutres de bois, comme peut en témoigner son ex-appartement familial parisien où l’une 
de ses constructions sculpturales a proliféré au point de traverser plusieurs pièces, y compris la chambre.

Physiquement, Tuazon ressemble à une 
sorte de paisible petit frère de Larry 
Clark. Cheveux longs, casquette et hoo-
die, il a grandi à Tacoma, une petite ville 
située à deux heures de route de Seattle. 
“J’ai vu pour la première fois Nir-
vana alors que j’avais à peine 17 ans”, 
confiait-il à The Independent. “À partir 
de ce moment, j’ai voué une passion au 
denim et à la flanelle.
Je profitais de mes week-ends pour me 
rendre au magasin de vêtements d’occa-
sion de la ville voisine. J’y dénichais 
des polos de bowling et des chemises 
de paysan sur lesquelles étaient cousus 
les noms de personnes inconnues. Pour 
un temps, je pouvais devenir quelqu’un 
d’autre.” Et devenir “quelqu’un d’autre” 
semble avoir été une préoccupation ma-
jeure bien après son adolescence, quand 
il a poursuivi ses études à New York, à 
la Cooper Union for the Advancement 
of Science and Art, jusqu’à l’orée des 
années 2000. “C’était la première fois 
que je partais de chez moi. J’essayais de 
toutes mes forces de me transformer en 
quelque chose de différent. J’ai connu 
une phase où je ne portais que des vête-
ments de créateurs et où j’avais coloré 
mes cheveux en gris. J’avais d’abord été 
obligé de les décolorer, puis je leur avais 
appliqué une teinte bleuâtre. Je pense 
que j’essayais d’attirer l’attention, et pas 
de la meilleure façon qui soit.”

Courtesy Oscar Tuazon et Galerie Eva Presenhuber, Zurich/Photo: Stefan 
Altenburger Photography, Zurich

Windowpane (2013), acier, acrylique, composants électriques, tambour, 
polystyrène et verre, 232 x 172,5 x 119 cm.
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    Eric Troncy. «Zoom sur l’artiste Oscar Tuazon à l’occasion de son exposition “Shelters” à la Galerie 
Chantal Crousel», Numero 732, March 2016.

http://www.numero.com/fr/art/exposition-oscar-tuazon-galerie-chantal-crousel-shelters

Il est effectivement devenu “quelqu’un d’autre”, mais, plus que ses choix vestimentaires, c’est son art 
qui l’a distingué. Un art qui embrasse des moments apparemment antinomiques de l’histoire récente des 
formes, et les conjugue avec une indiscutable grâce. À ce sujet, les hashtags qui, sur Instagram, s’attachent 
aux textes concernant son œuvre sont éloquents : #do-it-yourself, #hippie, #minimalisme et #artepovera. 
Pas faux, en effet, si l’on accorde à ces termes les significations simplifiées qu’ils ont acquises. Ses 
grandes constructions en bois (la partie la plus saillante de son œuvre) sont d’ambitieuses sculptures qui 
imposent leur logique à celle de l’espace qui les accueille. Peu disposées aux concessions, elles dictent 
l’évidence de leur tracé, la nécessité de leur forme, les exigences de leur déploiement et contrarient les 
usages, infirment les fonctions. Un mur placé au mauvais endroit sera ainsi percé pour qu’une poutre le 
traverse. Les espaces d’exposition semblent unilatéralement humiliés par ces occupations irrespectueuses, 
vaincus, K.-O. L’expérience est saisissante, plutôt unique. Aucun bavardage inutile ne vient étayer cette 
voluptueuse mise à mal, sinon ce qui pourrait s’apparenter à un impératif sculptural. Il y a en vérité chez 
Tuazon davantage de Mark di Suvero et d’Anthony Caro que de Sol LeWitt, et on ajouterait bien à la 
litanie des hashtags celui de #expressionnismeabstrait.

Courtesy Oscar Tuazon et Galerie 
Eva Presenhuber, Zurich

Word Rain (2013), acier, acrylique, 
composants électriques, tambour, 
matériaux d’isolation et verre, 232 x 
172,5 x 119 cm.
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    Eric Troncy. «Zoom sur l’artiste Oscar Tuazon à l’occasion de son exposition “Shelters” à la Galerie 
Chantal Crousel», Numero 732, March 2016.

http://www.numero.com/fr/art/exposition-oscar-tuazon-galerie-chantal-crousel-shelters

C’est cependant chez un héros de l’histoire de la performance qu’il semble avoir ajusté les paramètres de 
son art. Étudiant, au début des années 2000, du célèbre et envié Independent StudyProgram du Whitney 
Museum of American Art, Tuazon y rencontra Vito Acconci qui, s’il s’est illustré dans les années 60 par 
des performances qui marquèrent l’histoire de l’art, préfère se consacrer depuis une vingtaine d’années 
à l’architecture. Il a ainsi fondé Acconci Studio, un “studio de réflexion théorique sur le design et la 
construction”. 
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    Eric Troncy. «Zoom sur l’artiste Oscar Tuazon à l’occasion de son exposition “Shelters” à la Galerie 
Chantal Crousel», Numero 732, March 2016.

http://www.numero.com/fr/art/exposition-oscar-tuazon-galerie-chantal-crousel-shelters

Souvent magnifiée, l’histoire avoue rarement que Tuazon y fut engagé pour déménager des caisses. Il sut 
si bien se rendre utile qu’il devint vite un membre à part entière de l’équipe d’une dizaine d’architectes 
qui constitue le studio. “Ce que je préfère dans mon métier, c’est qu’il offre la possibilité de travailler avec 
des gens réellement incroyables. Moi-même, je ne suis pas vraiment un constructeur, même si le marteau 
ne m’est pas étranger. Je sais aussi souder, mais je ne suis pas particulièrement doué. Après des années 
passées à travailler le béton, j’en ai toujours une compréhension très grossière. Mais j’aime ce que je fais, 
et j’ai la chance de pouvoir apprendre ce métier en travaillant avec des gens qui en savent beaucoup plus 
que moi”, avoue-t-il, bien qu’il ne délègue pas la construction de ses œuvres et porte un grand intérêt aux 
“gens qui bâtissent eux-mêmes leur maison” – comme le firent ses parents. Cette dimension home-made, 
en contradiction apparente avec la monumentalité de ses œuvres, l’a aussi distingué à une époque où il 
était bon, pour un artiste, d’avoir à sa disposition une dizaine d’ingénieurs et autant d’assistants. “Ce qui 
m’intéresse dans la construction, c’est le processus lui-même, j’entends par là l’opération physique de la 
construction d’une chose plutôt que le design de cette chose.”

Shelters d’Oscar Tuazon à la Galerie Chantal Crousel, 10, rue Charlot Paris IIIe, du 5 mars au 16 avril.
 
Par Éric Troncy
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Oscar Tuazon, Shelters, Courtesy de l’artiste et Galerie Chantal Crousel, Paris. © Oscar Tuazon

Shelters

Oscar Tuazon puise ses références dans l’architecture underground des années 1960, les dômes futuristes 
et les structures géométriques de Steve Baer et de Buckminster Fuller. Son exposition Shelters nous offre 
des abris de lecture minimalistes. “Lire est une activité physique. Quelque chose que les corps font avec 
des mots. Je veux créer un espace dédié à cela. Un espace pour les mots, un endroit où lire”, écrit l’artiste.

Si vous n’avez pas de livre sous la main, vous pourrez toujours vous asseoir sur l’un des bancs “Vonulife”. 
Les neufs numéros de ce fanzine libertaire des années 1970 y sont directement incrustés. Vous y apprendrez, 
entre autre, comment enseigner la lecture à la maison et garder les enfants à distance de l’école publique 
ou comment réaliser des constructions avec des poutres naturelles. À l’instar des cellules d’Absalon et 
des capsules d’Andrea Zetti, les abris et bancs de lectures d’Oscar Tuazon invitent à réévaluer nos modes 
de vie.

Du 5 mars au 16 avril à la galerie Chantal Crousel à Paris [...]

«Le Top 5 des expos de la semaine», Les inRock, March, Thursday, March 3rd, 2016.
http://abonnes.lesinrocks.com/2016/03/03/actualite/le-top-5-des-expos-de-la-semaine-31-11809859

Le top 5 des expos de la semaine
Le jeudi 3 mars 2016

[...]
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Oscar Tuazon debuts a new site-specific project for his first solo museum exhibition in Los Angeles.

The sculptor Oscar Tuazon works with natural and industrial materials to create inventive and often 
functional objects, structures, and installations that can be used, occupied, or otherwise engaged by 
viewers. With a strong interest in and influence from architecture and minimalism, Tuazon turns both 
disciplines on their heads as he mangles, twists, combines, 
and connects steel, glass, and concrete as well as two-
by-fours, tree trunks, and found objects. For his Hammer 
Projects show, Tuazon will present a site-specific project 
displayed across several spaces throughout the museum, 
establishing and underscoring the relationships between 
inside and out, the visitors and the works, our bodies and 
the objects.

Hammer Projects: Oscar Tuazon is organized by Ali 
Subotnick, curator, with Emily Gonzalez-Jarrett, curatorial 
associate.

Ali Subotnick. «Hammer Projects: Oscar Tuazon», Hammer ucla, February, 2016.
https://hammer.ucla.edu/exhibitions/2016/hammer-projects-oscar-tuazon/
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Ali Subotnick. «Hammer Projects: Oscar Tuazon», Hammer ucla, February, 2016.
https://hammer.ucla.edu/exhibitions/2016/hammer-projects-oscar-tuazon/



Biography

Oscar Tuazon (b. 1975, Seattle) studied at Cooper Union and the Whitney Museum of American Art 
Independent Study Program, both in New York. He lives and works in Los Angeles. He has shown 
his work extensively in the United States and Europe, including in solo exhibitions at T-Space, 
Rhinebeck, New York; Le Consortium Dijon, France; deCordova Sculpture Park and Museum, Lincoln, 
Massachusetts; the Museum Ludwig, Cologne; Museum Boijmans Van Beuningen, Rotterdam; and the 
Schinkel Pavillon, Berlin. In 2012 the Public Art Fund, New York, presented three commissioned outdoor 
works in Brooklyn Bridge Park. Tuazon’s work has been featured in several important international group 
exhibitions, including the 5th Beaufort, Triennial of Contemporary Art by the Sea, Oostende, Belgium; 
the 2012 Whitney Biennial, Whitney Museum of American Art, New York; and ILLUMInations, 54th 
Venice Biennale.
Essay

Architectural structures serve a specific function of providing shelter, a space shielded from the elements, 
separate from the environment and the unpredictable chaos of the natural world. For the artist Oscar 
Tuazon, architecture provides an opportunity both to engage order and to disrupt it with controlled 
chaos. On more than one occasion he has presented the footprint of his home inside the confines of a 
gallery, provoking a reconsideration of our relationship to shelter and domestic space. In the summer 
of 2015 Tuazon staged a performance at the alternative space Paradise Garage, in Venice, California. 
The freestanding garage, which was utilized as a gallery, was being torn down to make way for a new 
structure. In a dramatic fashion, Tuazon yanked down the garage, using a rope attached to a come-
along, in less than a minute as spectators looked on, desperately trying to film the action before the 
building was completely flattened. This seemingly simple gesture demonstrated key aspects of his work. 
He is simultaneously an admirer of architecture and nature and an iconoclast, more than willing to tear 
something down in order to salvage its parts and resurrect it into a new form and/or function. Reusing 
and recycling are key for Tuazon as he frequently incorporates recycled two-by-fours, discarded building 
materials (including doors and windows), unwanted steel or aluminum, and fallen trees. His sculptures 
and installations often merge wood and tree parts with industrial materials such as metal, glass, and 
concrete. Integrating the organic with the inorganic establishes a tension but also in many cases creates an 
unexpected harmony. Tuazon produces objects and environments that draw out humanity’s relationship 
to buildings, interior and exterior spaces, and other objects and structures. 
 

Tuazon’s frequent inclusion of trees in his work is often linked to his childhood in the Pacific Northwest. 
But he has also spent a significant portion of his life living in urban environments, including New York 
and Paris and now Los Angeles. This duality pervades his work, especially his materials: we feel the 
influence of the metropolis in the concrete and steel and that of the forests of Washington state in his 
use of trees and wood. In Los Angeles, a city in which the urban and natural coexist, Tuazon takes full 
advantage of the landscape, often traveling to the nearby desert and mountains.

Recently Tuazon acquired some land near the Washington coast, where he is constructing an artwork that 
will also function as a home. He started with a concrete slab and has slowly been building it out. The 
piece reflects the artist’s interest in providing a social platform and function through his artwork. He isn’t 
simply conceiving of and constructing objects to be looked at; he wants his viewers to actively engage 
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Ali Subotnick. «Hammer Projects: Oscar Tuazon», Hammer ucla, February, 2016.
https://hammer.ucla.edu/exhibitions/2016/hammer-projects-oscar-tuazon/
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Ali Subotnick. «Hammer Projects: Oscar Tuazon», Hammer ucla, February, 2016.
https://hammer.ucla.edu/exhibitions/2016/hammer-projects-oscar-tuazon/

with and participate in the work. The Trees (2011), Tuazon’s contribution to the 2011 Venice Biennale, 
took the form of an outdoor pavilion. The structure, made out of concrete walls precariously leaning on 
one another for support, provided a space for a variety of performers to present their works. The siting of 
his works also plays an important role. For his 2012–13 Public Art Fund project, titled People, he installed 
three distinct sculptures in Brooklyn Bridge Park: a small open cube pierced by a tree, a basketball hoop, 
and a tree sculpture. By situating his works in a park, he allowed the public’s engagement to activate the 
pieces, and the three works eventually merged into the landscape rather than standing apart from their 
surroundings.

A Machine (2012), one of the works for People, consists of a forked tree planted in the grass, with a very 
slow stream of water emanating from its trunk. Like a tuning fork or divining rod, the tree appears to 
conjure up moisture from deep below the grassy surface. In a similar vein, Natural Man (2015), which 
will be presented in one of the planters in the Hammer Museum’s outdoor courtyard, features a tree that 
has been given a fork shape by the addition of a concrete appendage. Like A Machine, the new work emits 
a slow stream of water, barely noticeable at times as it trickles silently from a knot in the black oak’s 
trunk. The sculpture is an upright version of a shape that Tuazon has been exploring over the last few 
years in a variety of materials and dimensions. When upright, it resembles a Y with two arms reaching to 
the sky and coming together in a sturdy base rooted in the earth. On its back, however, the form becomes 
more of a V, its hollow legs sprawled open, serving a new function as passageways for air or water. For 
a recent project on the Greek island of Antiparos, Tuazon inset two tubes into a hillside, and the circular 
openings peered out of the landscape like a pair of eyes. The openings can be tunnels to transport water 
or air or light—or windows into another space or time. The shape is a conduit, a connector, and yet in 
Tuazon’s hands it can become so much more: a bench, a monument, or an empty vessel. By exploiting 
the various manifestations of and uses for this shape, he opens up our experience of and relationship to 
this seemingly ordinary form.

For his Hammer Projects exhibition, Tuazon has conceived of a presentation of four variations on the 
form. In addition to Natural Man, there will be a concrete version placed on its back, also situated in the 
museum’s outdoor areas. A third concrete work features an additional appendage, and this three-legged 
version no longer functions as a potential pipe because the three tubes merge in the back, so there is 
no outlet. The fourth element will be a large, nearly seven-foot-diameter aluminum tube piercing the 
west wall of the gallery and butting up to the window. From outside, passersby can gaze into the tube 
and beyond, into the gallery space and museum lobby. Tuazon envisions this work as a passageway for 
visitors, who can walk through the tube right up to the window and gain an entirely new perspective on 
the interior and exterior of the building. Working with and against the architecture of the space, this piece 
compels visitors to reassess their physical relationship to the gallery and the sculpture.

An underlying theme of the project is water. As any Angeleno can attest, water, or more specifically the 
lack of water, is a constant, growing concern. The story of water in Southern California is particularly 
poignant and dramatic. In 1913 the city of Los Angeles completed construction of the first aqueduct (233 
miles long) to bring water to the city, which until then had depended on the insufficient Los Angeles 
River. William Mulholland, an Irish immigrant who headed the agency that was the predecessor to the 
Department of Water and Power, is credited with spearheading the plan to source water from the Owens 
River Valley. The larger-than-life story, too long to detail here, continues even today. Recently Tuazon 
noticed a monument to Mulholland in the Los Feliz neighborhood, in front of the Mulholland Memorial 
Fountain. The piece is a nine-foot riveted circular section of the original steel aqueduct, repurposed 



as a site-specific sculpture. Echoing Tuazon’s works, the pipe-sculpture takes on new meaning as it 
memorializes the never-ending struggle to provide water to the region. Water certainly isn’t the only 
material transported in such pipes and tubes, but it is an unavoidable reference in the midst of an 
environmental crisis that threatens to paralyze and transform the region. Like the aqueduct monument, 
Tuazon’s project underscores our tangled relationships with the environment, the industrial, and the 
organic.

-Ali Subotnick
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Ali Subotnick. «Hammer Projects: Oscar Tuazon», Hammer ucla, February, 2016.
https://hammer.ucla.edu/exhibitions/2016/hammer-projects-oscar-tuazon/
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Charlotte Jansen. «Pipe dreams: Oscar Tuazon emulates LA’ s aqueducts in his latest body of  work», Wallpaper, 
February 10, 2016.

http://www.wallpaper.com/art/oscar-tuazon-emulates-los-angeles-aquaducts-in-new-work#145612 

Pipe dreams: Oscar Tuazon emulates LA's aqueducts in his latest body of work

10 Feb 2016
Charlotte Jansen

The Los Angeles aqueduct, constructed in 1913, serves as inspi-
ration for architect/artist Oscar Tuazon, who is revisiting the 233 
mile-long pipe for an exhibition at Hammer Museum. 
Pictured: Vena Contracta, 2015
Photography courtesy of the artist and Hammer Museum

Who would have thought a story about an aqueduct could be so salacious? Riddled with corruption, 
intrigue and drama, the story of the first aqueduct in Los Angeles – completed in 1913 and led by Wil-
liam Mulholland – is well known, thanks to Roman Polanski’s 1974 film Chinatown. Now it has piqued 
the interest of architect/artist Oscar Tuazon, who is revisiting the 233 mile-long pipe for an exhibition at 
the Hammer Museum.

Comprising four elements spread across different areas of the museum, Tuazon has created concrete 
and aluminium sculptures inspired by a monument to Mullholland that Tuazon came across in the 
neighbourhood of Los Feliz.
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Charlotte Jansen. «Pipe dreams: Oscar Tuazon emulates LA’ s aqueducts in his latest body of  work», Wallpaper, 
February 10, 2016.

http://www.wallpaper.com/art/oscar-tuazon-emulates-los-angeles-aquaducts-in-new-work#145612 

‘Mulholland was a strange figure. His aqueduct is the infrastructure that created Los Angeles, a trans-
formative piece of geo-engineering,' says Tuazon. 'It's a massive earth work; you can trace its path on 
Google Earth like a line drawing. But Mulholland was also responsible for the worst civic engineering 
disaster in California history: the collapse of the St Francis dam, which flooded the valley with 12 
billion gallons of water and killed hundreds of people. The central feature of the Muholland memorial 
park is a large Art Deco fountain. Placed in front of the fountain is a piece of the aqueduct, an empty 
section of pipe. A portrait of Los Angeles.'

He continues: ‘I had started thinking of a pipe as a kind of space – not quite architecture because it 
doesn't have a flat floor – but at the scale of a room. I was building crude models of pipes in the stu-
dio, imagining them as apertures, viewing devices that could be placed in a landscape, ways of making 
connections between places. Plumbing is pure infrastructure. Water pipes, oil pipelines, plumbing – the 
Hammer is in the former Occidental Petroleum building (now owned by UCLA), so these are not meta-
phorical connections but they are usually invisible.’

In Southern California, water issues continue to be contentious, and those connections are quickly made 
with the opposite extremes being experienced on the East Coast and beyond, to the environmental crisis 
beyond that around the world. Tuazon’s work often dismantles – literally and conceptually – the idea 
of a stable, safe domestic space. (In a recent 2015 work, he crushed a whole freestanding building as a 
performance at Paradise Garage in Venice, California.)

His new site-specific work unavoidably articulates our troubled relationship with our surroundings and 
questions the impact of our industrial constructions on the environment. But it isn’t simply a cynical 
critique. His approach to architecture is somehow hopeful. He says, ‘An artwork can create spatial 
situations that don't exist anywhere else, things that would literally be illegal to build as architecture. 
There are very real practical benefits to this kind of privilege, I try to take advantage of that and build 
things that should not be built.’

Recently Tuazon, originally from Seattle, acquired some land near the Washington coast, where he is 
constructing an artwork that will also function as a home. Much like his work at the Hammer, water is 
a literal and conceptual source, and Tuazon’s approach is largely an attempt to reharmonise a relation-
ship to the environment, practically and politically. ‘It's a house with one room, on the Hoh River in the 
Olympic rainforest. It is surrounded by water, it rains constantly, and that defines the house. One of the 
first things we did was a plumbing project – a rainwater collection tank and a filtration system. It was a 
good way to understand what water does. Water is the best material for making sculpture, it has a mind 
of its own, it's alive.’
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Charlotte Jansen. «Pipe dreams: Oscar Tuazon emulates LA’ s aqueducts in his latest body of  work», Wallpaper, 
February 10, 2016.

http://www.wallpaper.com/art/oscar-tuazon-emulates-los-angeles-aquaducts-in-new-work#145612 

The artist explains: ‘I was building 
crude models of pipes in the studio, 
imagining them as apertures, viewing 
devices that could be placed in a land-
scape, ways of making connections 
between places.' 
Pictured: Natural Man, 2015

The new site-specific work 
expresses our troubled relation-
ship with our surroundings and 
questions the impact of our indus-
trial constructions on the environ-
ment. 
Pictured: Pipe Prototype, 2015
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Charlotte Jansen. «Pipe dreams: Oscar Tuazon emulates LA’ s aqueducts in his latest body of  work», Wallpaper, 
February 10, 2016.

http://www.wallpaper.com/art/oscar-tuazon-emulates-los-angeles-aquaducts-in-new-work#145612 

Tuazon says, ‘An artwork can create spatial situations that don't exist anywhere 
else, things that would literally be illegal to build as architecture. There are very 
real practical benefits to this kind of privilege, I try to take advantage of that 
and build things that should not be built.' 
Pictured: An Error, 2011, installation view

Process view of Sun Riot (scale 
model), 2015
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Rachel Corbett. «Six Wild, Western Projects at L.A.’ s Least Stuffy Art Fair», The New York Times, January 29, 2016.
http://www.nytimes.com/2016/01/29/t-magazine/art/paramount-ranch-art-fair-los-angeles.html?_r=0

Six Wild, Western Projects at L.A.’s Least Stuffy Art Fair

RACHEL CORBETT
JAN. 29, 2016

Art fairs, typically housed in convention centers and white tents, are rarely wild and woolly affairs. 
But as the art industry flies southwest this winter for its fair season — anchored in Art Los Angeles 
Contemporary, held at the Barker Hanger, and Photo LA, at the LA Mart downtown — they will find an 
exception to this rule at Paramount Ranch. Situated in the Santa Monica Mountains just north of Mali-
bu, the three-year-old event takes place on the eponymous Western film set that served as the backdrop 
for such horse operas as “Gunfight at the OK Corral” and “Gunsmoke.”

“It engages in capitalism enough to go through the motions” of an art fair, says co-founder Pentti 
Monkkonen. “But it’s more an enactment because it’s on a set. Even though works do get sold, and 
there’s a ritual everybody knows, hopefully people make light of it and tease out the fun parts.” Indeed, 
many of this year’s exhibitors are doing just that by presenting works that play on the setting’s Wild 
West theme. Here are a few of the highlights.

Caught Red-Footed

The German artist Bea Schlingelhoff is dusting the bridge leading into the replica village with a thin 
layer of iron oxide, a pigment commonly found in California mineral deposits. As visitors pass and 
disperse the red earth, their feet will grind the dust, much like artists do to create red paint. “Mineral 
pigments epitomize our formative cultures” — from the hematite mines in East Mojave to the ocher 
found in Native American grave sites in California — offers the artist Oscar Tuazon, whose Los An-
geles project space Corner Door is presenting Schlingelhoff’s work, in a statement about the project.
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«Sylvia Lavin and Oscar Tuazon», MOCA, The Museum of  Contemporary Art, Los Angeles, 2016.
http://www.moca.org/stream/post/sylvia-lavin-and-oscar-tuazon

Sylvia Lavin and Oscar Tuazon

A conversation between critic, historian, and curator Sylvia Lavin and artist Oscar Tuazon. The dia-
logue took place in person at Tuazon’s studio in Los Angeles. This is the first time Lavin and Tuazon 
have spoken.

Sylvia Lavin: Can I ask you just a quick question? It’s weirdly wonderful to be thrown into an intimate 
conversation with somebody you’ve never met before, so it’s hard to know how much preliminary 
background is useful. But some of it is useful for me.

Oscar Tuazon: Yeah.

SL: The critical reception of your work that I am aware of always frames your work through the lens of 
the art/architecture problem. Do I have that impression because I come from architecture? Is it imposed 
as a bias from within the interests of art criticism? Or does it reflect your own thinking? Is that a boring, 
overworked conversation?

OT: No, for me it’s really essential to think about. I guess that’s probably where it starts. You know as 
a sculptor you’re thinking—or I was thinking—how does an object work in this space? How does an 
object intervene in a building? Now, I’m more and more trying to design spaces, and I guess I still do it 
in a very—I’m not quite sure how to describe it—I don’t think that I use design the way that an archi-
tect does to solve design problems, but I use the same tools.

 Oscar Tuazon, A Person, 2014, steel, concrete, glass, brick, 
lamps, paint, image courtesy of the artist
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«Sylvia Lavin and Oscar Tuazon», MOCA, The Museum of  Contemporary Art, Los Angeles, 2016.
http://www.moca.org/stream/post/sylvia-lavin-and-oscar-tuazon

Oscar Tuazon, project rendering for Un Pont, image courtesy of the artist SL: Well, I guess I’m thinking 
that from minimalism on—I mean obviously there’s a prehistory to it also—but let’s just say in relation 
to what you’re doing, the most relevant history seems the one from minimalism on. I suppose you could 
describe that history as having added various things to the debate, so let’s say: architectural materials, 
an architectural situation is part of it. I don’t think that when you’re looking at a Carl Andre floor, let’s 
say, that you’re really thinking of it as an architectural floor—you wouldn’t hire him to do your floor.

OT: Right.

SL: But people have hired Jorge Pardo to do their floors. I know you had a conversation with Pardo 
along these lines, because I looked it up on YouTube. I’m curious what you thought of that conversa-
tion, which was less about sculpture as such and more about “artists” working as architects, like Pardo, 
[Olafur] Eliasson and [Vito] Acconci—and now you. I’ve called you all “super producers.” Where and 
how do you think you do or do not fit into that category or way of working?

OT: Well, I think there’re so many different angles, but yeah, you never hire Carl Andre to do your 
floor, but also he wouldn’t. I guess what I’m saying is that the artwork was still an object—discrete, a 
thing in a space… You know to me what was interesting about Jorge Pardo and that whole generation 
was that it’s really hard to identify where the work ends and begins. It’s a space—I mean the interesting 
and kind of perilous territory is that not all the decisions really matter.

SL: So it seems to me that the maybe art/architecture is even too broad because really it’s mostly sculp-
ture and architecture. Although there’re all kinds of other things, but I guess what I’m trying to think 
about is that the contact has become more urgent, and prevalent, and pressing, and yet increasingly 
less defined. I’m wondering about the stakes of that, and I’m trying to make sure that we think about 
where writing fits into this. Part of what was in the back of my mind is that the art/architecture situation 
has been largely discursively defined by the October crowd. So it’s a very specific channel within the 
world—Yve-Alain [Bois], [Benjamin] Buchloh, and Hal Foster, and so forth. So those are the people 
who have really attended to it, and as far as I know, the fact that that group is the one that established 
the parameters is itself not an object of much analysis, so I’m trying to figure out what are the stakes 
for them. For Buchloh, the stakes were very clear: architecture is always intrinsically a negative object, 
that’s its job for sculpture. Hal Foster, I think, would pretend otherwise, but I think it is also intrinsi-
cally…

OT: He’s always setting it up as, what would you call it, the kind of relationship…

SL: The bad boy, yeah, antagonistic…

OT: Antagonistic relationship, exactly! Also the figure of the architect as this kind of like… 

SL: Complicit capitalist, that’s it!
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«Sylvia Lavin and Oscar Tuazon», MOCA, The Museum of  Contemporary Art, Los Angeles, 2016.
http://www.moca.org/stream/post/sylvia-lavin-and-oscar-tuazon

OT: Exactly.

SL: That’s it. So that’s its job. Its job for the artist is to clarify the problems of capitalism. So, fine, 
as long as we’re understanding that you have to invent your antithesis, but what that discursive work 
doesn’t account for is this emerging generation of people who are crossing enough of the lines to make 
that symbolization of the architect no longer useful. So, if you’re entering competitions, let’s say—you 
don’t have to tell me any of the details, I’m just really curious—if you enter a competition and you win, 
do you get paid as an artist or an architect?

OT: I think in pretty much every case so far the competitions that I’ve entered have been defined as 
public art–type projects. I’ve tried to fit architecture into those, but they’re not really fit to make buil-
dings in those kinds of situations. But they’re typically in it as sculpture commissions, but… 

Oscar Tuazon, project rendering for Un Pont, image 
courtesy of the artist

SL: But your bridge [Un Pont, a memorial project in Belfort, France], for example, and the different 
ways that you were imagining that bridge would have, amongst other things, huge economic considera-
tions.

OT: Yeah.

SL: A concrete bridge versus a rope bridge, you know. Thinking about those budgets—how do you 
think about that? So when you were saying that you use a lot of the same tools as architects, I guess 
I’m trying to take the Buchloh/Foster thing and say that for them—and this comes from a long line of 
thinking about architecture—for them, the constraint of architecture that makes it essentially, funda-
mentally, and always problematic was not its space and those kinds of things but its relation to capital, 
its economic system. So if we think of the specificity of architecture as an economic condition—is that 
one of your tools as well?
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«Sylvia Lavin and Oscar Tuazon», MOCA, The Museum of  Contemporary Art, Los Angeles, 2016.
http://www.moca.org/stream/post/sylvia-lavin-and-oscar-tuazon

OT: But that seems like that’s architecture with a capital “A,” right? If we’re talking about architecture 
as a representative force of a dominant, capitalist situation, then yeah, I agree. But I don’t think that’s 
necessarily the architecture that I’m interested in, I’m just interested in building stuff, you know what 
I mean? I’m interested in general contractor-type spaces and situations and using kind of simple tools. 
I’m fascinated by international architecture, but that doesn’t have much relevance to me. What is rele-
vant to me is much simpler, like creating a space to sit down or those kinds of things. And to do those 
kinds of things, you need all of the tools, I’m interested in using the tools. But I don’t actually do any 
computer drafting myself, I work with someone who does, to be able to visualize spaces and then create 
in those situations.

SL: It’s funny that you would refer to architecture with a capital “A,” those are all very typically archi-
tectural, architect-speak distinctions. Do people say sculpture with a capital “S?” 

OT: That’s a good question, I mean, isn’t it always? [laughs]

SL: With a capital “S?”

OT: No, I’m just kidding! But as a concept, sculpture necessarily dignifies itself and separates itself 
from the world, right? That’s my struggle, I have to fight against that all the time. To try and make 
lowercase sculpture, that’s what I want to do. But I think it’s challenging because, you know, where 
does this stuff end up? Well mostly, unfortunately, it’s destined to end up in an art gallery, or maybe 
somebody’s house, or a museum. Where else would it end up?

SL: So then maybe architecture is a misnomer, in other words, maybe what interests you about archi-
tecture is not architecture but building, if that’s a distinction, and you might be interested in building in 
order to invent a lowercase sculpture. Just so that you know my view of things—I think the distinction 
between capital “A” architecture and lowercase “b” building is a fantasy. And I think that lowercase 
building also imagines itself to be architecture, and I think architecture with a capital “A” is always full 
of innumerable prosaic everyday sorts of things. But the distinction is useful for various reasons, and 
I suppose this is why I was pressing on the competition. Competitions are very typical in architecture. 
For me, they’re stand-ins for all of the constraints that architecture both resists and embraces. I mean, 
architecture is envious of artists, because it imagines that they don’t have constraints. And I guess I’m 
thinking that now that you all are working in these new ways, I think you do have them. [laughs] You 
do. But maybe there isn’t the habit of talking about them in the same way.

OT: Totally. It’s so weird ’cause for example, I’m working on a project now for the Seattle Waterfront. 
It’s a project I’ve been working on for maybe a year and a half or two, and it’s interesting because the 
commissioning agency invited artists at the very beginning of the process. But rather than defining a 
site and completely defining where and what this thing is going to be, they invited the artist at the very 
early stage of the process with the landscape architect and the architect, when things are still nebulous 
enough that something could be proposed. To me, that’s the ideal situation, but it’s also really complica-
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ted because it’s almost like speaking a different language. 

So I’ve been working on this for a long time. I came up with a really elaborate, developed proposal, 
finished engineering, consultation, and design, and I came to them with a question. I said, I want to put 
a pylon because I wanted to suspend this tree. This is the really pie-in-the-sky version. It’s an elevated 
walkway that would take you up to this tree, and the tree is suspended over the water. I came to my 
senses. Sometimes the design process tells you when the project isn’t working. The project that I came 
up with after realizing the constraints is way better and much lighter. It fits in and responds to the condi-
tions in a much better way, but somehow getting to “no” is always important, I think. To me that’s what 
was always appealing about the architectural process is this fighting for a “yes” or a “no”—fighting for 
a “yes” and getting a “no”—maybe that’s what it is.

SL: Well some people have said that the distinction between architecture and other things is the toilet. I 
mean in the end, every practice has its own form of “yes” and “no;” every practice has its own form of 
economy. Every practice, at least post-minimalism, has its own form of space and social engagement.

OT: And function! I mean, as much as artworks are supposed to be functionless, and that’s the distinc-
tion.

SL: Right, I agree. I think that being responsible to the toilet is still the architect’s job. The notion of the 
function of a work of art is so expanded, that I would agree we can’t hold functionalism as an architec-
tural problem, but what about the bathroom?

OT: By the toilet do you mean the plumbing? The infrastructure?

SL: Yeah, like some base condition for survival, let’s say. You can chip it away, and you can go live in 
The Land [Foundation] project in Thailand and cook and eat and do all of those kinds of things, but 
somehow fundamentally the toilet is not an art project.

Eli Hansen and Oscar Tuazon, 
Huh, 2014, Toilet, steel, 68 x 36 
1/4 x 47 1/4 inches
Image courtesy of the artist 
and Maccarone, New York/Los 
Angeles
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OT: Yeah, well I did make a toilet sculpture, but… [laughs]

SL: Well, lots of people have made toilet sculptures! Those are very famous! But I’m not sure anybody 
ever took a shit in one of them. [both laugh]

OT: Exactly! Yeah, I think that’s kind of the answer right there…my toilet is not one that you’d want to 
have in your house.

 SHERRIE LEVINE, FOUNTAIN (AFTER MARCEL DU-
CHAMP: A.P.), 1991, BRONZE, 14.5 × 14.25 × 25 INCHES, 
COURTESY OF THE WALKER ART CENTER  

SL: I fantasize that Sherrie Levine has at times peed in one of her bronze toilets, just secretly, because it 
would be fun.

OT: Again, it just reinforces the difference, because it would be fun. 

SL: Yeah, not because you have to pee.

OT: Not because it would work. Like, you don’t go to a toilet in a normal bathroom because it would be 
fun. [both laugh]

SL: Who are the other artists working today that you feel the most close engagement with? Or archi-
tects? Who do you talk to in your head who might talk back?
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OT: Steve Baer, I’m talking with Steve Baer a lot, and he’s been a major source of inspiration for me. 
He’s somebody whom I would consider an artist, definitely an architect, just in terms of the way that his 
thinking process is so driven by a particular idea of function. Baer’s idea of function is very eccentric, 
idiosyncratic, and not at all like the kind of function that we think about in say, normal architecture, 
which is to make things easy, convenient, and nice. In very simple terms, Baer’s impulse is to make it 
work, but there are other motivations that preclude comfort.

SL: Most architects must be terrible by that definition, though, because I think people generally com-
plain that architects make things too complicated, that they’re not efficient. It’s just ironic that they 
seem to fail what you think of as their most basic job, to make life easy. If somebody came to you and 
said, “design me a house,” would you think that that they had confused you with somebody else? Or 
would you think that was a great thing? What would you do?

OT: That’s the phone call I’ve been waiting for my entire life! Yeah, of course, that’s what I want to do, 
to design a house. I haven’t found someone foolhardy enough to embark on that project yet, but that 
would be cool. 

SL: And again, just hypothetically—so depending on who the architect is, they get a percentage of the 
construction budget—let’s say you got whatever it is to make it, which I would imagine is significantly 
less than what you would get for selling a sculpture. So what would be your thoughts about that?

OT: Yeah, it’s a good question actually. I don’t know how it would stack up. Well, maybe just to put 
it in terms that I’m already familiar with, the way it works here is that the architectural or public art 
projects need to be subsidized by the artistic production of the studio. That’s something I learned from 
[Vito] Acconci. The architecture is going to bankrupt you, so you better have something else that can 
create the conditions for making that work, which is very expensive, especially for somebody who’s 
untrained. It takes so much time and work, and if you don’t know what you’re doing, it takes triple the 
time that it should.

SL: I think it always takes a long time. Even the great efficient architectural firms are not winning every 
competition, and spend a lot of money producing stuff, losing competitions. Some architects make 
plenty of money, it’s not that you can’t make money as an architect, but the economies of it are very dif-
ferent. You know here’s a funny story, I don’t quite know where it goes, but I think it goes somewhere. 
There’s a house that Frank Gehry worked on for years and years for Peter Lewis called the Peter Lewis 
House, and he worked on it for 12, 15 years, and in terms of Gehry’s output, it’s one of his significant 
projects for a variety of reasons. One of them is that it is where the digital modeling first entered. So 
this is a huge development that affects a lot of other production—Gehry Technologies makes software, 
which is all over the place, so it’s pivotal from a variety of points of view. So the house was never built, 
and before he died, Peter Lewis was asked: don’t you feel ripped off? You spent 80 million dollars in 
fees and a really, really long time. [Oscar laughs] It’s a lot of money. Maybe that was an exaggeration. 
And Lewis said no no no, because to build the house, it would have cost me a lot more, so actually I 
got what I wanted, which is the Peter Lewis Gehry House, and I got it at a bargain, ’cause I got what 
counts, which is the idea. Who the fuck needs the house? 
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OT: Dream client! [laughs]

SL: So then there was another internal story inside of that, which is that one of the reasons it was all so 
expensive over the years was because Gehry kept getting collaborators. Frank Stella was one of them. 
He got the call—your dream call—from Frank Gehry saying, “come and design the little building on 
this project.” So he got the gateway, a little building. And so this is going along, and then it turns out 
that at a certain moment that there was a confusion. This was while they thought that this thing might 
actually get constructed. The figure of a million dollars had been stated, and it turned out that Stella 
was calling complaining that he needed more money, but then it turned out the money wasn't for his 
fee, the million dollars that he had been told was the construction budget. So for a tiny little thing, a 
million dollars then was a huge construction budget, and to which Stella’s response was, well this was 
way bigger than any one of my paintings, and I get way more for my paintings, so why should I make a 
giant thing and make a fraction. It was so interesting that it was scale—like it’s bigger…so you should 
get paid more.

OT: Oh, that drives me nuts, I mean it’s a weird retail logic that infiltrates the valuation of every ar-
twork. It’s insane.

SL: And who makes those determinations of value? Is that you and the gallerist? 

OT: [laughs] Let’s put it on the quiet hand of the market. I mean, I participate, I have to make those 
decisions, but ultimately it does come down to be very arbitrary…you know why? It’s terms that are set 
by the consumer, it’s based on their interests. The size of something matters, who cares how long you 
worked on it. You know this is something—a weird sidetrack—but maybe it brings us back to wri-
ting. I did a project once that I spent a lot of time on. It was an artist edition, and rather than produce a 
sculpture, I produced a book. I republished this book called Vonu, which is a weird, hippie, libertarian 
survivalist manual. I republished and rebound it in this nice leather binding, and I was so excited about 
it. It’s a project that I still love, it’s a great book and a nice object. And this book and then another book 
that I did, just never sold, and I was like, “why?” ’Cause it’s greater than any of my other works… [Syl-
via laughs] I realized that it’s because it’s something that doesn’t fulfill the function of an artwork—to 
be present, and to be looked at. It’s just something that’s on a shelf, and so it isn’t something that 
communicates status or whatever. I don’t really know what the distinction is, but if it’s a book, it’s on a 
shelf, and because it’s an artwork, it has a different valuation applied to it.

SL: Do you like to read art criticism? Or do you like to make art writing?

OT: I don’t read so much art criticism at the moment. I like to write, well I don’t know if I like it…

SL: It’s not fun. [both laugh]

OT: It’s one of the most difficult things. I don’t want to say that art criticism or theory completely 
misses the point, it’s not that, it’s just that it’s fundamentally apart from the object somehow, and that 
gives it a lot more freedom. And I’ve always thought that the way that an artist writing can relate to the 
work is just to be a separate… 
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SL: Is it a work? Or is it about the work? 

OT: I’d say it’s more of a work.

SL: And why therefore do you think it’s more difficult? 

OT: I don’t know if it’s more difficult because it’s its own work, I think it’s just difficult to write. It’s 
really hard work. [laughs] 

SL: But I guess I’m saying: is sculpting easy?

OT: No, it’s also really hard. 

SL: OK, OK.

OT: It can be hard, but at least you can walk around while you’re doing it. That’s the difference.

SL: [laughs] Well now with Siri you can walk around while you’re writing, too.

OT: It’s true, yeah. Is that how you write?

SL: No, no. But I imagine some moment in which writing will actually happen in a different way, and 
it will be more like that. I’ve started trying to figure out a way to communicate with students with voice 
messages for example, rather than writing things out, and I think there are a lot of publications now that 
are dealing with oral formats. I think of the return to orality as the sort of theory equivalent of the use 
of rough-hewn timber, you know. There’s a sense of a kind of—I mean we don’t believe in these words 
anymore—but nevertheless there’s a kind of authenticity, a vitality, a lack of mediation, which of course 
it’s not, but it’s somewhere more in that neighborhood that I think people are interested in.

OT: Right, yeah. I think this is maybe kind of banal, but it feels to me that a distinction or a change has 
happened recently, from book-based writing having to do with a certain kind of long temporality, and 
what’s happening now, where I feel like, whether it’s things that you read online, it’s much more about 
transmission, immediate transmission. I guess what I’m talking about, to use an analogy, is something 
that I’ve never even used: Snapchat. But something like this, a momentary appearance that is present, 
and that doesn’t need to have…

SL: …the burden of long time.

OT: Yeah. Is that orality? I don’t know if it’s the same thing.

SL: Yeah, well, I think that orality has been the traditional locus for that sort of thing. Now I don’t 
think it has to be. You know the Snapchat thing—I think that part of the issue is that it’s clearly doing 
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something that other sorts of formats didn’t do in the past, but I’m not sure anybody completely knows 
how to valorize them. I mean there’s something weirdly juvenile in its instant gratification without any 
consequence.

OT: I’m wondering what’s the next form after the book.

SL: Well, I’m on the board of a museum, and I’m trying to get them to collect an Instagram account, 
and the legalities of this are complicated because I think it needs to have all of the posts.

OT: Right. 

SL: I’m not interested in it without the posts. The photographer said, well, I’ll give you all the prints, 
and I was like no, that’s really not the deal.

OT: No, to do an exhibition of an Instagram account would be a nightmare, right? 

SL: A nightmare. Well, I’m trying to figure out how to do that with an Instagram account. If we’re 
going to do an exhibition, what would you show? And how would you show it? 

OT: Right, exactly, yeah.

SL: It’s clearly one of the key formats of the day. I’ve become really interested in the problem of the 
Freudian slip in the digital era, because, on some level, my generation as readers were trained in the 
critical universe to treat everything as though it were a symptom. That’s the way I was trained in the 
world. And everything has an ulterior thing, and if it didn’t, the critic would have absolutely no work 
to do because everything would be self-evident, requiring no analysis in the classic Freudian sense. I 
really spend more time in the car than I like to admit. I got to the point where I realized if I’m not going 
to use Siri or something like that, I’m just going to get endlessly behind. So I decided that there was a 
certain kind of e-mailing that I would do in the car. 

OT: Yeah. 

SL: I was having an argument with somebody, with an important personage in my field, and so my e-
mails had to be very carefully worded, slowly and carefully worded, much more crafted as a text than 
something that I would send to Artforum or something like that, right? And so I sent off an e-mail, and 
then I got an e-mail back, and I was reading it in the car, and it said, “Well, OK,” and then at the end, 
it said, “I hope you didn’t really mean it,” and I thought, oh God. So I went back and I looked at the 
e-mail that I had sent, and it had this beautiful crafted, super tempered, very elegant paragraph, and then 
instead of sincerely or whatever I would have said, it said, “you fucking idiot.” 

OT: [laughs hysterically] What?!
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SL: With a comma by the way, like perfectly, “You fucking idiot,” and I was thinking back, and I 
thought… 

OT: Siri, have you been listening on all of my conversations?!

SL: So all of the sudden I remembered that I had gotten cut off by somebody, and I yelled out, “you 
fucking idiot!” in the car… [Oscar laughs] and “hit send.” And the thing was that’s really what I meant 
to this person, you fucking idiot. But it really was Siri, and at that moment, I had a kind of universe 
collapse.

So, when I was a student in New York, I went to a show at the New Museum on Broadway, and I was in 
art history, and I had been taking a class on Vienna blah blah blah, you know I thought I knew so-
mething. And I walked into the show, and then I was looking at these Egon Schieles, and I knew Egon 
Schiele, I was so pleased and proud of myself. And then it turned out that they were Sherrie Levines, 
and my world was fucked right at that moment.

OT: Right. 

SL: ’Cause I didn’t understand. And it was like, OK, the world actually really changed. So this e-mail 
for me was the end of the world that [Levine] had me enter, ’cause that was a world of double entendre, 
innuendo, unconscious drives, and all kinds of things. 

OT: Where it could still also be shocking… 

SL: Yes, shocking, and then Siri did this thing to me, and it flattened everything out. 

OT: Right.

SL: And the fact that she actually spoke my unconscious. It made me feel as though I didn’t have an 
unconscious anymore, or it was over, it was flat. The world was incredibly crazy. Writing without an 
unconscious, without symptomology, without any of those things…I don’t quite know where they go. 
And so the writing on Instagram, it’s very hard to know what to make of it, ’cause it’s super uncrafted. 

OT: It’s uncrafted, and there’s also this true lack of an audience—or there’s an overabundance of 
audience—you know what I mean? The way that everybody’s talking at once.

SL: The people who otherwise we don’t particularly like, because they say really stupid things on Insta-
gram. [both laugh] But I hope your tree [at the Seattle Waterfront] gets built and becomes a great selfie 
station… 

OT: But like I said, the project I have now is so much better! It’s really light, it’s the house post from 
the Old Man House, which was the Chief Seattle’s longhouse in Suquamish, across the water from 
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Seattle. It was the largest longhouse known, it’s insane. Basically, what happened is the longhouse was 
burned down by the Indian Agent in 1870, and the village dispersed. It’s interesting also in architectural 
terms. The way that the longhouse would work is the posts and the beams were permanent, but that the 
house would expand and contract seasonally. Everybody would be there in the winter, there’d be maybe 
800 people living there, and then in the summer, you would just take the boards off of the posts, put 
them in your canoe and go to your summer camp. And so the house would expand and contract.

SL: But the frame is the same. 

OT: The frame is consistent, so early explorers like [George] Vancouver would see these structures and 
just thought they were abandoned ruins. But really they’re this kind of modular living thing. Anyways, 
that’s kind of where the project is going now. I’m trying to expand the project area to 800 feet. It’s so 
fascinating just to be able to see that structure in your mind, to start on one end and walk the whole 
length of it and have some sense of the scale of it. 

SL: And so it’s not of the actual materials, but their size would replicate the original?

OT: Yeah, I think it could be done more or less in the traditional way. I don’t think you could have a 
joint, a wood-to-wood joint because it would rot, but we’ll see.

Lorenzo Costa, The Argo, 1500-1530, painting, image courtesy of wikimedia commons
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SL: In Mythologies, Roland Barthes writes about the Argo ship, and he describes how as it went about 
its quest every so often a piece of wood would fall off. The piece would get replaced, and another piece 
of wood would fall off, and it would get replaced, and by the time the ship got back to where it started, 
not a single piece of the original wood was there. It had been completely remade. But the name held all 
those otherwise disconnected pieces of wood together. So the ship remained actual in a structural sense. 
In fact, Barthes called it the perfect structural object. Anyway, your project reminds me of that, with 
some important twists.

OT: That’s great, that’s really cool. 

SL: A nice way to think about this is remaking, making, and unmaking it, remaking, but somehow the 
name, the geometry is the thing.

OT: Yeah.

SL: Anyway. It was really nice to meet you!

OT: Yeah, likewise.

This dialogue was organized by Marco Kane Braunschweiler and edited by Karly Wildenhaus. Special 
thanks to Aria Dean.  
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Le top 5 des expos de la semaine 
Chaque semaine, le meilleur des expositions art contemporain, à Paris et 

en province. 

Robert Overby / Oscar Tuazon / Marie Angeletti

Un revival, une épiphanie et une découverte. C’est un programme en trois parties qu’a conçu cet hiver le Consortium 
de Dijon. Dans la catégorie “renaissance” on demande l’Américain Robert Overby dont la riche rétrospective post-
mortem achève sa tournée européenne, après Genève, Bergame et Bergen (Norvège). Chassé de sa galerie par plusieurs 
artistes (dont les conceptuels Carl André et Robert Smithson) dans les années 70, l’autodidacte californien Robert 
Overby fera profil bas jusqu’à sa mort en 1993, à l’âge de cinquante-huit ans. Ce qui ne l’empêcha pas de continuer à 
produire dans le plus grand secret ses sculptures en latex, peaux de vinyle et peintures bondage plus ou moins sexy. 
 
Pour l’épiphanie, on misera plutôt sur Oscar Tuazon et ses grandes architectures précaires, tandis que la trentenaire 
Marie Angeletti, présentée à l’automne dernier dans le cadre du Prix Ricard, fera le point pour la première fois sur 
sa banque d’images et deux ensembles en particulier, “Hotel 11 a bis” réalisé à Londres et “Fabricants Couleurs” qui 
documente une exposition orchestrée par l’artiste au sein d’une usine de peintures.

“Robert Overby / Oscar Tuazon / Marie Angeletti”, du 14 février au 17 mai au Consortium à Dijon. leconsortium.fr
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«‘Oscar Tuazon: Alone in an empty room’ opens at Museum Ludwig in Cologne», ArtDaily, February 18, 2014.
http://artdaily.com/news/68271/-Oscar-Tuazon--Alone-in-an-empty-room--opens-at-Museum-Ludwig-in-Co-

logne

"Oscar Tuazon: Alone in an empty room" opens at Museum Ludwig in Cologne

Oscar Tuazon, Piece By Piece, 2013 Cinderblocks, Douglas Fir, Steel. Instal-
lation view Museum Ludwig. 
Photo: Rheinisches Bildarchiv, Britta Schlier. Courtesy of the artist and 
Galerie Eva Presenhuber, Zurich.

COLOGNE.- Oscar Tuazon’s (b. 1975 in Seattle) expansive constructions engage with both exterior 
and interior spaces; they enter into a dialogue with existing architecture, burst its structures, and create 
new spaces—visible as well as invisible. His work focuses on, among other things, the subject of phy-
sical labor and the developmental process involved in an artwork. This is immediately apparent in his 
pieces that range between sculpture and architecture, as well as in his choice of materials— oftentimes 
wood, metal, stone, and concrete.

Tuazon’s works combine concepts of Land Art with the principles of Minimalism and post-Minimalism 
and as such link the conception of something abstract with an actual construction; this is marked by 
extreme physical challenges in the installation phase as well as by continually shifting spatial condi-
tions.

The presentation of Oscar Tuazon’s work in the Museum Ludwig is not being shown in the exhibition 
spaces but, rather, extends throughout the museum’s entire main staircase. On all four levels, visi-
tors will encounter architectural components of a private residence; on the basement level the lower 
staircase landing is extended into a type of garage door, an intervention that was realized for the new 
presentation of the collection Not Yet Titled and now announces the current exhibition. The architectu-
ral fragments distributed throughout the staircase represent a counterargument to the existing museum 
architecture: private and public, institutional space are contrasted with one another and engage in a 
direct dialogue.
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«‘Oscar Tuazon: Alone in an empty room’ opens at Museum Ludwig in Cologne», ArtDaily, February 18, 2014.
http://artdaily.com/news/68271/-Oscar-Tuazon--Alone-in-an-empty-room--opens-at-Museum-Ludwig-in-Co-

logne

As part of his artistic practice Tuazon investigates the history of art since the late 1960s. The content of 
his art builds on the work of artists such as Carl Andre, Bruce Nauman, Robert Smithson, and Gordon 
Matta-Clark, and newly situates the discourse on space, material, and labor in contemporary art.

Beginning in 2007 Oscar Tuazon lived and worked in Paris, where he co-founded the artist collective-
run gallery castillo/corrales. In 2013 Tuazon moved to Los Angeles. He studied at the Cooper Union 
School of Art and attended the Whitney Independent Study Program in New York. In 2011 Tuazon was 
represented at the fifty-fourth Venice Biennale. In 2013 his work was featured in solo exhibitions at the 
Schinkel Pavillion in Berlin and at the Boijmans van Beuningen Museum in Rotterdam.

On the occasion of the exhibition an artist book is being published by DoPe Press on June, 21 with texts 
Anna Brohm, Philipp Kaiser, Miwon Kwon, Nico Machida, and Antek Walczak.

Exhibition curators: Philipp Kaiser and Anna Brohm
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Jorge Pardo. «How To Build a House», PARIS, LA, n° 10, Fall, 2013, pp. 38-45.
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Peggy Roalf. «Oscar Tuazon at Brooklyn Bridge Park», DART, August 16, 2012.
http://www.ai-ap.com/publications/article/3800/oscar-tuazon-at-brooklyn-bridge-park.html

Oscar Tuazon at Brooklyn Bridge Park

Peggy Roalf
Thursday August 16, 2012

Last week’s art by cycle escape took me to Brooklyn Bridge Park on a day so hot that eggs were drop-
ping from their hens hard-boiled. But an ocean breeze sweeping across New York harbor, with its view 
of Lady Liberty set off by a humid smoggy sky, was as refreshing as the home-made ice cream at the 
Blue Marble cart on Fulton Landing.

Oscar Tuazon (b. 1975, Seattle, WA), whose work was most recently seen here in the 2012 Whitney 
Biennale, was commissioned by the Public Art Fund to create the first site-specific sculpture made for 
the city’s newest landscape. People, as it is titled, consists of three sculptures each of whose central 
feature is a monumental tree native to the borough.

Tuazon’s art typically combines industrial and natural materials to transform the experience of a buil-
ding or space. In an interview with Public Art Fund curator Andria Hickey, he said, “One of the things I 
was thinking about, of course, was creating spaces for people. So to me, the works each have an impro-
visatory character—not in how they were made but in that they will be ‘completed’ by other people and 
experienced in lots of different ways. And the utilitarian aspect of the works is really interesting to me. 
It’s a way for the works to shift in and out of visibility. I like the idea that from a distance you might 
see them as sculptures, but if you’re sitting down on the structure or playing basketball on it, that isn’t 
relevant anymore.”

Installed along Pier 1 and 2, each work is informed by its everyday use: a tree becomes a fountain; 
a concrete handball wall is held straight by a tree trunk that also accommodates a basketball hoop; a 
cement cube breached by a tree frames the surrounding landscape creating a playful dialogue with built 
and natural forms against the Manhattan skyline.

The placement of the three pieces ensures that visitors will see the newest addition to Brooklyn Bridge 
Park in its entirety, including a wine café nestled in a forested glade. On returning to Fulton Landing, 
my reward for braving New York’s most recent heat wave was a cooling ride on the East River Ferry 
back to Manhattan, where the new pier at 34th Street has just opened. Information/Directions. Photos: 
Jason Wyche for the Public Art Fund.
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«Art and the City: Public Art Festival in Zurich, Switzerland», Huffington Post, August 6, 2012.
http://www.huffingtonpost.com/vernissagetv/art-and-the-city-public-art-festival_b_1747624.html

Art and the City: Public Art Festival in Zurich, Switzerland

08/06/2012

Art and the City is a public art festival that runs until September 23rd in Zürich West, a district in 
Zürich (Switzerland) that has undergone a dramatic transformation in the recent years. To experience 
this up-and-coming city district of Zürich, Art and the City invited more than 40 artists and artist groups 
from all over the world for an exhibition that includes sculptures, installations, performances, posters 
and interventions. This video takes you on a rather subjective and selective tour of the exhibition on 1 
August, the Swiss National Day (which explains the empty streets and the rubber dinghies).

The exhibition includes artists who have been addressing issues of urban development since the 1970s 
such as Richard Tuttle, Fred Sandback, Yona Friedman and Charlotte Posenenske, as well as a younger 
generation of artists such as Christian Jankowski, Oscar Tuazon, Los Carpinteros, and Ai Weiwei.

Art and the City has been initiated by the Public Art Task Force (Arbeitsgruppe Kunst im öffentlichen 
Raum). The exhibition has been put together by the freelance curator and writer Christoph Doswald.

PS: As part of the Art and the City Public Art Festival, walking artist Hamish Fulton performed one of 
his slow walks along the Limmat river, entitled Limmat Art Walk Zürich 2012.
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Eric Magnuson. «Artist interview: Oscar Tuazon creates sculptures you are supposed to play with», The Art Newspaper, 
July 16, 2012. 

http://old.theartnewspaper.com/articles/Artist-interview-Oscar-Tuazon-creates-sculptures-you-are-supposed-to-
play-with/26811

Artist interview: Oscar Tuazon creates sculptures you are supposed to play with

The artist discusses his new series of works commissioned by the Public Art Fund for 
Brooklyn Bridge Park

Eric Magnuson
16 July 2012

Oscar Tuazon selecting trees from New York’s Hudson Valley for his project in 
Brooklyn

 Oscar Tuazon’s architectural sculptures burst through gallery walls, block doorways and spread across 
rooms in any way the artist sees fit—providing that the gallerist gives him the carte blanche to do so. 
The freedom of working outdoors allows for a different dynamic. For his latest project, the Washing-
ton-born, US-and Paris-based Tuazon has been commissioned by New York City’s Public Art Fund 
to install three new sculptures in Brooklyn Bridge Park, a recently-constructed green space designed 
by Michael Van Valkenburgh, a landscape architect whom Tuazon greatly admires. Tuazon says that 
he enjoys navigating the problems posed by working in a public space, not the least of which is the 
imposing Manhattan skyline in the distance. As we went to press, Tuazon was planning to construct the 
sculptures on-site, over a ten-day period in late June using two of his characteristic materials—concrete 
and trees. The exhibition, “People”, is due to run from 19 July to 26 April 2013. Tuazon spoke to The 
Art Newspaper in early June from a taxi to his studio in the Parisian suburb of Sèvres.
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Eric Magnuson. «Artist interview: Oscar Tuazon creates sculptures you are supposed to play with», The Art Newspaper, 
July 16, 2012. 

http://old.theartnewspaper.com/articles/Artist-interview-Oscar-Tuazon-creates-sculptures-you-are-supposed-to-
play-with/26811

The Art Newspaper: How different is it creating work for a park as opposed to a gallery space?

Oscar Tuazon: Specific to this location: the skyline of Manhattan is incredible. The first thing I realised 
when I visited is that it’s pointless to try and do something massive because you’ll never be able to 
compete with the skyline. So, I decided to do something that was human in scale. And to me, trees are 
human scale. They’re bigger than people, but even on a monumental scale, I think a tree is still so-
mething that’s quite approachable because it has human qualities. The tree is also an interesting object 
in terms of its verticality. Like a totem pole, it doesn’t necessarily have to be massive to do something 
interesting to the space around it. Its verticality [makes it interesting]. These three pieces are trying to 
almost function as utilitarian objects within the park. They should be used.

How do you see people interacting with the sculptures?

There’s a fountain, a small room and a piece that comprises a basketball hoop and a handball wall. The 
basketball hoop will be a typical Parks Department basketball hoop, and I tried to replicate a handball 
wall so that it’s almost a found object. To me, these are very typical New York things. I hope the hoop 
is a piece that gets used and has a completely different function apart from being a sculpture. At the 
same time, you may look at that basketball hoop and the game played using it as somehow being part 
of the sculpture. Those boundaries are going to be lost or suspended temporarily. One of the things that 
I’ve been thinking about is making objects that can function with a certain invisibility so people can use 
them without necessarily even thinking that they’re works of art. With the fountain, I think you’ll be 
able to play in it a little bit.

Have you ever done anything like that?

Yes, another public piece in New York [an outdoor installation titled Use It For What It’s Used For, 
2009, created with his brother Elias Hansen]. It was something that didn’t look very playful, but it was 
meant to be occupied and had this playfulness: there was a lamp; it could rain; there was water. I’m 
interested in creating spaces that aren’t programmed and aren’t really operating on the same logic as the 
rest of the space that we’re accustomed to. I think it’s a nice rupture or void within the city when you 
find something that hasn’t been purposed and is kind of useless and useful at the same time.

In 2005, you wrote: “An occupation evicts the existing function of a building.” Do you consider these 
three sculptures to be an occupation that alters the park’s existing function?

Yes. In a way, I hope that they enhance the functions of the park. There is a space under the basketball 
hoop that overlaps with a path, and you could say that this will create a change in the way the space is 
normally used. The pieces actually determined where they’ll be installed. I came up with these three 
pieces, and very quickly it was obvious that the fountain would be in the valley area of the park. The 
other two, because of their dimensions, needed a certain amount of space around them. There were 
other options, but I wanted to keep the three works within sight of each other.
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Eric Magnuson. «Artist interview: Oscar Tuazon creates sculptures you are supposed to play with», The Art Newspaper, 
July 16, 2012. 

http://old.theartnewspaper.com/articles/Artist-interview-Oscar-Tuazon-creates-sculptures-you-are-supposed-to-
play-with/26811

Do you differentiate between what is commonly referred to as site-specific work and your own work?

I would say that the way I work is definitely site-responsive. I wouldn’t really call it site-specific be-
cause I feel like a lot of the characteristics of any site are arbitrary. There are things that the work needs 
to respond to, but it doesn’t necessarily form the work. For these three works, I would say that the 
relationship to the site is very open. They’re not responding to anything in particular about the site other 
than the fact that it’s outdoors.

These pieces have a utility to them, but you’ve said of some of your other work that “they can be left 
outside, all alone. They don’t even need to be watched. They don’t need anybody.” Have you conside-
red whether anybody needs a sculpture that doesn’t need them in return?

I think that goes to the autonomy of a work of art. Nobody really needs a work of art. (Laughs.) And 
vice versa, I guess. But it’s true that these [three works] are very inviting somehow. And [they’re] 
inviting a pretty open-ended range of possibilities.

Before you first visited the park, did you have any ideas for what you were going to build? Or did that 
evolve after visiting?

After I visited the park, I was immediately thinking about trees. It doesn’t really have trees of any real 
scale because it’s such a new park. I’ve worked a lot with trees and so I thought that it [would be an] 
interesting thing to bring into and think about in a park. All three of the sculptures have trees, which 
we’re bringing down from Duchess County [in New York’s Hudson Valley].

How much of the work have you plotted out in advance?

It’s very laid out. It’s a big project so it requires a lot of people working on it. But at the same time, 
there are elements built into these three works that are going to have to be improvised on site.

Are the parameters of what you can do to the site more regulated because you’re working with the City 
of New York?

When I’m working [on a piece that will be displayed publicly] and thinking about something that po-
tentially can be used or interacted with, I do have to think about safety and what people might do with 
these objects. That might be a restriction, but to me, that’s the exciting kind of restriction or constraint 
that actually brings the work into existence and forms the work. I’m really enthusiastic about working 
with that kind of problem.

Do you foresee a lot of impromptu decisions on the project?

Yes, particularly with the fountain. I think we’ve had to premeditate a lot of stuff because of safety and 
I’m not able to build a lot of it myself because of the scale of it. There is this element that you can’t 
quite control when you’re working with something as organic as a tree, which is nice. Even the com-
puter-modelling programme that we’re using to make the architectural rendering isn’t capable of ren-
dering the tree exactly. So there’s that nice gap between what we can premeditate and what’s going to 
have to be improvised on site.
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Eric Magnuson. «Artist interview: Oscar Tuazon creates sculptures you are supposed to play with», The Art Newspaper, 
July 16, 2012. 

http://old.theartnewspaper.com/articles/Artist-interview-Oscar-Tuazon-creates-sculptures-you-are-supposed-to-
play-with/26811

You’ve worked with your brother Elias on numerous projects. How is a project different when you’re 
the sole mind behind it?

We’ve actually just opened a show in Paris [“We’re Just in It for the Money” at Galerie Balice Hertling 
until 4 August]. Working with Eli is pretty unique because we don’t have to talk about it that much. As 
brothers, we’ve been working together for a long time. It almost comes out of improvisation. I think 
you let yourself do things that you wouldn’t normally do in your own work when you collaborate 
because there’s always this moment of projection where you are projecting with the other person, just 
thinking, or you have an image of the other person somehow. I think it takes us each outside of our own 
work in a nice way.

Many writers describe your work as “attacking” the space it inhabits. Do you agree with that descrip-
tion?

I think it is accurate in a lot of my work. Maybe that comes back to the question of site-specificity. 
Within a museum or gallery, the connotations of what those spaces are changes from a small gallery to 
a larger gallery to an institutional space to a museum. And I guess there’s nothing to attack in a park. I 
feel like one of the things that a work can do within an exhibition space is engage with or challenge the 
context [of the space]. While not to say it’s a neutral environment, the range of possibilities of what you 
can do in a park is so much more open than what is possible in an exhibition space. So, I felt that the 
best thing I could do was to make something enjoyable and fun.
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Karen Rosenberg. «Heart to Hand», The New York Times, April 5, 2012.
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«Social Register: Corresponding with Oscar Tuazon (A’ 99)», The Cooper Union, March 7, 2012.
http://www.cooper.edu/about/news/social-register-corresponding-with-oscar-tuazon

Social Register: Corresponding with Oscar Tuazon (A'99)

March 07, 2012

Oscar Tuazon, 'Dead Wrong', 2011; concrete, steel, plywood, sheetrock.

Oscar Tuazon’s work frequently reckons with the social registers of art and architecture. In the past he 
has created concrete structures seemingly tormented by gravity, arrested in mid-collapse or dispersing 
into debris on gallery floors. Other works have defied the structure of exhibition sites, cutting swiftly 
through museum walls, not so much inhabiting space as dominating it. His works likewise often chal-
lenge viewers as much as they do the spaces where they are displayed: many invite physical touch and 
use, uncommon modes of spectatorship in the gallery or museum context.

While much of the discourse surrounding Tuazon’s work seems to pit his art against architecture, critics 
like Julian Rose have linked him to the foundations of contemporary architectural theory. Nineteenth 
century architectural historian Gottfried Semper’s theory of tectonics lay the groundwork for unders-
tanding much of the modernist architectural aesthetics as a dramatization of the struggle between form 
and gravity, Rose argued in the pages of ArtForum, and Tuazon’s work offers a model break from this 
tradition while avoiding the superficiality of 80s deconstructivist aesthetics.

In addition to the theoretical underpinning to his work, the artist likewise has another approach to its 
making and experience. Tuazon, a 1999 Cooper Union School of Art alumnus, makes art that is often 
available to touch for viewers—or users, as one may put it. In My Mistake, his 2010 show at London’s 
Institute for Contemporary Art, he created an elaborate post-and-beam structure from raw, unfinished 
wood that enacted a serial and repetitive form throughout the space, cutting through gallery walls 
whereever they met the piece in its stern logic. Both visitors to the exhibition as well as the institutional 
staff living and working with the piece had to negotiate its incursions on a daily basis. This meant step-
ping over or onto the beams and adjusting habituated movement patterns throughout the galleries.
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«Social Register: Corresponding with Oscar Tuazon (A’ 99)», The Cooper Union, March 7, 2012.
http://www.cooper.edu/about/news/social-register-corresponding-with-oscar-tuazon

Oscar Tuazon, 'For Hire', 2012, 2012 Whitney 
Biennial, installation view.

Oscar Tuazon, 'For Hire', 2012, 2012 Whitney 
Biennial, installation view.

Eli Hansen and Oscar Tuazon, 'Kodiak', 
2008; Douglas fir, pine, steel, sheetrock, 
adhesive, and photograph.
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«Social Register: Corresponding with Oscar Tuazon (A’ 99)», The Cooper Union, March 7, 2012.
http://www.cooper.edu/about/news/social-register-corresponding-with-oscar-tuazon

Last summer in Venice at the 54th Venice Biennale, Tuazon was one of four artists invited by curator 
Bice Curiger to create what she termed “para-pavillions.” These pavilions functioned as hubs of crea-
tive encounter between the show's artists that remained outside of the official and nationally-defined 
pavilions of the Biennale. Tuazon responded with Raped Land and The Trees—two outdoor concrete 
structures evocative of Brutalist aesthetics. Raped-Land, an ostentatiously precarious concrete box with 
space between its constitutive walls, at once inviting and threatening viewers to step inside, functioned 
as a exhibition platform: painter Ida Ekblad’s mural occupied one of the piece’s exterior walls, while 
an intermittent sound installation by Asier Mendizabal played inside. Artist Nils Bech also performed 
at Tuazon’s para-pavillion during the exhibition’s opening days. In this sense Tuazon’s work “works” 
as an interface between visitors and the other artists, all the while orbiting questions on the utility and 
context-making power of art.

Oscar Tuazon’s latest exhibition in New York is the 2012 Whitney Biennial, curated by Jay Sanders and 
Elisabeth Sussman, on view through May 27, 2012. Travelling from his home in Paris to Los Angeles 
in order to fabricate his contribution to the show, the artist agreed to a brief email correspondence anti-
cipating the presentation of this latest work.

Oscar Tuazon, Raped Land & The Trees, Illuminations: 54th Venice Biennale, 2011.
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«Social Register: Corresponding with Oscar Tuazon (A’ 99)», The Cooper Union, March 7, 2012.
http://www.cooper.edu/about/news/social-register-corresponding-with-oscar-tuazon

Last summer in Venice at the 54th Venice Biennale, Tuazon was one of four artists invited by curator 
Bice Curiger to create what she termed “para-pavillions.” These pavilions functioned as hubs of crea-
tive encounter between the show's artists that remained outside of the official and nationally-defined 
pavilions of the Biennale. Tuazon responded with Raped Land and The Trees—two outdoor concrete 
structures evocative of Brutalist aesthetics. Raped-Land, an ostentatiously precarious concrete box with 
space between its constitutive walls, at once inviting and threatening viewers to step inside, functioned 
as a exhibition platform: painter Ida Ekblad’s mural occupied one of the piece’s exterior walls, while 
an intermittent sound installation by Asier Mendizabal played inside. Artist Nils Bech also performed 
at Tuazon’s para-pavillion during the exhibition’s opening days. In this sense Tuazon’s work “works” 
as an interface between visitors and the other artists, all the while orbiting questions on the utility and 
context-making power of art.

Oscar Tuazon’s latest exhibition in New York is the 2012 Whitney Biennial, curated by Jay Sanders and 
Elisabeth Sussman, on view through May 27, 2012. Travelling from his home in Paris to Los Angeles 
in order to fabricate his contribution to the show, the artist agreed to a brief email correspondence anti-
cipating the presentation of this latest work.

Bosko Blagojevic: I'm wondering about your plans for the Whitney Biennial, what will you show? 

Oscar Tuazon: The piece is a modular system of spaces, a modular building, it's a space for other things 
to happen. Maybe you could think of it as furniture. Ideally the piece should disappear, it should recede 
into the background.

BB: Someone once said the best technology does this: in use, it disappears. I'm thinking now of the 
Venice Biennial, the way your para-pavilion interfaced with the work of two other artists. Was this a 
disappearing piece as well?

OT: I hope so—it was a stage for performances, for a poetry reading; it was used as an exhibition space; 
there was a mural painted on one of the walls. And it provided some shade in an area that got very hot. 
So people would stop there between looking at art, to rest and talk. If you wanted to experience it as an 
artwork you could, but it worked just as well as a place to sit and talk. It was a space that encouraged a 
lot of different uses.

BB: When did you first start making art that folded into some concept of "use" like that?

OT: I think it actually came from thinking about the political dimension of an artwork—the idea that 
an artwork can effect some kind of change in the world around it. That was something we discussed 
a lot in my time at Cooper, I mean that was the sculpture department of Hans Haacke, Niki Logis and 
Doug Ashford—this kind of incredible and maybe delusional belief in the power of an artwork to do 
something in the world. That's where my idea of 'utility' comes from. Why shouldn't an artwork be 
useful? And when you start asking that question, it opens onto some interesting territory because then 
you start to think about architecture. And when an artist thinks about architecture there's going to be 
problems, that's inevitable. 
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«Social Register: Corresponding with Oscar Tuazon (A’ 99)», The Cooper Union, March 7, 2012.
http://www.cooper.edu/about/news/social-register-corresponding-with-oscar-tuazon

BB: Why problems?

OT: Architecture has to design around pre-existing conditions, predefined uses. A building needs to res-
pond to the needs of a client. But an artwork needs to invent a use where there wasn't one. Or use things 
wrong. That's a huge difference I think. I don't know, it's a difference in degree of frustration with the 
world. But to me it makes sense that artists and architects should have an antagonistic relationship, 
that kind of argument over how space should be used is productive, and it's maybe what makes Cooper 
such a funny place—the whole idea that you would have a wood shop shared by artists and architects is 
actually pretty insane if you think about it, dangerous even.

Oscar Tuazon, For Hire, 2012, 2012 Whitney Biennial, installation view

Images courtesy Maccarone Gallery, New York. 
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« Rencontre avec Oscar Tuazon à la Biennale de Venise », Vogue, 2011.
http://www.vogue.fr/culture/agenda/articles/rencontre-avec-oscar-tuazon-la-biennale-de-venise-/19265
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« Rencontre avec Oscar Tuazon à la Biennale de Venise », Vogue, 2011.
http://www.vogue.fr/culture/agenda/articles/rencontre-avec-oscar-tuazon-la-biennale-de-venise-/19265
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Benjamin Lima. «Oscar Tuazon: Die, The Power Station, Dallas», Pastelegram, August 26, 2011.
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