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en premier. Je me rappellerai toujours d’un voyage que nous avons 

réalisé ensemble. Depuis Los Angeles, nous sommes allés sur les 

lieux du Double Negative de Michael Heizer, pour ensuite nous rendre 

via Las Vegas dans le Nevada. Un roadtrip d’une semaine pour aller 

voir les Sun Tunnels de Nancy Holt, la compagne de Robert Smithson, 

qui avait lui-même installé la Spiral Jetty non loin de là [sur le Grand 

Lac salé, dans l’Utah]. Les Sun Tunnels sont des structures en forme 

de tube, en béton, posées dans le désert. Elles sont alignées avec le 

soleil à une certaine heure de la journée, ce qui provoque des effets 

d’ombre magnifiques. Évidemment, cela rappelle la Colonne d’eau, 

le projet d’Oscar pour la FIAC 2017 sur la place Vendôme. En plein 

Paris, Oscar avait installé d’énormes pipelines en plastique noir et 

bleu, très beaux. Il avait fait remonter à la surface, dans le champ 

public très luxuriant d’une belle place parisienne, toute la réalité sou-

terraine et essentielle de l’eau. 

Quels sont vos projets communs ?
Une exposition est prévue pour le début de l’année 2021, qui va 

reprendre l’idée du foyer, c’est-à-dire du feu. De ce qu’il représente 

depuis la nuit des temps. Plus que jamais, cette idée d’être ensemble 

autour d’un élément commun est importante. On le voit ces jours-ci. 

Nous allons aussi montrer une collaboration réalisée avec son frère, 

Eli Hansen, qui est sculpteur verrier. Oscar aime beaucoup travailler 

avec lui, et l’aspect collaboratif de cette exposition lui tient à cœur. 

Numéro art : Une anecdote en dit beaucoup, je crois, 
sur Oscar Tuazon. En 1975, l’Américain naît à Seattle dans un 
dôme géodésique – l’une de ces constructions hémisphériques 
en treillis popularisées par l’architecte Richard Buckminster 
Fuller dans les années 50. Quarante-cinq ans plus tard, le voilà 
qui réalise des constructions tout aussi singulières…
Niklas Svennung : D’une manière plus générale, ses origines de la 

côte Ouest américaine l’ont profondément marqué. Ses parents dé-

fendaient un esprit de liberté, une liberté d’expression et d’écriture. 

Il a pu suivre un programme scolaire qui conciliait art et nature. Oscar 

s’est isolé dans cet environnement naturel où il ne pouvait que s’en 

remettre à lui-même et apprendre par lui-même. Cette grande auto-

nomie l’a affranchi des règles conventionnelles occidentales, c’est-

à-dire du rapport enfant-famille ou individu-société. C’est un homme 

discret, indépendant et assez imprévisible. Il peut disparaître plusieurs 

jours sans donner signe de vie. Il est capable d’absorber le monde 

qui l’entoure et se contenter de très peu de choses. Oscar s’est in-

venté et défend à travers ses œuvres la possibilité de choisir les 

rapports que l’on veut avoir les uns avec les autres. Sculpter l’espace 

comme il le fait est sa manière de définir les rapports qu’il veut avoir 

avec les personnes qui l’entourent. 

Ses interventions dans les galeries, les musées ou en extérieur 
mêlent des constructions et des réaménagements qui donnent 
l’impression d’entrer en lutte avec l’espace préexistant. 
Une lutte s’engage en effet pour s’approprier les lieux dans lesquels 

il expose. L’impression de “physicalité” provient notamment de son 

emploi du béton, du bois, de l’acier soudé, moulé ou coulé. L’effort 

physique est nécessaire pour s’accaparer l’endroit et le faire sien. Mais 

au-delà de cette physicalité, il y a chez lui le besoin de construire ou 

de se reconstruire un espace. Oscar a quitté Seattle pour New York, 

puis pour Paris, avant de s’installer à Los Angeles. C’est un voyageur. 

Il évoque à travers ses œuvres un intérieur, un chez-soi. Le chez-soi, 

c’est le lieu où il essaie de se trouver lui-même pour ensuite trouver 

les autres. Il a ainsi réalisé récemment des cheminées à Münster, en 

Allemagne. La cheminée, c’est le foyer, l’endroit symbolique où l’on 

se réunit tous. Un lieu de rencontre où les gens peuvent se retrouver. 

Pour sa dernière exposition à la galerie, Shelters [en 2016], Oscar avait 

installé des habitacles, une autre forme d’architecture générique. 

Chacun peut s’y réfugier temporairement. Cependant, ces dernières 

années il s’est investi dans différentes formes d’art, un art militant et 

généreux. Je pense à son projet de Los Angeles Water School [2018], 

un centre éducatif visant à informer sur la manière dont l’eau forme 

un tissu reliant les gens à leur environnement.

Sa pratique du “do it yourself” prend racine en réalité dans une 
histoire de l’art très large. Ses sculptures évoquent l’arte povera, 
l’expresionnisme abstrait et bien sûr le minimalisme. Quel rapport 
entretient-il avec ses aînés ?
Oscar s’inscrit dans une lignée d’artistes très radicaux, américains 

pour beaucoup. Ceux des grands espaces de l’Ouest, Michael Heizer 

West, first and foremost Michael Heizer. I’ll always remem-

ber a trip we took together. We went from Los Angeles to 

the site of Heizer’s Double Negative, and then to Nevada 

via Las Vegas. A week-long road trip to see the Sun Tunnels 

by Nancy Holt, Robert Smithson’s partner. Smithson himself 

had built his Spiral Jetty nearby [at the Great Salt Lake in 

Utah]. The Sun Tunnels are tube-shaped, concrete struc-

tures in the desert that, at a certain time of day, align with 

the sun and create magnificent shadow effects. Obviously 

they’re reminiscent of Colonne d’eau, Oscar’s project for 

FIAC 2017 in Paris’s place Vendôme. He installed these 

huge, very beautiful black and blue plastic pipelines that 

brought all the underground and essential reality of water 

to the surface in the perfection of a Parisian square.

What are your joint projects?

We’re planning an exhibition for early 2021 that will take up 

the idea of the hearth, or fire more specifically, and what it 

has represented since the dawn of time. This idea of gath-

ering together around a common element is more important 

than ever. We’re seeing that now. We’re also going to exhibit 

a collaboration he did with his brother, Eli Hansen, who 

sculpts glass. Oscar really likes working with him, and really 

likes the collaborative dimension of this exhibition too.

Numéro art: I think one anecdote in particular says a 

lot about Oscar Tuazon. He was born in a geodesic 

dome, one of those structures made popular by the 

architect Richard Buckminster Fuller. Forty-five years 

later he’s building equally strange structures…

Niklas Svennung: His West Coast American origins have, 

generally speaking, greatly marked him. His parents cham-

pioned a spirit of freedom, freedom of expression and writ-

ing. He went to a school that reconciled art and nature. 

Oscar isolated himself in this natural environment where he 

could only rely on and learn by himself. This great autonomy 

freed him from conventional Western rules, by which I mean 

child-family and individual-society relationships. He’s a re-

served, independent, rather unpredictable man. He can 

disappear for days at a time without giving a sign of life. He 

can absorb the world around him and be happy with very 

little. Oscar invented himself and, through his works, de-

fends the possibility of choosing the relationships one wants 

to have with others. The way he sculpts space is his way 

of defining the relationships he wants to have with the peo-

ple around him.

His gallery, museum and outdoor interventions combine 

structures and reconfigurations that give the impression 

of a struggle with the preexisting space.

There is indeed a struggle to appropriate the spaces where 

he exhibits. The impression of “physicality” comes particu-

larly from his use of concrete, wood and welded or cast 

steel. Physical effort is required to take over a place and 

make it his. But beyond this physicality, he also feels the 

need to build or reconstruct space. Oscar left Seattle for 

New York, then went to Paris, before moving to Los Angeles. 

He’s a traveller. Through his works, he evokes an interior, a 

home. Home is where he tries to find himself so that he can 

then find others. He recently created fireplaces in Münster, 

in Germany. The fireplace is the hearth, the symbolic place 

where we all gather. For his most recent exhibition at the 

gallery, Shelters [2016], Oscar installed little cabins, another 

form of generic architecture. Anyone can take refuge there 

temporarily. In more recent years, however, he’s thrown 

himself into other forms of militant, generous art. I’m thinking 

of his Los Angeles Water School project [2018], an educa-

tional centre about how water creates a network that con-

nects people to their environment.

His DIY approach has a long pedigree in art history. His 

sculptures evoke arte povera, abstract expressionism 

and of course minimalism. What is his relationship to 

his predecessors?

Oscar is part of a long line of very radical artists, many of 

them American. Those of the great open spaces of the 
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en treillis popularisées par l’architecte Richard Buckminster 
Fuller dans les années 50. Quarante-cinq ans plus tard, le voilà 
qui réalise des constructions tout aussi singulières…
Niklas Svennung : D’une manière plus générale, ses origines de la 

côte Ouest américaine l’ont profondément marqué. Ses parents dé-

fendaient un esprit de liberté, une liberté d’expression et d’écriture. 

Il a pu suivre un programme scolaire qui conciliait art et nature. Oscar 

s’est isolé dans cet environnement naturel où il ne pouvait que s’en 

remettre à lui-même et apprendre par lui-même. Cette grande auto-

nomie l’a affranchi des règles conventionnelles occidentales, c’est-
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discret, indépendant et assez imprévisible. Il peut disparaître plusieurs 

jours sans donner signe de vie. Il est capable d’absorber le monde 

qui l’entoure et se contenter de très peu de choses. Oscar s’est in-

venté et défend à travers ses œuvres la possibilité de choisir les 

rapports que l’on veut avoir les uns avec les autres. Sculpter l’espace 

comme il le fait est sa manière de définir les rapports qu’il veut avoir 

avec les personnes qui l’entourent. 

Ses interventions dans les galeries, les musées ou en extérieur 
mêlent des constructions et des réaménagements qui donnent 
l’impression d’entrer en lutte avec l’espace préexistant. 
Une lutte s’engage en effet pour s’approprier les lieux dans lesquels 

il expose. L’impression de “physicalité” provient notamment de son 

emploi du béton, du bois, de l’acier soudé, moulé ou coulé. L’effort 

physique est nécessaire pour s’accaparer l’endroit et le faire sien. Mais 

au-delà de cette physicalité, il y a chez lui le besoin de construire ou 

de se reconstruire un espace. Oscar a quitté Seattle pour New York, 

puis pour Paris, avant de s’installer à Los Angeles. C’est un voyageur. 

Il évoque à travers ses œuvres un intérieur, un chez-soi. Le chez-soi, 

c’est le lieu où il essaie de se trouver lui-même pour ensuite trouver 

les autres. Il a ainsi réalisé récemment des cheminées à Münster, en 

Allemagne. La cheminée, c’est le foyer, l’endroit symbolique où l’on 

se réunit tous. Un lieu de rencontre où les gens peuvent se retrouver. 
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by Nancy Holt, Robert Smithson’s partner. Smithson himself 
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ering together around a common element is more important 
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likes the collaborative dimension of this exhibition too.
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disappear for days at a time without giving a sign of life. He 

can absorb the world around him and be happy with very 

little. Oscar invented himself and, through his works, de-

fends the possibility of choosing the relationships one wants 

to have with others. The way he sculpts space is his way 

of defining the relationships he wants to have with the peo-

ple around him.
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There is indeed a struggle to appropriate the spaces where 

he exhibits. The impression of “physicality” comes particu-
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steel. Physical effort is required to take over a place and 

make it his. But beyond this physicality, he also feels the 
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He’s a traveller. Through his works, he evokes an interior, a 

home. Home is where he tries to find himself so that he can 

then find others. He recently created fireplaces in Münster, 

in Germany. The fireplace is the hearth, the symbolic place 

where we all gather. For his most recent exhibition at the 

gallery, Shelters [2016], Oscar installed little cabins, another 

form of generic architecture. Anyone can take refuge there 

temporarily. In more recent years, however, he’s thrown 

himself into other forms of militant, generous art. I’m thinking 
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tional centre about how water creates a network that con-

nects people to their environment.

His DIY approach has a long pedigree in art history. His 
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his predecessors?

Oscar is part of a long line of very radical artists, many of 

them American. Those of the great open spaces of the 
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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
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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
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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
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Project
Kunsthalle / Zurich

Combining midcentury theorists, artists 
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tunnels and a trampoline, “The Playground 
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institution with that of the public park, 
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— 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.
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