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De La Fresnaye, Elisabeth. « Rencontre avec Niklas Svennung, Chantal Crousel galerie, partenaire de l’exposition Danh Vo au 
CAPC », Mowwgli, November 12, 2000.
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Danh Vo présente dans la nef du CAPC à Bordeaux un ensemble 
d’œuvres dans lesquels se croisent histoire individuelle et collective, 
temps humain et géologique.
Par Cédric Aurelle

C’est un chaos de marbre qui accueille 
dans sa grande nef le visiteur du 
CAPC musée d’art contemporain 
de Bordeaux, qui, dans un fracas 
aussi titanesque que silencieux, vient 
réagencer dans l’ordre du musée 
l’abîme des temps géologiques et les 
notes de bas de page de l’histoire 
humaine. Ces blocs de marbre de 
Carrare sont les vestiges inutilisés et 
abandonnés de découpes effectuées à 
l’époque fasciste. L’ensemble d'environ 
une trentaine de blocs de plusieurs 
tonnes chacun forme un labyrinthe de 
pierre dans lequel on se promène à la 
croisée des temps minéral et humain. 
Dans leurs entrelacs se manifeste 
la volonté de puissance créatrice de 
l’homme par la mise en forme de 
l’éternité du geste dans les matériaux 
susceptibles de la conserver. Les 

quelques photographies de mains sculptées par Michel-Ange dans ce même marbre 
de Carrare accrochées de-ci de-là sur les blocs en attestent autant qu’ils rappellent 
l’inexorable redevenir poussière des acteurs de l’histoire.

Danh Vo poursuit là un travail dans lequel se rencontrent histoire individuelle et 
grande Histoire. « Cathédrale et lieu de stockage », selon les termes de l’artiste, 
l’entrepôt Lainé qui héberge le CAPC, basilique de pierre construite pour accueillir les 
denrées exotiques, avant d’avoir été reconverti en sanctuaire de l’art contemporain, 
renvoie au commerce colonial dont l’artiste danois d’origine vietnamienne assume 
une part d’histoire collatérale. Dans ces allers-retours ressort cette lettre datée de 
1861 d’un moine missionnaire au Vietnam accrochée à l’un des pilastres de la nef. 
Dernière missive du moine à son père auquel il annonce sa décapitation prochaine, le 
courrier manuscrit a en fait été reproduit comme par ventriloquie par le père même 
de l’artiste qui ne lit pas le français mais maîtrise la calligraphie latine traditionnelle. 
Un Christ de bois polychrome est accroché non loin, un ensemble de sculptures 
baroques en bois ainsi que des branches collectionnées par l’artiste sont présentées 
sur des rayonnages qui constituent un deuxième pôle d’œuvres. Évangélisation 
missionnaire et colonialisme se font écho ici dans le dispositif d’exposition. 

Diamétralement opposée aux blocs de marbre, une petite caisse en bois est posée 
seule au sol. Sur ses côtés est imprimée la marque de lait dont elle constitue 

Vue de l’exposition « Danh Vo » au CAPC de Bordeaux. © CAPC Bordeaux, photo : 
Nick Ash
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l’emballage, « Carnation milk ». Le produit de consommation issu de l’exploitation 
animalière rejoint l’entrepôt de denrées coloniales précisément à l’endroit où, 
comme l’objet d’un culte marchand, le soleil viendra l’éclairer chaque jour à une 
heure précise. La caisse contient un fragment de torse d’Apollon dont la « carnation 
laiteuse » n’est autre qu’une projection fantasmée de l’Europe occidentale sur une 
Grèce blanche qui n’a jamais existé.

Le quatrième pôle de l’exposition est un espace clos à l’intérieur duquel les cimaises 
sont plaquées de miroirs. Sur ces dernières sont accrochées des photos du Vietnam 
datant des années 1960. On y voit des Vietnamiens visitant des lieux d’exposition 
ou observant le paysage. Pris en photo par un Américain dont on apprend qu’il a été 
espion pour le compte de la CIA, l’ensemble constitue une mise en abyme de jeux de 
regards emboîtés les uns dans les autres, que la boîte miroir reproduit à l’infini.

La manière dont l’artiste narre sa propre histoire à travers les grands récits n’est pas 
le produit d’une expérience collective mais la chronique individuelle de quelqu’un 
qui se déclare « born under a lucky star », né sous une bonne étoile. Choisi au 
berceau, l’artiste tutoie le mythe en se confrontant aux géants dont Michel-Ange, qu’il 
convoque ici, occupe la place zénithale. Comme l’artiste de la Renaissance auquel il 
se réfère, Danh Vo allie sa virtuosité (conceptuelle en l’occurrence) à la question de la 
bonne fortune qui veut qu’en fouillant le marbre le sculpteur 
ne tombera pas sur une mauvaise veine. L’organisation de 
ce chaos de marbre dans le musée peut aussi apparaître 
comme la marque de la tentation mégalomaniaque d’un 
artiste qui a par ailleurs reproduit la statue de la Liberté en 
autant de disjecta membra (fragments dispersés) nécessaires 
pour l’éparpiller dans toutes les collections du monde. Et 
le commentaire sur la ruine de la masculinité qu’ambitionne être cette œuvre qui a 
nécessité pas moins de dix camions semi-remorques depuis Carrare pour être réalisée, 
ne fait qu’en reproduire toute l’hybris.

« Danh Vo », jusqu’au 28 octobre, CAPC musée d’art contemporain de Bordeaux, 
7, rue Ferrère, 33000 Bordeaux, www.capc-bordeaux.fr

CHOISI AU BERCEAU, 
L’ARTISTE TUTOIE LE MYTHE EN 
SE CONFRONTANT AUX GÉANTS

Vues de l’exposition « Danh Vo » au CAPC de Bordeaux. © CAPC Bordeaux, photo : Nick Ash
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Arnaudet, Didier. « DANH VO – CAPC BORDEAUX », Art Press, May 29, 2018.
https://www.artpress.com/2018/05/29/danh-vo-capc-bordeaux/
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« La forêt de pierre de Danh Vo », Le Quotidien de l’Art n°1504, May 28, 2018.
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Danh Vo, vue de l’exposition 
au CAPC musée d’Art 
contemporain de Bordeaux.

La forêt de pierre de Danh Vo
Cette monumentale installation in situ dans la nef du CAPC est composée de  
21 blocs de marbre de Carrare, pesant de 1 à 21 tonnes. Le type de coupe trahit l’âge  
des échantillons : l’absence d’angle droit indique qu’ils sont antérieurs aux années 
1930, date d’introduction des machines. Les blocs ont été trouvés tels quels au pied  
de la carrière, l’artiste ayant lié amitié avec le propriétaire, qui les a prêtés le temps  
de l’exposition. Des photographies de mains, tirées des sculptures de Moïse, David  
et du Christ par Michel-Ange, sont accrochées sur le flanc des pierres. « Ce qui est 
véritablement beau, concernant ces matériaux, c'est que la façon dont la roche craque,  
se dissout, échappe totalement au contrôle de l’homme », explique l’artiste. Et María Inés 
Rodríguez, la directrice du CAPC, dont c’est la dernière exposition, d’ajouter : « Danh 
Vo voulait, à travers cette pièce, évoquer la vulnérabilité de la masculinité ou du pouvoir 
car ces pierres, derrière leur apparente solidité, sont très fragiles. » JULIETTE SOULEZ
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 « Danh Vo au Guggenheim, éclats d’histoire », Numéro Art 2, March-August, 2018. pp. 96-105
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 Audrey V.. « Immigration, Colonialism, Capitalism and Authorship - Dahn Vo at the Guggenheim », Widewall, January 2, 2018.
https://www.widewalls.ch/dahn-vo-art-guggenheim-museum/
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Kitnik, Alex.  « Danh Vo: Take my breath away », ArtForum, VOL.56, NO.5, January 2018, p.68.
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Kennicott, Philip. « At the Guggenheim, a memoir about America, colonialism and desire », The Washington Post, February 9, 2018.
https://www.washingtonpost.com/entertainment/museums/at-the-guggenheim-a-memoir-about-america-colonialism-and-

desire/2018/02/09/59177f82-0ddc-11e8-8b0d-891602206fb7_story.html?utm_term=.d3129107502f
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Schwartzman, Allan. « The Wonderful Mind and Eye of  Mr Vo », Art Agency, Partners, March 1, 2018.
http://www.artagencypartners.com/allans-intro-1-march-2018/
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Miguel Ángel García Vega. «Entrevista al mejor artista de 2015, Danh Võ. ‘No hay nada malo en fracasar’», El País, 
December 30, 2015.

http://blogs.elpais.com/con-arte-y-sonante/2015/12/danh-v%C5%8D-no-hay-nada-malo-en-fracasar.html

Entrevista al mejor artista de 2015, Danh Vō. "No hay nada malo en fracasar"

Miguel Ángel García Vega
30 de diciembre de 2015

Destierra a los sin rostro/Premia tu gracia es una de las mejores exposiciones de este año en España. 
A partir de una canción de los años 70 de Nico, Danh Vō (Bà Ria, Vietnam, 1975) propone (hasta el 
28 de marzo) en el Palacio de Cristal del parque de El Retiro (Madrid) uno de los viajes más intensos 
que ha visto este espacio construido para la Exposición de las Islas Filipinas de 1887. Un lugar difícil 
donde defraudaron en su día artistas tan protegidos por el statu quo artístico internacional como Gabriel 
Orozco u Olafur Eliasson.

Nacido en Vietnam del Sur, crecido en Dinamarca, a donde llegó de milagro tras huir con su familia en 
un paquebote de la represión comunista del Vietcong, Danh Vō tiene el talento de un alquimista para 
mezclar significados y la obsesión kantiana de un coleccionista. Solo de esta forma 600 fragmentos 
fósiles de mamut, un Cristo de marfil del siglo XVII, una Madona policromada del gótico temprano 
francés y la primera fotografía del paseo espacial estadounidense dibujan una historia única y, al mismo 
tiempo, mil narraciones distintas a la vez. 
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Miguel Ángel García Vega. «Entrevista al mejor artista de 2015, Danh Võ. ‘No hay nada malo en fracasar’», El País, 
December 30, 2015.

http://blogs.elpais.com/con-arte-y-sonante/2015/12/danh-v%C5%8D-no-hay-nada-malo-en-fracasar.html

Vō destruye las obras y las vuelve a dar sentido. Caos y orden. Entropía y linealidad. Nos habla de co-
lonialismo, economía, del papel de los museos de ciencias naturales del siglo XIX, del paso del tiempo 
a través de fósiles de miles de años, de sexualidad. Pero sobre todo nos encara a la vida. Y el dolor de 
su tránsito. Como en la fantástica carta escrita en Vietnam en 1861 por el misionero católico galo, San 
Jean Théophane Vénard, que remite a su padre en Francia días antes de ser decapitado por proselitismo. 
Phung Vō, el progenitor del artista, la copia con una caligrafía bella, aunque no entienda sus palabras. 
Pues no habla ninguna lengua occidental. Para él es una composición abstracta. La soledad del lenguaje 
contenida en un Palacio en el que los rostros se desvanecen y surge la gracia. 

Pregunta. Muchas de sus obras están rotas, fragmentadas o incluso seccionadas con una sierra o un 
láser. ¿Tiene alguna relación con su interés por la diáspora cultural?
Respuesta. En cierta forma. En esta instalación no hay cortes, desde luego sí fragmentos. Pero es una 
forma de unir cosas; establecer relaciones. Puede funcionar en ambos sentidos. Algunas veces empleo 
piezas cortadas o serradas, sin embargo lo importante en la obra es poder trabajar en diferentes pulsos, 
tamaños y escalas. Es una manera de aprender.

P. Su trabajo es bastante hermético. ¿Resulta un problema para el espectador a la hora de conectar con 
su propuesta?
R. Cuando utiliza la palabra hermético lo hace empleando otro tipo de referentes. Si pinto un cuadro 
abstracto o una tela en blanco, o lo que sea, la historia ya está definida porque ese es el canon. Encaja 
dentro de la historia ya existente. En cierta manera es verdad que mi trabajo puede ser hermético pero 
es algo estructural.
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Miguel Ángel García Vega. «Entrevista al mejor artista de 2015, Danh Võ. ‘No hay nada malo en fracasar’», El País, 
December 30, 2015.

http://blogs.elpais.com/con-arte-y-sonante/2015/12/danh-v%C5%8D-no-hay-nada-malo-en-fracasar.html

P. ¿Cómo ha influido su compleja historia personal en su trabajo?
R. Creo que todos los artistas utilizan su historia personal. Un artista cuya propuesta esté referida al 
minimalismo o al arte conceptual también es autobiografía. Historia personal. Cuando un creador em-
plea otro tipo de referencias entonces se convierte en más visible y la gente piensa que esto es historia 
personal. Es una percepción equivocada.

P. Es cierto, pero también que su vida es un punto de partida para su trabajo.
R. ¿Puede citarme a un solo artista cuyo trabajo no sea personal? Simplemente hay unas historias 
que son más visibles que otras. En mi propuesta hay parte que es mi biografía. Pero si trabajo con la 
bandera estadounidense, el primer hombre en el espacio o con la Estatua de la Libertad son imágenes 
comunes. Los escritos que hace mi padre se refieren a cómo viaja el alfabeto y al dominio y la imposi-
ción de la historia occidental. En mi trabajo trato de cuestionarme qué cosas definen otras. Cuando la 
gente habla de referencias en mi propuesta artística como, por ejemplo, Vietnam, no hay que olvidar 
que el país asiático es una construcción geopolítica.

P. ¿Cómo descubre las piezas que forman parte de sus instalaciones?
R. En parte las busco, pero suelo decir que he nacido bajo la estrella de la suerte. Las cosas vienen a 
mí. Es una cuestión de mantener abiertos los ojos y la mente. Son oportunidades y tienes que atraparlas 
cuando las ves. Viajo mucho y me fijo mucho. Y pienso: “Esto es interesante, debería profundizar más 
en ello”.

P. Sostiene João Fernandes, subdirector del Museo Reina Sofía y comisario de la muestra que, al igual 
que Picasso, usted “no busca, sino que encuentra”.
R. Diría que casi ni encuentro, las cosas interesantes suceden delante de mí.
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December 30, 2015.
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P. Si tuviera que elegir, ¿cuál sería su trabajo más importante?
R. Sin duda la carta de mi padre. La posibilidad de usar los textos y la caligrafía de mi padre significa 
mucho, y no lo digo por ser su hijo. Si no por lo que representa. Una de las virtudes más bellas de la 
cultura es que utilizas cosas que la sociedad puede percibir sin interés o sin calidad. Cuando mi padre 
llegó a Dinamarca su escritura era inútil porque no habla ninguna lengua occidental. Así que nunca más 
ha vuelto a utilizarla. Este es uno de los muchos ejemplos que le puedo dar. Porque en una sociedad 
siempre hay instituciones poderosas que definen que es calidad y que no.

P. En su obra We The People trocea una reproducción en cobre de la Estatua de la Libertad. La pieza 
está creada con un material caro y ha empleado a trabajadores chinos en su fabricación. ¿Tiene miedo a 
fracasar?
R. Desde luego. Es algo a lo que te enfrentas todo el tiempo. Cuanto más éxito tienes más seguro te 
sientes. Espero realmente no perder el deseo de arriesgar. Porque si trabajas en el mundo del arte es 
básico emprender caminos nuevos. En todos los proyectos el riesgo tiene que estar incluido. Ya que no 
hay nada malo en fracasar, si lo haces aprendes. De hecho, desearía fracasar más (risas).
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December 30, 2015.
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P. Tiene un enorme éxito dentro de la crítica especializada y también en el mercado del arte y con los 
coleccionistas. ¿Cómo gestiona la presión que esto representa?
R. No lo sé. Es algo difícil. Lo importante es tener las ideas claras. Porque en la realidad el éxito no 
significa nada. Es muchos casos resulta más destructivo que constructivo. De verdad espero que no 
afecte a mi trabajo.

P. Pero gracias al éxito económico puede comprar, por ejemplo, estos fósiles de Mamut que no deben 
de ser muy baratos…
R. Desde luego ayuda. Sin embargo no es una garantía de calidad del trabajo. Puedes producir obras 
caras que no signifiquen nada. La clave está en hallar el equilibrio. Los fósiles, u otros materiales, son 
caros pero, por ejemplo, la carta de mi padre es muy asequible [300 euros].

P. Este año ha tenido una gran presencia internacional: el pabellón danés dentro de la Bienal de Vene-
cia, una exposición en la Punta della Dogana de la Fundación Pinault, muestras individuales en varias 
de las galerías que le representan (Marian Goodman, Chantal Crousel). ¿Será capaz de mantener la 
tensión de este nivel de exigencia? ¿Va a parar?
R. Ahora mismo creo que para mí es muy importante adquirir mucha experiencia. He trabajado durante 
bastantes años a baja escala. Resulta fundamental también poder hacerlo en una dimensión grande. 
Todas esas exposiciones son una manera de sumar experiencia. Y esto es lo trascendente. Además soy 
más o menos joven y tengo todo el futuro por delante para fracasar.

Fotografías: Samuel Sánchez  (El País) y Museo Reina Sofía. Imagen de apertura: Danh Vō fotografia-
do en su exposición Destierra a los sin rostro/Premia tu gracia (Palacio de Cristal, Parque de El Retiro, 
Madrid). La entrevista ha sido condensada y editada.
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Roxana Azimi. «À la Pointe de la Douane, un lapsus révélateur», Le Quotidien de l’Art, n° 826, May 4, 2015 pp. 
5 - 6. 
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Judicaël Lavrador. «Danh Võ, prismes sensuels», Libération, November 15, 2015.
next.liberation.fr/arts/2015/11/15/danh-vo-prismes-sensuels_1413617

Danh Võ, prismes sensuels 

Judicaël Lavrador
15 novembre 2015

Le jeune Danois d’origine vietnamienne propose à Paris un jeu de miroirs sur l’imaginaire amoureux à 
partir de photos noir et blanc récupérées par hasard.

«Fabulous Muscles», détail, 2015. 
Photo F. Kleinefenn. 
courtesy de l'artiste et de la galerie 
Ch. Crousel

A l’origine de cette installation à la galerie Chantal Crousel, à Paris (IIIe), il y a une espèce de conte, 
si merveilleux que même l’artiste peine encore à y croire - et nous avec. C’est souvent ainsi avec Danh 
Võ. Montré il y a deux ans au musée d’Art moderne de la Ville de Paris, il était le curateur, cet été à la 
Pointe de la Douane, à Venise, d’une remarquable exposition affichant notamment des artistes rares et 
un peu oubliés.

Plantant un paysage esthétique décharné, rugueux et sensuel à la fois, le jeune Danois d’origine viet-
namienne, installé à Mexico, s’appuie sur les histoires des uns et des autres. Mais il les fragmente, les 
découpe et les greffe sur d’autres bribes de récit, à la manière de ses propres œuvres, à la manière aussi 
dont certains pans des événements et des objets du passé peuvent nous parvenir : lacunaires, isolés de 
leur contexte ou enfouis sous des représentations dominantes.
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Judicaël Lavrador. «Danh Võ, prismes sensuels», Libération, November 15, 2015.
http://next.liberation.fr/arts/2015/11/15/danh-vo-prismes-sensuels_1413617

Affection.

«En 2007, nous a raconté l’artiste, alors que je me trouve à Los Angeles, un homme me contacte, parce 
que, me dit-il, il sait que je suis gay et vietnamien. Il ignore cependant que je suis artiste. Il tient à me 
remettre des photographies qu’il a prises quand il était en poste au Vietnam, entre 1962 et 1967. Il n’a 
pas participé aux combats, il était dans l’administration américaine.» Sur ces clichés, noir et blanc, 
des hommes ou des adolescents, des soldats en permission ou des civils vaquent dans une exposition 
de peintures, se baignent dans une rivière ou se promènent dans la rue. Mais, dans certaines images, 
les corps se frôlent discrètement, les épaules s’effleurent et les mains se cherchent. Pris sur le vif, ces 
signes d’affection ténus se chargent aux yeux de Danh Võ «d’une sensualité gay impossible à afficher à 
l’époque où Joseph Carrier les a capturées».

Autant dès lors révéler ces photos, mais sans cramer la belle intimité qui s’y niche. L’artiste a donc 
construit, dans la galerie, une espèce de chambre de miroirs. A l’intérieur, le vif éclat blanc des néons 
fait rayonner les parois miroitantes. Votre reflet vous suit partout tandis que les photos, certes exposées 
en pleine lumière, semblent cependant se fondre au milieu des spectateurs.

Frottement.

Dans ce dispositif à tiroirs et à miroirs, on finit aussi par distinguer des mots gravés sur les parois. Tirés 
d’un morceau de 2004, Fabulous Muscles, ode homoérotique volontiers crue et explicite chantée avec 
des accents poignants par Jamie Stewart, leader du groupe Xiu Xiu, les couplets gravés ménagent, à 
l’imaginaire érotique discret des images, un arrière-plan écrit, fier et sexué. Pas une contradiction mais 
un frottement entre des époques, des attitudes, des désirs à la fois semblables et distincts dans leur 
forme d’expression. L’œuvre procède par strates, couchant un imaginaire amoureux sur un autre, et se 
conclut par la présentation d’un fossile de mammouth, façon déroutante pour l’artiste d’inscrire l’expo-
sition dans le temps long et incertain de l’histoire du monde.

Danh Võ Take My Breath Away Galerie Chantal Crousel, 10, rue Charlot, 75003. Jusqu’au 19 dé-
cembre. Rens. : www.crousel.com
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Anael Pigeat. «Palazzo Grassi, Danh Vo», Pinault Collection, October 2014,  March 2015, pp. 60 - 73. 
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Alexis Jakubowicz. «Danh Vo, L’art du lapsus», Vanity Fair, n° 23, May, 2015, p. 119. 
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Adrian Searle. «Art among the ruins: Danh Vo’s perverse empires»,  
 The guardian, January 21, 2015. 

http://www.theguardian.com/artanddesign/2015/jan/21/danh-vo-marian-goodman-gallery-review-encounter

Art among the ruins: Danh Vo’s perverse empires  
 
Danh Vo was rescued at sea aged four as his family fled Vietnam. Now, he’s an expert arranger 
of  flotsam and jetsam ... from crates of  Carnation milk to a Madonna possessed by the devil 
and a picture of  Queen Victoria’s puppy Looty 

Whisky, or ambrosia? Untitled (2015) by Danh Vo.

A beheading and a wedding; some lines from a song by Nico; a satyr, a cherub and Queen Victoria’s pet Pekingese. The 
more I look (and there doesn’t seem all that much to see at first), the more Danh Vo’s art troubles me. Amid the exhibi-
tion’s reaches of  elegant emptiness at the Marian Goodman gallery in London are little islands of  delicacy and violence, 
histories, blasphemies.

Given away by her father, the bride wore a gown of  ivory satin, made with a fitted bodice embroidered with seed pearls. 
Her veil of  rosepoint lace belonged to the bridegroom’s mother. The greyed, half-tone New York Times portrait shows 
Miss Barbara Pierce looking like a movie star (it is December 1945), as she marries George Herbert Walter Bush of  the 
Naval Air Arm, the future president of  the United States. The framed newspaper cutting goes otherwise unexplained.

Talking in the gallery before the show’s opening, Vo remarked that he found the newspaper notice in Bush’s presiden-
tial archive. He likes such places, Vo said, and the bride looks beautiful. 
 
A collector, a rummager and a bricoleur, Vo is an arranger of  ruins and fragments. There are stories and connections 
here, but Vo prefers to let the fragments speak for themselves. This is frustrating, as everything in his work has a story 
at least as complicated as his own. His family escaped from Vietnam in 1979, in a boat built by the artist’s father, Phung 
Vo, when Danh was four. Rescued at sea by a Danish merchant ship, the family ended up in Copenhagen. Vo will repre-
sent Denmark at the next Venice Biennale. 
Near the gallery entrance hangs a hand-drawn copy of  an 1861 letter that an imprisoned French catholic missionary, St 
Jean Théophane Vénard, wrote to his father from Tonkin, in Vietnam, days before his execution.
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 The guardian, January 21, 2015. 

http://www.theguardian.com/artanddesign/2015/jan/21/danh-vo-marian-goodman-gallery-review-encounter

At the time, Vénard was being kept in a cage. His handwritten 
letter, in beautiful script, has been copied out by the artist’s father, 
who does not read French and who scrupulously reproduced it in 
blue ink, by hand, as though he were copying a drawing. He has 
copied it many times and, for the sum of  €300, mails it to anyone 
who purchases this unlimited Danh Vo edition.

“A slight sabre-cut will separate my head from my body,” Vénard 
writes, “like the spring flower which the Master of  the garden 
gathers for His pleasure. We are all flowers planted on this earth, 
which God plucks in His own good time: some a little sooner, some 
a little later … I, poor little moth, go first. Adieu”. By all accounts, 
Vénard was brave to the last. 
 
Phung Vo accompanied his son to London, and has also drawn, in 
large gothic script, a few lines from the late German singer Nico’s 
1970 song Afraid (from the album Desertshore) on the gallery 
floor. As the show goes on, the thin pencil lines will become scuf-
fed and erased as people walk over them. I hardly noticed them at 
first: “Cease to know or to tell or to see or to be your own/ Have 
someone else’s will as your own”. Nico’s song has been covered by 
Antony Hegarty and Throbbing Gristle. In Vo’s work too, what 
goes around comes around, in unlikely ways. 
 
There are cuts everywhere – dismemberments, separations, reconci-
liations, marriages of  objects and images. They form unlikely 
conjunctions. There’s more than one kind of  wedding. Here is a 
2nd-century marble torso of  Apollo, sliced lengthways using a

Untitled (2015) Last letter by St. Jean Théophane 
Vénard to his father before he was decapitated, 
copied by Danh Vo’s father, Phung Vo.

diamond saw, and wedged into an old wooden crate whose sides bear the logo of  Carnation milk. The smooth, cut sur-
face of  the torso has that same glistening, creamy whiteness as evaporated milk. This may be happenstance. Tins of  the 
milk were crated up and shipped around the world from the US at the beginning of  the 20th century. It came, Carna-
tion said, from contented cows. Vo loved it as a child. In a similar crate, this time for Johnny Walker whisky, sits part of  
a wooden, 17th-century cherub’s head.   
 
Empires drank the whisky and supped the sickly milk. Neither are the ambrosia their manufacturers would have us 
believe. Both have colonised the world. Colonisation and migration are themes throughout Vo’s work. This includes 
Catholicism (Vo’s parents and grandparents are Catholics), hence the gothic, ruined carved Madonna, whose crowned 
bust sits on a little shelf  of  discarded plywood, balanced upon a pair of  legs from a 2,000-year-old Roman marble sculp-
ture of  a child. Alarmingly, this little confection is called Your Mother Sucks Cocks in Hell, perhaps the most offensive 
line from William Friedkin’s 1973 movie The Exorcist, spoken by a demonically possessed Catholic child. The Virgin’s 
face looks deathly, staring out on to the street from the window ledge where she sits.

Another line from Friedkin’s movie, “Dimmy, why you do this to me?”, is the title of  an amalgam of  the hips and but-
tocks of  a Roman satyr and the lower part of  the same Madonna’s worm-eaten oak torso. The last flakes of  the blue and 
red paint that once adorned her nestle here and there in the fissured wood, an ungainly dark mass on smooth marble 
legs. The satyr has at some point been castrated. Only the testicles remain. This perverse, sacred and profane object 
stands on a polished steel plinth. The material disjunctions are as startling as their amalgamation.
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Across the gallery is a copy of  a 19th-century photograph of  a 
Pekingese dog, one of  several rescued (if  that is quite the word) by 
British and French soldiers who looted the Summer Palace in Beijing 
in 1860, during the second opium war, after the emperor fled. The 
emperor’s aunt, who looked after the dogs, killed herself  when the 
soldiers came. 
 
One of  five dogs, the first to be seen in the west, was given to 
Queen Victoria, who named it, with a certain wit, Looty. In the 
photograph the dog sprawls on a chair, looking dumbfounded, or 
just plain dumb. Victoria received the dog around the time of  the 
French missionary’s execution.

A constellation hangs suspended from the skylights and over the 
stairs: pitchforks, stirrups and horseshoes, a two-handed saw, a hoe 
that looks like a stooping falcon, iron traps, pincers from the forge, 
hinges. All these implements – one imagines their use in building 
a nation – hang between opened-up industrial cardboard boxes, 
emblazoned on one side with an earlier version of  the American flag 
(with only 13 stars), and on the other with the corporate logos of  
Coca-Cola, Sony, Colgate and Coffee Mate. The flags and logos have 
all been picked out in gold. The cardboard flags turn lazily in the 
draught. You have to be careful not to clunk yourself  in the face 
with the lower-hanging bits of  ironware. As well as colonising the 
world with corporate brands, America colonised itself, building a 
nation and wreaking havoc on its natives and its ecology.

Queen Victoria’s Pekingese, Looty

Back downstairs, a fragment of  a fluted Roman column lies crosswise on its original base, the parts bundled together 
with the straps of  the industrial sling that carted it in here, as if  an attempt to hoist it erect had been abandoned. 
Thinking of  Shelley’s sonnet Ozymandias, I look on and despair, standing on Nico’s desert shore.
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HG Masters. «Field Trip: Sharjah Biennial 12», Artasiapacific, Vol. X, March 9, 2015. 
http://artasiapacific.com/Blog/FieldTripSharjahBiennial12

Curated by Eungie Joo, Sharjah Biennial 12, “The Past, the Present, the Possible,” featured a compact lineup of  50-plus 
artists and groups from 25 countries, with many newly commissioned projects and the use of  several new sites around 
the Gulf  emirate. Eschewing the grab-bag presentation and heavy polemical themes commonly deployed in biennials, 
Joo instead showcased artists’ practices in depth or created opportunities for ambitious, site-specific solo projects. The 
result was more of  an exhibition than a festival, as Joo nudged the biennial format away from wide-angled superficiality 
that make them akin to displays at today’s art fairs. Here’s a look at a handful of  the memorable projects from “The 
Past, the Present, the Possible,” before a full review is published in the May/June issue of  ArtAsiaPacific

An assembled portion of  DANH VO’s We the People (2010– ), a 250 piece-by-piece reproduction of  the Statue of  Liberty in copper 
repoussé—made in a Chinese factory. Here, 13 pieces form Lady Liberty’s left armpit, rising to the level of  the structure around it. 
Photo by HG Masters for ArtAsiaPacific.

Sharjah Biennial 12: “The Past, the Present, the Possible” can be seen from now until June 5, 2015, at various venues in Sharjah.



G
al

er
ie

C
ha

nt
al

 C
ro

us
el

Jorg Heiser. «Exorcisms of  the self», Frieze, n°171, May 2015, p. 192 - 197.
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 Karen Rosenberg. “Two Parks, One Statue, Lots of  Pieces Lying Around. Danh Vo’s ‘We the People,’ Divi-
ded”, The New York Times, August 7, 2014.

http://www.nytimes.com/2014/08/08/arts/design/danh-vos-we-the-people-divided.html?_r=1

A detail — folds on the statue’s robe — from Danh Vo’s “We the People,” on display 
in Brooklyn Bridge Park. Damon Winter/The New York Times

If you can get past the glaring obviousness of its central metaphors, Danh Vo’s “We the Peo-
ple” — a fragmentary replica of the Statue of Liberty, made in China — looks pretty compel-
ling in its latest incarnation as a Public Art Fund project. After popping up in various Ameri-
can, European and Asian museums, the work — or a portion of it, at least — is now ideally 
situated in two city parks at opposite ends of the Brooklyn Bridge.

In 2010, Mr. Vo enlisted a Shanghai fabricator to make him a copy of Frédéric Auguste Bar-
tholdi’s Liberty. Mr. Vo’s version was made piece by piece from thin sheets of hammered 
copper, like the original. But at the artist’s insistence, it remains unassembled: The 250 or so 
parts, now dispersed through various public and private collections, are never to be united as 
a single sculpture. You might think of it as a giant, scattered Erector set, awaiting assembly by 
some unknown hand.

Mr. Vo has shown small groups of fragments at museums (including the New Museum in New 
York and the Art Institute of Chicago). Now, working with the Public Art Fund and Andria 
Hickey, its associate curator, he has split his latest exhibition of “We the People” between City 
Hall Park and Brooklyn Bridge Park.
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 Karen Rosenberg. “Two Parks, One Statue, Lots of  Pieces Lying Around. Danh Vo’s ‘We the People,’ Divi-
ded”, The New York Times, August 7, 2014.

http://www.nytimes.com/2014/08/08/arts/design/danh-vos-we-the-people-divided.html?_r=1

Two untitled details from Danh Vo’s “We the People,” an actual-size copy 
of the Statue of Liberty in fragments, at City Hall Park in Manhattan. Damon 
Winter/The New York Times

It’s hard to think of a better setting, or settings, for Mr. Vo’s project; the original statue is 
either in sight or a quick ferry ride away. And at both of these well-trafficked locations, 
the civic and political aspects of the work emerge forcefully. (In white-box galleries, by 
contrast, “We the People” looks like so much other post-Minimalist installation art.)

At City Hall, more than 30 pieces are strewn about the lawn (with a few others inside the 
rotunda, viewable by signing up for a City Hall tour). The haphazard-looking arrangement 
of oddly shaped and twisted sheets of metal on grass feels deeply unsettling, especially to 
a people traumatized by memories of Sept. 11.

Most of the coppery curves represent segments of Liberty’s draped gown — small dia-
grams have been provided, to show you how the components would fit together — but 
ringlets of hair are also visible on the lawn, and inside the rotunda is a giant ear.

Visitors may also make more soothing connections between the sculptures and the park 
surroundings: In particular, the curls of fallen tree bark that surround many of the frag-
ments, which might make you think of “We the People” as a kind of second skin. The 
piece is also accompanied by a horticultural intervention, albeit one that’s likely to be 
missed by passers-by who don’t read the placards. At the park’s southern entrance, Mr. Vo 
has planted a garden of flowers cataloged by 19th-century French missionaries to Southern 
Asia and subsequently introduced to Europe and North America.
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 Karen Rosenberg. “Two Parks, One Statue, Lots of  Pieces Lying Around. Danh Vo’s ‘We the People,’ Divi-
ded”, The New York Times, August 7, 2014.

http://www.nytimes.com/2014/08/08/arts/design/danh-vos-we-the-people-divided.html?_r=1

The link between the garden and “We the People” becomes more apparent when you think 
about both projects, and, of course, the Statue of Liberty itself, as embodiments of interna-
tional exchange. As the Public Art Fund’s texts note, Mr. Vo’s sculptural fragments were 
“conceived in Germany, fabricated in Shanghai, supported by his French gallery, collec-
tions and art institutions worldwide, and dispersed to exhibition venues in more than 15 
countries.” The garden is also a subtle reminder of the double standards of 19th-century 
colonialism, the idea that France could maintain a presence in Asia and Africa even as it 
presented us with a monument to independence.

At Brooklyn Bridge Park, that monument can be seen in the distance. And here, Mr. Vo 
teases us with the idea that his diffuse replica might one day come together; he has joined 
13 of the fragments to form sizable portions of Liberty’s right sleeve, the one that clothes 
her torch-bearing arm.

Set on Pier 3 Greenway Terrace, this part of the show is smaller but allows for more inte-
raction with the works than the exhibition does at City Hall Park (where lunching office 
workers and ground zero tourists sit on benches that ring the fountain, turning their backs 
to the art). Here it’s possible to peer into the scaffolding that supports the copper drapery, 
imagining the innards of that familiar body across the harbor.

“We the People” also gives you an occasion to survey Brooklyn Bridge Park, still under 
construction, and to meditate on its unusual private-public partnership (which has become 
a subject of intense debate). It seems significant that “We the People” has a similarly com-
plex status, as a sculpture apportioned among various public and private collections. This 
is probably the most interesting, if least remarked-on, part of Mr. Vo’s project: the idea of a 
public sculpture — a national monument, even — as a fractional, proprietary thing.

_______

“Danh Vo: We the People” runs through Dec. 5 at City Hall Park in Lower Manhattan, and 
Pier 3 Greenway Terrace at Brooklyn Bridge Park, Brooklyn; publicartfund.org.
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丹麦籍艺术家傅丹近期于北京的林冠艺术基金会举办了在中国的首次个展“傅丹：我
们人民”。借其北京之行，《艺术界》与艺术家进行了独家专访，就傅丹的工作方法、个
人身份与创作之间的关系，以及其作品背后的意识形态主张等议题进行了深入对话，
呈现这位年轻艺术家于媒体热衷话题所制造出的喧嚣之外的细密思考与独立判断。

Danish artist Danh Vo is currently presenting his fist solo exhibition in China, “Danh 
Vo: We the People,” at Faurschou Foundation in Beijing. On this occasion, LEAP 
conducted an exclusive interview with the artist that resulted in an in-depth dialogue 
revolving around Vo’s working methods, the relationship between his personal 
identity and his practice, the attitudes underlying his work, and other issues. Behind 
all the media hype surrounding this young artist, it became apparent, is a scrupulous 
and independent creative mind.

028

采访 / 贺婧   INTERVIEW / He Jing
翻译 / 戴伟平    TRANSLATION / Dai Weiping

LEAP  We The People contains themes of democracy, freedom, 

immigration, identity, and so forth—themes that resonate deeply 

with Western audiences. Yet these issues might have very difficult 

implications in the Chinese context. Did you consider this when 

bringing the work to China?

DANH VO     Most of the exhibitions I’ve been doing, amount to 

a sort of learning process. It’s not like a statement. It’s not like I 

make work and think, “OK, this means something for these peo-

ple.” This is especially true of exhibiting We the People—it’s a pro-

cess that I have to experience. That’s also why it was interesting for 

me to exhibit here, because I don’t think China is the most extreme 

example. For me it has been a tremendous experience, seeing all 

these facets of projections: in the end, it’s not only about what we 

can achieve with the term “freedom,” but also with art. 

Also, in many situations, the places drove the piece as well—a 

kind of reversal. At a certain point, the perception of what you do 

is confined. People will make their own projections, saying “Oh, 

this is what the artist is doing.” My reaction is, “OK, I want to do 

something that’s at the other end of this game.” It was in a way 

conceptual, because I wanted to see where the project would lead, 

what it would bring me. This is the only way to do such a project.

LEAP    The materials in your work—thin copper sheeting or 

cardboard, and so on—seem to be not only metaphors of solid 

conviction and its fragile reality, but also to refer to some kind 

of melancholic trauma. What is the position of material in your 

creation? Does it approach an animist perspective?

DV    To be honest? Yes. First of all, with We the People, I didn’t even 

know there was copper; I didn’t even know what copper was. When 

I started, I had to learn what copper means, and how it’s different 

from bronze. This is why I always refer to the work as conceptual: 

it’s about an idea that you follow. What is amazing is that I didn’t 

LEAP  《我们人民》这件作品包含了民主与自由价值、移民、身份冲

突等诸多西方观众共鸣强烈的话题，加上你带有传奇色彩的经历，

几乎是一个“完美剧本”。但是这些议题在中国的语境里或许会遭

遇到非常不同的反应，你在带这件作品来中国的时候考虑到这些因

素吗？

傅丹  我的大部分展览其实是一种认知过程，而不是观点陈述。我

做作品不想：“OK，它对这些人有什么含义。”不是那样。尤其是

展出《我们人民》—它是我必须去经历的一个过程。这也是我

感兴趣在这里展出的原因，因为我认为中国不是最极端的个案。

对于我这是一次极大的体验，所有这些意义投射的方方面面都呈

现了出来：到最后，它所涉及的不仅仅是我们通过自由这个词能实

现什么，还与我们通过艺术能实现什么有关。 

此外，很多时候，地点也推动着作品—一种反向力。在某

个点上，对你的创作的感性认识会受到局限。观众自己会主观认

为：“哦，艺术家干的就是这个事儿。”我的反应就是“OK，那我

就玩点不一样的。”某种意义上它是观念性的，因为我想看看这个

项目的走向，它会给我带来什么。这样一个项目只能那样做。

LEAP 你在创作中所选择的材料，比如薄铜皮或纸板等，它们似乎

不仅是对于坚固信念与脆弱现实的隐喻，更指向了一种创伤感。你

如何考虑材料在你作品中的位置？它们是以一种“泛灵论”的方式

存在吗？

傅 实话说是的。一开始在创作《我们人民》时我对铜并没有任何

概念，之前从没接触过铜这种材料。我得去了解铜的意味以及它

与青铜的区别。这就是为什么我一直强调这件作品的概念性：它

是追随一个想法。神奇的是，在这些碎片抵达展场之前我只看过

其中几块而已。所以当我第一次站在那里看着它们时，感到极度

隔膜。但某种意义上这又意味着幸运：因为通常我觉得有意思的

东西很可能最后却发现很差劲。

做之前我从没参观过自由女神。当我看到它的时候，发现它

实际没那么高大，表皮只有两毫米厚。这个发现带来了一些可能。

因为它跟你原先设想的不一样。至于制造铜片的工艺技术—他
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LEAP    Contemporary art is a field where people inevitably pay 

a lot of attention to your identity. As your works often refer to 

the question of cultural or ideological identity, do you think your 

identity is a part of your work?

DV    Identity is something you always have to accept. I would even 

say that I take it to another level: if I cannot get rid of it, then I 

can abuse it. Abusing my identity is to make sense of my identity, 

because it doesn’t make sense anymore anyway. For me, what is 

beautiful with art is that things don’t necessarily make sense. But 

the big picture, of how art works and how the art world functions, 

problematizes people’s efforts to tie everything together.

LEAP   Many Western critics have been keen to mention that We 

The People was produced in Shanghai, a fact which of course adds 

another layer of interpretation. But you deny the necessity of this 

particular interpretation. 

DV     If I could erase that aspect of the work, I would do it any-

time. But it’s just not possible. It was a Swiss company that took on 

the project and collaborated with Chinese. In Europe, the relevant 

technologies and methods of building sculpture is a thing of the 

nineteenth century—today, European companies are doing mostly 

restoration. But in China, you still build Buddhist sculptures. 

I always felt that there have been enough interpretations of 

concepts like freedom. In the case of this project, I didn’t need to 

put my own voice in there. I never wanted to. Overall, the project 

was more about how we can activate a discussion. But the expecta-

tions are still that I make statements about freedom. This pressure 

activates a need to question things instead of claiming them, a ten-

dency you see in most of my work. Since I started the project three 

years ago, I have approached it as if it were water, because if you 

do something that big, you also have to do it in reverse. Otherwise, 

you fall into the trap of making monuments. 

LEAP   We often talk about the transformation you have made, 

that of the Statue of Liberty to “abstract sculpture.” The more 

fragmented the pieces, the more life they have—perhaps the act 

of cutting and reshaping them contributes to this. Is there a per-

formative aspect in your sculpture? 

DV    Absolutely. This is rooted in the idea that there is move-

ment between things; they aren’t just black and white. I think 

this is probably the biggest achievement of the piece, and also 

why I talk about conceptual ideas. Let us consider the passport: 

it’s this one document that prevents so many millions of people 

from moving about freely. Performance is equal to a passport, 

and allows for this beautiful idea of reversing things.  (Tran-

scribed by Emily Feng)     

们的制作方法简直美极了，像是锤出了一

个神的形象。

 

LEAP   你的个人经历相当富有传奇色彩，但

是这种作品与个人生活的紧密联结是否会使

你的创作在很大程度上依赖一种偶然性？

傅   从稍微偏一点的角度来回答这个问

题：艺术家的内心思想是个人的，然而当

被视作公共话题时它们的不可见性就减

弱了。私密与公共之间的界 线 划分本来

并不模糊。比方说，作为一个同性恋者，

假如我当街亲吻一个男人，大部分人会说

我把私人生活带入了公共空间。但假如一

个男人与一个女人在大街上接吻，我们甚

至都不会 注意这件 事。我认 为应该去打

破这些规定，因为它们不属于我们自身。

着手创作《我们人民》的初衷不是基

于作品尺寸的转变，因为我厌倦了人们总是

提到我的创作来自个人经历，于是我想到选

取一个图像符号，人人皆知的公共形象，然

后再做少许改动。大家谈论它时仍然会包

含这样那样的废话，这真跟我没关系。因为

不在我的控制范围，不是我的问题。

LEAP   当代艺术是一个十分关注“身份”的

see many of the pieces until they arrived at the space. When I stood 

in front of them for the first time, I felt totally estranged. In a way, 

I was lucky: what was interesting for me could have turned out 

really badly. 

Before, I had never been to the Statue of Liberty at all. When 

I did go, I discovered it is actually not that big, that the surface 

was only two millimeters thick. That discovery creates possibilities. 

Because it’s not what you thought it was. It’s actually something 

else. As for the technique of making the copper—how they did it 

was just beautiful. It was like hammering out the image of a deity. 

LEAP    Your personal experiences seem rather legendary. Do 

you think the connection between individual life and creation 

may lead your work to depend largely on “chance”?

DV   To approach the question from a slightly different perspec-

tive: the artist’s inner thoughts are personal, but because we see 

them as a public issue they become less invisible. There should be a 

clearer delineation between what is private and what is public. Like 

as a gay person, if I kiss a guy on the street, most people would 

say I am bringing the private into the public. But if a man and a 

woman kiss on the street, we don’t even notice. I don’t think we 

should follow those rules, because those rules are not ours. 

When I started We the People, it wasn’t about making a shift 

in scale; I was so tired of people referring to my work as personal 

that it occurred to me to take an icon that everybody has an image 

and idea of, and twist it a little bit. People will still talk about the 

inclusion of “blah blah blah,” but I really don’t care. Because it’s 

out of my control, it’s not my problem.

领域。你的作品涉及大量文化与意识形态身

份问题，你是否认为你的个人身份本身（越

南裔丹麦人）是作品的重要组成部分？

傅  身份是你始终无法回避的问题。我甚

至可以说我将它带到了另一个层面：如果

摆脱它是不可能的，那么我可以滥用它。

滥用我的身份就是赋予我的身份以意义，

因为反正它的意义也是面目不清的。对我

来说，艺术的美妙在于事物不一定要有意

义。艺术的作用方式以及艺术世界的运作

机制这些整体情形都让人们将一切捆绑在

一起的企图成为了问题。

LEAP  很多西方的批评媒体都会谈及《我

们人民》这件作品是在上海制作的。这当

然为作品的阐释又增加了一层“中国制造”

的意味。但是你曾经否认过这一特定阐释

的必要性。

傅 要是我能把这个方面从这件作品里去

掉，那我随时都会这么做，可这是不可能

的。与负责这个项目的瑞士公司合作的是

中国人。在欧洲，制作雕塑的相关工艺技

术是十九世纪的—今天的欧洲公司主要

做修复。但在中国，你们还做佛像。

我总觉得像自由这样的概念已经阐

释得足够充分了。在这个项目中，我不需要

把我自己的声音放进去，从来没有那样的

打算。这个项目总体上更多的是如何去激

发讨论，然而人们还是期待它是我对于自

由的观点陈述。这种压力引发一种质疑事

物的需要，而不是作出定论，在我大部分

作品中你都能看到这种倾向。自从三年前

启动这个项目，我对待它的方式就像对待

水一样，因为做如此庞大的事情还得从相

反的方向着手。否则，你就会堕入到做纪

念碑的陷阱里去。

LEAP  我们也常常谈到这件作品中从具

象雕塑到抽象雕塑的转变。它们越是成为

断片，似乎就越富有生命感，—好像“切

割”这个动作本身为这些断片重新赋予和

塑造了生命。从这个意义上来说，你是否认

为自己的雕塑作品中存在“表演性”？

傅   是的。它基于事物之间的流动概念，

它们不是简单的非白即黑。在我看来，这

或许是这件作品最大的成就了，这也是为

什么我要提到概念的原因。让我们想一想

护照：正是这一纸文书使得亿万人无法来

去自由。表演相当于一张护照，使得反转

事物的美妙想法得以实现。

“傅丹，我们人民”展览现场，

2014年，北京林冠艺术基金会

Installation view of the exhibition “Danh 
Vo: We the People”, 2014
Beijing Faurschou Foundation
PHOTO: Jonathan Leijonhufvud
Courtesy of Faurschou Foundation

傅丹，《无标题》, 2014年，纸盒、金，53 × 46 × 29 厘米

Danh Vo, Untitled, 2014, cardboard, gold，53 x 46 x 29 cm
PHOTO: Jonathan Leijonhufvud
Courtesy of the artist
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LEAP    Contemporary art is a field where people inevitably pay 

a lot of attention to your identity. As your works often refer to 

the question of cultural or ideological identity, do you think your 

identity is a part of your work?

DV    Identity is something you always have to accept. I would even 

say that I take it to another level: if I cannot get rid of it, then I 

can abuse it. Abusing my identity is to make sense of my identity, 

because it doesn’t make sense anymore anyway. For me, what is 

beautiful with art is that things don’t necessarily make sense. But 

the big picture, of how art works and how the art world functions, 

problematizes people’s efforts to tie everything together.

LEAP   Many Western critics have been keen to mention that We 

The People was produced in Shanghai, a fact which of course adds 

another layer of interpretation. But you deny the necessity of this 

particular interpretation. 

DV     If I could erase that aspect of the work, I would do it any-

time. But it’s just not possible. It was a Swiss company that took on 

the project and collaborated with Chinese. In Europe, the relevant 

technologies and methods of building sculpture is a thing of the 

nineteenth century—today, European companies are doing mostly 

restoration. But in China, you still build Buddhist sculptures. 

I always felt that there have been enough interpretations of 

concepts like freedom. In the case of this project, I didn’t need to 

put my own voice in there. I never wanted to. Overall, the project 

was more about how we can activate a discussion. But the expecta-

tions are still that I make statements about freedom. This pressure 

activates a need to question things instead of claiming them, a ten-

dency you see in most of my work. Since I started the project three 

years ago, I have approached it as if it were water, because if you 

do something that big, you also have to do it in reverse. Otherwise, 

you fall into the trap of making monuments. 

LEAP   We often talk about the transformation you have made, 

that of the Statue of Liberty to “abstract sculpture.” The more 

fragmented the pieces, the more life they have—perhaps the act 

of cutting and reshaping them contributes to this. Is there a per-

formative aspect in your sculpture? 

DV    Absolutely. This is rooted in the idea that there is move-

ment between things; they aren’t just black and white. I think 

this is probably the biggest achievement of the piece, and also 

why I talk about conceptual ideas. Let us consider the passport: 

it’s this one document that prevents so many millions of people 

from moving about freely. Performance is equal to a passport, 

and allows for this beautiful idea of reversing things.  (Tran-

scribed by Emily Feng)     

们的制作方法简直美极了，像是锤出了一

个神的形象。

 

LEAP   你的个人经历相当富有传奇色彩，但

是这种作品与个人生活的紧密联结是否会使

你的创作在很大程度上依赖一种偶然性？

傅   从稍微偏一点的角度来回答这个问

题：艺术家的内心思想是个人的，然而当

被视作公共话题时它们的不可见性就减

弱了。私密与公共之间的界 线 划分本来

并不模糊。比方说，作为一个同性恋者，

假如我当街亲吻一个男人，大部分人会说

我把私人生活带入了公共空间。但假如一

个男人与一个女人在大街上接吻，我们甚

至都不会 注意这件 事。我认 为应该去打

破这些规定，因为它们不属于我们自身。

着手创作《我们人民》的初衷不是基

于作品尺寸的转变，因为我厌倦了人们总是

提到我的创作来自个人经历，于是我想到选

取一个图像符号，人人皆知的公共形象，然

后再做少许改动。大家谈论它时仍然会包

含这样那样的废话，这真跟我没关系。因为

不在我的控制范围，不是我的问题。

LEAP   当代艺术是一个十分关注“身份”的

see many of the pieces until they arrived at the space. When I stood 

in front of them for the first time, I felt totally estranged. In a way, 

I was lucky: what was interesting for me could have turned out 

really badly. 

Before, I had never been to the Statue of Liberty at all. When 

I did go, I discovered it is actually not that big, that the surface 

was only two millimeters thick. That discovery creates possibilities. 

Because it’s not what you thought it was. It’s actually something 

else. As for the technique of making the copper—how they did it 

was just beautiful. It was like hammering out the image of a deity. 

LEAP    Your personal experiences seem rather legendary. Do 

you think the connection between individual life and creation 

may lead your work to depend largely on “chance”?

DV   To approach the question from a slightly different perspec-

tive: the artist’s inner thoughts are personal, but because we see 

them as a public issue they become less invisible. There should be a 

clearer delineation between what is private and what is public. Like 

as a gay person, if I kiss a guy on the street, most people would 

say I am bringing the private into the public. But if a man and a 

woman kiss on the street, we don’t even notice. I don’t think we 

should follow those rules, because those rules are not ours. 

When I started We the People, it wasn’t about making a shift 

in scale; I was so tired of people referring to my work as personal 

that it occurred to me to take an icon that everybody has an image 

and idea of, and twist it a little bit. People will still talk about the 

inclusion of “blah blah blah,” but I really don’t care. Because it’s 

out of my control, it’s not my problem.

领域。你的作品涉及大量文化与意识形态身

份问题，你是否认为你的个人身份本身（越

南裔丹麦人）是作品的重要组成部分？

傅  身份是你始终无法回避的问题。我甚

至可以说我将它带到了另一个层面：如果

摆脱它是不可能的，那么我可以滥用它。

滥用我的身份就是赋予我的身份以意义，

因为反正它的意义也是面目不清的。对我

来说，艺术的美妙在于事物不一定要有意

义。艺术的作用方式以及艺术世界的运作

机制这些整体情形都让人们将一切捆绑在

一起的企图成为了问题。

LEAP  很多西方的批评媒体都会谈及《我

们人民》这件作品是在上海制作的。这当

然为作品的阐释又增加了一层“中国制造”

的意味。但是你曾经否认过这一特定阐释

的必要性。

傅 要是我能把这个方面从这件作品里去

掉，那我随时都会这么做，可这是不可能

的。与负责这个项目的瑞士公司合作的是

中国人。在欧洲，制作雕塑的相关工艺技

术是十九世纪的—今天的欧洲公司主要

做修复。但在中国，你们还做佛像。

我总觉得像自由这样的概念已经阐

释得足够充分了。在这个项目中，我不需要

把我自己的声音放进去，从来没有那样的

打算。这个项目总体上更多的是如何去激

发讨论，然而人们还是期待它是我对于自

由的观点陈述。这种压力引发一种质疑事

物的需要，而不是作出定论，在我大部分

作品中你都能看到这种倾向。自从三年前

启动这个项目，我对待它的方式就像对待

水一样，因为做如此庞大的事情还得从相

反的方向着手。否则，你就会堕入到做纪

念碑的陷阱里去。

LEAP  我们也常常谈到这件作品中从具

象雕塑到抽象雕塑的转变。它们越是成为

断片，似乎就越富有生命感，—好像“切

割”这个动作本身为这些断片重新赋予和

塑造了生命。从这个意义上来说，你是否认

为自己的雕塑作品中存在“表演性”？

傅   是的。它基于事物之间的流动概念，

它们不是简单的非白即黑。在我看来，这

或许是这件作品最大的成就了，这也是为

什么我要提到概念的原因。让我们想一想

护照：正是这一纸文书使得亿万人无法来

去自由。表演相当于一张护照，使得反转

事物的美妙想法得以实现。

“傅丹，我们人民”展览现场，

2014年，北京林冠艺术基金会

Installation view of the exhibition “Danh 
Vo: We the People”, 2014
Beijing Faurschou Foundation
PHOTO: Jonathan Leijonhufvud
Courtesy of Faurschou Foundation
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