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The Bijlmer Spinoza-Festival, 2009 (installation view, Amsterdam).
Photo: Vittoria Martini. Courtesy the artist
and Galerie Chantal Crousel, Paris
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I always failed when it came to keeping a diary. Miserably. The very
idea thatI might one day (want to) reread myself still triggers nausea
and deep embarrassment. It’s like hearing your own recorded voice.
Paradoxically, though, I love reading other people’s diaries and
intruding on the thoughts and voices of strangers. Better still if
they deal with something such as a specific event, or even a specific
object like a painting or a sculpture; it’s less painful and requires
less empathy. During my years at university, I was besotted with the
Italian art critic and feminist Carla Lonzi’s diary Taci, anzi parla (Shut
Up. Or Rather, Speak; 1978), in which she describes her emerging femi-
nist consciousness; whereas in later years Iloved The Sight of Death: An
Experiment inArt Writing(2006), the diary T.]. Clark kept on the subject
of two Poussin paintings, recording everyday variations in terms of
his perception of the canvas itself. And right now I'm really enjoying
Thomas Hirschhorn: The Bijlmer Spinoza-Festival, The Ambassador’s Diary
(2023), by the art-historian Vittoria Martini, which seems to share
with the other diaries I've mentioned a tale of the evolution of the
writer’s awareness and the continuous recording of the variations of
the object being studied, whether it be the process of self-discovery
as a woman and self-definition as a feminist, or the perception of
aPoussin painting.

Invited in 2009 by Swiss artist Thomas Hirschhorn to his Bijlmer
Spinoza-Festval project in the Bijlmer district in southeast Amsterdam,
Martini was to attend in the role of ‘ambassador of art history’, what-
ever that means. She spent the next two months (the duration of the
artwork) documenting and trying to give definition to a work that was
configured asa festival but affirmed (by theartist) as asingle sculpture.

Bento (Baruch in Hebrew, but better known by his Latin penname,
Benedictus) Spinoza was born in Amsterdam in 1632 and went on to
become one of the most radical and important European thinkers of
the Enlightenmentera. His work covered the spheres of religion, meta-
physics, epistemology, politics and science; it was banned in the Dutch
Republic one year after his death, in 1677.

Gramsci Monument, 2013, and Robert Walser-Sculpture, 2019). Each is sim-
ilarly shaped to be a habitable space, as well as a lab, a storage facility
and a stage. As a sculpture, it is forever becoming; a document of an
endless and moving thought. Or at least it creates the conditions
for these possible uses. The labyrinthine building was made of
wood and partly covered by plastic sheeting to protect it from bad
weather — built by Hirschhorn and a construction team consisting
of Bijlmer residents without permanent jobs. The structure, topped
by a giant wooden book, a sculpture of Spinoza’s key work, Ethics
(1677), was divided into several rooms, hosting the Spinoza Library,
the Ambassador’s office, the Bijlmer Documentation Center (curated
by a resident of the neighbourhood) and The Spinoza Exhibition,
which contained copies of Spinoza’s books, a docufilm on his life,
statues representing the philosopher and other tools through which
todiscover Spinoza’s thought. The rooms were connected and opened
onto a platform, raised from the ground by about half a metre, which
was home to a bar, a large workbench, a sofa and chairs wrapped
in plastic tape, and a desk for daily conferences. The platform was
also used as the stage where Spinoza Theater. An Ontological Comedy in
Twenty-six Scenes, a production based on the thought of Spinoza, took
place each day in front of an audience, whether the performers were
ready or not. We can define The Bijlmer Spinoza-Festival as a platform,
and also a town square designed to develop a community, through
the effort to engage a nonexclusive public in daily activities — such
as talks, the philosopher’s lessons, theatre and the publication of a
daily newspaper — sometimes with substantial participation, at other
times having no public present at all, but always building moments
of grace.

From this perspective, Spinoza’s concept of vital energy, referenced
in Spinoza Theater, sounds like the kind of energy that shone out on
the impromptu community of people that every day gathered at The
Bijlmer Spinoza-Festival, activated by the sculpture and by the essential

presence of Hirschhorn himself, in the role

Robert Walser-Sculpture, 2019
(installation view, Biel).
Photo: Enrique Muifioz Garcfa. Courtesy the artist
and Stephen Friedman Gallery, London

The Bijlmer Spinoza-Festival is one of a series
of monumental works produced by Hirsch-
horn (others include Deleuze Monument, 2000,

of political agitator, as a catalyser of experi-
ences and as a builder of a gathering place. In
Martini’s telling, then, being there, and the

November 2023

Mariacarla Mole
Thomas Hirschhorn. The long afterlife of temporary monuments
ArtReview, Volume 75, N°8, November, 2023, p.70-73.



GALERIE
CHANTAL CROUSEL

Robert Walser-Sculpture, 2019 (installation view, Biel).
Photo: Enrique Mufioz Garcfa. Courtesy the artist
and Stephen Friedman Gallery, London
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need to have an experience that endured over time and at the mercy
of contingency, became increasingly important. Because each day was
different from the previous one, and each day something new was
built, it followed that each moment was an important one, seeing as
something had happened.

In this context, and dominated by an archivist’s impulse, Martini’s
diary began as a straightforward
recording of what happened and the
progressive accumulation of related
content — such as lecture notes on
the blackboards, the archived copies
of the daily newspapers produced
as a part of the project and notes
about incoming guests and sched-
uled events, all handwritten by
Hirschhorn. Thus, part of the art
historian’s work was focused on the
formulation of a statement about
what it means to be an ‘ambassador
of art history’, especially within this
context, and how to write art history
accordingly. In a way Hirschhorn
himself was pushing at the limits of
what could be defined as art history,
asking Martini to narrate with a historical methodology something
from which it was impossible to have a distance in terms of time and
objectivity, just as much as he sought to challenge the definition
of ‘sculpture’ with something deeply precarious.

The artambassador’s efforts, then, seem to be focused on writing
in an objective way despite being deeply involved in the evolution of
the subject matter, while keeping in mind that to write about some-
thing that s forever in the process of becoming is also to write words
that may resist the evolution of the artwork itself. Her research,
from this perspective, cannot find
relief via the balm of any defini-
tions given by an encyclopaedia,
because any definitions of ‘ambas-
sador’ and ‘art history’ seem not to
be appropriate to narrating what
happened in this space, nor the
stress of being deeply involved in
what happened there and forced
to embody part of the project. As a
consequernce, the book is suffused
with a strange anxious feeling, per-
ceptible in the reading, related to the
effort required to hold onto some-
thing that is continuously chan-
ging, which in turn has the effect
of making the experience of read-
ing Martini’s account really close
to the experience of being there. The book also addresses the
point of the sculpture’s evolution and the level of elaboration in
the thinking, which in the final part of the book are commented
on by other art historians, including Lisa Lee, Mignon Nixon and
Claire Bishop, in the shape of an email exchange. Lee is the more
supportive, especially in sharing Martini’s belief in the need to
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Robert Walser-Sculpture, 2019 (installation view, Biel).
Photo: Enrique Mufioz Garcia.
Courtesy the artistand Stephen Friedman Gallery, London

The Bijlmer Spinoza-Festival, 2009 (installation view, Amsterdam;
Running Events: Anton de Kom debate). Photo: Vittoria Martini.
Courtesy the artist and Galerie Chantal Crousel, Paris

formulate a statement of what it means to be an art historian, and
the responsibility entailed in the writing of art history. Decidedly
less generous is Nixon, whose email offers only encouragement.
While the exchange with Bishop is dialectical and stimulating,
inasmuch as she shares her thoughts on the performative nature of
the project, she is more focused on the fact of its existence than on

the production of content —an idea
that generates a quite contrasting
reply from Martini.

The end of all this, for Martini’s
part, is the kind of writing that
serves only to testify to the ambas-
sador’s being there, a phase during
which she documents everything
through written notes, photographs
and video; followed by a phase re-
lated to raising awareness of the im-
possibility of making history ‘here
and now’, and consequently the
choice to create an archive; and lastly,
entering into a dialogue with other
art historians.

The choice to write a diary, and
then publish it in a form that is as
close as possible to the first draft, is her only possible form of produc-
tion, since chronicling and drafting different statements have been
the most comfortable style for expressing her contribution to a
continuously evolving work such as The Bijlmer Spinoza-Festival. 1t’s a
form of writing that renounces theory for experience, critical distance
for the deeply involved; that imposes itself as action and reaction ina
productive and tangible way, rather than as theoretical and invisible
thinking. Whatisatstakeseems tobea history of artwrittenin thefirst
person, and the diary as a methodology for writing art history makes
the experience of reading the book
very similar to the process Martini
is describing. This process required
of Martini an effort that seems pro-
portional to the time she needed to
recover from her prolonged pres-
ence as part of the project, 24 hours
aday for two months.

I'msure thatreturning toadiary
after ten years — the time Martini
needed before going back to her own
words with a more distanced look
and the possibility of analysing the
experience — will have caused that
same sense of embarrassment at
readinga distant version of yourself
and your thoughts that T described
at the beginning of this article, but
I'm equally sure that a diary can be a good way, a precious one, to
make us more aware of what Hirschhorn’s art might mean, as a space
thought out in a way to facilitate a thinking in flux, a thinking that is
never ending, whatever that means. ar

Mariacarla Molé is a writer based in Turin
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Elisa Russo

[ merging together what doesn't assemble ]

to do a collage means to take at least two elements of the existing world,
and in gluing them together, to create a new world

Thomas Hirschhorn [ I am an artist, a worker, a soldier ]
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Thomas Hirschhorn and Elisa Russo
merging together what doesn't assemble
Lampoon, Spring-Summer, 2023, p.146-151
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Thomas Hirschhorn is a Swiss artist known for his large-scale sculptures that often feature found
objects, collage, and text. His work has been described and identified as sharp irony used to
criticize political content and encourage engagement with social issues in a humorous way.

«I am hoping that there is some humor or self-irony in my work. Because if somebody laughs
about my work, or myself — which I can understand since I often feel ridiculous facing my own
work - this is a sign of inclusion».

~ Violence, conflict, inequality in his art. Hirschhorn works with a variety of mediums including’
sculpture, drawing, and video. In 2022, while Ukraine was fighting the ongoing Russian
invasion, and while the Venice Biennale was opening, Hirschhorn was working in Dubulti,
Latvia, on the Art Shelter project, a shelter for hope and dialogue with lectures, workshops,

" discussions and artworks.

WE MU5T REDEFIWE WHA
PERMANENCY! MERWS TODAY

NO JORMALAS PILSETAS MUZEIA KRAJUMA

Thomas Hirschhorn and Elisa Russo
merging together what doesn't assemble
Lampoon, Spring-Summer, 2023, p.146-151
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/ a tool in the toolbox

Recycled cardboard, tyres, and gaffer tape.
«I do sculptural work. By sculptural I mean

I give form from the second dimension into
the third dimension, without caring about the
question of volume. My work creates a rela-
tion with the world surrounding me, it permits
me to have contact with the time I am living
in-and allows me to confront the reality which
is mine». Thomas Hirschhorn's art often
engages with contemporary issues, such as
politics, the environment, and social justice.
«Art is therefore a tool. It is difficult to say,

if my work has evolved. To me it has evolved
because if not, then why continue? I can
understand that someone judges my work as
always the same. I don’t mind this judgment,
and live and work with it since I know that
the inside is the outside, and vice versa.

As the artist, I need to insist with the form
of my work - and in doing so, I want my work
to be persistent».

148

/ critical thinking on
contemporary society

Hirschhorn lives and works in Paris.

In 2014 he made a list explaining the role

of readings in his life: bookshelves are always
non-finished, non-complete, never accom-
plished - so they are a never-ending work —
and, in addition, books help you question
yourself: «My sources are all kinds of forms
which interrogate me today. How are different
kinds of things produced or performed:
texts, words, images, movements, sounds.
Beautiful or horrific. My sources can be
questions of Injustice or claims for Truth.
Something fake or something with a soul».
Since the mid-1980s Hirschhorn'’s art is

a critical thinking on contemporary society.
Concordia, Concordia, installed at the
Gladstone Gallery in 2012 was inspired by
the shipwreck of an Italian cruise ship.
«There are many things, which fuel my
work. It is based on the technique of collage,
a huge amount of elements can be a source
or an influence for my work. To clarify,

an inspiration is always something that
only I see as such or understand as I do.

I need to see with my own eyes, think with
my own brain, in all circumstances even
when global events affect us/me. Nobody
must agree with me, because it’s about my
own, even when being free with what’s

my own is a challenge».

03

/ an asset of social interest

Thomas Hirschhorn creates precarious and
temporary sculptures from mundane mate-
rials, works for which he enlists and engages
individuals who live close to the places where
the works will be set up. «Ideology is banned
from my work. If something has a role in my
work, it is art and the history of art. Never
have I called myself a political artist or an
engaged artist, just because every artist must
be completely engaged with her/his art and
because every art is political. Often there is
confusion concerning politics in the language
about art and, as every artist, I need - in
order to do my work - to hold a position,

I don’t need politics». During the Covid
pandemic, the artist staged a small exhibition
in front of his Paris studio for over two months
to protest against the pandemic restrictions
that have qualified art and art institutions

as social entertainment and not a necessity.
«My problem is: how can I make a work

which, in all cases, resists facts? How can I

do a work of art that reaches beyond history -
the history I am living in? And how can

I - in my historical field, today - do an
a-historical work? If I can achieve throughout
my work, to answer those questions, then it
means: working politically».

LAMPOON

Thomas Hirschhorn and Elisa Russo
merging together what doesn't assemble
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/ I learn from you,
you learn from me

The question to ask to begin any work is
always one, and not surprisingly it was also
the title of a critical-worksﬁop which took place
in Saskatoon, Canada, in 2018: What can I
learn from you? What can you learn from
me? «I am doing art, I am not doing political
art, community art, or educational art.

My experience of art - art in the history

of art - is what influenced me as an artist.
Thanks to this experience of art, I estab-
lished a relationship with the world. Experi-
encing something is personal but it’s only by
sharing it universally that it acquires a value.
This sharing of a personal experience has
value if I can give it a form which includes
the other, the viewer, the audience. And this
is the problem, my problem, as an artist:
how can I take a position? How can I give
form - a universal form - to this position?
How can I do an artwork which implicates
the other with my own experience? I always
had to - and still must fight for my work,

for my position, for my understanding of art.
I am not complaining because it’s about
fighting for - it’s always for. I never fight
against, against another work, another under-
standing of art, or against another positions.
This approach always involves a certain
response: everyone can learn something from
the Other and everyone can teach the Other
something specific: presence, dialogue, provo-
cation. Among the responsibilities of an artist,
there is indeed the awareness of the impact
that his or her art and actions can have on
others. «I am - as an artist - an activist,

a social activist. My activism is to do a work
of art. I am an artist, worker, soldier».

/ love, aesthetics, politics
and philosophy

«My competence is to give form.to all aspects
encountered by my work during the process
of making, at the same time. I define this

as my Form and Forcefield which comprises
Love, Aesthetics, Politics, Philosophy. My work
should always touch each of these four aspects
without necessarily fulfilling each one equally.
This is why my work does not need to be in
balance». Thomas Hirschhorn’s work uses art
as a tool to encounter the world, to confront
reality and to live within the time. His works in
public space include elements such as posters,
banners, and flyers that encourage audience
participation and engagement: «Works that
implicated participation of residents are always
challenging, such as the Robert Walser-Sculp-
ture which I-made in 2019 with the participa-
tion of more than 300 residents of the city

of Biel/Bienne in Switzerland. Doing this work
throughout all consequences was an experi-
ence in the regulated Switzerland. This work
was located in a sensitive spot in front of the
railway-station, and because of its everyday
confrontations in the hardcore Public Space».

/ collage is my medium

Cardboard, plywood, plastics, tinfoil and rolls
and rolls of masking tape. Like the artists from
the post-war radical Italian art movement
Arte povera, Hirschhorn explores a range

of unconventional processes and non-tradi-
tional everyday materials: «My materials are
materials that are available that everybody
can have. The decision for the materials I am
working with, is a political decision: I decided
to work with everyday materials because they
are known and used - not only for making

art — and are materials without a plus-value,
and non-intimidating. There is, as always,

a price to pay for such a decision». These
materials are accessible and affordable, and
allow him to create art that is democratic

and inclusive using techniques more approach-
able or familiar to his workshop participants.
«Collage is my medium. To do a collage means
to take at least two elements of the existing
world, and in gluing them together, to create

a new world. To do a collage means putting
together what doesn’t assemble, therefore

a collage never completely fits. Almost every-
body in this world has once made a collage,
doing a collage is often not taken seriously,

I appreciate Hannah Hé6ch or John Heartfield
who expressed themselves with collages».

Thomas Hirschhorn and Elisa Russo
merging together what doesn't assemble
Lampoon, Spring-Summer, 2023, p.146-151
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/ I need to keep my work real

«I see in technology a tool among others,
that helps doing an artwork, as it’s a tool
that helps our everyday life. New technolo-
gies are indeed an aesthetic inspiration also,
an intellectual challenge that I want to inte-
grate in my work, as for example

the increasing takeover of opinions, influ-
ences, comments, and the confusion which
comes with it». The impact of technology
changed the concepts of creation, distribu-
tion and ownership of artworks and some
artists also experimented with the disruptive
technologies, sometimes even delegating
the creative process to artificial intelligence
or creating artistic serialized entities.
Artistic creativity seems to be getting closer
to technical and digital creativity: «I need to
keep my work real. Therefore, making digital
art would be in contradiction with my agree-
ment with reality even if I do see the seductive
forces of virtual art. To me it is clear; T want to
do art for and in the real world, I do not want
to work for and in the virtual world. On top

of this decision, there is my rejection of the
tendency toward exclusivity, for the VIP, or for
the few elected, and doing virtual art increases
this tendency. I want, in contrary, to work with
reality, to work with the aim of inclusion,

to work with the idea of the other, and to work
against the exclusive».

150

/ to betray art means
everything gets lost

One of Hirschhorn’s most celebrated works
is Gramsci Monument, a temporary building
staged in 2013 in New York and inspired by
the writings of the Italian intellectual and
politician, founder of the Italian Communist
Party in the 1920s whose ideas influenced
Italian communism. As theorized by Grams-
cian idea, power hegemony is the worldview
of a whole society, as often happen into the
economics of the modern art world and the
marketing strategies that fuel the market to
produce outrageous prices: «The art market
and commercial aspect of art is a challenge
for each artist, and for me too. I must work
hard to build my own logic. Today you have
to work with the art market - to agree with
its logic, to understand that the commercial
logic exists in the field of art, and not, of
course, accept it but also not deny it. One
should not to deny nor work against the art
market, because this would be naive and
losing energy. It implies to never work for
the art market. If I can hold this - I'm not
asserting here that I can - there can be a
chance of keeping a truthfulness toward art
and its logic».

/ in doing art, there is only hope

The Purple Line exhibition at MAXXI was
made of 250 meters purple wall and 118
works set up on it combining fashion photo-
graphs and images of mutilated bodies.

The final result was a disturbing experience
for the visitor. «I want visitors to be actors/
actresses, and I believe that art can create
such conditions. This is why I can be creator
of these conditions in proposing an art-expe-
rience, which can implicate visitors by
transforming them into actors/actresses.

I want my work to fulfill the attempt of a
transformation, a transformation from one
to one». Because, as Hirschhorn says:

«In doing art, there is hope - it’s only hope -
that my work will have an influence: the influ-
ence to change a human being». And, if the
human being and viewer is physically present
in the same location as the visual artwork,
it’s easier to inspire an impact:
«Exhibition-spaces are needed».

03

/ public art with public strength

«I always want to do-public art also in an
art-institution, a commercial gallery, or an
alternative exhibition space. I want my work
to be public. In Public Space there are more
people who aren’t originally interested in art,
getting in contact with art, but in a museum
it’s mostly people already interested in art».
In his workshops, Thomas Hirschhorn often
enlists local residents to share with others
their specific knowledge or skills, to create

a meaningful and personal connection to
the artwork, to foster a sense of pride and
ownership: «I do fieldwork. It means to try
to encounter people living where I want to
work, who know the place and are working
in the area. To address the local community
first because they are the ones who allow,
who enrich, who defend, and who participate
in the work of art. Fieldwork is part of my
work. If there was a chance that the work of
art be successfully achieved, it was because
I had engaged fully in a committed fieldwork
during the preparatory phase. Fieldwork is

a long process».

LAMPOON
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Max Glauner

04 Thomas Hirschhorn, ART=SHELTER,
2022, Art Station Dubuilti, Jiirmala (Lettland),
Foto: Veronika Simoenkova, Courtesy:

der Kiinstler und Art Station Dubulti, Jirmala
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Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.
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Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.

Kollaborationen Teil 11

VON DER GRAZIE
DER KOOPERATION

E-Mail-Gesprach
mit dem Kunstler
Thomas Hirschhorn

Eine Gesprachsreihe
von Max Glauner

Thomas Hirschhorn gehort zu den be-
deutendsten Kiinstler*innen der Ge-
genwart. Seine Arbeit kennzeichnet ein
hohes Mass individueller kiinstlerischer
Durchdringung von Form und Inhalt ei-
nerseits, andererseits ein hoher Anteil an
,Grazie“, Gnade, Demut, Vermittlung und
Beteiligung Dritter, haufig Randsténdige
der Gesellschaft, ohne die Hirschhorns
Arbeit nicht zur Entfaltung kdme. Kiinst-
lerische Zusammenarbeit, Kooperation
bildet ein wesentliches Moment seines
Werks, die aus der Spannung kiinst-
lerischer Setzung und kollaborativem
Austrag entsteht. Der 11. Teil der KUNST-
FORUM-Reihe Kollaborationen, die dem
Geheimnis kiinstlerischer Zusammenar-
beit auf die Spur kommen mdéchte, hakt
hier nach.



GALERIE
CHANTAL CROUSEL

01 Thomas Hirsch
horn, Unshared
Authorship, Schema,
2014, Courtesy:

der Kuinstler

02 rechte Seite:
Thomas Hirschhorn,
Robert Walser-
Sculpture, 2019, Place
de la Gare, Biel/
Bienne, Schweiz,
Foto: Enrique Mufioz
Garcia, Courtesy:

der Kiinstler und ESS/
SPA Schweizer
Plastikausstellung Biel
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Mail 06.03.2023, Max Glauner Die ers-
te Frage ist allgemein gefragt. Sie stellt
sich in den folgenden Kontext: Erstens,
Deine Arbeit als Kinstler und zweitens,
in den Zusammenhang, dass das Thema
kinstlerische Zusammenarbeit gerade
Konjunktur hat. Vom Kollektiv, der Ge-
meinschaft, vom kollaborativen Arbeiten
geht Erlésungshoffnung aus. Kunstlerisch,
wie in Hinsicht auf soziale und politische
Zusammenhange. Was bedeutet fir Dich,
fur Deine Arbeit der Wesenskern dessen,
was mit dem Adverb ,zusammen* gemeint,
beziehungsweise verbunden ist?

Mail 07.03.2023, Thomas Hirschhorn
Kunst basiert auf Formbehauptung. Fine
Behauptung zu wagen ist schwierig und
sie in Zusammenarbeit zu tun ist noch
schwieriger, wenn man nicht dabei die
Form, die diese Behauptung ausmacht,
schwachen will. Dass die Zusammenarbeit
JKonjunktur* hat, wie Du sagst, ist als Wi-
derstand angesichts der Individualisierung
durch Konsum und Kommerz zu verste-
hen, zu sehen zum Beispiel am steigenden
Einfluss der Influenzer/innen. Die Gefahr
ist, dass in dieser Widerstindigkeit der Zu-
sammenarbeit die Form — das eigentliche
Problem der Kunst — vernachlassigt wird.

Ich war nie Teil eines Kollaboratives,
aber ich habe viele Arbeiten in Kooperati-
on gemacht. Fiir mich ist dies die schonste

Kollaborationen

Zusammenarbeit, denn eine Kooperation
ist etwas, was die Form nicht schmalert
oder beengt, sondern erweitert und mul-
tipliziert, denn kooperieren heisst: 100 %
einverstanden sein mit dem/der/den An-
deren. 100 % einverstanden zu sein heisst,
ohne Diskussion, ohne Verhandlung und
ohne Kompromisse mit dem/der/den
Anderen etwas zu bejahen und demnach
zu produzieren. Ich habe dem Begriff ,Ko-
operation‘ — so wie ich ihn verstehe — in
meinem Schema ,Ungeteilte Autoren-
schaft o) eine Form gegeben. Es geht da-
rum, dass alle Kooperierenden die Auto-
renschaft 1009 fir die ganze Produktion
tibernehmen, also auch fur den Teil, den
er/sie nicht beigesteuert hat/haben. Dar-
um der Begriff ,ungeteilt! Das Neue ist,
dass durch das 100% Einverstanden-Sein
der Kooperierenden es zu einer 200 %,
30090, oder viel mehr Prozent der Auto-
renschaft kommt.

Bei der tublichen ,Zusammenarbeit
werden die 100% der Autorenschaft
und somit die Verantwortung geteilt. Im
Gegensatz dazu ist die ,Ungeteilte Auto-
renschaft’ akkumulativ, multiplizierend,
erweiternd und nie geteilt. Buchstablich
kann jede/r zum/zur Autor/in werden.
Das Schonste ist,wenn jemand, das Ganze
meint und sagt: ,Das habe ich gemacht!“

Mail 07.03.2023, MG Verantwortung fir
die kunstlerische Form und ihre Aussage
ist eine Seite der gemeinsamen Produk-
tion. Im Idealfall ist das auch bei einem
Forschungsprojekt oder Kinofilm, einer
Theaterinszenierung, einem Bauvorhaben
oder Orchesterkonzert so. Der Unter-
schied zwischen einer Kooperation und
einem Kollaborativ, dem das Moment einer
,2Ungeteilten Autorenschaft* wesentlich
ist, scheint mir darin zu liegen, dass die
Autor®innen sichtbar, wie in einem gu-
ten Jazz-Gig vernehmbar sind und nicht
im Kollektiv verschwinden. In der ,Ro-
bert Walser-Sculpture® [02] in Biel 2019
ist das Prinzip zum Tragen gekommen.
Vom Robert Walser-Zentrum Bern (ber
Forscher*innen und Performer*innen bis
zur ortsansassigen Szene waren alle Ak-
teure présent und auf ihre Weise sichtbar,
konnten sich zeigen, Aufmerksamkeit her-
stellen, Anliegen vertreten, fast 100 Tage
lang von morgens bis abends mit dem
Bahnhofsvorplatz am publikumsreichsten
Ort der Stadt. Du warst jeden Tag dort.
Du hast diese Blihne entworfen und zur
Verfligung gestellt. In welcher Rolle als

Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.
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In meinem Sinn sind prekare, also zeitlich begrenzte Monumente,
Memorials oder Strassen-Altare die einzige heute legitime Form
von Denkmal, weil sie mit Liebe, mit Bewunderung, mit Verehrung
entstehen und sich den von den jeweiligen Machtigen aufge-

zwungenen Mausoleen entgegenstemmen.
— Thomas Hirschhorn

€ SBB'CEFE FFS

Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.
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08 Thomas Hirsch
horn, Community of
Fragments, 2021, GL
Strand, Kopenhagen,
Courtesy: der Kunstler
u.GLStrand, Kopen-
hagen

Kinstler hast Du Dich dabei gesehen und
inwieweit ist diese abgewichen von ande-
ren Projekten wie die Hohle in Kopenha-
gen, ,Community of Fragments*, (03] 2021,
die Du in Coronazeiten gestaltet hast?

Mail 08.03.2023, TH Die ,Robert
Walser-Sculpture® ist ein ,Prasenz und
Produktion‘-Projekt. Die Schlagrichtung
von ,Prasenz und Produktion; dem von
mir geprigten Begriff, ist logisch: Ich
will, dass Menschen, Bewohner/innen,
Passanten sich mit meiner Arbeit ausei-
nandersetzten und sich implizieren. Um
die Grundlage dafiir zu schaffen, muss ich
selbst prasent sein und selbst etwas pro-
duzieren, denn nur durch meine Prasenz
und meine Produktion kann ich glaub-
haft hoffen, dass der/die Andere ebenfalls
prasent ist und etwas produziert. ,Prisenz
und Produktion®Projekte fordern deshalb
von mir, Kiinstler, mich selbst zuerst ein-
zubringen, bevor ich vom Anderen/der
Anderen verlange sich zu implizieren. Es
kann nicht darum gehen, vom/von der
Besucher/in etwas zu erwarten, was ich
selber nicht vorgebe oder einlose.

Ich habe seit 2002 14 ,Prasenz und
Produktion‘-Projekte gemacht. Das Wun-
derbare bei diesen Projekten ist, dass
durch das Engagement ,Prisenz und Pro-
duktion® oft die gleichen Menschen pri-
sent sind, manchmal jeden Tag kommen
und selbst vorschlagen etwas zu produzie-
ren. Das erste ,Prasenz und Produktion'-
Projekt war das ,Bataille Monument“ fir
die ,documentall} mein bisher letztes ist
LART=SHELTERS, das ich letztes Jahr in

310 Kollaborationen

Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.

Jurmala, bei Riga in Lettland gemacht
habe. ,Prisenz und Produktion® ist mog-
lich im offentlichen Raum, aber ich habe
ebenfalls mehrere in einer Institution, in
einem Museum oder einem Kunstzen-
trum produziert. Um cin ,Priasenz und
Produktion‘-Projekt zu machen, braucht
es ein grosses Engagement, kiinstlerisch,
spirituell, logistisch, zeitlich, finanziell.

Die ,,Robert Walser-Sculpture“dauerte
86 Tage. Ich war jeden Tag von 10 Uhr bis
22 Uhr vor Ort. Die Rolle des Kinstlers/
der Kunstlerin — um auf Deine Frage zu
antworten — ist die Rolle eines Haus-
meisters, einer Hausmeisterin. Auf der
»Robert Walser-Sculpture® zu sein heisst,
ftr mich, den Kinstler, verantwortlich fir
alles zu sein, auch fiir das, was ich nicht
verantworten kann. Es heisst, dass meine
Aufgabe darin besteht, immer vor Ort zu
sein, immer prisent, immer etwas zu pro-
duzieren, zum Beispiel, ganz einfach, die
Besucher/innen Willkommen zu heissen,
die Skulptur laufend zu reparieren, auszu-
bauen, wiederaufzubauen, zu verdichten.
Die Mission ist, dieses Kunstwerk in jeder
Sekunde neu zu denken, neu zu erschaf-
fen, neu zu erfinden, neu zu formen — zu-
sammen, in Kooperation, mit den anderen
Anwesenden, mit den Besucher/innen
und mit den Teilnehmenden.

Im Gegensatz dazu ist die Arbeit
»Community of Fragments® die ich 2021
im Museum ,GLStrand‘ in Kopenhagen
gemacht habe, eine begehbare Skulptur,
ohne ,Prisenz und Produktion! Hier
ging es darum einen neuen Raum zu
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schaffen, angelehnt an den Raum einer
Mine - ,unter Tag; eine Kohlemine oder
Edelsteinmine. Ich wollte einen Raum
schaffen, um Fragmente unseres Denkens
zusammenhalten zu konnen, deshalb der
Titel: ,Community of Fragments‘. Zwei
Stockwerke des Museums wurden mittels
Karton vollstandig in eine Mine, einen
abgeschlossenen, nicht-architektonischen
Raum verwandelt. Die Besucher/innen
konnten darin verweilen, lesen, Simone
Weil lesen, nachdenken, miteinander dis-
kutieren, Café oder Tee trinken, arbeiten,
in den Raum cingreifen, ihn verwandeln.
Dazu waren Werkzeuge, Biicher und Ma-
terial von Simone Weil vorhanden.

Mail 09.03.2023, MG Mit dem Konzept
der Intertextualitat im Ricken kann die
Beziehung des Kinstlers zu seinem Ma-
terial und die mehr oder weniger expli-
zite Bezugnahme auf Vorlaufer®innen,
Stichwortgeber*innen, Autor*innen als
Kollaborativ beschrieben werden. Bezug-
nahmen spielen in Deiner Arbeit immer
wieder eine Rolle: George Bataille, Emma
Kunz, Ingeborg Bachmann, Robert Wal-
ser, Simone Weil. Verstorbene kommen
zu Wort. Mehr noch, sie erhalten Uber die
Performative Visuelle Kunst eine einzigar-
tige Présenz, erneut Gehor auf unerhérte
Weise. Kannst Du Dein Verhéltnis zu den

"\):?\g‘ Y [ e
”?«wrm_
MAM X

genannten Figuren, zum Beispiel Simone
Weil im Arbeitsprozess néher beschreiben?

Mail 09.03.2023, TH Ich kenne das
Denken von Simone Weil erst seit S Jah-
ren. Mir war ihr Name schon lange gelau-
ﬁg, nur habe ich mich immer geweigert
sic zu lesen, wegen des ,christlich-katho-
lischen-Anstrichs: Wie dumm von mir.

Vom Kollektiv, der
Gemeinschaft, vom
kollaborativen Arbeiten
geht Erlésungshoffnung
aus. Kunstlerisch,
wie in Hinsicht auf
soziale und politische
Zusammenhéange.

— Max Glauner

Denn als ich 2018 ihr Buch ,La pesanteur
et la grice’ ,,Schwerkraft und Gnade' eine
posthume Textsammlung 1947, zum ers-
ten Mal las, war ich hell begeistert von ih-
rer Radikalitit und ihrer Singularitat. Was
Simone Weil zu Kunst sagt, ist wunderbar,
tberraschend, befreiend, ermutigend.
Um ihre Philosophie kennenzulernen
habe ich wihrend des ,Lock-Downs* die
»Simone Weil-Map* [(05]) gemacht. Durch
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04 Thomas
Hirschhorn,
ART=SHELTER, 2022,
Art Station Dubulti,
Jiirmala (Littauen),
Foto: Veronika
Simoenkova, Courtesy:
der Kiinstler u.

Art Station Dubulti,
Jurmala

Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.
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das Arbeiten an diesem Plan begann ich
zu verstehen, wie klar und wie revolutio-
nar ihr Denken ist. Ich bewundere, wie sie
es schafft, mit grosser Glaubwiirdigkeit
und gleichzeitig mit absoluter Gewissheit
Begriffe zu verbinden. In ihrem kurzen,
jedoch produktiven und bedingungs-
losen Leben strebte sie mit geheimnis-
voller Logik nach absoluter Reinheit im
Denken und Engagement. Sie war mutig,
ja ubermuitig. Sie war anspruchsvoll, vor
allem mit sich selbst. Sie ist ein Vorbild,
eine Heldin, eine Schutzpatronin.

Um jemanden zu

lieben braucht es

keine Argumente, keine
Berechtigung und
keine Bewilligung.

Ich liebe alles von und bei ihr: Thre Pra-
zision, ihr Vorpreschen, ihr Mitleid, ihre
Strenge, ihre Verricktheit, ihre Anorexie,
ihre Wortwahl, ihre traumwandlerische
Sicherheit. Wie mit anderen Figuren, Du
hast ein paar genannt, ist Simone Weil
eine, fir die ich mich voll und ganz ent-
schieden habe. Fiir alles von und bei ihr,
fr Ihr Leben und ihr Werk. Es gibt darin
nichts zu kritisieren, nichts zu beman-
geln, es gilt nur zu lieben.

Fiir mich als Kinstler geht es darum,
dieser Liebe eine Form zu geben. Es ist dies
die Form eines Fans, denn ich bin ein Fan
von Simone Weil. Ich bin ein bedingungs-
loser Fan, also kein Historiker, kein Wis-
senschaftler, kein Kritiker. Jemanden zu
licben — in der Kunst oder Philosophie —
heisst zu jemandem, ohne den kleinsten

THOMAS HIRSCHHORN

geboren 1957 in Bern, Schweiz. Nach dem Studium an der Kunst-
gewerbeschule Ziirich zog er 1983 nach Paris, wo er seither lebt.
Seine Arbeiten wurden in zahlreichen Ausstellungen gezeigt, darunter
die Biennale von Venedig (1999, 2015), 2011 im Schweizer Pavillon
Venedig, Documentali (2002), 27. Biennale von Sao Paolo (2006), 55,
La Triennale im Palais de Tokyo, Paris (2012), 9. Shanghai Biennale
(2012), Manifesta 10 in Sankt-Petersburg (2014), Atopolis Mons (2015),
South London Gallery (2015) und zuletzt 2021 das ,Simone Weil
Memorial“ zum Steirischen Herbst, Graz.

Zu seinen ,Prasenz und Produktion“-Projekten gehdren unter anderen
das ,Gramsci Monument*, New York, 2013, ,Flamme éternelle” im
Palais de Tokyo, Paris, 2014, die ,Robert Walser-Skulptur*, Biel, 2019.
Mit jeder Ausstellung in Museen, Galerien oder alternativen Raumen
und jeder Arbeit im &ffentlichen Raum bekréaftigt Thomas Hirschhorn
sein Engagement fiir eine nicht-exklusive Offentlichkeit.

312

Max Glauner

Kollaborationen

Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.

Vorbehalt ,Ja‘ zu sagen, es heisst alles im
Leben und Werk dieser Person zu bejahen
und es heisst 100-prozentig einverstanden
mit ihr zu sein. Dies gibt einem selbst, als
Akteur/in, Kinstler/in oder Philosoph/
in eine grosse Schlagkraft, denn man ist,
wenn auch angreifbar, unverletzbar. Ein
Fan zu sein hat drei michtige Vorteile: So
kann niemand jemandem absprechen ein
Fan von jemanden zu sein. Um jemanden
zu lieben braucht es keine Argumente, kei-
ne Berechtigung und keine Bewilligung.
Weiter fuhrt der Fakt ein Fan zu sein, zu
einer ,Fan-Asthetik{ einer kreativen, er-
finderischen, oft mit einfachsten Mitteln
gemachten, unmittelbaren Asthetik. Eine
Asthetik, die mich als Kinstler beriithrt
und interessiert, weil sie verbindet, weil
sie einschliessend ist, weil sie universell ist
und weil sie direkt vom Herzen kommt.
Das Schone beim ,Fan-Sein® ist zudem,
dass man das ,Fan-Sein‘ mit anderen Fans
teilt. Man teilt nicht unbedingt das ,Ob-
jekt® seines ,Fan-Seins; sondern, die Be-
scheidenheit und den Ehrgeiz, die Demut
und die Ambition ein Fan zu sein, auch
ein Fan unter vielen zu sein.

Mail 10.03.2023, MG In Deiner Konstel-
lation ware Simone Weil der Kinstler, die
Kinstlerin ,on Stage', der ,Star'. Er wird
dazu durch seine Fans. Eine Kooperati-
on der Sonderklasse, oder nach meinem
\Wording/, ein Kollaborativ. D’accord?
Mail 10.03.2023, TH Der wirkliche
,Star¢ ist immer die Kunst. So muss es
unbedingt sein, denn der personifizierte
Star-Kult in der Kunstwelt ist ziemlich
lacherlich. Da will ich nicht mitmachen.
Die von mir geliebten Kiinstler/innen
oder Philosoph/innen verehre ich, weil
sic mir ctwas geben, Heilung, Inspirati-
on, Begriffe, Tiefe, Ermutigung, Werte,
Erhellung, Kraft. Ich kann sie meine
,Helden/innen® nennen — deshalb zum
Beispiel erschaffe ich Thnen ein Monu-
ment, ein Memorial oder einen Altar. In
meinem Sinn sind prekire, also zeitlich
begrenzte Monumente, Memorials oder
Strassen-Altdre die einzige heute legitime
Form von Denkmal, weil sie mit Liebe,
mit Bewunderung, mit Verehrung ent-
stehen und sich den von den jeweiligen
Michtigen aufgezwungenen Mausoleen
entgegenstemmen. Diese prekare Form
wiederum, und hier sehe ich meine Auf
gabe, meine Mission als Kunstler, will
ich mit anderen erarbeiten, mit anderen
teilen, ich will mit anderen ,kooperierent
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05 oben: Thomas Hirschhorn, 06 unten: Thomas Hirschhorn, Simone
Simone Weil-Map, 2020, Studioansicht, Weil-Memorial, 2021, Ausstellung:

250 x 450 cm, Foto : Marc Domage, The Way Out, Steirischer Herbst, Graz
Courtesy: Gladstone Gallery, New York (Osterreich), 2021, Courtesy: der

Kiinstler und Steirischer Herbst, Graz

i

We /e
2 /,)4.t<r/
o4

7
T AR
I

Max Glauner
Von Der Grazie Der Kooperation
Kunstforum International, N°290, 2023, p.306-313.
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Thomas Hirschhorn
1Man =1Man (I Love my Life), 2001
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 32.4x43.2 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
1Man =1 Man (Globalisation Ok! But From Below), 2001
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 32.4%43.2 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
1Man = 1 Man (Always On Your Side), 2001
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 32.4x43.2 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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THOMAS HIRSCHHORN
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Thomas Hirschhorn
Serie KS-9, 2002
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 32.7x44.8 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Serie KS-10,2002
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 32.4 x44.1 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Serie KS-44, 2002
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 35.2x45.1 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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THOMAS HIRSCHHORN
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Thomas Hirschhorn
Provide Ruins 1V, 2003
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 51.1x59.4 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Provide Ruins I, 2003
Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 50.8x59.7 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263
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Thomas Hirschhorn
Provide Ruins VI, 2003

Printed paper with felt-tip pen and ballpoint pen on paper wrapped in synthetic polymer sheet, 53x59.4 cm, Collection MoMA New York

Thomas Hirschhorn
Gruppe, Issue 3, October, 2021, p.62-65, 208-211, 260-263



GALERIE
CHANTAL CROUSEL

Thomas Hirschhorn, Deleuze Monument, Avignon, 2000 — Dans le
cadre de l'exposition collective, La Beauté

THOMAS HIRSCHHORN, 21 ANS
DELEUZE MONUMENT

Alors que 'on féte les 21 ans de son inauguration en Avignon, I’espace
culturel associatif de la Mairie de Saint-Chamand offre un retour sur le
Deleuze Monument de Thomas Hirschhorn, installation ambitieuse
autour d’un des plus grands philosophes du XXe siécle. Retour sur une
ceuvre historique en forme d’hommage a ce projet aussi avant-gardiste
que visionnaire.

Pour beaucoup, le Deleuze Monument de Thomas Hirschhorn fut une
« Thomas Hirschhorn ~ révélation. Alors que Gilles Deleuze avait déji disparu depuis cing
— 21 ans Deleuze années, ses ouvrages connaissaient un succés implacable, son

Monument », Divers Abécédaire, sept heures trente d’entretien passionnant avec Claire
{lefud" 19 matau3o Parnet ouvrait 4 un public élargi sa pensée complexe et exigeante. Ce
juin.

En savoir phus qui ne I'empéchait pas de faire vibrer chez chacun et a travers tous les

sujets la flamme d’'une pensée météore ou les rebonds, autant que la

précision de 'articulation dessinaient en toute ligne les volutes d’une

Guillaume Benoit

Thomas Hirschhorn, 21 ans Deleuze Monument
Slash, May 31, 2021
https://cutt.ly/cmmyTyH
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réflexion active capable de nous porter vers des terrains nouveaux ot notre propre
conception de 'homme, du mouvement et de I'imaginaire appellent un nouvel essor.

Thomas Hirschhorn, Deleuze Monument — La Beauté en Avignon, 2000, livre auto-édité
par lartiste

Entouré d'un mythe également, duquel il savait jouer autant que se préserver, Gilles Deleuze
continue, avec Foucault notamment et comme ils I'avaient prouvé par les actes dans leurs
séminaires ouverts a tous de Vincennes, d’entretenir la possibilité d'une philosophie monde,
ot la technique, I'exigence de précision, la méticulosité historique et la puissance
conceptuelle sont autant de prises pour toucher un « grand public » qui n’a que faire des
vulgarisations et se retrouve alors dans la force d'invention, dans la mise en commun de la
curiosité bien plus que dans le « débat » contradictoire épuisant et n’épuisant rien du sujet.
Avec une spontanéité, une simplicité et une véritable volonté de partager, Thomas

Guillaume Benoit

Thomas Hirschhorn, 21 ans Deleuze Monument
Slash, May 31, 2021
https://cutt.ly/cmmyTyH
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Hirschhorn montait dans ’espace urbain des zones visionnaires de réflexion, amenait partout
ot il allait des outils d’apprentissage et de culture qui révolutionnaient la notion de propriété
intellectuelle frangaise, faisait de la photocopie, de 'encouragement a se servir au sein de
dispositifs mettant a disposition des sommes d’écriture une arme qui aura été essentielle, a
une époque ol Internet était encore réservé i quelques passionnés.

Ce Deleuze, en sphinx d’aggloméré 4 la gravité légére cachait pourtant en son immédiate
proximité une installation sous forme d’autel passionné érigé a la pensée et au partage. C'est
la force de Hirschhorn, dans tous ses projets liés 4 des figures de la littérature et de la pensée
(Bataille, Gramsci, Spinoza...), de faire de visages I'étendard d'un point de vue plus général,
d’un point de vie serait-on tenté de dire, libre et jouissif exaltant le réle de la culture dans la
société. Des totems certes iconiques mais qui s’inscrivent de la sorte dans un systéme de
pensée qui les dépasse, les englobe et dont chacun est invité i prendre part. Car, in fine, c’est
en opposition 4 la définition méme du monument qui nous surplombe qu'il les érige, pour
faire vivre les auteurs dont il s’'empare de I'intérieur, donnant au public les clés pour se les

approprier

Thomas Hirschhorn, Deleuze Monument, Avignon, 2000 — Dans le cadre de l'exposition eollective, La Beauté

Constitué d'un buste monumental d’un bleu profond du philosophe et d'une « bibliothéque »
érigée avec des matériaux légers, I'installation Deleuze Monument présentée en 2000 en
Avignon n'échappa pas 4 sa condition précaire et, malgré une mise en place riche, selon
'artiste, d'une multitude de dialogues et d’intérét, fut auréolée des accidents de parcours
qu’une telle générosité avait pu provoquer. Destinée & vivre au rythme de son usage et de son
appropriation par les habitants du quartier qui I'entourait, elle se vit dépossédée des
magnétoscopes et téléviseurs qui diffusaient le fameux entretien du philosophe, réduisant par
14 sa capacité a transmettre une parole compléte. Les difficultés d’entretien, de gardiennage

Guillaume Benoit

Thomas Hirschhorn, 21 ans Deleuze Monument
Slash, May 31, 2021
https://cutt.ly/cmmyTyH
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Hirschhorn montait dans I'espace urbain des zones visionnaires de réflexion, amenait partout
ot il allait des outils d’apprentissage et de culture qui révolutionnaient la notion de propriété
intellectuelle francaise, faisait de la photocopie, de 'encouragement & se servir au sein de
dispositifs mettant a disposition des sommes d’écriture une arme qui aura été essentielle, a
une épogque ou Internet était encore réservé a quelques passionnés.

Ce Deleuze, en sphinx d’aggloméré a la gravité légére cachait pourtant en son immédiate
proximité une installation sous forme d’autel passionné érigé a la pensée et au partage. Cest
la force de Hirschhorn, dans tous ses projets liés a des figures de la littérature et de la pensée
(Bataille, Gramsci, Spinoza...), de faire de visages I'étendard d'un point de vue plus général,
d’un point de vie serait-on tenté de dire, libre et jouissif exaltant le réle de la culture dans la
société. Des totems certes iconiques mais qui s'inscrivent de la sorte dans un systéme de
pensée qui les dépasse, les englobe et dont chacun est invité & prendre part. Car, in fine, c’est
en opposition i la définition méme du monument qui nous surplombe qu'il les érige, pour
faire vivre les auteurs dont il s’empare de I'intérieur, donnant au public les clés pour se les
approprier

Thomas Hirschhorn, Vue de l'exposition 21 ans Deleuze Monument, 2021, Espace culturel associatif de la Mairie de Saint-
Chamand, Avignon, France
Courtesy Stephen Friedman Gallery, Londres

En témoigne la réactivation du monument au sein de sa nouvelle exposition 21 ans Deleuze
Monument qui vient baliser I'expérience initiale, écourtée, en réponse i la proposition d’'un
membre de I'équipe municipale d’alors ayant invité I'artiste a féter ses vingt ans dans une
ville voisine, Saint-Chamand. Au sein d'un espace partagé par les bureaux d’associations,
Hirschhorn invente cette fois une plongée au cceur des problématiques soulevées par sa

Guillaume Benoit

Thomas Hirschhorn, 21 ans Deleuze Monument
Slash, May 31, 2021
https://cutt.ly/cmmyTyH
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création d’alors et les ramifications qu’elle a tissées dans le temps avec son vocabulaire
plastique mis en scéne ici autour de deux bandes paralléles accueillant textes, images, vidéos
et installations. A 'image de la pensée du philosophe célébré, 'idée initiale aura donc nourri
et créé son propre champ d’échanges, drainant dans sa mise en ceuvre des forces créatrices
qui l'ont, a leur tour, fait progresser.

En cela, malgré l'évolution de la technologie, U'expérience physique, le rapport a la
matérialité de la pensée, l'impact de la médiathéque, de ces constructions dont le qualificatif
de « précaires » ne dit rien de la marque qu'ils ont laissée sur les visiteurs devenus, le temps
d’une rencontre, des participants d'ceuvres véritablement « interactives ». Une histoire qui,
en une ére d'échanges digitaux parait aussi anachronique que pleine d’actualité, comme une
anticipation visionnaire des possibilités encore d découvrir de la numérisation (a laquelle
de nombreux amateurs s'emploient par ailleurs) et revét aujourd hui peut-étre plus encore
qu'alors, toute la portée artistique du geste de la création, la main tendue vers l'autre pour
donner et n’attendre de I'échange et du dialogue qu’une possibilité pour chacun de
d’émancipation.

T "21 ans Deleuze Monument” - Thema... Y ~»
| Aregarder.. Partager

|
|| = 3 il
".

& YouTube
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THOMAS HIRSCHHORN

Eternal Ruins
Galerie Chantal Crousel,
2020

Community of Fragments
Kunstverein GL Strand,
06.04.—06.06.2021

von Max Glauner

Wann die Ausstellung ,Community of Fragments“
des Schweizer Kunstlers Thomas Hirschhorn im Ko-
penhagener Kunstverein GL Strand o6ffnen wiirde,
war bei Redaktionsschluss noch nicht auszumachen.
Der urspringliche Termin fiir den 10. Februar 2021
verschob sich pandemiebedingt auf den 2. Mérz. Nun
heisst es, ,opening as soon as possible® Das Land
vermeldet am 8. Mirz eine im Vergleich zu Dezem-
ber stark gefallene Sieben-Tage-Inzidenz von 61. Fir
Danemark kein Grund, dem Publikum die Kultur,
oder andersherum, der Kultur das Publikum zurtick-
zugeben, wihrend Schuhgeschifte und Mobelhauser
unter Auflagen Anfang Mirz wieder 6ffnen konnten.

Dennoch erlaubt und lohnt es sich, tiber Hirsch-
horns ,Community of Fragments“ zu berichten.
Mehr noch, es ist geboten. Der Kinstler gehort
nicht nur zu den prominenten und vernehmlichen
Kritikern der Schliessung von Galerien, Museen und
Theatern, sondern ihm gelangen seit Beginn des
Lockdowns im Marz 2020 diverse Strategien, seine
Kunst weiter zuginglich zu halten und mehr noch,
Einblick in den Entstehungsprozess seiner Werke zu
geben — auf spielerisch-traumwandelnde Weise.

Das reale Medium gab Hirschhorns Smartphone
und das Videoportal YouTube ab, das virtuelle, sei-
ne Leitfigur, wie zuvor schon Ingeborg Bachmann,
George Bataille oder Robert Walser, die zerbrechlich-
exzentrische Philosophin und Aktivistin Simone Weil,
geboren 1909 in eine assimiliert-jidische Arztfamilie
in Paris, verstorben nach einem denkenden und gliick-
los-abenteuerlichen Leben im englischen Exil 1943.

Im Frihjahr 2020 entstand in der Isolation
des Lock-Downs auf dem Boden der Pariser Woh-
nung Hirschhorns in Aubervilliers eine gewaltige

289 Frankreich / Danemark
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Thomas Hirschhorn, Eternal Ruins,
16. Marz 2020, Video, 24'06", Screen Shot,
©T. Hirschhorn

Jcrushing feel nothing; itis the |
person crushed who feels what §

Iplaced oneself on the side of
{the oppressed, to feel with
{them,.one cannot understand. J

Thomas Hirschhorn, Simone (Chat-Poster), 2020, Pappe,
Holz, Drucke, Filzstift, Klebstoff, Kristalle, 240 x 125¢cm,
Courtesy: der Kiinstler und Galerie Chantal Crousel, Paris,
Foto: Martin Argyrolglo

KunstForum International, May 2021, p. 289-291
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250450 cm grofe ,,Simone Weil-Map die zentralen
Begriffe, Texte und Sentenzen von und zu der Phi-
losophin und Fotografien in einem graphischen All-
Over zu einem eng verwobenen, hermeneutisch sub-
jektiven Konstrukt vernetzt. Programmatisch heisst
es in einem Erklirkasten links oben bekenntnishaft:
,Haltet mich fiir blod, ich wollte Simone Weil wegen
ihrer Nihe zu Religion, Christentum und Katholizis-
mus nie lesen. Ich habe jetzt verstanden: Sie ist weit
davon entfernt. (...) Sie hat alles der Reinheit der Lie-
be, der Wahrheit, der Arbeit geopfert. Ich liebe ihren
Extremismus, ihre Verriicktheit, ihre Anorexie, ihre
absolute Radikalitat und Einzigartigkeit. Sie ist ein
Vorbild fiir jeden Kiinstler (...)<[Ubers. d.A.]

Kitsch, wenn wir sagen, Simone Weil wird zu
Hirschhorns Muse in Corona-Zeiten? Auf das geisti-
ge Gegentiber Simone Weil war der Kiinstler schon
vor der Corona-Pandemie gestossen. Nur wenige
Tage vor dem Lockdown in Frankreich und damit
nur kurze Zeit fir das Publikum zuganglich, wurde
die Ausstellung ,Eternal Ruins®in der Pariser Gale-
rie Chantal Crousel eroffnet, in der Hirschhorn mit
23 hochformatigen Tafelbildern, von ihm ,Chat-
Poster“ genannt, die Auseinandersetzung mit der
Philosophin in den Mittelpunkt stellte.

Im einheitlich uberlingten Format von
240x125cm variierten sie auf braunem Packpapier
im grafischen Aufbau einer Smartfon-Applikation
Sprechblasen, Abbildungen von Triimmerland-
schaften, sowie durch Filzstift hervorgehoben, die
Ikons einer Mobilfunkbenutzeroberfliche. Darauf

290 Ausstellungen

in Clustern applizierte lila schimmernde Kristalle
erweiterten die zweidimensionalen Wandarbeiten
ins Raumliche, um mit der dsthetischen Spannung
eine geistige Dimension zu erschliessen. Sie kreist fir
Hirschhorn mit Simone Weil um das existenzielle
Gegensatzpaar ,Grace’ das sich mit Gnade und An-
mut tibersetzen lasst und ,,Gravity die Schwerkraft,
die Schwere, der Ernst — fiir Weil, alles, was uns an das
geworfene und verwaltete Leben existenziell bindet.
Dem ist aktiv nicht zu entrinnen. Nur durch eine
Wachheit, Empfanglichkeit gelingt ein momentanes,
fliichtiges Zuteilwerden an einem Transzendenten,
fiir Hirschhorn ein nur ansatzweise zu vermittelndes
Schlisselmoment kiinstlerischer Arbeit.

Ob Gnade, Gliicksfall, Intuition, mag dahingestellt
sein, mit dem Lock-Down zeigte Hirschhorn kiinstle-
risches Gesptr und beschloss eine 20-minttige Video-
Fihrung durch seine Ausstellung aufzunehmen und
bei YouTube einzustellen. Der Rundgang frappiert.
Zum einen durch die unpritentiosen Erlauterungen
und Kommentare des Kiinstlers, zum anderen durch
das Format. Denn der Ausschnitt seiner Mobilfunk-
Kamera entspricht dem Format der ausgestellten Wer-
ke, eine Analogie, die sie in ihrer virtuellen Realitit
beangstigend und begliickend niher rickt.

Dies gelang Hirschhorn auch ein Jahr spater in
Kopenhagen. Er stellte ab dem 24. Januar 2021 tag-
lich funfzehn 2-5 Minuten lange kommentierte Vi-
deo-Clips aus seiner Mobilfunkkamera vom Aufbau
seiner Ausstellung ,Community of Fragments® Sie
zeigen die Entstehung eines Gber zwei Stockwerke
ausgedehnten hohlenahnlichen Einbaus aus Holz
und mit Paketband verklebter grauer Pappe, das
Wachsen einer verspielten Grotte, die irgendwann
das Publikum zur Interaktion mit Hirschhorns und
Simone Weils Gedankenwelt empfangen kénnte.
Auch hier geht das Video tiber die blosse Abbildung
hinaus. Nicht nur, dass die Zuschauerinnen von
Clip zu Clip dem Entstehungsprozess beiwohnen,
sondern sie folgen durch die Kamera einem Schatz-
sucher in einem sinnlich-intellektuellen Labyrinth.

Hirschhorn versucht nicht, den Ort, die Realitat
zu dokumentieren, sondern fiigt einen neuen As-
pekt, den Blick des Kinstlers, hinzu. Wahrend der
Winterwochen baute er 57 Tage lang tiglich eine
kleine Simone Weil-Gedenkstatte mit Fotos, Texten
und Plischteddy vor seinem Atelierhaus auf und
wieder ab, ein stiller Protest gegen die Schliessung
der Kultureinrichtungen. Er beharrt auf die Prasenz
des Werks, wenn man so will, auf die Gnade der
unmittelbaren Begegnung. Wenigen Kinstlerinnen
und Kanstlern ist das in der Corona-Zeit so ein-
drucklich gelungen.

Thomas Hirschhorn, Eternal Ruins, 16. M&rz 2020,
Video, 24'06": www.youtube.com/watch?v=tKcnOnmbFOg

Thomas Hirschhorn, Community of Fragments,
Set-Up Day 0-15: www.youtube.com/channel/
UCQhglI3A-a4BkBT60OKxvobg/videos

Max Glauner
Paris / Kopenhagen, Thomas Hirschhorn
KunstForum International, May 2021, p. 289-291



GALERIE
CHANTAL CROUSEL

linke Seite:

Thomas Hirschhorn, Gravity
and Grace (Chat-Poster),
2020, Pappe, Holz, Drucke,
Filzstift, Klebstoff, Kristalle,
240 x 125cm, Courtesy:

der Kiinstler und Galerie
Chantal Crousel, Paris, Foto:
Martin Argyrolglo

diese Seite:

Thomas Hirschhorn,
Community of Fragments,
GL Strand, Kopenhagen,
Foto: David Stjernholm

Max Glauner

Paris / Kopenhagen, Thomas Hirschhorn
KunstForum International, May 2021, p. 289-291



GALERIE
CHANTAL CROUSEL

Matthieu Jacquet

« Thomas Hirschhorn vous fait visiter son exposition a la galerie Chantal Crousel en ligne »

Numéro, March 23, 2020
https://www.numero.com/fr/numeroart/galerie-chantal-crousel-paris-thomas-hirschhorn-simone-weil-ex-
position-virtuelle-eternal-ruins-whatsapp?utm_source=base_numero&utm_medium=e-mail&utm_con-
tent=article-S-titre-thomas-hirschhorn-vous-fait-visiter-son-exposition-la-galerie-chantal-crousel-en-
ligne&utm campaign=NL FR 368
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« Be a Hero! Be an Outsider! Be Robert Walser! Thomas Hirschhorn baut dem promeneur solitaire robert walser
ein denkmal »

Kunstforum International 266, March - April, 2020, p. 144-155.
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Cécile Lecoultre, "La Cinématheque suisse féte son 300e bulletin’,
24 heures, 11.12.2018
https://www.24heures.ch/culture/cinema/cinematheque-suisse-fete-300e-bulletin/story/16646338
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« THE DISCOURSE. Caroline Busta on Thomas Hirschhorn’s Robert Walser—Sculpture »,
Artforum, October, 2019.
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Régis Durand. «Reviews - Thomas Hirschhorn.», Arz Press, n°® 432 — avril 2016.

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

artpre [i6

reviews

Thomas Hirschhorn

Galerie Chantal Crousel /9 janvier - 26 février 2016

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

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

Régis Durand

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

Translation, L-S Torgoff
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Eugenia Bell & Thomas Hirschhorn. «Pixel-Collage. Thomas Hirschhorn.», Osmos Magazine, Issue n°8, March,
2016.
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REPORTAGE THOMAS HIRSCHHORN
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Eugenia Bell & Thomas Hirschhorn. «Pixel-Collage. Thomas Hirschhorn.», Osmos Magazine, Issue n°8, March,

2016.

REPORTAGE THOMAS HIRSCHHORN

Pixel-Collage is a new series of collages. With these works, I want to
integrate the growing phenomena of facelessness in pictures reproduced
today. What interests me more specifically in the aesthetic of faceless-
ness is pixilation as its formal embodiment. T want to integrate into
my work the increasing use of pixelation. Pixelation has become more
and more common; there has been an increase in the use of pixels or
blurring in the media.

This phenomenon interests me because it seems that in order to be
authentic a picture needs to be pixelated or partly pixelated. Pixelat-
ing—or blurring—has taken over the role of authenticity. A pixelated
picture must surely be authentic if it has unacceptable areas that are
concealed. The acceptable is not-pixelated. It is interesting to observe
that the use of pixels follows no common law at all. Sometimes parts
of pictures are pixelated without logic or reason, as a proof that ap-
parently somebody is taking care, has the overlook, knows and decides
what is acceptable and what is not. Partly pixelated pictures look even
more authentic and are accepted as such by viewers. It therefore seems

clear that pixels stand for authentication: authentication through au-
thority. And, in our chaotic, incommensurable, contradictory and
complex world there is a huge demand for authority. Pixels deliver an
aesthetic to this demand for authority. The justification for pixelation
or blurring is either to “protect the viewer,” to keep something in the
picture “protected,” or to “protect” whatever information is supposed
to appear in the picture. I don't accept anything “protective” and I
don't think anyone—today—can take over such a thing as authority
of protection. Using pixels obviously always comes from an authoritar-
ian gesture. Therefore using pixels creates confusion, frustration—and
willingly or not—makes things more “hierarchic,” and obviously the
act of pixelation is definitely not based on emancipation or emancipat-
ing the viewer. Rather, pixelation is clearly used as propaganda; it
infantilizes or manipulares the viewer. Furthermore, pixelating a part
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of a picture might imply and indicate that there is worse, much worse,
and that there is something incommensurable that is concealed.
Another thing that interests me is the fact that, paradoxically, the use
of pixels sometimes leads to totally incomprehensible pictures con-
necting them aesthetically to forms of abstract art. Therefore I am
interested in pixels—their abstraction can build up a new form, open-
ing towards a dynamic and desire of truth, truth as such, truth as
something reaching beyond information, non-information or counter-
information.

The point is to understand how an existing picture can become an
abstraction. Truth is only manifest to the real viewer; truth is something
visual for the one who will open his eyes. I want to use pixels as a new
part of our existing, chaotic, complex, cruel, incommensurable, beau-
tiful reality. Of course I do not use pixels to hide things or make them
non-visible. With Pixel-Collage, I want to use pixels as a tool, a tool
to connect and make links between things. I want to link the beauty
and cruelty of reality. The pixels I use are “handmade”—to “pixelate”
is not a technique but an artistic statement. Therefore the procedure
must be that of a collage, with visible pasting traces because it is im-
portant to understand that pixels are included in my work as mate-
rial for making collage, as magazine cutouts. Pixels are a visual bridge
between two or more images of reality, between two or more existing
realities; pixels make the incommensurable visible. I want to use pixels
as an instrument to link the unspeakable with the abstract, to link
reality with the real, to link the hidden with the known. I want to give
form to the recognition of beauty and atrocity because it is important
to insist on the absolutely wrong and cruel separation between these
two registers. The Pixel-Collage is an atctempt to use the “pixel” key to
enter a new picture, a new form, a new world.

BY THOMAS HIRSCHHORN



Galerie
Chantal Crousel

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



Roxana Azimi. «La pixellisation contribue a dépolitiser I’ individu», M. Le magazine du Monde, January 30, 2016, p. 84.
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William Massey. « Thomas Hirschhorn en conversation avec Bice Curiger», Lofficiel Art, n°9, March-April-May 2014, 196-201.
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William Massey. « Thomas Hirschhorn en conversation avec Bice Curiger», Lofficiel Art, n°9, March-April-May 2014, 196-201.
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William Massey. « Thomas Hirschhorn en conversation avec Bice Curiger», Lofficiel Art, n°9, March-April-May 2014, 196-201.
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Guillaume Benoit. « Thomas Hirschhorn - Palais Tokyow, Slash Paris, May 19, 2014.
http://slash-paris.com/articles/thomas-hirschhorn-palais-de-tokyo

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

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

En ce sens, la proposition de I’artiste repense la question de I’installation sans imposer de didactisme
ou théorisation ; les montagnes de pneus qui limitent I’espace se dressent a la maniere d’une barricade
molle, d’une frontiere plastique qui aurait proliféré au sein du Palais de Tokyo, dessinant les contours
d’un espace de résistance ou la création retrouve sa dimension participative, festive et engagée. Libre
d’acces, pleine d’outils divers, cette installation, voire méme cette invasion de Thomas Hirschhorn
ramene le Palais de Tokyo au cceur de ses plus beaux objectifs ; une ouverture a tous les publics des
moyens artistiques de penser notre société.
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Guillaume Benoit. «Thomas Hirschhorn - Palais Tokyo», Slash Paris, May 19, 2014.
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Vue de I’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison
L’Etat du Ciel (25.04.14 — 23.06.14), Palais de Tokyo

Il'y a 10 ans, Michel Foucault était honoré par Hirschhorn au Palais de Tokyo. Dans le monde
d’alors, Internet était loin d’étre accessible depuis son téléphone, les textes des plus grands livres
du siecle loin d’étre a portée de main, 24h/24. 24h Foucault, c’est précisément ce que proposait
alors Thomas Hirschhorn lors de ce projet qui accompagnait I’une des premieres itérations de la
Nuit blanche, ancrant au sein du Palais un amphithéatre de fortune, assorti d’outils pédagogiques
formidables. Bravant alors toute prudence en matiere de ©, Thomas Hirschhorn exposait une
bibliotheque remplie de photocopies en libre acces, démocratisant par 1a une pensée qui avait
toujours voulu casser ses frontieres. De Deleuze (a qui I’artiste consacra un monument en 2000)
a Foucault, du cortege de 1’observatoire des prisons a la jungle bigarrée des amphithéatres de
Paris 8 Vincennes, de I’histoire de 1’art au surf, la pensée francaise s’émancipait, sans la sacrifier,
de la culture bourgeoise pour lui opposer une culture du partage, de I’opposition, de la lutte et

de I'invention. Une culture de la différence, du singulier tout autant que de 1’échange qui aura
marqué Hirschhorn au point que cette Flamme éternelle nous rappelle aujourd’hui, a I’heure des
réseaux sociaux et de la communication numérique ce que I’expérience physique de la rencontre,
de I’observation et de la création contenait, et contient toujours, de révolutionnaire.

Vue de I’exposition de Thomas Hirschhorn « Flamme éternelle », dans le cadre de la saison L’Etat
du Ciel (25.04.14 — 23.06.14), Palais de Tokyo Photo : Guillaume Benoit / Slash-Paris
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Car c’est une véritable expérience des sens qui se joue ici, un territoire esthétique et conceptuel tangi-
ble dans lequel s’installer, créer, partager ou tout simplement flaner ressort de la participation active. A
mi-chemin entre I’ceuvre monumentale, le design et I’architecture, Flamme éternelle est pensée comme
autant d’espaces d’activité libres d’acces qui sont, un coin Internet avec des ordinateurs, un salon de
projection avec sa DVDtheque, une bibliotheque de livres, des bombes, rouleaux de scotch et parois
prétes a accueillir les ceuvres et messages de ses visiteurs ; autant de satellites autour d’une agora cen-
trale ot I’on partage un verre. Jouant a plein de son matériau de prédilection, le scotch, Thomas Hirs-
chhorn réussit d’emblée un coup formel d’envergure ; enrubannés, recouverts de ce plastique marron
translucide, chaque élément de cet univers perd ses angles droits, ses arétes tranchantes, et des canapés
aux micros, tout semble participer d’un méme organisme qui se ferait fil conducteur d’une pensée en
acte. Au son des lectures d’intervenants, des discussions de visiteurs, des odeurs de bombes de peintu-
res autant que de plastique, Flamme éternelle constitue un véritable univers qui, s’il n’était réalisé 1a,
sous nos yeux, ressortirait de la pure utopie.

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

Malgré 1’absence de thématique fondamentale accordée a cette Flamme éternelle, I’explosivité et
I’inventivité de son aménagement integrent parfaitement la dimension politique, dimension dont
Hirschhorn n’a jamais cessé de repenser les frontieres. Dense et engagée, si sa Flamme éternelle
risque de diviser, c’est qu’elle parvient a rendre tangible le génie brut d’une pensée de I’invitation
sans se noyer sous le didactisme et la pédagogie. L’invitation en jeu ici, c’est pouvoir soi-méme, en
sa propre qualité de « n’importe qui », s’inscrire dans une ceuvre commune.

Alors cette « Flamme éternelle » trouve peut-étre sa raison dans cet attachement vivace que 1’on
garde a la pensée et a la création ; quels que soient leurs moyens de diffusion, quels que soient leurs
moyens de production, elles continuent de rayonner et briileront aussi longtemps qu’elles seront
alimentés des regards et de 1’attention des autres, de n’importe qui.
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Kaelen Wilson-Goldie. “Art House”, Art Forum, July 15, 2013.
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ARTFORUM

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

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

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

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

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

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

a basketball and takes an easy layup into one of two hoops, labeled LOVE and POLITICS on their
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Left: Dia Art Foundation curator and Gramsci Monument ambassador Yasmil Raymond. Right: Dia Art
Foundation director Philippe Vergne.

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

Gramsci Theater is being performed every Monday afternoon. “I love not recognizing what I wrote,”
says Steinweg. “You hear two different registers. Strong voices and chaos. There’s too much meaning,
too much sense. That’s why I like this swarm of meaning, the overproduction of sense is a new kind

of normality.” For his part, Steinweg is giving a lecture every day. The topics are set on the schedu-
le—from “What Is Art,” “What Is a Problem,” and “What Is Sex” to “Romantic Shit” and “Beautiful
Souls” —but Steinweg is improvising all of them. “I don’t like to be too prepared,” he says, as I wonder
if his T-shirt is soaked through with rain, sweat, or a spilled drink. “It must take a lot of energy to give
seventy-seven lectures in a row,” I offer. “Most people work eight hours a day,” he replies. “I just work
forty minutes. In fact I am lazy.” Note to self.

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

Somewhat maligned in recent years, Dia is the institution now hurling itself back into the art world’s
limelight. Gramsci Monument is the only Hirschhorn monument realized in the United States, and

the first public art project funded by Dia since 1996, when Joseph Beuys’s 7000 Oaks was restaged in
Chelsea. Vergne calls it a defining moment. Yasmil Raymond, meanwhile, tells me: “I am no longer the
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Left: Dealer Barbara Gladstone. Right: Gramsci Monument librarians Freddy Velez and Marcella Pari-
dise.

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

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

A year ago, Hirschhorn told the New York Times’ Randy Kennedy that in Forest Houses, “some
people think I am a priest or an eccentric rich man.” One of the tensions running through his work —
through his commitment to “doing art politically,” his insistence on touching the hardcore of the (La-
canian) real, and his self-representation as an artist-worker-soldier—is the quasi-missionary, pseudore-
ligious element that seems to lurk in the corners of his oeuvre. Another is the fact that all but three of
the subjects of Hirschhorn’s four altars, eight kiosks, and four monuments are men, with few women
to be found in his constellation of influential writers and thinkers.
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Left: MoMA PS1 curator Peter Eleey with Studio Museum in Harlem curator Thomas Lax. Right:
Sheena Wagstaff, chairman of the Department of Modern and Contemporary Art at the Metropolitan
Museum of Art.

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

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

To be fair, Hirschhorn has weathered similar strife. In 2010, his Théatre Precaire, in the French city of
Rennes, was vandalized twice and destroyed by fire, prompting an impassioned letter from the artist
to area residents. The strength of his rhetoric is enough to win over anyone. On opening day, he gestu-
red to the fifteen buildings of Forest Houses and said: “This is only the beginning. Will the people on
the fifth floor there, on the eighth floor there, will they come down and enjoy this and be implicated

in 1t? This is the challenge. In Erik Farmer, I found a key figure,” he explains. “This is why Gramsci
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Left: Anthony Tamburri of the John D Calandra Italian American Institute at Queens College.
Right: DJ Baby Dee.

Monument is here. Not because of the urban situation or the architecture but because Erik Farmer
said, ‘Do it here.” This is how it works. This is how an artist’s fieldwork makes the conditions for an
encounter possible. The first phase was meeting. The second phase was construction.” The third phase
is to constitute the monument as art, and as memory. “This is very important,” he says. “What I want
is to create a common memory of this summer. To create a new kind of monument, we have to build
it every day. The third phase starts tomorrow,” he adds. From then on, the monument will lodge itself
“into the heart of the people here, and the heart of me.”
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development-as-art-site.html?pagewanted=all&_r=1&

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

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

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

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

“Some people think I am a priest or an eccentric rich man, and some people just think I’'m a loser,”
he said late last year in an interview, as he was making his visits. “But that is O K. as long as they
understand that I am serious.”
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Thomas Hirschhorn, at the Forest Houses construction site

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

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

Handmade from plywood, plexiglass and miles of beige packing tape — one of Mr. Hirschhorn’s
signature art supplies — the Gramsci Monument bears no resemblance whatsoever to the cenotaphs
and glowering statues that dot the rest of New York. And it doesn’t look much like an artwork, either.
It looks more, in fact, like an adult treehouse or a makeshift beach cabana or a chunk of set hijacked
from the Kevin Costner film “Waterworld.”
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Though it might serve to memorialize Mr. Hirschhorn’s tenacity as much, if not more, than the philo-
sopher it is named for, the monument epitomizes the broadly humanistic worldview of Gramsci, who
spent most of his adult life in prison under Mussolini and envisioned a working-class revolution that
would begin as much in culture as in political power.

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

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

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

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

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

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

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

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

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

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

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

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

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

Forest Houses is a different place today, with a dramatically lower crime rate, but violence is still

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

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

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

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

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

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

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

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

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

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

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

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

Intensif-Station, 2010, K21, Diisseldorf. Photo by Romain Lopez, courtesy of Arndt Gallery, Berlin.

Dear Thomas,

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

Thank you, Thomas.
Un abrazo fuerte.

Abraham
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Abraham Cruzvillegas: Why live in Paris?

Thomas Hirschhorn: Because living in Paris is beautiful. It makes sense for me as an artist and it’s a
challenge! I love ordinary, everyday life here and I love the people I've met who have become my friends.
I stayed in Paris because of the Frenchwomen and Frenchmen that are living here. I like France with

all its unresolved contradictions, in all its complexity. I really do love the motto: “Liberté, Egalité,
Fraternité.” I take it as something to fight for, at every moment. To live in Paris was never romantic to
me. Coming from Switzerland, a very small country, it’s been my effort to confront myself and find out
my own measure. This is only possible in a large urban city. I am speaking about “Le Grand Paris” and
it’s clear to me that thinking of Paris includes all of its suburbs. To me, the interest and the beauty of
working in this country and in this city come from the work of my friend Manuel Joseph, a French poet,
but also from many other poets, writers, and philosophers living and working here today. They create

a real dynamic. To me this makes Paris a special, powerful, rich, and graceful city of creation. I love to
confront the very condensed, critical way of thinking—a sometimes fucking hypercritical thinking—
that only the French can produce. I love it; it’s excessive and not always justified, but is terrifically
rebellious and crazily resistant. It’s an intellectual pleasure and an artistic challenge to be confronted
with such theories. There is also a real Republican, egalitarian tradition which I love. Living in Paris is
stimulating and demanding, but I understand the economic pressure as an invitation to face reality. The
possibility of being in touch with the sharp thinking of a Frenchman such as Manuel Joseph, without
compromise and without reconciliation, gives meaning and reason for me to work here more than in any
other city.

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

TH: I am still working in Aubervilliers, where my studio is located. Paris is not Paris without its
suburbs. Aubervilliers is a part of Paris. What I need, as an artist, is to live in a space of truth, and this
space of truth exists in Paris. As in almost every large city, the space of truth is its suburbs, their so-
called banlieues. In Aubervilliers, as in other Parisian suburbs, one can touch the truth and be in contact
with it. It’s in the suburbs that there is vitality, deception, depression, energy, utopia, autonomy,
craziness, creativity, destruction, ideas, young people, hope, fights to be fought, audaciousness, disa-
greements, problems, and dreams. It’s in the suburbs that today’s big issues are written on the building
facades. It’s in the suburbs that today’s reality can be grasped, and it’s in the suburbs that the pulse

of vitality hurts. It’s in the suburbs that there is necessity and urgency. It’s the suburbs that will save
the city center from a most certain death! This incredible energy has to be directed somewhere and be
fruitful somehow, find a destiny and a response. This is the problem of “small” Paris. The “small” Paris
turns its back to all this energy coming from the suburbs. That’s why I am for “Le Grand Paris.”
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Das Auge (‘The Eye), 2008, Wiener Secession, Vienna. Courtesy of Arndt Gallery, Berlin.

AC: How do you deal with humor in everyday life and in your work?

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

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

TH: Yes, because disaster is part of the world, our one and unique world! I agree with the world I am
living in. It is only if T agree with it that I can have the power to change something. To agree does not

mean to approve of everything or to support or to endure everything. To agree means to love—to love
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the world—beyond “respect,” “empathy,” “tolerance,” “compassion,” and “kitsch.” Love is passion,
desire, ecstasy, infinitude, and cruelty. As an artist, who is part of the world, I have to confront disaster,
my own disaster first, but also all disasters. I have to love this world if T want to change its conditions, I
have to love the fact that disaster and “the negative” are also part of it. The world is not the world wi-
thout the negative. Even within the negative, I have love for art and for artists, love for philosophy and
philosophers, love for poetry and poets. This love gives me the energy and the will to create despite all

the negative and despite all the past, present, and future disasters. Love is stronger than disaster.
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Poor-Racer, 2009, in One-Day Sculpture, Christchurch, New “Zealand.

AC: What happens to the obscene when we are able to see it?

TH: I never use the word obscene or obscenity. I think we are living in a time where words like these are
used to impose morality. I refuse this and I refuse the kind of “hypersensitivity” developed and encou-
raged these days—I am sensitive but no more than any other human being. The Western and Northern
luxurious hypersensitivity is the attempt to avoid contact with reality and its hard core. Terms such as
obscene are used swiftly in order to protect people from exposure to the truth. Truth needs to be paid
for. For there to be truth you have to make a sacrifice. I mean truth—not fact, not opinion, and not
information. We are living in a dictatorship of opinions, of facts, and of information. Opinions about
what is “obscene,” what is pornographic, and what should not be shown to children! As if everyone
and everything should be neutralized by so-called morals or even ethics. There is no longer a single

art exhibition without a warning about “obscenity” or “pornography!” But I, as an artist, want to see
everything, know everything. I want to be emancipated and sovereign. I do not want to be neutralized.
I do not want to be the one saying: “I can’t see this! I don’t want to see it!” I don’t need to be told what
to support or not. During the second Iraq war, the former American secretary of defense said: “Death
has a tendency to encourage a depressing view of war.” That’s exactly the point: in order to discourage
inhumanity, we need to see it! As an artist, I don’t want to dream or escape reality. I don’t want to flee
the hard core of reality.

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

TH: Sex is apolitical. Sex exists—thank god!—beyond politics. I think the people in North Korea have
sex also, don’t they? Sex happens completely and forever beyond everything else. Sexiness is generosity,
expenditure, non-economization, emancipation, infinitude, ecstasy, intensity, risk, self-authorization,
pride, the absolute. Sex is not reality—sex is the real. And the real—because it is the real—stimulates,
boosts, or even dopes and resists all environments and all contexts. And I refuse to fall—like a mouse—
into the trap of “noncapitalist” sex!
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Exhibiting Poetry Today: Manuel Joseph, 2010, Centre National de L’Edition et de L’ Art Imprime, Chatou (France).

Photo by Romain Lopez.

AC: Why collaborate?

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

AC: Describe chaos.

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

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

TH: I do not know Gustav Holst. Should I know about him?
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ThéAtre Précaire 2, 2010, Les Ateliers de Rennes-Biennale d’Art Contemporain, Rennes.

AC: It’s not necessary. What are you listening to recently?

TH I am listening to fado. I have three fado CDs: Maria Teresa, Katia Guerreiro, and Amalia Rodrigues.
My favorite one is the CD of Amalia Rodrigues, Uma Casa Portuguesa. It’s beautiful music and I like

to play just one song on the repeat track mode and listen to it for hours. “Barco Negro” is one of those
songs—it’s sad, beautifully sad.

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

TH: I love to work and I love to do my work. I always liked to work a lot, and because I like it, it’s

easy for me to work and work a lot. Because I, the artist, am the art maker, I have to and want to do

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

TH: I love the materials I am working with. To use the materials I work with is more than a choice—it’s
a decision. Doing art politically means loving the material one works with. To love does not mean to be
in love in a kitschy way or to fall in love with one’s material or lose oneself in it. Rather, to love one’s
material means to place it above everything else, to work with it in awareness, and to be insistent with
it. I love the material because I decided in favor of it, therefore I don’t want to replace it, substitute

it, or change it. The decision about the material is an extremely important one in art. I decided on the
materials I am working with because they are everyday materials. Everyone knows about them, everyone
uses them—to do things other than art. These materials surround me, are easily available, unintimida-
ting, and nonartsy. They are universal, economic, inclusive, and don’t bear any plus-value. That is the
political, and because I made that decision, I cannot yield to wishes and demands for “something else”
or “something new.”

AC: What are you reading these days?

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

AC: What are you working on now?

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

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





