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graphs you are doing a montage. It's the
same for videos and installations. The
moment of the edit is when you take the
final decision. In my work it’s the viewer
who takes the final decision. Everyone
tries to put all the elements together and
make their own collage. And that collage
is different for each person. In doing this,
in rejecting linear form, | am of course
taking a risk because | am losing some of
my control. My ways of doing things is the
opposite of classic documentary. There
came a moment in my career when |
realized that there is no absolute objecti-
vity, not even in the sciences. | became
interested in the idea of critical subjecti-
vity, multiple viewpoints and intersubjecti-
vity. In my work | take a subjective
viewpoint on reality and 1 organize
confrontations. There is a multiplicity of
opinions about each thing. The working
period gives me a chance to observe this
plurality of opinions. It takes time to deve-
lop a critical viewpoint. There is no way
round it. It's time that makes us see things,
look and them and articulate a critique.

If it is the viewer who does the editing, can
we say that the spaces you open on diffe-
rent supports and in different media, with
multiple sources for each project, are concei-
ved in order to allow for the exercise of criti-
cal subjectivity?

I make propositions and people either
absorb them or they don't. | try to create a
sense of partnership. Sometimes this
works out, at others, not at all and on yet
other occasions a kind of opposition is
engendered. | have no problems with that.
The point is not to all reflect in the same
way or think the same thing. My proposi-
tions are elaborated for the public to
engage in a certain way of understanding
things and reacting. The words “mutual
sympathy” interests me because, in a way,
it's about an exchange with the viewer. |
think the words “Warning: perception
requires involvement” sum up these ideas
quite well.

How does teaching fit into your artistic prac-
tice?

| agree with what was Allan Kaprow’s way
of thinking about teaching. In the interview
| did with him for Between the Frames, he
says that after a certain moment he deci-
ded to stop depending on the market, not
to work solely for the market. Having seve-
ral structures for working on the same
concerns is something that interests me
from the standpoint of thought, but also as
Something vital. | am in contact with
beople of different generations, with
artists from different cultures. That's one
of the reasons why |'ve given courses in

different countries, in different institutions.
One of the most interesting things in tea-
ching is discussing projects: examining
the methodology, pointing out the gaps,
making propositions, contradicting. A pro-
ject signifies a process. That is to say,
time. It begins with an idea, a concept, an
intention, a subject that makes you want
to know more. Then there is the research
into what already exists: writings, films,
artworks or documents available in libra-
ries. | am particularly attentive to words
and their multiple meanings. There are
words whose meaning seems self-evident,
whereas in reality there are different
nuances or interesting interpretations.
Immediately after the research work in the
field begins: interviews, photos, conversa-
tions. Then, during a period of reflection, |
choose the necessary medium: book, film
or installation. In other words, the medium
| work with is never chosen at the start. It
is chosen at the moment when things
begin to be clearer. This working structure
affords a degree of flexibility about
making changes in the work process.
Context is key.

Working in Brazil is not the same as wor-
king in Turkey or France. The context is
space and time, time in the sense of the
past and the historical present, and space
in the sense of places where historical
strata have built up. You could sum this
up by saying that my work is context-spe-
cific. In the past there was lots of talk of
the site-specific, and many artists have
been interested in the specificity of
concrete and material space, but | think
less has been said about the temporal
dimension, the time-specific, although
that is important. To connect the two is to
recognize context. A place implies a
tradition, a history.

POST-STUDIO ARTISTS

Could one speak of a more archeological
aspect in what you do?

That, or an anthropological dimension. |
belong to what | sometimes call a “post-
studio” generation of artists, artists who
are not sedentarily attached to a studio in
the classic sense of the term. The studio is
mobile. It is here for three weeks then it
will be in another place, in a hotel room or
anywhere. It's not a matter of running
from one opening to another all round the
globe, but of moving as projects dictate.
The idea of travel has been part of the
work for a long time now.

Now, tell us if you would about your show at
Jeu de Paume.

The Jeu de Paume show is a “translation”
of the one at the Museo Reina Sofia, made
for another context. The exhibition has

interview

also been “translated” for the contexts of
Lisbon and Vancouver. The spatial
constraints vary enormously from one
institution to another. | like the idea that
institutions and curators are free to make
significant choices. The institution should
know what kind of audience it is catering
to. It should also know the work of the
artists it exhibits. In a sense, it plays an
intermediary role. That enables it to make
incisive choices. At Jeu de Paume it was
Marta Gili and her team who chose the
works. The institution Jeu de Paume “filte-
red” the exhibition at the Museo Reina
Sofia by selecting only those works it
thought might be interesting to construct
its own exhibition, bearing in mind that
some French exhibition-goers have got
into my work, the pieces that have already
been shown at Galerie Gabrielle Maubrie,
La Criée, CAPC Bordeaux, at the Triennale
recently, and in other places.

But keeping this idea of constellation?

This exhibition is built on this reference,
but with fewer works, because the space
in Madrid was much bigger. It would be
appropriate to speak in terms of
interpretation, linked to the translation of
an exhibition.

Through the different points that you
mention, whether in your relation to social
sciences, your working method, your way of
questioning people, of taking multiple view-
points, of asking the viewer to "weave” the
ensemble together, an unusual relation to
knowledge is in play.
The idea of circulation interests me
greatly. Maybe it's linked to the idea of
transmission. Knowledge and informa-
tion have to get around, to circulate. After
that, people can take away whatever
aspects interest them. You could say that
it's a living process.
Translation, C. Penwarden

(1)  “Microespaces,” “Paysage

“Sphéres de pouvoir,” “Territoire de la peur,” “Lieu

meédiatique,”

de spectacle,” “Espaces publics,” “Archives,”
“Domaines de traduction,” “Systémes de l'art.”

(2} Political Advertisement (1952-2012): Arizona State
University Museum, Phoenix, October 29; Cinema
Zuid/Mukha, Antwerp, October 30; The Vera List
Center for Art and Politics, The New School, New
York {(November 1}, The Sanctuary for Independent
Media, Troy, NY {November 2); AFl, Washington DC
{(November 3); The Wolfsonian + University of Miami,
(November 4); Stuttgart Kunstverein,
Germany {(November 5); kit/NTNU Trondheim,
Norway (November 5).
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