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The	question	is:	What	happens	when,	in	a	particular	place,	
at	 a	 particular	 time,	 the	 urge	 comes	 about	 to	 create	 a	
biennial?	There	are	now	over	200	biennials	in	the	world,	
a	phenomenon	that	has	been	in	expansion	now	for	several	
decades.	From	larger	cities	to	smaller	ones,	from	big	coun-
tries	to	those	with	lesser	populations,	the	necessity	to	cre-
ate	international	art	events	has	grown	tremendously.	There	
are	several	reasons	that	explain	this,	the	main	ones	being	
the	desire	to	attract	a	larger	public,	local	as	well	as	inter-
national,	to	create	a	showcase	for	local	and	international	
artists,	and	to	put	oneself	on	the	‘map’	of	the	international	
art	world.	In	an	era	of	globalization	that	touches	all	realms	
of	life,	to	be	‘in’	is	a	vital	component	of	any	socio-political	
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existence,	and	especially	to	be	seen	or	recognized	as	such	
on	an	international	level.

T H E 	 I D E A 	 O F 	 A N	 	
I N T E R N A T I O N A L 	 A R T 	 E V E N T

International	 art	 events	 have	 been	 important	 ever	 since	
the	World	Exhibitions	started	being	held	at	the	end	of	the	
nineteenth	century.	In	the	context	of	art,	and	in	contrast	
to	the	logic	of	the	salon	—	prior	to	the	twentieth	century,	a	
national	or	local	form	of	exhibition	meant	to	show	new	art	

that	was	pre-eminent	—	the	
Venice	 Biennale	 was	 the	
first	 to	 propose	 an	 exhib-
ition	 that	 would	 bring	
together	 artists	 from	 dif-
ferent	 countries.	 It	 was	
first	 held	 in	 the	 Giardini	
in	1895	and	the	idea	at	its	
core	(just	like	a	salon)	was	
to	present	new	work.	The	
idea	 was	 pushed	 by	 Ric-
cardo	Selvatico,	mayor	of	
the	city	and	poet,	to	cele-
brate	the	twenty-fifth	wed-
ding	 anniversary	 of	 King	
Humberto	I	and	Marguer-
ite	 de	 Savoie.	 The	 Giar-
dini	 lent	 itself	 well	 to	 the	
building	 of	 pavilions	 by	
each	 participating	 coun-

mona hatoum, globe, 2007, courtesy of the artist. 
Photo : chantal Pontbriand
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try.	The	Giardini’s	International	Pavilion	brought	to	the	
Biennale	the	possibility	of	organizing	thematic	exhibitions,	
whereas	national	pavilions	favoured	individual	artists.	The	
star	architects	of	their	respective	countries,	such	as	Carlo	
Scarpa,	Van	de	Velde,	Gerrit	Rietveld,	Alvar	Aalto,	Ze’ev	
Rechter,	and	Otakar	Novotný,	designed	the	pavilions.	In	
more	recent	years,	a	tradition	of	naming	star	curators	to	
oversee	the	Biennale’s	main	exhibition	has	brought	in	the	
likes	of	Achille	Bonito	Oliva,	Jean	Clair,	Harald	Szeemann,	
Germano	Celant,	Francesco	Bonami,	Robert	Storr,	Daniel	
Birnbaum,	Massimiliano	Gioni,	Okwui	Enwezor,	and	a	few	
women	(still	not	enough),	Maria	de	Corral/Rosa	Martinez,	
and	Bice	Curriger.	The	off-site	Arsenale	was	added	to	the	
buildings	in	the	Giardini	in	1999,	in	order	to	host	a	larger	
main	exhibition,	and	to	include	countries	without	pavilions.	
The	whole	city	now	accommodates	national	pavilions	in	
different	places.	The	Venice	Biennale	is	still	very	much	tied	
to	the	agenda	of	nationhood,	although	the	main	exhibition	
tends	to	offer	an	overall	interpretation	of	the	state	of	the	
arts	and	of	issues	at	play	in	the	world	today.

Another	 major	 reference	 point	 in	 any	 discussion	 of	
international	biennial	is	documenta. Not	a	biennale	since	it	
is	held	every	five	years	in	Kassel	in	the	heart	of	Germany,	
it	was	founded	in	1955	by	Arnold	Bode	to	change	ideas	
and	perceptions	about	art.	In	opposition	to	the	closure	
that	had	struck	Germany	in	the	context	of	what	became	
the	Second	World	War,	documenta	was	meant	to	re-exam-
ine	the	state	of	art	periodically	by	being	open	to	the	most	
advanced	forms	of	international	art.	(The	Nazis	had	iso-
lated	Germany	from	the	developments	of	contemporary	
art,	and	documenta	was	an	attempt	to	open	it	up	again.)	
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Harald	 Szeemann,	 Rudi	 Fuchs,	 Manfred	 Schnecken-
burger,	 Jan	 Hoet,	 Catherine	 David,	 Okwui	 Enwezor,	
Roger	Buergel,	and	Carolyn	Christov-Bakargiev	are	some	
of	the	curators	that	have	fashioned	and	refashioned	docu-
menta’s	 agenda.	 Starting	 with	 documenta	 X	 (headed	 by	
Catherine	David	 in	1997),	the	event	started	 incorpor-
ating	art	from	all	continents,	beyond	the	Europe/North	
America	 axis	 that	 had	 mostly	 been	 followed	 up	 to	 that	
moment.	documenta	is	one	of	the	largest	international	art	
events,	 the	 last	 one	 held	 in	 2013	 attracting	 860,000	
visitors	 (up	 from	 700,000)	 and	 presenting	 155	 art-
ists.1	Most	documenta	curators	(especially	since	Okwui	
Enwezor,	who,	in	2002,	pushed	further	the	newer	all-con-
tinents	agenda	that	emerged	in	the	art	world	in	the	pre-
vious	decade)	tend	to	work	nowadays	in	teams,	bringing	
together	personalities	from	different	parts	of	the	world	in	
a	research	group	that	feeds	information	and	ideas	to	the	
dynamics	of	the	project.

Spin-offs	of	these	two	influential	models	have	come	up	
since	the	late	1970s	either	in	form	or	in	location.	(And	
they	in	turn	have	influenced	the	make-up	of	the	two	pre-
vious	models	mentioned.)	One	thinks	of	the	Skulptur	Pro-
jekte	Münster	first	set	up	by	curator	Kaspar	Koënig	and	
museum	director	Klaus	Bussmann	in	1977	and	held	every	
ten	years	since	(occasionally	coinciding	with	the	dates	of	
documenta,	and	also	lasting	100	days).	This	event	is	char-

1.		The	next	documenta	will	be	curated	by	Adam	Szymczyk,	
documenta	13	titled	Learning from athens, and	held	from	
June	10	to	September	17,	2017,	with	a	first	installment	
in	Athens	in	April	2017.
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acteristically	held	outdoors,	in	different	places	in	the	city	
chosen	by	its	commissioned	artists.	Skulptur	Projekte	can	
easily	be	visited	to	this	day	by	public	transport	or	bicycling.	
It	is	sculpture-oriented,	but	tends	to	incorporate	concep-
tual	and	performative	(live)	developments.2

Another	case	in	point	when	discussing	different	ways	
of	putting	on	an	international	event	is	curator	Jan	Hoet’s	
well-remembered	1986	event	in	Gent,	Belgium,	chambres 
d’amis.	It	was	held	in	people’s	homes,	bringing	together	
artists	 and	 individuals	 interested	 in	 hosting	 a	 project.	
Visitors	 could	 see	 the	 projects	 by	 walking	 or	 bicycling	
through	the	areas	where	the	exhibition	was	being	held.	
chambres d’amis	did	a	lot	in	terms	of	offering	a	new	model	
for	 viewing	 contemporary	 art,	 beyond	 that	 of	 public	
sculpture,	by	permeating	the	private	sphere.	The	advent	
of	conceptual	art	and	installation,	strongly	implemented	
in	contemporary	art	by	the	mid-1980s,	lent	itself	well	to	
imaginative	projects	in	non-conventional	venues,	leaving	
the	‘white	cube’	aside.

Since	1997,	manifesta	has	been	held	in	different	Euro-
pean	countries	every	three	years.	The	change	in	location	is	
an	attempt	to	pay	attention	to	diversity	in	local	contexts,	
mainly	off-center,	while	still	presenting	an	international	
art	event.	manifesta	has	taken	place	in	cities	(it	can	hap-
pen	 in	 several	 cities	 at	 the	 same	 time	 when	 a	 region	 is	
chosen	instead	of	a	single	city)	such	as	Rotterdam,	Lux-
embourg,	San	Sebastian,	Bolzano,	Murcia,	Genk,	and	St.	
Petersburg,	and	will	soon	happen	again	in	Zurich	in	2016	

2.		In	2012,	Skulptur	Projekte	Münster	welcomed	500,000	
visitors	and	showcased	37	artists.
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and	in	Sicily	in	2019.	This	event	truly	enhances	a	certain	
‘democratic’	turn	in	highlighting	the	local,	although	the	
exhibitions	remain	thematic	and	do	not	necessarily	have	
much	to	do	with	bridging	local	and	international	politics.	
manifesta	 often	 occupies	 non-art	 buildings	 in	 the	 cities	
where	they	are	presenting,	which	is	an	interesting	develop-
ment	that	contributes	to	joining	art	with	the	materiality	of	
the	public	sphere.

In	 looking	 at	 other	 ways	 of	 working	 in	 a	 local/inter-
national	interface	is	the	Nouveaux	commanditaires.3	This	
is	an	organization	founded	in	France	in	1999	by	François	
Hers,.	 which	 states	 on	 the	 opening	 page	 of	 its	 website,	
“Anyone	who	wishes	so,	alone	or	in	association	with	others	
(and	the	latter	is	highly	encouraged),	can	take	responsib-
ility	for	the	commissioning	of	an	artwork.”	It	claims	to	
have	opened	a	new	chapter	in	the	history	of	art	by	bringing	
together	citizens	and	artists,	developing	projects	together	
in	non-conventional	venues.	It	is	geared	towards	identi-
fying	a	problem,	a	concern	that	seeks	resolution	by	think-
ing	out	a	project.	The	Nouveaux	commanditaires,	active	
all	over	France,	is	an	organization	that	is	by	now	imple-
mented	 in	 other	 countries:	 Belgium,	 Italy,	 Germany,	
Poland,	Switzerland,	and	Norway.	Artists	come	from	dif-
ferent	parts	of	the	world.	The	projects	are	for	the	most	part	
durable	as	the	organization	works	in	the	logic	of	multiple	
micro-events,	each	grounded	in	its	own	territory,	rather	
than	a	single	larger	one.

Several	websites	today,	such	as	Universes	in	Universe	
or	that	of	the	Biennale	Foundation,	inform	us	about	inter-

3.		http://www.nouveauxcommanditaires.eu/en/home
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national	 art	 events.	 Amongst	 the	 200	 biennials	 listed	
(although	some	are	missing),4	one	notes	São	Paulo,	Dakar,	
Havana	(amongst	the	older	ones),	Istanbul,	Sydney,	Shar-
jah,	Lyon,	Gwanjiu,	Liverpool,	Kochi,	Dhaka	Art	Sum-
mit,	 Athens,	 Bucharest,	 and	 Marrakech.	 The	 biennial	
phenomenon	is	world-wide,	and	parallels	the	way	contem-
porary	art	is	evolving,	with	high-calibre	artists	working	on	
all	continents.

The	Biennale	Foundation	site	states	that	“biennials	are	
vital	and	visible	sites	for	the	production,	distribution,	and	
public	discourse	around	contemporary	art.”	And	they	are.	
However,	 in	 order	 to	 distinguish	 ourselves	 locally	 and	
internationally,	 we	 should	 avoid	 maintaining	 the	 usual	
structure	(star	curator	+	theme	+	international	attraction/
tourism)	which	in	the	end	mostly	caters	to	art	tourism,	
without	having	a	profound	imprint	on	the	local	territory.	
This	paradigm	still	tends	to	be	quite	uniform.	We	must	be	
inventive	and	push	the	agenda	further.

I	have	personally	experienced	what	is	an	international	
periodical	event	as	co-founder	and	president	director	of	
the	 FIND	 (Festival	 international	 de	 nouvelle	 danse	 in	

4.		Amongst	 the	 200	 biennials	 listed	 on	 the	 Biennale	
Foundation	website	(http://www.biennialfoundation.
org/),	some	of	those	missing	are,	for	example,	CAFKA	
Biennial	(Contemporary	Art	Forum	Kitchener	+	Area),	
Ontario,	 and	 La	 Manif	 in	 Quebec	 City	 (information	
retrieved	in	July	2015).
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Montreal)	from	1985	to	2003.5	The	FIND	concentrated	
on	the	advancement	of	choreographic	practices	through-
out	 the	 years.	 It	 put	 Canadians	 in	 the	 context	 of	 inter-
national	developments.	It	focused	for	many	years	on	the	
"emerging"	 countries	 or	 areas	 of	 the	 world	 where	 new	
dance	was	developing,	as	though	mapping	this	develop-
ment	in	world	cartography	and	legitimating	a	new	history	
for	the	discipline.6	Meanwhile,	the	idea	was	to	position	

5.		I	 had	 already	 put	 together	 international	 and	 national	
events	in	Montreal,	be	it	03.23.03	in	1977,	the	Perform-
ance	Festival	at	the	MBAM	in	1978,	or	PERFORMANCE,	
a	 three-month	 event	 including	 performances,	 installa-
tions	and	a	three-day	think-tank	on	the	notion	of	perform-
ance	in	relation	to	postmodernism	in	1980.	Publications	
on	these	include:	03.23.03	(Montreal:	PARACHUTE,	
1977);	perFor maNce: Text(e)s & Documents,	(Mont-
real:	PARACHUTE,	1981).

6.		About	the	 FIND,	each	event	focused	on	a	city,	coun-
try	or	region	where	new	dance	was	strongly	emerging	
(France,	Japan,	Belgium,	Montreal,	Great	Britain,	The	
Netherlands,	the	Iberian	Peninsula	with	Spain	and	Por-
tugal)	until	1997	when	the	parameters	of	this	program-
ming	axis	started	changing	with	africa in and out.	 It	
became	obvious	at	this	point	that	new	dance	was	prolif-
erating	on	all	continents,	just	as	contemporary	art	was.	
This	led	to	the	reinvention	of	the	FIND	with	the	grand 
labo	in	2001,	redefining	the	production	and	reception	of	
dance	with	a	focus	on	new	agendas	such	as	process,	situ-
ation,	participation,	increased	involvement	with	media,	
and	site-specific	productions	in	the	city.
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Canadian	dance	internationally	and	give	it	unprecedented	
opportunities	 for	 development,	 first	 through	 a	 recur-
rent	confrontation	with	art	practices	coming	from	other	
areas	of	the	globe	and	with	that	of	one’s	peers	in	the	local	
environment,	second	by	enhancing	the	production/dis-
tribution	cycle	of	works.	This	second	point	aims	to	enable	
new	projects,	either	in	cooperation	with	other	Canadian	
or	international	partners,	or	by	simply	making	new	works	
possible	and	then	looking	for	opportunities	to	show	them	
in	other	places.	This	is	what	DEMO-GRAPHICS	should	
aim	at	also.

The	challenge	that	faces	us	today,	given	the	multiplicity	
of	international	events	across	the	globe,	is	how	to	be	differ-
ent,	not	for	the	sake	of	difference	itself	but	to	be	pertinent.	
The	ambition	is	not	only	to	make	something	new	and	dif-
ferent,	and	this	is	important	in	reaching	out	to	local	as	it	is	
to	international	audiences,	it	should	be	outstanding.

T H E 	 C U R R E N T 	 C O N T E X T

It	is	a	fact	that	increasing	globalization	and	its	effects	are	
the	 main	 issues	 today,	 a	 fact	 that	 is	 more	 blatant	 every	
day.	Together	with	information	(the	power	of	cybernet-
ics),	it	permeates	all	spheres	of	contemporary	life	though	
economy,	politics,	ecology,	those	meta-narratives,	down	
to	the	micro-narratives	of	every-day	life:	what	‘home’	is,	
health,	education,	gender	issues,	food	(sustenance),	etc.	
Nation,	 borders,	 and	 immigration	 are	 the	 exponents	 of	
a	crisis	brought	about	by	globalization.	The	existence	of	
52,988,243	‘floating’	refugees	around	the	world,	just	in	
2014,	a	population	the	size	of	a	country	in	itself,	serves	to	
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show	to	what	extent	these	questions	are	important	issues	
that	urgently	need	to	be	addressed.7	The	effects	of	global-
ization	led	us	to	interrogate	those	of	capital,	the	way	econ-
omy	 and	 finance	 work;	 this	 is	 blatantly	 exposed	 by	 the	
Greek	crisis.	We	see	in	this	particular	case	how	the	local	is	
linked	to	the	global:	the	Greek	crisis	has	become	a	world-
wide	preoccupation,	and	the	domino	effect	on	Europe	and	
other	economies	is	strongly	felt.	But	Greece	is	not	the	only	
revealer	of	the	problems	facing	globalization,	as	the	decline	
of	Chinese	and	Brazilian	economies	is	also	menacing.	The	
Middle	East	situation	and	its	raging	wars	challenge	what	is	
happening	on	every	continent.

This	globalizing	world	permeates	the	art	world	itself.	
It	has	brought	to	the	general	attention	art	now	coming	out	
of	all	the	continents,	a	‘contemporary	art’	that	is	no	longer	
the	domain	mainly	of	Europe	and	North	America.	We	are	
already,	especially	since	the	new	millennium	concerned	
with	 discovering	 or	 rediscovering	 the	 avant-gardes	 of	
other	continents.	Leading	museums	such	as	Tate	Modern,	
MoMA,	and	Centre	Pompidou	are	heavily	involved	in	col-
lecting	works	from	areas	of	the	world	they	have	neglected	
or	simply	ignored.	On	the	other	hand,	different	countries	
in	 Asia,	 South	 America,	 the	 Middle	 East	 are	 accelerat-
ing	their	presence	in	this	globalized	agenda	by	putting	up	
museums,	developing	collections,	generating	exhibitions,	

7.		http://www.lemonde.fr/les-decodeurs/article/2015/	
09/03/le-nombre-de-migrants-et-refugies-a-explose-au-	
xxie-siecle-dans-le-monde_4744977_4355770.html
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activating	the	art	market,	fostering	research	on	their	own	
past	and	present.8

What	globalization	is	pushing	us	to	do,	more	than	ever	
before,	is	to	elaborate	a	strong	reflection	on	what	‘being’	
means	in	this	context.	And	essentially,	being	means	‘being-
with,’	 co-existing,	 being	 together.	 This	 is	 increasingly	
important	since	we	have	now	come	face	to	face	with	dif-
ference,	with	other	ways	of	being	and	other	ways	of	doing.	
We	have	much	to	learn	from	this	difference,	as	we	encoun-
ter	it	in	every	realm	of	daily	life.	I	often	quote	the	follow-
ing	lines	from	Jacques	Derrida’s	thinking	on	the	idea	of	
community,	positioning	it	as	a	question	of	hospitality:

8.		As	publisher/editor	of	PARACHUTE	contemporary	art	
magazine,	I	became	very	much	involved	in	the	research	con-
cerning	new	emerging	situations	for	contemporary	art,	put-
ting	out	issues	of	the	magazine	elaborated	in	collaboration	
with	artists	and	writers	from	the	following	cities:	Mexico	
City	(PARACHUTE	104,	2001),	Beirut	(PARACHUTE	
108,	2002),	Shanghai	(PARACHUTE	114,	2004),	São	
Paulo	(PARACHUTE	116,	2005),	Havana	(PARACHUTE	
125,	2007).	The	magazine	stopped	publishing	in	2007,	
but	plans	were	well	under	way	for	issues	on	Istanbul	and	
New	Delhi.	These	cities	of	emergence	have	grown	since	
then	and	are	recognized	as	some	of	the	most	vital	places	for	
research	and	development	in	contemporary	art.	They	have	
had	a	rebound	effect	on	the	evolution	of	contemporary	art	
worldwide.	I	call	that	the	tectonic	plates	effect:	when	one	
area	of	the	globe	moves,	the	rest	of	the	world	is	bound	to	
move.	See	my	book	The contemporary, the common: art in a 
Globalizing World	(Sternberg	Press,	2013).



	 1 6 	| 2 6 0 	

D e m o - g ra p h i c s , 	 C h a n t a l 	 P o n t b r i a n d	

Hospitality	 is	 culture	 itself	 and	 not	 simply	 one	 ethic	
amongst	others.	Insofar	as	it	has	to	do	with	the	ethos,	
that	is,	the	residence,	one’s	home,	the	familiar	place	of	
dwelling,	inasmuch	as	it	is	a	manner	of	being	there,	the	
manner	in	which	we	relate	to	ourselves	and	to	others,	
to	others	as	our	own	or	as	foreigners,	ethics is hospital-
ity;	ethics	is	so	thoroughly	coextensive	with	the	experi-
ence	of	hospitality.	But	for	this	very	reason,	and	because	
being	at	home	with	oneself	…	supposes	a	reception	or	
inclusion	of	the	other	which	one	seeks	to	appropriate,	
control,	and	master	according	to	different	modalities	
of	violence,	there	is	a	history	of	hospitality,	an	always	
possible	perversion	of	the	law	of	hospitality	(which	can	
appear	unconditional),	and	of	the	laws	which	come	to	
limit	and	condition	it	in	its	inscription	as	a	law.9

It	is	necessary	to	respond	to	globalization	with	hospital-
ity;	it	is	even	the	only	decent	way.	We	must	aim	to	reach	
the	core	of	hospitality	in	a	world	in	constant	oscillation	
between	the	local	and	the	global,	as	it	is	felt	through	the	
challenging	diversity	that	makes	up	any	nation	today.	This	
is	a	question	of	ethics,	as	Derrida	is	quick	to	grasp,	and	it	
is	also	linked	to	culture.	In	the	context	of	contemporary	
art,	it	is	our	task	to	ensure	the	development	of	culture	in	an	
ethics	of	hospitality.	We	must	accept	to	be	challenged	by	a	
diversity	of	practices	and	cultural	backgrounds	that	seek	to	
uncover	what	lies	above,	below	and	ahead.	Hospitality	is	

9.		Jacques	 Derrida, on cosmopolitanism and Forgiveness,	
trans.	By	Mark	Dooley	and	Mike	Hughes	(London,	UK:	
Routledge,	2001),	16-17.
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a	challenge,	not	a	mode	of	complacency,	control	or	appro-
priation.	Contemporary	art	is	a	mode	of	investigation	that	
enables	us	to	go	beyond	meta-	and	micro-narratives	and	
seize	opportunities	to	think	and	act	with	a	difference.

In	the	context	of	Toronto/Canada,	the	enormous	chan-
ges	in	demography	that	characterize	the	city	and	the	coun-
try	today	offer	us	a	unique	opportunity	to	encounter	the	
‘other’	as	being	something	that	is	part	of	us,	part	of	our	
existence,	of	being.	The	international	is	in	our	midst,	it	
is	our	task	to	ensure	that	this	brings	about	a	position	of	
cosmopolitism	and	of	invention.	It	is	our	task	also	to	bring	
the	international	to	the	international/local	situation	we	are	
already	in,	as	I	will	now	go	about	to	describe	it.

B E YO N D 	 T H E 	 L O C A L / G L O B A L	 	
D I C H O T O M Y

The	pressing	issue	and	challenge	in	this	discussion,	then,	is	
how	can	you	go	beyond	the	‘average’	biennial,	the	current	
format	that	has	evolved	out	of	the	phenomenon’s	accel-
erated	history	in	post-modern	times?	The	format	can	be	
described	as	follows:	a	local/international	event,	one	or	
several	characteristic	venues	(if	not	a	museum),	a	curator	
(often	foreign)	having	acquired	an	international	reputa-
tion,	a	theme,	a	list	of	a	critical	number	of	artists	(from	50	
to	150	so	that	the	critical	mass	exists).	Some	might	won-
der	why	this	model	is	questionable	or	even	problematic,	
considering	 biennial	 events	 usually	 succeed	 in	 attract-
ing	crowds,	and	in	inspiring	some	sort	of	critical	debate,	
at	 least	 more	 press	 than	 the	 average	 contemporary	 art	
exhibition.	The	 larger	 biennial	 events	 always	 announce	
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increased	attendance.	One	thing	is	to	be	considered,	how-
ever:	models	need	to	change,	they	need	to	evolve,	be	it	only	
to	go	on	attracting	interest.	Also,	there	comes	a	stage	when	
formulas	have	exhausted	themselves,	when	themes	have	
become	repetitive,	when	formats	in	approach	and	presenta-
tion	become	redundant,	where	expectations	are	faced	with	
the	limits	of	a	genre.	At	this	point,	it	becomes	necessary	to	
re-evaluate,	to	retarget,	and	reformulate	what	the	inter-
national	art	event	could	be,	and	hence	what	it	could	mean.10

In	the	context	of	the	current	profit-oriented	economy,	
policy-making,	and	politics	that	guide	any	cultural	endeav-
our,	it	might	seem	useless	to	ask	for	more	meaningfulness.	
But	 meaning	 also	 drives	 interest,	 and	 pertinence.	 Per-
tinence	is	the	justification	of	one’s	existence	as	a	cultural	
event.	There	is	a	gain	in	pertinence	when	an	event	stirs	up	
a	debate,	and	makes	a	significant	impact	on	people’s	emo-
tions	and	will	to	understand	the	world	we	live	in.

10.		To	this	more	traditional	way	of	working,	I	oppose	a	
pragmatist	model,	close	to	the	type	of	thinking	that	
can	be	traced	back	to	the	American	philosopher	John	
Dewey.	His	book	art and experience	 is	a	continuous	
reference	for	my	work	(it	also	inspired	Black	Mountain	
College	at	the	time	it	was	published).	I	find	in	Bruno	
Latour,	also	a	pragmatist	philosopher,	a	resonance	to	
my	work	as	curator	and	editor.	Note	he	is	also	a	pro-
ponent	 of	 the	 Actor	 Network	 Theory	 which	 lies	 at	
the	 base	 of	 DEMO-GRAPHICS.	 See:	 Bruno	 Latour,	
an inquiry into modes of existence: an anthropology of the 
moderns,	trans.	by	Catherine	Porter	(Cambridge,	MA:	
Harvard	University	Press,	2013).
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The	project	that	we	are	aiming	to	discuss	here	is	that	of	a	
major	international	art	event	in	Canada,	and	more	specific-
ally	in	the	Greater	Toronto	Area.	This	represents	a	particu-
lar	challenge,	Canada	not	being	a	country	that	draws	large	
numbers	like	those	of	international	art	events	nowadays.	
Although	several	Canadian	artists	have	been	recognized	in	
recent	decades	as	seminal	figures	in	the	contemporary	art	
world,	Canada	as	a	country	is	no	longer	top	of	the	agenda,	
as	it	was	in	the	1980s,	when	it	comes	to	attracting	inter-
national	attention.	A	large	event	could	help	the	country	
resurface	in	a	context	where	globalization	has	taken	over,	

map of the greater toronto area
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and	where	the	art	world’s	attention	has	been	taken	over	
by	new	developing	situations	in	East	European	countries,	
Turkey,	China,	India,	the	Middle	East,	and	Latin	Amer-
ica.	 These	 places	 have	 the	 advantage	 of	 not	 only	 being	
the	locus	of	discovery,	but	they	also	represent	the	world’s	
current	critical	agendas	such	as	exploding	population	and	
economies,	 wars	 and	 battles	 for	 identity	 and	 territory,	
the	renegotiation	of	East	and	West,	North	and	South,	and	
post-colonial	legacies,	to	name	a	few.	These	agendas	have	
risen	in	the	last	half-century,	challenging	the	precepts	of	
modernism	(a	utopian	faith	in	man’s	evolution),	the	stabil-
ity	of	nationhood,	and	Earth’s	ecology,	all	of	which	have	
put	an	end	to	the	tranquil	and	somewhat	reassuring	years	
that	followed	the	end	of	WWII.	In	those	years,	Canada	
had	gained	in	assurance	and	worldwide	recognition	as	a	
peacekeeping	nation	and	host	to	the	post-war	diasporas.	
It	is	a	period	in	which	its	achievements	in	the	realm	of	the	
arts	gained	international	recognition	and	exercised	leader-
ship	 also	 in	 that	 sense.	 Framed	 by	 the	 Canada	 Council	
and	provincial	cultural	agencies	and	ministries,	Canada	
became	a	champion	of	post-modern	art,	attentive	to	sim-
ilar	developments	in	other	parts	of	the	world.	A	series	of	
non-commercial	galleries	created	by	artists	started	dotting	
the	country’s	artistic	landscape,	contributing	to	the	recog-
nition	of	advanced	forms	of	art	and	art	discourse.	It	seems,	
though,	that	the	keen	interest	that	professionals	from	else-
where	had	in	Canada	in	the	1980s	was	distracted	by	the	
expansion	of	the	art	world	itself	to	all	continents	under	
the	effects	of	globalization,	information	technologies,	and	
increased	ease	of	travel.
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How	can	we	regain	the	interest	of	the	international	art	
world?	 And	 why	 should	 that	 even	 be	 a	 preoccupation?	
Both	questions	can	create	a	springboard	or	a	launching	pad	
for	steering	a	major	international	event.	It	is	clear	that	in	
order	to	emerge	on	an	international	scale,	one	must	pos-
ition	oneself	in	a	distinct	manner.	One’s	singularity	must	
show	up.	It	is	no	longer	possible	just	to	adopt	a	well-known	
model,	that	of	the	biennial	in	this	case.	It	is	no	longer	desir-
able	to	format	the	event	just	by	inviting	a	guest	curator	who	
acts	on	his	or	her	own	will	and	repute	and	by	identifying	a	
theme.	In	any	case,	is	the	concept	of	driving	an	event	with	
an	overall	theme	enough?	Working	with	a	theme	restricts	
the	choice	of	artists	and	the	ways	of	working,	as	every-
thing	has	to	fit	in	this	pre-established	logic.	Every	choice	
has	to	belong	to	the	theme,	as	it	comes	up	recurrently	in	
the	works	show.	This	is	a	restrictive	and	authoritarian	way	
of	working	in	the	context	of	today’s	world,	permeated	by	
crisis,	contradictions,	emerging	sociopolitical	phenomena,	
and	the	need	to	develop	new	economies	and	new	politics.	
The	Oxford	Dictionary	says	a	theme	is	“the	subject	of	a	
talk,	piece	of	writing,	exhibition,	etc.;	a	topic.”	A	theme	
seeks	to	control	and	to	prescribe,	to	format	reality	rather	
than	to	learn	from	it	(the	subject	itself	is	the	topic,	the	sub-
ject	already	having	been	defined).	It	can	have	the	effect	of	
playing	to	one’s	emotions,	values,	interests,	convictions,	
and	in	this	sense	it	can	represent	some	public	appeal	or	mar-
keting	value.	But	one	wonders	in	the	end	how	much	discov-
ery	or	sense	of	wonderment,	or	even	enchantment,	it	can	
produce.	As	the	theme	comes	from	a	pre-conceived	view	
(in	this	case	of	the	state	of	the	arts	or	of	that	of	the	world),	
it	can	be	reassuring,	and	can	flatter	the	public	in	its	expect-
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ations.	But	we	want	more,	don’t	we?	One	would	wish	that	
a	contemporary	art	event	could	really	lead	to	discovery,	
to	a	better	understanding	not	only	of	art,	but	also	of	the	
workings	of	today’s	world.	And	in	this	sense,	it	can	lead	
to	enchantment,	a	critical	enchantment	that	comes	from	
the	feeling	that	the	powerlessness	we	sometimes	feel	in	our	
everyday	lives	turns	into	the	acknowledgement	of	differ-
ence	and	the	opening	up	of	potentialities.

This	is	the	task	that	we	must	endorse	when	wanting	to	
set	up	a	meaningful	event.	There	is	no	equal	to	that	of	feel-
ing	that	you	are	making	a	discovery,	learning	something	
meaningful,	gaining	in	empowerment	and	joy.	This	is	the	
guiding	spirit	we	are	looking	for.

That	having	been	said,	what	is	it	that	we	don’t	know	
about	Canada?

Let	 us	 start	 by	 examining	 what	 others	 know	 about	
Canada.

Last	 spring,	 I	 curated	 a	 carte-blanche	 evening	 at	 the	
Silencio	 in	 Paris	 with	 Mark	 Lewis.	 We	 worked	 on	 the	
idea	 of	 Canada,	 inspired	 by	 Richard	 Ford’s	 celebrated	
novel	canada. It	is	the	story	of	Dell,	a	fourteen	year-old	
boy	whose	parents	author	a	bank	robbery,	which	explains	
his	eventual	fleeing	to	Canada.	Canada,	the	refuge,	the	
myth.	This	is	what	we	worked	on	by	assembling	and	com-
missioning	a	series	of	works,	artists,	and	organizations	in	
the	world	that	directly	refer	to	Canada	without	being	Can-
adian	for	the	most	part.	So	here	we	experienced	these	frag-
ments	of	imagination	nourished	by	the	idea	of	Canada	with	
a	music	label	from	the	U.S.,	Secretly	Canadian,	a	video	
production	venture	in	Barcelona	called	Canada,	Boards	of	
Canada	from	Scotland,	clips	of	an	American	black	actor	
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whose	 chosen	 name	 was	 Canada	 Lee,	 works	 from	 the	
New	York	gallery	Canada;	to	these	artists	Camille	Henrot,	
Pierre	Huyghe,	Laurent	Grasso,	Étienne	Chambaud,	Jeff	
Wall,	amongst	others	contributed	works,	along	with	films	
by	Canadian	artists	who	have	themselves	researched	the	
idea	of	Canada,	Glenn	Gould,	Michael	Snow,	Joyce	Wie-
land,	Jacqueline	Hoang	Nguyen	more	recently.	This	even-
ing	and	the	research	it	generated	for	both	Mark	and	myself	
became	a	genuine	passion	and	now	nourishes	our	curatorial	
and	artistic	ventures.

In	considering	what	an	international	art	event	could	be,	
we	should	also	examine	what	is	distinct	about	Canada	with	
regards	to	its	history.	This	also	feeds	our	“international”	
preoccupations.	Canada	is	international	from	the	start,	as	
are	many	nations	around	the	world.	Countries	are	usually	
the	result	of	wars,	religion,	and	battles	for	territory.	They	
also	are	the	result	of	economic	imperatives	for	which	we	
can	think	of	many	examples	just	here	in	Canada,	as	these	
range	from	fur	trading	(the	“gold”	of	those	times)	in	its	
beginnings,	to	the	need	to	ensure	as	much	Canadian	terri-
tory	in	the	Arctic	which	has	become	particularly	attractive	
for	its	oil	resources	(black	gold).	Both	the	French	and	the	
British	fought	over	the	colonization	of	Canada.	That	herit-
age,	together	with	the	heritage	of	Canada’s	first	peoples,	
constitutes	the	basic	foundations	of	the	country.	It	is	my	
opinion	that	any	international	art	event	in	Canada	must	
contribute	to	rediscover	that	combined	and	distinct	herit-
age	through	the	art	practices	of	today.	Cultural	hybridity	
is	a	particular	visible	trait	of	Canada,	and	it	is	timely	to	aim	
at	better	understanding	the	past	in	order	to	better	leap	into	
the	future,	especially	as	the	question	of	migrations	is	hit-
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ting	the	planet	hard	at	this	time.	Understanding	hybridity,	
as	historian	Serge	Grunzinski	says,	is	an	ongoing	process	
that	is	to	be	begun	again	and	again.11	

Past	the	era	of	migrations	that	came	with	colonization,	
Canada	since	the	twentieth	century	has	received	import-
ant	waves	of	migrants	from	different	continents.	The	Irish	
famine	sent	many	migrants	to	North	America.	The	Russian	
revolution	and	the	establishment	of	the	USSR	pushed	many	
Ukrainians	 to	 Canada.	 The	 European	 continent	 struck	
by	the	two	world	wars	generated	massive	waves	of	immi-
gration	inside	the	continent	itself	as	much	as	to	North	and	
South	 America.	 Economic	 depression	 and	 authoritarian	

11.		Gruzinski	claims	the	following:	“…	in	the	long	run,	the	
multiplication	 of	 approximately	 similar	 or	 neighbor	
states	leads	to	the	creation	of	states	that	are	distinctive,	
which	provokes	the	dispersion	of	elements	within	the	
system	that	wander	in	quest	of	new	configurations	….	In	
this	regard,	mélange	and	hybridization	cease	to	appear	
to	be	temporary	disruptions	and	become	fundamental	
dynamics.	In	our	opinion,	this	interpretation	credits	the	
complexity	and	importance	of	mélange	and	hybridiza-
tion.	But	it	also	renders	the	study	of	these	difficult,	since	
it	clashes	not	only	with	the	rigidity	of	our	categories,	
but	also	with	our	concepts	of	time,	order	and	causality.	
Hybridization	belongs	to	a	class	of	factors	before	which	
historians	in	fact	seem	quite	disarmed.”	Serge	Gruzin-
ski,	La pensée métissée	(Paris:	Fayard,	1999),	55	(quota-
tion	translated	by	Timothy	Barnard).	See	also	Marwan	
M.	Kraidy,	hybridity, or the cultural Logic of Globalization	
(Philadelphia:	Temple	University	Press,	2005).
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Depictions of huron life, 1640 (toronto Public library)

toronto area, 1688 (library and archives canada). the word 
"toronto" (of Iroquois origin) was interpreted as "meeting place",  
a Victorian misinterpretation, actually it means that place  
"where there are trees in water". 
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political	regimes	in	countries	such	as	Germany,	Italy,	Por-
tugal,	Greece	nourished	migrations	to	Canada.	The	open-
ing	of	the	Eastern	European	bloc,	the	exodus	from	Viet-
nam	and	from	certain	Latin	American	countries	has	marked	
immigration	 in	 the	 last	 three	 decades.	 South	 Asian	 and	
Chinese	immigration	has	become	strong	in	the	last	decades	
also.	Some	latter-day	immigration	comes	from	conflicts	in	
the	Middle	East.	This	adds	to	migrations	in	the	country	
itself	as	nationalistic	agendas	or	economic	ones	drive	Can-
adians	to	the	more	prosperous	regions	such	as	the	GTA,	as	
was	the	case	with	Québécois	moving	to	Toronto	in	the	con-
text	of	the	peak	in	separatism	in	the	1970s	and	1980s	era.	
We	can	expect	the	migration	phenomenon	(which	is	world-
wide)	to	increase	as	there	are	many	problematic	regions	in	
the	world	facing	issues	that	are	extremely	difficult	to	solve	
(Greece	and	Syria	are	constant	reminders	these	days)	and	
far	from	coming	to	any	point	of	resolution.

F O U N DA T I O N A L 	 P I L L A R S

Both	its	history	and	the	current	dynamics	in	Canada,	and	
in	the	world,	provide	the	foundational	pillars	for	creating	
an	international	art	event	of	significance	in	this	country.	
The	concept	of	DEMO-GRAPHICS	strongly	builds	on	this	
dual	concern.

Upon	receiving	the	invitation	from	Asma	Mahmood	to	
curate	a	biennale	in	the	GTA	region,	I	reflected	on	how	it	
could	be	pertinent	in	the	context	of	this	rapidly	developing	
area,	in	the	context	of	Canada	itself	and	within	the	current	
international	zeitgeist.	I	have	been	fascinated	by	Toronto’s	
growth	ever	since	I	read	a	few	years	ago	that	the	region	was	
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to	expand	from	its	two	million	inhabitants	in	the	1970s	
to	seven	million	in	the	first	years	of	the	new	millennium.	
This	is	happening	and	more,	as	current	projections	speak	
of	almost	ten	million	by	2040.12

This	growth	is	largely	due	to	immigration,	as	already	half	
the	population	consists	of	immigrant	people.13	This	con-
trasts	with	the	largely	dominant	white	population	charac-
terizing	Toronto	only	a	few	decades	ago.	The	phenomenon	
is	 analogous	 to	 what	 has	 happened	 in	 London	 in	 recent	
decades,	as	the	city	has	been	infused	by	immigrants	from	
different	parts	of	the	world.	The	average	onlooker	quickly	
realizes	how	profoundly	these	cities	have	been	changed	by	
(international	and	not	only	internal)	immigration	and	by	
cultural	hybridity.	It	is	our	task,	as	citizens,	as	artists,	as	
curators,	to	interrogate	the	profound	mutations	that	the	
world	is	going	through,	and	to	do	so	with	care,	sensibility,	
and	a	structured	yet	open-minded	and	critical	attention.

This	exercise	calls	upon	the	demos	in	the	word	demo-
graphics.	Demos	comes	from	the	Ancient	Greek	(δῆμος)	
and	refers	to	the	common,	the	space	where	people	come	

12.		http://www.fin.gov.on.ca/en/economy/demographics/
projections/table10.html.

13.		See	note	14	for	statistical	information	sources.
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together	as	a	being-in-common	that	works	itself	out.	It	
is	the	place	where	one	develops	the	way	in	which	one	is	
to	be	with	the	other	and	vice-versa.	In	that	sense,	it	is	a	
place	where	cultural	and	political	hybridity	come	to	grips	
with	one	another,	on	a	continuous	basis.	The	main	issue	
is	being-in-common	and	it	responds	to	the	necessity	to	
articulate	modes	of	being,	of	difference	and	togetherness	
in	the	present.

The	word	also	contains	graphics	and	calls	upon	visual	
culture	that	forcefully	inhabits	the	space	of	the	common	
today,	 including	 new	 media	 in	 the	 real	 and	 extending	
reality	to	a	larger	world	that	we	no	longer	can	consider	
“virtual.”	It	implies,	in	the	Greek	graphḗ (γραφή),	that	
the	common	is	being	spelled	out,	that	something	is	writ-
ten.	 Graphe	 is	 writing,	 and	 in	 the	 present-day	 age	 it	
implies	different	modes	of	working:	painting,	gesture,	
drawing,	 photography,	 printmaking,	 etching,	 cartog-
raphy,	computer	graphics,	web	graphics,	symbols,	logos	
even.	Graphe	is	present	in	all	spheres	of	life.	By	the	mere	
fact	that	it	deals	with	communications,	it	is	a	vehicle	for	
being-together,	for	exploring	the	common	that	is	called	
upon	by	demos.
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The	hyphen	that	links	the	two	components	of	the	word	in	
the	title	of	the	project	also	links	the	two	letters	that	have	“o”	in	
them,	the	last	of	demo	and	the	first	of	graphics,	when	spelled	
out	in	capital	letters	as	in	the	logo	our	designer	has	come	up	
with.	This	linkage	is	that	of	different	globes,	different	planets,	
different	peoples	in extenso	coming	together	in	the	event.

In	this	perspective,	the	artists	invited	will	be	coming	from	
Canada,	taking	into	consideration	its	current	demographics,	
but	also	from	the	countries	where	the	different	ethnicities	
found	in	Canada	originate	from,	and	this	includes	Europeans	
and	Americans.	The	most	significant	artists	from	all	contin-
ents	will	hence	be	present	and	participating	in	the	event.

Clearly,	the	event	has	a	DNA	in	its	foundational	premises,	
an	essential	component	that	will	make	it	happen	and	make	it	
be	significant,	and	that	DNA	is	in	fact	a	‘DHS.’	The	D	stands	
for	the	demography	of	the	GTA	in	this	instance,	the	H	for	
Hospitality,	and	the	S	for	a	dynamics	of	sharing.	We	will	
now	go	ahead	and	focus	on	the	importance	and	the	materials	
at	the	basis	of	this	DHS.

T H E 	 D E M O G R A P H I C S 	 O F 	 T H E 	 G TA

As	I	mentioned	before,	the	current	demographic	structure	of	
the	GTA	is	impressive.	In	2011	already,	it	corresponded	to	
6,054,191	inhabitants	(one-fifth	of	Canada)	living	in	four	

logo by agnès Dahan studio.
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sub-areas:	Durham,	Halton,	Peel,	and	York.	The	local	profile	
relates	to	the	new	demographic	profile	of	Canada:	20.6	per-
cent	immigrant	population	(about	6,775,800	people)	This	
is	the	highest	immigrant	population	of	the	G8.14

The	 biggest	 concentration	 is	 in	 the	 GTA	—	37	 per-
cent	—	with	Toronto	at	46	percent	(in	Montreal,	16.3	per-
cent	of	the	total).	Note	that	half	of	Toronto’s	population	
(1,237,720)	was	born	outside	of	Canada,	up	from	48	per-
cent	in	1996.	Asia	(including	the	Middle	East)	was	Can-
ada’s	largest	source	of	immigrants	during	the	past	five	years,	
although	the	share	of	immigration	from	Africa,	the	Carib-
bean,	Central	and	South	America	has	increased	slightly.

Hence,	if	half	of	the	current	population	of	the	Area	is	
made	up	of	immigrants,	it	is	important	to	keep	in	mind	that	
the	other	half	is	made	up	of	the	populations	(by	now	quite	
mixed)	relating	to	Canada’s	history,	the	Indigenous	(a	term	
bringing	together	an	already	very	diverse	array	of	ethnici-
ties),	French	and	English,	with	which	earlier	immigration	
has	been	mingling	and	mixing	over	the	centuries	—	up	to	a	
certain	point.	It	was	once	common	to	talk	of	"two"	solitudes	
in	 Canada	 (as	 Hugh	 McLennan	 put	 it),	 and	 the	 debates	
about	the	hegemony	of	French	and	English	in	Canada	have	
never	completely	died	down,	and	it	is	also	the	case	with	
Indigenous	peoples.	However,	any	ambition	for	hegemony	
is	hard	to	keep	up	in	the	context	of	a	world	where	immigra-
tion	is	swelling,	and	of	a	country	where	already	200	differ-
ent	ethnicities	can	be	accounted	for	today.

14.		‘Immigration	and	Ethnocultural	Diversity	in	Canada,’	
Statistics	Canada,	http://www12.statcan.gc.ca/nhs-
enm/2011/as-sa/99-010-x/99-010-x2011001-eng.cfm
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Statistics	 (these	 all	 come	 from	 the	 Statistics	 Can-
ada	website)	show	us	how	the	diversity	of	the	different	
areas	in	Canada	structures	itself.	Statistics	in	this	case	are	
based	on	use	or	knowledge	of	the	mother	tongue	rather	
than	ethnicity	or	provenance	(the	country	where	one	was	
born	or	where	one	comes	from).	This	methodology	has	
limits,	but	for	the	purpose	of	working	out	the	concept	of	
DEMO-GRAPHICS,	it	does	have	some	pertinence.	Mother	

tongue	directly	relates	to	
language	 (a	 big	 issue	 in	
Canada	 historically	 as	 it	
directly	refers	to	the	idea	
of	 founding	 nations,	 of	
culture	 and	 the	 right	 to	
live	 in	 one’s	 culture	 and	
values	—	most	 countries	
have	one	language	or	have	
worked	out	a	common	lan-
guage	using	previously	dis-
tinct	 ones).	 Researching	
the	 history	 of	 the	 GTA,	
I	 fell	 upon	 a	 document	
which	 is	 an	 image	 of	 one	
of	the	first	dictionaries	to	
have	been	written	in	Can-
ada.	 It	 is	 from	 an	 1807	
notebook	of	a	French	mer-
chant,	 Laurent	 Quetton	
St	George,	and	reflects	his	
trading	 with	 the	 Missis-
saugas	 through	 drawings	

mississauga-French Dictionary, by laurent Quetton 
de st george 1800-01, toronto Public library

george hériot, Native camp, 1807, library and 
archives canada
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and	translation	of	the	words	used	for	fur	trading	in	par-
ticular.15

The	Mississaugas	gave	their	name	to	a	city	and	region	
in	the	GTA	which	has	witnessed	an	enormous	population	
growth	in	recent	years	as	well	as	a	drastic	diversification	of	
its	inhabitants.

It	is	unfortunately	not	possible	in	this	context	to	analyze	
the	composition	of	all	the	different	components	of	the	GTA,	
but	I	will	nevertheless	give	an	idea	of	what	Mississauga	and	
Toronto	cities	are	like	at	this	point	(following	the	2011	cen-
sus	data).	This	gives	us	a	good	indication	of	the	current	situ-
ation,	which	is	just	as	diverse	if	one	looks	at	other	cities	or	
sub-areas	of	the	GTA.	The	following	figures	measure	the	use	
of	non-official	languages	in	Canada,	which	means	other	than	
English	and	French.

15.		mississauga-French Dictionary,	1800-01,	and	Native camp,	
1807	 (George	 Heriot):	 “These	 images	 illustrate	 the	
interaction	between	indigenous	and	settler	groups	in	the	
Toronto	area.	The	dictionary	arose	out	of	local	merchant	
Laurent	Quetton	St	George’s	trade	with	the	Mississaugas,	
and	contains	notes	about	the	fur	trade.	The	rendering	of	
native	life	by	George	Heriot	highlights	the	mix	of	goods	
used	by	Indigenous	people	in	this	part	of	Canada:	traditional	
items	such	as	cradleboards	and	canoes,	European	items	such	
as	firearms	and	cooking	pots,	and	intercultural	items	such	as	
clothing	made	in	the	First	Nations	fashion	but	with	Euro-
pean	cloth	and	the	pipe	tomahawk	created	by	white	mak-
ers	to	meet	native	demands	for	a	particular	kind	of	object	
to	suit	their	needs”	(Toronto	Public	Library,	TRL,	8vo	St	
George,	and	Library	and	Archives	Canada,	C-012781).
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city Population % total population

mIssIssauga16 (713,443 total)
urdu 34,925 4.9
Polish 29,065 4.1
Panjabi 22,880 3.2
arabic 21,990 3.1
tagalog 19,920 2.8
Portuguese 17,685 2.5
spanish 15,885 2.2
chinese 15,745 2.2
Italian 14,210 2,0

toroNto17 (2,576,025 total)
spanish 113,760 4.4
tagalog (Filipino) 108,655 4.2
cantonese 103,845 4.0
Italian 102,440 2.9
mandarin 84,750 3.3
chinese 82,750 3.2
tamil 79,330 3.1
Portuguese 70,980 2.8
hindi 58,315 2.3
urdu 54,485 2.1

16.		“Focus	 on	 Geography	 Series,”2011	 Census,	 Cen-
sus	Subdivision	of	Mississauga,	CY	-Ontario:	http://
www12.statcan.gc.ca/census-recensement/2011/
as-sa/fogs-spg/Facts-csd-eng.cfm?%Lang=Eng&G-
K=CSD&GC=3521005

17.		“Focus	 on	 Geography	 Series,”	 2011	 Census,	 Cen-
sus	 Subdivision	 of	 Toronto,	 DDR	 -Ontario:	 http:// 
www12.statcan.gc.ca/nhs-enm/2011/dp-pd/prof/details	
/page.cfm?Lang=E&Geo1=CD&Code1=3520&Data=	
Count&SearchText=Toronto&SearchType=	 Begins&	
SearchPR=01&A1=All&B1=All&TABID=1.
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Other	 languages	 are	 under	 the	 2	 percent	 mark	 of	 the	
non-official	 languages	 spoken	 (out	 of	 200	 ethnicities	
present	 to	 this	 day	 in	 Canada	 as	 mentioned).	 These	 are,	
chosen	amongst	a	longer	list	because	they	constitute	a	nota-
bly	important	group	in	size,	Gujarati,	Vietnamese,	Korean,	
Greek,	Persian	(Farsi),	Russian,	Ukrainian,	Croatian,	Serb-
ian,	Romanian,	and	Hungarian.	New	ethnic	groups	to	appear	
in	local	demographics	come	from	Africa	(Algeria,	Morocco,	
and	Nigeria),	Latin	America	(Colombia,	Mexico),	and	Haiti.	
A	more	recent	European	immigration	is	coming	from	the	
United	Kingdom,	France,	and	Russia.	Besides	South	Asians,	
the	other	ethnic	groups	that	surpass	the	million	mark	in	Can-
ada	are	Italian,	Chinese,	Ukrainian,	East	Indian,	Dutch,	and	
Polish.	To	come	back	to	the	GTA,	one	notes	that	visible	min-
orities	(a	strange	term	in	my	mind)	make	up	66.4	percent	of	
Brampton’s	population,	53.7	percent	of	Mississauga’s	and	
49.1	percent	of	the	population	of	the	city	of	Toronto.18

Among	 the	 black	 population,	 42	 percent	 lived	 in	
Toronto	(versus	22.9	percent	in	Montreal).	Indigenous	
peoples	represent	3	percent	of	the	GTA	and	is	on	the	rise.	
It	is	interesting	to	note	how	the	rise	of	a	newer	immigrant	
population	in	Canada	corresponds	to	a	stronger	interest	in	
Indigenous	peoples.	It	is	as	though	when	diversity	becomes	
a	pressing	subject	in	our	societies	as	massive	displacements	
of	populations	affect	the	globe,	the	‘local’	is	forcibly	being	
reassessed	and	revalued	in	the	process.

18.		“Diversity,”	 City	 of	 Toronto,	 http://www1.toronto.ca/	
wps/portal/contentonly?vgnextoid=dbe867b42d85341	
0VgnVCM10000071d60f89RCRD&vgnextchannel=	
57a12cc817453410VgnVCM10000071d60f89RCRD.
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H O S P I TA L I T Y

On	 hospitality,	 the	 following	 should	 be	 said.	 DEMO-	
GRAPHICS	is:

*	An	event	to	be	held	in	the	participating	venues,	but	also	
in	places	where	people	hang	out,	public	libraries,	schools,	
the	 airport,	 churches,	 empty	 lots,	 vacant	 spaces,	 aban-
doned	buildings,	and	people’s	houses.	In	order	to	enlarge	
our	potential	of	discovery,	especially	given	the	terrain	the	
event	is	meant	to	navigate,	that	of	the	common	in	the	con-
text	of	an	expanding	and	deeply	changing	world,	our	praxis	

massimo guerrera, transmission (Porus Project), 2000–03, courtesy of the artist.



	 3 6 	| 2 6 0 	

D e m o - g ra p h i c s , 	 C h a n t a l 	 P o n t b r i a n d	

as	curators	and	artists,	the	event	must	seek	different	types	
of	venues	to	happen,	and	beyond	museums,	it	is	important	
that	it	finds	ways	of	working	in	public	as	well	as	private	
spaces	where	different	realities	can	be	explored.

*	An	event	to	discover	ourselves,	our	diversity,	the	chan-
ges	going	on	in	our	society,	a	local	that	is	GLOBAL.	We	
can	see	from	the	statistics	that	we	are	in	the	midst	of	pro-
found	social	and	cultural	mutations.	Moreover,	the	social	
aspects	of	these	are	bound	to	affect	how	culture	and	the	arts	
will	evolve	in	this	context.	Because	of	the	fact	that	Can-
ada	is	one	of	the	countries	where	immigration	has	so	much	
weight,	it	is	a	laboratory	for	what	is	happening	the	world	
over.	Because	of	its	founding	nations,	it	already	has	a	back-
ground	on	which	to	build	the	articulation	of	the	new	demos.	
As	Chantal	Mouffe	puts	it,	the	antagonisms	in	place	can	
lead	to	unprecedented	developments	because	of	the	coun-
try’s	democratic	institutions	and	its	traditional	openness	(a	
value	and	attitude	that	we	should	be	careful	to	preserve,	as	
adversary	forces	do	manifest	themselves,	as	we	know).19

*	An	event	to	invite	the	world	in…	It	is	about	bringing	
the	international	to	the	international	in	this	case,	since	the	
GTA	is	so	much	so	in	the	first	place.	Here	the	local	is	inter-
national.	Contrary	to	the	objectives	of	most	biennials,	that	
is	bringing	the	international	to	the	local,	this	is	not	so	much	
the	case	for	the	GTA.	The	idea	is	more	to	enhance	the	inter-
national	character	of	the	place	by	building	a	dialogue	with	
the	world,	and	especially	the	countries	where	the	area’s	
diverse	populations	come	from.

19.		See	Chantal	Mouffe,	agonistics: Thinking The World 
politically	(London,	UK	and	New	York:	Verso,	2013).
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A 	 DY N A M I C S 	 O F 	 S H A R I N G

How	can	one	pull	an	event	like	DEMO-GRAPHICS	together?	
It	essentially	has	to	do	with	bringing	together	institutions	
and	 organizations	 that	 enliven	 the	 GTA	 already	 through	
collaboration,	 sitting	 down	 together	 to	 develop	 projects.	
Toronto	has	major	institutions	which	must	be	included	as	
they	have	influence,	gather	larger	publics,	have	cultivated	
their	audience	for	years	with	quality	programs,	and	this	audi-
ence	should	benefit	from	what	DEMO-GRAPHICS	will	have	

mona hatoum, conversation Piece, 2011. courtesy of the artist © Photo: chantal Pontbriand.
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to	offer	in	pursuing	that	development.	Its	smaller	institutions	
have	also	contributed	to	more	diversity	in	the	way	Toron-
tonians	think	of	contemporary	art,	often	working	on	issues	
that	will	come	up	in	DEMO-GRAPHICS.	Other	cities	in	the	
Area	create	a	web	of	potential	participating	institutions	that	
are	also	developing	an	audience	and	new	publics	and	are	all	
keen	on	presenting	contemporary	art	and	working	out	global	
as	 well	 as	 local	 issues.	 The	 list	 of	 potential	 collaborators	
(even	this	non-exhaustive	one)	is	impressive	and	inspiring.	
To	name	a	few:	the	Agha	Khan	Museum,	the	Art	Gallery	
of	Mississauga,	the	Art	Gallery	of	Ontario,	the	Art	Gallery	
of	York	University,	the	Blackwood	Gallery	(University	of	
Toronto),	the	Hamilton	Art	Gallery,	the	Justina	M.	Barnicke	
Gallery University	of	Toronto	Art Centre,	the	McMaster	
Museum	of	Art,	the	Oakville	Galleries,	the	Peel	Art	Gallery,	
The	Power	Plant,	and	the	Royal	Ontario	Museum.	To	these,	
we	wish	also	to	seek	and	add	the	participation	of	the	private	
foundations	and	artist-run	centres	across	the	Area.

But	in	order	to	achieve	the	optimum	results	we	are	aim-
ing	 for,	 the	 contribution	 of	 governmental	 and	 municipal	
agencies	in	Culture,	Economy,	Tourism	and	Education	is	
essential.	The	project	will	also	create	links	with	the	business	
and	social	services	communities,	as	all	are	concerned	by	the	
dynamics	of	sharing,	developing,	and	understanding	today’s	
issues.	DEMO-GRAPHICS	is	an	appeal	to	the	broader	cultural	
world,	as	the	visual	arts	have	a	strong	tradition	of	opening	up	
to	other	arts,	modes	of	working	and	doing.	In	the	context	of	
a	project	that	addresses	the	diversity	of	cultures,	this	open-
ness	to	different	artistic	practices	is	fundamental.	One	thinks	
of	Toronto’s	ebullient	literary	scene,	which	is	known	inter-
nationally	for	the	fact	that	it	is	a	strong	exponent	of	‘world’	
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literature.	DEMO-GRAPHICS	is	already	creating	links	with	
international	partners	that	seek	to	show	the	world	different	
modes	of	being,	such	as	the	Dhaka	Art	Summit	in	Bangladesh	
and	the	Athens	Biennial.	Note	that	the	next	documenta,	titled	
Learning from athens,	is	working	out	of	the	city	and	that	its	
first	part	will	be	held	in	Athens	in	April	2017,	with	a	second	
part	held	later	in	Kassel.	This	decision	parallels	the	sympo-
sium	I	had	curated	in	Athens	in	2010	during	the	IKT	annual	
congress.	Titled	courage!!!!!,	it	asked	of	the	speakers	(a	polit-
ical	scientist	—	Costas	Douzinas,	a	philosopher	—	Markus	Stein-
weg,	a	curator	—	Sarat	Maharaj,	and	an	artist	—	Jalal	Toufic)	that	
they	interpret	this	concept	of	concepts	in	ancient	Greek	phil-
osophy	in	the	context	of	the	current	Greek	and	world	crisis.

Ultimately,	 and	 foundationally,	 DEMO-GRAPHICS	 is	
meant	 to	 be	 a letter from the people,	 and	 not	 a	 letter	 to	 the	
people.	 It	 will	 constitute	 itself,	 form	 itself,	 by	 examining	
what	the	local	is	and	how	that	local	can	then	relate	to	the	
international	world.	It	will	work	in	a	process-oriented	man-
ner,	building	from	the	findings	and	encounters	that	will	dot	its	
journey.	DEMO-GRAPHICS	is	not	a	preconceived	idea	meant	
to	be	imposed	on	any	place	or	any	body.	It	will	rise	up	from	a	
careful	involvement	with	the	people	of	the	Greater	Toronto	
Area,	as	it	is	working	out	the	dynamics	of	a	broader	world.	
Let	us	not	forget	DEMO-GRAPHICS	is	an	event	meant	to	be	
held	in	the	participating	venues	and	institutions,	but	also	in	
places	where	people	live,	work,	and	entertain	themselves.

It	will	be,	and	it	is	already,	a	place	to	exercise	DEMOS.

chantal pontbriand is curator of Demo-Graphics i which will 
open in may 2017.
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Montaigne’s tower

Southern facade of the tower

Montaigne’s Tower is the southern tower of the Château
de Montaigne, a historical monument located in the
French département of Dordogne. The tower is the
only vestige of the original sixteenth-century castle, since
the other buildings had to be rebuilt following a fire in
1885.[1]

The tower was renovated and redecorated to Michel de
Montaigne’s specifications in 1571, following his first re-
tirement from public life. It notably contained the famous
library and study in which he spent “most of his days”[2]
and the study in which the Essays were written.
In recognition of its historical and cultural significance,
the tower has been classified as monument historique by
the French government since 1952.[3] It is the only one of
the castle’s buildings to be open to visitors today.

1 Architecture

The tower is in fact composed of three distinct architec-
tural elements: the central round tower, a smaller sec-
ondary tower (containing a spiral staircase), and a square

corps de logis protruding from the tower. It was built in
the sixteenth century in the neo-renaissance style. It abuts
the barbican defending themain entrance to the castle and
its courtyard, or Cour d'honneur, on the side of the gate.[4]

The tower from the inside courtyard

2 Inside the tower

The round tower contains a chapel with a vaulted ceiling
on the first floor, while the second floor was used as a
bedroom. Conduits hidden between the first and second
floor transmit sounds with good fidelity, which allowed
Montaigne to hear mass without leaving his bedroom in
his old age. The third floor contained a cabinet (the li-
brary in Montaigne’s time) and a square corps de logis
three meters long by two and a half wide (which was used
as a study by Montaigne). While the corps de logis was
almost entirely covered in paintings in Montaigne’s life,
only traces of the seccos subsist to this day.[5]

1



2 4 REFERENCES

2.1 The tower in Montaigne’s time

Scholars have long identified that the tower’s physical
environment stood in relation with Montaigne’s writing;
Montaigne himself elaborates on the importance of the
library for his writing in the third essay of the third part
of the Essays. Montaigne did not simply use the books
in his library for inspiration, but he was also stimulated
by the paintings and maxims painted all over its walls
and ceilings, as shown by the usage in the Essays of ci-
tations culled from the room’s paintings. The extent and
nature of this influence remains however difficult to as-
certain: while early critics may have conjectured a stylis-
tic correspondence between the proliferating decorations
and Montaigne’s exuberant writing,[6] more recent schol-
arship tends to insist onMontaigne’s personal approach to
the inspiration provided by the paintings and maxims sur-
rounding him[7] or on the way its physical arrangement,
“a structure based on comparison and contrast,” reflects
Montaigne’s associative reading tendencies.”.[8]

2.1.1 The library

Forty-six of its forty-eight oak joists, as well as two sup-
porting beams, were painted with Greek and Latin cita-
tions in Montaigne’s time. These inscriptions are still vis-
ible today, although some of them cover earlier inscrip-
tions. Visitors from the eighteenth-century have noted
the presence of sentences on the boards of the library as
well as on its shelves, but these are today erased. A dedi-
cation of the entire library to Montaigne’s friend Étienne
de La Boétie is also lost, as is the cabinet which contained
over a thousand books.[7]

The two load bearing beams bear eight inscriptions from
skeptic authors, mostly from Sextus Empiricus. The
forty-six joists, distributed on three rows, are inscribed
with a total of sixty-seven sayings[5] taken in their ma-
jority from the Bible and from classic authors (includ-
ing Horace, Lucretius, Menander, and Sophocles). Many
of these are mentioned in the Essays, either verbatim, in
translation, or in paraphrase. Alain Legros argues that
the order in which Montaigne would have encountered
the sentences while walking in the room is perceptibly
influential on the structure of some essays, notably the
“Apology for Raymond Sebond.” Later authors such as
Grace Norton, Pierre Villey, Michel Butor and George
Hoffmann have also discussed these sentences.[7]

The library has beenmentioned in travel accounts as early
as from 1611, including one in English (John Sterling in
1836).[9]

2.1.2 The study

The study, the only room in the tower to have a fire-
place, contained most of the paintings commissioned by
Montaigne. Painted a secco, they included “a landscape

with Venus and Adonis, Mars and Venus surprised by
Vulcan, Cimon suckled in prison by his daughter Pero,
a shipwrecked sailor safely on shore beside a temple to
Neptune, a figure with a lance before another temple, and
a combat between soldiers (perhaps gladiators) in what
might have been an amphitheater.” Early accounts also
report the presence of representations of the Judgment
of Paris and of the burning of Troy, as well as a ban-
quet scene, but these are not mentioned in accounts dating
from the nineteenth century.[10] A still visible Latin in-
scription, dated from the year 1571, dedicates the room "
à sa liberté, à sa tranquillité et à son loisir” (“to his [Mon-
taigne’s] freedom, to his tranquility, and to his leisure”).[5]

Decorated in the ornamented style typical of French
Mannerism style, the paintings and elaborate borders
filled “every inch” of the available surface, including
“ceiling beams, and ceiling.” One of the central theme
of the paintings gathered in the space seems to have been
nudity, a question metaphorically at the heart of the writ-
ing project of the Essays.[11]

3 In culture

As a symbol of the tension between the writing imagina-
tion and the constraint of one’s environment, the tower
has appeared in the writings of many other writers than
Montaigne. For instance, “Montaigne’s Tower” is the
title of a poem by Geoffrey Grigson, published in the
1984 collection Montaigne’s Tower and Other Poems. It
probes the relation between the writer, his immediate en-
vironment, and the compass of his imagination by imag-
ing Montaigne at work in his library and looking out at
the countryside surrounding the castle after asking its
initial question: “Was it really here, in this tiled room
In this tower, that Montaigne wrote?"[12] Hilary Masters
presents another take on a similar subject in his collection
of essays published in 2000, In Montaigne’s Tower. In re-
counting a visit to the tower, he notes the ways in which
it is designed to provide for both spiritual and material
needs, but for him constraints assert themselves over the
freedom provided by the refuge: “Our imaginations, of-
ten falsely confirmed by memory, can cross many bor-
ders, but these escapes are doomed and freedom always
lies just beyond”.[13]
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Born	in	Tangermünde/Germany	on	October	13,	1929,	
grew	 up	 in	 Hamburg,	 Tangermünde,	 Neukirch	 near	
Bautzen.	Father:	police	officer	whose	work	disability	was	
related	to	the	phosgene	catastrophe,	caused	by	the	Ham-
burg	Reichswehr	in	1929,	died	in	1948	due	to	its	long-
term	 health-damaging	 consequences;	 mother:	 domestic	
help,	 worker;	 stepfather:	 farmer,	 semi-skilled	 worker.	
1936	—	1940	Volksschule	(equivalent	to	primary	school),	
Oberschule	(secondary	school)	1940	—	1945	in	Bischofs-
werda.	 1945	—	1948	 agricultural	 apprenticeship,	 after-
wards	 technical	 college	 of	 agriculture	 and	 education	 of	
vocational	school	teacher	of	agriculture	(New	Teacher)	in	
Bautzen	and	Leipzig-Abtnaundorf.	1950/51	vocational	
school	New	Teacher	on	the	island	of	Rugia,	after	1951	
lecturer	at	the	technical	college	of	agriculture/engineering	
school	of	land	improvement	in	Greifswald-Eldena	for	busi-
ness	management	and	social	science.	Passed	the	examina-
tion	as	a	subject	teacher	in	1953,	later	took	external	social	
science	 studies	 at	 the	 University	 of	 Leipzig,	 obtained	
degree	in	1958.	Besides	political	economy,	taught	hist-
ory	and	sociology	of	peasantry,	as	well	as	farm	manage-
ment.	(Political	economy	of	large	agricultural	companies.)	
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1958	—	1960:	deputy	director	of	the	(graduate)	School	of	
Medicine	at	the	University	of	Greifswald.

Studied	 after	 1960	 at	 the	 Institute	 of	 Philosophy	 of	
the	University	of	Greifswald,	mentored	by	Prof.	Ehrhard	
Albrecht.	In	1961	started	sociological-empirical	 inves-
tigations.	PhD	in	1964	on	a	sociological-methodological	
topic	(about	the	relationship	between	sociology,	histor-
ical	 materialism,	 and	 cybernetics).	 Joined	 Prof.	 Kurt	
Braunreuther’s	social	science	research	group	in	1965	at	
the	 Institute	 of	 Economics	 of	 the	 German	 Academy	 of	
Sciences	in	Berlin	(Deutsche	Akademie	der	Wissenschaf-
ten	zu	Berlin	[DAW]),	later	called	Academy	of	Sciences	
of	 the	 GDR	 (Akademie	 der	 Wissenschaften	 der	 DDR	
[AdW]),	 industrial-sociological,	 organizational-socio-
logical,	 and	 social-structural	 studies.	 1966	 UNESCO	
summer	school	in	Warsaw,	studying	sociological	methods.	
1971	Summer	school	in	Novosibirsk,	head	of	the	GDR	
study	group.	After	1969	in	the	AdW’s	supervision	of	col-
laborative	research	projects.	In	cooperation	with	Manfred	
Lötsch,	habilitation	at	the	Humboldt-Universität	zu	Berlin	

meyer, hansgünter:  
anschluß an das Weltniveau. Wissenschaft und  
Forschung in den 90er Jahren. 
In: hubertus Knabe, hrsg.: aufbruch in eine andere 
DDr, rowohlt Verlag hamburg, Jan. 1990.
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in	1969.	Book	edition	of	the	habilitationsschrift	about	the	
foundation	of	organizational-sociological	research	in	the	
GDR	in	the	form	of	an	information	and	system	theoretical	
approach,	in	collab.	with	M.	Lötsch,	1971.	Distribution	
was	prohibited	and	the	edition	destroyed.	1971	—	1974	
first	stage	of	empirical	investigation	of	sociology	of	science	
in	the	GDR	and	in	Czechoslovakia.

1973,	appointed	professor	of	sociology	at	the	AdW.	In	
executive	position	until	1974,	set	up	the	department	of	
sociology	at	the	AdW’s	Institute	of	Philosophy.	Involved	
in	 investigations	 of	 the	 social	 structure	 of	 GDR	 soci-
ety	 based	 on	 the	 method	 of	 social-industrial	 and	 struc-
tural-functional	conceptions.	In	1974	reprimanded	and	
transferred	 for	 ideological	 and	 disciplinary	 reasons	 (as	
quoted:	below	an	acceptable	Marxist-Leninist	standard).	
Dissolution	of	the	department	of	sociology	at	the	AdW.	
After	1974	expansion	of	existing	works	in	sociology	of	
science	 (including	 widespread	 comparative	 [empirical]	
Comecon	studies	in	the	GDR,	Hungary,	Poland,	and	Bul-
garia,	 as	 well	 as	 comparative	 analysis	 of	 Comecon	 and	
OECD	countries)	at	the	Institute	of	Theory,	History,	and	
the	organization	of	Sciences	at	the	AdW	(ITW)	in	Ber-
lin,	in	this	context,	gave	advice	and	held	lectures	at	gov-
ernmental	and	scientific	institutions	in	all	Comecon	coun-
tries	(except	Romania)	and	in	Vietnam.	Series	of	studies	
1979	—	1990,	 authors’	 collective:	 Das wissenschaftliche 
Kaderpotential in den sozialistischen Ländern	(The potential 
of scientific cadres in socialist countries	[not	officially	trans-
lated]),	 10	 volumes.	 1989/90	 research	 visits	 to	 socio-
logical	 institutions	 in	 Hamburg,	 Erlangen,	 Konstanz,	
and	 Cologne.	 Research	 trips	 in	 the	 FRG	 (former	 West	
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Germany),	 funded	 by	 the	 DAAD	 (German	 Academic	
Exchange	Service).

Since	 1990:	 member	 of	 the	 ITW	 directorate,	
cofounder	and	chairman	of	the	Society	of	Sociology	in	
the	GDR	(later	known	as:	in	East	Germany),	until	1992,	
in	this	capacity	organizer	of	the	Soziologen-Tag	Leipzig	
1991,	 the	 first	 sociology	 convention	 with	 united	 Ger-
man	participation	since	1930.	Editor	of	the	protocol	vol-
ume	published	by	the	Academy	Press	(Akademie	Verlag	
Berlin).	After	the	dissolution	of	the	AdW	and	a	positive	
evaluation	by	the	Academic	Council	of	the	FRG,	from	
January	1,	1992	until	1995,	active	as	associate	with	a	
private	thematic	group	at	the	Berlin	Social	Science	Cen-
ter	(WZB),	research	group	for	science	transformation.	
Associate	editor	and	cofounder	of	the	Berlin	Journal	of	
Social	Science	Studies	(Berliner	Journal	für	Soziologie).	
Cooperation	(cooption	or	committee	member)	at	the	Ger-
man	 Sociological	 Association	 (Deutsche	 Gesellschaft	
für	Soziologie).

Cofounder,	after	1993:	Chairman	of	the	Science	Sociol-
ogy	and	Statistics	Association	(WiSoS),	Berlin-Adlershof,	

Z2r6 - r8
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managing	 editor	 of	 the	 WiSoS	 series	 of	 publications.	
1993:	 founding	 member	 of	 the	 Association	 of	 Friends	
and	 Sponsors	 of	 the	 WZB	 (Berlin	 Social	 Science	 Cen-
ter).	After	Nov.	1994	emeritus	from	the	WZB.	—	After	
1995	further	publications	in	journals	and	books	on	topics	
of	higher	education	development	and	on	the	political	and	
social	 transformation	 process	 in	 the	 eastern	 German	
Länder.	2001	member	of	the	ministerial	evaluation	com-
mission	of	the	Institute	for	Higher	Education	Research	at	
the	Martin-Luther-Universität	Halle-Wittenberg	(e.V.)	
(HoF)	and	honorary	member	of	the	HoF	e.V.	In	2003,	lec-
tures	in	scientific	institutions	on	social	and	scientific	trans-
formation	and	policy	making	process	in	Hanoi,	Vietnam,	
2004	at	the	University	of	Rio	de	Janeiro	on	discourse	and	
process	of	reform	at	German	universities	and	restructur-
ing	of	east	German	universities.	Move	to	Hohenschönhau-
sen	in	winter	2004.	Until	2006,	different	publications	in	
journals	and	books	based	on	previous	years	of	research,	
lectures,	and	colloquia.

Book	publication	(editor	and	contributor):	Der Dezen-
nien-Dissens	(The	Decades-Dissent	[not	officially	trans-
lated]),	 Leibniz-Sozietät,	 Wissenschaftssoziologie	 und	
-statistik	Berlin,	Trafo	Verlag	Weist,	2006.

March	31,	2007:	Zur Geschichte des promotionswesens 
in Deutschland	 (on history of the German Doctoral sys-
tem	[not	officially	translated]),	introductory	chapter	for	
the	 BMBF	 project	 of	 the	 HoF.	 Significantly	 edited	 by	
Anke	Burkhardt.

Since	 2008,	 academic	 study	 trip	 to	 western	 Turkey,	
and	different	contributions	on	reflections	on	human	evolu-
tion	as	well	as	on	culture-historical	and	religious-historical	
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issues	at	studio im	hochhaus,	a	cultural	institution	in	Ber-
lin-Hohenschönhausen	(Lichtenberg);	unpublished	reflec-
tions	on	other	various	biographical	issues.	Dissolution	of	
the	Science	Sociology	and	Statistics	Association	(WiSoS)	
in	2014.

Died	on	April	26,	2015	in	Berlin-Hohenschönhausen	
(Lichtenberg).

1 2 3

1   meyer, hansgünter (zus. mit Koautoren):  
Das Kaderpotential der Wissenschaft  
10 bände wissenschaftssoziologische unter-
suchungen (in der DDr und im rgW), ms-Drucke, 
akademie der Wissenschaften, (ost)berlin. 1979 
bis 1990: s. Zentralarchiv für empirische sozial-
forschung in der DDr an der universität zu Köln.

2   meyer, hansgünter:   
Kontinuität, brüche, erneuerung -  
Die Wissenschaft in ostdeutschland 
In: utopie kreativ, heft 7 1991, s. 16-23.

3   meyer, hansgünter:  
soziologische Forschung in der DDr  
In: berliner Journal für soziologie. heft 3/4 1992.
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meyer, hansgünter: Der Dezennien-Dissens
leibniz-sozietät; Wissenschaftssoziologie und 
-statistik berlin, trafo Verlag Weist, 2006.
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Z1r2 - r5hansgünter meyer, Doctoral dissertation (1964).

Z1r3b3
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the north cardinal point indicated in the 
official plan of the apartment is incorrect.



Former base of the (West) german border Police.
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180 boxes and dismantled shelves (40m3 in total).
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labour movement 

library 

and archive
INterVIeW WIth  

Dorte ellesøe haNseN 
by KarINe saVarD

hi, Dorte.	Hello.	Karine?

Yes. it’s Karine, how are you? I’m	fine.	I’ve	been	expecting	
your	call.

ok. Good.	You are at home? Yes.	I’m	at	home.	I’ve	been	to	
work.

i want to ask you a few questions about your work — a little bit 
about what we discussed when i visited the archives. i will record 
the discussion if this is oK with you. Yes.	It’s	super.

When did the Labour movement’s library and archives start 
in copenhagen? The	library	and	archives	started	in	1909.	
The	 documents	 are	 older	 because	 the	 party	 started	 in	
1871.	But	there	are	very	few	papers	from	that	time	and	
no	posters.	The	oldest	poster	is	from	the	late…	just	before	
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1900.	It	is	an	election	poster.	It	was	impossible	for	the	
socialists	to	find	the	material,	so	they	started	the	archive.	
They	went	to	international	conferences	and	so	on.	The	
only	way	to	get	information	was	by	bringing	stuff	back.	
It	was	an	international	movement	at	the	time.	The	idea	
was	that	the	working	class	was	international	because	cap-
italism	was	international.	The	literature	and	everything	is	
left-wing.	The	whole	library	is.	Working	men	would	come	
into	the	archive	to	read.	Actually,	it	has	been	working	on	
the	same	level	the	whole	time.	Our	purpose	is	of	course	to	
show	the	political	movement.

Where is the library and archives located? For how long has it 
been at this location and where was it before? The	library	and	
archives,	 the	 museum	 conservation	 department,	 paint-
ings,	 and	 textile	 collections	 moved	 to	 Taastrup	 in	 the	
summer	 of	 2012.	 The	 neighbours	 are	 private	 compan-
ies:	stock,	administrative	offices,	no	production,	no	sale.	
Our	address	is	«Hørskætten»	because	there	was	a	produc-
tion	of	«hør»	during	the	occupation	(1940-45)	going	on	
until	 1961.	 A	 small	 lake	 seems	 to	 have	 been	 where	 we	
are	now.	Water	was	necessary	for	the	preparation	of	flax.	
The	Arbejdermuseet	&	Arbejderbevægelsens	library	and	
archives	was	moved	from	unsafe	rooms	to	a	villa	during	
the	war.	We	moved	to	Noorrebrogade	in	1993,	but	did	
not	 join	 the	 Arbejdermusem	 officially	 until	 2003	-	04.	
We	created	a	reading	room	and	a	small	collection	of	refer-
ence	literature	for	the	public	in	the	very	old	house.	It	did	
not	work	very	well,	and	the	stuff	was	returned	to	Noor-
rebrogade	after	some	years.	From	1943	to	1971,	it	was	
located	in	Hjalmar	Brantings	Plads.	In	1971	(I	was	there),	
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we	occupied	the	basement,	and	later	the	second	floor,	too,	
in	 a	 workers’	 building	 in	 another	 part	 of	 Copenhagen.	
The	rooms	were	named	after	socialist	leaders.	I	sat	in	the	
Nina		Bang	room	(the	first	socialist	female	minister	in	the	
world).	The	owners	could	not	pay	the	bills	and	sold	the	
house	to	a	rock	music	mecca.	The	building,	that	was	ori-
ginally	called	The	People’s	House,	is	now	called	VEGA	
and	hosts	music	and	party	venues.

how is the institution financed? The	archives,	by	the	trade	
unions,	and	the	library,	by	the	state.	It	is	a	research	library	
today.	We	get	money	because	we	are	part	of	the	Danish	
Library	System	and	we	make	books	available	to	students.

Who are the people using the facilities today? The	 public	
comes.	 The	 trade	 union	 people	 have	 some	 other	 infor-
mation	sources	today.	The	young	trade	union	officers	are	
working	in	another	way	now.	But	still,	when	they	go	into	
history,	they	can	find	documents	from	older	times.

What is in the library and archives? We	have	the	archives	
and	 records	 of	 every	 left-wing	 party	 and	 the	 old	 trade	
unions.	We	have	handwritten	notes	of	what	people	were	
discussing	in	meetings	(annual	conference,	national	and	
international	assemblies):	fighting	for	a	better	living,	for	
housing,	for	better	wages,	for	women.	And	of	course	the	
public	uses	it,	students,	but	also	regular	people	are	asking	
for	family	stuff:	“Oh,	my	uncle	he	was	part	of…	he	was	a	
carpenter…	do	you	have	anything	about	him?,”	that	sort	
of	stuff.	In	the	archives	is	mostly	Danish	papers,	because	it	
is	a	Danish	organization,	but	in	the	library	we	have	books	



	 9 5 	| 2 6 0 	

L a b o u r  mo v e m e n t  L i b ra r y  a n d  a r c h i v e , 	 K a r i n e 	 S a v a r d

from	Germany,	England,	the	United	States,	all	sorts	of	
things.	We	have	a	lot	of	books	in	English.	We	have	more	
in	German,	but	that’s	because	of	the	history.	Do	you	read	
German?

No i don’t.	All	right.

What subjects are the books related to? It	 is	 very	 simple,	 I	
would	say:	a	fight	for	better	living	and	working	conditions.	
There	is	a	youth	movement,	revolutionary	literature	and	
revolutionary	 groups	 connected	 with	 the	 labour	 move-
ment.

how are the books organized? In	a	normal	decimal	system.	
A	classification	like	in	all	libraries.	A	couple	of	numbers	
combined	together.	We	have	“Social	Democracy	in	Den-
mark,”	for	instance.	That	is	33,	a	dot,	and	then	the	deci-
mal	536.33	stands	for	Economy;	53	is	social	democracy;	
and	the	6	is	Denmark.	So	I	can	combine	those	things.	The	
funny	thing	is	that	there	was	just	one	for	Labour	Move-
ment.	But	then	the	revolutionary	movement	changed.	The	
labour	 movement	 split	 up	 during	 the	 First	 World	 War.	
And	suddenly	there	were	communist	parties	all	over	Eur-
ope.	An	international	big	movement	with	headquarters	in	
Moscow.	And	of	course	the	communist	parties	had	prob-
lems	and	there	was	a	left-wing	party	in	between.	It	split	
up	again.	So	there	are	all	these	different	groups:	anarch-
ists,	socialists,	communists,	Trotskyites…	We	have	books	
about	all	those	political	movements.	There	is	one	funny	
thing	that	my	former	colleagues	say.	Marx	said	that	the	
economy	is	the	motor	of	history.	So	all	sorts	of	Marxist	
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groups	are	part	of	the	economy,	the	numbers	telling	about	
the	economy	in	a	public	library,	that’s	Marxism.	It’s	not	
history	but	it’s	economy.

What are the documents relating to fights for wages and equal-
ity? We	have	got	over	a	thousand,	1,200	banners.	It’s	very	
popular	in	Denmark.	I	was	writing	an	article	about	why	
we	have	posters	from	all	over	Europe,	old	ones.	That	was	
because	the	former	chairman	of	the	board	went	to	confer-
ences	all	over	Europe	and	brought	back	papers,	banners,	
and	posters.	That’s	why	we	have	this	big	collection.

how many people work with you? There	is	one	in	charge	of	
the	archives,	and	I	am	in	charge	of	the	library.	And	then	
there	is	a	boy	in	charge	of	the	photographs,	and	there	is	one	
who	does	the	office	work.	And	there	is	also	a	library	assist-
ant.	And	then	we	have	some	people	with	unemployment	
arrangements,	they	work	for	half	a	year.

how did you get involved in the archives? It	was	very	close	to	
where	I	lived	at	the	time.	I	just	saw	that	there	was	an	excit-
ing	library,	so	I	started	to	work	there	as	a	student.

how long have you been doing this work? I	had	a	forty-year	
anniversary	the	other	day.	I	retire	in	September	or	Octo-
ber.	And	then	I	don’t	know	what	is	going	to	happen.

What do your activities consist of? There	are	very	few	of	us	
working,	and	we	are	a	museum	as	well.	So,	for	the	time	
being,	I	am	preparing	an	exhibition	about	democracy	with	
my	 colleagues	 in	 the	 museum.	 But	 my	 main	 work	 is	 to	
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put	new	books	into	the	library	and	to	help	students	write	
essays	and	dissertations.	That	is	very	often	a	difficult	thing	
to	do.	They	tell	us	what	they	would	like	to	write	about:	the	
cold	war,	the	relationship	with	Russia,	and	so	on.	I	give	
them	documents	and	books.	When	I	meet	students	in	the	
street,	they	say,	“Thank	you	very	much	for	all	the	help.”

Do you also help journalists and curators? Yes,	because	we	
have	a	lot	of	posters.	I	get	calls	from	the	papers	that	want	to	
know	what	it	was	like	during	a	specific	period	or	asking	for	
special	posters.	There	are	a	few	posters	they	all	want	to	see	
because	they	are	about	the	welfare	state	or	about	women’s	
liberation	and	so	on.	There	are	also	a	couple	of	highlights.

i remember seeing different objects grouped on a table at the 
archives: a megaphone, a bottle of wine with a picture of Thor-
val stauning — the social Democrat prime minister who formed 
the longest-serving government in 1924 — and a bell.	What 
are those artefacts intended for? They	were	intended	for	an	
exhibition	about	democracy	and	elections.	Political	mer-
chandise	 that	 we	 have	 accumulated	 through	 the	 years.	
When	the	groups	empty	their	offices,	they	give	us	the	old	
things.	And	then	we	get	all	sorts	of	strange	artefacts:	pre-
sents,	small	bells,	merchandise	from	all	sorts	from	the	pol-
itical	parties	and	unions.

You collect those artefacts as well? Yes,	we	can	use	them	in	
exhibitions.	It	lends	them	some	atmosphere.	We	are	build-
ing	one	right	now	about	young	people	and	democracy.	It	
will	be	shown	at	the	Labour	Museum	in	late	September.



	 9 8 	| 2 6 0 	

P D F  # 2 ,  N ove m b e r  2 0 1 5

You recently organized a show about posters? Yes.	Every	time	
we	prepare	an	exhibition,	we	search	to	see	if	we	have	any	
posters	we	can	use.	But	this	was	an	exhibition	especially	
about	the	posters	in	our	collection.	I	was	happy	because	it	
was	very	popular.	It	was	talking	to	the	people.	They	knew	
all	the	posters	because	they	had	been	politically	active.	I	
wanted	to	have	posters	for	that	sort	of	thing.	It	was	not	
posters	 by…	 about,	 or	 what	 should	 I	 say…	 It	 was	 not	
beautiful	posters,	it	was	posters	by	everyday…	all	sorts	of	
posters.	The	old	ones	of	course	were	printed.	And	then…	
I	don’t	know	the	term,	montage,	technical	photocopies,	
what	would	have	been	used	at	the	time.

You also write articles? The	subjects	are	very	different:	the	
Spanish	 civil	 war,	 Denmark	 refugees,	 and	 so	 on.	 I	 also	
wrote	about	squatters	in	Copenhagen.	Now,	I	am	writing	
about	young	revolutionaries.

You showed me a handwritten document dated from 1923.	
Yes,	it	is	about	the	young	socialists’	meetings	held	in	Den-
mark.	That’s	what	I	told	you	before.	They	would	split	up.	
They	were	Social	Democrats,	and	then	a	lot	of	things	hap-
pened.	The	First	World	War	made	young	people	all	over	
Europe	very	angry.	They	felt	rejected	by	the	grown-ups	
because	they	were	the	soldiers	going	to	war.	And	when	
they	came	back	from	the	war	there	were	no	jobs.	And	if	
they	had	a	job,	they	were	very	badly	paid.	It’s	a	historical	
period	where	there	were	a	lot	of	things	happening:	revolu-
tion	in	Russia,	the	war,	technology	advancing.
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What are you looking for in these documents? I	 look	to	see	
what	 happened	 in	 the	 small	 towns	 all	 over	 Denmark.	 I	
don’t	care	about	politics,	that’s	not	what	I	want.	I	want	
to	see	what	the	motor	was.	Why	did	they	do	it?	Why	did	
they	 go	 all	 over	 Denmark,	 making	 speeches	 to	 people,	
some	places	where	there	were	only	farmers.	Why	did	they	
want	to	talk	about	the	Russian	revolution	in	the	middle	of	
nowhere	in	Denmark?	They	wanted	to	free	themselves.	
And	make	people	read	different	books.	Make	them	inter-
ested	in	reading.	They	wanted	to	make	the	workers	read,	
not	be	oppressed.	That’s	what	interests	me.

i had a look at the books you gave me. Did	you	manage	to	take	
them	back	home?

No, my friend is going to ship them because my suitcase was too 
heavy.	Yes.

oK. Thank you for your time.	OK.	Bye.

Bye.
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CATALOGUE NOTE
18ème Salon de la Jeune Peinture – Manifestation 1, 3 janvier 1967 © Bernard Boyer, Paris
Pour la première fois, le 3 Janvier 1967, il se passe quelque chose.
Sotheby's est très honoré de présenter pour la première fois en ventes aux enchères deux oeuvres historiques issues
de la Manifestation 1 du groupe BMPT.
Ces deux oeuvres ont été exécutées le 3 janvier 1967 au Musée d'Art Moderne de la Ville de Paris, le jour du
vernissage de l'exposition du Salon de la Jeune Peinture, Daniel Buren, Olivier Mosset, Michel Parmentier, Niele
Toroni, réunis dans une même salle, peignent leurs oeuvres au milieu du public et les accrochent au fur et à mesure
sur les cimaises. Parallèlement, toute la journée un haut parleur diffuse en boucle un texte enregistré sur une bande
son "BUREN, MOSSET, PARMENTIER, TORONI VOUS CONSEILLENT DE DEVENIR INTELLIGENTS."
Ce même jour, avant la fin du vernissage, Buren, Mosset, Parmentier, Toroni, décrochent leurs peintures, les
remplacent par une banderole, qui restera jusquʼà la fin du Salon : “Buren, Mosset, Parmentier, Toroni nʼexposent
pas” et quittent lʼexposition. Cette action prendra le nom de Manifestation 2.

En décembre 1966, les quatre artistes avaient adressé par courrier l'invitation rappelée ci-dessous à quelques amis,
musées, galeries et journalistes :
“Paris, le 26 décembre 1966

Monsieur,

Pour la première fois, le 3 Janvier 1967, il se passe quelque chose.

À Paris, 11, avenue du Président Wilson, nous nous proposons, lors dʼune manifestation, première dʼune série, non
seulement de présenter la trace de notre activité, mais surtout de faire constater la mécanique dont elle procède, en
travaillant pendant cinq heures en public.

Pensant que ce fait peut vous intéresser, nous souhaitons vous avoir pour témoin dʼune des manifestations qui se
dérouleront dans les mois à venir et dont nous nous permettrons de vous tenir au courant.

Soyez assuré, Monsieur, de nos sentiments distingués.

Buren - O. Mosset - Parmentier - Toroni "

Créé en décembre1966 et dissout en décembre1967, en une année à peine BMPT marque les esprits et pose les
fondements d'un art conceptuel dont la singularité propulsera ensuite chacun de ses membres au plus haut niveau de
la reconnaissance artistique internationale.
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GALERIE LEONARD & BINA ELLEN ART GALLERY
UNIVERSITÉ CONCORDIA UNIVERSITY

SIGHTINGS 14 
BOX WITH THE SOUND OF ITS
OWN MAKING

23 SEPTEMBRE 2015  10 JANVIER 2016

Un projet de Karine Savard

[...] Présentée ici sous forme dinstallation, la bande
sonore est diffusée dans lespace public au moyen de
haut-parleurs, accompagnée dune photographie
représentant le livre Art Workers posée sur la surface
inférieure du cube dexposition SIGHTINGS. Les
composantes visuelle et sonore de cette oeuvre
peuvent être expérimentées par le visiteur de façon
distraite et partielle, ou encore faire lobjet dune étude
plus approfondie qui révèlera les différents niveaux
dinformation présents dans limage, ainsi que les
différents aspects abordés en ce qui a trait au
rapprochement entre lart et le travail au cours de la
conversation. Le contraste entre une consommation
rapide de limage et une proposition qui demande un
engagement et une réflexion constitue dailleurs un
aspect important de la démarche dans laquelle
sinscrit ce projet.

Karine Savard

Plus de détails sur notre site.

Cette année, le programme dexpositions satellites
SIGHTINGS sarticule autour de la problématique du
travail et des enjeux que pose léconomie
« immatérielle » de la culture.

SIGHTINGS est situé au rez-de-chaussée du Pavillon
Hall, 1455, boul. de Maisonneuve Ouest.

SEPTEMBER 23, 2015  JANUARY 10, 2016

A project by Karine Savard

[...] This installation combines a soundtrack publicly
disseminated via speakers and a photographic print of
the book Art Workers placed on the interior bottom
surface of the exhibition cube SIGHTINGS. Thus, the
visitor can experience the works visual and sound
components in a distracted or partial manner, or can
study them in a more in-depth way that will reveal the
different levels of information at play in the image, as
well as the various relationships existing between
work and art that arose during the conversation.
Moreover, the contrast between a rapid consumption
of the image and a proposal that calls for a thoughtful
involvement is an important feature of the approach
guiding this project.

Karine Savard

More information on our website.

This year, the satellite exhibition program
SIGHTINGS focuses on the notion of labour and the
issues raised by an immaterial cultural economy.

SIGHTINGS is located in the Hall Building on the
Ground Floor, 1455, blvd. de Maisonneuve West.

GALERIE LEONARD & BINA ELLEN ART GALLERY
1400, BOUL. DE MAISONNEUVE OUEST, LB 165
MONTRÉAL (QC) H3G 1M8
MARDI - VENDREDI : 12 H - 18 H; SAMEDI : 12 H - 17 H
TUESDAY - FRIDAY: 12 PM - 6 PM; SATURDAY: 12 PM - 5 PM

BUS 24
MÉTRO GUY-CONCORDIA
ELLEN.ARTGALLERY@CONCORDIA.CA
514 848 2424 # 4750
FACEBOOK | TWITTER | INSTAGRAM
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Tu vois la planche qui passe avec la lame. vvvjjjiii, 
shkuuung.

Mais là, regarde la feuille là. OK.
Ça passe pas ben ben. 

Je peux la couper déjà un morceau. Ici, là, dans, 
dans, dans… Je peux en couper une strippe là. 

schiiiuiiiit.
Ça va être plus facile, nous autres, à couper. 

Comme elle, je l’aurais coupée en bout de même. 
schoung, klung, klung, klung. Mais quand même je 

suis trop loin là.

Oui, mais c’est pour ça j’y ai pensé.  
Au pire-aller je prendrai ma feuille que j’ai  
en bas. En premier c’est ça que je voulais.

Ben oui.

J’ai arrêté à matin acheter ça.
[sonnerie de téléphone] Oui.

Je savais que c’est ça que je voulais, mais j’ai arrêté 
pour avoir des bouts de plywood, des fois que 

ça m’aurait couté cinq, dix piasses un morceau 
comme ça.

Ça doit être mon italien.

Je suis capable de passer à côté là. Oui allo? Allo? 
Allo?

Oui. J’ai de la misère à t’entendre là. Je suis dans le 
bas de la ville. Pas tout de suite. J’en ai encore pour 

une grosse heure encore là.
 

Commencez à les descendre. Bye.
Il est là, en train de mettre un gars dehors. Pis, c’est 

pas à moi à le déménager pis à descendre les boîtes 
et tout ça. Hier, il était là. Ses chums sont là, qu’ils 

descendent. J’avais de la plomberie à faire en bas 
parce que la douche coule. C’est pour ça que… ça 
fait ben longtemps. En bas c’est l’église, c’est une 

église de noirs, là, aujourd’hui, sur des Laurentides, 
pas loin de chez nous. Là, il y a une messe et tout 

ça. C’est pas le temps d’aller travailler là. Il le 
savait. Faudrait que je mette le banc de scie peut-

être dans le milieu? Je suis-tu capable de couper 
le morceau de même? Faudrait que je coupe un 

morceau d’avance. Je ne suis pas capable de couper 
une stripe. Je vais tomber dans le mur.

En coupant mon morceau de même là.  
brrrrrrrrrrrr. Il faut que j’aille jusque là bas.

Bon, tu vois.

Plus large tu veux dire? Non, parce que si le cadre 
donne juste ça, c’est pas si pire, tu sais. C’est juste 
le banc de scie, faque on voit la planche qui passe.

Parce que de toute manière si je veux avoir  
les mains.
Ah, oui, ça passe pas?
[rire]
   

Pour que ce soit moins large, tu veux dire?

Oui, mais j’aime ça quand même qu’elle ne soit pas 
déjà de douze, tu sais.

Parce que là ça fait trop set up, tu sais. 
Elle est belle, blanche. Je préfère, dans le fond, 
l’idée c’est de construire une boîte.
Sans que… ah, tu l’a acheté à matin. 
Ah, pour vrai. [rire]

En plus tu m’avais dit, Ah, achète rien, on va pren-
dre ce que j’ai. J’aimais mieux… L’idée c’est ça, elle 
sert à rien la boite.
Mais moi le problème que je vois c’est la patte du 
trépied, non?

Parce que sinon je peux le…

Je peux faire quelque chose de même.

Travailles-tu aujourd’hui?

Comment?
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Tu vois la planche qui passe avec la lame. vvvjjjiii, 
shkuuung.

Mais là, regarde la feuille là. OK.
Ça passe pas ben ben. 

Je peux la couper déjà un morceau. Ici, là, dans, 
dans, dans… Je peux en couper une strippe là. 

schiiiuiiiit.
Ça va être plus facile, nous autres, à couper. 

Comme elle, je l’aurais coupée en bout de même. 
schoung, klung, klung, klung. Mais quand même je 

suis trop loin là.

Oui, mais c’est pour ça j’y ai pensé.  
Au pire-aller je prendrai ma feuille que j’ai  
en bas. En premier c’est ça que je voulais.

Ben oui.

J’ai arrêté à matin acheter ça.
[sonnerie de téléphone] Oui.

Je savais que c’est ça que je voulais, mais j’ai arrêté 
pour avoir des bouts de plywood, des fois que 

ça m’aurait couté cinq, dix piasses un morceau 
comme ça.

Ça doit être mon italien.

Je suis capable de passer à côté là. Oui allo? Allo? 
Allo?

Oui. J’ai de la misère à t’entendre là. Je suis dans le 
bas de la ville. Pas tout de suite. J’en ai encore pour 

une grosse heure encore là.
 

Commencez à les descendre. Bye.
Il est là, en train de mettre un gars dehors. Pis, c’est 

pas à moi à le déménager pis à descendre les boîtes 
et tout ça. Hier, il était là. Ses chums sont là, qu’ils 

descendent. J’avais de la plomberie à faire en bas 
parce que la douche coule. C’est pour ça que… ça 
fait ben longtemps. En bas c’est l’église, c’est une 

église de noirs, là, aujourd’hui, sur des Laurentides, 
pas loin de chez nous. Là, il y a une messe et tout 

ça. C’est pas le temps d’aller travailler là. Il le 
savait. Faudrait que je mette le banc de scie peut-

être dans le milieu? Je suis-tu capable de couper 
le morceau de même? Faudrait que je coupe un 

morceau d’avance. Je ne suis pas capable de couper 
une stripe. Je vais tomber dans le mur.

En coupant mon morceau de même là.  
brrrrrrrrrrrr. Il faut que j’aille jusque là bas.

Bon, tu vois.

Plus large tu veux dire? Non, parce que si le cadre 
donne juste ça, c’est pas si pire, tu sais. C’est juste 
le banc de scie, faque on voit la planche qui passe.

Parce que de toute manière si je veux avoir  
les mains.
Ah, oui, ça passe pas?
[rire]
   

Pour que ce soit moins large, tu veux dire?

Oui, mais j’aime ça quand même qu’elle ne soit pas 
déjà de douze, tu sais.

Parce que là ça fait trop set up, tu sais. 
Elle est belle, blanche. Je préfère, dans le fond, 
l’idée c’est de construire une boîte.
Sans que… ah, tu l’a acheté à matin. 
Ah, pour vrai. [rire]

En plus tu m’avais dit, Ah, achète rien, on va pren-
dre ce que j’ai. J’aimais mieux… L’idée c’est ça, elle 
sert à rien la boite.
Mais moi le problème que je vois c’est la patte du 
trépied, non?

Parce que sinon je peux le…

Je peux faire quelque chose de même.

Travailles-tu aujourd’hui?

Comment?
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Il n’y a pas de danger qu’il tombe là?
Oui, avec la pesanteur.

Tu sais ce que je veux dire, avec la pesanteur qui est 
de même.

As-tu agrandi le carré qui était à terre?
Oui, hein?

Le banc de scie?
[Respiration.] Le banc de scie prend le carré.  

Comment m’a faire pour couper  
ma feuille de plywood?

Le banc de scie est là, là il faut que je coupe. 
[Schfuuuuit.]

Le banc de scie, ça devrait.
Là, il faudrait que je mette le banc de scie  

à terre dans ton carré.
[Papier froissé.] Si tu vois qu’est-ce qu’il a l’air.  

Il a quasiment la grandeur de ça.

[résonnance d’un morceau de métal] Bon.  
Regarde bien ça. Là, ici je lève la lame.  

[manivelle d’un banc de scie]
En? Oui. Je vais le laisser de même, là je suis sup-

posé être comme ça. OK? Ensuite… Je me souviens 
plus. Ce bras-là. Ça, c’est pour le débarrer. Pour 

l’envoyer… [lame qui cogne sur le métal d’un banc 
de scie] La lame comme ça. Faire en diagonale. 

OK. Là de même ça je lève la lame ou je la baisse 
Ça, c’est mon guide. Je vais prendre en haut ma 

mesure. Il va falloir que je prenne ma mesure. 
[clous qui se cognent ensemble] Si on veut la boite 

de douze pouces, douze pouces de large. Il faut que 
je mette ça ici à douze pouces. Comme ça.  

On va le mettre à onze parce qu’il ne va pas plus 
loin. Je barre ça de même. OK. Là, je pogne la 
feuille de bois. Là va falloir que je la coupe de 

même. Toi tu vas être en train de filmer en haut. Va 
falloir que je coupe ça. vvvjjjiii. L’autre bord pour 

qu’elle tombe. schiiiuuuiii.

C’est mieux pas filmer.
C’est mieux si tu filmais. 
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Le trépied?
Non, il est assez costaud.

Non, mais c’est ça, le trépied je pense que tu peux 
aller jusqu’à cinquante livres. Porter une caméra de 
cinquante livres.
Un peu plus, oui.
Je sais pas si c’est suffisant pour…
Oui.

Qu’est-ce que tu veux dire?

Oui, mais je pensais que si ça entre direct  
dans le cadre, le banc de scie.
Bien, c’est ça.

[Mmm.]

Quand tu travailles, dans le fond,  
les mains sont où?

Peut-être ça tu pourrais le faire aussi?

Faque, on voit pas les mains là, mais je pourrais 
cadrer juste le banc de scie.
En?
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Tu vois la planche qui passe avec la lame. vvvjjjiii, 
shkuuung.

Mais là, regarde la feuille là. OK.
Ça passe pas ben ben. 

Je peux la couper déjà un morceau. Ici, là, dans, 
dans, dans… Je peux en couper une strippe là. 

schiiiuiiiit.
Ça va être plus facile, nous autres, à couper. 

Comme elle, je l’aurais coupée en bout de même. 
schoung, klung, klung, klung. Mais quand même je 

suis trop loin là.

Oui, mais c’est pour ça j’y ai pensé.  
Au pire-aller je prendrai ma feuille que j’ai  
en bas. En premier c’est ça que je voulais.

Ben oui.

J’ai arrêté à matin acheter ça.
[sonnerie de téléphone] Oui.

Je savais que c’est ça que je voulais, mais j’ai arrêté 
pour avoir des bouts de plywood, des fois que 

ça m’aurait couté cinq, dix piasses un morceau 
comme ça.

Ça doit être mon italien.

Je suis capable de passer à côté là. Oui allo? Allo? 
Allo?

Oui. J’ai de la misère à t’entendre là. Je suis dans le 
bas de la ville. Pas tout de suite. J’en ai encore pour 

une grosse heure encore là.
 

Commencez à les descendre. Bye.
Il est là, en train de mettre un gars dehors. Pis, c’est 

pas à moi à le déménager pis à descendre les boîtes 
et tout ça. Hier, il était là. Ses chums sont là, qu’ils 

descendent. J’avais de la plomberie à faire en bas 
parce que la douche coule. C’est pour ça que… ça 
fait ben longtemps. En bas c’est l’église, c’est une 

église de noirs, là, aujourd’hui, sur des Laurentides, 
pas loin de chez nous. Là, il y a une messe et tout 

ça. C’est pas le temps d’aller travailler là. Il le 
savait. Faudrait que je mette le banc de scie peut-

être dans le milieu? Je suis-tu capable de couper 
le morceau de même? Faudrait que je coupe un 

morceau d’avance. Je ne suis pas capable de couper 
une stripe. Je vais tomber dans le mur.

En coupant mon morceau de même là.  
brrrrrrrrrrrr. Il faut que j’aille jusque là bas.

Bon, tu vois.

Plus large tu veux dire? Non, parce que si le cadre 
donne juste ça, c’est pas si pire, tu sais. C’est juste 
le banc de scie, faque on voit la planche qui passe.

Parce que de toute manière si je veux avoir  
les mains.
Ah, oui, ça passe pas?
[rire]
   

Pour que ce soit moins large, tu veux dire?

Oui, mais j’aime ça quand même qu’elle ne soit pas 
déjà de douze, tu sais.

Parce que là ça fait trop set up, tu sais. 
Elle est belle, blanche. Je préfère, dans le fond, 
l’idée c’est de construire une boîte.
Sans que… ah, tu l’a acheté à matin. 
Ah, pour vrai. [rire]

En plus tu m’avais dit, Ah, achète rien, on va pren-
dre ce que j’ai. J’aimais mieux… L’idée c’est ça, elle 
sert à rien la boite.
Mais moi le problème que je vois c’est la patte du 
trépied, non?

Parce que sinon je peux le…

Je peux faire quelque chose de même.

Travailles-tu aujourd’hui?

Comment?
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De même?
bjjjiiiuuu. Oui. Mais à mettons que ça.  

Pogne le coin là.
Oui, à mettons que le banc de scie est là.  

Là, là. Regarde met le à terre. Là, il va falloir que je 
parte ça sur le banc de scie. bzzziiieee.  

Continue, tiens le. bzzziiieee.  
Toujours de même. bzzziiieee.

Jusqu’à tant qu’il finisse. Là, il va tomber  
à terre. Laisse-le tomber. Il va tomber de même sur 

mon banc de scie.
[reniflement] Je peux mettre le banc de scie là, là. 

Pour figurer. On va voir, on commence. Là il est peut-
être mieux ce bord-là que l’autre bord.

Oui, regarde bien ça. Moi, vu que mon guide s’en 
va de ce bord là. Va falloir que je le mette de même. 

[résonnance de métal] Si tu veux l’avoir de même. 
[plancher qui craque]

Je peux pas couper là. Je peux, mais je peux pas. Sur 
ce bord-là non plus.

Il va falloir que je sois comme ça.
Le guide, là. Toi tu veux le voir. Moi, je m’en viens 

de même là. [banc de scie] Mettons que je baisse la 
lame sur ce bord-là. Ça va se passer comme ça. Je 
vais arriver de même. Moi, il faut que je m’accote 
comme ça. De même. As-tu vu? Il va falloir que… 

on va le barrer là.  
Je peux faire ça. On va le mettre comme ça. vuuug-

gghhhiii.

Là, je sais… oui. C’est ça. C’est ça. C’est en plein ça. 
Plus haut, plus haut, plus haut. Plus haut  

tu vas avoir plus de… Là, il est bien barré.  
Plus haut là tu vas avoir plus comme ça.

Oui. Ça, ça se remonte-tu encore?  
Oui.

Si on est trop bas, tu vois pas rien.

Ça?
Ah, à cette heure ils inventent des affaires que…  

Oui, oui, oui, oui.
[Fiiithhh.]

Bon, ben ça, celle-là ici y, ça doit se 
remonter certain. 

Mais toi, il faut que tu sois là, là. 
Il va bouger tout le temps. On l’essaye, monte. 

Monte-le le plus haut possible. Ceux d’en bas pour 
commencer? 

J’aime mieux qu’on voit ce côté-là aussi.
Ah, OK, mais tu peux pas le couper de même?
Oui?

Moi, je peux t’aider aussi.

Oui.

Oui.

OK. Il va falloir que je refasse le cadre, là  
par exemple.

Ah, oui. OK.

Oui.
OK.

Sinon, une autre option serait de la monter  
encore plus haut la caméra?

Ici? Même encore plus.
Oui, attends, OK. Attends, je vais juste…
La mettre à off.
Oui, mais c’est ça. En fait, c’est pour ça,  
j’ai emprunté ça à l’UQAM. Tu as vu?  
Ça s’appelle un magic arm.
Oui. Regarde, c’est comme un…

Ça, si tu le dévisses, puis là tu peux tout le refixer.
Oui.

Parce que sinon je me disais, on peut le pogner sur 
l’escabeau ou en haut, mais…

[micro échappé] Oui. Oup. OK.
Oui. Je pense qu’ils sont au plus haut ceux-là par 
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J’en ai une déjà de lousse.
Non.

Non. Oup.
Attends un peu. C’est parce que je l’ai serré là. 

Comment ça marche?

Là il est au bout. Vers le haut, comme ça?
Celui-là aussi? [manivelle d’un magic arm]

OK.

Peut-être que oui, peut-être que non. Là, il faut que 
tu te mettes parallèle au banc de scie, que tu ôtes 

deux pattes là. Ça, lui, schuuuiiit.

OK.
Une manivelle.

Peux-tu aller t’installer en haut?

Ici?
Là on est au bout.

Moi, je le mettrais parallèle au banc de scie.
Comme ça, pour que je puisse passer ma feuille. Là 

peut-être un peu plus écartillé au cas où. D’après 
moi là.

Essaye de l’installer en haut. 
Celle-là elle se barre ici aussi, OK Karine? Celle-là 

elle se barre.
Oui, pour pas qu’il se dévisse tout seul.

Ouf. OK, où?

Où ce que tu? La caméra est là?

Ah oui. Ça là c’est ben solide ça. Le bras, il a de 
l’allure.

Deux cubes?
Je pense que…

Je pense que oui. Oui et il faut que je coupe deux 
stripes, mettons qu’ils vont avoir douze par douze.

Regarde. Oui, mais je coupe deux stripes tout de 
suite. J’en coupe une. schuuuit. J’en coupe une 

autre. schuiiiit.

Oui, mais je pensais que. Regarde bien ça. Ici mon 
morceau il a soixante pouces. Je suis capable de 

sortir cinq morceaux. Cinq morceaux, c’est assez 
pour faire un cube. [ruban à mesurer]  

Ça me prend quatre côtés. Un, deux, trois, quatre. 
Pis un dessus. OK? On a pas besoin d’en dessous?

exemple.
Il est au plus haut ça, non?
Je pense que oui.
Ah non. Il a encore un petit peu de jeu. 

Tu le mets dans le haut pour le bloquer. Non, il est 
au max là.
Oui. Je pense que ça, c’est pas mal le plus haut.
Oui, j’ai l’impression que tu l’a mis au plus haut 
celui-là.
Je pense que ça c’est pas mal le plus, mais là il tien-
dra plus si... [manivelle d’un trépied]

Ah, ça, ça se monte. Eeee. Attends. Une  
manivelle. Elle. [manivelle d’un trépied]
Puis là.
Oui. OK, vas-y. [rire]
Ben, je peux peut-être me prendre sur… Je sais pas 
quoi là. Peut-être sur une affaire de même?
Oui, là-dessus.
Bon, ben.
Oui.

Je vais juste…
Je vais juste détacher la caméra.

Ah, OK. Tu l’as barré?
Tiens, veux-tu peut-être le mettre lui?  
[résonnance de métal]
Ben en haut là. Tu sais pour qu’il projette le plus 
loin possible. Oui. Oui.
Oui, c’est ça. Pis après je peux l’ajuster, le reste. 
Oui, faque va falloir que je monte dans l’escabeau. 
[rire]

[escabeau déplacé] [pas sur le plancher] On peux-tu 
en faire deux avec ce matériel-là? Au cas où?
Oui.
Pas vraiment?

C’est juste que si on le répète deux fois.

Non, mais ça se peut que je change le cadre, c’est 
ça. Je sais que tu veux maximiser le travail. [rire]
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OK. Oui, je vais goûter à mon café,  
j’y ai même pas goûté.

Oui, oui, oui.

C’est ça qui va arriver.

Oui, oui, oui.
Oui, OK. Le dessus est en noyer.  

Pas tous les autres.
Il n’est pas la même couleur le dessus  

que les autres côtés.

[Mmmm.]
À moins qu’il ait mis de la teinture.

Walnut, c’est… OK je sais c’est quoi, mais il  
est tu tout en walnut? Les côtés aussi?

Là, tu l’as mis comme ça.
Ou bien tu veux les deux côtés à l’intérieur.

Vu d’en haut c’est pas grave?  
Vu d’en haut c’est… 

Le veux-tu de même, vu d’en haut?  
Moi, il faut que je le sache.

Non, non. Moi, mes morceaux sont pareils.  
C’est rien que, soit que tu les mets de même.  

Moi, c’est parce que la mesure change  
de là à là, de là à là. 

De là à là et de là à là aussi. Je les fais carrés.  
Ceux-là ils ont douze pouces. 

Ici, si je veux avoir douze, douze, ici,  
si je veux avoir douze, douze, celui-là il va  

avoir onze pouces, mon morceau.
Oui. Là, ils ont tous le même. 

Moi je les revire de bord sur mon banc de scie.
Oui. C’est ça. Moi je pogne ma feuille et je coupe 

un morceau de même. [Zooouuung.] Après ça 
je reprends ma feuille. Ça, ici, qui va rester dans 

ma feuille de plywood, on le met de côté. Là, je 
prends cette feuille-là, je la vire de bord sur le banc 

C’est ça, regarde, que je voulais te montrer.  
J’avais fait… Tiens. Dans le fond, l’idée du projet, 
c’est venu... 

C’est en fait un artiste qui s’appelle Robert Morris. 
Puis, en 1961 il a fait cette boite-là. Le titre c’est 
Box with the Sound of Its Own Making. Il a construit 
cette boite-là, pendant trois heures, il a enregistré 
le son du bruit de marteau, de découpe, tout ça. 
Puis il a mis le son à l’intérieur ensuite. Donc, la 
boite était présentée avec le son de sa construction 
à l’intérieur. 
En fait, je me suis basée sur ça comme point  
de départ. Je ne veux pas nécessairement  
reproduire la même boite, mais...
[Rire.] Lui, en même temps, elle est plus, tu sais... 
elle a quelque chose de joli. C’est en…
Noyer. Wood…

Je pense que oui.

The process… Ah. Oui, mais c’est à cause  
de l’éclairage. 
J’ai l’impression.
Walnut. Walnut.

Ben, je pense, mais je ne suis pas certaine.  
Je ne l’ai pas vu en vrai. J’ai l’impression que oui.  
Je pense que c’est vraiment l’éclairage,  
qui vient, regarde, qui vient du côté.
Oui, mais c’est ça. Je n’étais pas certaine.
Vas-y donc. Montre-moi.

Ah, mais… oui.

Oui. C’est-tu plus facile à faire?

Oui, c’est ça. 

Ah, c’est ça. Sinon ils ont tous le même.

Là, ils ont tous le même...

Sauf celui d’en dessous.
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de scie. Comme ça. Là, je te coupe, un, deux, trois, 
quatre fois. [Zooouuup, zooouuup, zooouuup, 

zooouuup.] pour faire les quatre côtés. Une fois 
en longeur. [Zooouuup.] Puis quatre fois de côté. 
[Zooouuup, zooouuup. zooouuup, zooouuup.] 
Tu comprends qu’est-ce que je veux dire? Je coupe 
une fois dessus le banc de scie. Mettons que mon 
banc de scie est ici là. Vue d’en haut, sur la caméra,  

la lame est là. Là, je coupe une feuille. Une fois.  
[Tschuuung. tschuuung.] OK? Elle,  

ce morceau-là, je le prends et que je le vire  
de bord, comme ça. Puis, je le coupe, une fois.

Lui il va tomber par terre. 
Je reprends mon morceau, je le recoupe une  

autre fois, une autre fois, une autre fois.
Après, ben c’est ça. Ici.  

Je peux-tu faire un dessin dessus?
Là, il y a deux manières.  

On le cloue ou on le visse? 
Dans l’ancien temps, on clouait.

C’est toi là. Si on en fait deux?  
On peut en clouer une.

Visser, c’est sûr que c’est plus solide.  
C’est une boite pour faire quoi?  

Si c’est rien que… si c’est une boite pour  
que ce soit solide, tu es mieux de le visser. 

On est mieux de mettre de la colle aussi.  
Il a tu mis de la colle lui dans ses joints, ici? 

Tu l’entendras pas. [Ptttt. Ptttt.]
Il a mis des goujons?

Il faut que je mette mes lunettes.  
J’ai pas mes lunettes.

Je peux pas les voir.
Trois heures… [Schiiiuuu.] 

[Mmmm.] Ce n’est peut-être pas des goujons.  
Estie, j’ai pas amené mes lunettes. 

As-tu une loupe?
Une loupe?

À la portée de la main?  
Là, peut-être que je n’ai pas de clous.

Oui.

Comme je te dis, il y a deux manières.  
Sinon, avec ma drill je les visse. Tu sais, on les visse. 

Sinon, il faut que je le tienne avec les clous.  
[Clouk, clouk, clouk, clouk, clouk, clouk.] 
On est mieux de mettre de la colle. Si tu regardes 

dans le livre il a tu mis de la colle? Ils ont tu mis?  
They put some glue. S’il a pris, si c’est un beau bois.  

Toi, il va falloir que tu expliques le bois aussi? 
Non, mais c’est du plywood, c’est du pin,  

c’est du plywood.

Oui.
Oui, oui, oui.
Après, on visse où?

Oui, oui. [Micro déplacé.]

Oh. [Micro déplacé.]
[Rire.] C’est plus beau si on cloue? Je sais pas.

On le cloue.

[Mmmm.]

J’ai l’impression qu’il y a, regarde…
Des goujons.
Des goujons, vois-tu là?

Il y a comme des petits ronds.
Si ça a pris trois heures à faire.

C’est pas grave. De toute manière…
Hein?
Une loupe, non. Je n’ai pas de loupe.

Moi, j’ai des clous. 
Oui, je pense que je préfère qu’on cloue.  
Toi, tu pensais visser hein?

Tu veux dire pourquoi ça? 

En fait la boite ne sert à rien. La boite elle sert 
juste un prétexte pour filmer le processus. 
Donc, c’est un peu justement comme pour  
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Normalement, on dirait que si tu es dans la boite  
et tu écoutes. [Bziiiizzz, bziiiizzz.] Comment ça? 

 [Bziiiizzz, bziiiizzz.] Ah, il visse la boite.  
Au lieu d’entendre [Tchung, tchung, tchung,  

tchung, tchung, tchung, tchung, tchung, tchung, 
tchung, tchung, tchung, tchung, tchung, tchung, 

tchung, tchung]. Donc là, il cloue la boite.

Quand on clout.
C’est pour ça, peut-être quand on cloue,  
c’est mieux. Même, je vais prendre mon 

 compresseur et le gun. [Tchug, tchung, 
tchung, tchung, tchung, tchung, tchung, 

tchung, tchung, tchung, tchung.]
Ce serait peut-être mieux.  

Tu sais, il y a trois solutions là.
Avec des goujons, il faut que tu fasses  

des trous ronds d’un bord pis de l’autre bord.  
Pis c’est des petits bouts de bois,  

tu sais des petites baguettes qu’on met là.  
Tu en as des goujons ici.

Tu sais, autrement dit c’est un goujon  
ça qui tient l’angle.

C’est ça.
Oui et tu mets de la colle.  

C’est ça qui le tient pour ne pas qu’il dépasse.  
Mais c’est un [Bzzziii, bzzzuuu, bzzzuuu].

C’est peut-être mieux. J’ai mon marteau.  
Il manque les clous.

Ben, ça va être mieux peut-être. J’ai pas…  
ma petite boite de vis que j’ai pas. Elle est restée 

dans le truck.

Oui, on a rien qu’à ne pas mettre trop trop  
de clous.

Un, deux, trois. Un, deux, trois.

La défaire?
OK. On en fait deux?

OK.

Peux être pas. Là tu… Mettons là tu vas mettre 
la caméra, tu vas aller voir si tu… Mais là on se 

montrer les gestes.

Oui, mais j’aime bien le geste, il y a quelque chose 
de plus beau justement du geste parce que c’est 
encore plus mécanique que… 
Qu’une visse, une drill qui est électrique. [Vuuuiii.]

Je pense que je préfèrerais le marteau.

Oui, le marteau.

Oui. 

Oui, c’est ça qui le tient, donc au lieu de voir  
un clou, tu vois…
Du bois.

Non, mais je ne veux pas… Dans le fond,  
ça ne me dérange pas qu’il y a un côté  
plus brut à la boite.

Veux-tu que je regarde si j’en ai?

Est-ce que tu penses qu’on peut la défaire après la 
boite?

[rire] Oui, c’est ça.
Dans le fond, je pense que j’aime ça qu’on la 
monte. tchu, tchu, tchu. Puis, peut-être, la sortir 
du cadre et après la remettre dans le cadre et faire 
l’inverse. Enlever les clous et la défaire.
Oui.
Mais je mettrais un truc en haut et un truc en 
dessous. Pour la fermer. Faire un cube.
Oui, une. On va en faire une. Je vais penser comme 
il faut au cadre là. Parce que mon souci c’est que 
si on est haut comme ça, on ne verra pas le même 
cadre, où on voit juste les mains. C’est ça. Mais 
c’est peut-être pas grave. 
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comprend. Là on sait où on s’en va. Moi, je vais 
aller mettre de l’argent dans le parcomètre. Là on 

part. Là on sait à peu près, mais tu comprends-tu… 
moi, moi… un coup que ça m’a en avoir coupé là. 

schuiit. OK, ce morceau qui va être là de même il 
va tomber à terre.

Là tu vas voir pas mal là. Tu vas regarder dans la 
caméra tout ce qu’on peut voir… Ça va me prendre 

une extension.  [résonnance de métal] Peut-être 
que tu veux tout faire ça avant qu’on... en partant 

quand on filme, le bruit, l’extension. [plancher qui 
craque]

On connecte ça. Je sais pas. On a rien qu’à tout 
démancher et recommencer. Bruit de plancher qui 

craque.

Oui, parce ce que si on cherche, on part, on filme, 
là on va perdre du temps. On est mieux de se 

préparer, tout ça.

Le minou est déjà caché. [rire]
On va s’installer au cas où. Je comprends le prin-

cipe un peu moi aussi. Même, qu’est-ce que tu fais 
demain?

Peut-être que je pourrais… peut-être laisser ça de 
même un peu et revenir demain, tu sais.

On a jusqu’à trois heures là. En? 

Oui, OK.

Le petit balaie aussi un peu pour en enlever.
[banc de scie] C’est ça le son que ça va mener.

[banc de scie]] Ça fait du brin de scie.
Ben oui, tu vas balayer.

Moi, il faut que je passe ici.
[rire] M’a le débrancher. Faut recommencer. Je 

veux voir si je suis capable de passer. Je m’en vais 
jusqu’à l’autre bord. Met que je fasse ça, là j’arrête-

rai pas. Regarde, je vais partir de même. C’est ça 
qui va arriver.

OK. On va tout faire ça, là je m’installe, je vais 
réussir à la laisser tomber. tschuuung. Ou m’a 

arrêter ici. Penses-tu que tu peux voir aussi quand 
je monte la lame? De même tu verras pas la lame 

monter? Oui?

Il y a ça.
OK. Si tu es capable de prendre cette  

feuille-là. [escabeau déplacé] De là à là.  
Je devrais être capable Karine, OK? Sans bouger le 

banc de scie, je devrais être capable. Avant de le 

Oui.

Ah.

Tu mettrais l’extension? Oui. Déjà je vais voir ce 
que ça donne le cadre.

Oui, oui, oui, de toute façon c’est ça, un  
coup que…
Oui.

[déclenchement d’une caméra] Pourquoi?

Pourquoi?
[déclenchement d’une caméra] Non, mais on a 
le temps là.
Non, non. Moi j’aime ça aussi l’idée que ça ne 
soit pas compliqué là. Tu sais, on le fait une fois. 
[plancher qui craque] [déclenchement d’une 
caméra]
Oui. Mais tu vois ça ne me dérange pas…
C’est dangereux.
Mais ça on va pouvoir l’enlever après?
Peut-être qu’on pourrait le filmer le balayage.
Veux-tu le débrancher? Ça me fait peur.

Il faut juste que je vois avec la caméra.

Ben c’est ça, là j’ai l’impression que je vais faire 
un cadre, où on voit plus que juste tes mains. Je 
pense.
Je vais monter là.
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lâcher, tu tchèqueras s’il y a l’équilibre, s’il n’y a pas 
de danger qu’il parte par en avant.

Juste au cas où.
Oui, mais c’est pour ça.

S’il ne touche pas, on est correct. Toi aussi, tu n’es 
pas trop loin là. Approche ton échelle. T’es pas 

trop comme ça là?

Moi, il faut… Toi, il faut que tu voies le guide ici. 
Je suis juste sur la ligne. Là c’est plus mes mains, 

c’est vrai. C’est vrai là, c’est plus mes mains. Es-tu 
capable d’aller voir dedans?

Tiens, il est équilibré un peu mieux.

L’équilibre là, attend un peu. Juste comme ça là. Là, 
là. On serait bien en équilibre. Regarde.

Rien que temps en temps.

Oui, mais, oui, c’est ça. Mais tchèque moi.
Oui, d’après moi… qu’est-ce t’en penses?

Moi, je vois qu’il est droit.
Il est peut-être l’angle là. Je vais le tenir  
pendant que tu l’ajustes comme il faut.

Par là-bas?
Le banc de scie?

On va s’en aller là-bas?
Je ne peux pas m’en aller là-bas. Je ne pourrai pas 

couper ma feuille.
Il faut que je m’en vienne ici, à la place.

Par là? Oui.
Ah, OK. Ça je peux.

On recommence. Jusqu’ici même?
Encore?
Même…

Je vais tasser le banc de scie. Je vais enlever les 
stickers aussi.

OK. [balayage d’un plancher] [reniflement]  
Ça va faire beaucoup de brins de scie.  

[jappement de chien] Un petit chien. J’ai ma 
tuque. Il ne faudra pas me voir le chapeau.

Il ne va pas plus loin? Ça, ça ne s’étire pas  
non plus?

Veux-tu que je tasse mon banc de scie?
Le banc de scie, il faudrait que je le tasse une 

petite affaire. Comme ça. Si je veux qu’il passe sans 
toucher au trépied là.

Oui. Ah. Je pense que c’est assez costaud.
Mais, regarde, teste-le tu vas voir.
Il y a quand même un…

Là , tu disais que tu voulais que ce soit parallèle 
au trépied pour que ce soit plus facile? Oui en?

Oui. Mais tu as raison, c’est limite. Ça prendrait 
une poche de sable.
Je vais juste me rapprocher. Ça prendrait  
une grue.

Parce que c’est vrai… je préfère… je ne veux pas 
qu’il puisse tomber… parce que je vais monter, 
descendre, monter, descendre. Je serai pas là 
en haut, moi, pendant que tu le fais.
Mais je ne pourrai pas, parce que regarde, je 
suis dans les jambes là.
Là, il est solide?
Ah, oui. Je pense bien.
OK.

Ah, il faudrait quasiment qu’on se tasse dans le 
milieu du papier. Je n’ai pas pensé, mais…
Oui.
Ben, déjà juste ça au départ. Le trépied avec  
la caméra.
Oui, au centre.

Pourquoi?
Non, non, mais comme ça je veux dire.
Pour être au centre du papier.
Pour avoir du blanc, oui.
Encore.
Oui.
Je vais me tasser.

Fait attention parce ce que tantôt ils arrachaient 
le papier. [pas qui montent dans un escabot]

La seule affaire, c’est que j’ai… Tu sais je ne suis 
pas assez loin du trépied, je l’ai dans…

Non.
Non, attends.
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Comme ça?
Je pourrai pas couper.

[reniflement] Ben là il faut que je m’en aille  
dans le trépied. 

Comme ça?
Encore?

OK, je passe là. [plancher qui craque] Je passe là. Je 
passe sur la patte.

OK. C’est parce que je ne veux pas être trop 
proche le monter. brrrrrrrr. Le banc de  

scie bouge.
Quoi ça? Ça ici?

Pour aller plus loin?
Loin c’est quoi? Je sais pas si…

Lui,  il va falloir que je le pousse.
Ça devrait. C’est-tu assez solide l’échelle?

Oui, oui, oui. Toi, c’est les pattes du trépied?
Oui.

Oui. Oui. Là je pourrais. Le chef est assez… Ça, ça 
serait une idée. Ça passerait. Le trépied est plus 

dans les jambes. J’aurais plus... je serais plus à l’aise 
moi aussi.

On l’essaye-tu?
Eee.

OK, moi, je vais monter dans l’échelle.
Pour l’accrocher.

Oui?
OK. Excuse.

Veux-tu que je prenne des photos pendant que tu 
travailles? [Rire.] Où qu’on pèse? Tu sais.  

Hein, où qu’on pèse?
Non, non, non. Ah OK.

[Schfiuu.] L’autre, j’ai jamais tenu ça dans 
mes mains, une grosse caméra de même.

Celle-là?
Je sais même pas où peser.

Oui, oui. J’aime mieux ça. 
Rien qu’où peser.

C’est mieux peser plus fort?
Plus fort?

Où qu’on regarde? Là?
OK.

Là, mets-toi dans le milieu. Là, t’es… oui.

Met le donc parallèle à moi, le banc de scie.
huuhuuum.
Pourquoi?

Non, non, non, laisse-le comme ça, mais donnes-y 
dix degrés.
Oui.
Oui.

Oui, mais moi de toute façon elle me dérange, je 
l’ai dans le cadre.

Il est accroché où? Si je l’accroche là-dessus, ce 
serait pas assez solide en?
Oui.
Oui.
Pas ben ben en?
Ou si on s’accroche là dessus?
Malgré que c’est pas mieux. Parce qu’elle est en 
angle aussi l’échelle.
Sinon ce serait ici, mais…
Là, elle m’arriverait ici la caméra.

Plus facile.
On l’essaye.
Vas-y… eee. Ah, attends. Peut-être je vais enlever la 
caméra.  [dévissement] Oui. Je ne prendrais pas de 
chance. Un coup que le bras est solide en haut, là.
Pour le mettre?
Je vais le mettre, moi.
Oui.
Non, non, mais… [rire]

[Eeee.] Là, il est sur vidéo. Prends l’autre.
Oui, oui. Oui, oui. Je vais te le montrer.

[Rire.] L’autre, c’est à moi.
Oui.
Attends je vais te le montrer. Je pense qu’il 
est sur le setting automatique là. 
[Déclenchement de caméra.] 
Tu pèses ici. Quand tu pèses juste délicatement, 
il fait le focus. [Déclenchement de caméra.] 
Là, après tu peux…
Hein?
Oui.
Oui.
[Pas dans un escabeau.]  
Je vais essayer de pas tomber.
Peut-être plus dans ce sens-là.
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OK, tu as l’air pas mal dans le milieu.
Oui. 

Comme ça.
Oui, comme ça. [déclenchement d’une caméra]

C’est mieux de même.
Même, c’est sur moi aussi, je suis bien plus à 

l’aise. Là, je pourrai le couper comme il faut. Sans 
accrocher le trépied, la caméra tombée.  Ça, c’est 

la petite. Échappe-la pas là.
Non, mais c’est parce que des fois tu essaies…
Quand tu visses une lampe en haut, là au plafond. 

tchuuung. Tu l’échappes. Tu comprends ce que je 
veux dire? Quand tu vas trop vite.

[déclenchement d’une caméra] [déclenchement 
d’une caméra] Oh, deux d’une shot.

Non, mais tu voulais me dire que tu voulais aussi 
voir tes mains travailler. Bon. Bouge pas là. Com-

me ça elle est belle. Pas trop haute. [déclenche-
ment d’une caméra] [toux]

Oups. Là, c’est ça que je me demandais… Com-
ment… Parce que là, lui il se déplace-tu? 

Lui, il est supposé de…
Regarde, il a un trou, il devrait y aller là. 

fuuiiitt. Pas lui là, l’autre.

Il devrait y aller dans le trou.

Il ne se dévisse pas là dessus?
Oui, c’est ça.

C’est comme un genou ça. Tu vois la bille là?

Ah ben. Parce que celui-là c’est comme un  
genou ça. C’est ça qui te met quand tu te pettes un 

genou, dans ton épaule ou…  
ton coude. Comment il va le coude?

Oui? Tu n’as pas mal des fois quand il fait trop 
froid? Ah! On l’a là. En?

[rire] OK? [déclenchement d’une caméra] [dé-
clenchement d’une caméra] Je vais devenir photog-

raphe.
Comme tu veux là. Ah, toi? bdrrr. Oui.

Là, il va falloir rapprocher ça. Tiens. [lame qui 
cogne sur un banc de scie] On va pouvoir même 

agrandir ça.
Oui, mais toi tu as juste à venir voir une fois de 

temps en temps?
[balais qui frotte sur un plancher] [reniflement] Je 

vais prendre un crayon pour mesurer.  
On peut prendre l’équerre et faire semblant… Pas 
faire semblant, mais… qu’on équerre notre boite.

OK. Qu‘est-ce que je voulais dire donc?  
[reniflement] Un coup qu’on va avoir coupé ça…

Oui, je suis dans le milieu?
 ça ma première idée de l’accrocher au plafond au 
début.
En?

Oui, en plus il n’y a pas de trépied. [rire]

Non, tu sais.
Non, mais…

[rire] Ah oui?

Oui, c’est pas grave.

Celui-là?

Non, je sais, mais c’est parce que veux juste… Ah 
OK, oui.
Tu veux-tu me tenir ça? Mais il est rof. Elle me 
l’avait dit, il y en a un des deux qui…
Il est dur. Il est supposé d’être plus eee…
Plus malléable, mais… d’après moi…
Oui, oui, oui. C’est ça. Puis en fait quand tu  
visses, lui, quand tu le serres, ils vienent tout tight, 
puis quand tu le slaques, tout se bouge.

Bien.

Sauf que… [rire]

[rire] Il faudrait que je sois dans l’autre sens en?

Sauf que ce n’est pas évident pour voir. Rire.

Oui. C’est-tu solide ça? 

Toi, je vais avoir besoin de ton aide pourmettre les 
tapes.
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J’ôte le banc de scie et on se réinstalle ici pour 
fabriquer la boite?

Que j’ai coupé les morceaux.
On enlève le banc de scie, on laisse la caméra là et 

on fabrique la boite ici?

As-tu d’autres masking tape? Tu en a deux ici.
Là, il faut que tu installes le micro aussi pas loin? 

Tu peux l’accrocher en haut le micro, non?
Le laisser suspendre?

C’est toi là. Tu me dis jusqu’où tu veux que j’aille. Je 
vais le mettre là temporaire. Je ne sais pas si c’est à 

peu près là.

Là tu vas peut-être voir mon chapeau, ma tuque. Je 
peux ôter la tuque par exemple.

Par là, oui?
Il y a de la place en masse.

Chaque bord.
OK. C’est-tu correct là?

Sinon, il faut que tu redescendes la caméra. On 
peut pas redescendre.

[résonnement de métal] Là, c’est sur la première 
chose c’est de même que ça va arriver. Après c’est 
sur que tu ne vois pas au complet. Tu vois rien que 

la feuille passer.

Regarde bien ça, mets l’échelle juste dans le milieu 
du plywood. Tasse-le par là.

Tu sais, on fait juste se pratiquer.
Moi je vais arriver de même là. bvvvvrrr. zooomm. 
Là, je vais l’arrêter comme ça. tooouuuvvvv. [banc 
de scie] Ça va faire ça le temps que je la coupe. Ça 

va faire vmmmmmm.
Je les ai encore mes mains.

Ne sois pas inquiète pour mes mains. Ça mes 
mains, tout ça, ça c’est moi.

Oui, on recommence.
OK.

Tu veux que j’enlève le banc de scie?
Non. Il n’y a pas de danger. Mettons que j’ai mes 

boites là, mes morceaux. Je suis ici. J’ai un marteau, 
ça va me prendre des clous.  

[objets en métal qui se cognent ensemble  
dans un contenant] 

Oui.

En? Un coup que?
Oui.

Oui. Je pense que je garderais le même  
cadrage, faque…
Il y a une roulette là. Sur la table.

Ah.
Là, mettons qu’on pourrait se mettre parallèle au 
papier comme ça, ça va être plus facile. Lui, il est 
pas mal droit. OK.

Ah, attends. Mets-toi donc là comme si tu travail-
lais par exemple, pour que je fasse…

Parce que je ne veux pas être trop loin non plus. 
Est-ce que tu peux tasser le banc de scie un peu 
plus par là?
Peut-être un demi-pied, oui. Encore. Encore.
Là, j’ai genre un pied de ce bord-là. 
Oui.
Je me demande si je ne veux pas le cadrer un peu 
plus…

Parce que qu’est-ce que ça donne après… si… après 
ça quand tu coupes, tu fais la boite…

Attends, je peux me mettre dans l’autre sens, si je 
dérange là.

Ah oui, mais c’est parce que je ne veux pas me voir.
Je suis trop loin là. [plancher qui craque]

Fais attention.
[rire] Oui je sais, mais on filme et ça me fait peur.

OK. Est-ce que tu peux l’enlever, juste pour voir 
qu’est ce que ça donne?
Non, mais juste après ça quand tu cognes.
Fais juste enlever la planche et prends le marteau 
pour voir ce que ça peut donner en cognant.
Oui, s’il te plait. Veux-tu le débrancher avant?
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J’ai des vis. [objets en métal qui se cognent ensem-
ble dans un contenant] Je vais essayer de me retirer 

la tête le plus possible comme d’habitude en? J’ai 
les morceaux de bois. Je vais faire ça de même. Je 

cloue, il faut que je les tienne. tac, tac, tac, tac.
Où tu veux que j’aille? Parce que moi aussi je ne 
sais pas que je ne suis pas dans le centre. Je vais 

mettre un autre tape. Là, je suis à peu près dans le 
centre.

Proche de… [objet déposé sur le sol]
C’est les gros morceaux là. tac, tac, tac, tac. [un 

marteau qui cogne au sol] Clouer un peu à terre. 
De l’autre bord. Si je le retourne. Je le mets de 

l’autre bord. Après ça je mets l’autre morceau de 
l’autre côté. Là, il va rester de même. Il faut que je 
parte le banc de scie pour prendre les mesures. Je 

vais prendre les mesures de la boite. Je vais couper 
le dessus. [ruban à mesurer]

Ça, tu pourrais peut-être le… schiiiuuut.
Oui.

Jusqu’au côté?
Jusqu’à la ligne?

C’est plus facile de les mettre temporaire. 
[pas sur le plancher]

Plus loin? Ici?

 

Oui.

[balais qui frotte un plancher]

Celle-là… C’est vrai que l’échelle ne sera plus là.  
Ici. L’échelle est plus là.  

Comme ça je vais pouvoir mettre  
mes clous et mes outils. 

Lui?
OK. Je vais pouvoir mettre mes outils ici.  

En dehors du cadre. Je vais pouvoir  
prendre des clous.

Finalement en as-tu des clous?

Et si tu mets… si tu t’avances un peu plus dans le 
centre?

C’est parce que là je ne cadre pas juste tes mains, 
mais je me demande si ça marche ou pas. Ap-
proche-toi plus de moi pour voir… 

Oui, je pense que ça ne me dérange peut-être pas 
qu’on voie plus large là.
Le réduire après? 
OK, veux-tu mettre les tapes pour voir?
Qu’est-ce que ça donne.
Oui, donne-moi juste une minute.

C’est même plus…
Oui. Vas-y, montre-moi. Un peu plus loin. Ta main 
proche de ton pied, mets là un peu plus proche de 
la fenêtre. Non, c’est l’angle. L’autre main. Oui. 
Encore un peu plus. Un peu moins. Oui, c’est bon.
C’est intéressant quand même en plongée  
comme ça. [Rire.]
Non, là il va falloir que… proche du marteau.  
Quasiment au bout du marteau. Plus près  
de moi. Plus proche. Oui, un peu moins.
Un petit peu moins. Un peu plus à l’extérieur.  Oui. 
C’est bon.

Un peu plus proche de moi. Non. Là, rentre dans le 
cadre. Rentre, rentre, rentre. Là. 
C’est drôle parce que ça dessine, ça délimite un 
espace au sol en regardant dans un écran.

Il y a juste l’autre qui n’est pas bon.
Oui.

Quand tu les rentres les outils tu peux les laisser, 
oui, tu sais. Oui.

39:47

40:17

40:19

40:23

40:30

40:38

40:42

40:48

40:51

40:54

40:58

41:08

41:27

41:34

41:37

41:40

41:42

41:47

41:49

41:53

41:57

42:02

42:06

42:11

42:13

42:19

42:24

42:33

42:34

42:36

42:38

42:39

42:45

42:47

42:52

43:05

43:08

43:09

43:13

43:16

43:25

43:28

43:38

43:41

43:51

44:03

44:05

44:12

44:14

44:17

44:18

44:22

44:25

44:27



Un moment donné, c’est sur que les clous vont  
être là. Je ne peux pas…

OK.

Ça, c’est qu’est-ce qu’on pogne dans la caméra?
OK. Je remets le banc de scie. Attends.  

Je le remets dedans. Je remets le banc de  
scie là dedans. Je le mets dans le milieu.  

Là, ici, la feuille, il faut que tu voies au moins  
le guide, comme ça ici. Ici, c’est bon.

[balais qui frotte sur un plancher] Là on  
pourrait… [masking tape] Ça prend des clous. 

Qu’est-ce qu’on avait dit? Des clous. As-tu de la col-
le? Faire assemblant qu’on met de la colle.

Met qu’on la défasse… On la défait aujourd’hui 
faque elle collera pas.

Par où?
J’aime mieux par l’extérieur. J’aime mieux  

qu’on ait plus. Comme ça?

En dessous de l’échelle?
J’aime mieux qu’il soit plus grand que plus petit.

[reniflement] [plancher qui craque] Faudrait peut-
être que… Faudrait essayer de le mettre perpendic-
ulaire. Ah, OK, pour qu’on voie. C’est bon ça. Sauf 

que là c’est toi qu’on voit.
[rire] Mais on n’était pas supposés faire ça. Ça, 
c’est peut-être pour montrer… que je fais ça de 

même pour montrer, que… 
Qu’il tourne. [résonnance d’une lame qui cogne sur 

un banc de scie] Pour montrer là. Je vais faire ça 
déplogué, au cas où.

Non, mais c’est parce que des fois on ne sait jamais. 
Je peux l’accrocher. Quand on change. D’habitude, 

je n’ai pas d’affaire à aller en  
dessous, tu sais.

Il est plus facile. Il est plus vite en faisant ça de même. 
[résonnance d’une lame qui cogne sur un banc de scie] 

Ça c’est pour mettre la lame droite.

Pas faire ça, oui.

OK. Puis après ça je la remets de même? Je ne veux 
pas faire de ligne par terre, mais je suis encore dans 

Tu peux la garder ta tuque. Parce que ça fait noir et 
comme ton chandail est foncé.
Rapproche. Rapproche. Rapproche. Rapproche. 
Encore. Encore. Encore. Encore un peu. Encore. 
Encore. Encore. Oui. C’est bon.
Oui.

Il faudrait que je zoom out une petite affaire.  
On est un peu trop serré. Là, je vois les tapes.  
Je vais zoomer out. Un peu. 
 

[rire] Oui. Je pense que j’en ai. Non, mais c’est bien 
que tu en mettes, je trouve.

Ah. Pourrais-tu juste tasser les deux tapes au bout 
de… une petite affaire.
À l’extérieur du cadre.

Oui. À peu près la même affaire. Encore un peu. 
Un peu moins. Oui. [jappement d’un chien] Celle-
là peut-être encore une petite affaire. Oui.
Un peu moins. Un peu moins. Un peu moins. Un 
peu plus, excuse. Oui. Entre les deux. Un peu 
moins. Non, plus vers… Oui, c’est bon.

Oui. Attends un peu. [rire]

Ah oui, c’est beau.

Déjà… [rire] Déplogue le au cas où.

Oui, oui, oui.

OK. Fait juste pas le pointer. Tu sais, tu peux… Ou 
peut-être…
Oui. Ou part la quand… met là en diagonale. Puis 
là met là droite. Tu sais, vu qu’on ne fait pas de 
diagonale. Tu comprends? Comme si tu l’ajustais, 
mais…
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le milieu. Je suis correct?
Je veux dire. Là, de même. Là, je la plogue. OK. 

Mettons, même si tu veux regarder tu peux rester 
là. Tu vas être bonne encore.

Tu vas rester là. Tu vas avoir de la poussière aussi. 
Là, moi je commence, je fais ça.

Ah oui. [rire] Fais-moi le penser quand je la coupe 
aussi. L’autre bord! Mais il faut pas  

parler, là, nous autre?
Regarde, c’est ça qui va arriver. [Bvvvvvvvv.]  

OK? Là rendu ici tu vas voir.
Là, de même. Je vais essayer de pas cacher  
avec ma tuque. Elle va tomber. [Tchooog.]

Là je vais aller l’arrêter ici. [Tchhhhh.]
Après ça...

OK. Je vais arriver de même. Elle va être arrêtée.  
Je vais le prendre, ça. Je vais laisser la chute  

à terre. Je reprends l’autre morceau qu’on a coupé 
là, douze pouces. OK?

Oui. Puis je le coupe de même quatre fois.  
Un, deux, trois, quatre. Avant de commencer,  

mettons. Il va falloir que je fasse ça.  
[Résonnance de métal d’un banc de scie] 

 Je sais pas là.
Oui. On a dit qu’on va faire ça de même.  

La tourner. [résonnance de métal du banc  
de scie] Là, elle est assez haute. Pas besoin  

de la monter plus. Juste monter ça là.

La partir?

OK.
Mettons qu’elle est de même.

Je vais faire ça. En ligne droite. Je vais la barrer.
OK. Ça je remets ça de même. Là, je vais faire ça 

de même.

Celle-là?
L’autre c’est ça. OK? Mettons que… On recom-

mence. Ça, ça dans le fond…
Pour l’ajuster, oui.

Mettons que je suis supposé d’arriver…  
[résonnance d’une lame qui cogne sur un  

banc de scie] Je suis supposé d’arriver  
de même. Normalement il cache la lame.

 Il va arriver comme ça là.
OK?

Je vais me tenir de même.
Là, moi, j’enlève ça. [dévissage de la lame d’un banc 

de scie] Je le prends, je le mets là.  

Oui.

Ah, je pourrais me reculer juste une  
petite affaire.

L’autre bord la feuille par exemple.

Non.

Ah oui, c’est vraiment beau.

Dans le fond essaie de ne pas trop cacher.
OK.
Tu peux passer dans le cadre, mais essaie juste de 
ne pas cacher en haut, au-dessus. 

Ajuster, oui.

Oui, peut-être que tu peux la partir en  
diagonale et là tu la mets droite comme il faut.
Non, non, je veux dire. Tu sais, si ça arrive et c’est 
comme ça. Juste pour ne pas que tu aies à la déplac-
er, la remettre.
Tu comprends?
Elle est de même. Là, tu arrives et tu la remets en 
ligne droite.
C’est bon.

Ça, peut-être qu’il pourrait être pas dessus,  
tu sais.
Oui.

Il va falloir que tu l’ôtes pour l’ajuster.
OK.

OK, oui.
OK.
Oui.
C’est bon.
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C’est ça que je vais faire. Ici, je la pousse là.  
[résonnance d’un objet métallique] Je la rebarre. 

C’est ça qu’on va faire. De même. De même. Là 
je remets. On voulait douze pouces. On fait ça de 

même. Jusqu’à douze pouces. OK?
Là, je la rebarre. [ruban à mesurer]

Oui? Je vais faire la même chose. Après ça il faut 
que je remesure encore, voir, ici. OK? Je retchèque. 

Sept pouces et quart. Sept pouces et quart. Oh. Il 
est pas correct. Tu as vu, mon guide il bouge. Là.

Ça se peut que je sois obligé de le resserrer, tu sais. 
Là, ici il faut que je le serre comme il faut. Là, il est 

bon. Là, je le repars. Là, je vais  
chercher la feuille et je la coupe.

[toux] [reniflement] Bon.
Oui. On… On commence la boite.

OK, mais ça me prend des clous.
Des clous, le marteau.

Oui.
Je peux enlever ce chandail-là aussi. Il y en a un de 

trop. Le chandail avec le capuchon là.
Mais je vais aller en bas mettre de l’argent dans le 

parcomètre. C’était supposé être à une heure.

Il est midi et demi? Bon.

Regarde bien ça, à part de ça je m’en suis servi 
l’autre fois. C’est marqué que tu peux pas avoir de 

ticket. Ça veut dire qu’ils le savent juste  
avec la machine, tu sais. Bruit d’outils qui cogne 

ensemble.

Des clous et de la colle. [plancher qui craque.]

Ça marche à batteries? 
Hé bien. Ça aussi c’est à l’école? 

Quelle Université déjà, Loyola? 
À l’UQAM, à l’UQAM, j’ai de la misère.  

Je devrais m’en souvenir. Bon. 

Ah? 

Oui, mais tu as un morceau de même, 
un morceau de même, un morceau de même. 

Non, non, pas ce bord-là, l’autre bord. 

Oui.
[rire] C’est bon le tape.

Parfait.

OK.
Après tu enlèves le banc de scie?
Oui. Peux-tu l’enlever juste pour voir?
Ah oui.
Peux-tu mettre ta pouch? Travailles-tu avec d’hab-
itude? 
Oui.

Il est quelle heure? Essaie de ne pas dépasser parce 
que… ah et demie. Ils doivent passer à une heure 
pile.
Eux il doivent revenir. Ils doivent passer  
exactement pour attraper…

Oui, oui, c’est ça. Ils tchèquent avec la machine. 
Ah. J’en ai pas tant que ça, finalement, des clous. 
Bruit d’objets manipulés dans un coffre à outils.

Celui-là, oui. 
Oui, je l’ai emprunté à l’Université. 
À l’UQAM. 

En fait, je pense aussi, lors de cette exposition au 
Whitney Museum à New York, ils ont ouvert,  
je pense, l’exposition pendant qu’ils étaient  
en train de l’installer. 
Un peu, justement pour réfléchir à l’idée  
du processus en tant qu’œuvre ou en tant que…  
oui, au lieu que ce soit seulement l’objet fini  
ou le… ce qui est présenté…
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Je sais pas. L’artiste il le voit lui? 

Ah, j’aime ça. J’aime ça, j’aime ça. 

Ah, OK. 

C’est mélangeant. 
Professeur. 

Il faut que tu l’expliques comme il faut.  
Non, mais tu sais des fois. [Oupelaye.] 

Non, mais à comprendre, un peu tout. 

La réflexion en voulant dire que? C’est quoi  
la réflexion? Comment on l’a fait? Comment  

on l’a créé? C’est quoi la réflexion tu veux dire? 

OK. OK. 

Toi, tu vas présenter ça à l’école,  
pas à l’école, mais… je dis à l’école. 

Dans une galerie. Je dis à l’école.  
Tu sais comment je suis. On dit plus  

ça l’école. OK, dans une galerie. Oui, oui. 

Choisir le matériel en partant, couper,  
les outils. Quoi? 

De la boite? 
L’assemblage? 
Je ne sais pas. 

Gagner notre vie. Le travail? 
Moi, j’aime ça travailler. Moi, si je ne  

travaillais pas, me semble, c’est plate.  
Moi, j’aime ça travailler. Pour moi le travail,  

me semble que ça fait avancer, tout ça. Je suis bien 
fier. Je ne sais pas, toi? 

Je suis fier quand je réalise de quoi. 

Mais, mettons que je suis fier pareil au bout de la 
ligne. Mettons que j’ai fait juste une armoire de 

cuisine. Des fois je passe, oui, j’ai fait une belle ar-
moire ici. Je suis fier de ce que j’ai fait. Me semble 

En fait, je pense qu’il jouait un peu sur l’idée  
justement de hasard et de chance et un peu de…
C’est la façon de manipuler qui créé, que c’est pas 
nécessairement l’artiste qui dicte, ou c’est pas lui 
qui décide, mais plutôt… 
C’est plus à partir de l’idée, puis le reste se met en 
place finalement. Un peu… soit par chance ou à 
cause des différents besoins finalement. 
[Rire.] C’est mélangeant? 
Ah bon? Pourquoi? 

Qu’est-ce qui est mélangeant? 
L’idée est que ce n’est pas l’objet fini en soi qui 
est le but de l’art, mais plutôt la réflexion que ça 
suscite autour. 

Le processus. Comme par exemple, à cette époque 
là, les artistes, Robert Morris était intéressé, 
je pense, plus au processus en tant que tel ou, 
justement il dévalorisait l’œuvre d’art en tant que 
produit fini. 
En tant que produit commercial. C’est plutôt…  
Il voyait plutôt comme un but en soi, afin de  
poser des questions, afin de réfléchir à la société. 
Particulièrement, là, c’est justement de créer un 
lien avec le… voyons… les ouvriers. 

Dans une galerie. 

Tu vois, how the making of simple cubes could reflect  
on questions of labour? Comment la fabrication 
de cubes, de simples cubes peut refléter les  
questions du travail? Qu’est-ce que c’est le travail? 
Oui, mais c’est quoi le travail? 
Le travail…
Dans la société en général? 
[rire] 
Oui. 

Oui, oui, mais par exemple, mon travail à moi…
Mais moi aussi, mais en même temps, tu vois c’est 
immatériel ce que je réalise c’est  
immatériel. Au final, qu’est-ce qui reste?  
Une vidéo? Tu sais, j’ai pas un produit fini. 
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que je suis supposé l’avoir fait  
comme il faut. 

Même si, pttttt, ils l’ont démoli par après et ils 
l’ont changé pour une autre il y a cinq ans. Tu sais, 

ce que je veux dire, je suis fier pareil. 
Ton nom te reste après. Puis après tu as des bonnes 

références. J’en ai de l’ouvrage.  
Là c’est parce que je cogne pas à la bonne porte, 

je suppose. Le bonhomme est supposé me rap-
peler [reniflement] Je voulais essayer de retirer 

du chômage. Je suis supposé d’en avoir mercredi 
prochain. 

Je ne sais pas moi. Le but du travail. Comment 
dire? Le but du travail? [rire] Attends un peu.  

Il faut que je me creuse la tête un peu. Je ne sais 
pas moi, j’aime ça travailler. Le but du  

travail. Je sais pas. Je ne sais pas comment répon-
dre à ça. C’est quoi toi de même,  

comment tu dirais ça? 

Oui, ça tout de suite. Oui, puis avancer un  
peu plus peut-être. 

C’est sur que j’aurais pas eu besoin de  
travailler quand j’étais jeune, si je n’avais pas eu 

d’enfants, ni rien. Si on ne veut pas avancer, si je 
ne veux pas avoir un char, si je ne veux pas rien. Je 
n’ai pas besoin de travailler, mais je veux quelque 

chose d’autre en avant de moi. C’est pour ça qu’on 
travaille, pour gagner de l’argent et avancer un peu. 
Je sais qu’on n’en a pas eu, nous autres, à la maison. 

Tu sais, on était pauvre. Pas parce que j’étais pauvre 
ou riche. J’aime mieux être pauvre de même que 

d’être riche, on se parlerait pas et on se serait chi-
canés peut-être tu sais, moi, Carole et Réal. 

Il me semble, le travail. Je sais pas, j’ai toujours 
aimé ça travailler moi.

hum. 

De travailler? 

C’est quoi le but du travail, à part gagner de l’ar-
gent? 

Moi, je me questionne. Tu sais, c’est sur qu’on 
pense que c’est pour gagner un salaire. 

Faire quelque chose qui nous intéresse, en tout cas 
pour moi c’est de mettre de l’énergie et du temps à 
des activités qui…
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Il n’y a pas de danger qu’il tombe là?
Oui, avec la pesanteur.

Tu sais ce que je veux dire, avec la pesanteur qui est 
de même.

Did you enlarge the square that was on the ground? 
Yes, eh?

The table saw?
[Sigh.] So that the table fits in the square.

How do I set it up so I can cut 
my plywood sheet?

The table saw is here, and I need to cut there.
[Schfuuuuit.]

The table saw should…
I’d have to put the table saw on the floor 

inside your square.
[Crumpled paper.] If you see what it looks like.

It’s almost the size of this.
[résonnance d’un morceau de métal] Bon.  

Regarde bien ça. Là, ici je lève la lame.  
[manivelle d’un banc de scie]

En? Oui. Je vais le laisser de même, là je suis sup-
posé être comme ça. OK? Ensuite… Je me souviens 

plus. Ce bras-là. Ça, c’est pour le débarrer. Pour 
l’envoyer… [lame qui cogne sur le métal d’un banc 

de scie] La lame comme ça. Faire en diagonale. 
OK. Là de même ça je lève la lame ou je la baisse 

Ça, c’est mon guide. Je vais prendre en haut ma 
mesure. Il va falloir que je prenne ma mesure. 

[clous qui se cognent ensemble] Si on veut la boite 
de douze pouces, douze pouces de large. Il faut que 

je mette ça ici à douze pouces. Comme ça.  
On va le mettre à onze parce qu’il ne va pas plus 

loin. Je barre ça de même. OK. Là, je pogne la 
feuille de bois. Là va falloir que je la coupe de 

même. Toi tu vas être en train de filmer en haut. Va 
falloir que je coupe ça. vvvjjjiii. L’autre bord pour 

qu’elle tombe. schiiiuuuiii.

C’est mieux pas filmer.
C’est mieux si tu filmais. 
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Le trépied?
Non, il est assez costaud.

No, but, I think the tripod can hold 
up to fifty pounds. Hold a camera up to 
fifty pounds.
A little bit, yes.
I don’t know if it’s enough for…
Yes.

What do you mean?

Yes, but I thought if it entered directly  
in the frame, the table saw…
Yes, that’s it.

[Mmm.]

Where are your hands when you work?

Peut-être ça tu pourrais le faire aussi?

Faque, on voit pas les mains là, mais je pourrais 
cadrer juste le banc de scie.
En?
Plus large tu veux dire? Non, parce que si le cadre 
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Tu vois la planche qui passe avec la lame. vvvjjjiii, 
shkuuung.

Mais là, regarde la feuille là. OK.
Ça passe pas ben ben. 

Je peux la couper déjà un morceau. Ici, là, dans, 
dans, dans… Je peux en couper une strippe là. 

schiiiuiiiit.
Ça va être plus facile, nous autres, à couper. 

Comme elle, je l’aurais coupée en bout de même. 
schoung, klung, klung, klung. Mais quand même je 

suis trop loin là.

Oui, mais c’est pour ça j’y ai pensé.  
Au pire-aller je prendrai ma feuille que j’ai  
en bas. En premier c’est ça que je voulais.

Ben oui.

J’ai arrêté à matin acheter ça.
[sonnerie de téléphone] Oui.

Je savais que c’est ça que je voulais, mais j’ai arrêté 
pour avoir des bouts de plywood, des fois que 

ça m’aurait couté cinq, dix piasses un morceau 
comme ça.

Ça doit être mon italien.

Je suis capable de passer à côté là. Oui allo? Allo? 
Allo?

Oui. J’ai de la misère à t’entendre là. Je suis dans le 
bas de la ville. Pas tout de suite. J’en ai encore pour 

une grosse heure encore là.
 

Commencez à les descendre. Bye.
Il est là, en train de mettre un gars dehors. Pis, c’est 

pas à moi à le déménager pis à descendre les boîtes 
et tout ça. Hier, il était là. Ses chums sont là, qu’ils 

descendent. J’avais de la plomberie à faire en bas 
parce que la douche coule. C’est pour ça que… ça 
fait ben longtemps. En bas c’est l’église, c’est une 

église de noirs, là, aujourd’hui, sur des Laurentides, 
pas loin de chez nous. Là, il y a une messe et tout 

ça. C’est pas le temps d’aller travailler là. Il le 
savait. Faudrait que je mette le banc de scie peut-

être dans le milieu? Je suis-tu capable de couper 
le morceau de même? Faudrait que je coupe un 

morceau d’avance. Je ne suis pas capable de couper 
une stripe. Je vais tomber dans le mur.

En coupant mon morceau de même là.  
brrrrrrrrrrrr. Il faut que j’aille jusque là bas.

Bon, tu vois.
De même?

donne juste ça, c’est pas si pire, tu sais. C’est juste 
le banc de scie, faque on voit la planche qui passe.

Parce que de toute manière si je veux avoir  
les mains.
Ah, oui, ça passe pas?
[rire]
   

Pour que ce soit moins large, tu veux dire?

Oui, mais j’aime ça quand même qu’elle ne soit pas 
déjà de douze, tu sais.

Parce que là ça fait trop set up, tu sais. 
Elle est belle, blanche. Je préfère, dans le fond, 
l’idée c’est de construire une boîte.
Sans que… ah, tu l’a acheté à matin. 
Ah, pour vrai. [rire]

En plus tu m’avais dit, Ah, achète rien, on va pren-
dre ce que j’ai. J’aimais mieux… L’idée c’est ça, elle 
sert à rien la boite.
Mais moi le problème que je vois c’est la patte du 
trépied, non?

Parce que sinon je peux le…

Je peux faire quelque chose de même.

Travailles-tu aujourd’hui?

Comment?

J’aime mieux qu’on voit ce côté-là aussi.
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bjjjiiiuuu. Oui. Mais à mettons que ça.  
Pogne le coin là.

Oui, à mettons que le banc de scie est là.  
Là, là. Regarde met le à terre. Là, il va falloir que je 

parte ça sur le banc de scie. bzzziiieee.  
Continue, tiens le. bzzziiieee.  

Toujours de même. bzzziiieee.
Jusqu’à tant qu’il finisse. Là, il va tomber  

à terre. Laisse-le tomber. Il va tomber de même sur 
mon banc de scie.

[reniflement] Je peux mettre le banc de scie là, là. 
Pour figurer. On va voir, on commence. Là il est peut-

être mieux ce bord-là que l’autre bord.

Oui, regarde bien ça. Moi, vu que mon guide s’en 
va de ce bord là. Va falloir que je le mette de même. 

[résonnance de métal] Si tu veux l’avoir de même. 
[plancher qui craque]

Je peux pas couper là. Je peux, mais je peux pas. Sur 
ce bord-là non plus.

Il va falloir que je sois comme ça.
Le guide, là. Toi tu veux le voir. Moi, je m’en viens 

de même là. [banc de scie] Mettons que je baisse la 
lame sur ce bord-là. Ça va se passer comme ça. Je 
vais arriver de même. Moi, il faut que je m’accote 
comme ça. De même. As-tu vu? Il va falloir que… 

on va le barrer là.  
Je peux faire ça. On va le mettre comme ça. vuuug-

gghhhiii.

There, I think… yes. That’s it. That’s it.  
It’s right in it. Higher, higher, higher. If it’s higher 

you’ll have more…There it’s well locked.
Higher up you’ll have it more like that.

Yes. Can you lift it even more?
Yes.

If we are too low, you don’t see anything.

That?
Ah, these days, they invent things that….

Yes, yes, yes, yes.
[Fiiithhh.]

Bon, ben ça, celle-là ici y, ça doit se 
remonter certain. 

Mais toi, il faut que tu sois là, là. 
Il va bouger tout le temps. On l’essaye, monte. 

Monte-le le plus haut possible. Ceux d’en bas pour 
commencer? 

Ah, OK, mais tu peux pas le couper de même?
Oui?

Moi, je peux t’aider aussi.

Oui.

Oui.

OK. Il va falloir que je refasse le cadre, là  
par exemple.

Ah, oui. OK.

Oui.
OK.

If not, another option would be to mount  
the camera even higher?

Here? Even more.
Yes, hold on, OK. Hold on, I’m just going to…
Switch it off.
Yes, but that’s it. Actually, that’s why 
I borrowed this from UQAM. Did you see? 
It’s called a magic arm.
Yes. Look, it’s like a…

Here if you unscrew it, then you can reattach  
it entirely. Yes.

Parce que sinon je me disais, on peut le pogner sur 
l’escabeau ou en haut, mais…

[micro échappé] Oui. Oup. OK.
Oui. Je pense qu’ils sont au plus haut ceux-là par 
exemple.
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J’en ai une déjà de lousse.
Non.

Non. Oup.
Attends un peu. C’est parce que je l’ai serré là. 

Comment ça marche?

Là il est au bout. Vers le haut, comme ça?
Celui-là aussi? [manivelle d’un magic arm]

OK.

Peut-être que oui, peut-être que non. Là, il faut que 
tu te mettes parallèle au banc de scie, que tu ôtes 

deux pattes là. Ça, lui, schuuuiiit.

OK.
Une manivelle.

Peux-tu aller t’installer en haut?

Ici?
Là on est au bout.

Moi, je le mettrais parallèle au banc de scie.
Comme ça, pour que je puisse passer ma feuille. Là 

peut-être un peu plus écartillé au cas où. D’après 
moi là.

Essaye de l’installer en haut. 
Celle-là elle se barre ici aussi, OK Karine? Celle-là 

elle se barre.
Oui, pour pas qu’il se dévisse tout seul.

Ouf. OK, où?

Où ce que tu? La caméra est là?

Ah oui. Ça là c’est ben solide ça. Le bras, il a de 
l’allure.

Deux cubes?
Je pense que…

Je pense que oui. Oui et il faut que je coupe deux 
stripes, mettons qu’ils vont avoir douze par douze.

Regarde. Oui, mais je coupe deux stripes tout de 
suite. J’en coupe une. schuuuit. J’en coupe une 

autre. schuiiiit.

Oui, mais je pensais que. Regarde bien ça. Ici mon 
morceau il a soixante pouces. Je suis capable de 

sortir cinq morceaux. Cinq morceaux, c’est assez 
pour faire un cube. [ruban à mesurer]  

Ça me prend quatre côtés. Un, deux, trois, quatre. 
Pis un dessus. OK? On a pas besoin d’en dessous?

Il est au plus haut ça, non?
Je pense que oui.
Ah non. Il a encore un petit peu de jeu. 

Tu le mets dans le haut pour le bloquer. Non, il est 
au max là.
Oui. Je pense que ça, c’est pas mal le plus haut.
Oui, j’ai l’impression que tu l’a mis au plus haut 
celui-là.
Je pense que ça c’est pas mal le plus, mais là il tien-
dra plus si... [manivelle d’un trépied]

Ah, ça, ça se monte. Eeee. Attends. Une  
manivelle. Elle. [manivelle d’un trépied]
Puis là.
Oui. OK, vas-y. [rire]
Ben, je peux peut-être me prendre sur… Je sais pas 
quoi là. Peut-être sur une affaire de même?
Oui, là-dessus.
Bon, ben.
Oui.

Je vais juste…
Je vais juste détacher la caméra.

Ah, OK. Tu l’as barré?
Tiens, veux-tu peut-être le mettre lui?  
[résonnance de métal]
Ben en haut là. Tu sais pour qu’il projette le plus 
loin possible. Oui. Oui.
Oui, c’est ça. Pis après je peux l’ajuster, le reste. 
Oui, faque va falloir que je monte dans l’escabeau. 
[rire]

[escabeau déplacé] [pas sur le plancher] On peux-tu 
en faire deux avec ce matériel-là? Au cas où?
Oui.
Pas vraiment?

C’est juste que si on le répète deux fois.

Non, mais ça se peut que je change le cadre, c’est 
ça. Je sais que tu veux maximiser le travail. [rire]
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OK. Yes, I’m just going to taste my coffee.  
I haven’t even tasted it yet.

Yeah, yeah, yeah..

That’s what is going to happen.

Yeah, yeah, yeah..
Yes, OK. The top is in walnut.

Not the other sides.
The top is not the same color as 

the other sides. 

[Mmmm.]
Unless he varnished it.

Walnut, that’s… Ok I know what that is, but is 
the whole thing in walnut? The sides too?

Here, you put it like that.
Or better yet, you want both sides on the inside.

Seen from above is ok?
Seen from above...

Do you want it like this, from the top view?
I need to know for sure.

No, no. For me the parts are the same.
It’s not a big deal, whether you put them like this.

For me, it’s because the measurement changes 
from here to here, from here to here.

From here to here, and from here to here as well. 
I will make them square. 

These ones are twelve inches.
Here, if I want to have twelve, twelve, 

this one will be eleven inches, my piece.
Yes. Now they are all the same. I’m going to 

reposition them on my table saw.
Yes. That’s it. I’m going to grab my sheet, 

and I’m going to cut a piece like this. 
[Zooouuung.] After that I’ll take the sheet back. 

This, here, what is left over from my plywood 
sheet, we put that aside. Then, I take this sheet 

here, I flip it over on the table saw. 

Look, this is what I wanted to show you. 
I made… hold on. Basically, the idea for  
this project came from…

There is in fact an artist called Robert Morris. And, 
in 1961 he made this box here. The title is Box with 
the Sound of Its Own Making. He built this box over 
the course of three hours, recording the sound of 
the hammer, the cutting, everything. And then he  
installed the sound inside. So, the box was displayed 
with the sound of its own construction within.
Actually, I used this as a starting point. 
I don’t necessarily want to recreate the same 
box, but…
[Laugh.] His, but at the same time, this one is 
more, you know… There is something pretty 
about it. It’s made of…
Walnut. Wood…

I think so.

The process… Ah, yes, but it’s because 
of the lighting.
That’s my impression.
Walnut. Walnut.

Well, I think so, but I’m not sure. I never saw 
it for real. That’s my impression. I think it’s really 
the lighting, that comes, look, that comes from  
the side.
Yes, but, I wasn’t sure.
Go ahead. Show me.

Ah, but… yes.

Yes. Is that easier for you to do?

Yeah, that’s it. 

Ah, that’s it. If not they are all the same.

There, they are all the same.

Except the one on the bottom.
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Like this. Then, I cut it for you, one, two, 
three, four times. [Zooouup, zooouup, 

zooouup.] To make the four sides.  
One time lengthwise. [Zooouup.] And four times 

on the side. [Zooouup, zooouup, zooouup, 
zooouup.] Do you understand what I’m saying? 

I cut once on top of the table saw. Let’s say  
the table saw is here. Seen from above, on camera, 
the blade is here. Then, I cut one sheet. One time. 
TSCHUUUNG. TSCHUUUNG. OK? This piece 

here, I have to flip it over here, like this. Then, I 
cut it, one time. This one will fall on the ground.

I take my piece again, 
I re-cut it again, again, again.

After, well that’s it. Here.
Can I draw on it?

Well, there are two ways.
Should we nail it or drill it?

In the old days, we nailed it.
It’s up to you. If we do two?

We can nail one.
Drilled, it’s definitely more solid.

What’s the box for? If it’s nothing but… 
if it’s a box that needs to be solid, 

you’re better off drilling it.
It’s better to use glue also.

Did he use glue in these joints, here?
You won’t hear it.  [Ptttt. Ptttt.]

He used dowels?
I need to put my glasses on.

I don’t have my glasses.
I can’t see them.

Three hours… [Schiiiuuu.] 
[Mmmm.] Maybe they aren’t dowels.

Damn, I didn’t bring my glasses.
Do you have a magnifying glass? 

A magnifying glass?
On hand?

I’m not sure if I have any nails.
Yes.

Like I told you, there are two ways. 
If not, I can screw them in with my drill. 

You know, we screw them.
If not, I have to hold it together with nails. 

[Clouk, clouk, clouk, clouk, clouk, clouk.] 
We’re better off using glue. If you look in the  

book did he use glue? Did they put some glue?
If it stuck, if it’s nice wood.

Do you have to explain the wood also?
No, but it’s plywood, it’s pine,

 it’s plywood.

Yes.
Yeah, yeah, yeah.
After, where do we drill? 

Yes, yes [Microphone moves.]

Oh. [Microphone moves.]
[Laughs.] Is it nicer if we nail it? I don’t know it.

Let’s nail it.

[Mmmm.]

I think that he, look….
Dowels.
Dowels, do you see there?

There are like small round things.
If it took three hours to do.

It’s not a big deal. Anyway…
Eh?
A magnifying glass, no. I don’t have one.

I have nails.
Yeah, I think I prefer if we nail it.
You thought we should use screws eh?

Do you mean why this?

Actually the box isn’t used for anything. The box is 
only used as a pretext to film the process.
So, EEE…it’s just like to show the gestures.
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Normally, I’d say if you are inside the box and you listen. 
[Bziiiizzz, bziiiizzz.] How is that? [Bziiiizzz, 

bziiiizzz.] Ah, he screwed the box together. 
Instead of hearing [Tchung, tchung, tchung, 

tchung, tchung, tchung, tchung, tchung, tchung, 
tchung, tchung, tchung, tchung, tchung, tchung, 

tchung, tchung]. Therefore, he nails the box.

When we use nails.
That’s why, maybe we should hammer it, 

it’s better. I can even use my compressor and 
the gun.  [Tchug, tchung, tchung, tchung, 

tchung, tchung, tchung, tchung, tchung, 
tchung, tchung.]

That might be better.
You know, there are three solutions here.

With dowels, you have to make round holes on
one side then on the other side.

And they are little pieces of wood,
you know little sticks that we put here.

You have dowels here.
You know, in other words, it’s a dowel, 

what holds the angle.

That’s it.
Yes and you use glue.

That’s what holds it so that it doesn’t go through.
But it’s a [Bzzziii, bzzzuuu, bzzzuuu.]

C’est peut-être mieux. J’ai mon marteau.  
Il manque les clous.

Ben, ça va être mieux peut-être. J’ai pas…  
ma petite boite de vis que j’ai pas. Elle est restée 

dans le truck.

Oui, on a rien qu’à ne pas mettre trop trop  
de clous.

Un, deux, trois. Un, deux, trois.

La défaire?
OK. On en fait deux?

OK.

Peux être pas. Là tu… Mettons là tu vas mettre 
la caméra, tu vas aller voir si tu… Mais là on se 

Yes, but I really like the gesture, there’s actually 
something more beautiful because it’s even more 
mechanical than… Than screws, than an electric drill.
 [Vuuuiii.]

I think I would prefer the hammer.

Yes, the hammer.

Yes.

Yes, that’s what holds it, so instead of a nail, 
you see…
Wood.

Yeah, but I don’t want that… Actually, it doesn’t 
bother me if there is a rough side to the box.

Veux-tu que je regarde si j’en ai?

Est-ce que tu penses qu’on peut la défaire après la 
boite?

[rire] Oui, c’est ça.
Dans le fond, je pense que j’aime ça qu’on la 
monte. tchu, tchu, tchu. Puis, peut-être, la sortir 
du cadre et après la remettre dans le cadre et faire 
l’inverse. Enlever les clous et la défaire.
Oui.
Mais je mettrais un truc en haut et un truc en 
dessous. Pour la fermer. Faire un cube.
Oui, une. On va en faire une. Je vais penser comme 
il faut au cadre là. Parce que mon souci c’est que 
si on est haut comme ça, on ne verra pas le même 
cadre, où on voit juste les mains. C’est ça. Mais 
c’est peut-être pas grave. 
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comprend. Là on sait où on s’en va. Moi, je vais 
aller mettre de l’argent dans le parcomètre. Là on 

part. Là on sait à peu près, mais tu comprends-tu… 
moi, moi… un coup que ça m’a en avoir coupé là. 

schuiit. OK, ce morceau qui va être là de même il 
va tomber à terre.

Là tu vas voir pas mal là. Tu vas regarder dans la 
caméra tout ce qu’on peut voir… Ça va me prendre 

une extension.  [résonnance de métal] Peut-être 
que tu veux tout faire ça avant qu’on... en partant 

quand on filme, le bruit, l’extension. [plancher qui 
craque]

On connecte ça. Je sais pas. On a rien qu’à tout 
démancher et recommencer. Bruit de plancher qui 

craque.

Oui, parce ce que si on cherche, on part, on filme, 
là on va perdre du temps. On est mieux de se 

préparer, tout ça.

Le minou est déjà caché. [rire]
On va s’installer au cas où. Je comprends le prin-

cipe un peu moi aussi. Même, qu’est-ce que tu fais 
demain?

Peut-être que je pourrais… peut-être laisser ça de 
même un peu et revenir demain, tu sais.

On a jusqu’à trois heures là. En? 

Oui, OK.

Le petit balaie aussi un peu pour en enlever.
[banc de scie] C’est ça le son que ça va mener.

[banc de scie]] Ça fait du brin de scie.
Ben oui, tu vas balayer.

Moi, il faut que je passe ici.
[rire] M’a le débrancher. Faut recommencer. Je 

veux voir si je suis capable de passer. Je m’en vais 
jusqu’à l’autre bord. Met que je fasse ça, là j’arrête-

rai pas. Regarde, je vais partir de même. C’est ça 
qui va arriver.

OK. On va tout faire ça, là je m’installe, je vais 
réussir à la laisser tomber. tschuuung. Ou m’a 

arrêter ici. Penses-tu que tu peux voir aussi quand 
je monte la lame? De même tu verras pas la lame 

monter? Oui?

Il y a ça.
OK. Si tu es capable de prendre cette  

feuille-là. [escabeau déplacé] De là à là.  
Je devrais être capable Karine, OK? Sans bouger le 

banc de scie, je devrais être capable. Avant de le 

Oui.

Ah.

Tu mettrais l’extension? Oui. Déjà je vais voir ce 
que ça donne le cadre.

Oui, oui, oui, de toute façon c’est ça, un  
coup que…
Oui.

[déclenchement d’une caméra] Pourquoi?

Pourquoi?
[déclenchement d’une caméra] Non, mais on a 
le temps là.
Non, non. Moi j’aime ça aussi l’idée que ça ne 
soit pas compliqué là. Tu sais, on le fait une fois. 
[plancher qui craque] [déclenchement d’une 
caméra]
Oui. Mais tu vois ça ne me dérange pas…
C’est dangereux.
Mais ça on va pouvoir l’enlever après?
Peut-être qu’on pourrait le filmer le balayage.
Veux-tu le débrancher? Ça me fait peur.

Il faut juste que je vois avec la caméra.

Ben c’est ça, là j’ai l’impression que je vais faire 
un cadre, où on voit plus que juste tes mains. Je 
pense.
Je vais monter là.
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lâcher, tu tchèqueras s’il y a l’équilibre, s’il n’y a pas 
de danger qu’il parte par en avant.

Juste au cas où.
Oui, mais c’est pour ça.

S’il ne touche pas, on est correct. Toi aussi, tu n’es 
pas trop loin là. Approche ton échelle. T’es pas 

trop comme ça là?

Moi, il faut… Toi, il faut que tu voies le guide ici. 
Je suis juste sur la ligne. Là c’est plus mes mains, 

c’est vrai. C’est vrai là, c’est plus mes mains. Es-tu 
capable d’aller voir dedans?

Tiens, il est équilibré un peu mieux.

L’équilibre là, attend un peu. Juste comme ça là. Là, 
là. On serait bien en équilibre. Regarde.

Rien que temps en temps.

Oui, mais, oui, c’est ça. Mais tchèque moi.
Oui, d’après moi… qu’est-ce t’en penses?

Moi, je vois qu’il est droit.
Il est peut-être l’angle là. Je vais le tenir  
pendant que tu l’ajustes comme il faut.

Par là-bas?
Le banc de scie?

On va s’en aller là-bas?
Je ne peux pas m’en aller là-bas. Je ne pourrai pas 

couper ma feuille.
Il faut que je m’en vienne ici, à la place.

Par là? Oui.
Ah, OK. Ça je peux.

On recommence. Jusqu’ici même?
Encore?
Même…

Je vais tasser le banc de scie. Je vais enlever les 
stickers aussi.

OK. [balayage d’un plancher] [reniflement]  
Ça va faire beaucoup de brins de scie.  

[jappement de chien] Un petit chien. J’ai ma 
tuque. Il ne faudra pas me voir le chapeau.

Il ne va pas plus loin? Ça, ça ne s’étire pas  
non plus?

Veux-tu que je tasse mon banc de scie?
Le banc de scie, il faudrait que je le tasse une 

petite affaire. Comme ça. Si je veux qu’il passe sans 
toucher au trépied là.

Oui. Ah. Je pense que c’est assez costaud.
Mais, regarde, teste-le tu vas voir.
Il y a quand même un…

Là , tu disais que tu voulais que ce soit parallèle 
au trépied pour que ce soit plus facile? Oui en?

Oui. Mais tu as raison, c’est limite. Ça prendrait 
une poche de sable.
Je vais juste me rapprocher. Ça prendrait  
une grue.

Parce que c’est vrai… je préfère… je ne veux pas 
qu’il puisse tomber… parce que je vais monter, 
descendre, monter, descendre. Je serai pas là 
en haut, moi, pendant que tu le fais.
Mais je ne pourrai pas, parce que regarde, je 
suis dans les jambes là.
Là, il est solide?
Ah, oui. Je pense bien.
OK.

Ah, il faudrait quasiment qu’on se tasse dans le 
milieu du papier. Je n’ai pas pensé, mais…
Oui.
Ben, déjà juste ça au départ. Le trépied avec  
la caméra.
Oui, au centre.

Pourquoi?
Non, non, mais comme ça je veux dire.
Pour être au centre du papier.
Pour avoir du blanc, oui.
Encore.
Oui.
Je vais me tasser.

Fait attention parce ce que tantôt ils arrachaient 
le papier. [pas qui montent dans un escabot]

La seule affaire, c’est que j’ai… Tu sais je ne suis 
pas assez loin du trépied, je l’ai dans…

Non.
Non, attends.
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Comme ça?
Je pourrai pas couper.

[reniflement] Ben là il faut que je m’en aille  
dans le trépied. 

Comme ça?
Encore?

OK, je passe là. [plancher qui craque] Je passe là. Je 
passe sur la patte.

OK. C’est parce que je ne veux pas être trop 
proche le monter. brrrrrrrr. Le banc de  

scie bouge.
Quoi ça? Ça ici?

Pour aller plus loin?
Loin c’est quoi? Je sais pas si…

Lui,  il va falloir que je le pousse.
Ça devrait. C’est-tu assez solide l’échelle?

Oui, oui, oui. Toi, c’est les pattes du trépied?
Oui.

Oui. Oui. Là je pourrais. Le chef est assez… Ça, ça 
serait une idée. Ça passerait. Le trépied est plus 

dans les jambes. J’aurais plus... je serais plus à l’aise 
moi aussi.

On l’essaye-tu?
Eee.

OK, moi, je vais monter dans l’échelle.
Pour l’accrocher.

Oui?
OK. Excuse.

Do you want me to take photos while you work? 
[Laugh.] Where do I press? You know.

Where do you press?
No, no, no. Ah Ok.

[Schfiuu.] The other one… I never held such  
a big camera like this in my hands.

This one?
I don’t even know where to press.

Yes, yes. I like this better. 
Only where to press.

Is it better to press harder?
Harder?

Where do we look? Here?
OK.

OK, put yourself in the middle. Now, you… Yes.

Met le donc parallèle à moi, le banc de scie.
huuhuuum.
Pourquoi?

Non, non, non, laisse-le comme ça, mais donnes-y 
dix degrés.
Oui.
Oui.

Oui, mais moi de toute façon elle me dérange, je 
l’ai dans le cadre.

Il est accroché où? Si je l’accroche là-dessus, ce 
serait pas assez solide en?
Oui.
Oui.
Pas ben ben en?
Ou si on s’accroche là dessus?
Malgré que c’est pas mieux. Parce qu’elle est en 
angle aussi l’échelle.
Sinon ce serait ici, mais…
Là, elle m’arriverait ici la caméra.

Plus facile.
On l’essaye.
Vas-y… eee. Ah, attends. Peut-être je vais enlever la 
caméra.  [dévissement] Oui. Je ne prendrais pas de 
chance. Un coup que le bras est solide en haut, là.
Pour le mettre?
Je vais le mettre, moi.
Oui.
Non, non, mais… [rire]

[Eeee.] Now, it’s on video. Take the other one.
Yeah, yeah. Yeah, yeah. I’ll show you.

[Laugh.] The other one is mine.
Yes. 
Wait I’ll show you. I think it’s on  
the automatic setting there. 
[Camera sound.] 
You press here. When you press, just press lightly, 
that makes it go into focus. [Camera sound.] 
Then, after you can….
Hunh?
Yes.
Yes.
[Steps on a ladder.] 
I’ll try not to fall. 
Maybe more this way?
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OK, you seem to be pretty much in the middle.
Yes.

Comme ça.
Oui, comme ça. [déclenchement d’une caméra]

C’est mieux de même.
Même, c’est sur moi aussi, je suis bien plus à 

l’aise. Là, je pourrai le couper comme il faut. Sans 
accrocher le trépied, la caméra tombée.  Ça, c’est 

la petite. Échappe-la pas là.
Non, mais c’est parce que des fois tu essaies…
Quand tu visses une lampe en haut, là au plafond. 

tchuuung. Tu l’échappes. Tu comprends ce que je 
veux dire? Quand tu vas trop vite.

[déclenchement d’une caméra] [déclenchement 
d’une caméra] Oh, deux d’une shot.

Non, mais tu voulais me dire que tu voulais aussi 
voir tes mains travailler. Bon. Bouge pas là. Com-

me ça elle est belle. Pas trop haute. [déclenche-
ment d’une caméra] [toux]

Oups. Là, c’est ça que je me demandais… Com-
ment… Parce que là, lui il se déplace-tu? 

Lui, il est supposé de…
Regarde, il a un trou, il devrait y aller là. 

fuuiiitt. Pas lui là, l’autre.

Il devrait y aller dans le trou.

Il ne se dévisse pas là dessus?
Oui, c’est ça.

C’est comme un genou ça. Tu vois la bille là?

Ah ben. Parce que celui-là c’est comme un  
genou ça. C’est ça qui te met quand tu te pettes un 

genou, dans ton épaule ou…  
ton coude. Comment il va le coude?

Oui? Tu n’as pas mal des fois quand il fait trop 
froid? Ah! On l’a là. En?

[rire] OK? [déclenchement d’une caméra] [dé-
clenchement d’une caméra] Je vais devenir photog-

raphe.
Comme tu veux là. Ah, toi? bdrrr. Oui.

Là, il va falloir rapprocher ça. Tiens. [lame qui 
cogne sur un banc de scie] On va pouvoir même 

agrandir ça.
Oui, mais toi tu as juste à venir voir une fois de 

temps en temps?
[balais qui frotte sur un plancher] [reniflement] Je 

vais prendre un crayon pour mesurer.  
On peut prendre l’équerre et faire semblant… Pas 
faire semblant, mais… qu’on équerre notre boite.

OK. Qu‘est-ce que je voulais dire donc?  
[reniflement] Un coup qu’on va avoir coupé ça…

Yes, I’m in the middle?
C’était ça ma première idée de l’accrocher au 
plafond au début.
En?

Oui, en plus il n’y a pas de trépied. [rire]

Non, tu sais.
Non, mais…

[rire] Ah oui?

Oui, c’est pas grave.

Celui-là?

Non, je sais, mais c’est parce que veux juste… Ah 
OK, oui.
Tu veux-tu me tenir ça? Mais il est rof. Elle me 
l’avait dit, il y en a un des deux qui…
Il est dur. Il est supposé d’être plus eee…
Plus malléable, mais… d’après moi…
Oui, oui, oui. C’est ça. Puis en fait quand tu  
visses, lui, quand tu le serres, ils vienent tout tight, 
puis quand tu le slaques, tout se bouge.

Bien.

Sauf que… [rire]

[rire] Il faudrait que je sois dans l’autre sens en?

Sauf que ce n’est pas évident pour voir. Rire.

Oui. C’est-tu solide ça? 

Toi, je vais avoir besoin de ton aide pourmettre les 
tapes.
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J’ôte le banc de scie et on se réinstalle ici pour 
fabriquer la boite?

Que j’ai coupé les morceaux.
On enlève le banc de scie, on laisse la caméra là et 

on fabrique la boite ici?

As-tu d’autres masking tape? Tu en a deux ici.
Là, il faut que tu installes le micro aussi pas loin? 

Tu peux l’accrocher en haut le micro, non?
Le laisser suspendre?

C’est toi là. Tu me dis jusqu’où tu veux que j’aille. Je 
vais le mettre là temporaire. Je ne sais pas si c’est à 

peu près là.

Là tu vas peut-être voir mon chapeau, ma tuque. Je 
peux ôter la tuque par exemple.

Par là, oui?
Il y a de la place en masse.

Chaque bord.
OK. C’est-tu correct là?

Sinon, il faut que tu redescendes la caméra. On 
peut pas redescendre.

[résonnement de métal] Là, c’est sur la première 
chose c’est de même que ça va arriver. Après c’est 
sur que tu ne vois pas au complet. Tu vois rien que 

la feuille passer.

Regarde bien ça, mets l’échelle juste dans le milieu 
du plywood. Tasse-le par là.

Tu sais, on fait juste se pratiquer.
Moi je vais arriver de même là. bvvvvrrr. zooomm. 
Là, je vais l’arrêter comme ça. tooouuuvvvv. [banc 
de scie] Ça va faire ça le temps que je la coupe. Ça 

va faire vmmmmmm.
Je les ai encore mes mains.

Ne sois pas inquiète pour mes mains. Ça mes 
mains, tout ça, ça c’est moi.

Oui, on recommence.
OK.

Tu veux que j’enlève le banc de scie?
Non. Il n’y a pas de danger. Mettons que j’ai mes 

boites là, mes morceaux. Je suis ici. J’ai un marteau, 
ça va me prendre des clous.  

[objets en métal qui se cognent ensemble  
dans un contenant] 

Oui.

En? Un coup que?
Oui.

Oui. Je pense que je garderais le même  
cadrage, faque…
Il y a une roulette là. Sur la table.

Ah.
Là, mettons qu’on pourrait se mettre parallèle au 
papier comme ça, ça va être plus facile. Lui, il est 
pas mal droit. OK.

Ah, attends. Mets-toi donc là comme si tu travail-
lais par exemple, pour que je fasse…

Parce que je ne veux pas être trop loin non plus. 
Est-ce que tu peux tasser le banc de scie un peu 
plus par là?
Peut-être un demi-pied, oui. Encore. Encore.
Là, j’ai genre un pied de ce bord-là. 
Oui.
Je me demande si je ne veux pas le cadrer un peu 
plus…

Parce que qu’est-ce que ça donne après… si… après 
ça quand tu coupes, tu fais la boite…

Attends, je peux me mettre dans l’autre sens, si je 
dérange là.

Ah oui, mais c’est parce que je ne veux pas me voir.
Je suis trop loin là. [plancher qui craque]

Fais attention.
[rire] Oui je sais, mais on filme et ça me fait peur.

OK. Est-ce que tu peux l’enlever, juste pour voir 
qu’est ce que ça donne?
Non, mais juste après ça quand tu cognes.
Fais juste enlever la planche et prends le marteau 
pour voir ce que ça peut donner en cognant.
Oui, s’il te plait. Veux-tu le débrancher avant?
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J’ai des vis. [objets en métal qui se cognent ensem-
ble dans un contenant] Je vais essayer de me retirer 

la tête le plus possible comme d’habitude en? J’ai 
les morceaux de bois. Je vais faire ça de même. Je 

cloue, il faut que je les tienne. tac, tac, tac, tac.
Où tu veux que j’aille? Parce que moi aussi je ne 
sais pas que je ne suis pas dans le centre. Je vais 

mettre un autre tape. Là, je suis à peu près dans le 
centre.

Proche de… [objet déposé sur le sol]
C’est les gros morceaux là. tac, tac, tac, tac. [un 

marteau qui cogne au sol] Clouer un peu à terre. 
De l’autre bord. Si je le retourne. Je le mets de 

l’autre bord. Après ça je mets l’autre morceau de 
l’autre côté. Là, il va rester de même. Il faut que je 
parte le banc de scie pour prendre les mesures. Je 

vais prendre les mesures de la boite. Je vais couper 
le dessus. [ruban à mesurer]

Ça, tu pourrais peut-être le… schiiiuuut.
Oui.

Jusqu’au côté?
Jusqu’à la ligne?

C’est plus facile de les mettre temporaire. 
[pas sur le plancher]

Plus loin? Ici?

 

Yes.

[balais qui frotte un plancher]

That one… It’s true that the ladder will  
no longer be there.

Here. The ladder is gone.

This way I’ll be able to put my nails,  
and my tools.

This one?
Ok. I’ll be able to put my tools here.

Outside the frame. I’ll be able to handle the nails.

Finalement en as-tu des clous?

Et si tu mets… si tu t’avances un peu plus dans le 
centre?

C’est parce que là je ne cadre pas juste tes mains, 
mais je me demande si ça marche ou pas. Ap-
proche-toi plus de moi pour voir… 

Oui, je pense que ça ne me dérange peut-être pas 
qu’on voie plus large là.
Le réduire après? 
OK, veux-tu mettre les tapes pour voir?
Qu’est-ce que ça donne.
Oui, donne-moi juste une minute.

C’est même plus…
Yes. Go and show me. A little further. 
Your hand close to your foot, put it a little closer 
to the window. No, it’s the angle. The other hand. 
Yes. Again, a bit more. A bit less. Yes, that’s good. 
It’s somehow interesting pointing down like that. 
[Laugh.]
Almost at the end of the hammer. 
Closer to me.  Closer. 
Yes, a little less. A little bit less. 
A little more on the outside. 
Yes. It’s good.

A little bit closer to me. No. Now, go inside the 
frame. Go in, go in, go in. There. It’s funny because 
it draws, it defines a space on the ground while 
looking at a screen.

It’s just the other one that isn’t good.
Yes.

When you bring in the tools, you can leave them, 
yes, you know. 
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At any given moment, the nails will be there 
for sure. I can’t…

OK.

Is that what we’re catching on the camera? OK. 
I’m putting the table saw back. Wait. I’m putting 

the table saw back inside. I’m putting it in the 
middle. Now, here, the sheet, you have to at least 

see the guide, like this here. It’s good here.

[balais qui frotte sur un plancher] Là on  
pourrait… [masking tape] Ça prend des clous. 

Qu’est-ce qu’on avait dit? Des clous. As-tu de la col-
le? Faire assemblant qu’on met de la colle.

Met qu’on la défasse… On la défait aujourd’hui 
faque elle collera pas.

Par où?
J’aime mieux par l’extérieur. J’aime mieux  

qu’on ait plus. Comme ça?

En dessous de l’échelle?
J’aime mieux qu’il soit plus grand que plus petit.

[reniflement] [plancher qui craque] Faudrait peut-
être que… Faudrait essayer de le mettre perpendic-
ulaire. Ah, OK, pour qu’on voie. C’est bon ça. Sauf 

que là c’est toi qu’on voit.
[rire] Mais on n’était pas supposés faire ça. Ça, 
c’est peut-être pour montrer… que je fais ça de 

même pour montrer, que… 
Qu’il tourne. [résonnance d’une lame qui cogne sur 

un banc de scie] Pour montrer là. Je vais faire ça 
déplogué, au cas où.

Non, mais c’est parce que des fois on ne sait jamais. 
Je peux l’accrocher. Quand on change. D’habitude, 

je n’ai pas d’affaire à aller en  
dessous, tu sais.

Il est plus facile. Il est plus vite en faisant ça de même. 
[résonnance d’une lame qui cogne sur un banc de scie] 

Ça c’est pour mettre la lame droite.

Pas faire ça, oui.

OK. Puis après ça je la remets de même? Je ne veux 
pas faire de ligne par terre, mais je suis encore dans 

le milieu. Je suis correct?
Je veux dire. Là, de même. Là, je la plogue. OK. 

You can keep your hat. 
Because it’s black and your shirt is dark. 
Closer, closer, closer. closer. More. More. More. 
A little bit more. More. More. More. Yes. 
That’s good.
Yes.

I’ll have to zoom out a little bit. 
We’re a bit too tight. There, I see the tapes. 
I’ll zoom out. A bit.
 

[rire] Oui. Je pense que j’en ai. Non, mais c’est bien 
que tu en mettes, je trouve.

Ah. Pourrais-tu juste tasser les deux tapes au bout 
de… une petite affaire.
À l’extérieur du cadre.

Oui. À peu près la même affaire. Encore un peu. 
Un peu moins. Oui. [jappement d’un chien] Celle-
là peut-être encore une petite affaire. Oui.
Un peu moins. Un peu moins. Un peu moins. Un 
peu plus, excuse. Oui. Entre les deux. Un peu 
moins. Non, plus vers… Oui, c’est bon.

Oui. Attends un peu. [rire]

Ah oui, c’est beau.

Déjà… [rire] Déplogue le au cas où.

Oui, oui, oui.

OK. Fait juste pas le pointer. Tu sais, tu peux… Ou 
peut-être…
Oui. Ou part la quand… met là en diagonale. Puis 
là met là droite. Tu sais, vu qu’on ne fait pas de 
diagonale. Tu comprends? Comme si tu l’ajustais, 
mais…
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Mettons, même si tu veux regarder tu peux rester 
là. Tu vas être bonne encore.

Tu vas rester là. Tu vas avoir de la poussière aussi. 
Là, moi je commence, je fais ça.

Ah oui. [rire] Fais-moi le penser quand je la coupe 
aussi. L’autre bord! Mais il faut pas  

parler, là, nous autre?
Regarde, c’est ça qui va arriver. [Bvvvvvvvv.]  

OK? Là rendu ici tu vas voir.
Là, de même. Je vais essayer de pas cacher  
avec ma tuque. Elle va tomber. [Tchooog.]

Là je vais aller l’arrêter ici. [Tchhhhh.]
Après ça...

OK. Je vais arriver de même. Elle va être arrêtée.  
Je vais le prendre, ça. Je vais laisser la chute  

à terre. Je reprends l’autre morceau qu’on a coupé 
là, douze pouces. OK?

Oui. Puis je le coupe de même quatre fois.  
Un, deux, trois, quatre. Avant de commencer,  

mettons. Il va falloir que je fasse ça.  
[Résonnance de métal d’un banc de scie] 

 Je sais pas là.
Oui. On a dit qu’on va faire ça de même.  

La tourner. [résonnance de métal du banc  
de scie] Là, elle est assez haute. Pas besoin  

de la monter plus. Juste monter ça là.

La partir?

OK.
Mettons qu’elle est de même.

Je vais faire ça. En ligne droite. Je vais la barrer.
OK. Ça je remets ça de même. Là, je vais faire ça 

de même.

Celle-là?
L’autre c’est ça. OK? Mettons que… On recom-

mence. Ça, ça dans le fond…
Pour l’ajuster, oui.

Mettons que je suis supposé d’arriver…  
[résonnance d’une lame qui cogne sur un  

banc de scie] Je suis supposé d’arriver  
de même. Normalement il cache la lame.

 Il va arriver comme ça là.
OK?

Je vais me tenir de même.
Là, moi, j’enlève ça. [dévissage de la lame d’un banc 

de scie] Je le prends, je le mets là.  
C’est ça que je vais faire. Ici, je la pousse là.  

[résonnance d’un objet métallique] Je la rebarre. 

Oui.

Ah, je pourrais me reculer juste une  
petite affaire.

L’autre bord la feuille par exemple.

Non.

Ah oui, c’est vraiment beau.

Dans le fond essaie de ne pas trop cacher.
OK.
Tu peux passer dans le cadre, mais essaie juste de 
ne pas cacher en haut, au-dessus. 

Ajuster, oui.

Oui, peut-être que tu peux la partir en  
diagonale et là tu la mets droite comme il faut.
Non, non, je veux dire. Tu sais, si ça arrive et c’est 
comme ça. Juste pour ne pas que tu aies à la déplac-
er, la remettre.
Tu comprends?
Elle est de même. Là, tu arrives et tu la remets en 
ligne droite.
C’est bon.

Ça, peut-être qu’il pourrait être pas dessus,  
tu sais.
Oui.

Il va falloir que tu l’ôtes pour l’ajuster.
OK.

OK, oui.
OK.
Oui.
C’est bon.
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C’est ça qu’on va faire. De même. De même. Là 
je remets. On voulait douze pouces. On fait ça de 

même. Jusqu’à douze pouces. OK?
Là, je la rebarre. [ruban à mesurer]

Oui? Je vais faire la même chose. Après ça il faut 
que je remesure encore, voir, ici. OK? Je retchèque. 

Sept pouces et quart. Sept pouces et quart. Oh. Il 
est pas correct. Tu as vu, mon guide il bouge. Là.

Ça se peut que je sois obligé de le resserrer, tu sais. 
Là, ici il faut que je le serre comme il faut. Là, il est 

bon. Là, je le repars. Là, je vais  
chercher la feuille et je la coupe.

[toux] [reniflement] Bon.
Oui. On… On commence la boite.

OK, mais ça me prend des clous.
Des clous, le marteau.

Oui.
Je peux enlever ce chandail-là aussi. Il y en a un de 

trop. Le chandail avec le capuchon là.
Mais je vais aller en bas mettre de l’argent dans le 

parcomètre. C’était supposé être à une heure.

Il est midi et demi? Bon.

Regarde bien ça, à part de ça je m’en suis servi 
l’autre fois. C’est marqué que tu peux pas avoir de 

ticket. Ça veut dire qu’ils le savent juste  
avec la machine, tu sais. Bruit d’outils qui cogne 

ensemble.

Des clous et de la colle. [plancher qui craque.]

Does it take batteries?
Oh good. This one’s also from the school?

Which University again, Loyola?
From UQAM, from UQAM, I have a hard time…

I should remember. Good.

 

Hunh?

Yes, but do you have a piece like this,  
a piece like this, a piece like this.  

No, no, not this side, the other side.

Oui.
[rire] C’est bon le tape.

Parfait.

OK.
Après tu enlèves le banc de scie?
Oui. Peux-tu l’enlever juste pour voir?
Ah oui.
Peux-tu mettre ta pouch? Travailles-tu avec d’hab-
itude? 
Oui.

Il est quelle heure? Essaie de ne pas dépasser parce 
que… ah et demie. Ils doivent passer à une heure 
pile.
Eux il doivent revenir. Ils doivent passer  
exactement pour attraper…

Oui, oui, c’est ça. Ils tchèquent avec la machine. 
Ah. J’en ai pas tant que ça, finalement, des clous. 
Bruit d’objets manipulés dans un coffre à outils.

This one, yes.
Yes, I borrowed it from the University.
From UQAM. 

Actually, I think, during this 
exhibition at the Whitney Museum in 
New York, they opened the exhibit while 
they were installing it. 
Just to reflect on the idea of the process 
itself as the art piece or as… 
yes, instead of it just being the finished object  
or the... what is shown.
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I don’t know. The artist, does he see it? 

Ah, I like that. I like that. I like that.

Ah, OK. 

That’s confusing.
Professor.

You have to explain it properly.  
No, but you know sometimes. [Woah.]

No, but to understand, a bit of everything.

By reflection you mean? What is reflection?  
How we did it? How we created it?  

What do you mean by reflection?

OK. OK. 

Are you going to present this at school, 
not at school but…I’m saying at school. 

In a gallery. I’m saying at school. You know  
how I am. We don’t say school anymore.  

OK, in a gallery. Yes. Yes.

Choisir le matériel en partant, couper,  
les outils. Quoi? 

De la boite? 
L’assemblage? 
Je ne sais pas. 

Gagner notre vie. Le travail? 
Moi, j’aime ça travailler. Moi, si je ne  

travaillais pas, me semble, c’est plate.  
Moi, j’aime ça travailler. Pour moi le travail,  

me semble que ça fait avancer, tout ça. Je suis bien 
fier. Je ne sais pas, toi? 

Je suis fier quand je réalise de quoi. 

Mais, mettons que je suis fier pareil au bout de la 
ligne. Mettons que j’ai fait juste une armoire de 

cuisine. Des fois je passe, oui, j’ai fait une belle ar-
moire ici. Je suis fier de ce que j’ai fait. Me semble 

que je suis supposé l’avoir fait  
comme il faut. 

Well, I think he was playing a bit with the idea  
of the accident, and of chance and a bit of…
It’s the way of manipulating that creates, so that 
it’s not necessarily the artist who dictates, or it’s 
not him who decides, but rather…
It’s more based on the idea, and the rest just comes 
together in the end. A bit by chance, or because  
of different needs.
[Laugh.] It’s confusing?
Oh really? Why?

What is confusing?
The idea is that it’s not the final object that  
is the intention of the artwork, it’s rather  
the reflection that it stimulates.

The process. Like for example, at the time, 
artists like Robert Morris were more interested, 
I think, in the process as such, minimizing the 
importance of the artwork as a finished product.
As a commercial product. 
It’s more… 
That they saw it more as a point in itself, to ask 
questions, to reflect on society. Specifically, here, 
to create a link with…well…laborers.

In a gallery.

You see, how the making of simple cubes  
could reflect on questions of labor? 
What is it, work? 
Oui, mais c’est quoi le travail? 
Le travail…
Dans la société en général? 
[rire] 
Oui. 

Oui, oui, mais par exemple, mon travail à moi…
Mais moi aussi, mais en même temps, tu vois c’est 
immatériel ce que je réalise c’est  
immatériel. Au final, qu’est-ce qui reste?  
Une vidéo? Tu sais, j’ai pas un produit fini. 

hum. 
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l’ont changé pour une autre il y a cinq ans. Tu sais, 
ce que je veux dire, je suis fier pareil. 

Ton nom te reste après. Puis après tu as des bonnes 
références. J’en ai de l’ouvrage.  

Là c’est parce que je cogne pas à la bonne porte, 
je suppose. Le bonhomme est supposé me rap-
peler [reniflement] Je voulais essayer de retirer 

du chômage. Je suis supposé d’en avoir mercredi 
prochain. 

Je ne sais pas moi. Le but du travail. Comment 
dire? Le but du travail? [rire] Attends un peu.  

Il faut que je me creuse la tête un peu. Je ne sais 
pas moi, j’aime ça travailler. Le but du  

travail. Je sais pas. Je ne sais pas comment répon-
dre à ça. C’est quoi toi de même,  

comment tu dirais ça? 

Oui, ça tout de suite. Oui, puis avancer un  
peu plus peut-être. 

C’est sur que j’aurais pas eu besoin de  
travailler quand j’étais jeune, si je n’avais pas eu 

d’enfants, ni rien. Si on ne veut pas avancer, si je 
ne veux pas avoir un char, si je ne veux pas rien. Je 
n’ai pas besoin de travailler, mais je veux quelque 

chose d’autre en avant de moi. C’est pour ça qu’on 
travaille, pour gagner de l’argent et avancer un peu. 
Je sais qu’on n’en a pas eu, nous autres, à la maison. 

Tu sais, on était pauvre. Pas parce que j’étais pauvre 
ou riche. J’aime mieux être pauvre de même que 

d’être riche, on se parlerait pas et on se serait chi-
canés peut-être tu sais, moi, Carole et Réal. 

Il me semble, le travail. Je sais pas, j’ai toujours 
aimé ça travailler moi.

De travailler? 

C’est quoi le but du travail, à part gagner de l’ar-
gent? 

Moi, je me questionne. Tu sais, c’est sur qu’on 
pense que c’est pour gagner un salaire. 

Faire quelque chose qui nous intéresse, en tout cas 
pour moi c’est de mettre de l’énergie et du temps à 
des activités qui…
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lot 93 VIto accoNcI
lot 94 gorDoN matta-clarK

SOTHEBY'S
photographies, November	15,	2013,		Paris

Lot	93,	Vito	Acconci,		
Documentation: reach,	1969
Photographic	work	in	three	parts,	created	
1980s.	Two	pannels	with	photograph	
and	text	in	marker,	one	text	pannel	in	chalk.	
Individually	framed.
Estimate	6,000	—	8,000		EUR	
	LOT	SOLD.	16,250	EUR		
(Hammer	Price	with	Buyer's	Premium)	

Lot	94,	Gordon	Matta-Clark,	
realty position - Fake estate block 1107 lot 146 
at 96th street,	1973
Mixed	media	work	in	two	parts.	Black	and	
white	photographs	and	document	with	black	
and	white	photographs.	Framed.
Estimate	25,000	—	35,000		EUR	
LOT	SOLD.	59,100	EUR		
(Hammer	Price	with	Buyer's	Premium)

http://www.pub-doc-file.org/Files/Acconci_MattaClark.mp3




cuts maKe the couNtry better 
edith brunette et François lemieux,  

articule, montréal, mars-avril 2015

Crédit	photo:	Simon	Grenier-Poirier.	Image	extraite	d'une	documentation	vidéo.





Crédits	photo:	Guy	L'Heureux
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cuts make 

the country 

better
mIchael eDDy

“Cuts	make	the	country	better,”	proclaimed	Dutch	prime	
minister	Mark	Rutte	in	2011	as	he	proceeded	to	carry	out	
€900	 million	 in	 government	 spending	 cuts,	€200	 mil-
lion	of	which	targeted	his	country’s	fabled	arts	funding.	
This	quotation,	borrowed	by	artists	François	Lemieux	and	
Edith	Brunette	for	their	show’s	title,	first	appears	inverted	
in	a	black-vinyl	mask	occupying	articule’s	storefront	win-
dow.	Rather	than	being	intended	as	an	obfuscation	of	this	
ideological	catchphrase	for	impressionable	passersby,	this	
overturned	sign	is	better	understood	as	a	redirection	back	
inside	the	gallery.	Considering	the	subject	matter	—	the	cul-
tural	policy	of	a	faraway	nation	—	you	could	say	that	Brun-
ette	and	Lemieux	go	out	to	come	in.

When	you	enter,	the	large	wall	to	the	left	is	pasted	with	
dozens	of	yellow	letter-size	pages	arrayed	in	tiers	arranged	
according	to	broad	terms	such	as	“solidarity,”	“the	mar-
ket,”	and	“cucumbers.”	Each	sheet,	adjacent	to	its	French	
or	English	translation,	displays	a	sans-serif	statement	lined	
up	under	the	keyword.	Though	it	consistently	speaks	in	



	 1 7 5 	| 2 6 0 	

c u t s  m a k e  t h e  c o u n t r y  b e t t e r , 	 M i c h a e l 	 E d d y

the	second-person	tense	(“For	you,	the	budget	cuts	are	not	
really	a	big	deal.	DIY	also	means	that	you	manage	things	
on	 your	 own.”),	 the	 author’s	 voice	 is	 indistinct,	 partly	
because	of	the	heterogeneous	and,	indeed,	contradictory	
viewpoints.	You,	the	reader	identifying	with	or	rejecting	
the	skipping	gradation	of	outlooks,	become	the	“you”	being	
addressed	 here,	 curving	 the	 parole	 inward.	 It	 therefore	
reads	like	a	choose-your-own-adventure	book	untethered	
from	 any	 single	 narrative,	 a	 schizophrenic	 sounding	
board	—	at	times	elegiac,	at	times	adaptable.

These	statements	were	culled	(and	edited	for	tense)	from	
a	number	of	interviews	conducted	by	the	artists	in	Holland	
in	2014.	Three	screens	sitting	on	tulip-sporting	plinths	dis-
play	the	long-form	footage	of	these	exchanges,	which	fea-

crédit photo: edith brunette et François lemieux, extrait de la vidéo "cuts make the country better".
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ture	dozens	of	artists,	curators,	administrators,	designers,	
and	initiators	of	artist-run-spaces.	Simply	edited	with	only	
intermittent	pauses,	the	talking	heads	discuss	their	positions	
at	length,	one	after	the	other,	with	the	notable	absence	of	the	
interviewers.	Although	these	art-world	figures	don’t	match	
the	most	representative	national	census	—	no	Liberal	Party	
or	Christian-Democrat	politicians	here,	no	Jan	the	plumb-
ers	—	you	do	get	an	idea	of	the	breadth	of	sentiments	within	
a	certain	segment	of	the	population:	those	with	the	most	to	
lose.	And	even	here,	you	don’t	find	consensus.

The	video	documentation	presents	diverse	narratives	
on	the	logic	and	effects	of,	and	personal	positions	regard-
ing,	a	cultural	crisis	that	caught	an	art	world	unprepared,	
fragmented,	unorganized.	There	was	a	sense	of	the	inevit-
able	for	many	of	these	individuals,	and	yet	the	immensity	
of	the	cuts	—	and	the	destructive	rhetoric	that	accompanied	
them	—	was	still	surprising.	The	story	that	they	embody,	
some	 through	 disgusted	 adjustment,	 others	 through	
avowed	 opportunism	 or	 reflections	 on	 their	 disenfran-
chisement,	is	that	of	neoliberal	cultural	policy.	What	at	
times	can	feel	like	a	nebulous	global	conspiracy	got	a	full	
dress	rehearsal	 in	the	Netherlands,	with	all	of	the	man-
datory	 props	 deployed.	 An	 economic	 crisis,	 a	 rejection	
of	multicultural	society,	anti-elitism	and	pro-traditional-
ism,	and	good	ol’	faith	in	the	market	all	contributed	to	the	
scenario.	You	hear	in	the	testimonials	a	reckoning	with	a	
novel	and	irreversible	change	of	character,	under	which	
all	artists	must	take	on	the	guise	of	entrepreneurs.	On	the	
other	hand,	you	hear	criticism	of	an	art	world	that	had	been	
increasingly	distant	from	society	at	large.
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It	is	no	accident	that	in	Canada,	in	a	place	like	articule	
(part	 of	 a	 breed	 of	 ever-rarer	 neighbourhood-level	 art-
ist-run	centres),	this	tale	has	a	timely	and	dire	resonance.	
Its	live	quality,	symbolized	by	the	large	workshop	table	
placed	in	the	space,	is,	moreover,	emphasized	by	the	series	
of	events	punctuating	the	space	over	the	show’s	duration.	
At	the	closing	of	the	show,	a	more	condensed	edit	of	the	
interviews	was	screened	on	a	grey	rectangle	proportionate	
to	a	giant	flag	of	the	Netherlands	painted	on	the	wall.	This	
grey	rectangle	had	hosted	a	screening	of	films	by	Belgian	
filmmaker	Jef	Cornelis,	whose	television	documentaries	of	
the	postwar	European	art	scene	were	noted	for	portraying	
the	dissent	internal	to	such	international	events	as	Docu-
menta	and	Sonsbeek.	The	grey	rectangle	probably	would	
have	hosted	a	slideshow	in	a	presentation	by	the	Montreal	
collective	Entrepreneurs	du	Commun,	had	the	event	not	
been	cancelled	in	solidarity	with	the	announcement	of	a	
major	student	protest	being	waged	against	the	Quebec	gov-
ernment’s	austerity	politics	and	against	the	federal	gov-
ernment’s	menacing	“anti-terrorism”	laws	that	threaten	
protest	 tout court.	 The	 grey	 rectangle	 therefore	 stands	
as	a	screen	for	projecting	historical	dissonance,	as	much	
as	it	sits	as	the	shadow	of	the	Dutch	flag,	waiting	for	the	
analogy	to	ripen	in	other	vivid	colours.

In	a	statement,	Brunette	and	Lemieux	ask,	“Who	wrote	
the	rules	of	this	game	and	why	do	we	accept	them?	Perhaps	
it	is	too	late	in	the	game	to	pose	this	question.”	Adjacent	
to	the	large	table	is	a	clever	footnote	on	the	absurdity	and	
unpredictability	of	these	rules:	cucumbers	that	visitors	can	
freely	and	artfully	carve	with	available	paring	knives.	A	
subsidy	roughly	equivalent	to	the	amount	cleaved	from	art	
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went	to	Dutch	cucumber	farmers,	whose	abundant	goods	
were	 previously	 blamed	 for	 an	 outbreak	 of	 E.	 coli	 and	
banned	from	European	distribution.	The	culprit	was	later	
found	to	be	Germany	(go	figure).

cuts make the country Better looks	to	the	new	rules	that	
apply	 to	 artists	 in	 the	 Netherlands	 to	 get	 a	 foretaste	 of	
things	to	come	here	in	Canada.	Communicated	through	
an	informational	aesthetic	are	strategic	insights	(forming	
better	 links	 across	 disciplines	 couldn’t	 hurt)	 and	 warn-
ing	signs	(when	the	money	starts	pumping	up	the	larger	
institutions,	the	axe	of	populism	could	soon	swing	low),	
which	perhaps	could	have	been	further	developed.	But	the	
stronger	impression,	brought	on	by	the	divergent	accounts	
clustering	 around	 the	 keywords	 like	 sardonic	 linguistic	
exercises,	and	the	irresolution	of	the	show’s	final	unmod-
erated	Q&A,	is	that	of	a	general	question	for	the	art	world	
of	where	it	thinks	it	fits	in	national	culture	and	society;	and	
that	“it”	means	“you.”
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pDF: cuts make the country Better is a strange anachronism 
when compared to other art exhibitions in montréal because of 
its tight focus on the Netherlands’ art community and its eco-
nomic and political problems. in spite of this, and in contrast to 
most exhibitions that are conceived around or explore cultural 
differences, cuts resonates deeply with the current political and 
economic situation in canada. its political and social transver-
sality makes it an unusual cultural manifestation and yet we can 
easily situate ourselves within its dialogic space. can you both 
discuss the strategies behind the research project, especially in 
relation to your initial exchanges, your choice of subject matter, 
location, and interviewees?

cuts make the country Better porte	moins	sur	les	particulari-
tés	culturelles	de	telle	ou	telle	région	que	sur	les	processus	
d’uniformisation	qui	renvoient	ces	particularités	au	folklore	;	
sur	l’uniformisation	des	contextes	de	production	culturelle,	
surtout	–	puisque	la	culture	en	tant	que	matière	organique,	
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existant	par	et	pour	elle-même,	est	en	voie	d’être	complète-
ment	absorbée	par	une	culture	produite,	au	profit	de	laquelle	
les	artistes	se	retrouvent	mobilisés	par	les	États	et	les	entre-
prises	qui	les	administrent.	Nous	n’avons	donc	pas	choisi	
les	Pays-Bas	pour	ce	qui	les	distingue	du	système	canadien	
des	arts,	mais	pour	ce	qu’ils	révèlent	à	son	sujet,	en	le	proje-
tant	tout	au	plus	de	quelques	années	dans	son	propre	futur.	
C’est	ce	dont	témoignait	l’article	d’un	quotidien	néerlandais	
reproduit	en	ouverture	de	l’exposition,	consciemment	aban-
donné	à	ses	traductions	française	et	anglaise	via	Google	:	
paresseuses,	truffées	d’idioties,	celles-ci	n’en	demeuraient	
pas	moins	parfaitement	lisibles,	tant	leurs	contextes	d’écri-
ture	et	de	diffusion	s’avéraient	interchangeables.

Les	 coupes	 drastiques	 opérées	 par	 le	 gouvernement	
néerlandais	dans	le	soutien	aux	arts	ne	sont	que	la	pointe	
de	l’iceberg	;	elles	sont	l’aboutissement	logique	d’un	pro-
cessus	de	dévalorisation	des	arts	comme	expérimentation	
de	possibles	ou	comme	ouverture	sur	des	imaginaires,	des	
mondes	sensibles,	privilégiant	plutôt	leur	déplacement	vers	
le	champ	normatif	de	l’économie	capitaliste.

Comme	plusieurs,	nous	suivons	l’évolution,	sur	le	plan	
international,	de	la	multiplication	des	foyers	de	politiques	
d’austérité.	 Nous	 comprenons	 bien	 que	 les	 dynamiques	
hégémoniques	de	l’économie	et	des	politiques	néolibérales	
offrent	peu	ou	pas	de	moyens	d’échapper	à	ce	processus.	La	
Grèce	sous	asphyxie	économique	en	est	un	exemple	déter-
minant	que	nos	dirigeants	n’ont	même	plus	besoin	de	bran-
dir	pour	produire	de	l’effroi.	Ce	genre	d’opération	favorise	
partout	l’idée	que	ce	qu’il	faut,	naturellement,	c’est	s’adap-
ter	à	ce	système,	y	trouver	la	meilleure	place	possible	et	s’y	
ranger,	comme	nation,	comme	communauté	et	comme	indi-
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vidu.	C’est	ce	qui	émerge	des	entrevues	que	nous	avons	réa-
lisées	auprès	d’artistes	et	de	travailleurs.euses	culturels.les	
néerlandais.es,	et	qui	revient	souvent	dans	nos	échanges	
ici	:	chacun.e	s’aménage	une	situation	lui	permettant	de	
survivre	financièrement	et	de	se	préserver	un	minimum	de	
cohérence	sur	le	plan	artistique	ou	politique.

Nous	 nous	 sommes	rendus	 aux	 Pays-Bas	à	 l’automne	
2014	 avec	 pour	 objectif	 de	 recueillir	 des	 témoignages,	
au	moment	où	les	effets	des	coupes	commençaient	à	de-
venir	 palpables.	 Nous	 voulions	 éprouver	 les	 effets	 des	
coupes	 à	 l’échelle	 des	 individus	 et	 des	 collectivités,	 et	
mieux	 comprendre	 les	 tensions	 qui	 les	 accompagnent,	
dans	la	sphère	publique	comme	à	des	niveaux	plus	intimes.	
Les	 quelques	 vingt	 artistes,	 commissaires,	 galeristes	 et	
administrateurs.trices	que	nous	avons	rencontrés.es	ont	
réagi	de	manières	très	différentes	aux	coupes.	Ces	réac-
tions	allaient	de	la	fuite	à	la	collaboration,	mais,	quelle	que	
soit	l’attitude	choisie,	il	y	avait	transformation	:	un	groupe	
d’artistes	s’est	constitué	en	organisme	afin	de	provoquer,	
dans	l’espace	médiatique,	une	réflexion	collective	et	pu-
blique	sur	la	place	des	arts	dans	la	société	;	un	ancien	punk	
est	parvenu	à	concilier,	dans	son	discours,	la	culture	du	do 
it yourself	et	l’entreprenariat	immobilier	;	expulsés	par	la	
municipalité,	des	artistes	ont	abandonné	leur	squat	et	le	
centre	d’artistes	qu’ils	y	avaient	établi,	renonçant	à	le	relo-
ger	;	d’autres	ne	sont	parvenus	à	conserver	leur	galerie	qu’à	
condition	de	se	plier	à	des	exigences	de	croissance	sans	fin	
qui	compromettent	leur	projet	initial.

Chacune	 de	 ces	 attitudes	 est	 parcourue	 (et	 ne	 peut	
qu’être	parcourue)	par	un	certain	nombre	de	paradoxes	et	
de	contradictions	avec	lesquels	il	leur	faut	composer	:	celles	



	 1 8 2 	| 2 6 0 	

e d i t h  B r u n e t t e  &  Fra n ç o i s  L e m i e u x , 	 I n t e r v i e w

qui	rendent	difficile,	par	exemple,	de	travailler	sur	un	plan	
commun	tout	en	laissant	place	à	la	dissension	;	de	mainte-
nir	une	liberté	d’action	tout	en	obéissant	aux	critères	sur	
lesquels	se	fonde	le	financement	des	arts,	peu	importe	sa	
provenance	;	de	résister	aux	mauvais	plis	de	l’institutionna-
lisation	sans	s’enfoncer	dans	la	précarité,	etc.	Ce	sont	ces	
contradictions,	et	les	assemblages	fragiles	qu’artistes	et	tra-
vailleurs.ses	culturels.les	tentent	d’ériger	sur	leur	sol,	que	
nous	avons	voulu	mettre	en	évidence	avec	les	entrevues,	
mais	aussi	avec	des	imprimés.	Ainsi,	les	citations	affichées	
dans	l’exposition	se	révèlent	hétérogènes,	se	bousculant	les	
unes	les	autres,	mais	toutes	rédigées	au	même	«	tu	»	car	nous	
croyons	qu’elles	parcourent	chacun.e	d’entre	nous.	Comme	
artistes	cherchant	à	créer	des	alternatives,	à	multiplier	les	
liens	ou	à	produire	du	commun	dans	un	monde	qui	s’ap-
pauvrit	et	se	stratifie,	nous	sommes	condamnés.es	à	travail-
ler	avec	le	paradoxe,	mais	c’est	en	composant	avec	sa	pré-
sence,	sans	chercher	à	trancher	entre	ce	qui	serait	«	bien	»	ou	
«	mal	»,	que	nous	pouvons	quitter	le	terrain	parfois	stérile	
de	la	critique	et	entreprendre	de	refaçonner	nos	mondes.

pDF: how would you respond to the suggestion that cuts 
engages with different models of the artist and artwork that are 
currently at play in the art world?

Nous	avons	appris	à	nous	méfier	des	modèles,	de	leur	façon	
de	forcer	le	réel	à	épouser	une	forme	venue	le	plus	souvent	
d’en	haut…	de	Dieu	?	Gilles	Deleuze	et	Félix	Guattari	en	
parlent	 magnifiquement.	 Une	 forme,	 c’est	 pour	 eux	 le	
genre	de	chose	qui	impose	au	réel	l’empreinte	de	sa	struc-
ture.	C’est	l’arrogance	de	la	représentation	comme	revers	
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de	l’obscur	et	de	l’inassimilable.	Avec	cuts make the country 
Better,	 il	 ne	 s’agit	 pas	 de	 faire	 le	 procès	 de	 modèles	 par-
ticuliers,	 mais	 au	 contraire,	 d’inspecter	 ceux	 qui	 se	 sont	
imposés	à	nous	−	par	les	politiques	culturelles,	mais	aussi	
par	le	type	de	figures	d’artistes	qu’encourage	le	milieu	de	
l’art	contemporain.	On	voit,	par	exemple,	l’insistance	avec	
laquelle	les	intervenants.es	locaux	tentent	d’instituer	leurs	
propres	rampes	de	lancement	vers	les	vitrines	dominantes	
des	marchés	mondiaux,	aux	détriments	d’autres	approches	
et	d’autres	scènes.	Ce	genre	d’images	(ou	de	mirages)	finit	
par	infléchir	les	pratiques,	qui	subissent	la	violence	d’assi-
gnations	identitaires	privilégiant	la	compétition	et	le	«	cha-
cun	pour	soi	».
Avec	cuts,	en	tant	que	projet,	il	nous	faut	renoncer,	jusqu’à	
un	certain	point,	à	des	idées	courantes	de	ce	que	devraient	
être	une	œuvre	et	une	parole	d’artiste.	Ces	idées	recon-
duisent	l’impératif,	pour	l’artiste,	de	ne	travailler	qu’avec	
des	thèmes	«	universaux	»	ou	abstraits,	plutôt	qu’avec	des	
enjeux	situés,	et	de	ne	s’engager	en	rien	sinon	envers	une	
esthétique	 ou	 un	 médium.	 Des	 impératifs	 qui	 inhibent	
toute	incursion	de	l’art	sur	le	terrain	politique	et	au	regard	
desquels	 cuts,	 bien	 sûr,	 échoue	 complètement.	 Cette	
«	transgression	»,	parfaitement	banale	à	nos	yeux,	semble	
néanmoins	avoir	teinté	négativement	le	compte-rendu	d’ex-
position	paru	dans	Le	Devoir.	Jérôme	Delgado	s’y	attardait	
presqu’exclusivement	(et	avec	ennui)	aux	objets,	sans	saisir	
que	l’intérêt	du	projet	était	ailleurs.	Prendre	la	parole	et,	
surtout,	prendre	position	apparaissent	encore	aux	yeux	de	
plusieurs	comme	un	renoncement	à	une	liberté	que	l’on	se	
plaît	à	penser	comme	consubstantielle	à	tout	bon	artiste.	
Bien	des	artistes	le	pensent	également.



	 1 8 4 	| 2 6 0 	

e d i t h  B r u n e t t e  &  Fra n ç o i s  L e m i e u x , 	 I n t e r v i e w

D’autres	modèles,	pourtant,	ont	des	effets	bien	plus	per-
vers,	si	on	les	observe	sous	l’angle	des	supposées	libertés	
de	l’artiste.	Au	fils	des	entrevues,	l’une	des	figures	dont	les	
limites	apparaissent	le	plus	clairement	est	celle	de	l’«	artiste	
entrepreneur.e	».	C’est	la	figure	la	plus	discutée	dans	le	film,	
car	elle	s’enroule	à	toute	une	série	de	contraintes	qui	bou-
leversent	les	idéaux	auxquels	continuent	de	croire,	mal-
gré	tout,	bien	des	gens	dans	le	milieu	de	l’art.	Les	artistes	
témoignent	des	exigences	qui	leur	sont	adressées	afin	qu’ils	
et	elles	se	plient	au	langage	des	institutions	d’État.	On	les	
presse	de	s’approprier	 les	mots	de	l’entreprenariat	;	une	
adaptation	qui	devient	un	critère	dans	l’obtention	de	finan-
cement	public	et,	bien	sûr,	un	outil	pour	aller	chercher	des	
appuis	privés	lorsque	le	premier	se	fait	plus	rare.	Or,	avec	
les	mots	viennent	certaines	valeurs,	des	changements	dans	
la	manière	de	penser	qui	influencent	profondément	la	façon	
dont	ces	artistes	envisagent	leur	rôle	dans	la	sphère	sociale.	
Malgré	la	violence	de	cette	pression,	qui	s’exerce	désor-
mais	à	tous	les	niveaux	institutionnels	et	qui	est	clairement	
ressentie	par	celles	et	ceux	avec	qui	nous	avons	discuté,	
la	plupart	se	soumettent	aux	règles	de	ce	jeu	qui	prend	la	
forme	d’un	moyen	de	survie.

Nous	sommes	entrés,	collectivement,	dans	une	logique	de	
ventriloquie	où	l’artiste,	le	travailleur	du	milieu	communau-
taire,	la	chercheuse,	l’étudiante,	etc.,	subit	une	capture	−	de	
son	imaginaire,	de	sa	parole	−,	qu’il	et	elle	se	voit	pressé	d’ac-
cepter	pour	survivre.	Avec	les	citations	exposées	en	galerie	à	
articule,	nous	reprenons	en	quelque	sorte	le	procédé	contre	
lui-même	:	celui	ou	celle	qui	les	lit	doit	composer	avec	leur	
présence,	avec	la	manière	dont	elles	pénètrent	ses	pensées	
et	s’approprient	sa	propre	voix	−	ce	«	tu	»	qui	les	inclut,	pour	
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ou	contre	leur	gré	:	«	Les coupes te sont devenues invisibles. Tu 
penses que tout va bien, car les institutions sont toujours là. mais 
derrière cette façade, tu aperçois beaucoup de pauvreté cachée.	»	
Mais	dans	tout	bon	spectacle	de	ventriloquie,	il	vient	un	
moment	où	la	poupée	s’exaspère	de	la	main	qui	l’agite	et	de	
la	voix	qui	souffle	à	travers	elle.	Vient	un	moment	de	colère	
dont	le	milieu	des	arts	pourrait	faire	usage.

pDF: There is a distinct collaborative dimension to cuts that 
seems to manifests itself in the work’s implicit dialogic matrix 
(content, interviews, choice of media, visual structure, etc.). can 
you both discuss the dynamic between dialogue, collaboration, 
politics and social activism in your work in general and in cuts 
in particular?

Nous	avons	pris	le	pari	de	concevoir	l’exposition	comme	
chambre	de	résonance	où	une	certaine	idée	de	l’hospitalité	
faciliterait	des	rencontres	amies.	Nous	voyions	cet	espace	
comme	une	plateforme	où	disposer	des	objets,	pas	telle-
ment	pour	leurs	qualités	propres	que	pour	ce	qui	pouvait	
advenir	 entre	 eux	 et	 autour	 d’eux	 :	 des	 idées,	 des	 ques-
tions,	des	conversations,	des	gestes.	Nous	y	avons	orga-
nisé	des	rencontres	informelles,	des	discussions	publiques	
ou	avec	des	groupes	invités	:	des	enseignantes	du	collec-
tif	québécois	prof contre la hausse	et	de	l’Université	d’Ams-
terdam,	qui	à	ce	moment	se	trouvait	occupée	par	un	vaste	
contingent	d’étudiants.tes	et	de	professeurs.res	;	un	collec-
tif	de	travailleurs.ses	culturels.les	québécois.es	s’interro-
geant	sur	la	notion	d’autogestion	;	le	coordonnateur	d’un	
centre	d’artistes	ontarien,	etc.	Des	projections	de	docu-
mentaires	 du	 réalisateur	 flamand	 Jef	 Cornelis,	 puis	 du	
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nôtre,	à	la	toute	fin	de	l’exposition,	de	même	que	la	publi-
cation	 d’un	numéro	de	 la	revue	Le merle, cahiers sur les 
mots et les gestes,	furent	d’autres	moyens	de	faire	circuler	la	
parole	et	de	tisser	de	nouveaux	liens.	Une	multiplication	
des	leviers,	en	quelque	sorte.

L’exposition	terminée,	 le	film	que	nous	avons	réalisé	
à	partir	des	entrevues	se	transforme	à	son	tour	en	plate-
forme,	cette	fois	plus	légère.	Tout	comme	les	artéfacts	qui	
occupaient	la	galerie	d’articule,	le	film	lui-même	ne	trouve	
sa	pleine	existence	que	dans	les	contextes	de	projections	
publiques	auxquels	il	est	destiné.	Comme	«	pièce	de	conver-
sation	»,	destinée	à	voyager	dans	différentes	villes	cana-
diennes,	il	devient	prétexte	à	la	rencontre,	à	l’échange	de	
paroles	et	au	tissage	de	nouveaux	liens.	Nous	engageons	
ainsi	un	nouveau	cycle	d’entrevues	auprès	des	artistes	et	
travailleurs.ses	culturels.les	du	Canada	−	là	où	le	système	
n’a	pas	encore	implosé,	mais	où	tout	est	en	place	pour	que	
cela	se	produise.

Ce	déplacement	vers	le	collectif	découle	d’une	certaine	
lassitude	face	à	un	système	qui	trouve	du	réconfort	dans	
le	fait	de	savoir	quelle	personne	signe,	quelle	autre	exé-
cute	;	un	savoir	à	partir	duquel	d’aucuns	pourront	découper,	
juger,	organiser,	célébrer	ou	ignorer	une	pratique	donnée.	
«	Écrire	pour	ne	plus	avoir	de	visage	»,	écrivait	une	telle	
qui	citait	un	tel	qui	citait	Michel	Foucault	dans	Qu’est-ce 
qu’un auteur ? La	dimension	personnelle	qui	accompagne	
le	travail	de	signature	porte	avec	elle	la	crainte	que	ce	qui	
nous	appartiendrait	en	propre	finisse	par	nous	échapper.	
Elle	inhibe	l’énonciation	d’idées,	la	participation	à	la	vie	
publique	ou	la	possibilité	de	s’abandonner	à	l’aventure	des	
expérimentations	collectives.
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Tout	 comme	 les	 distinctions	 entre	 les	 Pays-Bas	 et	 le	
Canada	nous	intéressent	moins	que	ce	qui	les	rassemble,	
ce	qui	nous	rattache	les	uns	aux	autres	nous	importe	beau-
coup	plus	que	ce	qui	nous	sépare	sur	le	plan	politique	–	et	
ce,	même	si	ce	qui	nous	lie	passe	par	notre	commune	vulné-
rabilité,	nos	affinités	mineures.	L’imposition	des	politiques	
d’austérité	passe	par	des	stratégies	visant	à	amplifier	la	dis-
tance	qui	sépare	différents	secteurs	d’activités	ou	groupes	
sociaux,	parvenant	ainsi	à	mettre	dos-à-dos	des	individus	
qui,	autrement,	pourraient	s’associer.	Ce	fut	l’une	des	rai-
sons	de	la	faible	résistance	à	la	vague	de	compressions	qui	
s’est	abattue	sur	les	Pays-Bas,	où	chacun.e	se	voyait	ren-
voyé.e	à	défendre	son	seul	territoire.	Et	c’est	justement	
pourquoi,	lors	de	l’exposition,	nous	avons	choisi	de	nous	
intéresser	aussi	aux	efforts	déployés	par	des	infirmiers,	des	
chargées	de	cours	ou	des	étudiantes,	en	refusant	de	relé-
guer	leurs	luttes	à	un	espace	qui	nous	serait	étranger.

Dans	la	version	finale	du	film,	nous	avons	sciemment	
omis	 les	 noms	 et	 les	 titres	 des	 personnes	 interviewées.	
Ceux-ci	sont	sans	importance,	car	les	idées,	les	gestes	et	les	
attitudes	de	ces	personnes	nous	parlent	et	nous	traversent	
toutes,	à	un	moment	où	un	autre.	La	question	est	plutôt	:	
de	quoi	peut-on	devenir	capable	dans	une	telle	situation,	
et	sur	quels	appuis	?	Non	seulement	au	regard	des	luttes	à	
mener,	mais	aussi	des	manières	de	donner	sens	à	nos	pra-
tiques	et	à	nos	vies,	en	cultivant	ce	qui	les	lie	à	celles	des	
autres.	Encore	:

Je	dis	simplement	qu’un	radeau	n’est	pas	une	barricade,	
et	qu’il	faut	de	tout	pour	qu’un	monde	se	refasse.	Un	
radeau,	vous	savez	comment	c’est	fait	:	il	y	a	des	troncs	
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de	bois	reliés	entre	eux	de	manière	assez	lâche,	si	bien	
que	lorsque	s’abattent	les	montagnes	d’eau,	l’eau	passe	
à	travers	 les	troncs	écartés.	C’est	par	 là	qu’un	radeau	
n’est	pas	un	esquif.	[…]	Quand	les	questions	s’abattent,	
nous	ne	serrons	pas	les	rangs	—nous	ne	joignons	pas	les	
troncs—	pour	constituer	une	plate-forme	concertée.	Bien	
au	contraire.	Nous	ne	maintenons	du	projet	que	ce	qui	
du	projet	nous	relie.	Vous	voyez	par	là	l’importance	pri-
mordiale	des	liens	et	du	mode	d’attache,	et	de	la	distance	
même	que	les	troncs	peuvent	prendre	entre	eux.	Il	faut	
que	le	lien	soit	suffisamment	lâche	et	qu’il	ne	lâche	pas.		
−	Fernand	Deligny
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tim Dallett,  

cabine téléphonique/ 

telephone booth
INterVIeW

pDF: The idea of placing a traditional office-styled telephone in 
New eldorado’s back-alley location, and the fact that it actually 
functions, is not only strange but also a peculiar gesture when 
measured against the fact that almost everyone has a mobile phone 
on them these days. can you tell us why you chose to do this?

Tim	Dallett:	In	responding	to	the	opportunity	to	create	a	
project	for	New	Eldorado,	I	wanted	to	take	account	not	
only	of	the	qualities	of	the	exhibition	space	itself	(literally	
a	hole	in	the	wall:	a	vestibule	in	a	back	alley,	in	a	neighbour-
hood	that,	in	spite	of	some	recent	gentrification,	is	still	con-
sidered	“the	wrong	side	of	the	tracks”	in	Montreal’s	muni-
cipal	imagination),	but	also	of	the	fact	that	the	initiative	
of	putting	on	art	exhibitions	there	has	become	known	to	a	
much	larger	set	of	people	than	that	of	those	who	have	phys-
ically	attended	them.

For	 example,	 in	 June	 2015,	 the	 editors	 of	 the	 web-
site	baronmag.com	included	the	then-current	exhibition	
by	Vincent	Routhier	as	number	9	on	a	list	of	the	10	best	

http://new-eldorado.info/projets/Cabine_telephonique-Telephone_Booth/Tim-Dallett.php
http://baronmag.com/2015/06/10-expositions-a-voir-cette-fin-de-semaine-12-14-juin/
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art	events	to	visit	in	Quebec	that	week,	seemingly	on	the	
strength	of	information	sent	to	them	by	email.	The	fol-
lowing	week,	Canadian	Art’s	website	mentioned	Natalie	
Lafortune’s	exhibition	at	New	Eldorado	in	a	list	of	“must-
see”	exhibitions	in	Montreal.

Not	only	was	the	number	of	people	receiving	these	rec-
ommendations	(and,	more	generally,	the	number	taking	
stock	of	New	Eldorado’s	web	and	social	media	presence)	
presumably	much	larger	than	the	number	of	visitors	to	the	
exhibition	venue	itself,	but	the	experiences	of	both	sets	of	
people	would	be	qualitatively	quite	different.	I	imagine	
the	online	visitor’s	experience	as	consisting	more	or	less	of	
“remarking	on	an	interesting	new	initiative	to	present	art	
in	an	unconventional	location,	according	it	some	measure	
of	symbolic	capital,	and	moving	on	to	the	next	link	on	the	

https://canadianart.ca/must-sees/must-sees-this-week-june-25-to-july-1-2015-02/
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page.”	It’s	not	so	much	that	“taking	the	trouble	to	go	all	
the	way	to	Hochelaga,	locate	the	back	alley,	and	find	the	
exhibition”	is	in	itself	more	worthy	or	“authentic,”	but	it	is	
a	rather	different	activity,	and	it	involves	interacting	with	
a	very	different	set	of	contexts	and	factors	than	browsing	
the	web	does.	Perhaps	because	of	the	newness	of	the	New	
Eldorado	venue	(which	at	the	moment	lacks	the	“inevit-
ability”	of	an	established	art	venue	that	tends	to	obscure	
consideration	of	 the	 venue	as	 a	context	 in	 itself),	I	was	
intrigued	by	the	differentiation	and	interdependence	of	
these	two	settings	and	wanted	to	respond	to	my	observa-
tion	in	some	way.

Reflecting	on	the	relationship	between	a	physical	site	
and	the	dissemination	of	information	about	it	through	the	
Internet	led	me	to	the	idea	of	a	piece	that	would	shed	light	
on	the	differences	between	“on-line”	and	“off-line”	experi-
ences,	to	put	it	somewhat	schematically.	I	was	interested	
in	creating	a	situation	that	would	enable	relationships	to	be	
created	between	these	contexts	by	visitors	to	one,	or	the	
other,	or	both.

Obviously	the	link	between	the	New	Eldorado	site	and	
its	web	presence	exists	already	at	an	abstract	level,	but	I	
wanted	to	make	this	link	more	direct,	more	concrete,	and	
more	experiential.	I	wanted	to	enable	some	degree	of	inter-
action	between	the	“network”	and	the	“site”	in	ways	that	
would	throw	qualities	of	each	into	relief.	An	early	itera-
tion,	 quickly	 discarded,	 involved	 installing	 some	 kind	
of	 “internet	 café”	 in	 the	 New	 Eldorado	 venue,	 but	 this	
seemed	too	literal,	too	complicated,	and	too	difficult	to	get	
right	in	terms	of	the	feel	of	the	alley	and	the	ergonomics	of	
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how	one	might	make	use	of	a	computer	terminal	in	such	a	
restricted	space.

It	was	also	important	to	me	that	the	piece	function	at	
the	level	of	proposing	conceptual	relationships	between	
divergent	spaces,	and	that	the	technology	intended	to	cre-
ate	a	real-time,	interactive	link	between	the	site	and	“some-
where	 else”	 actually	 work,	
but	that	the	work	should	not	
appear	 to	 depend	 on	 a	 par-
ticular	 number	 of	 people	
having	 used	 it.	 A	 telephone	
felt	right	in	terms	of	the	dir-
ectness	 of	 the	 interface,	 the	
background	 of	 collective	
memories	 and	 mass-media	
representations	 concerning	
the	 public	 telephone	 booth,	
and	 the	 way	 in	 which	 the	
installation	of	a	working	tele-
phone	 set	 and	 the	 dissemin-
ation	 of	 its	 number	 could	
be	 accomplished	 in	 the	 con-
text	of	contemporary	VOIP	
telephony	 through	 New	
Eldorado’s	 online	 profile.	 The	 phone	 might	 ring,	 or	 it	
might	not.	Someone	might	use	it	to	make	a	call,	or	not.

I	wasn’t	specifically	motivated	by	a	desire	to	“provide”	
telephone	service	to	the	residents	of	the	neighbourhood	
(as	you	point	out,	most	are	likely	to	already	have	their	own	
personal	mobile	phones)	but	wanted	the	installation	to	be	
at	once	intriguing,	comprehensible,	and	accessible	in	terms	
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of	its	interface.	If	the	right	conditions	occurred	(someone	
calling,	someone	being	within	earshot	of	the	ringing	tele-
phone)	an	unpredictable	situation	of	encounter	between	
the	exhibition	site	and	somewhere	else	could	be	created	
by	the	simple	act	of	picking	up	the	receiver.	This	relation-
ship	 is	 bidirectional,	 of	 course;	 anyone	 passing	 by	 who	
felt	moved	to	use	the	telephone	to	place	a	call	could	reach	
anyone	(at	least	in	Canada	or	the	USA)	who	picked	up	the	
receiver	at	the	other	end.

pDF: Why did you choose an office-styled as opposed to a more 
domestic form of telephone? Were you making a particular com-
ment in relation to New eldorado’s location or the fact that its 
form lends itself to being interpreted as a telephone booth, as the 
title of your installation suggests?

Tim	 Dallett:	 Ergonomically	 and	 visually,	 I	 felt	 it	 was	
important	that	the	telephone	set	be	mounted	to	the	wall	
of	the	space	and	read	as	much	as	possible	as	non-domestic	
and	institutional.	My	objective	was	that	the	telephone	be	
perceived	as	a	plausible	appliance	in	an	unattended	(but	
sheltered)	outdoor	location.

I	had	initially	visualized	the	ideal	telephone	set	as	look-
ing	 something	 like	 the	 old	 Northern	 Telecom	 “Centur-
ion”	pay	phone.	But	given	the	time	and	resources	avail-
able	to	produce	the	exhibition,	it	didn’t	seem	feasible	to	
track	down	and	convert	a	pay	phone,	or	to	purchase	a	new	
“ruggedized”	public	telephone	(they	are	still	being	manu-
factured).	As	well,	an	actual	pay	phone	would	have	intro-
duced	additional	complexities	that	were	extraneous	to	the	
piece	(perceptions,	for	example,	of	an	impersonation	of	

http://www.phworld.org/payphone/nortel.htm
http://www.phworld.org/payphone/nortel.htm
http://www.islandregister.com/phones/centurion.html
http://www.ceeco.net/public-courtesy-telephones-speakerphones-c-1/
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the	telephone	company,	a	specific	pathos	around	the	with-
drawal	of	payphones	from	public	space,	issues	around	the	
coin	accepting	mechanism	and	the	cost	of	calls,	and	so	on).

Ultimately	my	point	of	reference	for	the	telephone	set	
was	something	like	a	hotel	lobby,	airport,	or	car-rental-
agency	lot	phone	that	is	made	available	for	the	public	to	
use.	None	of	the	telephone	sets	that	I	had	access	to	seemed	
quite	right,	so	I	put	a	posting	on	freecycle.org’s	Montreal	
group,	was	offered	a	surplus	office	phone	within	a	day,	and	
it	seemed	right	enough.	The	space	is	approximately	the	
same	proportions,	and	only	slightly	larger	in	volume	than	
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a	standard	telephone	booth,	so	the	title	suggested	itself	as	
a	way	to	straightforwardly	describe,	and	encourage,	the	
intended	use.

pDF: Beyond the immediate reasons for the work, your choices 
reveal, or suggest, a deeper, more political engagement with 
the concept of location, communication technologies (past and 
present), and the social functions of the alternative exhibition 
space. can you give us an idea of what this political engagement 
might consist of and how it plays out in Cabine	téléphonique/
Telephone	Booth?

Tim	Dallett:	In	terms	of	alternative	exhibition	spaces,	and	
the	potential	that	they	create	for	encounters	between	work,	
people,	and	sites,	I	am	interested	in	making	public	projects	
that	can	be	accessed,	engaged,	and	appropriated	on	a	num-
ber	of	levels	by	different	kinds	of	people.	My	contention	is	
that	it	shouldn’t	be	necessary	to	have	received	formal	educa-
tion	in	contemporary	art	or	to	be	socially	included	in	the	art	
milieu	to	be	able	to	get	something	from,	or	find	something	
in,	the	work	I’m	making.	On	the	other	hand,	I’m	also	inter-
ested	in	interacting	with	members	of	an	art-world	commun-
ity	with	whom	I	share	a	similar	educational	background	and	
cultural	frame	of	reference.	In	this	context,	I’m	interested	
in	advancing	a	discussion	about	forms	of	self-reflexive	art	
practice,	and	in	getting	satisfaction	from	having	work	that	I	
make	be	appreciated	by	colleagues	in	terms	of	its	intentions	
and	its	realization.	I	try	to	integrate	both	of	these	object-
ives	in	a	piece.	I	find	alternative	spaces	appealing	in	this	
regard	because	they	seem	to	me	good	contexts	in	which	to	
produce	work	that	has	participatory,	public,	and	real-time	
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aspects.	This	isn’t	to	say	that	traditional	gallery	space	can’t	
be	explored	from	these	perspectives,	but	these	gallery	set-
tings	involve	additional	issues	around	access	to	and	appro-
priation	of	institutionally	coded	space.	It	can	be	argued	that	
these	issues	are	to	some	extent	bracketed	or	shifted	in	an	
“alternative”	space	(which,	admittedly,	is	not	in	itself	an	
uncomplicated	notion).

Exploring	tensions	around	how	different	people	might	
perceive	the	same	thing	differently	has	been	a	long-stand-
ing	interest	of	mine,	but	it	has	been	developed	and	focused	
more	specifically	in	recent	years	through	my	involvement	
with	 the	 Artifact	 Institute	 (about	 which	 more	 below).	
This	terrain	is	fraught	with	potential	misunderstandings	
and	missteps,	of	which	I’ve	made	plenty	over	the	years	as	
both	an	artist	and	a	curator,	but	I	think	I’m	getting	better	
at	holding	the	two	objectives	described	above	together	in	
a	credible	way.	In	the	case	of	the	cabine téléphonique/Tele-
phone Booth	piece,	one	can	engage	conceptually	with	the	
gesture	of	installing	a	telephone	in	an	untended	location	to	
metaphorize	the	anachronism	of	traditional	telephony	and	
the	economic	model	that	subtended	it,	or	one	can	just	use	
the	phone	to	make	a	call.	Or	both.	Or	neither.

As	to	whether	these	considerations	can	be	considered	
“political”	engagements,	I	would	disagree	to	the	extent	
that	that	term	is	taken	to	imply	an	expectation	of	immedi-
ate	impact	in	the	formal	political	arena,	or	to	involve	an	
enunciation	of	intentions	that	can’t	really	be	substantiated	
by	ultimate	effects	of	the	work	(to	the	extent	that	these	can	
actually	be	apprehended	by	its	author).

On	the	other	hand,	I	would	agree	with	reference	to	a	pol-
itical	dimension	to	the	extent	that	“political”	is	taken	to	
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imply	a	certain	dissatisfaction	with	the	way	some	things	
are	at	the	moment,	and	an	interest	in	proposing	alterna-
tive	ways	of	thinking	about	and	engaging	with,	in	this	case,	
communication	technology.

Collective	decisions	about	investments	in	the	research,	
development,	manufacture,	and	consumption	of	technol-
ogies	 involve	 social	 and	 political	 choices.	 For	 example,	
choices	are	made	about	how	state	resources	and	private	
capital	are	allocated	to	basic	science,	to	applied	research,	
and	to	industrial	development.	Choices	are	also	involved	
in	 the	 way	 that	 patterns	 of	 behaviour	 are	 created	 and	
reinforced	 through	 the	 marketing	 and	 consumption	 of	
communication	 technologies.	 I	 resist	 the	 notion	 that	
“upgrades,”	“new	media,”	and	ostensibly	liberating	inter-
active	platforms	appear	miraculously	and	independently	of	
a	complex	framework	of	choices	and	priorities	—	which	are	
ultimately	determined	by	human	agency,	not	by	notions	of	
inevitable	progress.	The	terrain	of	these	issues	is	vast	and	
complicated,	and	can	rapidly	exceed	the	capacity	of	indi-
viduals	to	intervene	in,	or	even	think	coherently	about,	it	
on	their	own	terms.

To	 the	 extent	 that	 my	 perspective	 isn’t	 completely	
reducible	to	a	quixotic	and	socially	anomic	idée fixe,	I	think	
that	in	many	cases	it’s	unnecessary	and	wasteful	to	liquid-
ate	and	replace	functioning	systems	whose	prior	develop-
ment	represents	vast	and	incompletely	recuperated	social	
investments	in	resources,	labour,	energy,	and	raw	materi-
als,	and	which	may	have	unique	qualities	and	properties	
missing	from	current	systems	that	invest	in	other	aspects	of	
technology.	Put	another	way,	the	development,	promotion,	
and	adoption	of	technological	systems	serves	political	and	
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commercial	interests	and	has	the	effect	of	articulating	and	
imposing	models	according	to	which	people	are	encour-
aged	to	use,	consume,	participate	in,	and	contribute	“con-
tent”	to	these	systems.	There	are	obviously	exceptions	and	
counterexamples,	but	these	typically	throw	the	larger	pat-
terns	into	relief.

More	concretely,	what	is	the	life	cycle	of	a	system,	and	
who	gets	to	decide?	How	many	immobile	printers	are	con-
nected	 wirelessly	 to	 rarely	 moved	 computers?	 In	 many	
cases,	 these	 devices	 could	 easily	 have	 been	 connected	
by	a	length	of	cable,	thereby	avoiding	the	deployment	of	
apparently	 more	 compact	 and	 convenient	 wireless	 net-
working	technology	(whose	development	and	implemen-
tation	represents	an	enormous	investment	of	resources),	
if	not	for	the	fact	that	this	would	involve	the	physical	act	
of	threading	a	cable	around	the	room	(an	act	increasingly	
constructed	as	disagreeable	and	passé).

To	what	extent	is	one	authorized	or	encouraged	to	con-
tinue	to	use	a	system	that	has	become	dislocated	from	a	
contemporary	context	of	commercial	promotion	and	manu-
facturer	support?	It	would	be	disingenuous	not	to	acknow-
ledge	the	special	dispensation	that	contemporary	art	has	
acquired	in	this	regard,	but	to	the	extent	that	I’m	reacti-
vating	anachronistic	equipment,	I’m	hoping	to	encourage	
people	to	think	about	the	many	aspects	of	an	interface,	
about	the	historicity	of	technology,	and	about	the	extent	to	
which	current	systems	participate	in	a	logic	of	replacement	
that	in	a	sense	dooms	them	to	obsolescence	in	spite	of	their	
apparent	newness.	This	relates	to	the	notions	of	choice	that	
I	mentioned	above,	to	notions	of	personal	autonomy,	and	
also	to	ecological	considerations	of	resource	allocation	and	
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sustainability.	Of	course,	to	avoid	inconsistency	I	would	
have	to	also	acknowledge	that	“legacy”	systems	themselves	
were	 often	 perceived	 as	 unnecessary	 disruptions	 at	 the	
time	of	their	introduction;	my	understanding	of	the	ety-
mology	of	the	English	adjective	“phony”	is	that	it	derives	
from	the	perceived	inauthenticity	and	disembodiment	of	
early	telephone	systems.

pDF: i know that you are involved in a very interesting long-term 
project with a collaborator known as the artifact institute. can 
you tell us about this project and its relationship to Cabine	télépho-
nique/Telephone	Booth? even if it’s an autonomous project, 
Cabine	téléphonique/Telephone	Booth seems to resonate with 
the artifact institute’s interest in a historical ecology of technology 
or, in more current terminology, an archaeology of media.

Tim	Dallett:	I’ve	been	working	in	media,	installation,	and	
performance	 art	 since	 the	 early	 1990s.	 My	 work	 stems	
from	personal	interests	in	and	preoccupations	with	real-time	
audio-visual	systems	and	their	influence	on	the	way	space	is	
experienced.	I	make	installations	with	mediatic	or	performa-
tive	aspects	that	I	develop	in	response	to	my	reading	of	a	site;	
I	adjust	these	systems	freely	in	terms	of	my	own	sense	of	their	
conceptual	structure	and	experiential	qualities.	These	instal-
lations	are	ultimately	referred	to	an	artistic	context	and	are	
presented	in	a	context	of	individual	authorship.

The	Artifact	Institute’s	projects	are	developed	through	a	
different	approach.	The	most	efficient	way	to	introduce	this	
approach	would	be	to	quote	the	Artifact	Institute’s	mandate:

“The	Artifact	Institute	was	founded	in	2007	by	Tim	Dal-
lett	(Montreal,	QC)	and	Adam	Kelly	(Halifax,	NS)	to	study	

http://timdallett.ca/
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and	intervene	in	the	processes	by	which	artifacts	undergo	
changes	in	use,	value,	and	meaning.	The	Artifact	Institute	
uses	artistic,	institutional,	and	activist	methods	and	practices	
to	address	the	relationship	of	human-made	objects	and	organ-
izational	structures	to	their	aesthetic,	technical,	and	social	
contexts.	The	Artifact	Institute	conducts	research,	collects	
artifacts,	provides	services,	gives	workshops,	presents	exhib-
itions,	and	produces	publications.	These	activities	are	pos-
itioned	in	a	hybrid	space	between	contemporary	art,	techno-
logical	practice,	and	critical	inquiry	to	create	multiple	points	
of	access	and	engagement.”

The	 Artifact	 Institute’s	 projects	 typically	 involve	 a	
much	 larger	 scope,	 duration,	 and	 systematic	 dimension	
in	 terms	 of	 process	 than	 does	 my	 individual	 work,	 and	
are	presented	as	hybrid	activities	that	may	or	may	not	be	
understood	as	“art.”	Although	the	Artifact	Institute	was	
co-founded	by	two	particular	people,	it’s	not	conceived	
of	as	a	personal	collaboration	or	as	a	collective.	The	Arti-
fact	Institute	produces	projects	as	an	authorial	entity	in	its	
own	right,	and	can	involve	varying	numbers	of	people	at	
different	times.	While	inhabiting	the	position	of	an	author-
ial	figure	within	an	artistic	milieu,	the	Artifact	Institute	
attempts	to	negate	or	diffuse	notions	of	personal	author-
ship.

Titles	of	previous	or	ongoing	projects	that	the	Artifact	
Institute	has	produced	or	continues	to	undertake	may	give	
a	sense	of	its	activities:

exhibit 1: arts atlantic magazines	(2008)

exhibit 2: Khyber centre for the arts sign	(2008)
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investigation 1: electronic equipment discarded by arts  
and cultural organizations in the halifax regional  
municipality	(2009-)

service 1: consultation provided to assist individuals  
in determining what to do with their electronic  
equipment (2012)

study 1: participants in the institutions by artists 
convention (2012)

study 2: crT televisions discarded in montreal	(2012-)

investigation 2: electronic equipment not accepted  
for curbside garbage collection by the halifax regional 
municipality	(2013)

These	 activities	 involve	 the	 development	 of	 pro-
ject-specific	methodologies	that	are	applied	to	the	docu-
mentation,	study,	processing,	and /or	display	of	predefined	
sets	of	artifacts.

As	noted	in	the	mandate	quoted	above,	these	sets	of	arti-
facts	can	include	both	materially	tangible	objects	and	less	
tangible	structures	that	nevertheless	have	a	material	basis.	
For	the	scope	of	potential	inquiry	to	remain	manageable,	
“artifacts”	are	typically	defined	as	discrete	objects	that	can	
be	located	within	spaces,	rather	than	larger-scale	anthropo-
genic	environments	or	architectural	structures.	The	“arti-
facts”	that	the	Artifact	Institute	is	interested	in	studying	
are	generally	those	that	people	could	conceivably	manipu-
late	at	the	scale	of	their	own	body,	rather	than	construc-
tions	or	environments	within	which	people	could	conceiv-
ably	move	around.

http://www.articule.org/archives/2009-2013/web/expositions/11-12/artifact_en.html
http://www.articule.org/archives/2009-2013/web/expositions/11-12/artifact_en.html
http://www.articule.org/archives/2009-2013/web/expositions/11-12/artifact_en.html
http://arcpost.ca/commissions/study-1
http://arcpost.ca/commissions/study-1
http://fieldwork-hrm.org/wp/artifact-institute/
http://fieldwork-hrm.org/wp/artifact-institute/
http://fieldwork-hrm.org/wp/artifact-institute/


	 2 0 2 	| 2 6 0 	

T i m  D a l l e t t , 	 I n t e r v i e w

There	 is	 admittedly	 something	 arbitrary	 about	 this	
opposition	between	objects	and	spaces,	since	the	introduc-
tion	of	objects	into	a	space	inevitably	changes	the	latter’s	
properties,	but	it	is	possible	to	make	a	working	distinction	
of	sorts.	For	example,	the	study	of	human	impacts	at	land-
scape	scale	is	already	well	addressed	by	other	initiatives	
such	as	the	Center	for	Land	Use	Interpretation.	The	Arti-
fact	Institute	finds	the	CLUI	interesting	and	has	in	some	
ways	been	influenced	by	the	hybridity	of	its	approach,	but	
sees	what	it	is	doing	as	different,	particularly	in	terms	of	
the	scale	at	which	the	objects	of	inquiry	are	defined.

Adam	Kelly	and	I	co-founded	the	Artifact	Institute	as	a	
means	of	negotiating	our	respective	interests	in	the	histor-
icity	of	technical	artifacts,	and	many	of	its	projects	to	date	
concern	 media	 production	 and	 information	 technology	
equipment,	but	that	focus	represents	only	one	particular	
avenue	of	investigation	within	the	general	framework	set	
out	in	the	mandate	above.	The	Artifact	Institute’s	apparent	
preoccupation	with	recently	discarded	electronic	equip-
ment	has	something	to	do	with	the	fact	that	this	category	of	
artifacts	is	currently	among	the	most	unstable	and	socially	
convulsive.	Compared	with	other	categories	of	artifacts	
(say,	paper),	electronic	waste	embodies	not	only	a	much	
more	 rapid	 cycle	 of	 product	 category	 replacement,	 but	
also	the	impact	that	this	rapid	cycling	has	on	the	subject-
ive	experience	of	the	humans	involved.	To	continue	with	
the	example,	in	industrial	societies	the	role	and	status	of	a	
sheet	of	paper	is	changing,	but	at	a	far	slower	rate	than,	say,	
a	piece	of	cellular	telephony	equipment.	The	social	central-
ity	of	the	latter	case	suggests	that	the	“crisis”	of	the	elec-

http://clui.org/
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tronic	artifact	would	be	an	interesting	and	relevant	place	to	
begin	applying	the	Artifact	Institute’s	approach.

To	manage	the	chaotic	and	entropic	quality	of	the	sets	of	
artifacts	studied,	and	to	constrain	the	number	of	consider-
ations	around	their	aesthetic,	technical,	and	social	dimen-
sions	 to	 be	 addressed	 in	 a	 project,	 the	 Artifact	 Institute	
makes	use	of	systematic	procedures	to	gather,	compile,	and	
analyze	information	about	an	artifact.	This	results	in	a	struc-
tured	but	open	background	against	which	the	particularities	
of	artifacts	 and	 the	 relationships	 and	 networks	 in	which	
they	are	embedded	can	be	brought	into	focus	and	made	the	
subject	of	dialogue	and	interaction	with	other	people.

It’s	important	to	the	Artifact	Institute’s	approach	that	
once	a	procedure	is	established	it	be	carried	out	consistently	
and	transparently.	This	is	particularly	important	in	main-
taining	the	intelligibility	of	the	procedures	and	the	cred-
ibility	of	the	data	they	produce.	Without	this	transparency,	
pretensions	to	hybridity	that	meaningfully	engage	non-art-
istic	contexts	would	remain	just	that.	In	this	respect,	the	
Artifact	Institute	can	be	distinguished	from	other	artistic	
initiatives	that	metaphorize	or	parody	scientific	or	tech-
nical	procedures.	On	the	other	hand,	a	dimension	of	absurd-
ity	is	inherent	in	the	relentless	application	of	a	systematic	
process,	and	its	role	in	the	Artifact	Institute’s	self-image	is	
not	unintentional.	Yet	the	pertinence	of	an	artistic	context	
for	the	Artifact	Institute’s	activities	lies	ultimately	in	that	
milieu’s	openness	to	the	re-	or	trans-valuation	of	a	given	
situation,	and	in	the	potential	that	this	openness	provides	
for	context-based	readings.	The	latitude	to	engage	with	sets	
of	artifacts	simultaneously	from	multiple,	and	occasionally	
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incompatible,	perspectives	is	what	the	Artifact	Institute	
finds	most	relevant	in	artistic	settings.

I’ve	certainly	been	influenced	by	my	involvement	with	
the	Artifact	Institute,	but	my	personal	practice	differs	con-
siderably	from	it	in	relation	to	notions	of	authorship,	impro-
visation,	and	process.	As	an	individual	practitioner,	I	don’t	
feel	the	need	to	address	the	challenge	of	communicating	
directly	with	other	disciplinary	frameworks,	or	to	assume	
responsibility	 for	 the	 formal	 coherence	 of	 a	 procedure.	
As	far	as	an	interest	in	media	archaeology	goes,	my	own	
work	involves	a	less	structured	and	more	improvisational	
approach	to	industrial	detritus	that	focuses	on	site-specifi-
city	and	its	mediation	through	audio-visual	representations.

pDF: Cabine	téléphonique/Telephone	Booth	is, of course, 
a very contemporary statement about the nature and functions 
of contemporary mass communication. What strikes me as very 
important is its calculated position at the interface of archaic and 
advanced communications technologies, even though its public 
facade is only an old, but not too old, telephone. although it is well 
integrated into New eldorado’s non-site, it functions through 
the “magic” of contemporary communication technologies. in this 
sense it reminds me of Dr. Who’s Tardis (Time and relative 
Dimension in space) — his visually anachronistic time machine 
in the shape of a traditional english police Telephone call Box. 
The logic and complex, contradictory science-fiction culture and 
neo-post-colonial politics of time travel are engaged with in Dr. 
Who and in your piece in very different ways. however, if in 
your case science-fiction content is eschewed, New eldorado’s 
location in the middle of a community mural with south amer-
ican inca-like references certainly raises the possibility of an ele-
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mentary form of time travel. however, in this context, my atten-
tion and curiosity are drawn to the “technical” diagram that 
you have produced in association with Cabine	téléphonique/
Telephone	Booth. of course the magical — and i’m using this 
term in both its anthropological and its contemporary spectacu-
lar sense — dimension of time travel in its Dr. Who/Tardis sense 
has been demystified in the diagram that you produced for New 
eldorado’s site and its electronic invitation. can you say some-
thing about this diagram — its function and objectives?

Tim	Dallett:	At	one	level,	the	diagram	is	a	straightforward	
functional	block	diagram,	commonly	found	in	technical	
documentation.	The	graphic	abstraction	of	a	block	diagram	
is	intended	to	facilitate	identification	of	the	major	compon-
ents	of	a	(usually	technological)	system,	and	to	symbol-
ize	their	interaction	at	an	appropriate	level	of	generality.	
An	example	of	a	block	diagram	with	some	relevance	to	the	
cabine téléphonique/Telephone Booth	project	is	the	one	pub-
lished	by	the	Montreal	provider	with	whom	an	account	was	
created	for	the	VOIP	service	used.

I	often	make	diagrams	of	the	audio-visual	systems	that	
I	develop	for	use	in	performances	and	exhibitions.	These	
diagrams	provide	a	graphical	representation	of	equipment	
interconnections,	the	respective	positions	of	performers	
and	audiences	in	space,	information	flows,	and	so	on.	I	find	
diagrams	useful	in	clarifying	conceptual	elements	of	a	piece	
and	in	documenting	their	interrelationships.	Diagrams	act	
as	tangible	records	of	ephemeral	and	time-limited	events	by	
providing	a	complementary	perspective	to	photographic	or	
audio-visual	documentation,	and	can	also	serve	as	imagery	
for	communicating	and	promoting	an	event.

https://en.wikipedia.org/wiki/Block_diagram
https://voip.ms/howitworks.php
http://dazibao-photo.org/en/past/session-4-tim-dallett-en
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My	initial	idea	was	simply	to	modify	the	VOIP	provider’s	
diagram	to	include	the	telephone	set	used.	I	quickly	realized	
however,	that	not	only	did	the	New	Eldorado	site	have	to	be	
considered	and	acknowledged,	but	differences	in	the	degree	
of	physical	access	to	space	corresponded	to	differences	in	
levels	of	graphic	abstraction	even	within	the	same	image.	
The	dashed	vertical	line	down	the	middle	of	the	diagram	
points	to	those	disjunctures.	On	the	left-hand	side	of	the	
page,	the	level	of	abstraction	is	significant	but	nevertheless	
relatively	straightforward:	for	“a	line	with	arrowheads”	read	
“one	or	more	insulated	copper	wires.”	On	the	right-hand	
side	of	the	page,	the	“cloud”	used	to	symbolize	the	Internet	
and	the	entirely	schematic	presentation	of	PSTN	telephony	
can	only	gesture	toward	vast,	intercontinental	systems	of	
essentially	unrepresentable	complexity.

Yet	the	differences	between	diagrammatic	representa-
tion	and	experiential	space	are	not	insignificant	in	terms	
of	the	New	Eldorado	site,	either:	a	few	strokes	of	a	pencil	
labelled	“Ethernet”	stand	in	for	the	reality	that	over	half	
a	 dozen	 New	 Eldorado	 volunteers	 collaborated	 to	 help	
run	a	three-hundred-foot	outdoor	cable	from	the	exhib-
ition	site	to	a	second-storey	apartment	where	the	gateway	
router	was	located;	this	involved	digging	an	underground	
trench	for	the	cable	and	camouflaging	its	exposed	portions	
with	vegetation.	The	whole	exercise	felt	very	much	like	a	
community	barn-raising	and	was	tremendously	engaging.	
Could	this	sense	of	engagement	ever	be	represented,	and	
should	one	even	try?	Likely	not.

Perhaps	because	of	my	preoccupation	with	a	notion	of	
“real-time”	 communication,	 I	 had	 thought	 of	 the	 piece	
in	 primarily	 terms	 of	 “space	 travel”	 (rather	 than	 “time	
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travel”)	in	the	sense	that	a	telephone	call	would	index	the	
relative	spatial	coordinates	of	a	user	of	the	telephone	at	the	
New	Eldorado	site	and	that	of	his	or	her	interlocutor.	I	was	
particularly	interested	in	the	way	in	which	this	direct,	but	
slightly	antiquated,	form	of	telepresence	could	bring	callers	
within	Montreal	into	some	kind	of	relationship,	and	in	how	
this	relationship	might	be	influenced	by	the	ways	that	New	
Eldorado’s	urban	environs	are	constructed	and	perceived	
by	residents	of	other	neighbourhoods	(as	“potentially	dan-
gerous,”	“charmingly	exotic,”	“rapidly	gentrifying,”	“too	
faraway	to	bother	going	to”	and	so	on.)	This	relationship	
would	be	transacted	in	different	but	related	ways	in	the	
case	of	calls	made	to	or	from	other	cities.

At	 the	 same	 time,	 the	 opportunity	 to	 interact	 with	 a	
kind	of	telephone	appliance	that	is	much	less	frequently	
encountered	today	offers	an	embodied	shift	in	the	experi-
ential	 qualities	 of	 an	 interface.	 The	 anachronism	 of	 the	
telephone	set	does	raise	the	issue	of	temporality.	On-site	
visitors	whom	I	met	spoke	frequently	of	their	memories	
of	having	used	telephones	of	this	type,	and	of	the	chan-
ges	in	their	lives	since	that	time.	It’s	interesting	to	think	
of	this	psychological	condition	through	the	metaphor	of	
“time	travel”;	I	hadn’t	considered	that.	In	calling	a	physic-
ally	distant	location	one	has	no	more	left	where	one	is	than	
one	has	actually	gone	back	in	time.	But	nonetheless	this	
experience	involves	a	form	of	contact	with	some	“where”	
or	some	“when”	else.	The	fact	that	the	diagram	was	pro-
duced	by	hand	as	a	pencil	drawing	may	also	contribute	to	a	
sense	of	temporal	friction	through	differences	between	the	
image’s	facture	and	the	conventions	of	the	industrial	spaces	
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in	which	the	delineated	equipment	(of	differing	vintages)	
was	produced.

pDF: Do you think that your diagram can resonate in a logic-
ally and functionally significant way with the popular mural 
that surrounds and traverses New eldorado’s space and, if so, in 
what way? even though i think that the two types of “pictures” 
(and they are both pictures, after all) are so different in terms of 
their scales, forms, aesthetics, and objectives, Cabine	télépho-
nique/Telephone	 Booth	 brings them together in a strange 
way that suggests some form of “cross-cultural” communication 
and exchange.

Tim	Dallett:	I	had	not	thought	a	great	deal	about	the	mural	
since	taking	note	of	it	as	part	of	my	initial	consideration	
of	the	site	and	its	overall	unusualness.	My	main	engage-
ment	with	the	mural	was	in	deciding	where	to	mount	the	
telephone	itself.	It	seemed	most	effective	to	mount	the	
set	on	the	left-hand	wall	of	the	vestibule	as	one	faces	it;	
this	meant	that	the	vestibule	appeared	to	be	empty	and	
the	mural	uninterrupted	from	certain	angles.	The	scale	
and	presence	of	the	mural	inevitably	influence	how	every-
thing	in	the	alley,	and	particularly	the	art-related	activ-
ities	 of	 New	 Eldorado,	 is	 experienced,	 perceived,	 and	
understood.	I’m	not	quite	sure	how	to	link	the	diagram	
and	 the	 mural	 other	 than	 in	 the	 sense	 that	 both	 can	 be	
understood	as	evocations	of	an	“other”	space,	an	“other”	
system,	an	“other”	reality.	I	wasn’t	consciously	thinking	
about	the	mural	when	I	made	the	diagram,	but	it	is	true	
that	my	initial	motivation	for	the	piece	was	to	try	to	con-
sider	the	relationship	between	the	local	particularities	of	
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the	New	Eldorado	exhibition	site,	and	the	seemingly	infin-
ite	extensibility	of	the	Internet	domain	where	the	insti-
tutional	identity	of	New	Eldorado	is	transacted.	There	is	
something	about	the	seeming	“magic”	of	that	transaction	
that	I’m	interested	in	bringing	attention	to.
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CHATEAU LATOUR
FROM THE OUTSTANDING 2000 VINT

LOT 1

Price Realized
CNY300,000

($49,520)

CHATEAU LAFITE ROTHSCHILD
FROM THE EXCEPTIONAL 1982 VINT

LOT 2

Price Realized
CNY450,000

($74,280)

CHATEAU MOUTON ROTHSCHILD
FROM THE OUTSTANDING 1989 VINT

LOT 3

Price Realized
CNY170,000

($28,061)

CHATEAU MARGAUX
A LINLEY ARCHITECTURAL WINE BO

LOT 4

Price Realized
CNY380,000

($62,725)

A CARVED JADEITE LAUGHING BUDD

LOT 5

Price Realized
CNY5,500,000

($907,861)

A SET OF JADEITE AND DIAMOND J

LOT 6

Price Realized
CNY4,100,000

($676,769)
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2000s (5)
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necklace (2)
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figures (8)
abstract (3)
Buddhist (1)
flowers & plants (1)
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A DIAMOND NECKLACE, BY VAN CLE

LOT 7

Price Realized
CNY4,200,000

($693,276)

A SAPPHIRE AND DIAMOND RING

LOT 8

Price Realized
CNY8,500,000
($1,403,058)

A RUBY AND DIAMOND 'BUTTERFLY'

LOT 9

Price Realized
CNY18,000,000

($2,971,181)

LIU YE (B. 1964)
ANGELS' HOUSE

LOT 10

Price Realized
CNY1,800,000

($297,118)

ZHAN WANG (B. 1962)
SITTING GIRL

LOT 11

Price Realized
CNY4,700,000

($775,808)

CHEONG SOO PIENG (1917-1983)
BY THE RIVER II

LOT 12

Price Realized
CNY3,400,000

($561,223)

LUO ZHONGLI (B. 1948)
LATE RETURN (A LIFT AT NIGHT)

LOT 13

Price Realized
CNY2,500,000

($412,664)

CARTIER A FINE AND RARE LA
SIGNED CARTIER, MADE IN FRANCE

LOT 14

Price Realized
CNY220,000

($36,314)
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CORUM AN IMPRESSIVE AND VE
SIGNED CORUM, CASE NO. 822'660

LOT 15

Price Realized
CNY400,000

($66,026)

PATEK PHILIPPE A RARE, UNI
SIGNED PATEK PHILIPPE, GENEVE,

LOT 16

Price Realized
CNY1,300,000

($214,585)

PATEK PHILIPPE AN EXCEPTIO
SIGNED PATEK PHILIPPE, GENEVE,

LOT 17

Price Realized
CNY1,300,000

($214,585)

ANDY WARHOL (1928-1987)
DIAMOND DUST SHOES

LOT 18

Price Realized
CNY4,000,000

($660,262)

MODEL FOR THE UK PAVILION SHAN
THOMAS HEATHERWICK, 2013

LOT 19

Price Realized
CNY1,300,000

($214,585)

ALEXANDER CALDER (1898-1976)
BLACK: 2-2-6

LOT 20

Price Realized
CNY8,000,000
($1,320,525)

PATEK PHILIPPE AN EXCEPTIO
SIGNED PATEK PHILIPPE, GENEVE,

LOT 21

Price Realized
CNY1,000,000

($165,066)

PATEK PHILIPPE AN EXCEPTIO
SIGNED PATEK PHILIPPE, GENEVE,

LOT 23

Price Realized
CNY1,000,000

($165,066)

ZENG FANZHI (B. 1964)
BICYCLE

LOT 26

Price Realized
CNY7,800,000
($1,287,512)
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SUI JIANGUO (B. 1956)
CLOTHES VEINS STUDY SERIES

LOT 27

Price Realized
CNY10,000,000

($1,650,656)

YE YONGQING (B. 1958)
ANXIETIES ADD TO THE WOES

LOT 28

Price Realized
CNY1,100,000

($181,572)

MAO XUHUI (B. 1956)
SITTING PATERNALISM AT NIGHT,

LOT 29

Price Realized
CNY950,000
($156,812)

I. NYOMAN MASRIADI (B. 1973)
FATMAN

LOT 30

Price Realized
CNY3,800,000

($627,249)

ED RUSCHA (B. 1937)
WATER

LOT 31

Price Realized
CNY1,300,000

($214,585)

ZHAN WANG (B. 1962)
ARTIFICIAL ROCK SERIES: NO 15

LOT 32

Price Realized
CNY2,200,000

($363,144)

LIU WEI (B. 1965)
ORCHIDSLOT 33

Price Realized
CNY2,200,000

($363,144)
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LIU WEI (B. 1972)
PURPLE AIR ZJ30033401

LOT 34

Price Realized
CNY2,400,000

($396,157)

WANG GUANGLE (B. 1976)
AFTERNOON NO 8

LOT 35

Price Realized
CNY1,300,000

($214,585)

PATEK PHILIPPE A VERY RARE
SIGNED PATEK PHILIPPE, GENEVE,

LOT 36

Price Realized
CNY2,200,000

($363,144)

PATEK PHILIPPE A VERY FINE
SIGNED PATEK PHILIPPE, GENEVE,

LOT 37

Price Realized
CNY2,800,000

($462,184)

PATEK PHILIPPE AN EXCEPTIO
SIGNED PATEK PHILIPPE, REF. 39

LOT 38

Price Realized
CNY2,500,000

($412,664)

PATEK PHILIPPE AN EXTREMEL
SIGNED PATEK PHILIPPE, GENEVE,

LOT 39

Price Realized
CNY3,500,000

($577,730)
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SHAO FAN (B. 1964)
WORK NO 1

LOT 40

Price Realized
CNY450,000

($74,280)

QIU DESHU (B. 1948)
CRACK: RED ROCK AND SNOW PEAK

LOT 41

Price Realized
CNY1,150,000

($189,825)

PABLO PICASSO (1881-1973)
HOMME ASSIS

LOT 42

Price Realized
CNY9,600,000
($1,584,630)

HOME

LOT 43

Price Realized
CNY15,000,000

($2,475,984)
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 “maximalism 

on a scale you 

rarely see”
review of graham cunnington, angus Farquhar and Paul 
Jamrozy, test Dept: total state machine, eds. alexei monroe 
and Peter Webb (bristol: Pc Press, 2015).

marc James léger

With the disappearance of the useful character of the prod-
ucts of labour, the useful character of the kinds of labour 
embodied in them also disappears…. a thing can be useful, 
and a product of human labour, without being a commod-
ity. he who satisfies his own need with the product of his 
own labour admittedly creates use-values, but not commod-
ities. in order to produce the latter, he must not only produce 
use-values, but use-values for others, social use-values. if 
the thing is useless, so is the labour in it; the labour does not 
count as labour, and therefore creates no value.

—	Karl	Marx,	“The	Commodity”

In	her	recent	review	of	Isabell	Lorey’s	book	state of insec-
urity,	Sarah	Charalambides	argues	that	with	regard	to	the	
newly	defined	immaterial	creative	class	faction	created	by	
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neoliberal	governance,	there	is	no	Stakhanovite	equiva-
lent	of	the	model	worker	and	that	instead	the	condition	of	
insecurity	in	a	risk	society	—	precarity	—	names	diverse	situ-
ations	that	cannot	come	under	a	unifying	identity	based	
on	production	processes.	She	asks,	“Can	precarisation	be	
used	as	a	shared	name	for	diverse	situations?”	and	“Is	it	
possible	to	articulate	alliance	without	falling	back	upon	
identity,	without	flattening	or	homogenising	precarious	
situations?”1	Such	questions	regarding	the	state	of	intel-
lectual	and	artistic	labour	in	the	age	of	austerity	inform	the	
context	of	reception	for	Test Dept: Total state machine,	a	
comprehensive	study	of	the	work	of	the	British	industrial	
music	group	Test	Dept.2	Authored	by	three	core	members	
of	the	group,	Graham	Cunnington,	Angus	Farquhar,	and	
Paul	 Jamrozy,	 and	 edited	 by	 industrial	 music	 and	 Neue	
Slowenische	Kunst	specialist	Alexei	Monroe	and	sociolo-
gist	and	author	Peter	Webb,	Test Dept	covers	the	formation	
of	the	group,	its	social	context	of	emergence	in	the	South	
London	of	Thatcherite	Britain,	its	various	undertakings	
in	the	praxis	of	art	and	political	activism,	and	its	eventual	

1.		Sarah	Charalambides,	“Precarity	as	Activism,”	mute 
(July	1,	2015),	available	at	http://www.metamute.org/
editorial/articles/precarity-activism.	See	Isabell	Lorey,	
state of insecurity: Government of the precarious,	 trans.	
Aileen	Derieg	(London:	Verso,	2015).

2.		Graham	Cunnington,	Angus	Farquhar	and	Paul	Jamrozy,	
Test Dept: Total state machine,	eds.	Alexei	Monroe	and	
Peter	Webb	(Bristol:	PC	Press,	2015).	Thanks	to	Alexei	
Monroe	for	making	this	book	available	to	me	for	review	
and	for	his	corrections	to	a	draft	version	of	this	text.
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dissolution	as	it	diversified	into	new	projects.	Reflecting	
the	visual	media	focus	of	Test	Dept,	the	book	is	lavishly	
illustrated	and	resembles	more	a	magazine	layout	than	a	
standard	monograph.	Dynamic	visual	graphics	adorn	dis-
parate	kinds	of	texts,	beginning	with	a	scholarly	essay	by	
Monroe	and	diverging	into	new	articles	by	band	members	
on	the	various	stages	of	their	work,	texts	by	and	about	col-
laborators,	interviews,	snippets	of	music	reviews,	diary	
entries,	police	files,	samples	of	song	lyrics	presented	as	
broadsheets,	archival	documents	and	photographs,	com-
pleted	by	a	useful	discography	and	timeline.

The	 principal	 motifs	 and	 continuing	 relevance	 of	 the	
work	 of	 Test	 Dept	 are	 addressed	 in	 the	 introduction	 by	
Monroe,	who	argues	against	monumental	historicism	in	
favour	of	a	Benjaminian	explosion	of	the	historical	con-
tinuum	by	suggesting	that	such	avant-garde	breakouts	in	
sonic	 and	 artistic	 innovation	 create	 their	 own	 utopian	
constellations.	This	approach	allows	Test	Dept	to	be	dis-
cussed	in	relation	to	those	ontogenetic	peers	who	worked	
contemporaneously	to	them	—	Cabaret	Voltaire,	Throbbing	
Gristle,	SPK,	Einstürzende	Neubauten,	23	Skidoo,	This	
Heat,	 Art	 Deco,	 Laibach	—	and	 also	 in	 relation	 to	 phylo-
genetic	comrades	like	Kazimir	Malevich,	the	Soviet	film-
makers	Dziga	Vertov	and	Sergei	Eisenstein,	the	popular	
campaigner	Anatoly	Lunacharsky,	the	graphic	designer	El	
Lissitzky,	Arseny	Avramov	and	his	symphony of Factory 
sirens,	Nikolai	Roslavets	and	his	atonal	soundscapes,	Alex-
ander	Mosolov	and	his	factory	machine	music,	Hans	Eis-
ler’s	“Blast	Furnace”	soundworks,	Henryk	Górecki	and	his	
musical	laments,	and	Andrei	Tarkovsky	with	his	dystopian	
wastelands.	This	historical	junction	is	mediated	by	the	very	
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specific	materials	that	are	used	by	the	group:	sounds	that	
come	from	disused	shipyards	and	by	hammering	away	at	
scraps	of	metal;	oil	drums,	steel	piping,	petrol	tanks,	water	
tanks	and	lorry	suspension	springs	used	as	idiomorphic	per-
cussion	instruments;	foghorns,	factory	sirens,	recordings	of	
political	speeches,	mainstream	media	and	military	drills	—	all	
of	these	a	“sonic	weaponry,”	according	to	Monroe,	wielded	
against	Thatcherite	common	sense.3	Going	to	the	core	of	
the	undertaking,	this	choice	of	materials	becomes	the	main	
contradiction	that	Monroe	quite	rightly	identifies:	the	fact	
that	 Test	 Dept	 sought	 to	 show	 political	 solidarity	 with	
industrial	workers	precisely	at	the	time	when	heavy	indus-
try	and	whole	manufacturing	towns	and	regions	were	in	
the	process	of	disappearing	forever	from	the	U.K.	This	
contradiction	tends,	however,	to	lead	to	a	dissociation	of	
aesthetics	and	choice	of	materials	from	the	group’s	anar-
cho-socialist	political	commitments.	If	one	focuses	only	on	
Test	Dept’s	use	of	relentless	industrial	imagery	and	sounds,	
one	ignores	the	alignment	of	these	motifs	with	a	distinctly	
leftist	socio-political	critique.	Monroe	here	introduces	a	
further	mediation	to	the	central	contradiction	of	the	choice	
of	industrial	materials,	that	of	“discipline	as	a	corrective	
force.”4	Proposed	originally	by	the	industrial	music	group	
Throbbing	Gristle	as	a	means	to	counter	commercial	con-
formity	 and	 liberal	 laissez-faire,	 Test	 Dept	 pushed	 the	
constructivist	and	Stakhanovite	denotations	of	discipline	
into	avant-garde	sublations	of	art	and	life,	understood	in	

3.		Alexei	Monroe,	“Introduction,”	in	Test Dept: Total state 
machine,	2.

4.		Monroe,	“Introduction,”	3.
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terms	of	dialectical	praxis	rather	than	the	pretense	of	a	pre-
mature	synthesis	or	already	achieved	goal.	This	implied,	
according	to	Monroe,	rejecting	“micro-political	aesthetics	
and	tactics”	and	instead	going	“to	the	people,”	those	who	
are	most	oppressed,	including	workers	of	the	former	East-
ern	bloc	countries,	to	spark	emancipatory	resistance.5	The	
basis	for	this	bridging	of	art	and	life	was	physical	labour,	the	
disciplined	and	precise	performance	of	percussive	action	
on	unyielding	metal,	mixed	with	vocal	appeals,	commands	
and	trumpet	blasts,	as	well	as	projections	of	fragments	of	
industrial	reality	to	audiences	of	youths,	blue-collar	work-
ers	and	poor	communities	that	had	for	generations	been	
fucked	over	by	the	ruling	class,	their	bourgeois	hangers-on	
and	police	henchmen.

With	Monroe’s	introduction	in	mind,	the	rest	of	the	book	
reads	like	something	of	a	challenge.	One	is	encouraged	to	
sift	through	the	archive	of	the	Test	Dept	adventure	to	find	
what	is	useful	to	anyone	involved	in	the	continuing	strug-
gle	against	Thatcherism,	which	continues	unabated	in	these	
days	of	Cameronism,	austerity,	destruction	of	social	pro-
grammes,	kowtowing	to	American	militarism,	and	support	
of	 out-and-out	 fascists	 in	 East	 European	 countries.	 One	
quickly	discovers,	according	to	band	member	Paul	Jamrozy,	
that	the	group	started	out	in	1981	as	an	effort	to	carry	on	
the	“unfinished	business”	of	punk	music,	looking	to	Bur-
undi	drummers	for	inspiration	on	how	to	properly	carry	
out	an	hour-long	programme	of	machine-like	4/4	rhythm.	
These	 mates	 were	 South	 London	 squatters,	 disaffected	
and	unemployed,	and	this	was	the	time	of	the	Brixton	riots,	

5.		Monroe,	“Introduction,”	5.



	 2 2 6 	| 2 6 0 	

m a x i m a l i s m  o n  a  s c a l e  Yo u  r a r e ly  s e e , 	 M a r c 	 J a m e s 	 L é g e r

when	domestic	police	began	to	use	military	tactics	in	their	
enforcement	 of	 U.K.-style	 Reaganomics.	 Needless	 to	
say,	not	everything	in	this	scrapyard	will	find	an	immedi-
ate	utility.	Their	first	manifesto,	for	instance,	“Beating	the	
Retreat,”	is	pure	Soviet	futurism	—	a	brash	celebration	of	the	
destructive	forces	of	efficiency	and	the	cold	logic	of	technol-
ogy.	Unusable	as	a	piece	of	political	wisdom,	it	nevertheless	
defines	the	background	against	which	the	group	would	forge	
a	collectivism	that	is	reminiscent	of	the	Scratch	Orchestra.	
The	group	lived	communally,	split	their	earnings	equally,	
and	refused	all	individual	identification,	fighting	the	glitz	
and	glamour	of	the	popular	music	industry.

Test	 Dept’s	 use	 of	 Stakhanovite	 imagery,	 of	 sweaty	
young	 men	 in	 grey	 work	 clothes	 hammering	 away	 with	
heavy	 tools	 and	 wooden	 batons	 at	 sundry	 and	 unwieldy	
pieces	of	metal,	was	hardly	at	this	time	strictly	aesthetic.	
At	stake	was	not	only	“labour”	in	the	broadest	sense	of	the	
term,	but	the	dead	labour	that	it	rested	upon.	The	war	over	
the	Falkland	Islands	in	1982	was	an	indication	of	the	des-
perate	measures	to	which	Thatcher	would	resort	in	order	
to	rekindle	the	dream	of	empire.	The	real	targets,	however,	
were	the	unions,	especially	the	miners,	who,	we	learn	in	
this	book,	numbered	750,000	in	the	years	after	WWII	
and	about	3,000	after	Thatcher	successfully	closed	most	of	
the	mines.	In	order	to	show	solidarity	with	these	workers,	
Test	Dept	had	understood	their	touring	as	a	contemporary	
version	of	the	red	“agit	trains”	on	which	Vertov	had	cut	his	
teeth	as	a	filmmaker	and	editor.	According	to	Jamrozy,	“[w]hen	
TD	got	involved	with	the	Miners’	Strike,	we	drew	paral-
lels	with	what	were	classified	as	the	‘Red’	or	‘Educational	
Trains’	and	what	the	Russian	futurists	were	doing	70	years	
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previously.”6	The	“battle	bus,”	as	they	called	it,	traveled	to	
various	mining	towns,	eventually	making	alliances	with	the	
newly	formed	South	Wales	Striking	Miners’	Choir	and	with	
the	Kent	activist	miner	Alan	Sutcliffe,	whose	passionate	
speeches	accompany	the	thrashing	intensity	of	the	music	on	
the	1984	album	shoulder to shoulder.	Test	Dept	traveled	to	
Yorkshire,	Durham,	Northumberland	and	Glasgow,	playing	
in	site-specific	locations	rather	than	mainstream	venues.	TD	
filmman	Brett	Turnbull	would	shoot	footage	of	the	strike	
and	show	this	material	at	concerts	in	the	next	town,	pro-
ducing	on-the-spot	agitational	material	that,	as	late	as	the	
TD/SD30	performance	at	the	AV	Festival	in	Newcastle	in	
2014,	remains	useful	as	a	means	to	teach	resistance.	Solidar-
ity	meant	joining	picket	lines,	raising	money	for	the	cause,	
and	sharing	drinks	with	the	strikers.	Older	miners	and	their	
families	who	were	not	accustomed	to	industrial	music	would	
find	ways	to	relate	to	the	concerts,	either	through	famili-
arity	with	the	materials	of	heavy	industry,	the	hard	work	
involved	 in	 the	 performance,	 or	 the	 projected	 images	 of	
people	like	themselves	who	were	otherwise	rarely	heard	on	

6.		Test	Dept,	“The	Revolutionary	Camera:	A	Conversa-
tion	Between	Paul	Jamrozy	and	Brett	Turnbull,”	in	Test 
Dept: Total state machine,	24.

brett turnbull, Fuel to Fight 
poster design for 1984 
miners support tour.  
courtesy and © test Dept.
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radio	or	seen	on	television.	The	rhetoric	of	the	early	single	
‘Total	State	Machine’	—	One	Voice,	One	Will	—	would	raise	
people’s	spirits	in	anger,	a	proposition	that	was	tested	in	the	
mid-1980s	in	Poland	and	other	East	European	countries	
where	the	same	visuals	were	presented	to	workers	of	a	sup-
posedly	enemy	ideology.	Of	course	there	they	had	to	hide	
their	intentions	and	their	film	footage	from	the	state	police,	
playing	unannounced	or,	in	one	instance,	as	a	form	of	pay-
ment	to	the	families	of	workers	at	a	bus	repair	factory.

There	 is	 a	 great	 deal	 more	 in	 Test Dept: Total state 
machine that	could	be	used	to	bridge	the	gap	between	an	
early	80s	moment	of	proletarian	post-punk	bruitisme	and	
today’s	creative	class	digitariat	—	least	of	all,	a	certain	num-
ber	of	“petty	bourgeois	deviations”	like	pagan	festivals,	
heritage	baiting,	and	digressions	into	the	expanded	body	
consciousness	proposed	by	rave	and	club	culture.	While	
throughout	the	1980s	Test	Dept	mostly	kept	to	the	script	
of	 revolutionary	praxis,	supporting	striking	newspaper	
workers,	the	Anti-Poll	Tax	Unions	and	the	Polish	Solidar-
ity	movement,	by	the	early	1990s	their	efforts	to	remain	
relevant	to	audiences	changed	to	a	somewhat	more	flexible	
and	flocculent	Michel	Serres-inspired	“break	from	the	real-
politik	of	theory”	wherein	the	remix	of	digital	sounds	cor-
responds	loosely	to	the	bricolage	of	identities.77	In	his	con-
tribution	to	the	book,	Marek	Kohn	points	out	that	a	survey	
conducted	 in	 the	 U.K.	 in	 2011	 found	 that	 “less	 than	 a	

7.		Michel	Serres	quoted	in	Paul	Jamrozy	and	Gray	Cun-
nington,	“Nomadic	Frequencies:	In	Conversation	with	
Russ	 MacDonald	 (Frequency	 Nomad)	 and	 (Agent)	
Simon	Hyde,”	in	Test Dept: Total state machine,	320.



	 2 3 0 	| 2 6 0 	

m a x i m a l i s m  o n  a  s c a l e  Yo u  r a r e ly  s e e , 	 M a r c 	 J a m e s 	 L é g e r



	 2 3 1 	| 2 6 0 	

P D F  # 2 ,  N ove m b e r  2 0 1 5

quarter	of	the	population	described	themselves	as	working	
class.”88	Test	Dept	adjusted	accordingly.	The	lyrics	to	the	
1995	jazzy	dance	tune	‘Timebomb,’	for	instance,	declares	
that	“love	is	sacred,”	and	calls	on	listeners	to	“do	the	right	
thing,”	“respect	the	world	we	live	in,”	“open	your	minds,”	
etc.	Nothing	could	be	further	from	the	1984	track	‘Total	
State	Machine,’	with	its	agit-lyrics	“Use	Every	Means,”	
“Means	of	Control,”	“Means	of	Production,”	“Marching	
Boots,”	“Marching	Orders,”	“One	Voice!	One	Will!	”	On	
the	whole,	Test Dept mostly	charts	this	journey	from	Bol-
shevik	classicism	to	what	Jordi	Blanchar	refers	to	in	the	
book	as	“new	frameworks”	that	signal	a	shift	away	from	“a	
uniform	body”	towards	a	Hardt	and	Negri	-	inspired	“multi-
tude	acting	together	to	defend	what	is	common.”9

This	shift	of	emphasis	by	Test	Dept	from	revolution-
ary	proletarian	politics	to	nomadic	anarchism	brings	the	

8.		Marek	Kohn,	“The	Industrial	Revolution:	The	Social	
and	Cultural	Context	in	Britain	from	the	1970s	to	the	
Present	Day,”	in	Test Dept: Total state machine,	85.

9.		Jordi	Blanchar,	“From	‘New	World	Order’	to	‘Crisis’:	
Recalling	a	1991	Test	Dept	Event	in	Brixton	and	the	
Evolution	of	the	Social	and	Political	Climate	that	Has	
Evolved	 Since	 that	 Time,”	 in	 Test Dept: Total state 
machine,	328.

test Dept performance  
in budapest, 1985.  
courtesy and © test Dept.
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reader	back	to	the	aesthetic	question	that	is	addressed	in	
the	epigraph	of	Monroe’s	introduction,	a	quotation	from	
Peter	Bürger’s	2010	essay	“Avant-Garde	and	Neo-Avant-
Garde:	An	Attempt	to	Answer	Certain	Critics	of	Theory of 
the avant-Garde”:

Measured	against	their	goals	and	the	hopes	that	they	
carried,	all	revolutions	have	failed:	this	fact	does	not	
lessen	their	historical	significance.	But	it	is	precisely	
in	its	extravagance	that	the	project	of	the	avant-garde	
serves	 as	 an	 indispensable	 corrective	 to	 a	 society	
foundering	in	its	pursuit	of	egotistical	goals.10

This	reference	to	Bürger	yields	more	than	is	at	first	appar-
ent	since	in	the	early	1980s	it	was	not	Bürger’s	assessment	
of	1970s	pluralism	that	might	have	been	most	relevant	to	
the	emergence	of	this	group	but	instead	the	material	that	is	
addressed	by	Jochen	Schulte-Sasse	in	his	foreword	to	the	
1984	English	translation	of	Theory of the avant-Garde.11	
Schulte-Sasse	begins	with	an	assessment	of	Renato	Poggi-
oli’s	1962	study	of	the	avant	garde	in	the	context	of	mod-
ernism,	which	Poggioli	defines	as	a	cult	of	novelty	and	of	the	
strange	that	is	set	against	realist	representation,	understood	
as	prosaic	convention.	This	modernist	definition	of	contra-
diction	within	bourgeois,	technological	society,	however,	is	

10.		Peter	Bürger	quoted	in	Monroe,	“Introduction,”	1.
11.		See	 Jochen	 Schulte-Sasse,	 “Theory	 of	 Modernism	

versus	Theory	of	the	Avant-Garde,”	in	Peter	Bürger,	
Theory of the avant-Garde,	trans.	Michael	Shaw	(Min-
neapolis:	University	of	Minnesota	Press	[1974]	1984).
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a	rather	blunt	instrument	and	does	not	allow	for	fine	distinc-
tions	to	be	made	between	romanticism,	aestheticism,	sym-
bolism,	avant-gardism	and	postmodernism.	At	best,	accord-
ing	to	the	author,	it	allows	for	a	summary	distinction	from	
commercialism	and	conformism.

For	Schulte-Sasse,	the	advantage	of	Bürger’s	work	over	
Poggioli’s	 is	 that	 it	 is	 both	 more	 historically	 specific	 and	
more	sociologically	relevant,	outlining,	not	unlike	Fredric	
Jameson’s	essay	on	postmodernism,	three	separate	phases	
to	bourgeois	culture	and	society.	The	story	begins	with	the	
severance	of	cultural	production from	its	dependence	on	the	
market.	This	break	with	the	system	of	patronage	allows	for	
the	development	of	the	sphere	of	autonomy,	a	form	of	nega-
tivity	that	prefigures	a	utopian	future	but	that	in	the	present	
represents	absolute	confrontation.	In	the	work	of	Herbert	
Marcuse	and	Theodor	Adorno,	however,	writing	almost	one	
hundred	years	after	the	first	anti-academic	avant-garde	works	
of	the	nineteenth	century,	the	institution	of	autonomy	has	
become	a	form	of	compensatory	affirmation.12	The	contra-
diction	between	negation	and	affirmation	leads	to	various	
modernist	innovations,	such	as	musical	dissonance,	literary	
anti-narrative,	and	visual	abstraction	—	revolts	in	style	that	
result	in	semantic	atrophy,	a	situation	that	Bürger	consid-
ers	inherent	to	the	“institution	art,”	understood	as	a	space	
of	bourgeois	self-critique	shorn	from	radical	confrontation	
of	the	contradictions	of	this	same	society.	And	this	is	what	
makes	the	appearance	of	Bürger’s	book	in	English	translation	
relevant	to	the	discussion	of	the	emergence	of	Test	Dept	

12.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	x.
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out	of	New	Cross	in	the	world	of	South	London	squats	and	
co-ops:	the	fact	that	this	Stakhanovite	work	was	being	tested	
at	the	time	of	the	rise	of	postmodern	academic	theory.

For	Bürger,	the	value	of	art	can	only	be	gauged	in	rela-
tion	to	notions	of	social	value	and	society	as a whole,	and	not	
only	with	regard	to	its	intellectual	class.	There	is	thus	no	
such	thing	as	purely	aesthetic	experience.	In	this	regard	Test	
Dept’s	work	should	not	be	divided,	as	it	is	oftentimes	in	the	
book,	between	aesthetic	and	political	revolution;	rather,	
these	two	elements	should	be	seen	as	co-terminous	features	
of	a	superstructural	expression	of	social	change.	This	is	in	
stark	contrast	to	the	theories	of	early	1980s	postmodern-
ists	like	Roland	Barthes,	Julia	Kristeva,	Jacques	Derrida,	
Michel	Foucault,	Gilles	Deleuze,	Jean-François	Lyotard	and	
Jean	Baudrillard,	who	focused	on	modernist	texts	as	means	
to	deconstruct	norms	and	ideological	closure.	According	to	
Schulte-Sasse,	such	reading	practices	and	hermeneutics	of	
suspicion	were	premised	on	“social	inconsequentiality.”13	
In	fact,	given	their	status	as	avatars	of	today’s	post-trau-
matic	left,	such	inconsequentiality	and	its	indeterminate,	
undecidable,	impossible	and	aleatory	“reality	effects”	was	
worn	like	a	badge	of	honour	for	fear	of	being	responsible	for	
further	catastrophes.	Postmodern	theory	was	both	post-en-
lightenment	and	post-revolutionary,	declaring	the	end	of	
the	historical	subject	as	defined	by	the	meta-narratives	of	
Freud	and	Marx.	In	stark	contrast,	Bürger	championed	the	
historical	avant	gardes	for	their	presumption	that	art	could	
effectively	and	dialectically	lead	back	into	social	life.	On	the	

13.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	xii.



	 2 3 5 	| 2 6 0 	

P D F  # 2 ,  N ove m b e r  2 0 1 5

other	hand,	Bürger	castigated	the	neo-avant	gardes	of	the	
1960s	and	70s	for	surrendering	to	institutional	capture,	a	
phenomenon	described	by	Adorno	and	Horkheimer’s	“cul-
ture	industry”	thesis	and	which	Bürger	referred	to	as	“false	
sublation.”	For	him,	the	success	of	the	neo-avant	gardes	of	
postwar	art,	from	New	Realism	and	Pop	Art	to	minimal-
ism	and	conceptualism,	was	subsumed	by	the	institutions	of	
capital.	The	long	and	the	short	of	it	for	Schulte-Sasse	is	that	
(post)modernist	analyses	of	solid	and	fluid,	metaphysical	
closure	and	deconstruction,	or	what	today	we	might	read-
ily	refer	to	as	social	constructionism,	have	very	little	bear-
ing	on	social	totality	and	political	ideology.	Paradoxically,	
such	art	and	theory	reflects	rather	than	resists	society,	in	
part,	because	it	mistrusts	the	world.	Nothing	could	be	fur-
ther	from	the	words	of	Alan	Sutcliffe	in	shoulder to shoulder,	
the	miner who	wants	to	say	“a	few	words	about	the	strike”	
and	“make	an	honest	appeal	to	everyone	in	our	commun-
ity.”	Such	words	are	not	pre-theoretical.	The	call	for	sup-
port	on	the	picket	lines	and	denunciations	of	the	magistrate	
is	the	most	advanced	theory	of	its	time,	perhaps	no	more	but	
certainly	no	less	than	talk	of	virtuality,	symbolic	exchange,	
and	illusion	of	the	end.	The	problem	with	the	latter	concepts	
are	not	their	efforts	at	estrangement	and	understanding	of	
expenditure,	 but	 their	 dependence	 on	 what	 they	 decon-
struct,	 which,	 according	 to	 Schulte-Sasse,	 makes	 them	
irrelevant.14	Despite	 the	goodwill	 of	the	theorists	 them-
selves	—	even	if	and	insofar	as	some	stridently	professed	their	
pessimism	—	their	theories	fail	to	relate	to	social	justice,	mor-

14.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	xxiii.
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ality	and	social	value.	The	process	of	endless	demystification	
that	they	propose	vacillates	between	nihilistic	relativity	and	
trumped	up	claims	of	absolute	validity	—	a	sort	of	false	con-
sciousness	theory	dressed	up	in	the	new	clothes	of	structure,	
discourse,	meta-narrative,	doxa,	logos,	and	the	arboresque.

The	 conclusion	 for	 Bürger,	 coming	 after	 Lukács	 and	
Jameson,	is	that	art	should	seek	possibilities	to	reproduce	
the	 social	 totality	 rather	 than	 the	 minutiae	 of	 historicist	
reconstruction.15	In	this	regard,	Marx’s	Grundrisse and	cap-
ital are	not	merely	theories	of	production,	and	not	merely	
theories	of	labour	value,	but	theories	of	the	relations	of	dom-
ination,	 understood	 contradictorily	 in	 terms	 of	 prosper-
ity	and	the	colonization	of	human	desires.16	In	this	sense,	
according	to	Schulte-Sasse,	Bürger	reflects	on	the	concrete	
(realist)	and	not	only	abstract	(positivist,	identitarian)	con-
ditions	of	possibility	of	historical	categories	 like	art	and	
labour.	 Bürger’s	 conclusion	 is	 that	 the	 neo-avant	 gardes	
both	protested	and	protected	the	status	quo.17	Their	trans-
gressive	hostility	to	the	ideals	of	the	bourgeoisie	reflected	
those	same	ideals.	In	contrast,	genuine	avant-garde	artists	do	
not	isolate	themselves,	but	while	attacking	the	institutional	
destinies	of	art,	seek	to	integrate	art	with	life,	contributing	
to	the	establishment	of	new	norms	based	in	emancipatory	
social	justice.	It	is	in	this	sense	that	Test	Dept’s	inaugural	

15.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	xxxiii.

16.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	xxx.

17.		Schulte-Sasse,	“Theory	of	Modernism	versus	Theory	
of	the	Avant-Garde,”	xxxv.
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manifesto,	“Beating	the	Retreat,”	remains	somewhat	aes-
theticist.	It	allows	Test	Dept	itself	to	come	into	visibility	
but	it	otherwise	obscures	the	bourgeois	weapon	of	neo-con-
servative	ideology.	Nor	does	it	adequately	address	the	social	
function	of	music;	it	rather	distinguishes	the	band	from	its	
predecessors	and	contemporaries	in	the	Pop	universe.	On	
the	other	hand,	it	is	this	ambiguity	that	brings	Test	Dept	
closest	to	its	Slovenian	counterpart	Laibach.	Confusing	to	
fans	as	well	as	detractors,	both	groups	had	their	activities	
monitored	by	the	secret	police	—	in	the	case	of	Test	Dept	by	
the	same	DDR	officer	responsible	for	the	files	of	Christa	
Wolf.	Laibach	never	clearly	identified	with	or	against	vari-
ous	 political	 regimes,	 but	 kept	 a	 distance	 from	 concrete	
political	activism,	allowing	for	misinterpretation	of	their	
motives	 and	 mining	 avant-garde	 genealogies	 through	 a	
“retrogarde”	ideological	position.18	In	contrast,	Test	Dept	
made	 use	 of	 industrial	 aesthetics	 in	 order	 to	 engage	 dir-
ectly	in	social	contexts	of	production	and	with	various	com-
munities	of	struggle,	effectively	reflecting	on	the	end	of	an	
epoch.	In	this	regard	the	work	of	Test	Dept	offers	us	some-
thing	beyond	the	institutionalization	of	aesthetic	praxis	and	
even	of	the	realm	of	“industrial”	as	a	genre	of	music.

The	crux	of	the	matter,	then,	is	that	the	situation	today	
has	changed	dramatically	both	for	art	and	for	labour,	and	in	
this	regard	we	no	longer	look	to	postmodern	theory	except	
as	itself	a	somewhat	“retrogarde”	set	of	tools	for	intellec-

18.		See	in	Test Dept: Total state machine:	Angus	Farquhar,	
“Test	Dept	European	Network	Tour,”	94-113;	Laibach,	
“Anglo-Slowenische	Freundschaft,”	118;	and	Alexei	
Monroe,	“Laibach/Test	Dept	Perspectives,”	118-19.
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tual	and	cultural	production.	This	post-postmodern	condi-
tion,	now	commonly	referred	to	as	“contemporaneity,”	is	
partly	what	frames	the	contexts	of	production	and	recep-
tion	of	this	book.	With	regard	to	the	question	of	precarity,	
what	the	current	conjuncture	of	biopolitical	activism	seeks	
to	understand	 and	make	into	a	 basis	 for	 radical	 political	
organization	is	the	shift	from	Bürger’s	thesis	on	the	“false	
sublation”	of	art	into	culture	industry	and	creative	indus-
try	 to	 a	 somewhat	 more	 up-to-date	 analysis	 of	 the	 “real	
subsumption	of	labour.”19	According	to	Marxist	theory,	
the	 ‘formal	 subsumption	 of	 labour’	 occurs	 when	 labour	
power	is	exchanged	for	wages	and	exploited	for	surplus	
value	profit.	In	the	industrial	mode	of	production,	labour	
exploitation	is	‘formal’	since	the	labour	process	has	not	yet	
been	completely	transformed	by	machines,	and	so	surplus	
value	depends	on	the	ability	of	the	capitalist	to	extend	the	
working	day,	reduce	workers’	wages	and	increase	the	speed	
of	work.	In	this	context,	labour	is	provided	only	enough	
resources	to	reproduce	itself.	The	capitalist	seeks	to	lessen	
the	contradiction	between	labour	and	capital	by	revolu-
tionizing	the	processes	of	production,	which	contributes	
to	surplus	value	but	without	requiring	more	from	labour.	
This	 process	 of	 technological	 automation	 and	 manage-
ment	leads	to	the	‘real	subsumption’	of	labour.	Although	it	
revolutionizes	what	can	be	expected	from	one	worker	in	a	
day,	it	reduces	the	amount	of	‘variable	capital’	that	is	spent	

19.		See	Nathan	Brown,	“The	Distribution	of	the	Insens-
ible,”	 mute (January	 28,	 2014),	 available	 at	 http://
www.metamute.org/editorial/articles/distribution-in-
sensible.
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on	workers’	wages	and	consequently	reduces	the	amount	
of	capital	that	can	be	transformed	into	surplus,	since	the	
source	of	value	according	to	this	‘labour	theory	of	value’	
model	 of	 capitalist	 economics	 is	 human	 labour,	 or	 what	
Marx	referred	to	as	“socially	necessary	labour	time.”	As	
competition	and	automation	reduce	the	valorization	pro-
cess,	rates	of	profit	decline	and	more	of	the	labour	force	
is	made	redundant.	On	the	one	hand,	beyond	the	money	
nexus,	this	freeing	up	of	time	is	the	realization	of	human	
dreams	of	emancipation	from	toil	and	drudgery,	but	on	the	
other	hand,	the	pauperization	of	the	labour	market	creates	
a	crisis	in	production	since	there	is	also	a	reduced	ability	
to	consume	what	is	produced.	In	order	to	compensate	for	
this	situation	in	which	labour	has	been	made	redundant	by	
innovation,	capitalism	looks	to	the	growth	of	the	tertiary	
sector,	with	new	services	made	available	in	education,	cul-
ture,	leisure,	advertising,	health,	administration,	social	wel-
fare,	security,	and	so	on	—	a	new	‘post-industrial’	labour	mar-
ket	that	satisfies	new	needs	and	defines	workers	in	terms	of	
consumer	identities	rather	than	their	place	in	the	division	
of	labour.	In	the	most	recent	phase	of	the	real	subsumption	
of	labour,	the	shift	from	Fordism	to	post-Fordism	places	a	
great	deal	of	emphasis	on	the	new	computer	technologies	
and	digital	information	that	have	contributed	to	the	‘finan-
cialization’	of	the	economy,	a	further	shift	away	from	prof-
its	based	on	the	industrial	mode	of	production.

Although	mechanization	promises	to	free	human	labour	
from	drudgery,	the	working	day	for	many	people	extends	
well	beyond	the	forty-hour	work	week.	As	David	Grae-
ber	notes	in	his	essay	“On	the	Phenomenon	of	Bullshit	
Jobs,”	countless	new	jobs	are	created	every	day	to	keep	
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populations	 working	 overtime.20	 The	 service	 sector	 in	
today’s	developed	West	accounts	for	about	three	quarters	
of	employment,	effectively	replacing	productive	work.	
Workers	in	these	fields	are	the	same	people,	mentioned	
earlier,	who	do	not	identify	as	working-class.	The	para-
dox	is	that	even	as	more	and	more	people	spend	their	time	
performing	pointless	non-productive	activities,	such	uses	
of	time	are	somehow	factored	back	into	the	production	
process	and	circulation	of	capital,	invisibly	extending	the	
working	day	to	24/7	and	making	the	minutiae	of	daily	
existence	 into	 something	 calculable	 and	 exchangeable.	
The	consequence	of	this	is	that	it	becomes	all	the	more	
difficult,	as	Graeber	points	out,	to	provide	an	objective	
measure	of	the	social	value	of	labour,	especially	the	kind	
of	industrial	labour	that	was	embodied	in	early	Test	Dept	
performances.	Productive	labour,	even	in	the	high-tech	
industry,	is	increasingly	outsourced	to	offshore	factories	
and	maquiladoras.	Meanwhile,	 in	the	developed	West,	
corporate	CEOs	earn	300	times	more	than	the	average	
salaried	employee.	The	social	and	ideological	function	of	
the	political	class	that	does	the	bidding	of	corporate	cap-
italists	is	to	find	ways	to	siphon	the	combined	social	wealth	
of	the	majority	into	the	pockets	of	the	billionaire	class.	For	
example,	in	the	past	five	years	in	Greece	the	austerity	poli-
cies	of	the	European	Union	have	caused	the	Greek	econ-
omy	to	shrink	by	25	percent,	unemployment	to	rise	to	27	
percent,	and	youth	unemployment	to	rise	to	60	percent.	

20.		David	 Graeber,	 “On	 the	 Phenomenon	 of	 Bullshit	
Jobs,”	strike! (August	17,	2013),	available	at	http://
strikemag.org/bullshit-jobs/.
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The	population	of	Greece	was	asked	in	the	referendum	of	
July	4,	2015,	to	decide	if	this	undemocratic	social	vision	
should	be	allowed	to	dominate	government	policy.	Even	if	
the	answer	should	be	a	no-brainer,	the	population	never-
theless,	at	least	according	to	mainstream	media,	seemed	to	
be	divided.	One	reason	for	this	confusion	is	the	fact	that	
many	people	in	this	country	dedicated	to	tourism	effect-
ively	do	not	know	the	value	of	their	activity.	When	bikini-
clad	Miss	Tourism	Planet	models	are	not	hired	to	send	the	
message	that	“Greek	tourism	is	not	in	crisis,”	right-wing	
populism	and	tabloids	fill	the	void	by	drawing	on	senti-
mental	notions	of	the	nobility	of	hard	work	and	the	paying	
of	one’s	debts.	When	workplace	pressure	can	be	used	to	
exert	political	influence,	however,	such	as	the	Syriza	gov-
ernment’s	closing	of	banks	in	the	lead-up	to	the	referen-
dum,	people	complain.	Yet	at	the	same	time	the	population	
tolerates	the	continued	evisceration	of	unionized	work,	
those	jobs	that	have	“a	clear	social	value,”	as	Graeber	puts	
it,	wherever	one	might	find	them.21

In	 this	 context,	 the	 image	 of	 heroic	 labour	 discipline	
that	was	wielded	by	Test	Dept	in	the	early	to	mid-1980s	is	
indeed	quixotic.	To	come	back	to	Charalambides’	article,	
the	normalization	of	precarization	anticipates	disobedi-
ence	to	neoliberal	capitalism.	However,	as	readers	of	the	
work	of	Karl	Polanyi	have	argued,	it	is	not	self-evident	that	
the	forms	of	insurgency	will	be	progressive.	In	the	context	

21.		Graeber,	“On	the	Phenomenon	of	Bullshit	Jobs.”	The	
Greeks	voted	61%	in	favour	of	the	“No”	option	in	the	
referendum,	giving	the	left-wing	Syriza	party	better	
standing	to	reject	the	austerity	policies	of	the	Troika.
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of	Greece,	the	European	establishment	toyed	with	the	idea	
of	orchestrating	a	coup	d’état	similar	to	the	installation	of	
the	Abdel	Fattah	al-Sisi	regime	in	Egypt.	The	politics	of	
identifying	as	precarious	that	Charalambides	and	Lorey	
allude	to	has	yet	to	take	place	since	most	people	still	under-
stand	work	in	terms	of	a	former	‘formal	subsumption.’	Like	
the	proverbial	cartoon	cat	that	has	unknowingly	walked	
off	a	precipice	but	failed	to	look	down,	the	working	masses	
in	the	post-industrial	West	remain	in	a	state	of	suspended	
animation.	As	Charalambides	rightly	says,	“precariousness	
is	not	something	autonomous	that	exists	in	itself	in	an	onto-
logical	sense.”22

Given	the	condition	of	structural	inequality,	the	real-
ity	principle	of	precarity	seeks	compensatory	illusions	of	
various	sorts.	Such	fantasmatic	substitutes	are	increas-
ingly	the	order	of	the	day	in	the	field	of	socially	engaged	
art,	 in	 which	 social	 and	 political	 activism	 is	 rapidly	
replacing	the	concern	with	“art.”	According	to	Gregory	
Sholette,	in	an	essay	on	the	“delirium”	of	social	practice,	
art	has	taken	a	“social	turn”	precisely	at	the	moment	when	
the	 system	 of	state	 governance	 is	 no	 longer	 adequately	
managing	 broad	 social,	 structural	 and	 ecological	 prob-
lems.23	Is	this	not	a	neat	analogy	to	the	situation	encoun-
tered	by	the	members	of	Test	Dept	in	the	early	1980s?	If	
so,	what	might	we	take	from	their	choice	to	explore	the	

22.		Charalambides,	“Precarity	as	Activism.”
23.				Gregory	Sholette,	“Delirium	and	Resistance	after	the	

Social	Turn,”	Field #1	(2014)	97,	available	at	http://
field-journal.com/wp-content/uploads/2015/05/
FIELD-01-FULL-ISSUE.pdf.
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outmoded	for	its	ability	to	explode	the	continuum	of	the	
present?	Sholette	argues	that	whatever	its	dependence	on	
institutions	and	 capitalist	 markets,	 activist	 social	 prac-
tice	is	the	avant	garde	and	social	realism	of	contempor-
ary	art.24	While	financialization	accompanies	the	expo-
nential	growth	of	the	art	market,	it	is	worth	distinguishing	
between	the	primary	economy	of	artists	who	live	from	the	
sale	of	their	work	and	the	equally	value-generating	second-
ary	economy	of	precarious	artists	that	Sholette	otherwise	
refers	to	as	“dark	matter.”25	The	question	facing	this	dark	
matter	is,	on	the	one	hand,	political	organization,	which	
tends	to	focus	on	reformist	social	democratic	notions	of	
the	reallocation	of	resources,	with	many	calling	for	a	liv-
ing	wage	as	a	human	right,	and	on	the	other	hand,	what	I	
would	emphasize	with	my	notion	of	the	“brave	new	avant	
garde”	 as	 the	 pretense	 of	 autonomous	 collectives	 to	 be	
able	 to	 withdraw	 from	 the	 art	 world.26	 Sholette	 makes	

24.		Sholette,	“Delirium	and	Resistance	after	the	Social	
Turn,”	98.

25.		See	Gregory	Sholette,	Dark matter: art and politics in 
the age of enterprise culture (London:	 Pluto	 Books,	
2011).	The	distinction	between	primary	and	second-
ary	economies	of	labour	in	the	art	world	is	developed	
by	John	Roberts	in	revolutionary Time and the avant-
Garde	(London:	Verso,	2015).

26.		See	Marc	James	Léger,	Brave New avant Garde: essays 
on contemporary art and politics (Winchester:	 Zero	
Books,	 2012),	 and	 The Neoliberal Undead: essays 
on contemporary art and politics (Winchester:	 Zero	
Books,	2013).
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the	important	observation	that	such	a	withdrawal	implies	
making	common	cause	with	workers	and	activists	outside	
the	distinct	sphere	of	art	—	a	process	that	is	definitional	to	
Bürger’s	theory	of	the	historical	avant	garde	and	that	leads	
Sholette	to	refer	to	social	practice	as	“the	unconfirmed	
major	 contender	 for	 an	 avant-garde redux.”27	 However,	
the	“choreography	of	social	experiences”	that	covers	the	
range	of	practices	from	apolitical	flash	mobs	and	relational	
hanging	around	to	the	utopian	spaces	of	file	sharing	and	
unconferences,	and	then	the	more	politicized	orchestra-
tions	such	as	Occupy	Wall	Street,	Strike	Debt	and	Gulf	
Labor,	is	now	a	feature	of	what	I	have	addressed	as	real	
subsumption.	One	need	not	see	these	phenomena	in	a	cyn-
ical	way	as	mere	expressions	of	the	neoliberal	injunction	
to	participate,	network,	and	even,	if	you	want	to	survive	
in	the	secondary	economy,	collectivize.	Certainly	these	
phenomena	are	generative	of	real	use	values.	I	am	hardly	
disputing	this	fact.	Regardless,	such	art	workers	tend	to	
perform	 reparative	 social	 work	 more	 loosely,	 with	 less	
accountability,	less	institutional	permanence	and	job	sec-
urity,	and	with	possibly	less	professional	know-how	than	
people	employed	in	traditional	social	service	jobs	(regard-
less	of	just	how	expert	one	might	become	in	the	course	of	
fieldwork).	In	many	cases,	artists	become	engaged	on	the	
basis	of	one	or	more	university	degrees	in	fine	arts,	with	
proven	ability	to	work	collaboratively	with	communities,	
and	with	expectations	of	the	requisite	computer	skills,	
nomadic	flexibility,	and	so	on.	Once	their	qualifications	

27.		Sholette,	“Delirium	and	Resistance	after	the	Social	
Turn,”	106.
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are	established,	they	are	offered	temporary,	part-time	jobs	
and	project	work	at	substandard	non-union	wages	—	that	
is,	if	they	are	not	simply	asked	to	do	what	they	do	for	free:	
work	for	work’s	sake.	The	rest	are	either	employed	in	uni-
versities	or	become	small-scale	entrepreneurs	in	order	to	
kickstart	some	seed	money.

Idealism	runs	deep,	and	one	should	not	underestimate	
it;	but	one	should	also	attend	to	ideology.	Sholette’s	best	
guess	for	the	success	of	social	practice	is	that	it	resolves	
intolerable	contradictions	in	the	art	world	by	inverting	
art’s	privileged	hermeneutic	into	its	heterogeneous	social	
materials.28	The	simple	production	of	the	social,	attrib-
uted	by	Sholette	to	the	performance	theory	of	Shannon	
Jackson,	comes	to	resemble	the	relation	between	things	
that	is	acknowledged	by	the	thesis	of	real	subsumption,	
only	this	thing	is	now	increasingly	immaterial	and	leads	
from	specific	concrete	demands	to	an	ambiguous	atmos-
phere	 of	 interpersonal	 and	 affective	 bonding	 in	 the	
best	of	cases	and	sometimes	to	volatile	pseudo-conflict	
that	serves	the	narcissism	of	small	differences.	Despite	
the	 real	 ideological	 gains	 made	 by	 the	 movements	 of	
the	squares,	the	general	tendency	is	for	the	question	of	
class	conflict	at	the	heart	of	the	labour	-	capital	relation	
to	dissolve	into	anti-statist	and	anti-capitalist	post-pol-
itics.	People	are	called	on	to	empower	themselves	on	the	
basis	of	identity	and	at	the	same	time	to	divest	from	tak-
ing	 power	 through	 any	 form	 of	 constituted	 collective	

28.		Sholette,	“Delirium	and	Resistance	after	the	Social	
Turn,”	108.
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power.29	At	best,	and	here	I	agree	with	Sholette,	social	
practice	engages	with	the	delusion	of	political	effective-
ness,	often	incorporating	into	its	programme	genealogies	
of	past	utopian	efforts.

A	broader	consideration	of	the	post-enlightenment	con-
ditions	of	semiocapitalism	might	further	explore	the	way	
that	Oskar	Negt	and	Alexander	Kluge’s	theory	of	experi-
ence	today	comes	closer	to	a	surrealist	world	of	intoxica-
tion,	mediated	by	a	Žižek-derived	notion	of	the	weakening	
of	the	function	of	the	big	Other.	Insofar	as	Test	Dept’s	
performances	resemble	the	work	of	Laibach,	they	very	
interestingly	touched	on	the	question	of	belief	in	a	world	
of	 contradictions.	 This	 was	 particularly	 acute	 as	 they	
toured	their	Stakhanovite	sounds	and	images	in	former	

29.		See	 Slavoj	 Žižek,	 “Class	 Struggle	 or	 Postmodern-
ism?	Yes,	Please!,”	in	Judith	Butler,	Ernesto	Laclau	
and	Slavoj	Žižek,	contingency, hegemony, Universality: 
contemporary Dialogues on the Left (London:	 Verso,	
2000)	90-135;	Alain	Badiou,	ethics: an essay on the 
Understanding of evil,	trans.	Peter	Hallward	(London:	
Verso,	[1993]	2001);	Alain	Badiou,	saint paul: The 
Foundation of Universalism,	trans.	Ray	Brassier	(Stan-
ford:	Stanford	University	Press,	[1997]	2003);	Wal-
ter	 Benn	 Michaels,	 The Trouble with Diversity: how 
We Learned to Love identity and ignore inequality (New	
York:	Holt,	2006);	Slavoj	Žižek,	“Multiculturalism,	
or,	The	Cultural	Logic	of	Multinational	Capitalism,”	in	
The Universal exception: selected Writings, Volume Two,	
eds.	 Rex	 Butler	 and	 Scott	 Stephens	 (London:	 Con-
tinuum,	2006)	151-82. 
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Eastern	 European	 countries.	 Why	 perform	 industrial	
labour	for	those	who	do	it	for	a	living?	In	his	essay,	Shol-
ette	suggests,	à	la	“Theses	on	Feuerbach,”	that	the	free	
gifts	of	today’s	social	practice	artists	are	sacrifices	to	an	
absent	god,	and	god,	he	says,	“is	of	course	society	itself,	
defined	as	a	project	of	collective	good,	from	each	accord-
ing	to	her	ability,	to	each	according	to	his	need,”	which	
Sholette	contrasts	to	the	mutually	shared	selfishness	of	
Capitalism	 2.0.30	 This,	 however,	 misses	 Marx’s	 main	
point	that	capitalist	exploitation	is	not	only	a	moral	matter	
of	greed	and	bad	faith	but	takes	place	even	when	people	
have	the	best	intentions.	It	misses	the	point	of	Marx’s	cap-
ital wherein	the	absent	god	takes	the	more	pernicious	form	
of	money.	It	further	misses	the	mark	of	some	of	the	ideas	
that	we	could	find	in	Freud.	For	example,	how	does	one	
account	for	the	results	of	the	prank	polls	of	journalists	who	
uncovered	in	June	2015	that	most	Americans	are	willing	
to	engage	in	a	nuclear	war	with	Russia	while	most	Rus-
sians	consider	the	use	of	nuclear	weapons	against	Amer-
icans	 an	 aberration?31	 For	 Sholette,	 the	 answer	 to	 the	

30.		Sholette,	 “Delirium	 and	 Resistance	 after	 the	 Social	
Turn,”	128.

31.		See	 “‘Obama	 Zombies’:	 Americans	 Sign	 Prank-
ster’s	 Petition	 to	 Nuke	 Russia,”	 infowars.com (June	
11,	 2014),	 available	 at	 http://www.infowars.com/
obama-zombies-americans-sign-pranksters-petition-
to-nuke-russia/;	and	“‘Are	You	Crazy?’	People	in	Mos-
cow	Widely	Oppose	Fake	Petition	to	Nuke	America,”	
rT.com (June	12,	2015),	available	at	http://rt.com/
news/266848-russia-nuke-america-poll/.	



	 2 4 8 	| 2 6 0 	

m a x i m a l i s m  o n  a  s c a l e  Yo u  r a r e ly  s e e , 	 M a r c 	 J a m e s 	 L é g e r

question	of	whether	art	should	merge	with	life	can	come	
only	from	the	grassroots	and	the	quest	for	social	justice.	
In	other	words,	it	is	less	a	matter	of	ideology	and,	despite	
his	promising	reference	to	Viktor	Shklovsky’s “optimism	
of	delusion,”	much	of	what	he	proposes	as	change	is	prem-
ised	on	the	proliferation	of	relatively	autonomous	acts	of	
goodwill	and	a	measure	of	resentment.32	In	the	case	of	the	
July	2015	Greek	referendum	we	find	a	similar	problem	
of	politicization	but	from	the	opposite	end	of	the	polit-
ical	spectrum,	where	it	is	precisely	the	question	of	ideol-
ogy	that	the	members	of	the	Eurogroup	wished	to	avoid,	
reducing	politico-ideological	decisions	to	a	matter	of	tech-
nical	administration	without	political	consideration.33	But	
nevermind	the	neoliberals;	even	leftists	are	divided	about	
the	 political	 outlook	 of	 Syriza,	 and	 communist	 groups	
were	 not	 surprised	 when	 after	 the	 referendum	 Syriza	
approved	the	E.U.’s	brutal	austerity	measures.	For	such	
reasons	I	wholeheartedly	agree	with	Sholette	that	polit-
ical	acts	are	delirious;	not	only	are	they	not	grounded	in	
political	economy	but	sometimes	they	cannot	be	grounded	
in	political	reason.	A	political	act,	as	Slavoj	Žižek	argues,	
is	a	wager	that	can	only	be	assessed	retrospectively	—	or	

32.		Sholette,	“Delirium	and	Resistance	after	the	Social	
Turn,”	114

33.		See	Slavoj	Žižek,	“Slavoj	Žižek	on	Greece:	This	Is	a	
Chance	for	Europe	to	Awaken,”	New statesman (July	
6,	2015),	available	at	http://www.newstatesman.com/
politics/2015/07/Slavoj-Zizek-greece-chance-europe-
awaken.
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as	Alain	Badiou	argues,	is	a	matter	of	fidelity	to	a	radical	
break	with	the	existing	situation.

The	question	of	socially	necessary	labour	time	today	
meets	the	problem	of	distribution	on	a	global	scale.	It	is,	
because	of	this,	all	the	more	necessary	to	adapt	the	ideol-
ogy	of	labour	value	that	developed	under	Fordist	social	
relations	 to	 today’s	 international	 division	 of	 digital	
labour.34	Insofar	as	labour	politics	is	integrated	with	the	
reproduction	of	capital,	precarization	rather	than	the	pro-
duction	of	wealth	is	increasingly	definitional	to	emanci-
pation	and	hopes	for	a	political	degrowth	economy.	And	
so	the	question	of	social	necessity	and	class	antagonism	
remains.35	 For	 good	 and	 bad	 in	 terms	 of	 precarious	 liv-
ing	 conditions	 and	 the	 low	 degree	 of	 unionization,	 the	
real	subsumption	of	labour	is	part	and	parcel	of	the	expo-
nential	growth	of	social	practice	art.	As	Sholette	argues,	
such	practices	can	no	longer	remain	unseen	by	institutional	
discourse.	Certainly	the	work	of	Test	Dept	and	this	new	
book	can	today	be	received	as	an	earlier	instance	of	social	
practice	art,	an	older	brother	in	the	permanent	revolution.	

34.		Christian	Fuchs,	Digital Labour and Karl marx (New	
York:	Routledge,	2014)	286.

35.		According	to	the	Endnotes	collective,	“[t]he	only	revo-
lutionary	perspective	afforded	by	the	current	cycles	of	
struggles	is	that	of	the	self-negation	of	the	proletariat	
and	the	concomitant	abolition	of	capital	through	the	
communisation	of	relations	between	individuals.”	See	
“The	History	of	Subsumption,”	in	endnotes #2,	avail-
able	at	http://endnotes.org.uk/en/endnotes-the-hist-
ory-of-subsumption.
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Whatever	subtleties	one	might	want	to	add	here	concern-
ing	the	theory	of	the	unconscious,	it	is	a	truth	that	only	a	
collective	effort	will	avail	us	of	the	devaluation	of	labour.	
To	cite	Alan	Sutcliffe	once	again:

Down	with	the	police	state!
Victory	to	all	working	people	in	struggle	throughout	
the	world!
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of	 intellectual	 discipline,	 rig-
our,	power,	and	influence.	How	
these	categories	are	used,	how-
ever,	 and	 what	 they	 contain,	
varies	in	the	interests	of	PDF’s	
ambiguities,	 its	 porous	 fron-
tiers,	and	its	indiscipline.

pDF est une plate-forme électro-
nique de stockage et de diffusion. 
son format a été choisi en raison de 
sa capacité à faciliter une diffusion 
rapide et économique.
pDF est une métaphore brisée, un 
site de construction et de ruine. 
il sert d’archive pour ce qui est à 
venir, et de ruines de ce qui a été ou 
de ce qui ne sera pas. c'est un « cabi-
net de curiosités » contemporain, un 
mélange d’analyses, de documents, 
d’énoncés, de points de vue, de frag-
ments, de temporalités conflictuelles 
et de traces exotiques.
pDF est le fruit de notre époque 
d’incertitude et d’instabilité. son 
calendrier de production est aléa-
toire. il n'a ni date d’échéance pour 
la publication de ses numéros ni 
limites sur la longueur des rensei-
gnements qu’il présente.
pDF possède une structure stan-
dard et un ensemble de catégories 
qui reproduit un idéal imaginaire : 
un avenir fait de discipline intel-
lectuelle, de rigueur, de pouvoir et 
d’influence. Toutefois, l’utilisation 
et contenu de ces catégories varient 
selon les avantages qui sont liés à son 
caractère ambigu, à ses frontières 
perméables et à son indiscipline.
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