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Cruwzvillegas” work as an artist has always found
B way 0 make-do with the materials ot hand, ar-
ranging the accidental and the everyday in grace-
ful systems of color and meaning, finding and ful-
filling the need 10 make art, in any circumstance,
matter what rescurces are available. His large
fects, regularly repeated and constantly evaly-

e under the name “mucconstrucciin® (or
i-eomatruction), an artistic self that through ob-
1% aned actions i in a constant state of becoming,

e spoke with Crusvillegas shen he arrived in
el in May, 2012,

andrew berardini: I was wondering
il you could describe the concrere detils of
your project for dOCUMENTA (13).

roham cruzuillegos: 1will makease-
of improvised events—so they will not be an-

MOUSSE 14 — Abrakem Crupviilegas

nounced—in different places in Kassel (and some
othes cities where 1 may eravel). The natire of these
activities will be decided using a device designed by
me, ﬂw'#"‘*“r‘h 1 aswign a color o thirry-four
diffevent ideas thai have been symbolic, formal or
m?pn] intentions or constants inomy work for
wenty-five years, many of them relared one way or
another to my working platform named “amitocon-
srccitn”, which forms the material and strocrure
of almest every exhibithon ar project 1've done in
recent years.

Comparing the colom in a catalogue for house paing
with the names they give them, each coneept could
be renamed by chance, i.e. my concept “democrati-
cist™ was atiribuied to a kind of blue, which in Span-
ish is named “constelacién® in the canalogue. My
“communal” becomes “picnic,” a shade of green at
the paint store. One of my o pinks—"affirmarive™
in my list—is named “rehilete.” “Unstable™ is now
“cidra,” a type of orange. “Autoconsruido” is
“golden™ and “definitely unfinished™ bs “carrusel,”
and 50 on... authentic abstraction.

Afier this, 1 painted a modified "Mikada™ set (the
German name for pick-up sticks) with every color
in my list, o 1 will use them, throwing them in the
street or wherever | might randomly be, patiently
reenoving all the sticks bur the kst vwo (or three), in
order 1o combine the rwo (or three) remaining bdeas
10 determine an action 1o be done, using only mate-
rials 1 can find in the very place where 1 find myself
in that moment.

For instance, if after playing with the pick-up sticks

1 end up with one pink and one green, 1 will choose
between malking an action/ sculpiure that coald be
an affirmative picnic, a communal pinwheel (rehi-
lete}, and /or saher possible combinarions.

I can abso sctivare my everyday program of non-
productive actions withowt using the “Mikado™
game, though sill following the indicazed chro-
matic index. For example: if 1 find & person with a
purple sweater, leaning on a red wall, or if | see a
gray vehicle passing fast in front of & green land-
scape, or & yellow balloon against the blue sky, an
orange being caten by a brown animal, anything oo
ablank space... Then 1 can plan my actions,

I will ask amy possible passerby to mke & picrure
with a mobile phone, and the sum of these records
will be available in a book to be published ai the end
of this part of the project, and in a hlog that has been
online since the start of my activities for dJOCU-
MENTA (13}

My aiim b 1o generate 3 deliberately subjective and
seli-sufficient project, withour a production budger,
without plans or struceures linked 1o an exhibition
space, irying 1o bring my own gaze o the question
of making an ar project without resourees, with re-
sources and in spite of resourcer.

ab: There's a lot to talk about there, bae o
begrin, | am very moved by the idea of non-pro-
ductive activitiew. Often in o drive for efficiency
all the things that make up life (or the mont im-
jportant pares, by my lights) become inefficiens,
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like love, family, self-reflection, poetry, art and on. 1 was curious if you
could talk about what makes up a ‘non-preductive activity” in the context of
dOCUMENTA (13)?

ac ! The question nowadays—italking about economics—could be “what is
production?” or "what is productive?” In my mind I want to produce knowl-
edge, language, some educational processes, which means—hopefully—that [
can learn. I don’t want to teach anybody anything. I don’t want to provide any
kind of service, because [ can't, not even a message. I'm not against the produc-
tive sphere of contemporary art, in terms of money, budgets, plans, funding,
patrons and so on. I'm just trying to test myself in a different environment, in
which production occurs as an impromptu, as David Medalla puts it.

ab: You'rein the middle of these activities, I believe (having a good con-
versation | hope constitutes a non-productive activity). How's it going so
far? What discoveries have you made?

ac: For me, understanding the city where these events are wking place is
crucial, but the actions are not about the city. In fact they are about nothing.
Conversing takes people to different places, beyond the site where the conver-
sation happens. I'm taking my own experience as a reference, to aciivate in any
other place, which in this case is Kassel; so I'm discovering very diverse things
about Kassel, such as the fact that many people here don’t like documenta. ..

ab: Lately I've been thinking a lot about Allan Kaprow and his notion
not only of art having a more authentic relationship to life, but also of the
dissolving of the boundaries between art and life. So many of your actions
are untimed here... do you think the fact thar Kassel is entangled in docu-
menta is the frame to the picture, so to speak, or do you think these actions
will just seamlessly blend with the praciice of everyday life?

ac: Kaprow is a great reference, but there are some others, like Melguiades
Herrera, who lived a permanent performance, in which there was no real differ-
ence between his life and his work. He mastered the art of everyday life as art,
not as a metaphor, not as subject matter for art, not as an action that happens
only for an art audience. There's almost no documentarion of his work/life,
and he never claimed to be making an artwork. For him it was evident, by itself.

ab: On some level, a permeability berween art and life almost makes
a moment where art dissolves into life. So many visionaries maybe start
out in art and end up somewhere far away or leave art aliogether. Even
Kaprow, at some point, called himself an un-artist. Why continue in the
system of distribution called art? Why not dissolve into the landscape of
the everyday, without the framing word of ‘art’?
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ac: I'm an artist, and 1 have the will to make art, whatever shape it takes,
according to specific needs (my needs), even when it does not look very much
like artwork. But I think these days it is hard to find something you can’t use,
abuse or misuse in an art project. I'm not looking for new ways of making art,
or trying to escape from art, I'm just trying to understand things, to ask ques-
tions, and it happens that now I need to make things in the street, not necessar-
ily as performances or events, just simple actions that may not lead to anything
productive. But who knows?

ab: Some of my all-time favorite sculptures have been made out of al-
most nothing (or perhaps nothing, in some cases). I came out of the punk/
indie music scene as a teenager, and the two things that most attracted me
to it were the community that it gave me as a weirdo kid, and the economy
of means that went into making the music. I was curious: you could talk a
lintle about the economies of making art? Out of nothing, out of something,
out of a community or just by one’s self?

ac: My desire to make something out of nothing doesn't come from an—
even if I'm aware and proud of my artistic genealogy and vocabulary—but
from my own experience. The concept at the center of my long-term project,
tautologically named “autoconstruccion,” is about the fact of constructing a
house—many rimes, or almost always, in a collaborative way, in the most cor-
rect use of the word "community " —afier identifying specific needs, apart from
scarcity. Then you have no choice but to make things with what you have at
hand, which in some cases might only be the dirt under your fingernails, or
nothing at all. Then, in my case this would be the marterial for any artwork or
project. Now, in Kassel I'm attempting to extend my practice, standing on that
mobile structure for making things here in the same way. But autoconstruccion
works for me in different simultaneous ways, like appealing to the construc-
tion of one's own identity as an individual. This way, by making things during
dOCUMENTA (13), I'm still changing myself. As I try to do permanently.
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