
036 037

| TOP上 | TOP上

瓦朗蒂娜·乌曼斯基 

Valentine Umansky

卡德尔·阿提亚 

我想我做鬼要胜过做人

KADER ATTIA
I THINK I AM A BETTER GHOST 
THAN I AM A HUMAN BEING

素材

SHOP TALK

荁™15跫鄅梩梕䯖暀梪咇翋奟姛艊㢹躏

濕敤啔聶㚯忲醣啔酽誆鈇訥艊馣藰哠勢跤蹺

詛販ゔ䯖愽螻棾艊漲曧酽誆壉瓕㳟嘄鄡賛䅛

䧶諦艊＃偡藰￥、㫥漛魑骼俢梐艊鄽證玪玪繳

羠鑫暀梪艊＃㳟釴頯梮￥䯖張啔蕚懖艊窹鬣羮

㳟鄡㫧ǹ販ゔ䯖翽賓鏍苃桪鄽蕚藣艊證諍嶗詵

镾煵橔艊鄽證、

讜樭䯖＃販侟䯙ゔ價￥䯒徏樰懪醭讜㛳乵

慘＃販斾。ゔ敿。聴藹￥躐嶯䯓㫥跣氥寳雩彾踵

㠵褀則孭啯·䅏抲鲡頯梮攝慘Ⅹ喒謾曧︹㚶

宎艊儂礣︺㫥㯵慘閔Ⅹ艊踽鄡、㛫㛓嶯慇鮪

酽鯫徔鲅鄮澏謚唻糴咥昷忞㭺糴艊藹咥會熱

艊㡚價Ⅹ謾嫮媀詵飨曧㠭壆。赗蜶徏呺窹䯖

漥爳鳏堝勢謚喥＝嶎勢跏漛跫翨俋徔謚孭蹺

⺖㫷會熱艊㡊㳟。㠨窹嶗㛄侕艊㡚價、 鮪鲡

爳鳏㮰㳚䯖呅喥桹詵镾発牆詆酽瀇㚶宎䯖雩喥

曧1894-1895妘艊跤暀翀遠徔鲅謚暀梪暺熎敤

姛鞲跤蹺敒僉艊2鳗跏艀䀅徔鲅㡚價、䅏啯倀

濕鲡⻈熴豜頯梮咲則孭啯·䅏抲鲡㬦㫓㫥㯵慘

閔咁㓉㫥鲢證諍㩸悈砎䯖鮪2016妘艊䖂丠啯·

棯啹値跤酽蹁俵䙘熱、

醭㫓䯖䉳唻㫥鲢蹺䅕敤熎鲇鬣䯖㫥瀕頯梮

As the story goes, at a certain time 

around the end of the fifteenth century, 

shogun Ashikaga Yoshimasa ordered a 

chipped tea bowl sent back to China to 

have it repaired. The bowl was returned 

to him, some time later, repaired with 

ugly metal staples. From this original 

disappointment, the Japanese aesthetics 

of kintsugi was born. This art of joinery 

aims to repair a damaged object with gold 

seams, while taking into account its past, 

its history, and the accidents that may 

have affected it.

Similarly, artist Kader Attia weaves 

into his entire oeuvre—and of course, in 

his work Reflecting on Memory—the idea of 

reparation.1 This notion, which reminds 

the European public of the f inancial, 

material and equipment transfers that 

Germany was forced to comply with at 

the end of both World Wars, implies a 

compensation—be it monetary, moral or 
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material—for the harm suffered during 

a conf lict. An Asian public might also 

think of the 1894-95 Sino-Japanese War, 

following which the Empire of Japan 

received from China two hundred million 

taels of silver as war reparations. The 2016 

Marcel Duchamp prize-winning work of 

the Franco-Algerian artist, investigates 

these historical watersheds in their entirety.

Nonetheless, Attia deals with these 

turning points of international political 

history f rom a more int imate angle. 

Indeed, the artist proposes to explore the 

correlation between mending as considered 

at the bodily scale of an individual, and 

that which is undertaken at the scale of a 

group, of the social body, of a country, or 

the entire world. He renders indispensable 

the act of ref lecting on the concept of 

mending/reparation itself, and thus works 

hand in hand with many specialists, all of 

whom contribute to a research endeavor 

in which artistic practice mingles with 

postcolonial theory.

Spatially, the work assumes the shape 

of a labyrinth, in which one penetrates and 

whose path one follows. It begins with a 

clue, whose meaning will only become clear 

to the visitor later on, after all the pieces 

of this jigsaw puzzle of an exhibition will 

have come to form a whole in one’s mind. 

This maze and its rooms become a symbol 

of our “mind mapping,” similar to the one 

produced by Thomas Hirshorn and Marcus 

Steinweg in their Map of Friendship between 

Art and Philosophy (2007), and they feed into 

the thought process initiated by the artist.

So this investigation starts with half 

a loaf of matlouh, a traditional bread 

of the Aurès region. It is this organic 

sculpture that welcomes the visitor into 

the space of Reflecting on Memory. The path 

continues into the next room, of primordial 

importance, in which the artist filmed a 

dozen persons who all survived conflicts 

or terrorist attacks; each of them has lost 

one or several limbs, and suffers from 

phantom limb pain. One happens upon 
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Reflecting on Memory, 2016, HD video (still), 48 min

Courtesy Galleria Continua, Galerie Nagel Draxler, Lehmann Maupin, Galerie Krinzinger, and the artist © Adagp, Paris 2016
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other clues, after a ninety-degree turn, 

such as the mirror pierced with an ovoid 

opening that the artist used in the making 

of his video—an apparatus that serves as 

a trompe l’œil, teasing the viewer from a 

corner of the room. Suddenly, one emerges 

into the final room of the exhibition, at the 

heart of the snail-shell structure, in which 

eleven papier mâché sculptures stand on 

their pedestals: empty boxes bearing the 

imprints of disappeared objects, things of 

which nothing but traces remains to us, 

and which also call to mind ideas of lack 

or absence.

Throughout this reflective journey 

to which the work invites the viewer, 

the subject matter deals with the ghosts 

of history, such as memories of slavery, 

colonialism and genocide, and especially 

with the psychological traces thereof. Attia’s 

video reminds one of Claude Lanzmann’s 

in general—may be considered 

as a mutilated body, and how 

this wounded history could 

be mended. To a cer ta in 

extent, adding a chapter to an 

existing story doesn’t change 

its structure. Attia, however, 

focuses attention on scars. This 

might be the strength of his 

work—proposing an economy 

of mending/reparation that 

may render concrete the ideas 

of lack or deficiency, be it as 

perceived by Blacks, Queers, 

homosexuals, deported people, 

Senegalese Tirailleurs, or any 

other traumatized bodies, 

haunted by the ghosts of their 

and our own past.

At t ia somet imes tel ls 

a story to account for h is 

interest in these matters. A 

friend allegedly gave him a 

piece of African fabric that 

was mended with gingham; 

the a r t ist thus sta r ted to 

ref lect upon this patching, 

as the symbol of a reconstruction he has 

been considering ever since, in a protean 

way—be it through his gueules cassées3, 

his exhibition “The Repair from Occident 

to Extra-Occidental Cultures” presented 

at the 2013 Fridericianum in Kassel, or 

today in Reflecting on Memory.

This time, however, the repair is 

more subdued, and doesn’t appear at first 

glance. Attia re-enacts in this work the 

trauma therapy experiment proposed by 

the neurologist Vilayur Ramachandran at 

the University of California in San Diego. 

This well-known procedure, which relies 

on a mirror, is used as a conceptual and 

visual tool meant to trap the viewer—who 

thinks, during most of the video, that its 

subjects are unhurt—as well as to help these 

survivors to accept the loss of their limb. 

What this apparatus highlights is both the 

issue of how to look at a mutilated body, but 

Shoah: we rediscover within it the railroads 

of the camps of Chelmno, Treblinka 

and Auschwitz-Birkenau—they, too, are 

overrun with weeds, and repaired/atoned 

for by words. Françoise Vergès, a political 

expert from Réunion and Professor at the 

Collège d’études mondiales, has called 

for a more flexible understanding of the 

idea of reparation: “To me, reparations 

should rather come in the shape of public 

policy: research and education programs, 

textbooks, or documentation centers.” 

She therefore suggests we investigate the 

structuration of a postcolonial body in 

which words would circulate. Little wonder 

she was the speaker invited by Attia to hold 

the inaugural symposium taking place in 

his café, which opened last October and 

is called La colonie.2

What is at stake is the question of 

how Europe—and colonizing territories 

also the necessity of physical mending and 

moral reparation. Strangely enough, French 

is actually one of the only languages not to 

distinguish between moral compensation 

and physical repair, contrary to English.

These two dimensions are combined 

in Attia’s work, whose pertinence comes 

from his unremitting effort to reach, 

within art, the right form—and from his 

will to grant a shape to what is shapeless or 

immaterial, and to the most awe-inspiring 

ghosts. If slavery is Europe’s prominent 

ghost, the question remains: how exactly 

do you go about representing a ghost? 

Two years were necessary for the artist to 

realize Reflecting on Memory, to create its 

constellation of forms, and to adjust the 

distance between the filmed body and 

his own—a particularly difficult distance 

to find, which Roland Barthes alluded to 

in his discussions of the objectif4, here 

become an intercessory mirror between 

the artist’s body and a phantom body. The 

mirror, a recurrent apparatus of Attia’s, 

calls to mind the one he used in 2014 to 

draw a world with improbable outlines.5 

Going against contemporary practices, 

which seek to erase scalpel marks and the 

centuries of colonization endured by the 

objects exhibited nowadays in European 

museums, the artist draws attention to 

the necessity of imperfect sutures. He 

proclaims in full view of everyone that the 

Visible should not be ignored. Distancing 

himself from the consumerist logic of 

construction-destruction, he mends and 

patches things up, fills in the gaps, and 

by so doing he reconciles us with our own 

demons. Therefore, through the array 

of video images, sculptures, objects and 

words that make up Reflecting on Memory, 

the artist builds a mausoleum in honor of 

broken people, as the symbol of a debt 

that the Washington Museum of African 

American History or the infamous Tuol 

Sleng prison have been bringing to the 

fore lately within their precincts.

In 2001, perhaps unknowingly, the 
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French poet Yves Bonnefoy was already 

describing Kader Attia:

And later we hear him,

Alone in his voice

As if going about naked

On a beach

And holding a mirror

Where all of the sky

Would pierce with great beams and recolor. 

All of the earth.6  

（Translated from French to English by 

Dorian Cavé）
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