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Jimmie Durham 

Jimmie Durham è Cherokee nato 
in Arkansas nel 1940. Artista vi-
sivo, scultore in particolare, ma 
anche saggista e poeta, lungo gli 
anni ’70 è stato attivista politico di 
primo piano nell’American Indian 
Movement. Dedito al teatro e alla 
performance negli anni ’60 e ’70, 
dal decennio successivo inizia a re-
alizzare bizzarri oggetti, assembla-
ge e installazioni. Pur ricorrendo a 
elementi di scrittura e performan-
ce, la pratica di Jimmie Durham 
si traduce soprattutto in sculture 
nelle quali oggetti quotidiani e ma-
teriali naturali sono assemblati in 

forme vivide. Il processo di produ-
zione, che Durham definisce una 
«combinazione illegale con oggetti 
rifiutati», può essere considerato 
un’incarnazione dell’atteggiamen-
to sovversivo che pervade il lavo-
ro dell’artista. Durham è una delle 
figure chiave negli studi critici e 
teorici nell’ambito dei cultural e 
postcolonial studies, ha partecipa-
to a numerose mostre internazio-
nali e biennali in tutto il mondo. 
Alla 58esima Biennale di Venezia 
(2019) gli viene attribuito il Leone 
D’Oro alla Carriera. Vive e lavora a 
Berlino.
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Ana Teixeira Pinto

Ana Teixeira Pinto is a writer and 
cultural theorist based in Berlin. 
She is a lecturer at the DAI (Dutch 
Art Institute) and a research fellow 
at Leuphana University, Lüneburg. 
Her writings have appeared in 
publications such as Third Text, 
Afterall, Springerin, Camera 

Austria, e-flux journal, Artforum, 
Inaesthetics, Manifesta Journal, or 
Texte zur Kunst. She is the editor of 
The Reluctant Narrator (Sternberg 
Press, 2014) and of a forthcoming 
book series on The Antipolical, to be 
published by Sternberg Press/MIT.
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Coffee in the morning for a VERY LARGE flock of fruit bats

CoffEE in thE morning for a vEry 
largE floCk of fruit bats 

JimmiE durham

buon giorno gabi. may this note find you 
well.   i hope the text i sent is usuable for 
your excellent project,   but if it is, in my 
mind it works best with your note   to me 
included at the beginning…

best, jimmie
o, the mis spelling at the beginning is de-

liberate...

dear Jimmie
I hope you and Maria Thereza are keep-

ing well, in this disrupting time. 
I thought of contacting you at this partic-

ular period as, as you know, I fully believe 
art can help us question, think over and 
perform in life. This period of vulnerabil-
ity  in which we are led to review needs, 
priorities and rhythms of life, can be con-
sidered a cultural challenge and a stimulus 
for further reflection. I think, more than 
ever, now artists should not remain silent. 

I believe the fact that exhibitions  and 
events having been blocked, urges us to 
find ways to express ourselves. 

Therefore I would like to hear the artist’s 
voice and thoughts  regarding issues such 
as the right of health care, transmission, pa-
thology, vulnerability, isolation, spillover, 
the capacity of a virus to overcome any 
kind of borders. You are one of the artists 
that I look forward to receiving feedbacks. 

Via this message I would like to ask you 
to share with me your thoughts/readings 

of the current situation; it can be short text 
or an articulated one, can be accompanied 
with an image. 

I am not yet sure what this collection 
would look like at the end; hopefully a pub-
lication; I’m going to let you know as soon 
as possible, but I am hoping it would help 
meditate on the present and prepare for the 
future. This emergency will sure be over, 
while our obligation to deal with the actual, 
to care for ouselves and loved ones and the 
larger society we live in, will remain. 

I do hope you share this impulse and 
agree to be part of the project. 

Thank you very much in advance for let-
ting me know what you think.

All my very best
Gabi

well, i would be gald to send a   written 
text but  probably will not have time to do 
it.,.,.,.  this morning was really difficult:  we 
were woken by a loud noise at 4am on the 
terrace. i opened the window and a VERY 
LARGE flock of fruit bats (called 'flying fox-
es')  flew into the house.  about 70 000, more 
or less.

not knowing what to do, i offerred 
them   coffee more or less from despara-
tion; i knew i did not have enough coffee for 
that many guests even if they were small-
ish guests, much less bat cups or sugar 
(although probabaly not all of them would 
have wanted sugar; some most likely would 
have preferred honey). it seems they wanted 
nothing more than to hang out awhile, and 
just as i tried to arrange coathangers and 
other devices we heard a strong knock on 
the front door.
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The Post - Human Animal

  THE POST-HUMAN ANIMAL.
   WHAT’S BEHIND THE 
PROLIFERATION OF ANIMALS IN 
RECENT ARTWORKS?
   ANA TEIXEIRA PINTO

In the late 1940s, the Russian-born 
French philosopher Alexandre Kojève 
visited the USA. For Kojève – arguably 
the most influential interpreter of 
Hegel in the 20th century, and one of the 
architects of the European Economic 
Community, a precursor to the EU – 
‘history’ was predicated on political 
struggle. Like Hegel and Marx before 
him, Kojève believed that humanity 
would ultimately reach a consensus 
about its means of governance. This 
consensus (likely a mixed economy, 
or social democracy) would spell out 
the end-point of social evolution, what 
Hegel had called the ‘end of history’.

This trip to the US, however, led Kojève 
to feel that any prospective future had 
alreadytranspired. Upon observing the 
‘eternal present’ of American society, 
Kojève claimed that ‘man’ had already 
disappeared, giving way to a creature 
that, though looking exactly like him, 
shared nothing of the human. The 
human, he argued, is predicated on a 
historical process, whereas this new 
being was one devoid of historicity 
and, therefore, humanity.
For Kojève, this ‘post-historical Man’ 
had returned to an animal state, albeit 
retaining his civilized mores. Post-

historical Man builds his edifices 
and works of art as ‘birds build their 
nests and spiders spin their webs’ and 
performs ‘musical concerts after the 
fashion of frogs and cicadas.’1

In 1959, Kojève took another trip, this
time to Japan, where he underwent ‘a 
radical change of opinion’ on the subject 
of posthistorical Man. He experienced 
how a society could live in a state 
of post-historical governance while 
retaining something of the human. 
Whilst the American lives in harmony 
with its inner animal, Japanese culture 
had given rise to mores that were fully 
formalized, where mannerisms and 
conventions override‘content’ and are 
totally opposed to the ‘natural’ or the 
‘animal’. The highly codified values of 
Japanese culture (for Kojève, a form of 
‘snobbery’), the perfect expressions 
of which could be seen in Noh theatre 
or the traditions of tea ceremonies 
and Ikebana flower arrangement, 
had existed for centuries yet seemed 
strikingly postmodern.

Japan was also the location for Pierre
Huyghe’s most recent video, Human 
Mask (2014). The film’s exterior shots, 
showing a deserted and derelict town, 
were captured inside the Fukushima 
exclusion zone by a camera affixed to 
a drone. Indoors, the camera focuses 

1 Note appended to the 1958 (second) edition 
of the Introduction to the Reading of Hegel: Lectures on 
Phenomenology of Spirit (Ithaca: Cornell, 1958),
pp. 159–162
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it was the police, of course, demanding 
to know if we were sheltering any vicunas. 
some neighbor, it seems, had reported see-
in about 47 vicunas at our door. we said of 
course not but would they like a cup of coffee. 
it was a squad of about ten or twelve police-
people in full armour, so in fact i knew i did 
not have that much coffee, not to mention 
police cups or sugar.  in brazil the police of-
ten use as much as four spoonsfuls of sugar 
for one cup of rather weak coffee, but many 
others drink only roasted mate’. mate’ has 
as much cafeine as does coffee but a much 
more mellow taste. (even though in argenti-
na people, especially the police, drink mate’ 
unroasted.   like drinking unroasted coffee; 
so uncivilised as to be considered heretical, 
almost un lawful, certainly indecent in plac-
es like brazil.  but argentina was colonized 
by people from catalunya and then from na-
poli so…. 

it is not really true, of course, that mate’ 
has cafeine; i like the french attempt (even 
though i know it is childish and naive) at 
linguistic precision: in france only coffee 
has cafeine. tea has te ine. ’how could tea 
have a coffeee ingerdiant, they seem to ask)

when we lived in masreille we often 
drank arab coffee, turkish coffee, and pret-
ty good portuguese coffee. the portuguese 
coffee was, of  course at the the portuguese 
restaurant off cour julian where we would 
have  roast chicken   double-roasted gar-
lic potatos.  as we lleft marseille the own-
er-cook was retiring and gave the place to 
his daughter. when we went back years lat-
er she still ran it  (that does not mean that 
she ran;;; simply that she oversaw the func-
tioning)  but the menu had changed.

«never go back», is maria thereza’s mot-
to; nothing remains as you knew it and the 
changes are always so strange as to dis-
combobulate you. i know that is true but 
i still return to places and situations from 
the past… maybe it is just a male weak-
ness,; sentimentality of a kind women have 
learned over millenia to do without. i am al-
ways sorry and disapppointed.  on the other 
hand, i am often sorry and disappointed by 
stuff in the present, so maybe it all evens out 
in the long run.  i am not running these days 
but i do excersise on what is called a bycyle 
every day now, to get some physical acivity 
in these isolate days… a bycycle ought, nec-
essarily, it seems to me, have two wheels; so 
as to respect its nomenclature. if things do 
not have a relationship with what they are 
called then language becomes unlanguage;;; 
we no longer mean what we say…  my bycy-
cle has no wheels, and goes, of course, no 
where.

that is more or less ok with me because 
it is in my studio and the windows are of 
course closed; so in fact wheels would be a 
kind of hinedrance;; if one can call an en-
abler a hinderer.

if my bycycle truly functioned as a bycyle 
it would be, of course, unuseful for the use 
i make of it, which is phsyical fitness of a 
kind .

in english the concept, if one exists, of 
"where" is truly esoteric (i have always 
loved that word, evn though i am not ex-
actly sure what it means;;; for me it is 
like the word "salubrious"; it connotes so-
phistication and education while having a 
pleasnt sound). english speakers say (and of 
course, english writers write) "anywhere" 
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on a strange creature wearing a Noh 
mask whose demeanor and gestures are 
uncannily human. Seemingly absorbed 
in self-contemplation, it runs its clawed 
fingers though a lock of long dark hair 
and softly touches the plastic wrap
around a flower bouquet. In an 
evolutionary timeline, humanity usually 
stands between the animal and the 
android. In this light Huyghe’s creature, 
half ape, half cyborg, might be seen as 
the perfect embodiment of the warped 
temporality Kojève ascribed to the ‘post-
historical’ condition.

Animals, we are told, have no history.
In Joseph Beuys’ How to Explain Pictures 
to a Dead Hare (1965) and I Like America 
and America Likes Me (1974), in which 
the artist shared a room with a coyote 
for eight hours a day, the animal appears 
as a heteronomous Other. Whereas 
humans never cease to reconfigure their 
societies and their identities within 
them, a coyote, it seems, is always a 
coyote. The animal is in this sense a 
limit, the outermost edge of the human, 
a figure problematized by Jacques 
Derrida’s The Animal that Therefore I 
am (2008) and Giorgio Agamben’s The 
Open (2004). But ‘human’ and ‘animal’ 
are flexible concepts, able to connote the 
social as well as the biological. 

In 2005 Mircea Cantor brought a wolf 
into a gallery, this time paired with a 
deer. Both wolf and deer seem ill at 
ease, andwhereas Beuys managed to 

finally embrace his coyote, in Cantor’s 
Deeparture there is no climax: wolf and 
deer remain eager to avoid each other. 
In 2003 Anri Sala filmed an emaciated 
horse standing by the roadside (Time
After Time), seeming to bear the symbolic 
brunt of the collapsing Albanian state. 
‘Every animal is a female artist,’ was 
Rosemarie Trockel’s 1993 response 
to Beuys’ ‘every man is an artist.’ 
Together with Carsten Höller, in 1997 
Trockel built Ein Haus fur Schweine und 
Menschen (A House for Pigs and People) 
for that year’s documenta X. But it wasn’t 
until dOCUMENTA(13) in 2012 that the 
animal fully emerged as a multivalent 
concept for artistic speculation, which 
– drawing on Donna Haraway’s writings 
– was made to thoroughly renegotiate 
the human. For his 2014 projects 
Companion Species and The Companion 
Species Manifesto (after a 2003 book of 
Haraway’s), exhibited at dépendance
in Brussels and Deborah Schamoni, 
Munich, Henrik Olesen sketched 
out the continuity between animal 
microchipping and human biometric IDs 
illustrated by a series of photographic 
collages displaying inter-species 
affection. Julieta Aranda’s Tools for 
Infinite Monkeys (open machine) (2014) 
uses the monkey – with reference to the 
‘Infinite Monkey Theorem’ in probability 
– as a metaphor for the twin blades of 
randomness and probability. At the end 
of May the Fotomuseum Winterthur will 
open Beastly curated by Duncan Forbes, 
Matthias Gabi, Daniel Janser, Mallika 

Ana Teixeira Pinto
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"nowhere" "somewhere" "wherewith-
al"   "wherefore". then they say that they 
do not know where you are coming from;;; 
when they mean that they don’t understand 
what you mean to say-

jimmie

4

Leuzinger and Marco de Mutiis; a month 
prior, the Haus der Kulturen der Welt 
(HKW) in Berlin will feature Ape Culture,
an exhibition curated by Anselm Franke 
and Hila Peleg (also heavily indebted 
to Haraway’s thinking) which will 
cast primates as the porous border 
between animal and human. But the 
flurry of interest in the animal and the 
revival of Haraway’s ‘post-human’ runs 
deeper than micro-trends in exhibition 
making. It seems to be motivated by the 
imbrication of political, economic and 
ecological crises of recent years and 
the awareness that these have failed 
to effect tangible political change. As 
Fredric Jameson put it in 2003, it is 
‘easier to imagine the end of humanity 
than the end of capitalism’.2 The moment 
when nature is completely sublated 
into culture, what Hegel theorized as 
humankind’s destiny, has re-emerged 
under a more ominous heading, the 
Anthropocene, a geological epoch 
denoting the period from 1945, the year 
of the first nuclear detonation, and
roughly coinciding with Kojève’s ‘end of
history.’ 

Though political disaffection seems 
widespread, the theories that have 
emerged in recent years – speculative 
realism, Accelerationism and the notion 
of a ‘Post-Internet’ condition – fail to 
have an adequate grasp on the new 
social forms and categories that have 
resulted. As the privileged site where
2 Fredric Jameson, Future City in The New Left 
Review, issue 21, May–June 2003

the distinction between the social and 
the political is contended, the animal in 
general, and the primate, in particular, 
has taken over the territory where 
battles over gender, race, sexuality and 
human rights are fought.

The creature in Human Mask is a long
tailed macaque called Fuku-chan who 
works as a waiter in a Tokyo restaurant.3  
Though Fuku-chan is Japanese, the 
‘masked-monkey’act traditionally stems 
from Indonesia, where it is known locally 
as Topeng Monyet. Bred in captivity 
or captured as infants, the monkeys 
undergo a gruelling training process. To 
strengthen their hind legs they are often
hung by the neck with both hands tied 
up for weeks on end, until they finally 
acquire a human-like posture, learning 
to handle props and perform human 
chores.4 In the exhibition Ape Culture at 
the Haus der Kulturen der Welt, Berlin, 
Human Mask will be shown along 
with Anja Dornieden and Juan David 
González Monroy’s The Masked Monkeys 
(2013–14), a video-essay in which 
enslaved monkeys appear as an allegory 
for social hierarchies. What emerges out 
of Huyghe’s video, rather than a grim 
commentary on Kojève’s post-historical 
condition or on animal exploitation, 
is the performative dimension of the 
human: as much as ‘female’ and ‘woman’ 
do not necessarily overlap, ‘humanity’ 
can be seen as the effect of reiterated 
3 You can watch it at: tinyurl.com/q4pkmnu
4 Though the practice was recently outlawed 
it remains widespread

The Post - Human Animal
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it was the police, of course, demanding 
to know if we were sheltering any vicunas. 
some neighbor, it seems, had reported see-
in about 47 vicunas at our door. we said of 
course not but would they like a cup of coffee. 
it was a squad of about ten or twelve police-
people in full armour, so in fact i knew i did 
not have that much coffee, not to mention 
police cups or sugar.  in brazil the police of-
ten use as much as four spoonsfuls of sugar 
for one cup of rather weak coffee, but many 
others drink only roasted mate’. mate’ has 
as much cafeine as does coffee but a much 
more mellow taste. (even though in argenti-
na people, especially the police, drink mate’ 
unroasted.   like drinking unroasted coffee; 
so uncivilised as to be considered heretical, 
almost un lawful, certainly indecent in plac-
es like brazil.  but argentina was colonized 
by people from catalunya and then from na-
poli so…. 

it is not really true, of course, that mate’ 
has cafeine; i like the french attempt (even 
though i know it is childish and naive) at 
linguistic precision: in france only coffee 
has cafeine. tea has te ine. ’how could tea 
have a coffeee ingerdiant, they seem to ask)

when we lived in masreille we often 
drank arab coffee, turkish coffee, and pret-
ty good portuguese coffee. the portuguese 
coffee was, of  course at the the portuguese 
restaurant off cour julian where we would 
have  roast chicken   double-roasted gar-
lic potatos.  as we lleft marseille the own-
er-cook was retiring and gave the place to 
his daughter. when we went back years lat-
er she still ran it  (that does not mean that 
she ran;;; simply that she oversaw the func-
tioning)  but the menu had changed.

«never go back», is maria thereza’s mot-
to; nothing remains as you knew it and the 
changes are always so strange as to dis-
combobulate you. i know that is true but 
i still return to places and situations from 
the past… maybe it is just a male weak-
ness,; sentimentality of a kind women have 
learned over millenia to do without. i am al-
ways sorry and disapppointed.  on the other 
hand, i am often sorry and disappointed by 
stuff in the present, so maybe it all evens out 
in the long run.  i am not running these days 
but i do excersise on what is called a bycyle 
every day now, to get some physical acivity 
in these isolate days… a bycycle ought, nec-
essarily, it seems to me, have two wheels; so 
as to respect its nomenclature. if things do 
not have a relationship with what they are 
called then language becomes unlanguage;;; 
we no longer mean what we say…  my bycy-
cle has no wheels, and goes, of course, no 
where.

that is more or less ok with me because 
it is in my studio and the windows are of 
course closed; so in fact wheels would be a 
kind of hinedrance;; if one can call an en-
abler a hinderer.

if my bycycle truly functioned as a bycyle 
it would be, of course, unuseful for the use 
i make of it, which is phsyical fitness of a 
kind .

in english the concept, if one exists, of 
"where" is truly esoteric (i have always 
loved that word, evn though i am not ex-
actly sure what it means;;; for me it is 
like the word "salubrious"; it connotes so-
phistication and education while having a 
pleasnt sound). english speakers say (and of 
course, english writers write) "anywhere" 
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acting, which can be either coupled or 
decoupled from the concept of Homo 
sapiens.

In a somewhat unexpected pairing, Ape 
Culture also brings together Nagisa 
Oshima’s Max, Mon Amour (1986) with 
Primate (1974) by Frederick Wiseman, 
an unnerving documentary about 
animal research. In Oshima’s film, a 
bored upper-class housewife starts an 
affair with a chimpanzee named Max. 
The husband’s obsession with watching 
his wife have sex with Max mirrors 
the thorough descriptions of simian 
intercourse of the Yerkes laboratory 
scientists. But Max, who stands as a 
signifier for the bestial impulses hidden 
under the veneer of civility, is ultimately 
tamed and housebroken, whereas at the 
Yerkes labs the steely commitment to 
protocol trumps a moral dimension and
potential empathy.

In the ’70s scientific methodology 
began to approach Oshima’s satire. The 
chimpanzee Washoe (caught in 1966 at 
the age of ten months) was taught sign 
language by Beatrix and Allen Gardner. 
Washoe was followed by Nim (also 
known as Nim Chimpsy, a pun on Noam 
Chomsky, the linguist) who was raised 
by a human family, and subsequently by 
Koko the gorilla, who besides mastering 
human communication became known 
for keeping a kitten as a pet. The attempt 
to break the silence between species 
also extended to other animals, but all 

of these experiments, scientists and 
research assistants – invariably female 
and white – attempted to rehabilitate 
the wild animal into becoming human. 
Besides a hidden gender and racial 
dimension, interspecies communication 
was fraught with another bias: the 
human-animal relationship depending 
not on merit but rather on power. No 
matter how well the animals performed, 
they all ended up back in lab cages.

In Beastly the human-animal encounter
is shown to heal social rifts (as in the 
work of Marcus Coates); it is shown to 
have an erotic dimension or unbridled 
affection, as in Carolee Schneemann’s 
Infinity Kisses (1986), a photographic 
series with the artist and her cat 
Vesper. It can, alternately, take the form 
of antagonism or aggression, as in El 
Gringo (2003), a video in which Francis
Alÿs taped himself being attacked by a 
pack of dogs or as display and spectacle, 
as in in Katja Novitskova’s animal cut-
outs. 

At times allegorical, at times raw matter, 
only seldom is the animal allowed to 
simply be an animal, like the cat in Fischli 
and Weiss’s Büsi (2001), Tue Greenfort’s 
sausageeating fox (Daimlerstraße 38, 
2001), or the dogs who sniff and snuffle 
through a church aisle in Bojan Šarcevic’s 
It Seems that an Animal Is in the World as 
Water in the Water (1999), inscrutable 
in their ‘dogness’. All examples from a 
pre-YouTube era, these works seem to 

Ana Teixeira Pinto
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anticipate viral videos such a ‘Russian 
fishermen feeding fox’ or ‘cat rides bus’ 
and the millions of other animal videos
now online. It is easy to dismiss 
these clips as part of the increasing 
infantilization of everything or as 
symptom of our ostensibly ‘postcritical’ 
condition. But our desire to watch 
animal videos might itself be more than 
a symptom of regression.

For Beuys, art was work, and the 
proletariat the only universal class. 
With most of us barred from all but a 
consumptive relation to civil society, 
watching animal videos might also be 
construed as a form of passive resistance. 
Whereas Kojève sought to oppose the 
‘animal’ to the ‘construct’, in the diffuse 
world of Post-Fordian economies all 
these figures are up for grabs. If the 
question of political subjecthood can 
no longer be answered by recourse to 
‘artist’ or ‘citizen’, whether we have 
all in fact become Kojève’s ‘Japanese’, 
‘American’ or ‘post-human’ is hard to 
decide. Replacing an obsolete notion 
of the ‘human’, perhaps the animal has 
become the new face of humanity.

This essay has been published on 
Frieze, issue 19, May 2015

Ana Teixeira Pinto


