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For his exhibition “Pedro Reyes. Return to Sender” at Museum Tinguely in Basel, Switzerland,
Mexican artist, educator, and activist Pedro Reyes brings to bear his singular approach to
creating functional sculptures by repurposing the fragmented remains of weapons of war--in
this case, guns. In this repurposing, instruments of death are transformed into instruments
of peace and reconciliation. Working within the context of the ongoing Mexican drug war,
Reyes reflects on the vast accumulation of weaponry that has coincided with drug-related
violence. And, he does so from an explicitly Marxist-humanist position grounded in an
awareness of how the social is bound up in the material. As a 2016 visiting lecturer at MIT's
Art, Culture and Technology program, Reyes and his partner, fashion designer and social
entrepreneur Carla Fernandez, co-taught the course “The Reverse Engineering of Warfare:
Challenging Techno-optimism and Reimagining the Defense Sector (an Opera for the End of
Times).” As such, Reyes’s work is often both pedagogical and theoretically rigorous, and
draws on his personal perception of drug-related conflict as a Mexico City native.

In the past, Reyes has staged elaborate and thoughtful social interventions, variously
involving aspects of theater and often in concert with educational and governmental
organizations. For Palas por Pistolas (2008)--a program supported by the Art in Embassies
program of the U.S. State Department--he gathered 1,527 weapons, 40% of which were of
a high-powered military grade. As his website reports: “These weapons were taken to a
military zone [where] they were crushed by a steamroller in a public act.” After being crushed,
the weapons were melted and turned into 1,527 shovels. Since then, the shovels have been
used to plant trees at various forums in successive acts of public reconciliation. In a related
work, Disarm, 2012, Reyes repurposed 6,700 weapons seized by police in Ciudad Juarez in
order to produce a collection of musical instruments that could be played by musicians, often
his friends. He has gone on to create a thematic series using the same methods, such as
Disarm (Mechanized) I, 2012-13, which automates the percussive act of music making
through an array of eight separate instruments that form a kind of robotic band.
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PEDRO REYES' DISARM (MECHANIZED)
I, 2014 © PEDRO REYES, COURTESY
MUSEUM TINGUELY. FOTO: DANIEL
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For this exhibition, the second of the two existing versions of Disarm (Mechanized) Il, 2014,
is in dialogue with Swiss artist Jean Tinguely’s permanent installation Mengele-Dance of
Death, 1986, which repurposes materials from a barn destroyed by a fire near Tinguely’s
home. For the entirely new body of work Disarm (Music Boxes), 2020, Reyes acquired gun
barrels directly from the manufacturer which were “destroyed in order to create resonating
bodies.” Using rotating hand-cranks, the boxes churn out well-known works of music from the
respective manufacturer’s country of origin. One music box made with repurposed “Glock
pistol parts” plays a tinny Mozart tune. In another, “Beretta barrels” play Vivaldi. Though the
boxes emit precious metallic tones, there is an eerie awareness of the violence bound up in
these expressive machines. It is this high contrast, between beauty and brutality, that makes
these works so powerful.



JEAN TINGUELY’'S DANCE OF DEATH,

1986 © 2020 PROLITTERIS ZURICH
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But the allusions to violence Reyes employs are not cheap nor aestheticized. Rather, the
artist engages in acts of transubstantiation. He isn’'t dealing directly with themes of Catholic
religiosity, but his process has a similar structure. The machines sublimate the raw physical
terror of weapons of war and, in turn, transform instruments of death into vessels of musical
transcendence. In the context of ongoing drug-related conflict in Mexico, this work is as
cathartic and critical as it is charming and sublime. As Reyes himself believes, “the physical
act is always accompanied by an idealistic one and appeals to the spiritual dimension of this
quasi-alchemical operation towards the good.” Beyond this transcendent aspect of the work,
Reyes’s practice is also grounded in a desire to promote practices of “up-cycling”: the
repurposing of discarded materials for new productive uses in a wasteful age--a practice
more urgent now than ever. In sum, Reyes'’s work reconciles the material and the
metaphysical and, in affect and effect, is as idealistic and sculptural as it is educational and
purposeful.

“Pedro Reyes. Return to Sender” is on view at the Museum Tinguely in Basel, Switzerland
through November 15, 2020.
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From weapons to music

The Mexican artist Pedro Reyes presents his work at the Tinguely
Museum, in Switzerland, in one of the first European exhibitions on
the“new normal”

By: The Intormer
July 1, 2020 - 01:00 a.m.
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PIECES. Pedro Reyes changes the L;SQ of weapons by recreating them as musical boxes. COURTESY



Mexican artist Pedro Reyes inaugurates the exhibition “ Return to sender " in one of
the first exhibitions in Europe's “new normal”, after months of museum closings
caused by the coronavirus pandemic. The Tinguely Museum, in Basel (Switzerland), is
the venue where, from June 23 to November, the Kings' exhibition is presented,
reflecting on the criminalization of the use of firearms based on skin color and
systemic racism.

The work consists of music boxes built with firearm barrels cut to different lengths
to create different musical scales. Each of the pieces reproduces compositions by
musicians from the same country of origin of the weapons with which they are built.
For example, the piece “Disarm Music Box Vivaldi / Beretta” incorporates rifle barrels
from the Italian brand Beretta, which has been making weapons since 1526, and plays
a fragment of “The Four Seasons” by Antonio Vivaldi. For its part, " Disarm Music Box /
Glock Mozart " was manufactured with barrels from the Austrian brand of pistols
Glock that allow to reproduce part of the Symphony No. 40 in G Minor composed by
Mozart.

The artist details regarding this exhibition: “There is a racial bias when we talk about
violence by firearms; it is assumed that it is always the fault of the one who pulls the
trigger, however the companies that make these weapons seem to be free of fault.
With this work | am interested in giving a designation of origin to these weapons that
are usually manufactured in countries considered peaceful as Finland, Belgium,
Austria or Italy, among others, but where for hundreds of years weapons that have
been complicit in colonization have been manufactured., war and crime. It is time to

point out that violence by firearms begins in the factories where they occur.”

The subversion of the uses of the object

This work began to take shape in late 2019, when the artist began to obtain the
pieces of weapons and completed its construction this year. It is not the first time
that Pedro Reyes works with this type of objects. Previously, he developed “Shovels
for pistols” (2007 to present), which involved a voluntary donation campaign of
weapons in Culiacan, Sinaloa, and which managed to gather 1,257 weapons that were
melted down to create the same number of shovels with which trees were planted. .
This work was followed by " Disarm " (2012 to present), in which he incorporated
firearms to make musical instruments that to date total nearly seven thousand

pieces that have been used in orchestras and mechanized sound installations.



Reyes seeks in his new exhibition to offer the viewer an aesthetic, political and
sociological experience by exploring the subversion of objects and the
transformative capacity of sculpture capable of influencing the death-life
relationship between weapons and their new utility as part of a musical box: “l am
very interested in that alchemical transformation where there is a subversion of the
uses of the object. Sculpture for me is a way of generating a psychological

transformation through a physical transformation of the object “.

"Return to sender" is a commission that Pedro Reyes developed after an invitation

from the Tinguely Museum to produce a mechanical work of art or kinesics display.

Trained as an architect, Pedro Reyes has positioned himself on the international
scene as one of the most important contemporary Mexican artists. His work ranges
from sculpture to multimedia and has reached prominent art venues such as the
Serpentine Gallery in London, the Lisson Gallery in New York and the Boston Museum
of Fine Arts.
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The artist Pedro Reyes and the fashion designer Carla Fernandez are the
winners of the 14th edition of the Design Miami Visionary Award, an
annual prize established in collaboration with the Savannah College of Art
and Design (Scad) to honour creatives making significant contributions to
the design world. The artists—and husband and wife team—were
recognised for their “always brilliantly synthesised spectrum of influences,
from Brutalism to Mexican indigenous culture to progressive values”, says
Craig Robins, the founder of Design Miami.

Two large-scale installations designed by Reyes and Fernandez are being
shown at Design Miami (until 9 December) along with works from the past

decade. These works contrast hands-on design traditions with concerns
around automation and our tech-obsessed zeitgeist, and also address
current socio-political issues. On 5 December, Rodman Primack, the fair's
chief creative officer, moderated a talk with the artists on the importance
of "coming together to make art, architecture, design and fashion that is
rooted in secial consclousness and justice, and that keeps craft alive and
vibrant”, Reyes says. Scad is slated to open an exhibition of the artists’
works next February.

The Art Newspaper: Your work deals with cultural hevitage, artisanal
traditsons and social jastice. What can visitors expect to see i the
Design Masmi exhibation’

Carla Terndnder 10s 2 Il setrospective of our works 16 the btk there
are some of vy cortemporary dewgna that weoe made in collaboeation
Wl indigenous Semale ATans aToss Menkio who specialer in
handemade textiles and utibse conturies old techaigues. The tetiles are
woven to be treassred and we create Sew of them, doung so dowly. We sy
death 1o planned odscdesenie We understand that artaarns nend time to
think, learn, trarnform and transcend. It s not caly & romants ke, but
aleo 2 way to eraure that people who choose thewe profescions will de ale
froem the destractive wirves that aunomation is bringing Lo sockety.



Carla Fernandez and Pedro Reyes Photo: Ana Hop and courtesy of Design Miami

Pedro Reyes: The exhibition also has various stone carvings I've done over
the past five years. That tradition goes back 3,000 years in Mexico. At a
time when a lot of designers are going for 3D printing or computer-
controlled machining, I'm more interested in revealing the natural

properties of different stones.



Travelling across Mexico, Carla and 1 became aware that there was no need
for us 1o import sources of inspiration because we have so much to unearth
from our past. The furniture 1'm designing is based on Pre-Columbian
artefacts. My metate chair has three Jegs, a constant feature in metates
[hand-mill stones|, molcajetes [mortar and pestles| and most Pre-
Columbian pottery because an object with three legs always sits firmly on
the ground. This tripod shape was considered a design error, so I'm
interested in tackling this principle with a modern language. There's an

clegant yet bold simplicity to these types of tools that haven't changed
much in thousands of years.

The art world can’t be oblivious to the
world in which we live — CARLA FERNANDEZ

What messages do you hope visitors take away?

Fernandez: For us, it's important to show that the political borders we
know today are only 200 years old in comparison to a continent that has
been inhabited for 11,000 years. Our goal is to bring some perspective toa
time where xenophobia and racism are increasing. Looking ahead, we are
going to have increasing migration, On the other hand, we also want to
show that many of these indigenous cultures continue to exist, and that, in
contrast to these original settlers, we are all immigrants.

Art fairs are effective platforms to address social issues because they
welcome many spectators with different backgrounds from all over the
world. We think that part of the importance of art nowadays is to bring
about social change and not only the selling of it.

You've designed a special project for the plaza at the fair. What inspired
this work?

Ferndndez: Our presentation addresses one of the most important issues of
our time: migration. There are two different installations, one of them
showing two large-scale effigies carrying different tools, representing the
many trades done by immigrants in the US. The work becomes a sort of
monument to honour and acknowledge the energy that immigrants bring
into each profession, and to show their diversity and richness.
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The second one, presented within a container, revisits the subject of
migration from a political standpoint. We are living through a
humanitanian crisss, where imamigrasts from Latin America are persecuted
and families are being separated and abused on grounds of their ethnicity.
This persecution has brought us indelible images of detention centres
where chaldren as young as four-years-old are being held and separated
from their famalies. We believe that it's our duty te present such images so
that these acts of raciam don't go unmoticed. We want to open &
conversation abowt the cngoing humanitasian crisis of migrants in the US,
as it is owur firm belief that the art world can't be oblivious to the world in
which we live.

You're also designing the graphic identity of the fair, which is based on
protest posters.

Reyes: For several years, we have been collecting protest posters from
Mexico, Latin America and Europe. These obviously have a sense of
urgency. The inspiration comes from the bold graphics of the handmade
protest signs, posters and ephemera from the 1968 uprisings in Mexico,
Paris, Prague and Berkeley. Pilty years ago, there was a revolution that
signalled a social and cultural tuming point workiwide and inspired artists
to also get political.
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Pedro Reyes & Carla
Fernandez | Design Miami/
Visionary Award 2018

El gremio anual se otorgs a talenton creativos de todos bos campos gue han hecho
contrdacsnes sagnific ativas al campo del diseiio que ofrecen un impacio tanpible §
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El artista contemporinco Reyes v la disenadora de moda Fernandez, quienes estin

casados, presentardan una exposicion colaborativa en Design Miami/ 2018,
ademas de disenar la identidad grafica para la fena. “El trabajo de Pedro y Carla
sicmpre ha sintetizado brillantemente un espectro de influencias, desde ¢l
Brutalismo a la cultura indigena mexicana en un cuerpo nutrido de trabajo. Estoy
contento de que vamos a celebrar sus logros en Design Miami/, v espero con interés

ver su exposicion en la feria”, dijo Craig Robins, fundador de Design Miami/.
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Reves que oxtin nsparadas en artefacton precollombenos de tres patas El artista talla
Las sillas com herrammentas sencillas Qe Do ban camtsado en cast S000 adion

l.-ln'n- LR L c‘vln LS BS lnp‘ " L lm“lm J- R» NS MDA T T e akes
{abevc adon con armas de faego destnudas, asl como ks obras 1extibes de Fermandez
Las oo 0 codadmor s » s COMM U g con bos noebaes de ko s de 0

aseTILae ios orpeades deld CoOnBmeTie eI Ao (ue exan antes de b congunta



“Nos sentimos honrados por ser seleccionados como los ganadores del Design
Miami/ Design Visionary Award”, dijo Reves, “Esto nos ofrece la oportunidad de

presentar a los asistentes a Design Miami/, piezas en las que el diseno ha adquirido

dimension social, ya sea abordando la justicia social o el establecimiento de la paz, asi
como la importancia de productos artesanales en un mundo donde la mayoria de los
procesos estan siendo automatizados y millones de personas estan perdiendo sus

trabajos.”

El premio es co-presentado por el socio universitario oficial de Design

Miami, Savannah College of Art and Design SCAD . Después de sudebut en
Design Miami/, la exposicion tendra como objetivo viajar al SCAD Museum of
Art que abrird sus puertas en febrero de 2019, Ademas de la exposicion dentro de la
feria, Reyes v Fernandez diseniaran una presentacion especial para la plaza frente a la

feria este diciembre y serd la sede de una charla de diseno.
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“Design Miami/ sc siente honrado de apoyar a tan poderosos visionarios y tener el
honor de que su lenguaje sea parte de nuestra identidad visual con la mision de ser

un mercado para el diseno y un lider en el discurso del diseno global.”dijo, Rodman

Primack, Dircctor Creativo de Design Miami/.
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design miami/ celebrates pedro reyes and carla fernandez
with 2018 design visionary award

contemporary mexican artist and fashion designer carla fernandez have been announced as the
recipients of the design visionary award for 2018. the design visionary award is an annual
celebration of luminaries from a wide range of disciplines that have significantly contributed to the field of
design, with previous winners including , ) . ,and

among others. recognized for their impact on local communities through their individual
practices, reyes and fernandez are to present a collaborative exhibition at the fair, as well as design the
graphic identity of this year’s edition.
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2 retrospective exhbision of both of thelr works will ogen on the occasion of
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THEATER

New ‘Manufacturing Mischief features
Chomsky, Rand, and Tiny Trump

= B

By Jeremy D. Goodwin |[GLOBE CORRESPONDENT APRIL 24, 2018

It’s Noam Chomsky vs. Ayn Rand in a new show from
multimedia artist Pedro Reyes — and just to be clear, it’s a
comedy, and they’re puppets.

“Manufacturing Mischief,” based in part on the writings of
Chomsky, debuts at Massachusetts Institute of Technology’s
Simmons Hall in Cambridge on Thursday and Friday, and
all seats are already fully reserved. It’s just the latest
provocative work from Reyes, a Mexican artist whose past
projects include “Palas por Pistolas” (2008), in which 1,527
guns were melted down and made into shovels that were

then used to plant an equal number of trees, and “Imagine”

PEDRO REYES

(2012) and “Disarm” (2013), both featuring musical
Pedro Reyes’s Tiny Trump puppet from
instruments fabricated from guns. Reyes also recently had a ~ “Manufacturing Mischief.”

sculpture show at Lisson Gallery in London.

For “Manufacturing Mischief,” Reyes teamed up with director Meghan Finn and writer Paul
Hufker. The trio are following up their last project together, a haunted house/art installation
called “Doomocracy,” staged at the Brooklyn Army Terminal shortly before the 2016 election.
The puppets used in “Manufacturing Mischief” are made in Japan by puppet designer Chihiro

Takahashi, based on the traditional Bunraku form.
Reyes is returning to MIT after serving as the school’s inaugural Dasha Zhukova Distinguished

Visiting Artist, a program launched with a $1 million gift to the school by the noted art collector
and founder of Moscow’s Garage Museum of Contemporary Art. This month Harvard University
Press also published “Pedro Reyes: Ad Usum/To Be Used,” a handsome career-long survey

accompanied by scholarly responses to the work.



A. Chomsky is in this play to sort through ideas that people are reading that present worldviews
that are a bit dangerous. Like in the case of Ayn Rand. In academia, no one takes her seriously.
It’s almost an embarrassment to even mention her name. But a lot of people believe in her

philosophy.

1 was totally surprised that very influential people like Steve Jobs and Elon Musk [who are also
characters in “Manufacturing Mischief”] praise her. I feel that there’s a theme of people who are
visionaries in the realm of science and technology but that nevertheless lack a philosophical and
moral framework to use those advancements of technology for the betterment of all of society,
not only a few. Translated to the comedy format, it has a lot of potential. Because Ayn Rand is
such a sociopath, it was so funny to put her in contrast with the very benevolent and generous

character of Noam Chomsky. I also have a character called Tiny Trump.
Q. Tell me about him.

A. Trump is a nice entertainer, no question about it. And all of the extreme behavior that the
people have learned so well, the kind of — how to say it? Obscenity? It almost plays into creating
this puppet character. In puppetry, there’s usually some characters who are comparatively

foolish, but in the case of Trump it's someone who happens to also be dangerous, in real life.

Q. What does the show have to say about technology?

A. We're not against technology, but we’re against the idea that whatever the problem is, the
solution is technology. Sometimes it seems that everyone is thinking of how to make a robot like
a person. For instance, if you go to the cafeteria, it has no clerk. What would happen if all the
pubs and restaurants follow that trend? When you're developing that technology, are you
thinking about that? No. There’s no discussion about what is going to happen with all the people
that lose their jobs.

Automation and artificial intelligence are subjects that we deal with in the play, technological
developments that happened with only having profit in mind. That is a very dangerous

worldview.
MANUFACTURING MISCHIEF

At MIT’s Simmons Hall, Thursday and Friday evening. Tickets are free but fully reserved.
arts.mit.edu.

Jeremy D. Goodwin can be reached at jeremy@jeremydgoodwin.com.
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Noam Chomsky, Elon Musk and Ayn Rand Walk Into a Puppet Show
By JENNIFER SCHUESSLER  APRIL 16, 2018 o o Q ° °
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We spoke with Mr. Reyes about getting Mr. Chomsky's blessing for the
project, and about the other main characters in his mini-drama of big
ideas, which will travel to Carnegie Mellon University as part of its
Marx@200 series from May 10-13 and to the Tank in New York from June
5-24.
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Pedro Reyes
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Pedro Reyes is the Artist Donald Trump Should Fear

W Magazine
28 February 2017




“It’s like your bandwidth. My mind is up there,” Reyes explained. He wore square,
professorial Saint Laurent glasses, and sat across from the stacks upon stacks of books.
“And then you wake up and see all this Trump shit,” he added.
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“He is bringing everyone together against ham.” Reyes said of the response. “That corny

sdea of winning —it's chveap. 1 don't know any rich people as corny as Tramp.”

Neat up, Reyes says he will work oo a new lab at MIT, where e teaches, stedying how to
decade and fight tyranny—with ane obvious target in mind. “You have to understand the
svstem to make 1t work backwards.” be said

For him nght now, a show that sidesteps politics can be more political than ever. “It's
impostant to think of art as a kind of sanctuary,” Reyes sald. “These are the things we are

fighting for,”
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Che New Aork Cimes
At ‘Doomocracy,’ It’s Fright Night in Brooklyn

By HOLLAND COTTEROCT. 13, 2016

Phillip Greenberg for The New York Times

Halloween started early this year. I'd put the date at July 18, opening night of the 2016 Republican
National Convention. Trick-or-treating has been nonstop since. The tricks have included a couple
of Creature Feature debates, email scandals, xenophobic rants and personal attacks, all of which
have too often been received as sordid but tantalizing treats by audience and news media alike.
Action in the electoral arena makes any art pale by comparison. But this hasn’t prevented Pedro
Reyes, an artist-activist from Mexico City, from creating his own bit of fright-night political high
jinks in “Doomocracy,” an elaborately trenchant performance piece presented by the nonprofit
Creative Time in the Brooklyn Army Terminal.

The setting, on the Sunset Park waterfront, is ideally spooky. If you imagine the concept of a
military-industrial complex translated into power architecture, that’s the terminal. Built in 1919,
a military supply depot through two World Wars, it’s monstrous: a 97-acre, multi-building
complex with two eight-story concrete warehouses and enough space to park 20 ships and a train.
Although much of it is now given over to light industry and boutique businesses (furniture
designers, chocolatiers), the place still projects a mausoleumlike chill, especially at night.

And, appropriately, night is when “Doomocracy” happens, on Fridays, Saturdays and Sundays,
from 6 p.m. to midnight.



Visitors first gather in a soaring glass-roofed hall dominated by one of Mr. Reyes’s wood
sculptures. A surreal fusion of the Statue of Liberty and the Apocalyptic Beast, it hints of
disorientations to come.

From that starting point, small groups are admitted, one at a time, to the main event under close
supervision on what feels like a cross between a guided tour and forced march. (Tickets are free
but must be reserved in advance.) A group is loaded into a van and driven to a distant location on
the terminal campus. As the group nears its destination, a disruption occurs.

The van is flagged down by figures who are not, as it first seems, parking attendants, but military
police in SWAT gear. They yank the van doors open, flash lights in your eyes, order you out and
herd you into a pitch-black building, barking commands: put your hands on the wall; behind your
head; line up; move. You know this is theater, but you also discover that being yelled at and light-
blinded makes your pulse jump; disarms your defenses; persuades you to do what you’re told.
The rest of the show, which is basically a 45-minute mobile drama in a dozen or more short acts,
alternates staged reality with zany satire, though, as usual, Mr. Reyes tends to resist making clear
distinctions between modes. For earlier projects, he gathered automatic weapons that were
turned in or seized by the Mexican Army from drug cartels and melted them down to make garden
shovels and musical instruments. He has also organized exhibitions that have fused performance
art, sculpture and psychotherapy.

Ambiguity of tone and purpose is one of the elements that makes “Doomocracy” dramatically
effective.

Another is the rapid-fire pacing established by the performance’s director, Meghan Finn. One
scene bangs into another. The SWAT team hustles you down a corridor, then disappears. Now
you're in a polling station, being registered to vote while watching ballots being shredded before
your eyes. Next, you take a breather in a comfy suburban living room, only to hear a pair of gun-
toting housewives warn about unwelcome “new additions” to the neighborhood. The trigger-
happy duo have barely warmed to their subject when you’re moved on again, into a doctor’s
waiting room, where an opioid-addicted soccer mom hits you up for a fix.

And you go on: to a corporate boardroom to vote on advantageous deals for the privileged
(meaning yourself); to an elementary school classroom that teaches false history (slavery wasn’t
all that bad) and supplies you with bright-red bulletproof shields; to an anti-abortion witch hunt
(this is the show’s big song-and-dance number); to a factory that markets artisanal Himalayan air
to an environmentally ravaged world. (“Only God breathes air this pure.”)

And in one amusing moment along the way, you emerge from an elevator into a cocktail party in
a collector’s penthouse. The scene, like the art world itself, is a pure cliché: Champagne-serving
waiters, an air-kissing hostess, a Christopher Wool word-painting on the wall, and an antsy,
importunate artist in residence pitching his latest product. (“It’s about gentrification!”)

There’s more, quite a bit, concluding with an ostensibly nonpartisan, viewer-participation take on
the current election battle as a political World Cup match with Earth as the ball in play. Then
suddenly you’re on your way out of the show, passing a grumbly street prophet wearing a
sandwich board and handing out “Doomocracy” fliers.

Given the performance’s speed and the pileup of sensory input, it’s impossible to take everything
in. Enough to say that, while all parts of the piece are not equally strong — satire has to be right
on the nose, weirdness-wise, to work, and some of this is too easy — the level of visual invention
is high, and the cast of more than 30 actors (among them, a Chihuahua named Dreidel) is
impressive. Paul Hufker’s script, with contributions by Nato Thompson, Creative Time’s artistic
director, sounded, on a one-time hearing, sharp, up-to-date and wide-ranging in its talking points,
some of which Mr. Reyes cites in the definition of “doomocracy” he has printed in the flier:

1. A form of government in which the supreme power is vested in a tyrant by a terrified general
electorate.

2. The esoteric arithmetic that makes the electoral process malleable.

3. A corporate coup d’état in slow motion.




4. Permanent global war waged in the name of freedom.

At present, we're experiencing all of that, not to mention planetary destruction and international
homelessness. And if the standard for judging the success of “Doomocracy” is whether it’s weighty
enough for its subjects, it fails. Most political art does. In a global media age of perpetually cycling
digital drama, it feels dwarfed and static. And the audience that really needs to see it won’t.

Mr. Reyes knows this, and he knows you have to make the art anyway, and he makes it well,
shrewdly and with upbeat panache. When you emerge from “Doomocracy” you've felt the visceral
thrill, the thrill that good theater delivers, the sense of having been through something energizing
and focusing. You may also feel a reassuring sense that, no, it’s not just you; American reality, in
2016, is every bit as out of control as you think it is.

Hold onto that reassurance. You're going to need it. The show wraps up on Nov. 6, two days short
of the presidential election. And that event, no matter what the results, will not bring Fright Night
to an end.
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Doomocracy: the funhouse haunted by
Trump and Clinton

Described as ‘Hieronymus Bosch meets Fox News', artist Pedro Reyes’s
installation will be a haunted house taking in gun nuts, genetically modified
crops, climate change and other modern horrors

00000

L i

B) e

The horrors of a haunted house usually end once you push open the final set of
black, saloon-hinged doors and step back in the fairground. However, the
Mexican artist Pedro Reyes hopes his nightmares remain with visitors long after
they have left his immersive 2016 Halloween attraction, opening in New York
next month.

“Monsters have always been a way to speak about our real fears,” says the 44-
year-old. “Zombies are a fear of poor people; Karl Marx talked about capital being
like a vampire that stalks the hving; and Mary Shelley’s Dr Frankenstein is trying
to create life, which is exactly what genetic engineers are trying to do today™



All these bogeyme nd more will populate Doon racy 2 poditical haunted
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“There will be people who love it, people who hate it, people who feel
empowered, and people who feel offended,” says Reyes. “Making art is one way to
elaborate and engage with reality.”

And this autumn, at a time when truth seems if not stranger, then at least as

spooky as fiction, one route for meaningful political engagement appears to lie
through Doomocracy’s funhouse doors.
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Pedro Reyes awarded Medal for the Arts
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December 5, 2014
Artist Pedro Reyes 1s Staging a Madhouse at

Art Basel

Hannah Ghorashi

Currently on view at ICA Miami for Art Basel, Pedro Reyes' on-going performance project and
utopian installation, the 'Sanatorium’, enlists role-playing therapists and receptionists in treating
victims of depression, loneliness, neurosis, family violence, suicide, and other social pathologies
that encumber contemporary social life. Therapeutic success depends on a visitor's ability to
suspend disbelief, encouraging individual agency in the creation of change. "It's similar to
quackery," Reyes tells us, "but with a fundamental difference: in quackery the patient is led to
believe a lie, while in the 'Sanatorium' you are told upfront that this is not real, and it is up to you
to believe."

The 'Sanatorium' simulates a temporary mental health clinic, offering visitors an environment in
which they can experience three of the sixteen available therapies that draw as much from theatre
warm-up exercises, corporate coaching, and anger management exercises as they do from
shamanism, sorcery, iconography, and even practical jokes. The Sanatorium is dedicated to the
advancement of sociatry, an obsolete term for the science and art of healing society. "I realise
that it may be too much to ask for a work of art to have such an impact," Reyes says. "But I see
art as a warm-up phase that prepares us for change. What is most important to achieve is a

i-d.vice.com/en_gb/article/artist-pedro-reyes-is-staging-a-madhouse-at-art-basel



mental state where we have the confidence to produce changes." We asked Reyes more about the
change he'd like to see in the world, and received an education in return.

How did you come to create the Sanatorium?

The Sanatorium was conceived as a delivery system of placebos, therapies that put self-
suggestion mechanisms into action. In practice, when you enter the Sanatorium you sign a paper
acknowledging that this is not a real hospital, and these are not real therapists. Paradoxically, the
mind loves cognitive dissonance — that is to say, being aware that you are telling yourself a lie
won't necessarily prevent you from believing in it. The hypnotic adoption of an idea can be an
effective way to initiate behavioural change.

Are the therapists played by actors?

In the Sanatorium, we play roles, using props such as lab coats to free us from the one-
dimensional labels society assigns to us. While doctors use white coats, these are also used in
schools when you go to the lab or in other work environments. So the white coats actually have
more than one connotation, and there is room to play here. [Philosopher] Friedrich Schiller says
that someone is only fully a person when she plays, and she has to play to fully become a person.

The visitor must suspend their disbelief when visiting. Because of this, do visitors almost
become actors, playing the part of themselves?

Every therapy is like a small ritual that helps you reconcile your desires and change your mind-
set. The problem is that you often access rituals in a religious or esoteric context, so you have to
subscribe to those systems of beliefs. So what the Sanatorium attempts is to reproduce the same
psychodynamics by conducting rituals without any ethnic specificity, without their aura of
authenticity. It is not only about creating an alternative space from the health system; it's also an
attempt to create alternative spaces to those provided by magic, religion, etc. because these
places are also industries in which a few gurus concentrate huge followings.

Why do you describe the Sanatorium as a utopia?

In the early 90s, [curator and art historian] Harald Szeemann came to Mexico. I attended a week-
long seminar where he presented some of his ground-breaking exhibitions in detail, but what left
the biggest impression on me was his exhibition about Monte Verita, which was established in
1900 in Ascona, Switzerland, as a cooperative colony based on the principles of primitive
socialism. It later became the Monte Verita Sanatorium. The members detested private property
and practiced a strict standard of conduct based on vegetarianism and nudism. They rejected
marriage, dress, party politics, and dogmas. One remarkable aspect of Monte Verita is how many
artists spent time there, such as Isadora Duncan, Paul Klee, Hugo Ball, Mary Wigman, as well as
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intellectuals such as Carl Jung and Rudolph Steiner, among many others. So it was not only
noteworthy for its utopian ideals but for the imagination it took to come up with it and what it
inspired in these people.

What is your opinion on conventional modern therapy, for societal pathologies like stress,
loneliness, hyper-stimulation?

These days therapy is a luxury for a lot of people, and every day there are more people in the
world who need it but can't afford it. There is also a stigma attached to it that makes many people
think that those who go to therapy must be crazy. Yet today, especially in cities, there is a vast
population who could benefit from it. That's why I'm so interested in alternative structures in
which human connection is paramount. You won't find it in prescription drugs or hospitals, but
it's crucial to generate healthier communal life.

Do you believe that people have a greater agency than they realise in the creation of societal
change?

[Educator and philosopher] Paulo Freire articulated this in his Pedagogy of the Oppressed, and
his ideas had enormous penetration in Latin America from the 60s into the 70s and 80s. In his
own words, the school system "teaches the need to be taught," when true learning has to be
driven by the curiosity and desire of every person. Today we cannot expect to reach good results
out of pure spontaneity nor pure planning. The Sanatorium is not conceived as a substitute for
existing therapies and social services, but as a space for encounter, since so many of our
everyday pathologies result from this lack of connection.

pedroreyes.net
icamiami.org

Images courtesy the artist.
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