








Longer Day
Digital Video, running time: 20 minutes
Courtesy of the artist and LFL Gallery, New York

1997

I woke up at dawn in New York, got in a car, and 
headed west. The plan was to drive as far as I could 
until sundown. The change in time zones would extend 
my day, perhaps for one hour, but evening would in 
any case arrive. As the sun began to set on the west-
ern horizon, I was on a highway somewhere in middle 
America. I turned on the video camera to capture my 
race against sundown — a futile attempt to make the 
day last forever. I succeeded in extending the sunset a 
minute longer than if I had stood still.
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Another Day
Computer device, 3 video outputs
Courtesy of the artist and LFL Gallery, New York

2003

The computer device of this work, can be connected 
to three monitors, screens or other types of display. It 
tracks the sunrise of 90 cities that are evenly spaced 
along the Earth’s every fourth meridian. The form is 
modelled on an arrival and departure board display of 
an airport or train station, but instead, its mechanism 
actively performs a countdown to indicate the time 
remaining to sunrise at each of the cities listed. At 
any one time, each monitor has a listing of 9 different 
cities, which are ordered chronologically based on 
their expected time of sunrise, e.g. cities listed on 
top of the list are closer to daylight. When the timer 
announces that the sun has risen in the city atop, 
the countdown momentarily pauses, the line of that 
city and its timer disappears, and the list is updated: 
another location is added.

>   Another Day, installation view at LFL Gallery, New York, 2003
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<  90 cities spaced along every fourth meridian of the Earth, and listed in Another Day        
>  Diagram of the mechanism used in Another Day to track the sunrises of 90 cities
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Magellan’s Itinerary
Dimensions of each page 8 1⁄2 x 11 inches 
(21.5 x 28 centimetres); edition of 3
Courtesy of the artist and LFL Gallery, New York

1995

Six-computer printout pages of a flight itinerary that 
emulates the first circumnavigation of the globe led 
by Ferdinand Magellan in 1519-1522. If no airport 
existed at the site where Magellan’s fleet originally 
came ashore, the travel agency programmed the 
trip using the nearest airport to that location. 
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The journey in this itinerary was never performed.
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Heavier than Air 

1993 – 1994

At the turn of the Twentieth Century, a number of 
scientists, inventors, and individuals attempted to 
create the first successful human flying machine—
what was later was known as the aeroplane. For 
testing, it was customary to build kites as prototypes 
of these machines. Between 1993 and 1994, I re-
built thirteen prototypes that might have advanced 
the history of the flying machine, but were not 
fundamental to the invention of the aeroplane. 
Each kite was equipped with a disposable camera 
including a self-timer. During the flight of the kites, 
the camera took a picture of the tether leading back 
to my hands, documenting on every occasion both 
the capability of these objects to fly, as well as my 
performance of re-enacting the historic test flights.

>  Heavier than Air, installation view at Postmasters Gallery, New York, 1994
Each kite is exhibited along with the photograph shot by its camera.
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Box Kite, after Lawrence Hargrave, 1993
Kite: 68 x 18 x 58 inches (173 x 46 x 147.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, New York
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Compound Kite, after Samuel F. Cody, 1993
Kite: 29 x 61 x 37 inches (73.5 x 155 x 68.6 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Mikael and Pia Karlson, Stockholm
Courtesy Roger Björkholmen Galleri
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Four Winged Box Kite, 1993
Kite: 35 x 72 x 48 inches (89 x 183 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, London
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War Kite, after Samuel F. Cody, 1993
Kite: 34 x 80 x 48 inches (86.4 x 203 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, Switzerland
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Ladder Kite, after Joseph Lecornu, 1994
Kite: 53 x 18 x 48 inches (134.5 x 46 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of the artist
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Hexagonal Box Kite, after Alexander Graham Bell, 1994
Kite: 42 x 48 x 70 inches (107 x 122 x 178 centimetres) 
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Robert J. Shiffler Foundation, Ohio
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Multicell Square Box Kite, after Joseph Lecornu, 1994
Kite: 62 x 18 x 62 inches ( 157.5 x 46 x 157.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection
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Four Cell Tetrahedral Kite, after Alexander Graham Bell, 1993
Kite: 120 x 26 x 24 inches (305 x 66 x 61 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, Brazil 
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Circular Box Kite, after Lawrence Hargrave, 1994
Kite: 37 x 37 x 86 inches (94 x 94 x 218.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Dariush Ghatan, Stockholm
Courtesy Roger Björkholmen Galleri, Stockholm
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3 Flaix Kites, flown ‘in train’, 1994
Kites: 30 x 30 x 30 inches each (76 x 76 x 76 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection
Courtesy of White Cube, London
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Radial Winged Kite, after Alexander Graham Bell, 1994
Kite: 170 x 132 x 64 inches (432 x 335.5 x 162.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of the artist
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Kite, after Walter Brooks, 1993
Kite: 45 x 45 x 45 inches (114 x 114 x 114 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Sandra Gering, New York
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Box Kite, after Lawrence Hargrave, 1993
Kite: 68 x 18 x 58 inches 
(173 x 46 x 147.5 centimetres)
Photograph: 24 x 36 inches 
(61 x 91.5 centimetres)
Private Collection, New York

Compound Kite, after Samuel F. Cody, 1993
Kite: 29 x 61 x 37 inches (73.5 x 155 x 68.6 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Mikael and Pia Karlson, Stockholm
Courtesy Roger Björkholmen Galleri

Four Winged Box Kite, 1993
Kite: 35 x 72 x 48 inches (89 x 183 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, London

War Kite, after Samuel F. Cody, 1993
Kite: 34 x 80 x 48 inches (86.4 x 203 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection, Switzerland
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Multicell Square Box Kite, after Joseph Lecornu, 
1994
Kite: 62 x 18 x 62 inches 
(157.5 x 46 x 157.7 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Private Collection

Hexagonal Box Kite, after Alexander Graham Bell, 1994
Kite: 42 x 48 x 70 inches (107 x 122 x 178 centimetres) 
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Robert J. Shiffler Foundation, Ohio

Four Cell Tetrahedral Kite, after Alexander 
Graham Bell, 1993
Kite: 120 x 26 x 24 inches 
(305 x 66 x 61 centimetres)
Photograph: 24 x 36 inches 
(61 x 91.5 centimetres)
Private Collection, Brazil 

Ladder Kite, after Joseph Lecornu, 1994
Kite: 53 x 18 x 48 inches (134.5 x 46 x 122 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of the artist
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Kite, after Walter Brooks, 1993
Kite: 45 x 45 x 45 inches 
(114 x 114 x 114 centimetres)
Photograph: 24 x 36 inches 
(61 x 91.5 centimetres)
Collection of Sandra Gering, New York

Radial Winged Kite, after Alexander Graham Bell, 1994
Kite: 170 x 132 x 64 inches (432 x 335.5 x 162.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of the artist

3 Flaix Kites, flown ‘in train’, 1994
Kites: 30 x 30 x 30 inches each 
(76 x 76 x 76 centimetres)
Photograph: 24 x 36 inches 
(61 x 91.5 centimetres)
Private Collection
Courtesy of White Cube, London

Circular Box Kite, after Lawrence Hargrave, 1994
Kite: 37 x 37 x 86 inches (94 x 94 x 218.5 centimetres)
Photograph: 24 x 36 inches (61 x 91.5 centimetres)
Collection of Dariush Ghatan, Stockholm
Courtesy Roger Björkholmen Galleri, Stockholm
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Men On The Moon

Tranquility   1992
398 wax cylinders, recording machine, and transcript book
Tom Patchett Collection, Santa Monica, California

EVA  1996 
200 wax cylinders, recording machine, and transcript book
Collection of Dariush Ghatan, Stockholm, Michael Karlson, 
Stockholm, Peter Jansson, Stockholm and Roger Björkholmen 
Galleri, Stockholm
Courtesy Roger Björkholmen Galleri, Stockholm 

Rest Period  1998 
533 wax cylinders, recording machine, and transcript book
Courtesy of the artist and LFL Gallery, New York

Return  (Ongoing)
Projected: 250 cylinders, recording machine, and transcript book

Since 1990, I have been re-recording and re-transcribing 
the radio communications of Apollo 11 and NASA during 
their first journey to the Moon on July 20-21, 1969. For the 
recording process, I made a replica of the phonograph 
designed by Thomas Edison in 1877, the first sound 
recording and playing device. Edison’s phonograph 
recorded sounds onto wax cylinders. The replica also 
uses this mechanism. In Men on the Moon, the original 
audio archive of the Apollo 11 space mission is recorded 
onto wax cylinders. Each cylinder records approximately 
50 – 70 seconds of sound. Every one of these is dated and 
indexed by the second.

The complete project of Men on the Moon consists of 
four catalogued and successive chapters in accordance 
with the space mission: Tranquility, EVA, Rest Period, and 
Return. All chapters include a transcribed text-version of 
the recordings. When the four chapters are completed, 
this work will register in sound and text the 23 hours of 
radio communications that this space mission spent on 
the surface of the Moon, including the static and silent 
moments. To date, I have recorded and transcribed 19 
of the total 23 recorded-hours, realizing three of four 
chapters of Men on the Moon.
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•   Men on the Moon: Tranquility, installation view at Postmasters Gallery, New York, 1994
<  Phonograph recording and playing device for Men on the Moon, modelled after the original design by Thomas Edison in 
1877
<  Detail of wax cylinders of Men on the Moon
<<View of pages 6-7 of transcript book, Men on the Moon: EVA, 1996
>  Surface view of wax cylinder #399, from July 20 10:56:48 1969 to July 20 10:57:45, of Men on the Moon: EVA, 1996
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Rocinante
Bass drum, snare drum, cymbal, tambourine, 43 pipe organ, 
air pump, PVC pipes, monitor, computer device, solar 
panels 63 x 84 x 84 inches (160 x 213.5 x 213.5 centimetres)
Collection of Wim Delvoye, Belgium

2003

A musical automaton that pretends to be a satellite 
for all the countries that lack a space program. The 
body of the satellite is adorned with these countries’ 
flags. The sculpture is composed of musical instru-
ments such as drums, organ pipes and other per-
cussive elements,  driven by an air powered system. 
Rocinante is equipped with a small television monitor 
displaying a one-hour countdown, and when it reach-
es zero, the instruments begin playing a composition 
that intermixes the music from L’Internationale and 
Disneyland’s It’s a Small World After All. While it 
plays the monitor flashes the jumbled lyrics.

Ar - ise      ye   wor-kers                       from             your          slum -          ber

A      -          rise            ye                            pri    -    son    -     ers               of                   want

It’s          a           world           of             laugh    -     ter,            a          world       of       tears

It’s        a        world        of        hopes         and         a        world         of        fears

There’s                   so                    much                    that                    we                   share

That       it’s      time     we’re      a - ware,        it’s        a        small       world        af - ter       all

Ar - ise           ye        wor-kers                from                your             slum         -          ber

Ar - ise                   ye   wor-kers                  from             your          slum         -          ber
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A - rise                 ye                    pri           -           son         -           ers         of         want  

It’s                   a                  small                  world                           af - ter                    all

For       rea - son                   in               re   -    volt             now                         thun - ders 

And          at          last       ends           the              age                of can’t

A  - way     with all        your                    su -   pers  -  ti      -       tions

Ser      -    vile       mass     -     es         a          -          rise!                   a           -         rise!   

We’ll                       change        hence - forth                  the       old             tra - di - tion

Though     the         moun - tains         di - vide          and       the           o - ceans     are         wide

It’s                   a                  small                  world                    af - ter                    all

It’s                   a                  small                  world                           af - ter                    all



             And     spurn          the                   dust            to                win              the            prize 

It’s     a        small      world      af - ter     all,         so       com   -   rades          come         ral - ly  

            And           the            last                fight               let              us                  face

            There            is          just        one      Moon       and           one        gol -den             Sun, 

    and        a           smile        means        friend - ship              to   ev’ry                  one

             The              In - ter -na     -     tion     -    ale     u - nites      the    hu - man           race

There’s    so    much    that     we     share    that    it’s       time     we’re        a-ware

A - rise     ye          work  -   ers    from your...   Small       world      af - ter         all

A - rise     ye          work  -  ers    from your...   Small       world      af - ter         all





Electrical 
Disturbances
Apparently of 
Extraterrestrial Origin 
(Radiotelescope) 
Wood, copper pipe, short wave radio
328 x 13 x 13 feet (100 x 4 x 4 metres)

1995 – 1997

In 1933, Dr. Karl Jansky began an experiment in search 
of the source of static being picked up by telephone 
wires at the time. For his research, he created and 
used a giant antenna that eventually became the 
radiotelescope. After two years of listening to the static 
with this antenna, Jansky concluded that the stars 
were emitting radio waves causing the telephone 
wire interference. In his seminal text, Electrical 
Disturbances Apparently of Extraterrestrial Origin, he 
proposed that one could “see” the stars by “listening” 
to radio emissions, marking the beginning of radio 
astronomy. Drawing from his text, scientific research, 
and plans, I rebuilt Jansky’s massive radiotelescope. 
When exhibited a wire runs from this antenna into the 
exhibition space and is plugged in to a short-wave 
radio. The radio, which amplifies the waves of outer 
space that are received by the sculpture, is mounted 
on the gallery’s window as to create a visual and aural 
relationship between the antenna, the radio, and the 
transmission.  
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•     Electrical Disturbances Apparently of Extraterrestrial Origin (Radiotelescope), installation view, Irish Museum of Modern Art, Dublin, Ireland, 1997
<<  Detail of Paul Ramírez Jonas’ sketch plans for Electrical Disturbances Apparently of Extraterrestrial Origin (Radiotelescope)
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Album: 
50 State Summits
Unbound book with 55 pages, including cover page, 
table of contents, and mounted photographs
Dimensions per page:  24 x 19 1⁄2 inches (61 x 49.5 
centimetres); each photograph 20 1⁄2 x 16 3 4 inches 
(52 x 42.5 centimetres); edition of 3
Courtesy of the artist and LFL Gallery, New York

2002 – Ongoing

I have been hiking, climbing, walking, and sometimes 
simply driving to the highest point in each state of 
the United States of America. Upon reaching the 
highest point in each state, I hold or wave a flag that 
reads, “OPEN,” and take a self-portrait. This project 
takes the form of an oversized photo-album. For 
each state summit, there is a page with a caption 
indicating the location. If I have reached the summit 
in that state, the page includes a portrait and the date 
of my arrival. Locations yet to be visited also have 
their page, in anticipation to their corresponding 
photograph. 

This book lays out possibilities, influences my future, 
and provokes the continuation of this expedition. As 
in most of my works, I follow in other’s footsteps. 
I read existing texts, plans, maps and directions. 
Since my body or my hands retrace the trajectory 
of another, there is a possibility of experiencing the 
originator’s feelings and thoughts. 
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FIFTY STATE SUMMITS

1. ALABAMA, Cheaha Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2,407’
2. ALASKA, Mount McKinley . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 20,320’
3. ARIZONA, Humphreys Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 12,633’
4. ARKANSAS, Magazine Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2,753’
5. CALIFORNIA, Mount Whitney . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 14,494’
6. COLORADO, Mount Elbert . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 14,433’
7. CONNECTICUT, Mount Frissell . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2,380’
8. DELAWARE, Tower Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 448’
9. FLORIDA, Britton Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 345’
10. GEORGIA, Brasstown Bald . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,784’
11. HAWAII, Mauna Kea . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13,796’
12. IDAHO, Borah Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 12,662’
13. ILLINOIS, Charles Mound . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,235’
14. INDIANA, Hoosier Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,257’
15. IOWA, Hawkeye Point . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,670’
16. KANSAS, Mount Sunflower . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,039’
17. KENTUCKY, Black Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,139’
18. LOUISIANA, Driskill Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 535’
19. MAINE, Mount Katahdin . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5,268’
20. MARYLAND, Backbone Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3,360’
21. MASSACHUSETTS, Mount Greylock . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3,487’
22. MICHIGAN, Mount Arvon . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,979’
23. MINNESOTA, Eagle Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2,301’
24. MISSISSIPPI, Woodall Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 806’
25. MISSOURI, Taum Sauk Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,772’
26. MONTANA, Granite Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 12,799’
27. NEBRASKA, Panorama Point . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5,424’
28. NEVADA, Boundary Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13,143’
29. NEW HAMPSHIRE, Mount Washington . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6,288’
30. NEW JERSEY, High Point . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,808’
31. NEW MEXICO, Wheeler Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13,161’
32. NEW YORK, Mount Marcy . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5,344’
33. NORTH CAROLINA, Mount Mitchell . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6,684’
34. NORTH DAKOTA, White Butte . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3,506’
35. OHIO, Campbell Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,550’
36. OKLAHOMA, Black Mesa . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,973’
37. OREGON, Mount Hood . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 11,239’
38. PENNSYLVANIA, Mount Davis . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3,213’
39. RHODE ISLAND, Jerimoth Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 812’
40. SOUTH CAROLINA, Sassafras Mountain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3,560’
41. SOUTH DAKOTA, Harney Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7,242’
42. TENNESSEE, Clingmans Dome . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6,643’
43. TEXAS, Guadalupe Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 8,749’
44. UTAH, Kings Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13,528’
45. VERMONT, Mount Mansfield . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,393’
46. VIRGINIA, Mount Rogers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5,729’
47. WASHINGTON, Mount Rainier . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 14,411’
48. WEST VIRGINIA, Spruce Knob . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4,863’
49. WISCONSIN, Timms Hill . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1,951’
50. WYOMING, Gannett Peak . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 13,804’

ETCETERA

51. FURTHEST FROM THE EARTH'S CENTER (MOUNT CHIMBORAZO, ECUADOR) . . . . . . . . . . . . . . 20,561’
52. FURTHEST FROM HOME (POINT D’ENTRECASTEAUX,AUSTRALIA) . . . . . . . . . . . . . . . . . . . . . . 0’
53. 50 YEARS FROM CONQUEST OF MT. EVEREST (11:30 am MAY 29, 2003) . . . . . . . . . . . . . . . . . ?



•  Album: 50 State Summits, installation view at LFL Gallery, New York, 2003
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The inventiveness of Paul Ramírez Jonas is manifested 
in his continual engagement with technology and 
ideas of technological progress. Significantly his 
work is often low-tech or transparently mechanical 
in nature, embodying redundancy. “My brother was 
a tinkerer,” he writes, ”and I just watched. And of 
course I wanted to be like my brother, I was good 
at taking things apart, but I couldn’t put them 
back together again.” A sense of futile endeavor 
has pervaded his subsequent artistic practice as 
has an almost perverse celebration of failure, the 
unwritten history of technology providing a basis for 
meditations on much broader concerns; in particular, 
the passage of time, memory and loss.

The exhibition Heavier than Air. Paul Ramírez Jonas 
includes five sculptural pieces made by Ramírez 
Jonas during 1993-94 for a project poignantly 
entitled Heavier than Air.  They are replicas of kites 
from the turn of the twentieth century designed by 
inventors such as Alexander Graham Bell, Walter 
Brooks and Lawrence Hargrave. Originally intended 
as prototype flying machines, their development was 
quickly abandoned following the Wright Brothers’ 
breakthrough in manned flight. The replicas constitute 
an homage to forgotten scientific achievement, as the 
artist explains: “Although in our eyes they seem unable 
to fly, they flew in the past and are able to fly now.” 
Attached to each kite is a clockwork camera that 
takes a photograph of him standing on the ground 

below, the string providing an umbilical connection 
with the sky. The image of the artist, isolated in an 
expansive landscape, conveys an aspiration to some 
transcendental condition, a modernist romanticism 
whereby the tyranny of natural forces is broken by 
technology. 

In a more recent work, shown here, Ramírez Jonas 
attempts to move beyond the normal constraints of 
time and space, to prolong the hours of daylight by 
driving into a sunset. Shot through the windscreen 
of a moving car, A Longer Day essentially is a film of 
a fading horizon.  The day is lengthened by almost a 
minute. The effort is, of course, ultimately hopeless 
– we are all continually lengthening and shortening 
our days in equal measure as we travel east and 
west, perhaps even occasionally tripping over the 
international date line– but we readily identify with 
an individual travelling hopefully. The artist’s drive 
west is at once an assertion of human mortality, a 
desperate dash of someone not going gently into 
night, funny and sympathetic.

This exhibition thus gives rise to a wealth of meaning 
as we have the privilege to engage with it actually as 
something in our space and our time. In addition, it 
communicates a spirit of generosity that is matched by 
the artist’s relentless spirit of adventure and inspiring 
vision for which we are particularly grateful.

Foreword
Jonathan Watkins

105



KG 
I am thinking about your handmade kites (Heavier 
than Air, 1993-1994), the musical satellite (Rocinante, 
2003), and your ongoing project to climb to the 
highest points in the fifty states of America (Album: 
50 State Summits, 2002–), and one thing that comes 
to mind when surveying the work is your devotion 
to a do-it-yourself [DIY] aesthetic or mode of 
creation. While for some artists this can be an end 
in itself—as a didactic or moralising proposition 
that tries to persuade the viewer to adopt a political 
position, be it anti-technology, anti-establishment, 
anti-capitalism, or whatever—it seems that your 
particular methodology emphasizes the empirical 
and personal nature of experience. In trying to 
prolong your day by chasing the sunset (Longer 
Day, 1997), capturing your image in an aerial 
photograph taken from a flying kite, or trekking to 
and then proclaiming each state’s highest summit to 
be “open,” your participation is crucial. You are often 
the art’s focal point. Thus, I am wondering whether 
you might like to take a moment to discuss how you 
describe or define your audience and the nature of 
their experience with your work. 

PRJ 
If the work were to be made just for me, it wouldn’t 
need a form. It could remain immaterial. It is the 
presence of a viewer that necessitates form. As 
an artist, my most basic premise is that the viewer 
precedes the existence of the work. Paradoxically, 
I also believe that the viewer remains unknowable. 
That is why I often use an aesthetic strategy that I call 
“the wide spectrum treatment.” For example, much of 
my work has a performative aspect to it. Sometimes 
I present the viewer with a potential performance, as 
with Magellan’s Itinerary (1995), which is simply a 
flight reservation. At other times, the work does a live 
performance, like in Rocinante, or for a performance 

by the viewer, as in His Truth Is Marching On (1993), 
where the audience can use the sculpture to play a 
song. And sometimes, a performance has taken 
place and is presented as a discrete object, as in 
Heavier than Air or Men on the Moon (1992–). This 
multiplicity of approaches addresses what I imagine 
are the different temperaments of the viewer, and in 
it I recognize that one size does not fit all.

The DIY aesthetic draws the viewer in a different 
way. I don’t want to mystify my making. Rather, I 
want it to inspire. I don’t want people to say, “my 
kid could do this.” I want them to think that they can 
do it or even better: that they can fail in this way, 
too. I want them to realise that at times we may be 
interchangeable. Thus, for Heavier than Air I did not 
use historically accurate materials, nor did I use rare 
or uncommon resources. Instead, I took a pragmatic 
approach. I purchased all the materials at a local 
hardware and fabric store. I wanted it to be clear how 
it was made, how easy it was to remake a historical 
kite. I always have the faint hope that someone will 
make the piece for himself or herself, much in the 
same way that I remade the work of someone else. 
How many people have made the same object, 
and how different are they from one another?
 

KG
I must admit that ever since I saw your video Longer 
Day, it is impossible for me to drive toward a sunset 
without stepping on the gas just a little bit harder. In 
this way, your work has affected my consciousness 
in everyday experience. Yet, in attempting this, I 
can also say that I experience a sense of futility 
suggested by the impossibility of ever successfully 
cheating time. The same can be said about your 
re-creation of such failed inventions or projects 
as the kite designs of Alexander Graham Bell and 
Lawrence Hargrave, which never fully realised their 
desire to achieve human flight. The same is true for 

the impossible, albeit utopian, mission assigned to 
Rocinante, your homemade satellite dedicated to 
all the countries without space programmes that is 
supposed to be launched into orbit to serenade the 
heavens with musical renditions of “L’Internationale” 
and “It’s a Small World.” With these works in mind, 
I’d like to ask you to elaborate about these “failures” 
and the implication that there is, perhaps, an element 
of “folly” in your work. I am referring to the kind of 
intentional folly one finds in baroque gardens and 
picturesque ruins that were designed to entertain, 
while simultaneously demonstrating the folly and 
humility of their owner.  

PRJ
Your question makes me wonder if folly means 
finding the humor in futility. Most human actions 
fall outside of history. Inventing a quasi-aeroplane, 
brushing one’s teeth, and freezing to death on the 
way to an abstract spot in the map all occupy 
the same non-hierarchical space outside of the 
master narrative. I am deeply in love with this pile 
of events that refuse to become a story. I imagine 
we all recognize our own un-heroic lives in this pile. 
Likewise, there is some terror involved, because it 
truly is the pile of oblivion. I sometimes have the 
perversely pleasant feeling that I am in some sort of 
rescue mission that is so improbable that it will also 
end in that pile. It is very sad, really.

KG
For me, this aspect of folly adds a layer of humility 
and, therefore, humanity to your artistic project, and 
by extension to the human intellectual enterprise in 
general. Your art taps into the endless possibilities 
that lay dormant in the hardware store or the home 
workshop. I am left with the sense that if these and 
other projects can all be re-created with readily 
available materials, as you have done; perhaps we, 

the public, can be tempted into realising not only past 
projects, but contemporary or even futuristic ones. 
In essence, the past becomes a catalyst toward an 
active present and future. This realisation throws 
me back to Anything But the Present, the public 
conversation that we had during your exhibition at 
Beaver College in 1998 where we discussed your 
interest in re-creating past works. At that time, I 
asked if you were afraid of the present or the future. 
I now realise that by provoking action, which is the 
essence of being in the here and now, your art is 
actually an expression of the present moment if not a 
call to “Arise ye workers from your slumber” for “it’s 
a small world after all.”  

PRJ
I remember that question, and I remember that it 
rattled me a bit. It is the future or, more precisely, 
death that I am terrified of. Since Anything But the 
Present, I have come to think more and more that 
the future, or the time when I will no longer exist, is 
not unlike the time before I existed. The past and the 
future are not all that different; but why do we fear 
one more than the other? The exciting thing about 
this train of thought is that it is opening the future, 
science fiction, and utopia as new areas to make 
work from. Your reading of my attitude toward the 
present is very generous, but as you can see, my 
attitude remains one of “anything but the present.”

The Empiricist’s New 
Clothes
Paul Ramírez Jonas in dialogue with Kirby Gookin   
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During what we could broadly call modernity, the 
idea of the inventor, the discoverer, and the artist 
has embodied the prospect of innovation, the search 
for the unknown, and the avant-garde. We tend to 
imagine these figures alone and obsessed, tirelessly 
pursuing exorbitant goals, yet they were emblematic 
of the possibility of revolutionising our world, both 
materially and symbolically. This utopianism is most 
evident in the case of the scientific inventor, whose 
experiments aspire to radically modify the way we 
live. The scientist’s achievements would mark a 
before and after, a concrete betterment of human 
life. They would feed “Progress.”

It was from the mantle of the scientist that the modern 
artist inherited the idea of the experimental as the 
path to the new, but the efficacy of that premise was, 
in the case of the artist, reduced to the realm of the 
symbolic. Because of this fundamental limitation, 
Theodor Adorno maintained that the modern work of 
art was determined by an impossibility of utopia. 

Paul Ramírez Jonas’s work reclaims something 
of the optimism and heroic excessiveness of the 
experiments and discoveries of the late nineteenth 
and early twentieth centuries. Since the beginning 
of the 1990s, the artist has echoed the ambitions of 
certain inventors and discoverers from past centuries 
by methodically reconstructing their prototypes 
or pursuing their challenges based on historical 
accounts. And yet, as Ramírez Jonas painstakingly 
re-enacts those grand moments, he simultaneously 
strips himself of all pride by deliberately yielding 
the singularity of the experience to another “I” and 
to another time. In the work that he has developed 
in recent years, the historical role of the inventor 
and the discoverer collapse, and this breakdown 
coalesces with the artist’s performed anti-heroism: 
his tasks are practically reduced to reading a 
script, reconstructing, copying, following another’s 
footsteps. “I am a good student of the 1980s, 

A Leap Backwards into
the Future
Inés Katzenstein

particularly in considering the idea that originality 
does not exist,”1 Ramírez Jonas says. “The map is 
closed, originality dead, invention futile, progress 
suspect. And why should more be done? Why 
add to the excess? We are sitting on a rich bed of 
fragments, most of them unread. There are enough 
pre-existing texts already.”2 Like the character in 
“Pierre Menard, Author of the Quixote,” a story 
by Jorge Luis Borges, which was a key reference 
for a number of appropriation artists working 
during Ramírez Jonas’s formative years, the artist 
has almost defined his artistic practice through 
the humble ambition of replicating other people’s 
achievements. His is a paradoxical gesture that aims 
to produce a signature through different exercises of 
the capitulation of the “I”.

For Men on the Moon, a work begun in 1990, 
Ramírez Jonas reconstructed the phonograph 
designed by Thomas Edison in 1877, the first 
machine that could record and emit sounds. 
Edison’s phonograph had two diaphragm-and-
needle units, one for recording the sound vibrations 
onto a metal cylinder covered with tin foil and one for 
playing the sound back. Edison’s new phonograph, 
which operated with wax cylinders instead of tin-foil 
surfaces, was praised as a paramount innovation. 
But it had a serious limitation that soon made it 
obsolete and forgotten (this limitation was one of 
the main attractions for Ramírez Jonas). These 
cylinders are able to store sixty seconds of sound 
for a (supposedly) endless period of time. However, 
when the sound is released, it is erased: to listen to 
the sound once stored on the cylinder is to lose it. 

When Ramírez Jonas first heard the sound playing 
from the old failed phonograph he had reconstructed 
(“reconstruction” here meaning the ability to 
reproduce not only the machine as object but also its 
performance), he immediately thought of the research 
he had already begun on Apollo 11’s expedition to 

the moon. He then began a still-unfinished process 
of mutual infiltration of the two stories; through the 
phonograph designed by Edison, he rerecorded the 
twenty-three hours of radial communications that 
were transmitted on 20 July and 21 July, 1969, from 
Apollo 11 to NASA during its expedition to the moon. 
The installation of Men on the Moon include a series 
of shelves that exhibit hundreds of handmade wax 
cylinders, the Duchampian-looking reconstruction 
of Edison’s phonograph, and three books made by 
the artist containing the transcripts of those twenty-
three hours of sound. Relating to the conceptual 
work of the 1960s, the installation presents the 
same information in three formats: the recording of 
Apollo 11’s expedition onto wax cylinders; a minute-
by-minute literal transcription of the conversations 
between Apollo 11 and NASA; and the technical 
instrument (the phonograph reconstructed) required 
to listen to the cylinders’ recordings.

Between 1993 and 1994, Ramírez Jonas created 
Heavier then Air, which consisted of meticulous 
reconstructions of nineteenth-century kites made 
as precursors to the aeroplane by inventors such 
as Samuel F. Cody, Lawrence Hargrave, Joseph 
Lecornu, and Alexander Graham Bell. He re-created 
a series of twelve kites in their original sizes and 
materials (wood and fabric), attaching to each one a 
small, disposable camera. On windy days between 
1993 and 1994, the artist flew the kites one at a time 
from a beach west of John F. Kennedy International 
Airport, on Long Island. Through a triggering 
mechanism, the cameras captured aerial shots after 
fifteen minutes of flight. Each kite is then exhibited 
along with the aerial photograph taken during its 
flight. These photographs depict a shoreline, the 
kite’s string that connects the device to the artist, 
and, in most cases, the silhouette of the artist in the 
distance, as small as a dot, standing on the empty 
beach while manoeuvering the kite. If there are two 
performative instances in this work (to build, to fly), 

these photographs absurdly document the flying 
moment in reverse.  By portraying the artist on the 
ground holding the string instead of the kite in the 
sky, these pictures register the solitary act of a 
paradoxical author, thus functioning as a kind of coy 
signature. The object is not the kite, but the artist 
engaged in his performance.

Placed on the floor of a gallery, inert, rigorous, and 
bold, the reconstructed kites have the resonance 
of a monument. It is through the sculptural aspect 
of these eccentric devices (i.e. their materiality 
and form) that we immediately connect them to 
something temporal, to the idealistic pragmatism 
that they were based on and that we, today, seem 
to have lost.   

Because of the anachronism of the artifacts 
reproduced and the way in which the artist presents 
them, Men on the Moon and the various kite 
sculptures of Heavier than Air can be considered 
exercises of superimposed identification with both 
the history of technology as well as with certain 
chapters of recent art history.

When the artist makes the artifact work, there 
is, in his experience, a restitution of the feeling 
of “revelation” inherent to the original discovery. 
During the re-enactment, “you are a hostage of 
time,” says Ramírez Jonas. And he continues, 
“When the invention works, you are as happy, as 
if you had really invented it. When you reconstruct 
something from scratch, you cannot be ironic about 
it. As I reproduce these acts, as I read the text, as I 
reach the summit, I have feelings and thoughts that 
must sometimes overlap with the original—when 
that happens, who am I?”3 For the artist, the act 
of building something old and making it work 
again confirms the pre-eminence of an immutable 
objectivity over the changes of the temporal. Through 
these acts of reconstruction and re-enactment, he 
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proves that some things are impervious to time and 
that as a subject at a specific moment in history, he 
actually fades away.

Another way in which his practice connects with 
history comes from the fact that several of his works 
refer directly to American art from the late 1960s and 
early 1970s. This is evident in the fascination with 
display, quantification, and perception of time that 
is characteristic of conceptual art, especially in the 
case of Men on the Moon. Another clear link to this 
period is Ramírez Jonas’s interest in the formalism 
inherent in early technological inventions, an interest 
that seems to be directly informed by the work and 
writings of artist Robert Smithson: his bizarre retro 
futurism and particularly the kind of connections he 
used to make, for instance, between designs by 
Graham Bell and Buckminster Fuller. 

An analysis of Ramírez Jonas’s projects is further 
complicated when one considers the type of 
inventions that he chooses to replicate. While 
Edison’s phonograph and the inventor’s kites might 
have advanced the history of a given aspiration, they 
were not turning points in those histories. These 
artifacts did not revolutionise in the way that their 
creators had hoped. They were flawed, incomplete, 
or simply surpassed by later developments that made 
these predecessors obsolete. In an evolutionary 
conception of history, these technological relics—
proto-recorders or proto-aeroplanes—are located 
in a time before the origin, they are what took place 
before the object achieved both the indispensable 
utility of the commodity and its name (the recorder; 
the aeroplane, etc).     

The entropic mood that Smithson saw in the work 
of his contemporaries—in his own words, “mistakes 
and dead-ends often mean more to these artists 
than any proven problem,”—also characterises 
Ramírez Jonas’s inclination toward failures.4  In 

this sense, not only does he shake the notion of 
the artist as innovator by being a plagiarist, he also 
does so by selecting objects that are near-misses, 
failed innovations, almost milestones in the history 
of Progress. In this respect, if it is true that Ramírez 
Jonas identifies with the artist as handyman, and 
that he, like Chris Burden, insists on “actuality, on 
doing something, really,”5 he does so by abolishing 
the idea of authorship. If Burden’s fantasy while 
designing and putting together his ultralight B-Car 
(1975) was “to add the name of Burden to the list of 
Ford, Honda, Bugatti, [or] Citrôën,”6 Ramírez Jonas 
has no interest in the genius of his own creations 
(however practical they may look to an art audience) 
but rather in other people’s failed creations. His is a 
movement of double removal from genius. 

That Second, the Earth Stood Still

Ramírez Jonas later produced a series of projects 
on the same premise as his reconstruction works 
(mainly, repeating certain things or actions) but which 
are not literal reconstructions or reenactments. Like 
the Apollo 11 or the invention of the aeroplane, there 
is another body of work by Ramírez Jonas inspired 
by one of the most astonishing expeditions in human 
history: Ferdinand Magellan’s circumnavigation of 
the globe in 1519–1522.7 But in Magellan’s Itinerary: 
A Reproduction (1995), Longer Day (1997), and 
Another Day (2003), the artist addresses only 
Magellan’s mandate to “go west.”  

Using the name Ferdinand Magellan, Ramírez 
Jonas called the travel agency Worldtek Travel 
in Connecticut to reserve a series of connecting 
flights that would take him as close as possible to 
each of the locations where Magellan landed in his 
expedition. Departing from Seville, Spain, on 15 
February, 1995, the flight itinerary includes almost 
forty airports spread across the coasts of South 

America, Oceania, and Africa before returning to 
Seville on 10 April, 1995; the itinerary entails almost 
two months of uninterrupted travel. Magellan’s 
Itinerary: A Reproduction consists of the six printed 
pages of the flight itinerary as prepared by Worldtek 
Travel. This piece marks a crucial moment in Ramírez 
Jonas’s career, as he decides that the actual re-
enactment of the journey is not necessary. Like the 
sound of the Apollo 11 conversations recorded on 
Edison’s cylinders, this piece is the pure potentiality 
of the trip: the idea of the heroic journey translated 
into the bureaucratic code of contemporary tourism.   

Longer Day is another work based on Magellan’s 
initiative of “going west.” Ramírez Jonas woke up 
at dawn in New York and drove west until sunset. 
Just before sunset began, on a flat highway in the 
Midwest, he shot a video from the car’s window 
“rushing to meet the sun in a vain attempt at making 
the day last forever.” Unlike Magellan’s Itinerary : A 
Reproduction, here the challenge is not spatial, but 
temporal: to gain time by moving west. The profits, 
alas, are meagre considering the effort: In his journey 
westward, Ramírez Jonas shot twenty minutes of the 
sunset while driving and, in the process, gained one 
minute of sunset (had he stood still in the car park 
when the sun started to set, the sunset would have 
lasted one minute less). Even though this work takes 
to an extreme a romantic trope par excellence—the 
melancholic fixation on the scene and duration of the 
sunset—it actually points to an economic issue: the 
disproportion of the profit-effort equation implicit in 
an experimental practice. In a world in which “making 
the most” of your time is the basis for a rational 
life, the artist’s endeavor, i.e. his race against the 
inevitable sunset, is emblematic of a stubbornness, 
which, however revolutionary it may turn out to be, is 
based on a nonsensical kind of calculus.  

Another Day, the third piece that departs from 
Magellan’s idea of “going west,” takes this 

opposition between romanticism and quantification 
to a different level by means of the conceptual 
strategy of addressing an absent image through 
an administrative language. The work consists 
of three video monitors that track, through an 
almost identical airport arrival-departure display, 
the moment of sunrise in ninety cities around the 
world. Each monitor displays a list of cities, the one 
on the top indicates the location where the sun is 
currently rising. The other cities are lined up, waiting 
for sunrise. The perpetuity and pointlessness of the 
device becomes almost comic: a mixture of an every-
day-is-another-day optimism and an exasperating 
reminder of the inexorable passage of time.  
 
Is there more to this predilection for failure than a 
critique of a conception of history as an escalating 
succession of discoveries and conquests? Is it not 
in the failed enterprises and dead-ends that one 
can better perceive the exorbitance of individual 
obsessions and, therefore, the prospect of utopia? 
These works, with their insistence on old fantasies 
and challenges, address a contemporary lack of 
hope, which, not paradoxically, is transfigured onto 
our time’s technological arrogance. As Martha 
Rosler recently wrote, “Obsolescence and the 
obsolete, making their millionth reappearance in 
this period without horizons (if not dystopian fears), 
may represent the effort of the moment to break the 
hypnotic tranquility of silent assent to the internal 
order of things.”8    

Adorno, in connecting this referred absence of 
horizons to the problem of art that these works 
identify, usefully writes: “The concept of originality, 
which is that of the originary, implies the very old as 
well as that which hasn’t existed yet; it is the trace of 
art’s utopianism.”9 If Ramírez Jonas’s works seek to 
recover certain individual figures who were close to 
a moment of genius (but didn’t reach it) and restitute 
the existence of certain almost revolutionary artifacts, 
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they do so by suspending the impulse to invent that is 
intrinsic to modern artistic creation; and through that 
suspension, they signal the impossibility of utopia 
in contemporary artistic practice. He works on the 
artistic and technological closure of innovation and 
originality. And he does so with a joyful pragmatism, 
firm on the task of identifying himself with those who 
did not give up the risk of imagining something new 
and, at the same time, full of a sadness that comes 
from having only nostalgia as the path for the future.
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SAS
In a way, your work is extremely romantic. Somehow 
you make sculptures to freeze, contain, or go back in 
time. Tell me how this began. Tell me about the first 
sculpture you ever made.

PRJ
There are so many options to point out as my “first” 
sculpture! There is, for example, the first sculpture 
I made while I was in art school, but I don’t want 
to put you to sleep. To answer this question, I 
prefer to tell you a story: one of my first memories 
is the bombing of my hometown, Tegucigalpa, 
Honduras, by the Salvadoran Air Force during the 
summer of 1969. A third of their air force fleet (a 
total of two single-engine propeller fighter planes!) 
was sent to bomb Tegucigalpa’s airport. With the 
exception of the airport, which was lit as bright as 
a sunny day, the entire city went into a blackout. 
The whole neighborhood was out on the streets 
or in their gardens waiting for the bombing. But the 
bombs missed their target by several kilometres, 
and no one was able to see them or hear them. 
Many years later, as a teenager, my friends and I 
spent countless afternoons riding our bikes near the 
airport in search for the mythical bomb craters. We 
never found them. The candid and genuine desire to 
locate these incidental earthworks—alleged mythical 
war remnants that, to this day, I am unsure ever 
existed—is the earliest thing I did that I can relate 
to sculpture. 

SAS
It is like trying to contain the impossible. You 
concentrate on the event pressed between 
its success and failure, between existing and 
disappearing. I think this is the phantom that really 
exists in your sculptures—a type of beauty found 

Routes
Paul Ramírez Jonas in dialogue with Sandra Antelo-Suarez  
 

in the instant or space between the creation and 
erasure of something. In your new work, you use 
yourself as the re-visitor to places originally visited 
by a “hero.” What takes you on those routes?

PRJ
Being pressed between existence and disappearance 
can generate a wonderful image but also a terrifying 
one. Disappearance is a void that is both seductive 
and entrapping. The thought of it affects me, causing 
very strong and confusing emotions. So it is a fear 
of sorts, say, of disappearing, that takes me to these 
routes. As I revisit other’s journeys, I may disappear 
into anonymity; however, I also inscribe myself into 
an existing route. I guess I prefer disappearance to 
the immaterial. Disappearing implies prior existence. 
The immaterial, on the other hand, conceals an 
underlying puritanism that rejects the pleasure of 
form. It has taken me a long time to differentiate 
between these two concepts.

112 113



DB
You once gained a minute of sunset by driving 
west on a freeway. This preoccupation with the 
inevitable trickling of time points tenderly to the 
heart of human condition. Humankind might be the 
only living species on Earth who is aware of its own 
dying. By keeping the discussion of immortality alive, 
every culture has developed its unique ways of 
extending life into eternity. The idea of progress itself 
can be seen as a time-gaining project. Ever since 
God “died” (only to be replaced by the paradigm of 
science and technology), individuals have been trying 
to rescue a few more seconds from the everlasting 
nothingness of eternity. The perpetual technological 
advancement of the speed and efficiency of travel, 
communications, and information flow are few of the 
many attempts to prolong life. Projecting our minds 
into machines that do not enter biological cycles 
or breaking nature’s codes to ensure continuous 
renewal are both telling manifestations of our fear 
of death.

I think you act as a reader of civilization and 
its evolution, of its numerous texts, charts, and 
inventions. But you face history and mortality with 
a kind of tender bitterness. Or is it that you face 
temporality with a hidden passion for the inevitable? 
(I am reminded that Jorge Luis Borges looked 
at the stars as individuals. He remarked that, as 
all individuals, stars also perish.) What do you 
think happens when you retrace others’ attempts 
to transcend humans’ natural limitations beyond 
individual time?

Everybody 
One at a Time 
All the Time
Paul Ramírez Jonas in dialogue with Daniel Bozhkov   

PRJ
I think that when I retrace other’s endeavors, I am 
not merely making a copy. In a very real sense, I 
become implicated and imagine that I am sharing the 
similar feelings and thoughts as the original source. 
Something quite frightening happens in this process. 
In some measure, individual time is destroyed. What 
I mean is, while at first I might be seeking to regain 
time or to recapture the past, what often happens 
is that the distance between the past and present 
is blurred. This does not only happen by making my 
work. Sometimes I get the same feeling when I go to 
a museum and see an extremely old object that still 
today has traces of its making. In a few instances, 
I can feel an overwhelming feeling of identification 
with its maker. I can be taken over by a lack of 
differentiation between myself and that other me of 
a couple of thousand years ago. 

DB
Are you rewriting existing technological developments 
in order to redistribute potential benefits, as in 
Rocinante (2003), where you give a place on your 
spacecraft to the nations that lack a space programme?

PRJ
I don’t want to be outside of history. It is not so 
much that the nations of the world that are being 
incorporated into the story as much as I am, the 
individual. I often use myself in this doubling way: 
It is an “I” that could easily be you. For example, in 
most of my photographs, like those from Album (50 
State Summits) [2002–], or the photographs taken 
by the kites of Heavier than Air (1993–1994), I am 

obscured, small, or facing away. I am a figure that 
is standing in a place where someone else stood, 
and where you may stand as well. In other works, 
like 100 (1995), I wanted “portraits,” not “figures.” I 
took one hundred portraits of one hundred different 
people, from newborns to age ninety-nine. In other 
words, the first photo shows a baby of age zero, the 
second a one-year-old, the third a two-year-old, and 
so on, until the last portrait shows a ninety-nine-year-
old person. The viewer sees the timeline and may 
find “their” place within it. One can project the span 
of one’s own life (one’s past, present, and future) 
into all the individual faces. It is similar to the use of 
myself in the work, because the individual, although 
unique, becomes interchangeable.

DB
Are you saying that this interchangeability is a kind of 
Borgesian realisation that “one man is another man”?

PRJ
Although I find this idea very threatening and I would 
like to disagree with it, my work often puts me in a 
position of interchangeability and identification with 
another. I want to believe in individuality, and that 
uniqueness is possible. But then again, how unique 
is the sunrise? 

DB
Do you think that your projects are affected by the 
unfulfilled goals embedded in them? Are they better 
by not completely or efficiently delivering on their 
promise? Who, or maybe what, is the ghost in your 
video Ghost of Progress (2003)?

PRJ
The Concorde, which is the protagonist of the Ghost 
of Progress, runs out of time. This plane embodied 
an idea of progress. It was a literal manifestation 
of these ideals. It was proof that we had the 
technology, if not the will, to create that future. It kept 
flying well past the time when people believed in the 
future and became both nostalgic and futuristic at 
the same time. In the end, everyone was sad to see 
it retired, but no one could afford to keep it flying. In 
this video, the ghost flies (but never lands) across an 
undefined city that, like many places in the world, has 
simultaneously given up and kept the faith.
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1965

Born in California, raised in Honduras

1974

Flies first kite

1977

Begins taking English language classes at the 
Instituto Hondureño de Cultura Interamericana

1983

Moves to the United States of America
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Timeline
Paul Ramírez Jonas

Biography

Solo exhibitions

Group exhibitions

Works and performances in collaboration



1984

Takes computer science class with 
Andy Van Dam

Learns printmaking with Jane Kent

1986

Takes an art class with Kenneth Baker

1987

Graduates with a Bachelor of Arts in Studio Art 
from Brown University, Providence, Rhode Island

Studies under Tom Lawson and Roni Horn. Meets 
artists Janine Antoni and Spencer Finch. 

1988
Begins collaborations with Spencer 
Finch. Circles Spain on a bicycle

Collaborative performance and installation 
with Spencer Finch at Sol Koffler Gallery, 
Providence, Rhode Island 
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1989

Graduates with a Master of Fine Arts in Painting 
from the Rhode Island School of Design, 
Providence, Rhode Island

Moves to New York City. Begins working at 
BACA Downtown, Brooklyn Council for the Arts, 
New York, and becomes its visual arts curator in 
1990

1990
Spencer Finch facilitates the acquisition 
of the Collier’s Encyclopedia

Becomes visual arts curator

1992

Participates in a summer Artist in Residence 
programme with Fred Tomaselli, Laura Miller, and 
Janine Antoni at the Art Awareness, Lexington, New 
York. Flies first kite as art.

AMANAPLANACANALPANAMA, 
Artists Space (Underground Project 
Room), New York, NY

Christopher Grimes Gallery (Project Room), Santa 
Monica, California

Whirligig, White Columns, New York, NY

Selections 49, The Drawing Center, New York, NY

Selections From The Sculpture 
Center’s Unaffiliated Artist Slide File, 
The Sculpture Center, New York, NY

Brooklyn, Jack Tilton Gallery, New York, NY

Improvements? On the Ordinary, Randolph Street 
Gallery, Chicago, Illinois

Fluxus Attitudes, The New Museum, New York, NY 

Detour, International House, New York, NY

Containment, performance in collaboration with 
Spencer Finch at Brown University, Providence, 
Rhode Island

Book Smelling, performance in collaboration 
with Spencer Finch, Benefit Street Post Office, 
Providence, Rhode Island

Masterpieces Without the Director, self-guided 
audio tour for the Metropolitan Museum of Art, New 
York made in collaboration with Spencer Finch. 
Commissioned by Creative Time Inc., New York, NY

Enemies of Promise, performance in collaboration 
with Spencer Finch at 142 Greene Street, New 
York, NY 

Telephone, performance in collaboration with 
Spencer Finch at Jack Tilton Gallery, New York, NY

1991
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1996

Teaches a fall semester at 
New York University, New York

1997

Teaches at Rhode Island School of Design, 
Providence, Rhode Island (until 1998)

1998

Meets artist Daniel Bozhkov. 
Climbs tallest mountain in Vermont.

1999
Artist in Residence International Studio Programme 
in Stockholm, Sweden

Teaches a fall semester at California Institute of the 
Arts (Cal Arts), Valencia, California

1995

Meets artists Patrick Killoran and 
Anissa Mack. Stops working at 
Sarabande Press, New York.

Heavier Than Air, Postmasters Gallery, 
New York, NY

Heavier Than Air, White Cube, London, England

Studio Guenzani, Milan, Italy

Roger Björkholmen Galleri, Stockholm, 
Sweden

Postmasters Gallery, New York, NY

Postmasters Gallery, New York, NY

Not the New, Not the Old, but the Necessary, 
Beaver College Art Gallery, Glenside, Pennsylvania

Roger Björkholmen Galleri, Stockholm, Sweden

Jack Tilton Gallery (Project Room), New York, NY

Space of Time. Contemporary Art of the Americas. 
The Americas Society, New York, NY; Center for 
the Fine Arts, Miami, Florida (1995)

Fever, Exit Art, New York, New York; Wexner Art 
Center, Columbus, Ohio (1994)

Nancy Megford, Gay Outlaw, and Paul Ramírez-
Jonas, New Langton Arts, San Francisco, 
California

Add Hot Water, Sandra Gering Gallery, New York, 
NY

American Gothic, Art in General, New York, NY

Projects: Ceal Floyer, Ellen Gallagher, Paul 
Ramírez Jonas, Wolfgang Tillmans, Gillian 
Wearing, Yukinori Yanagi, Irish Museum of 
Modern Art, Dublin, Ireland 

A Quality of Light, organized by St Yves 
International, Cornwall, England, with The Newlyn 
Art Gallery, Tate Gallery St Ives, and inIVA, 
London, among other venues.

NYSP, Galeria Camargo Vilaça, Sao Paulo, Brazil

Lost in Thought, Manes, Prague, Czech Republic

Paul Ramírez Jonas and David Shaw, Christopher 
Grimes Gallery, Santa Monica, California

Threshold, Fundacio Serralves, Oporto, Portugal

Campo ’95, part of the Venice Biennial 95, 
Venice, Italy

Volatile Colonies, part of Africus: Johannesburg 
Biennale, Johannesburg, South Africa

Signs and Wonders, Kunsthaus, Zurich, 
Switzerland; Centro Gallego de Arte 
Contemporáneo, Santiago de Compostela, Spain

Contrafigura, Studio Guenzani, 
Milan, Italy

Inclusion: Exclusion,  Künstlerhaus, 
Graz, Austria

Between the Acts, Icebox, Athens, 
Greece; C/O Gallery, Oslo, Norway

Duration and Whenever, Angles Gallery, Santa 
Monica, California 

Panorama 2000, Centraal Museum, 
Utrecht, Holland

Applesauce, performance in collaboration with 
Spencer Finch at Real Art Ways, Hartford, 
Connecticut

Apples and Oranges, performance in 
collaboration with Spencer Finch at The 
Gramercy International Contemporary 
Art Fair, The Gramercy Park Hotel, New 
York, NY

Sendero, photograph in collaboration with 
Janine Antoni

Always New, Always Familiar, two-channel video 
installation in collaboration with Janine Antoni

1993

1994

Speed, Whitechapel Art Gallery, London, UK; 
The Photographer’s Gallery, London, United Kingdom 

Double Trouble. The Patchett Collection, Museum 
of Contemporary Art, San Diego; Instituto Cultural 
Cabañas and Museo de las Artes in Guadalajara, 
Mexico

Disappearing Act, Leslie Tonkonow Artworks + 
Projects, New York
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2002

Participates in the Artist in Residence 
programme at Edith Cowan University, Perth, 
Australia. Teaches a summer course at the 
School of the Museum of Fine Arts, Boston, 
Massachusetts. Participates in the Artist in 
Residence programme of the Atlantic Center for 
the Arts, New Smyrna Beach, Florida.

2003

Begins teaching at Bard College, 
Annandale-on-Hudson, New York

The Earth, Seen From Above, LFL Gallery, New 
York, NY

Roger Björkholmen Galleri, Stockholm, Sweden

The Earth, Seen From Above, Feldman Gallery, 
Pacific Northwest College of Art, Portland, Oregon

Heavier than Air, Ikon Gallery, Birmingham, England

2000

Beings teaching at Columbia University in New York 
(until 2003), and again at New York University

2001

Visits Honduras and lectures on his work at the 
Instituto Hondureño de Cultura Interamericana

Roger Björkholmen Galleri, Stockholm, Sweden

Ellen de Bruijne Projects, Amsterdam, The 
Netherlands

Globe>Miami<Island, Bass Museum of Art, Miami, 
Florida

Every Day, project installed at 5 different locations 
in New York City, Public Art Fund, New York, NY

Special Projects, P.S.1 Contemporary Art Center, 
Long Island City, New York

The Good, the Bad, and the Ugly: Spaghetti 
Western, Museum of Contemporary Art Denver, 
Denver, Colorado

Altoids Collection, The New Museum, New York, 
NY; San Francisco Art Institute, San Francisco, 
CA, (2000); among other venues.

Media_City Seoul 2000, Seoul Biennial at Seoul 
Metropolitan Museum as well as various electronic 
billboards and subway stations in Seoul, Korea

Wånas 2000, Wånas Foundation, Knislinge, Sweden

Ideal House, Museo Alejandro Otero, Caracas, 
Venezuela; apex, New York, NY (2002), 
New International Cultural Center, Antwerp, 
Belgium (2002); among other venues.

Pictures, Patents, Monkeys, and More... On 
Collecting, Institute of Contemporary Art, 
University of Pennsylvania, Philadelphia, 
Pennsylvania; Akron Art Museum, Akron, Ohio, 
among other venues.

Initial Spectrum, Spectrum, Perth, Australia

24/7, Siuolaikinio meno centras/Contemporary art 
center, Vilnius, Lithuania

The Square Show, Bloomberg Space, London, 
England

The Paper Sculpture Show, Sculpture Center, 
Long Island City, New York; Diverse Works, 
Houston, Texas; Gallery 400, University of Illinois at 
Chicago, Chicago, Illinois; among other venues. 

Cultural Territories International, Gallery for 
Contemporary Art Leipzig, Germany

Migration, two-channel video in collaboration 
with Janine Antoni

Mirror, sculpture in collaboration with Janine Antoni

2004
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