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Anthony, you conceived The Ar-
tist’s Institute: why did you feel the urge to create
a new space? And what was its genesis?  

I was approached in 2009 by
Joachim Pissarro, who directs the galleries at a
university in New York, Hunter College. But ra-
ther than just joining an existing university gallery
structure, I was eager to try to something much
more experimental that didn’t exist already. The
main point of departure was to think about the spe-
cificity of a curatorial and exhibition structure wi-
thin a university context. And what did that mean,
how could an interface be created between an ar-
twork and an audience, an interface that would
communicate the fact that it is coming from a place
that’s about thinking and learning and not just a
place that’s about display? How could we think
differently about that? In the United States, there’s
a very healthy tradition of university art museums.
But I was struck by the fact that a lot of those in-
stitutions are essentially working like regular mu-
seums, or art centers, in the sense that they are
doing exhibitions one after the other. They are
often very good exhibitions, and I don’t mean to
say there is anything wrong with what they’re
doing. A university, however, is not a museum, so
I was curious to think about that very seriously and
to consider what it could mean to show art in a
way that was specific to a university context. The
Artist’s Institute is a kind of hybrid between an
exhibition space, an event space, and a think-tank.
One of the central ideas I felt was important to ad-
dress in creating The Artist’s Institute was a desire
to spend more time with art. It comes out of a deep
faith and trust in the fact that artworks contain
ideas that have the right to live, and if you spend
time with them, they become really provocative
and significant triggers for a whole wide range of
reflections about the nature of art and the nature
of the world. Spending more time with less things
is not only something that feels relevant to a uni-
versity context, more so than a gallery context,
say, but spending that time with specific works of
art allows them to truly become triggers, and al-
lows them to lead elsewhere, to a broader range of
ideas, terms, problems, issues, or questions. That’s
what led to the decision of splitting the year into
two six-month seasons and dedicating each one to

a single artist, a single position. Another important
aspect was the notion of repetition: the idea of
showing the same artist again and again and again.
I was eager to develop a program that has the
confidence and commitment to really stand be-
hind a single position for a little bit longer than a
six-week gallery show or a three-month museum
show. 

Robert Filliou was the first artist. After Robert Fil-
liou, with whom did you work?

So after Robert Filliou we worked with an Ameri-
can abstract painter, Jo Baer, and then with Jim-
mie Durham and then with Rosemarie Trockel and
now with Haim Steinbach and then in February,
for our sixth season, we started to work with Tho-
mas Bayrle. 

You work directly with the artists.

Yeah, very closely.

In the sense that The Artist’s Institute is not the
study of an artwork, but a study of a practice? 

The word study is a bit tricky… it’s not like we
are here all trying to become Haim Steinbach ex-
perts! But yes, it’s a study of a practice. I tend to
use the word ‘dedication’, for some reason. Being
dedicated to an artist. I sometimes say that it’s
about ‘thinking with’ Steinbach’s work, or Troc-
kel’s work, or Bayrle’s work, not just ‘thinking
about’ it. Basically, from August 2012 to January
2013, this is a territory in New York that is com-
mitting to addressing and thinking through the
questions about art and the world that Haim Stein-
bach thinks about. This is a place where people
can consider what’s at stake in his work for an ex-
tended amount of time, a place where those issues,
and terms, and problems, and associations, and
themes get addressed in a wide range of ways: first
and foremost, they get addressed by showing spe-
cific artworks by Haim Steinbach; they get addres-
sed by showing artworks by other people that also
point to some of these questions and words and
ideas; they get addressed by hosting a wide range
of events, whether they are lectures or screenings,
or performances or whatever; they get addressed
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on a more private level, in the context of ongoing
discussions and research with graduate students.
There is a whole academic side to this, in the sense
of it being a research institute with graduate stu-
dents from Hunter College who have applied to be
research fellows at the Institute. Half of them are
art-historians and half of them are artists. We meet
every week in the space. Every week is an oppor-
tunity for us as a community of thinkers to share
ideas and to explore the many directions that Hai-
m’s work might take us. So it’s really public in va-
rious different ways, showing artworks, holding
events, but it has also a private research institute
aspect. But everything that happens, whether it’s
an exhibition, a lecture, a performance, or a rese-
arch topic, is anchored by something that is perti-
nent to Haim Steinbach’s work. 

Are the programs of events and talks totally inde-
pendent from the artist or do you define them toge-
ther with the artist?

It really depends on the season and on the artist.
For Haim, we decided to show five different works
of his over the season, and the choice of which
works really came from conversations we had with
him directly. The program of events or the deci-
sion to also show work by other artists sometimes
comes from Haim, sometimes from us. Haim’s
season was curated by our assistant curator Jenny
Jaskey, and she developed many of the events and
exhibitions. And towards the end of the season,
there are a few events conceived by the research
fellows. Themes and questions that come up over
the course of our weekly conversations might also
lead to ideas about people we invite to do a per-
formance or a screening or a talk or an exhibition.
For practical reasons, about half of the season
needs to be somehow prepared ahead of time, but
this also leaves a good amount of space for things
to form in a more learning-by-doing laboratory
kind of way.

Are you planning publications?

That’s a big missing element, we really need to, we
haven’t yet. We do publish a small pamphlet for
each event or exhibition, which is available at the
Institute and on our website. But we haven’t yet

made a proper book, and that’s clearly something
we need to do. I’m currently working on a book for
the Rosemarie Trockel season.

Are the artists aware of anything you are doing du-
ring the six months?

Yes, we are in constant conversation with them.
But again, some artists have chosen to engage in
different ways and are interested in the Institute
for different reasons: Jimmie Durham, for example,
was interested in it to find out what would happen.
He helped define which of his own works would
be shown, and was really curious to know what
was going to come out of it, instead of wanting to
direct it and be the one choosing things. For Ro-
semarie Trockel, it was very different. Rosemarie
had a very specific way she wanted to respond to
the context. She was very excited about this idea
of showing only one work at a time. She liked the
idea that the Institute is not a traditional ‘exhibi-
tion’ space, so she wanted to stay away from exhi-
bitions and chose to only ever install a single piece
of hers at a time. She was very precise in determi-
ning which works were shown, in what order, and
all of that was very much directed. Thomas Bayrle is
also doing it very differently. He has chosen works
of his to create an initial framework, and then has
invited other artists to add to it, and he wants things
to physically accumulate in the gallery over the
course of the season.

The point of the Institute is to ‘perform’ the way
knowledge works. Time is a very important tool,
as is the goal of re-complicating knowledge. The
aim of the Institute is also to bridge both the aca-
demic and the art communities. At a time when
museum directors conceive their massive and ever
expanding colonial institutions as ‘mass media’,
would your program imply a criticism of the Tate-
MoMA-Pompidou kind of museum?

I don’t know if it is critique, but it is an alternative.
It’s something else. The Institute is a proposal or
contribution towards other ways to behave. Instead
of constantly wanting to renew ourselves and al-
ways move on to the next thing, we work with this
idea of repetition and attention. The market is al-
lergic to the concept of repetition. I really want to
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insist that there is a huge value in spending time
and in repeating oneself and in staying committed
to something over a longer period of time. Be-
cause I really believe that artists and artworks de-
serve it and need it. And I want to remain very
artist-centered and maintain that type of attention
and that type of commitment. So there is a state-
ment there, there is a position being taken, insti-
tutionally. Another thing to keep in mind is that
this is a very different context than a museum. It’s
a very small place... So there’s also a statement
about scale. A lot is possible when one stays small.
Instead of inviting an artist to do a single big show,
we can invite an artist to conceive of a small show,
and then invite him or her to conceive of a second
show a month later, and then a third one a month
after that, and so on. And there’s a certain type of
knowledge that one can generate with one work at
a time or with a smaller group of people at a time,
where it’s not a kind of ‘mall-aesthetic’, or “the
more of people who can see the better it is”. In-
stead of always trying to find a bigger space or
reach a bigger audience, the Institute asks for and
relies on an engaged and invested audience. We
are not going to try and convince the whole world
to pay attention to what we do, but we are availa-
ble to those who are interested in what we do. This
might mean that our audience stays fairly small, but
it will be very engaged. Right now, our audience
is anyone who is interested in Haim Steinbach,
which of course can be anyone at all. We’re pro-
viding a place for that community to really think
through what his work is doing and where it goes.

Do you think you could do two seasons with the
same artist, or repeat a season?

That’s a really interesting idea. It really takes what
I’m saying to its logical conclusion. That would
really be a provocative idea that’s worth conside-
ring very seriously. 

Are you totally independent from the university?

We are part of the university! The Artist’s Institute
is one of the ways Hunter College manifests its
engagement with art and with the art community.
I work very closely with the Hunter College Foun-
dation in terms of fund-raising, and the college is

instrumental in providing that type of infrastruc-
tural support. And of course the graduate students
are very involved. In terms of content, we are bles-
sed with a university leadership that really believes
in what this project is trying to do, and understands
that it needs a significant amount of autonomy. We
are also physically independent, since the Institute
is located on the Lower East Side, while Hunter is
on the Upper East Side. That’s another part of the
idea: the Institute is a way for Hunter to contribute
to the contemporary art conversation not only by
developing a different kind of model, but also by
bridging Hunter with a community of artists and
art galleries on the Lower East Side and really ma-
king sure that it becomes a public space. We’re not
based on the tenth floor of an academic building
uptown, but in a street-level space downtown, which
is open three days a week to the general public.
Anyone can come and visit. 

Do you think The Artist’s Institute could exist so-
mewhere else?

Absolutely, yes. I have many ideas about how to
grow this project in the future. Like I said, we really
need to have an ambitious publication program
that comes out of each season. That’s obvious, and
that’s one way our work can exist elsewhere. But
in terms of growing, we also need a slightly bigger
space, but when I say that, the goal is not to turn
The Artist’s Institute into some big exhibition
venue. There are enough of those in New York,
and many very very good ones. I guess the idea or
dream would be something like a brownstone or a
townhouse, so that we can keep the sense of an in-
timate or even a domestic scale, and where we could
have one floor to show art over the course of six
months, and another floor for events and a proper
library and meeting room for the fellows, and then
another floor where artists could be in residence
or where people could be invited to truly spend
time with what we’re showing and what we’re
thinking about. I mean this is dreaming in the fu-
ture, but I guess this is that type of growth towards
being a proper institute, right? It doesn’t need to
be in the Lower East Side, but I think it does need
to be a space that maintains this feeling of an in-
stitute, a townhouse type space rather than big
white cube exhibition type space. 
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And travelling maybe?

Travelling... I don’t see why not. I’ve had a couple
of different conversations with people who want
to think about what it would mean to have the In-
stitute do something elsewhere. We haven’t done
that yet, but it could produce some interesting re-
sults.

I would be tempted to make an analogy between
your program and the act of reading, spending
time with a book, you read it and you read it again,
or read it over a long period of time or you want
to read it at different times, you want to read it
again with different ideas or perspectives. It gives
a different angle on it and it’s what is an artwork
anyway. You need to spend some time with an ar-
twork and consider it as a delayed action, you need
to wait for the echo. 

It’s funny you say that because one way I’ve
thought about the Institute is in the sense of a story
that unfolds over six months. We have a protago-
nist, and we follow him or her over the course of
a trajectory. But in any story, the way the reader
gets to know the protagonist is via his or her inte-
ractions with others, with who they meet, who
they cross paths with, what they overhear in a bar
and how that reminds them of something they did
some time ago, etc. It’s over the course of those
encounters that the reader gets to slowly learn and
get a sense of what this person is about, and by the
end of the novel, this protagonist is a much more
complicated and complex and three-dimensional
figure than he or she was at the beginning. That’s
really the structure of The Artist’s Institute. The
goal is really there. That’s one of the reasons I guess
I’m choosing familiar names. We all have some
sense of what Haim Steinbach is all about and my
goal is that by the end of the six months we’ve
made that knowledge a bit more complicated,
we’ve added some words and issues and questions
around the way to think about his work and made
it slightly less familiar and slightly less pinned
down and slightly less easily identifiable.

It makes perfect sense and to me it is an initiative 
that is much needed everywhere: to have the lu-
xury to spend time with a work, to think about a

practice and to be offered the opportunity to re-
complicate things with events, texts, and an insti-
tute, a real institute. 

At the same time it’s very important to me for this
idea of the Institute to not just take place in a kind
of discursive way but for the discursivity to really
be anchored by the physical reality and presence
of actual works of art. It’s not only a discursive
space, this is a place where people can have phy-
sical encounters with artworks. 
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