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ID The Bronx
1 010 East 178th St
A

174th St

Cla . Drtup G
rement 2-5)
22 Clason Point Gardens

23 College Av. - East 165th St.

24 Davidsan

25 East 152nd St. - Courtlandt Av.
26 East 165th St. - Bryant Av.

27 East 173rd St - Vyse Av.
28 East 180th St.-Monterey Av.
29 Eastchester Gardens

30 Edenwald

31 Forest
32 Fortl ence

33 Franklin Avl-ll Conv.& MHOP)
34 Gun Hill
35 Harrison Av. Rehab [Group A & B)
34 Highbridge Gardens

37 Highbridge Rehabs

38 Hoe Av. - East 173rd St.

39 Hunts Point Av. Rehab

40 Jackson

41 Jennings St

42  Longfellow Av. Rehab

43 Macombs Rd. Rehab

44 Marble Hill

Mool

Morris (1 & 11}
52 Morris Heights Rehab
Morrisania

66 Soundview

47 South Bronx Area (Site 402)

48 Southern Boulevard

49 Stebbins Av. - Hewitt Place

70 Teller Av. - East 166th St.

71 Throggs Neck w/ Addition

72 Twin Parks East

73 Twin Parks West Consolidated
74 Union Av, - East 164th & 163rd St.
75 University Av. Rehab

76 Webster

77 West Farms Rd. Rehab

78 West Farms Sq. Conventional
79 West Farms Sq.

80 West Tremont Av.- Sedgwick Av.
81 West Tremont Rehab (I, Il, n

1D Brooklyn

82 104-14 Tapscott St.
83 303 Vernon Av.

84 33-35SaratogaAv.
85 572 Warren St.
86 Albany (1 &11)
87 Armstrong (I &1}
83 Atlantic Terminal

89 Bayview

90 Bedford - Stuyvesant Rehab

91 Belmont - Sutter Area

92 BerrySt.-South 9th St.

93 Borinquen Plaza (1 &1
Boulevard

I3
97 Brownsville
98 Bushwick
99 Bushwick Il (Groups A, B, C,D,E)

276

139 _Park

137 Ocean Hill-Brownsville
138 Palmetto Gardens

A1

142" Prospect Plaza

143 Ralph Av. Rehabs

144 Red Hook East

145 Red Hook West

146 Reid Apts.

147 Reverend Brown

148 Roosevelt (1 & 1)

149 Rutland Towers

150 Saint Johns - Sterling Place Rehab

0ga Sq. (Site 401

158 Sutter Av.-Union St.
159 Tapscott St. Rehab
160 Taylor St. - Wythe Av.
161 Tilden

162 Tompkins

163 Unity Plaza

164 Unity Plaza - Turnkey

169 Williams Plaza
170 Williamsburg

171 Woodson

172 Wyckoff Gardens

ID Manhattan

173 131 Saint Nicholas Av.

174 154 West B4th St.

175 335 East 111th St.

176 344 East 28th St.

177 45 Allen St.

178 830 Amsterdam Av.

17¢ Amsterdam w/ Addition

Bethune Gardens

183 Bracetti Plaza

184 Campos Plaza (1 & H)

185 Carver

186 Chelsea w/ Addition

187 Clinton

188 Corsi Houses

189 De Hostos Apts.

190 Douglass (I & I

191 Douglass Addition/Rehab
2 qilton

194 East 120th 5t. Rehab
195 East 4th St. Rehab
196 East River

197  Elljott

198 Fabria Rehab
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148

219 | gwer East Side 1. M & V)
220 | gueer East Side | infil

227 Park Av. - East 122nd, 123rd Sts
228 polo Grounds Towers
22’;"0 Public School 139

F<l)
22 gusfiam

241 Taft Rehabs

242 Thyrgood Marshall Plaza
243 Two Bridges URA [Site 7)
244 UPACA (Site 5

265 UPACA (Site 81

248 viadeck 1 & U]
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07 -

268yl
249 Washington

250 Washington Heights Rehab
251 White

252 wilson

253 Wise Rehab

256 Wise Towers

255 wsurR

258 Beach&1stSt

259 Bland

260 Carleton Manor

261 College Point Rehab Program
262 Conlon LIHFE Towers

263 Forest Hills Co-op

264 Hammel

265 International Tower

266 Latimer Gardens

Dcean Bayl Qessnside

272

3 Redfern -

ID Staten Island

277 Berry
278 Cassidy - Lafayette
279 Mariner's Harbor

80 Markham Gardens




RE

B

4o,

#3.
9.

SEARCH

1, Sumney,

4, /)/V(A noan

= 0 Mitebel

[ﬁiﬂj) 2042

6. Ocenn b”f/ﬂﬁ""a/
P Ocean Villoge fuv(x o |
8, Queewsbr ige Noth
g r”avfw:v"””( Q:

—> /10. Marcy (J’Z> B ekl
11 . /4{@)4& Houses Bml'z
‘/]7,3 Howanf Hense* BeosHyn
ALB Selh flow — o

13. WOMI{Ae Queen s p

1¢. Psteviq .
/lz R@CL\ 0{{1[6 V”45c frivat Q. midd '

neuking Llabs: Fo i
Wp-,tmrm Q high &

@34 ﬂlfv\of

PenA«

¢ W frea. Tos cloe”
2, Vandalia Av Cold, High Honses, Mowwhere
2, Van

Z' gr(’h/”(""

e rof Queens: |

/Wowmuﬁ\m' VeLiten cor -

/ s [ really {or
Ll

Uartem: Tk Rrea. Migh Hover,

4, Inter frea. H

grony: QMg ™ oom T
Jeally Fav
el (OW

“r” Tapre. W e

anl I»k"‘“S "'t I’"

i
Husl., /lw and Middie

dnfpohmEse

Vellow ’o,/' 4

1ot

bigh and Lowe
)

isolated

J Less

/F} Graverend (gvey Dlad gt

/] Q Mﬂr(LUYO

Tohnsow. Hpugps

BB (B0ax) Butter fmuss;
Peed /-/ok [fa(\‘/WU#)(Braok’ )

Tndietthng [G aide]
B’Iﬂkﬁ’% L’::v;:/-fgun Hr,h

Cat tipbe. g
44 Pomwi' Houses [Q“”‘-‘J
2. Cartng. | paope

o oK

38 FIELDWORK

[3”‘0() é Yleor-Houtes Olmf

i /V/ h Je kpl.rl\'\dma
4. fa/(’hw.{ /-/uj H?/{/Lf S :4,,,

/7

B
Indectsling Locatien (0%
pfpzrl midd'e
fmall Qh’d Poer

Gopersy. [y,
Webs it Mrisdon,

20 Mott Hﬂbfﬁ-
g 74 Pott7s0-
22, Milbrock

(23, G-op i
( ’[’0(

78 La/a;éb Hpare; é’x
26, Soundview

27, (Bunydale) = br"“
YR Browrrecs
29, Wet Bl ing
?0 -{fﬂf/f/ﬂm .
?4 MW lthx f‘dvc .({Dh’/ --)__Q’u,4, (‘v“
27 South Baach—Howes ” SGe th

/-/Wre;
725 Baivehn - {' ’ .
24, Lilian Wl pre { o close prpe tokn)

3L, Shypesast Town (ot Pesic Honsss) Heskastn
20 Jushee Soui o‘tk"\ﬂ_yn m( (&’0‘0‘/4‘7)
')}‘ )M\.(g Mosvie Houses

o ey

-n

v,

M"ﬁi‘"‘n

m’}‘- Kok, A

abv

Frivat

(4'“ Ploaw) Pivgs g

“"“ﬁm

””“I’, :"'

,4/- by

astle Il

39 Tho~aS 9{14%’* Heyses 72’9:”)';4341?: Z&/l

Friday, June 22™

ggw/

11am-12 pm Possibility of meeti ing someone al

Houses)

1680 Seward Avenue

Bronx, N.Y. 10473
1218) 3786246

/’f)‘s‘/; 0 £ )'_ A%

poesy
e

Meeting with Gramesi S(ho

Tuesday, June 26"

Meeting with Guml Schola g

Meeting with Grames! Scholay

"Ik

VATTERS ol

ity Center [Refated 1o Monroe

Sie Vit Locations

BUTLER Houses
3o gy
= Mmm;,)
'mmuss

S.Zumm,,m
LU
mm% ted

"""Vunow:
gmw% ant
inmm;,,m ap)

o

=5 e 00
*;m;:‘""‘bf%ma’"‘il
%ﬁq:"%'ﬂu
hu,w“ v:l:'uq
:g%%
My
.‘.“0.".
@A\~ 4"!».,'




FOREST HOUSES
1010 Trinity Avenue

Bronx, NY 10456
(718) 991-0300 Fax (718) 861-4393

163rd Street/166th Street
Tinton Avenue/Trinity Avenue

Subway Lines
2, 6 1o Prospect Avenue ~ walk north 4 blocks 1o 165th Street

Bus Lines

BX21 to 166th and Boston Road
SOUNDVIEW HOUSES

1720 Seward Avenue
Brony, NY 10473

(718) 842:2770 Fax (718) 861-4293
Rosedale Avenue/Lacombe Avenue
Bronx River Ave./Soundview Pk

Subway Lines
8 to Morrison Avenue — transer to BX27

Bus Lines
BX5 to BX39 ~ BX30 to Whilo Plains Road
BX27 to Seward and Rosedale Avenues
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RE:Re : : Gramscl Archive Rome

bitp://webrmail | mail.nol.comy36786.1 11/801-6/fr-fr/mail/PrindMess.

De : Kiviand, Kelly <kitviand@diaart org>
Ai Thomas Hirschhom' <thomeshirschhom@acl coms.
Ce: Ramadan, Tera <intemerd@diaart org>
Sujet: RE: Re  : Gramscl Archive Rome
Date: b, 10 A00 201222.01

e R

Dear Thomas,

We have confirmed the following for your vist to Rome In Seplember,

September 19th 10:30 am

Glovanna Bosman, archivist, FONDAZIONE ISTITUTO GRAMSCI

She's unavallable to meet again on Sept 20th, but would be ai

bie 1o arrange an appolniment for youto look
through the archives with her colleague that day

September 19th at 4Py

Gluseppe Vacca, President, FONDAZIONE ISTITUTO GRAMSC)

We are lrying 1o schedude a time for you to meet with Prof, 8iMo Pons, the director of the FONDAZIONE
ISTITUTO GRAMSGI, Hs associate will be In touch in early September,

Glovanna Bosman also Kindly shared the email address for Antonio Gramscl Jr. Hs emall .
Rtschooi@asteltny

This emall address seems to indicate that he | based in Russia, and is affilated
Cultura. Would you prefar that w

Wwith the Instituto Italiano dj
'@ were In touch with him or o,

uld you prefer to reach out?

mmmmn.mtmu.nhwm

Vig Sebino $5q 00499 Pora

Besi,
Kelly

~—Original Message—
From: Thomas Hirschhorn [maio:{homast ichhornaol,
Sent: Tuesday, July 31, 2012 9:50 Ap L -
To: Kivand, Kelly

Subject: Re : : Gramscl Archive Rome

dear kely,

thank you for all your efforts,
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Statement: Monuments
Thomas Hirschhorn

 try to make a new kind of monument. A precarious
monument. A monument for a limited time. | make
monuments for philosophers because they have some-
thing to say today. Philosophy can give the courage
to think, the pleasure of reflection. | like the strong
meaning in philosophical writings and the questions
about human existence. | like full-time thinking. | like
philosophy, even when | don’t understand a third of
its reflections. I'm interested in nonmoralist, logical,
political thinking. I'm interested in ethical questions.
That's why | chose philosophers for monuments. But
in contrast to the altars, which are personal commit-
ments, these monuments are conceived as community
commitments. There is something really beautiful in
the fact that human beings have the capacity to think,
to reflect, and the ability to make their brains work.
Spinoza, Deleuze, Gramsci, and Bataille are examples
of thinkers who instill confidence in the reflective
capacities: they give force to think, they give force to
be active. | think that to read their books continues to
make sense, to question, to reflect, to keep beauty vital.

The monuments are composed of two parts
or even more. The “classical part,” a form, reproducing
the thinker with his features, head or body. This part
of the monument is a statue. And there is the “infor-
mation part,” a new part in the monument, the material
to be consulted: books, video tapes, statements,
biographical documents. This information part with
its material responds to the why. The “classical”
statue part responds to the who. The information
part of the monument is a physical place, a small
construction (like in the kiosks) open twenty-four
hours a day, seven days a week, where one can isolate
oneself, sit down, study, and get information about
the philosopher’s work. This part of the monument
with the documentation is a proposition to make the
philosopher’s work accessible to the public: to those
who have never been in contact with philosophy, but
also to those who are “professionals,” specialists,
philosophers, or amateurs. | want both aspects of the
monument to be equally accessible.

| want to make it possible to first be in contact
with information, to read about the work, the philoso-
phy, and then afterwards to look at the statue. | want
the monument to be diversely accessible. Thus, the
monument is not just standing there, but wants to
offer the possibility to inform—about its meaning and
furthermore about the thinking of those philosophers.

51

From top: Spinoza Monument, “Midnight Walkers City Sleepers,”
W 139, Amsterdam, 1999. Deleuze Monument, “La Beauté,”
Avignon, 2000. Bataille Monument, Documenta 11, Kassel, 2002

There is an active part and a passive part. This monu-
ment will not intimidate. It does not come from above.
It is made through admiration; it comes from below.
The monument will not remain there for eternity. The
plastic aspect of the monument—cardboard, wood,
tape, garbage-bag covering, neon lights—shows its
limitation in time and enforces its precariousness. The
form conveys the idea that the monument will disap-
pear. What shall remain are the thoughts and reflec-
tions. What will stay is the activity of reflection.

The four monuments are to Spinoza, Deleuze,
Gramsci, and Bataille. | made the “Spinoza Monument”
in a street of the Red Light district in Amsterdam in
1999:; | built the “Deleuze Monument” in a public hous-
ing space, Cité Champfleury in Avignon in spring
2000; and | made the “Bataille Monument” in the
Friedrich Woéhler housing complex for Documenta 11
in Kassel, in 2002.

February 2003
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Tribute to Form
Thomas Hirschhorn

The “Gramsci Monument” is 8 Form; itis a new "
Monument Form. It is a new Monument because of its

Dedication, it is new because of its Location, it is new
because of its Duration, and it is new because of its
Outcome. Everything related to it and coming from

it is new and is—above all—Form. The “Gramsci

Monument” is a tribute to Form and my answer to the

question: What is Form? To give Form requires

making a Statement, fighting for it and being at War
for it. It means understanding Form as Resistance
and thinking its Universality.

Form is essential in Art; Form is the most im-
portant thing. By Form | mean something coming

from myself, from my own, something that | am the
only one to see and perceive as logic, something
that only | can work out and can give. The decision to.
dedicate a Monument to Antonio Gramsci is Form.
The “Gramsci Monument"—in its precariousness—
is Form and the decision to do a time-limited Monument
is Form. The decision about the Duration of the
“Gramsci Monument” is Form. It is necessary to under-
stand “Form” as nonsplittable, nonnegotiable and—
even—nondiscussable. “Form” only exists as some-
thing entire, undividable, and complete, as an atom or
a core—this is hardcore—and this “hardcore” is Form.
“Form” and “Aesthetic” are interdependent but not to
be confused. Form is what gives ethic, preciseness,
and clarity in the incommensurable, complex, and
chaotic world we are living in today. Aesthetic is the
answer to the question: What does this Form look like?
How is it made? What materials are used?

. Form never seeks a function, Form is not reduc-
tive, Form is never exclusive, and Form can never be
qualified with terms such as “the good Form.”

To give Form is a Statement and an Assertion
s s et 11t f e
take. No one asked me to do th(—:?('fle'on | ijself st
ramsci Monument”
and no one asked me to do it in the Bronx. The decisio
about Location of the “Gramsci Monument” inFn
,I‘3ronx lﬁ Form. I am responsible for this Form. No one
needs,” no one “wants,” and no one “waits” for the
“Gramsci Monument.” This work is an absolute
Affirmation, anq therefore cannot be reduced to any
supposed function. | am doing it because | authorize
myself to do it. Working out Form is 5 matter of
production, of taking pri ignity in thi
tion. Form is never agf:;)cltd:nac;1 g:r'rimty o this produc-
' never refers to the

52 FIELDWORK

only factual. Form is never an opinion ind
appeal to opinion. Form is never 3 Comme t
need to be commented on. Ntang
In standing up for a Form it jg Clear t
to pay for it, and as the artist | mygt be ﬁfSttthau hve
Why? Why be ready to pay the price for the .0 Pay,
Monument” and for all my other artworkg? BGr%
to do a work of Art is a kind of War—net ag'ain%a
something or somebody—but for SOMething ¢
Because being at War implies to fight 1, ing;i;ra&'“l
struggle, to make sacrifices and to haye 5 strat-to
Because | understand Form as a mission, anq doi
“Gramsci Monument” is a mission. | am “gn miss?gnh

st

as artist | have my own mission, it's an artmisgigy
something to accomplish, something to absoluteh,'m
fill, and something to live or die for, “Mission” isa
term—War for Form—never a religious te"n-Todo;re
“Gramsci Monument” is perhaps an impossible .
sion but—in any case—it's a mission. Form—a Mission—
is acommitment, an engagement, and a position,

To struggle for a Form is the opposite of thinking “Career’ |
and playing tactics. And thinking about “Targets” ang
“Opportunities” has no place in this War for Form.

As a warrior for Form | must appeal to Artas
Resistance. Art—because it's Art—is Resistance as
such. Resistance toward aesthetical, cultural, and polt
ical habits. The problem to me—as artist—is: How can|
do a work today, in my time, which resists the actuality
of today? How can | do a work in my historical context
today that reaches beyond its historical time? And how
can | do a work which is, in any case, Ahistorical? The
“Gramsci Monument” wants to be Resistance—Resis:
tance as such. Other terms for Resistance are Belief
Creation, Risk, Dynamic, Positiveness. The “Gramsti
Monument” is resolutely based on Positiveness, but
this doesn't guarantee a positive outcome; it means
that—as a work of Art—it is created in Positiveness:

because Positiveness is Resistance. The “Gramsct
Monument” in its Outcome is Form. This Outcomé
will be the Resistance. Resistance is never based ?"
Solution or Justification. Resistance stands OPPOSlt.e
to Argumentation, to Academicism, to Contem.pla“on'
In doing the “Gramsci Monument” | need to fes's.t.a 0
kinds of phantasms. The “Gramsci Moﬂumen_t or
a phantasm—it is a Dream and as a Dream it Wil %
rebuilt—every day—as new. —
Art—because it's Art—is based on Umverst?ea
consequently the “Gramsci Monument" wants° Wi
tmiversal artwork. There is no Art which does” s
Universality.” Universality of Art is the Cond'tlonuTruth.'
granting to touch the Other, the Reality, and t"°




How canl
actuality
| context
And how
-al? The
—Resis’

R

As an artist, Universality is m i .

aim is to be in touch wlt: the ge:ﬁr:fwa;::tr:yxm. -

with the one, and with the unique World wee o'rlld,

in. It is only by aiming at “Universality” that o: D
implicate a “Non-Exclusive Audience,” and it' y ca;n
aiming at Universality that | can bring"’PoIiticsS o Ly by.
»philosophy,” and “Aesthetics” into the core 'of tl'?ve’
Gramsci Monument.” Universality is just another ;

for “Equality” and for “Justice.” To aim with insisten os
"Universality” is a way of fighting “Tradition,” et
»|dentity,” “Culture,” “Particularism,” and "TI'1e Personal.”
The "Gramsci Monument” wants—through its -
Dedication, its Location, its Duration, and its Outcome—
to be a Form, a Universal Form.

December 2012
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Unshared Authorship
Thomas Hirschhorn

In doing my work in public space and furthermore, in

: i he
doing works involving residents on location such as t

upcoming “Gramsci Monument,” | am confronted with
the question of “authorship.”

Unshared Authorship
Consequently | want to propose a new kind of author-
ship: the Unshared Authorship. This means that |, )
the artist, am the author of the “Gramsci Monument”;
| am entirely and completely the author, regarding
everything about my work. As author—in Unshared
Authorship—I don't share the responsibility of my work
nor my own understanding of it; that’s why the term:
Unshared. But | am not the only author! Because the
Other, the one who takes the responsibility of the work
also, is—equally—author. The Other can be author,
completely and entirely, in his/her understanding of
the work and regarding everything about the work.
That's why, again, the term: Unshared. Unshared
Authorship is a statement, it's an assertion, it's offen-
sive, and it's a “hard” term in opposition to the “soft”
term “collaboration.” Unshared stands for clearness,
for a decision, for the “non-exclusive,” for the opening
toward “coexistence.” Unshared means saying yes to
complexity, and implies multiplication, not division.
Today'’s issues about claim for “responsibility” come
from those “shared responsibilities,” which push you to
the “l am not responsible for this, | am only responsible
for that!” excuses. Unshared Authorship—we could
also say “Unshared Responsibility"—allows me to
take responsibility for what | am not “responsible” for.
Furthermore, Unshared Authorship allows me to be

author even when | am not the “author.” This is the
essential, this is the new.

Equality

I believe in Universality and in the universal power of
artto transform each human being. Other words for
Universality are “Equality,” the “Non-Exclusive
Audience,” “Truth,” “The One World,” or “Justice.”
Other words for Belief are “Resistance,”
“Movement,” or “Creation.”
Belief with reality—through my work—and | want to
be engaged with art in absolute Equality. “Belief” and
“Equality” are both constitutive for art. “Belief" is to be
absolutely convinced of this, to follow itas a decision,
as ahope,andtouseitasa weapon, as an affirmation,
I cannot understand the skeptical, the disappointed,

Intensity,”
| want to confront my
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“Unshared Authorship” Schema, 2014

the resigned, the cynical, the critical—nothing can
be done when there is no belief in equality. Beliefin |
equality is a strength, it's active, and it's a resistanceto
objectivity or neutrality. With a part of dream and in-
nocence, the notion of Unshared Authorship can build
throughout “equality” and “non-exclusivity,” a basis®
engage directly “The Other.” There is no artwork-thel
stands as such—based on inequality or exclusivity.

The Other

The only possibility to encounter the Otheris “as equd
This is not easy and is being avoided by today’s Fnan)fs
circumstances, conditions, and contexts. To resist
must allow myself “Equality,” | must authorize M
to assert “being equal.” This means establishing a i
relation with the Other out of my belief in equality:
means concerning the “Gramsci MOﬂument,,that ::Ia
order to encounter the residents of possible sites! ,
will host my work, | need to follow my beliefin oat?
ity without forcing an attitude, remaining "“th.fUIs
to myself. Should equality not be the most Obv'outin
thing? Unshared is the contrary of unequal- Tt dof

. sian al
Snshared Authorship is an act of emancipati”
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self-understanding that doesn’t require response.

To establish a contact with the Other—through art—
must be something “given,” something essential,
gomething absolute. It is a necessity for any artistic
sieldwork.” For the “Gramsci Monument,” | am doing
this alone and solitarian, because | am convinced that
the only possible contact with the Other can happen
»One to One.” This is not self-enclosure or a romantic
attitude. Only a “One to One” contact can create a
dialogue or even a confrontation with the Other.

|or Me
| have always understood “me” or “I"—which | use

often and with no bashfulness—as something already
including the Other. The Other, the reality, the world—
my own world also-should be included within “I” and
“me.” I'm not first nor last expressing this, but the term
“Unshared” in Unshared Authorship—enlarges the en-
tire dimension of “I” and “me.” | want to do everything
to use art as a tool for involving the Other—throughout
my work. That is the problem and the challenge, and
why | love so much to do a work of art. | wanttodo a
work in which the affirmation: the Other is included in
“me” and in “l,” takes a form. This is my competence

as an artist.

February 2013
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“Gramsci Monument"” at Forest Houses, The Bronx, NYC
Thomas Hirschhorn

The decision to do the “Gramsci Monument” at Forest
Houses, the Bronx, is an essential decision. Such
an important decision can only be taken after a
long process of fieldwork; it cannot be taken by an
institution or an administration, it's an artistic decision
and as such has to be the outcome of a process. Thi.s
process is fieldwork. The fieldwork for the “Gramsci
Monument” consisted of visits to Public Housing sites
all around the City: to begin with, | visited forty-six
projects in the five boroughs, then reduced the visits
to fifteen sites in three boroughs where | met with
residents, presented my project, and tried to find out
if a cooperation might be possible. | finally focused on
seven sites, all in the Bronx: Castle Hill, Soundview,
Monroe Houses, Patterson, Bronx River, Claremont
and Butler Houses, and Forest Houses. There, | had
several encounters with residents who are actively
involved in their neighborhood. To discuss with all of
them was instructive, fun, and truly helpful. | admired
their commitment, their implication, and their thoughts
toward and for the neighborhood, which reinforced my
conviction that the question of the site is a question
of human encounter. Therefore the decision to do the
“Gramsci Monument” at Forest Houses was taken
in common—by Erik Farmer, President of the Forest
Houses Tenant Association, and myself. It was he who
invited me to do the “Gramsci Monument” at Forest
Houses together with his neighbors in the spirit of
coexistence and cooperation. The encounter with Erik
Farmer was decisive also, because he was the one who
asked me to give him a book of Gramsci to read. | met
Erik Farmer thanks to Clyde Thompson, the Director
of Community Affairs/Employment and Training at
Southeast Bronx Neighborhood Centers—which is
located at Forest Houses—it was Clyde Thompson
who sent me to him. The Encounter and Discussions
with Clyde Thompson were very important to me,
and | remember it as a beautiful moment when | met
him for the first time in the office of Diane Herbert,
the Director of the Southeast Bronx Neighborhood
Center at Forest Houses. It was in August 2012 when
Diane Herbert and Clyde Thompson welcomed me,
listened, and questioned me about the “Gramsci
Monument.” | realized immediately that | was making a
real encounter. | remember this moment as a moment
of happiness—the happiness of an artist creating the
conditions of a dialogue and a confrontation through
Art, his Artwork! Therefore to do the “Gramsci
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Monument” at Forest Houses is a decision taken ;
. Nin
happiness.
I love to do fieldwork, | love to do it alone, |
al'
to encounter the Other through an Ideg, | love ¢, Ove
it through a mission | give myself, and | |oye to do‘.io
through Art. It's the questioning of the Uni
Autonomy of Artin a simple and direct gesture
The angle-stone of my fieldwork is 3|\A;ays
to ask for help because | cannot do a “Presence and
Production” project alone in Public Space, Help can
come from residents, from visitors, or from SOMegne
around who sees me present, fighting for my work
and committed to producing something. Cogperatio 0
may occur as a gift of the residents. It is not Me~the
artist—who has the pretence to bring help; on the
contrary it's me—the artist—who is asking for help! My
proposal is: “Can you and do you agree—ag residents
of this neighborhood—to help me—the artist—do the
‘Gramsci Monument?’ Can we do it together in coop-
eration and co-existence?” With this in mind, it is clear
that I'm not the one who “selected” or who “found”
the location for the “Gramsci Monument.” Deciding
about location obviously comes from the residents; it
can't come from me, nor from architectural purpos-
es nor geographical reasons. The residents are the
ones who invite me, who agree with me, and accept
to help me do my work, here, in their neighborhood,
on their grounds. My mission consists in creating the
conditions for an encounter, discussing and finally
convincing the Other of the sense and seriousness of
the “Gramsci Monument.” This part of the work is the
most difficult, but also one of the most beautiful. It's
the moment when, alone with my idea, | am meeting
the Other, discussing art and an artwork today. It's
the moment of grace when | understand—again—that
there is a possibility to talk about art with everybody.
with each and every Other.
I am full of gratitude toward the residents of
Forest Houses, toward Diane Herbert, Clyde Thomp-
son, and Erik Farmer, whom | met once, twice, several
times and with whom | always found a welcome. |
feel happy—Art has given me the tool to establiih af
contact—beyond the questions of “interest” and Pro”
it.” Diane Herbert, Clyde Thompson, and Erik Farmer
understood that my competence to do the “Gramscl.
Monument” at Forest Houses, the Bronx, NYC, do€s"
come from my understanding of Gramsci but_frf_’m
My understanding of Art. They offered me their i
to speak about my project and explain the “Gramsc
Monument.” | was challenged and taken seriously:
These where the real encounters between me a1
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Other—and one can easily understand that without
these encounters, no decision regarding a possible
location can be taken. This is why the “Gramsci
Monument” will take place at Forest Houses.

presence and Production”

The guideline for the “Gramsci Monument” is Presence
and Production: | call it a “Presence and Production”
project. “Presence and Production” is a term | use for
specific artworks that require my presence on-site and
where my production takes place during a given time
on a specific location with the cooperation of others. |
think it is important to use your own terms, terms you
invent as an artist, and agree with.

As | once said, | never use the term “partici-
patory art” in referring to my work, because someone
looking at an Ingres painting, for instance, is partici-
pating, even without anyone noticing. | never use the
terms “educational art,” “community art,” and my work
has never had anything to do with “relational aesthet-
ics.” The Other has no specific ties with aesthetics. To
address a “non-exclusive” audience means to face re-
ality, failure, unsuccessfulness, the cruelty of disinter-
est, and the incommensurability of a complex situation.
Participation cannot be a goal, participation cannot be
an aim, participation can only be a lucky outcome.

To be present and to produce means to make
a physical statement here and now. | believe that only
through presence—my presence—and only through
production—my production—can my work have an im-
pact in Public Space or at a public location. To be
present all the time at the “Gramsci Monument” means
to understand full-time presence as a noble task, as the
task of taking responsibility. The artist is not present
because he is the artist (the creator of the work)—he is
present because being present is the most important.
To give his time, to share his time, there is nothing more
important elsewhere. That is the commitment and the
meaning of my presence.

The issue is not “The artist is present” as
announced on exhibition opening cards. The terms
“charismatic,” “artist-leader-pedagogue” are inappro-
priate, they convey something unknown, distorted
or cynical. | am not complaining, | am not crying, | have
always seen my mission—as an artist—as taking over
responsibility. Responsibility for everything touching
my work, but also responsibility for what | am not re-
sponsible for. To work out “Presence and Production”
projects demands my absolute responsibility. This is

sometimes misunderstood, but that's what | mean by:

“| am an artist, not a social worker.” When doing artin
Public Space, there is nothing more beautiful and more
persuasive than to proceed from Art as Art. And by
insisting on the notion of Art, doors are open for the
other, open to encounter what the other does not know
and does not want. Precisely because Art can achieve
something which one does not want. This is what is
unique about art and philosophy. Therefore | do not
distinguish between a person who could be a “recep-
tive participant” and the person “hanging around.” Not
making a difference can only be justified in regard to
the principle of Equality—which demands making no
difference in regard to all differences. it is not always
easy to insist upon this, but if | resolutely keep to it, this
assertion can lead to miraculous and enchanting mo-
ments, which—to me—are the most sublime and beau-
tiful moments in my work. The “Gramsci Monument”
will remain an affirmation of an autonomous artwork
that is made in a gesture of love. This gesture doesn't
necessarily call for an answer; it's both utopian and
concrete. | want to create a new form, based on love
for a “non-exclusive audience.” My love for Antonio
Gramsci is the love of philosophy, the love of the
infinitude of thought. It is a question of sharing this,
affirming it, defending it, and giving it form.

February 2013
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Why Gramsci? Why New York?
Thomas Hirschhorn

Why Gramsci? _ .
The decision to do a monument dedicated to Antonio

Gramsci comes from my commitment toward Art.
As was the case with my other monuments to
Spinoza, Deleuze, and Bataille, my competence to do
the “Gramsci Monument” in the Bronx, New York ‘
City, comes from my understanding of Art. In Public
Space today, and not from my understanding of
Gramsci. My decision to dedicate four Monuments to
these four Philosophers comes from my schema:
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“Form- and Forcefield” Schema, 2014
There are four important points in this schema:

1) From the very beginning, | decided that my work
would assert itself and move in the Form-field and

Force-field divided into four parts: “Love, Philosoph
Politics, and Aesthetics.”

2) My work doesn’t necessarily have to cover a| four

parts equally, but each part should always be touched
to some extent.
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3) The “Love” and “Philosophy” parts can .
be considered as positive, and the “Pofitjcg and
“Aesthetics” parts as negative. | am aware and e,
interested by this fact, because | understap, dthe

[ live in as “One,” undivided and unique, ag 5 WWWW
with the positive and negative, but alsg with the
“not-only-positive” and ”not-onl),%.,l
decided that my work would always inclyde all fomm
parts.

4) Dividing the circle in the four parts—“Love, Ph"oSoph,
Politics, and Aesthetics"—creates four i”tefsectjng
points: “Love/Philosophy,” “Philosophy/Aesthetics -
“Aesthetics/Politics,” and “Politics/Love.” | decided
the intersecting point “Love/Philosophy” woylq be
dedicated to Spinoza, the intersew
“Philosophy/Aesthetics” to Deleuze, the intersect;
point “Aesthetics/Politics” to Bataille, and the inter.
secting point “Politics/Love” to Gramsci.

| decided to do the “Gramsci Monument” because |
love the work and the life of Antonio Gramsci. That
is my response to “Why Gramsci?” My love includes
everything coming from him, without exception. | am
a “Gramsci-Fan.” As a fan—as every fan—thereis no
criticism, no distancing, and there is no limit. Being
a fan cannot be explained or justified, but | can and
will clarify, for myself and for you:

“Why Gramsci?"™:

Because he was a hero.

Because he was a revolutionary.

Because he was ready to pay the price for his
commitment.

Because he was a strategist.

Because of his passion for the Political. )

Because of his proposition to define one’s own positiot

Because of his hate of indifference.

Because he wrote Notebooks and Letters in Prison.
and each one is a beautiful and strong foundatio
from which to build an education.

Because his faith in the capacity and competence o
the human being was unlimited.

Because he wrote: “Every human being is an intell®
tual,” which is echoed by Joseph Beuys declaring
that “Each human being is an artist.”

Because he understood Art and Philosophy 352
friendship-movement. t

Because of hig qQuestion: “Is Philosophy i"depe"denan
from politics?” which then encourages me.’.aso'
artist—to ask: “Is Art independent from politics”
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Because his texts are a toolbox for everybody who is
willing to confront today's reality.

Because of his definition of what crisis is.

Because he wrote constitutively about art, as “Art
itself is interesting, it is interesting in itself, in that
it satisfies one of the necessities of life.” and “The
content of Art is Art itself.”

Because of his fight for Universality against particularism.

Because of his love of ideas and also his insistence
to make these ideas work, to act and be efficient
with them.

Because he wrote: “The only justifiable enthusiasm
is that which accompanies the intelligent will,
intelligent activity, the intelligent richness of con-
crete initiatives which change existing reality.”

Because he is an example of loyalty.

Because he was fearless.

Because to read his writings today is such an
encouragement.

“Why New York?”

It is easy to explain why | want to do a monument ded-
icated to Gramsci, but less so to give reasons for “why
in New York,” simply because there is no reason, and
this is the point! But there is a logic. It is my logic—it

is an artistic logic. It is my logic not to “choose” spe-
cific cities, specific contexts or specific community
places for my Monuments. Because what | am looking
for are universal places. Places where terms such as
“Universality” confront reality, complexity, chaos,

and contradictions of today. This is the “Universality”
| am interested in—the Universality which fights par-
ticularism and obscurantism. Not “Universality” as a
harbor of dreams, but “Universality” as a beautiful and
absolute idea, an idea one has to fight for at all times,
an idea to be reconstructed everyday—anew, as the
“Gramsci Monument” itself.

It might be quite clear already that my decision
to do the “Gramsci Monument” dedicated to the Marx-
ist thinker Antonio Gramsci is not a political decision
but an artistic one. | am aware of today’s confusion and
misunderstanding regarding what is “political!” And
the “Gramsci Monument"” gives me—once again—the
occasion to clarify and insist on what differentiates
“working politically” as an artist—which | want to do—
and “the political” in art, which is only a “trademark”
like many others. The meaning of “working politically”
or “acting politically” is to decide for myself who is my
hero. This is the artist's own decision, according to his
logic. What is crucial and what makes a big difference,

is that no one asked me to do a monument dedicated

to the cofounder of the Italian communist party An-

tonio Gramsci. And no institutional power, no official,

no historian, no scientist, no politician suggested | do a

monument dedicated to Gramsci in New York City.
Antonio Gramsci is my hero—I am not trying

to convince anyone of adopting my hero, just as no one

has asked me to do something for his hero. The only

decisive thing | want is to do something, myself, for

my own hero! | would be happy if the other establishes

himself his own hero and hierarchy of heroes—in

order to give form to the human capacity of self-

decision, of self-authorization, of self-determination,

and of emancipation. The “Gramsci Monument”

must be a Universal Monument, it must be mentally

transplantable anywhere in the world, in other cities,

other locations, other public housings or places

where people are living. This is the ambition and the

affirmation of the “Gramsci Monument.” The only valid

answer to “Why New York?" is: because it's a universal

work of Art. Universality—which is the condition

for every Artwork—means Justice, Equality, The

Other, The Truth and The One World. The “Gramsci

Monument” exists at Forest Houses, in the Bronx, in

New York City, in the USA, in America, in the World, in

the one World, the unique World, in our World.

April 2013
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12102113 debrief 4
De : Thomas Hirschhomn
Wednesday, August 22" A: mwitko ; kkiviand
11am Meeting with John Weed Sujet : debrief4
Assistant Executive Director, Bronx Works Date: Sa, 25 Ao 2012 14:23
This establishment serves the Butler Houses area 2
Location: 1130 Grand Concourse (between McClellan Street and East 166™
Street)
Su’:way B, D at 167" Street dear kelly, dear magan,
here is my debrief 4;
Phone: 718 508-3040
the meeting wjtn diane herbert ang clyde thompson was good, -
Thursday, August 23° they are very concerng by "what is the benefit for the commmity"
L about the communi st antonio gramsci! -
230pm  Meeting with Glisette Rivera it was a frang discussion, I refuseq to "sell™ (their term) my praj
Director, James Monroe Senior Center to them, I to1q
This senior center serves the Monroe area

them that I am not a socialworker or an artist ‘:"
serves de cammunity - I tryed to tell them that I have only to se
aylor Avenue and Rosendale / th: 3Tt they understang that,
~ 1t was a nice moment - the fra
gile beginning of a 1
real dialog between €qual human beiings, I loved this short -ﬂ":'x
made no concession in anything and they were attentive to this,

Location: 1776 Story Avenue (between T.
Avenue)

Subway: 6 at Morrison Soundview Avenues

Phone: 718 893-3484

pl'wk

S will.have another meeting op wednesday with them in order to

T80 Meeting with Glenda Jarvis Precisely my Project to 4-s5 le of the neigboorhoud, allresdy

Monroe Resident Association President ~ I want to go there with yas:_le;’p(x hope she can) in order to
Present them "ryg AHBASSADOR'!

Friday, August 24"

: 1wl
T wil) think a bout how to make my presentation technically and
talk aboyt this with YOou on monday morning at 'Dia, >r.1nﬂo ™
g (with terrance williams) was not interes

er name and another number to call, at
1"“‘?‘0“1':3: simone battisti, one of the new qa.lletr‘di"::"’::f
S Acdtoneita)a gramsci fan, he jg italien (from rome) and b 1
:‘:i‘ekphonecalls to rome ~ 4n YeaYien haansial for uhatcv;:“t
S \ nk this ca ak al
Subway: 2,5 at Prospect Avenue real Oppurun:tbe Very helpful - also propose to spe:

11am Meeling with Diane Herbert (Executive Director) and

Clyde Thompson (Director of Youth Affairs)
Southeast Bronx Neighborhood Center, Inc. (SEBNC)
This establishment serves the Butler Houses area

=\ the other meetin,

Location: 955 Tinton Avenue, Bronx, Ny 104
get -

Yo Y on monday,
Phone: 718 5422727 ext. 16 i ke 2 Mce weekend - both of yout
ake care - take care,
1pm Meeting with Terrance Williams thomas
Mullaly Community Center

This community center is adjacent 1o the Bulter Houses
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MEST AND Qe I

ERIK FARMER AND CLYDE THOMPSQpN

| INVITE YOU TO A o}N'TY GATHER|Ng

2 'O MEET ARTIST THOMAS HIRSCHHORN

Come meet artist Thomas Hirﬁchhom and learn more about
his Project, "Gramscij Monument,” taking place this summer,
- from July 1

\ ~September 5, at Forest Houses.

T

——

i . !
r —- .= B

‘FC" HUMA N BEUNG IS R
_— lTElLECTVHL p.G

Saturday, May 4th, 1.4
o J.oto: ;

S
Forest Houses Commuity |
Center Gymnasium [ * E

———

£

_ “Reality’ exists
; lnc_bpendently of the
thinking individual,

should be
attributed to men,
- not to things.”

Antonio Gramsci
(Prison Notebook 1)
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HOUSING, HEGEMONY, HISTORY: A FRAGMENT

Reinhold Martin
. - - of Architecture in the Graduate School of
wm-smu:udm i ia University, New York He
is the director of Columbia University’s Temple Hoyne Buell Center for the Study
of American Architech are, which sponsored the 2009 conference Public Housing:
A New Conversation. He is author of Uropia’s Ghost: Architecture and Postrmodern-
&m, Again (Minnesota, 2010) and a founding coeditor of the journal Grey Room.

NewYovkhashadmany'groundm'Forafewhouraoneofth&sewas
medatmeintersecﬁonofFocmtAvenueandiﬁ&dStreetinﬁieﬂle
Bronx. Forest Houses, which temporarily hosted Thomas Hirschhorn's

T s e

g
g
|
5%
£ &
|
g
§
g

SISO e

>

AR
e L

wire t intaij i .
0 maintain contact with top defense officials, the hos t a%murahh“"
#mex December 14 1952

w = - i
as going “very well"! York therey “'a?éﬂ-d Council of New
The first secti 3 Unsed arcran
e Funded(t),n of Forest Houses opened in 1954 and the remainder iy P e My 6 52
” Y @ combination of New York State housing loans i NTCHA Legal Dapaar CHA for the she ave isted ma
ork City bond issues, the group of fifteen cruciform id S e Hous, Houses.” e “Doeds for Fing = e
ranged from nine to fourteen stories in hei swdential towers Archives, Sotcton Le Ganrin s s
city block height on 196 across th 8% 0073EY, Foker . e
ity blocks that had been combined into two, Intended as what Nyc:: S Earlier that yee,

:;Zle?nlz:;efr;tr tl:::'usmg, for “low-income” residents, the qualifying min- &“@ﬁ@w

State-sponsored pubjiu| f?:u:;?ls :'tgmher t,-ma"a"’"’ Other previous New Yori w‘??ﬁ::‘:mwm

architectural firm of Rosari F T con-uplex, designed by the Nmmé MWMEM-
: O Rosario Candela and pay| Resnick, was built on land mdr"‘“""x&su' o e

condemnation and purchase as emin o Coidots "‘"*muma.: Rostcie
ent domain.* Somewhat iron ADSIR. The Mew, 1 00 o, g oume S, 1952
for most of his career. Candela had been among New York's mos;o::?'.ﬁz Mh‘g&ﬁ:""m; “’"t:. '
desngners of bourgeois apartment buildings, with twenty-fo resses wmam. """'*f"“"-‘, MMQ" =3
on Fifth Avenue and twenty-th i o . -t Lot
ree on Park Avenue to his credit s 1999 B gt &m"«;?m %1037?'-:‘;’;‘:
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Air Raid Dril. Civil defense
&MMMMB_W

The demolition of the site’s existing mix of tenement houses,
t buildings, and shacks, and the erasure of three blocks of Forest
avenue and one block of East 164th Street, had resulted in the realis-
tically “devastated” area required for the civil-defense exercise.® But the
destruction of existing neighborhoods through “urban renewal” was not yet
as controversial as it would later become in New York, most infamously
in the confrontation between neighborhood activist Jane Jacobs and
urban planner Robert Moses that climaxed in the mid-1960s. Instead,
the principle, citywide issue addressed by NYCHA planners working on
the project, by independent housing advocates, and to some extent in the
media, was the racial integration of public housing. At Forest Houses, to
avoid the ghettoization of minority populations, NYCHA set up a “Balanced
Community Committee” in partnership with local civic organizations,
including the Forest Neighborhood House, a progressive settlement house
one block north of the site.” The committee was established in 1952 to
act as a liaison with community organizations, to publicize the goal of a
multiracial tenancy, to attract a diverse mix of potential tenants, and to
recruit volunteers to interview applicant families.
A1955draft reportin the files of the Citizens Housing and Planning
Council (CHPC) evaluated the outreach programs, which also included a
series of community conferences and educational programs, as follows:

In all instances was found an acceptance and understanding of
the Balances [sic] Community Committee’s objectives, as well as
an awareness that this social experiment was a big step in the
right direction of concern for the needs, abilities and potentiali-
ties of human beings, realizing that the “technique of the small
bite” was reaching out beyond the concept of housing for shelter
and reaching into the area of housing families in communities.®

OTE'SZtttiChniqu? of the small bite” meant small-scale local gngagemgnt to
e urbe Public Perception of heavy-handed central planning associated
invitin 9 » fen.eWal, Among this technique’s instruments were brochures
i Potential tenants to apply. A draft for one such brochure, also held
archives, shows on one side a photograph of a multiracial

o men 9athered around a table, juxtaposed with an architectural

Sargeant on duty in the canter of Grand Concourse at 189%

6 Sy!viaW.SmrLCiﬁzemHoushgmdthingComd
ofNewYork(CHPC),'RemmSiteomeMs&'
Draft. February 27, 1950; Subseries 1.1 Bronx 1930-1999,
Box3.Folder6.CHPCreeudsAsFmHamm
being designed, the pl Robert M had begun to
acertcommloverNYCHAfmmlisposusasamemba
olﬁieC'rtyPlarmingColmrﬁssionwdd\&rrmolthe
Mayor’s C ission on Stum Ch e and in order to
leverageitsbodgetstowarﬁtabuhnsa‘wbanw
exerdseswithwtﬁchh‘snamelarerbewnesvm
SeeNicholasDagenBloomPubEchxxsingMWkat
MMmMTmMCaMMM
ofPennsyNaniaPmZOOB).p.nz

7 ‘RacialToIeraneeﬁmenerged.‘NewMTmes.
March 19, 1952; and Murray liison, “Interracial Move in
Tenancy Begun,” New York Times, July 16, 1954.

8 "FOREST HOUSES - BRONX, NEW YORK: PILOT
PROJECT,” marked *Rec. 16 December 1955," p. 3;
Subseries 1.1 Bronx 1930-1999, Box 6, Folder 13,CHPC
mcords.TherepondetajlstheacﬁvibesofthoBaluu
Community Committee and other outreach programs
associated with the project.
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was expressed theatrically i

workers, and volunteers ¢
future site of Forest Houses.

REINHOLD MARTIN

ies of
m ther side is a ser

ing of the planned housing complex. (Zg ,F:(:hois i

fﬁn? (‘:‘r‘lcnagll questions to potential tenants, pos m

rnetori

iend, . ment;
l?eayroﬁ':nd your family are looking for an apart

munity in
If you want, along with a home, a wholesome com
which to live;

i i ature
If you are anxious to help your children grow into m
healthy citizens;

I you believe that good facilities should be made available
within walking distance of your home;

If  you would like to participate in a plan in democratic living;

Where people of many races, religions and cultures will be
neighbors

Where city departments of housing,
education, water supply,
Cooperate in this project

L

police, sanitation, health,
gas & electricity, parks are eager to

Then we suggest you apply to live j n Forest Houseg.®
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FOREST HOUSES  #«

163-166 STREETS
TRINITY-TINTON AVEWUES - BRONX 56, N.Y.

15 BUTIDINGS - 1,350 APARTMENTS
$9.50 RENTAL PER ROOM

CommuniTy PLANS FOR \TS FUTURE

RENTS ARE OOMPARAELE TO OTHER ﬂAﬁ
AIDED LOW REFPAL PROJECTS
SITE TEMANTS 2 VETERANS QP VORID,

WAR II RECEIVE PRIORITY L,
"
)

[A;LIGA‘.HOIS PROBAELY AVAILABLE IN SUMMER DBD

*A Community Plans for Its Future: Forest Houses” brochure draft

was planned for residents with somewhat higher incomes. (Martin van
Buren Houses was ultimately not built, and the McKinley Houses was later
extended onto its site.) Referring to these plans, NYCHA chairman William
Reid argued that “the city was avoiding ‘economic segregation’ by putting
two types of public housing together,” which would result in a “socially
healthy” environment for residents and local businesses.'

By the time the McKinley Houses opened in 1962, however,
federal, state, and local public housing programs had already begun to
experience the long series of cutbacks that would culminate in 1973 with
the Nixon administration’s moratorium on new federal housing projects.
The subsequent Carter administration briefly reintroduced traditional,
federally funded construction, but after 1981 the programs were essentially
replaced with private sector incentives, vouchers, and other market-based
policies. Although NYCHA has been recognized for its relative success in
maintaining the nation’s largest stock of public housing, like many other
public agencies it has increasingly sought partnerships with real estate
developers and other private sector entities in order to compensate for the
loss of public sector support.™

The turn was complete when, in 2003, the office of New York City
mayor Michael Bloomberg and the Department of Housing Preservation
:j;gg:vflopwent ann.ou_n‘ced a polif:y initiative called ."The New Housing
The inii)i atc?e that prlorltlzed publicly subsidized private d.eveliopment.
i 199Oa ive followed in the wake of federal HOPE YI Iegns!anon frqm
feplacemz \;vhu_;h hac'i funded the demolition of public housing and !ts
housing f: W'Ith grlvately developed “affordable” (rather than public)

r mixed-income groups. Dedicated to what the Bloomberg

89

12 William Reid quoted in Charles G. Bennett, "Housing
to Unite 2 Income Groups,” New York Times, August 15,
1958.

13 Bloom, Public Housing that Worked, p. 245.




L t to create affordable

. arke -
d “harnessing the private m city agencies Sl

dministration calle : erships among :
:ousing " the program emphasized partn e for B:faDR of Tricarie

build new
private real estate developers to ,I,' " ' tyathar £ et
i i eostensby o complemen athe han eplace
levels, although in this cas

If-evidence of market
: 14 The presumed se .
isti ic housing stock. i despite the absence
f:llastti,:r?s p:nbc;,ience their hegemony, wash?;’: f't:;" ‘:gis pgint would have
" ) o i

ing ideological claims, W ' olonized the
of anydsuzzo;;l::t so thoroughly had such assumptions ¢
seemed re A

ivici ination. ; ucted, one
such project opened on what had once bee; 'thga rooftop hydroponic gar-
Suitably named Arbor House, and equipped wi bby,” the project was built
den and “a living green wall installation in the lobby, blic land located on
by the Blue Sea Development Company on former|¥ pu 'C'd 5The devel-
a corner of the Forest Houses site, with direct public subsi ii i)
oper bought the land from NYCHA at below market value url er the p.l. E
sions of the Bloomberg plan, which, despite its language of “affordabi l'ty,
was and remains a privatization engine designed to encourage speculation
on increasingly scarce inner-city sites.

We are able to hear in the language of the original Forest Houses
integration policiesa self-assured, white-identified paternalism that sought,
for its own economic and political purposes, to smooth the roughest edges
of racial and class inequity associated with the American housing system.
We are typically less attentive, however, to the structural violence implicitin
the simple exchange of “public housing” for privatized “affordable housing”
in the civic lexicon. This exchange constitutes the latest step in the dele-
gitimation of public sector investment in basic urban infrastructures, and
their systematic €Xxposure to market-oriented development. In that sense,
the “community”—the historically contested “public” of public housing—
constructed (however problematically) by and for Forest Houses no longer
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