










































‘In human parlance,’ the 
parrots clarify, ‘this is called 
symbiosis, or a community 
of interests: everyone gains 
in the association.’1 

1	 �Vinciane Despret, Le chez-soi des animaux [The Home of Animals], Arles: Actes 
Sud, 2025, p. 35

The Monkey and 
the Clay
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the Clay at the Fondation d’entreprise Martell. Mirroring its title, 
which orchestrates interaction between the animal and the min-
eral realms, the exhibition is animated by the notion of interspe-
cies interdependence, following ecological currents of thought 
that seek to de-centre the human.
	 In the work of theorist Donna Haraway, the notion of 
cohabitation is articulated through her Companion Species 
Manifesto.5 This ‘interspecific sociality’ is not confined to our 
pets; it encompasses ‘every organic being to which human exist-
ence owes its very pulse’, from bees to our own gut flora. This 
entanglement - animal, plantal, mineral, atmospheric - describes 
a complex web of relations where no entity is ever isolated, and 
where every action ripples through a multitude of interconnected 
beings. The very evolution of the term ‘ecology’ mirrors this: sci-
entists originally defined the term as the study of the interactions 
of living beings with one another and their environment. Gradu-
ally, ecology evolved into a concern for the conservation of ter-
ritories and species, before becoming distinctly political in the 
1970s.
	 Discourses surrounding trans-species entangle-
ments transcend theoretical debate to swiftly engage with the 
realm of ethics and law.6 Recent years have seen a flourishing 
of literature concerning the rights of animals or rivers,7 following 
in the footsteps of Bruno Latour’s work (for instance, his Parlia-
ment of Things), and a shift toward a perspective that 
is not only non-anthropocentric but also non-West-
ern. Indeed, many non-Western cultures maintain a 

5	 �Donna Haraway, The Companion Species Manifesto: Dogs, 
People, and Significant Otherness (2003). 

6	�  For further insight, see The Nonhuman Rights Project: https://www.
nonhumanrights.org/

7	 ��Recent examples include: Camille de Toledo, Le fleuve qui voulait écrire – 
Les auditions du Parlement de Loire [The River that Wanted to Write - The Loire 
Parliament Hearings], Manuella Editions, 2021; Yenny Vega Cárdenas and Daniel 
Turp, Une personnalité juridique pour le Fleuve Saint-Laurent et les Fleuves 
du monde [Towards a legal status for the St. Lawrence River and other rivers 
of the world], JFD Éditions, 2023; François Sarano and Marine Calmet, Justice 
pour l’étoile de mer: Vers la reconnaissance des droits de l’océan [Justice 
for the Starfish: towards the recognition of ocean rights], Mondes Sauvages, 
Actes Sud, 2025. 
However, it was in 1972 that Christopher Stone, an American professor of public 
law, published the movement’s seminal text, Should Trees Have Standing? 
Written to contest a Walt Disney Company project that threatened a redwood 
forest, Stone’s essay proposed extending legal agency to the trees themselves. 
This set a precedent for later constitutional shifts: in 2008, Ecuador became 
the first country in the world to recognise its ecosystem as a political entity, 
enshrining its right ‘to exist, persist, maintain and regenerate its vital cycle’ within 
the constitution. Nine years later, the New Zealand Parliament passed a landmark 
act granting the Whanganui River - held sacred by the Māori - the status of a 
legal person in its own right. (Cf. Nicolas Bourriaud, Inclusions: Aesthetics of 
the Capitalocene, Sternberg Press, 2022, pp. 17–18) [Originally published as 
Inclusions. Esthétique du Capitalocène, PUF, 2021]). A similar ontological shift 
occurred in 2014, when the Criminal Court of Cassation in Buenos Aires granted 
‘non-human personhood’ to Sandra, a female orangutan. By recognising her 
right to habeas corpus - the protection against unlawful imprisonment - the court 
affirmed her fundamental right to life and liberty, marking the first time such 
status was accorded to an animal.

Living entanglements

‘We must help one another; it is the law of nature.’  
La Fontaine, The Donkey and the Dog.

My first encounter with the notion of interspecies relations 
dates back to a project in 2014. I had invited the Chilean cura-
tor Camila Marambio to conceive an exhibition1 arising from a 
research project she had been leading for several years in Tierra 
del Fuego, conducted alongside the Karukinka Natural Park man-
agement centre. Marambio reg-
ularly organised residencies for 
a versatile research group com-
posed of artists, historians, 
sociologists, and scientists. 
One of their focal points was 
the management of the park’s 
beaver population. Considered 
invasive, the species was the tar-
get of a brutal culling project. 
Nevertheless, scientists toler-
ated the presence of art within 
this group, viewing it as a way to step back and imagine alterna-
tive solutions to deter the beavers.2

The exhibition notably featured a video of biologists 
disguised as beavers, mimicking their behaviour - lit-
erally ‘inhabiting their skin’ to gain a better under-
standing of their perspective. This video emerged from 
a collaboration with artists.3 In this project, the bound-

aries between art and science were blurred; it appeared that 
collaboration and transdisciplinarity offered a more open, albeit 
experimental, way to navigate such complexities.
	 Nature has long served as a common trope in art his-
tory, yet today it often remains a mere motif of representation. 
With the advent of the Anthropocene - the identification and rec-
ognition of a period of time of a human-induced environmental 
crisis - long-standing assumptions regarding human exception-
alism and interspecies hierarchies have been overturned. Human 
beings are learning to redefine their place within the ecosystem, 
seeking a more balanced cohabitation within a ‘more-than-hu-
man’ world.4 This term, widely adopted in the social sciences 
and humanities, encapsulates this rupture and proposes equality 
between all entities, including humans. Drawing from theoretical 
debates and concrete experiments, certain contemporary artists 
are increasingly moving away from the role of the conqueror to 
adopt that of the collaborator.
This paradigm shift is central to the exhibition The Monkey and 

1	 �Beyond the End, KADIST Foundation, Paris, 2014. 
2	 �Further elaborated in my interview in S. Delacourt, K. Schneller, V. 

Theodoropoulou (eds.), Le chercheur et ses doubles, Editions B42, 2016. 
3	 �The artist Christy Gast and the curator Camila Marambio.
4	 �This term first appeared in David Abram’s The Spell of the Sensuous: Perception 

and Language in a More-Than-Human World (1996). 

Christy Gast & Camila Marambio, Castorera, 
video still, 2014
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relationship with nature that stands in stark contrast to the one 
dominant in Europe, which stems from the nature/culture divide 
created during the Enlightenment. For example, in Quechua, a 
language widely spoken in the Andes, the word ayllu describes a 
network (a weaving) that unites humans and more-than-humans 
(animals, mountains, plants, etc.), connected by ties of kinship.

Nature as artistic material

Can art raise awareness of environmental issues? In art history, 
Land Art was a watershed moment in redefining the relationship 
between human creation and nature. Its ambition was to move the 
work beyond the confines of the gallery, placing it in a direct, critical 
dialogue with the modern world. Artists sought to sublimate nature 
by underscoring and redirecting its inherent phenomena. Today, 
these site-specific works have become historical heritage, occa-
sionally creating friction with the very ecosystems they inhabit. 
The American artist Robert Smithson theorised the notion of 
entropy as the inevitable transformation of society and cul-
ture, echoing that of nature. There is a profound irony in the 
fact that his iconic Spiral Jetty (1970) - a 457-metre-long coil 

of basalt rocks rising from the shores of the Great 
Salt Lake in Utah - was recognised as a National 
Historic Landmark in late 2024. It must now be 
meticulously conserved to prevent its disappear-
ance - the very entropy Smithson championed. 

Another case, Walter De Maria’s The Lightning Field (1977), high-
lights the correlation between cultural and environmental pro-
tection and the way in which the conservation of a Land Art 
work becomes a matter of land preservation. Located in a remote 
region of the high desert of western New Mexico, the work con-
sists of 400 polished stainless steel poles arranged in a grid over 
an area of one mile by one kilometre. To protect the work and 
maintain its intended isolation, the Dia Foundation - the institution 
responsible for the work’s conservation - curbs property devel-
opment and land exploitation, finding itself compelled to purchase 
surrounding plots of land:
	 ‘The Lightning Field [...] is not only a famous work 
of Land Art, steeped in the masculine tradition of monumental 
landscape intervention. It is also a surprising potential model for 
subversive land-use practices in the United States. In an unex-
pected twist, De Maria’s isolationist fantasy - using land as a 
large-scale backdrop for a work of art - now offers a glimmer of 
hope by bringing land conservation to the fore.’ 8
	 A contemporary re-evaluation of Land Art exposes 
a certain paradox: its relationship is often ‘authoritarian’, trans-
posing the characteristics of the museum onto the landscape to 

8	 �https://www.e-flux.com/journal/157/6776783/conservation-is-the-work-of-art-
how-the-lightning-field-made-land-art-into-land-management 

create an outdoor cultural industry, even while claiming to critique 
the art market. Furthermore, while the era of Land Art was born 
alongside early ecological movements, the works themselves 
were not always ‘green’. Nevertheless, what remains striking 
about these works are the ways in which they allow us to expe-
rience time, whether through the performative experience of The 
Lightning Field or the evolution of Spiral Jetty. Conversely, many 
works that have sought to bring nature into the museum also 
testify to a form of visualising the temporality of the living. It is 
perhaps here that art succeeds in mediating a mode of attention, 
awakening a deeper consciousness of the environmental chal-
lenges of our era.

A Community of interests

	 ‘We cannot remain neutral, neither in the forest 
nor in the city. The sooner we understand that 

we are part of this ecosystem, the sooner we can 
find our place within it and embrace the roles 

that are already waiting for us.’  
Robert Zhao Renhui

This shift in perspective, which de-centres the human, necessi-
tates the practice of acute observation. Whether it is anthropol-
ogist Anna L. Tsing’s study of the matsutake mushroom and its 
resilience in damaged landscapes9, or Donna Haraway’s explo-
ration of the concept of companioning, inspired by her rela-
tionship with her dog, Cayenne10, these have become seminal 
references in contemporary art. For artists, this observational 
rigor is often rooted in research-led methodologies, where the 
work unfolds over the long durational time of a study - frequently 

9	 �Anna L. Tsing, The Mushroom at the End of the World: On the Possibility of Life 
in Capitalist Ruins, Princeton University Press, 2015. 

10	 �Donna Haraway, The Companion Species Manifesto: Dogs, People, and 
Significant Otherness, Prickly Paradigm Press, 2003. 
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in collaboration with scien-
tists or scholars from other 
disciplines. The objective is to 
merge art’s visual and sen-
sory approach with a rigorous 
expertise in the non-human.
In this exhibition The Monkey 
and the Clay, Mexican artist 
Tania Candiani presents a series 
of works that map the stages of 
fieldwork linked to non-human 
observation and the geological specifics of a site. Her practice 
is acutely attuned to human-induced disturbances, particularly 
the impact of migration controls along the US-Mexico border. Col-
laborating with scientists and composers, she staged a concert 
for animals (For the Animals being the overall title of the pro-
ject) in Arizona’s Papago Park, tailoring the composition to fre-
quency ranges associated with pleasure or well-being in various 
different species. Her work thus frames cohabitation as an act of 
conciliation.
	� This notion of addressing the other is also central to the 

work of Japanese artist Shimabuku, whose practice 
frequently features animals to highlight the absurdity 
of human behaviour through a mirror effect. By docu-
menting monkeys encountering a mound of ice inex-
plicably air-dropped into the desert, he underscores 
the adaptability of a species displaced from its natural 
habitat by human intervention.
	Robert Zhao Renhui, meanwhile, presents several pro-

jects structured as visual essays that challenge the conventions of 
traditional zoology. He observes what he terms ‘New Nature’ - the 
ways in which animals reclaim spaces long occupied by humans. 
These forms of cohabitation call into question the rigid binary 
between the natural and the artificial. To realise these projects, 
the artist spends extended periods of time in the field, working in 
total immersion; he utilises night-vision photography and camera 
traps, adopting the patient gaze of a biologist or a wildlife docu-
mentary film-maker.
	 Rather than exhibiting living beings among the art-
works, the exhibition examines the relations within the living 
world, specifically through the prism of collaboration and non-hu-
man co-production.

Co-creation

		 ‘A spider conducts operations that 
resemble those of a weaver, and a bee puts 

many an architect to shame through the 
construction of its honeycomb cells.’ 

Karl Marx11

Many philosophers have analysed human labour by measur-
ing it against the ingenuity of nature. The spider, in particular, is a 
recurring figure across eras: the ancient philosopher Democri-
tus believed it taught humans the art of weaving - a sentiment 
echoed by Montaigne: ‘Most of the arts have been taught to us by 
animals... the spider to weave and sew, the swallow to build, the 
swan and nightingale music, and many animals, through imitation, 
the art of medicine.’12 This transmission from animal to human 
is revisited with a touch of wit by philosopher Vinciane Despret, 
this time from the perspective of the creatures themselves - bees: 
‘Is it not said of us that we are nature’s true architects? Was it 
not we who taught humans architecture?.’ As for wasps: ‘We can 
teach humans a thing or two. Some have said it was we who taught 
them the art of pottery.’13 This idea of human creation inspired by 
natural forms finds modern resonance in the very notion of 
biomimicry, which consists of modelling solutions to sustainable 
development on nature - a lineage stretching from 
Leonardo da Vinci’s flying machines to contemporary 
architecture.
	 In this exhibition, artists engage in direct 
dialogue with natural creative processes, informed 
by observation of these productions. Several works are co-cre-
ated with the non-human, be it animal, plant or even the elements 
themselves: water, wind and so on.

	 Japanese artist AKI INOMATA 
has dedicated her practice 
to interspecies collaboration 
(working with beavers and her-
mit crabs). She treats this 
unlikely relation as a collective 
creative process that respects 
the specific behaviours of each 
species. For INOMATA, this is 
not a unilateral relationship 
where humans control other 
living beings; rather, it is made 
possible through ‘mediating 
elements’ - often the animals’ 

11	�  Karl Marx, Capital: A Critique of Political Economy, Vol. 1, edited by Frederick 
Engels, translated by Samuel Moore and Edward Aveling, London: Swan 
Sonnenschein, Lowrey & Co., 1887.

12	�  Michel de Montaigne, ‘An Apology for Raymond Sebond’ [Apologie de Raimond 
Sebon], in The Complete Essays, 1580. 

13	 � Vinciane Despret, Le chez-soi des animaux [The Home of Animals], Arles: Actes 
Sud, 2025, pp. 29-30. 

AKI INOMATA
Passing her a piece of cloth, 
video still, 2022

Tania Candiani, Percutor, 2020
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own habitats - which allow for communication while avoiding 
direct human interference. In her work Passing her a piece of 
cloth, the artist provided pieces of fabric to bagworms, which 
they then wove into their protective cocoons. Typically, these 
larvae glean elements from their environment such as leaves 
and twigs, binding them with silk. The filmed bagworms inte-
grated these fragments of human manufacture into their biological 
architecture.
		  Jessica Warboys’ sea or river paintings always 
begin with contextual research into a specific body of water, 
encompassing its geography, topography, and mythology. For 
this exhibition, she produced a new work on the banks of the 
Charente, treating the river as the lead protagonist in the creative 
act. This form of animism aligns with ecological thought inspired 
by non-Western philosophies, where the process takes on the 
quality of a ritual. Warboys’ method is deeply sensory, linked to 
scent and texture. She primes the canvas with beeswax to create 
patterns before submerging it in the river, surrendering the work 
to the agency of the current. Once pulled onto the bank, pigments 
are added while the fabric is still damp and once the canvas is 
dry, the wax is removed to reveal motifs amidst expanses of pig-
ment. Suspended in the gallery, the monumental yet ethereal 
canvas becomes a site-specific recording of the landscape. The 
unpredictability of the process manifests the notion of collabo-

ration - a form of creation that eludes the artist’s total 
control, contingent as much upon her gestures as the 
agency of water and wind.
		 In a similar vein, Trevor Yeung relinquishes the 
final form of his work to natural elements, evolving over 

time in response to shifts in atmospheric conditions. His installa-
tion Earth to Earth (Terres-de-Haute-Charente) brings together 
unfired clay tiles produced in the region. One portion of the tiles is 
displayed within the gallery, while the other is placed in the foun-
dation’s outdoor patio. The exterior iteration of the work, installed 
before of the opening of the exhibition, will have already begun to 
weather through exposure to the elements (sun, wind, rain). The 
control sample inside the gallery provides a point of comparison, 
a kind of before and after that resists definitive forecast. 
	 Whether through Smithson’s concept of entropy or 
Robert Zhao Renhui’s idea of re-wilding developed in his research 
(the concept of ‘New Nature’, defined above), the more-than-hu-
man is never a static backdrop, but an entity in perpetual flux.

Questioning collaboration

	 ‘Species, all species, are constantly reshaping the 
world, perpetually drawn into dialogue and forced to 

strike pacts with one another.’ 
Emanuele Coccia14

While the notion of collaborating with the non-human is both 
seductive and poetic, the exhibition also serves as an invitation 
to approach this possibility with caution. Collaborative relation-
ships (generally, even among humans) are complex, occasionally 
unpredictable, and can verge on instrumentalisation. How can 
we be certain of their reciprocity?
	 At first glance, humans clearly depend on non-humans 
far more than the reverse. The artists in this exhibition are under no 
illusions: ‘Any collaboration with nature is necessarily asymmetri-
cal, but one still tries,’ Robert Zhao Renhui notes in an interview 
within this booklet.
	 And what of the indifference of the non-human? 
Lin May Saeed was perhaps the artist who probed this question 
most extensively, being herself a dedicated animal rights activ-

ist. Although she shared her 
studio with rabbits, she rarely 
engaged in direct collaboration 
with the non-hu-
man. Instead, her 
work advocated for 
a form of reconcil-
iation, crafting an 
alternative narrative of inter-
species relations. Regarding the 
silence of animals, one of the 
artist’s fables addresses this 
very topic: ‘Another possibility 

would be that the animal is actually capable of speech, albeit very 
slowly. Centuries might pass before an animal utters the phrase 
“Please, don’t kill me!”, in an almost infinite succession of syl-
lables. Rather like someone writing their name on the surface 
of the Moon. Depending on the species, it could take hundreds of 
thousands of years.’15

14	� Interview in Le Nouveau Magazine Littéraire, Thursday 28 March 2019.
15	� ‘The Silence of the Animals’, in Lin May Saeed, Arrival of the Animals, exhibition 

catalogue, Clark Art Institute, 2020. See also: Lorenzo Giusti in a collective 
conversation, a tribute to the artist Lin May Saeed, Mousse Magazine n°87, 
April 2024. Accessed online: https://www.moussemagazine.it/magazine/
lin-may-saeed-jochen-lempert-melanie-bujok-lorenzo-giusti-lorenzo-giusti-2024/ 

Lin May Saeed
Alfil Relief/Elephant Relief (V03), 2021
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Indeed, the difficulty in assessing relationships and collab-
oration lies largely in the absence of a common language.16 In 
Saeed’s work, humans and non-humans are depicted side-by-side, 
sometimes as twins (the sculptural duo Enkidu and Jackal), or in 
scenes of liberation, where masked figures release animals from 
their cages (The Liberation of Animals from their Cages XI). For 
Saeed, the empathy and solicitude of interspecies relations were 
long absent from art history, overshadowed by the 17th-century 
tradition of hunting scenes and still lifes.17 One need only look to  
the singularity of a universe like that of Rosa Bonheur in the 19th 
century, whose work was instrumental in establishing animals and 
nature as political subjects in art.
	 Saeed, who studies speciesism through the lens of 
racism against other species, develops a practice that is recon-
ciliatory rather than divisive, focusing on liberation rather than 
suffering.18 She creates a reparative representation of resistance, 
firmly believing that her art can heighten collective consciousness 
more effectively than her activist interventions.
	 In 2021, philosophers Antoine Chopot and Léna Balaud 
catalogued forms of interspecific activism linked to the concept of 
‘third nature’. Defined by anthropologists like Anna L. Tsing, this 
refers to that which manages to resist and weave spontaneous, 
unexpected relationships.19 By contrast, ‘first nature’ is the auton-
omous world which precedes us; ‘second nature’ denotes the 

way the capitalist economy has transformed ecosys-
tems into working environments designed to generate 
profit.20 Chopot and Balaud draw specifically on the 
example of agrarian communities in Argentina fighting 
Monsanto by wildly sowing ‘super-weeds’ that invade 

GMO crops, and naturalists blocking a construction project on 
the Loire by fostering a habitat for a pair of ospreys. These alli-
ances recall the notion of mutual aid mentioned at the opening of 
this text.

16	� There are, however, numerous documented cases of communication between 
humans and animals. To cite two prominent examples: Koko, a female gorilla 
raised by ethologist Penny Patterson, utilised over 1,000 signs from American 
Sign Language (ASL) to express her needs, convey emotions, and comment on 
her surroundings. She was capable, for instance, of requesting a pen to draw, or 
expressing sadness and joy. Koko also understood approximately 2,000 words of 
spoken English. 
Alex, a celebrated African Grey parrot, studied by researcher Irene Pepperberg, 
demonstrated the ability to answer simple questions. His responses proved that 
rather than merely mimicking human speech, he grasped the link between the 
word and its corresponding object or quantity.

17	� Interview with Lin May Saeed, Arterritory, January 2020. 
Accessed online: https://arterritory.com/en/visual_arts/
interviews/24501-why_havent_animals_revolted_against_humans_yet/ 

18	� Mousse Magazine, ibid.
19	 �Léna Balaud and Antoine Chopot, Nous ne sommes pas seuls : politique des 

soulèvements terrestres [We Are Not Alone: Politics of Terrestrial Uprisings], 
Éditions du Seuil, 2021.

20	 �See also: ‘Léna Balaud et Antoine Chopot : Alliances interspécifiques’ 
[Interspecific Alliances], Mouvement, November 2021. Accessed online: https://
www.mouvement.net/societe/lena-balaud-et-antoine-chopot 

These forms of subversive resistance, which ally with the living 
to enact change, also echo ancestral modes of more-than-human 
cohabitation. Ancient and alternative narratives converge in 
the artists’ work, combining to create a new imaginary, forming 
new representations to enrich collective thought and broaden 
the ecological imagination.
	

Fiction, technology and futurability

	 ‘Stories are both affirmative and interrogative. 
I believe the act of storytelling is vital to 

cultivate a mutual presence, a necessary step in 
learning to pay attention.’ 

Donna Haraway21

For the American philosopher and primatologist Donna Haraway, 
speculative fabulation is linked to everyday storytelling and the 
imagination. She insists on the form of the fable, the inspiration 
for the title of this exhibition and for several of its artists, such as 
Lin May Saeed, who wrote six fables in the early 2000s.
	 Vinciane Despret’s The home of animals, is a fable told 
from the perspective of its animal protagonists. In the preamble 
to this narrative (originally a talk for children), Despret 
draws on a story by Ursula K. Le Guin - renowned for 
her use of science fiction. In 1985, Le Guin proposed a 
counter-history of Genesis: in this version Eve invites 
the animals to discard the names Adam had given 
them and rename themselves as they pleased. This tale exem-
plifies the use of fiction to critique dominant, authoritarian dis-
courses regarding non-humans. By writing an alternative version 
of this mythic tale, Le Guin and Despret expand the reader’s imag-
ination and their ecological consciousness. This turn to narrative, 
and specifically to an alternative history of the past, mirrors Le 
Guin’s ‘carrier bag theory of fiction’,22 which allows her to explore 

other possible narrations, nota-
bly feminist ones. She reminds 
us that the Neolithic revolution 
marks the beginning of the 
Anthropocene, the first sub-
stantial impact of human activ-
ity on nature, as it represents 
the moment when humans 
began to organise the exploita-
tion of other species, notably 
through livestock farming, to 
produce food.

21	 �Donna Haraway, Récits pour notre temps [Stories for our time], PUL / La 
manufacture d’idées, 2024, p. 70

22	 �Ursula K. Le Guin, ‘The Carrier Bag Theory of Fiction’, in Dancing at the Edge 
of the World: Thoughts on Words, Women, Places, Grove Press, 1989 [First 
published in 1986].

Agnieszka Polska,
The Book of Flowers, video still, 2023
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The primordial moment of interspecies equality is framed as 
a pre-history by Lin May Saeed who refers to the character of 
Enkidu, who lived among animals until he realised he is human, in 
the Epic of Gilgamesh. 
	 Similarly, Agnieszka Polska’s work, The Book of Flow-
ers, presents a fictional history of the symbiosis that long ago 
united humans and flowers. This narrative upends traditional 
power dynamics, ending with an emancipation where humans no 
longer need flowers to reproduce. To flesh out this paracosm (a 
detailed universe linked to childhood), the artist mimics the style 
of a 1940s-50s scientific documentary, complete with a voice-
over. Furthermore, she uses artificial intelligence to process archi-
val botanical images, giving them surreal, textured apparitions. 
Technology here augments creative potential while situating the 
work in an indefinite time.
	 The speculative nature of ecology, with its vast times-
cales and deferred results, encourages artists to turn toward fic-
tion. The de-centring of the human that we discussed finds a new 
locus in technology, where the dialectic between machine and living 
exposes our dependence on both machines and natural resources.  
Bagus Pandega’s installation proposes a nexus between technol-
ogy and the environment; the human is merely an intermediary, 
a ‘hacker’ who diverts the conventional exploitation of resources 
to denounce extractivism. Hyperpnea Green is a machine built 

by the artist that produces and releases oxygen, gov-
erned by the biofeedback and physiological signals 
of its constituent plants. The artist’s intention is to 
highlight the interaction of the machine’s components 
and the autonomy of these non-human interrelations. 

Evoking the rhythm of respira-
tory movements, the project 
was born in the wake of the 
Covid-19 pandemic, which left 
patients with respiratory dis-
tress and caused oxygen short-
ages worldwide.
The relationship between tech-
nology and ecology remains 
ambivalent. For eco-Marxists, 
technology is largely respon-
sible for the environmental cri-

sis, whereas techno-solutionism maintains that technology will 
solve all problems related to global warming. This divergence of 
perspectives complicates the debate, particularly as techno-
logical innovation remains a site of immense economic contes-
tation, further entrenching human domination and weakening 
attempts at alliances with the living. Other creative forms, how-
ever, can subvert this vision of technology, such as the Solarpunk 
science-fiction movement, which imagines a harmonious rela-
tionship between technology, nature, and society.23

23	� Adam Flynn, Solarpunk Manifesto, 2014. Accessed online via Republic of the 
Bees: https://www.republicofthebees.org/solarpunk-manifesto/.

Rather than seeking solutions, the exhibition The Monkey and the 
Clay foregrounds the potential of artistic creation and its narra-
tive forms to cultivate a new ecological imaginary. It centres on 
the premise of collaboration to illustrate the concept of interrela-
tion, which resonates throughout ecological thought. From a pro-
foundly optimistic perspective, it echoes theorist Franco ‘Bifo’ 
Berardi’s concept of ‘futurability’, a poignant reminder that it is 
precisely at the heart of our current crisis that a better world lies 
dormant.24

Emilie Villez, March 2026 

	 Peripheral and legal notes: Barbara Villez

24	�  Franco ‘Bifo’ Berardi, Futurability: The Age of Impotence and the Horizon of 
Possibility, Verso Books, 2017.

Bagus Pandega, 
Hyperpnea Green, detail, 2024
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