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DHC/ART Education • Movements

Movements is a tool designed by DHC/ART Education to 
encourage in-depth explorations of key concepts  evoked by the 
works presented in Wim Delvoye. By highlighting these points 
of conceptual departure through the document Movements, 
DHC/ART educators intend to inspire dialogue about the 
exhibition and encourage visitors to elaborate on the proposed 
themes through their personal interpretations and reflections. 
Over time, these traveling concepts 1 are subsequently enriched 
as they inform new contributions to our evolving conversations 
about art. 

Movements also serves as a reminder that an aesthetic 
experience engages the body—its senses and its movements—
as much as the intellect. The body’s physical, emotional, and 
perceptive gestures are intimately linked as we move through 
the exhibition space and our senses are awakened. The rhythm 
of our trajectories and changing perspectives also mobilizes  
our vision; images take shape as our memory and imagination 
are touched by the emerging aesthetic landscape. Movements 
is thus an invitation for the visitor to become immersed— 
mind and body—in DHC/ART exhibitions, thereby developing  
a rich and dynamic understanding of the works.

Wim Delvoye 
Movements
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The work of Wim Delvoye is well anchored in late 
20th century postmodernist preoccupations of his 
generation, such as critical questioning of authorship 
and the commodification of art. Through complementary 
strategies of dislocation and alteration 1 he has, 
for over 20 years, taken apart false dichotomies, 
challenged aesthetic hierarchies, and interrogated 
the social, cultural, and monetary value of images and 
objects. Delvoye has achieved critical and commercial 
success, resulting in his work being amongst the most 
recognizable in contemporary art today.
 
Marxist geographer David Harvey suggests that claims 
to uniqueness and authenticity surrounding revered 
cultural objects are “as much an outcome of discursive 
constructions and struggles as they are grounded in 
material fact 2”. Simply put, successful branding relies as 
much on the choice of carefully selected words as it does 
on an object’s provenance, materials, or quality. Through 
this optic, what is particular about Wim Delvoye’s 
practice is the expansiveness of his proactive, savvy, 
and fully integrated participation in constructing the 
sensational discourse surrounding his own artworks.  
The appropriation of iconic logos, creation of stock 
options, and production of related merchandise are 
among various strategies that Delvoye employs to 
simultaneously reveal and capitalize on the absurdities  
of the art market.
 

Delvoye is known for engaging with the very systems he 
exposes. His previous large-scale projects – bordering 
on small commercial industries – include Cloaca (2000–
2009), which comprises 10 editions of a machine that 
produces feces for entry into the art market, and Art Farm 
(2004–2008), his Beijing-based farm on which he raised 
and tattooed a herd of pigs, whose skins were claimed 
in advance by collectors anticipating their future worth. 
Through the creation and growth (literal and monetary) 
of fetishized, sellable works of art, Delvoye took the 
relatively common practice among tattooists to hone 
their skills on pigskins to another level. 

Author Sarah McFadden writes, “[w]ho would buy such 
a thing? Institutions hungry for smart art and private 
collectors bent on making smart investments, even if 
that entails buying works whose very substance cries out 
‘capitalist pig’. The artist’s brand name turns the insult 
into flattery, making it seem chic and shameless, and 
that’s his point 3 ”.

Delvoye insists that “[t]he art farm plays into that glorious 
capitalist metaphor of growing paintings. I never heard 
of any collector rushing to an art show because the 
paintings were going down in price. Even the most noble 
collector, who sees himself as a museum, is speculating, 
somehow. If he’s not speculating for monetary value, he’s 
certainly speculating for social and symbolic value 4”.
In turn, Delvoye uses the inevitability of speculation as 
fodder for both content and promotion, leaving us ever 
uncertain about the complex forces shaping the creation, 
distribution, and ultimate consumption of art.
 
Author Aurélie Bousquet suggests that “[i]n addition to 
being an entrepreneur, Wim Delvoye is also a brand 5”. 
How do you understand this statement?
 
What do you think are potential strengths and 
contradictions of working with – and benefiting from –  
the same system that is the subject of your critique?

1 MOSQUERA, Gerardo (2016). “Subversive Beauty”. Wim Delvoye. Exhibition catalogue (Tehran, Museum of Contemporary Art, 07/03/2016 – 
13/05/2016). Tehran: Museum of Contemporary Art Press.
2 HARVEY, David (2002). “The Art of Rent: Globalization, Monopoly and the Commodification of Culture”. Socialist Register, vol, 38, pp. 93-110.
3 MCFADDEN, Sarah (2010). “Gothic Mischief”. The Bulletin (October). Online. https://www.wimdelvoye.be/medialibrary/38eee627-f9ca-312c-
afed-3748ae14c150.pdf?download=true. Consulted November 17, 2016.
4 ENRIGHT, Robert (2005). “Wim & Vigor. An Interview with Wim Delvoye”. Border Crossings, vol. 24, no. 4, pp. 21-34.
5 BOUSQUET, Aurélie (2010). « Wim Delvoye, super entrepreneur ». Online. https://www.wimdelvoye.be/medialibrary/0e3a7d67-8174-34cd-a38a-
32025fd2803d.pdf?download=true. Consulted November 17, 2016

Wim Delvoye, All-American Girl, 2005-2006. Tattooed Pigskin. 
Courtesy of the artist.
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Becoming produces nothing other than 
itself. We fall into a false alternative if 
we say that you either imitate or you are. 
What is real is the becoming itself, the 
block of becoming, not the supposedly 
fixed terms through which that which 
becomes passes 1.

Gilles Deleuze and Felix Guattari

Wim Delvoye’s series of twisted works, be they 
motorcycle tires or neo-Gothic sculptures, crucifixes or 
dump trucks, are distorted versions of their former selves. 
These objects are mutated into strange and warped 
entities, and enter into a realm of the unfamiliar and the 
uncomfortable. This transformation – most poignant 
when the objects are combined with some other, often-
contradictory element – begs to be dissected. Art 
historian and critic Olivier Duquenne proposes reading 
Delvoye’s work through the lens of Deleuze and Guattari’s 
theory on “becoming” 2. Quite like the Möbius that 
Delvoye is so fond of, this process of becoming opens 
up an infinite number of possibilities, interpretations 
and questions. Can a dump truck, for example, really 
be transformed into a Gothic cathedral, in all of its 
glory, grandeur, splendor, and light…but still be a vessel 
designed to carry construction material and waste?  
The answer is simply no. And yes. 

This is where the Deleuzio-Guattarian becoming becomes 
particularly salient. Delvoye’s Twisted Dump Truck 
Clockwise (scale model 1:5) (2011) can no longer serve 
its initial function. It has been intricately ornamented 
with flying buttresses, arches and spires. It has become 
a stainless steel, valuable, twisted replica of itself. 
However, as far as Delvoye is concerned, there is no 
contradiction here. Call it juxtaposition, hybrid, a fusion, 
if you will – or, as he does, emulsion:  
a perfect combination of entities that would not normally 
mix, like oil and vinegar. But the intriguing thing is that 
they do mix in Delvoye’s work, like a vinaigrette that 
is constantly being whisked, or like a becoming that 
is constantly in the state of becoming. Emulsion and 
becoming involve merging two heterogeneous entities, 
which lead to a complete loss of stability. The entities 
defy definition and become anomalies 3. They are 
endlessly becoming – as are the dump truck and  
the Gothic cathedral.

Delvoye uses the strategy of the twist – formally, to 
distort, and conceptually, to convolute the meaning 
– to create this continuous becoming and emulsion... 
a purgatory, of sorts, where seemingly opposing or 
contradictory elements unite. There is no settling of  
the elements in Twisted Dump Truck Clockwise (scale 
model 1:5). The meanings of both the dump truck and 
the cathedral have been twisted together to such great 
lengths that no formal or conceptual un-twisting would 
be possible. Nothing is what it seems at first glance – 
everything, as it were, has a twist to it. 
 
Twisted motorcycle tires are generally the result of an 
accident: an unfortunate, unplanned event that leaves a 
mess in its wake. The twisted tires in these circumstances 
are rendered useless and are destined for the garbage 
dump. Taking this into consideration, how do you interpret 
Delvoye’s twisted tires that have been purposefully 
transformed into various shapes following specific 
complex, mathematical patterns? 

When thinking about Deleuze and Guattari’s theory on 
becoming, what are some of the possible outcomes of 
being in an unstable, in-between state? Can this be a 
potentially productive or creative space?

1 DELEUZE, Gilles and GUATTARI, Félix (1980). A Thousand Plateaus: Capitalism and Schizophrenia. Minnesota: The University of Minnesota.
2 DUQUENNE, Olivier (2010). “Wim Delvoye: Le gothique ou le crime de l’ornement.” Flux News.
3 BRUNS, Gerald L. (2007). “Becoming-Animal (Some Simple Ways).” New Literary History 38 (4), pp. 703-720.

Wim Delvoye, Twisted Dump Truck Clockwise (scale model 1:5), 2011. 
Laser-cut stainless steel, 78 x 200 x 80 cm. Collection Guy Laliberté.
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1 LOOS, ADOLF (1913). “Ornament and Crime”. Cahiers d’aujourd’hui, (5), p. 20.
2 MICHAUD, Yves (2003). L’art à l’état gazeux: essai sur le triomphe de l’esthétique. Paris: Stock.
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4 DERRIDA, Jacques (1967). De la grammatologie. Paris: Éditions de Minuit.
5 MICHAUD, Yves (2003). Op.cit., pp. 1.

What mankind created without ornament 
in earlier millennia was thrown away 
without a thought and abandoned to 
destruction. We possess no joiner’s benches 
from the Carolingian era, but every trifle 
that displays the least ornament has 
been collected and cleaned and palatial 
buildings have been erected to house it 1.

Adolf Loos

In a book published in 2003 2, author Yves Michaud identified 
a transition from object to experience in contemporary art. 
From the 20th century on, minimalist or conceptual artistic 
practices proposed a “purification” of the art object through 
dematerialization or formal simplification. By contrast, many 
contemporary artists turn to ornamentation of objects in their 
practices, seeing an opportunity to reinvest ideas that have 
been occulted by art’s autonomization: beauty, skill, craft, 
decoration or materiality. Such is the case with Wim Delvoye, 
who calls on the commodification of Chinese (Carved Tyres 
series) or Iranian (Suitcases series) craft by hiring skilled 
craftspeople to transform everyday objects.
 

These carefully carved tires and delicately embossed 
suitcases recall the paradox of ornament as defined by 
Antoine Picon 3. While designed as a superficial element that 
could potentially be removed without affecting the structural 
integrity of an object, ornament also serves to identify 
the quality of its conception. For example, Picon points to 
ornament’s elementary function in Vitruvius’s architectural 
treatises. It makes visible the effects of proportion and 
order put forward by architects, thus proving their talent. 
In Delvoye’s practice, the paradox of ornament is carried to 
the extreme as objects shift from functional to decorative. 
If the use value of the now extremely ornamented object 
decreases, its exchange value increases considerably. 
This recalls what many authors, borrowing from Jacques 
Derrida, identify as the supplementary 4 aspect of ornament: 
if ornament is a supplement of the object, it will eventually 
supplement it, replace it.
 
But what to think of ornament when applied directly onto 
the skin of a living being – a pig – that is forced to become 
ornamental? At the heart of the tension between beauty 
and ugliness, ornament indicates what Yves Michaud has 
humorously designated as one of the prime contemporary 
conditions: the evanescence of art in favour of a triumph 
of aesthetics. In his introduction to L’art à l’état gazeux, 
he ironically states: “it is crazy how beautiful the world is. 
Beautiful are the packaged products, the brand clothing 
with their stylized logos, the muscular bodies, remodelled or 
rejuvenated by plastic surgery, the made-up faces, treated 
or lifted, the personalized piercings and tattoos […]. Even 
the corpses are beautiful – neatly wrapped in plastic covers, 
aligned by the ambulances. If it is not yet beautiful, it has 
to be. Beauty reigns. In any case it has become imperative: 
be beautiful or, at least, save us from your ugliness 5”. In the 
Tattooed Pigskins series, Delvoye’s gesture oscillates between 
an obsession with ornamental perfectibility and the horror of 
ornament imposed as a social condition.
 
As you are touring the show, note the different functions of 
ornament in Wim Delvoye’s work. What does ornament do? 
How is it employed by the artist?
 
Is it possible to propose parallels between the use of ornament 
in Wim Delvoye’s work and other cultural phenomena?  
If so, which ones come to mind?

Wim Delvoye, Car Tyre, 2011. Hand-carved car tire. Courtesy of the 
artist and Galerie Perrotin.
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Raised in predominantly Catholic Flanders, Wim Delvoye 
confers a religious dimension to many of his works in a way 
that consistently subverts or questions it. His use of the 
sacred twists, bends, folds and shakes up institutionalized 
religion. This sacred is partially cultivated in a underground 
world of evil, magical forces, in the flesh of a tattooed pig  
or in the contortions of Christ on the cross.
 
Suppo Karmanyaka (2012) comprises a twisted Gothic  
tower with tree roots. Born out of the Middle Ages, the 
Gothic cathedral reaped the benefits of new architectural 
techniques such as flying buttresses and ribbed vaults,  
which allowed them to reach higher towards the heavens and 
to pierce openings in their walls, letting in abundant, ‘divine’ 
light through coloured stained glass. Delvoye playfully twists 
this tower, plunging its roots into the earth towards  
an unexpected  ‘crypt’: the world of Karmanyaka.
 
In The Brothers Lionheart, the children’s fantasy novel written 
by Astrid Lindgren, Karmanyaka is a land over which a tyrant 
named Tengil reigns. The novel is a story of love between 
two brothers, Karl and Jonathan. One terminally ill and the 
other dead from an accident, the children find themselves 
catapulted into a parallel world where they take up resistance 
against the evil of Tengil and the dragon Katla. Here, Delvoye 
replaces traditional religion’s disembodied Divine with 
another kind of sacred, one buried in the fertile ground  
of a children’s myth.
 
In The Sacred in Everyday Life, a lecture given in 1938 to 
members of The College of Sociology, 1 philosopher Michel 
Leiris proposes a definition of the sacred that sheds light  
on that of Delvoye. Leiris asks himself: “What, for me,  

is the sacred? To be more exact; what does my sacred 
consist of? What objects, places, or occasions awake in 
me that mixture of fear and attachment, that ambiguous 
attitude caused by the approach of something simultaneously 
attractive and dangerous, prestigious and outcast — that 
combination of respect, desire, and terror that we take as  
the psychological sign of the sacred? 2”
 
For Leiris, the sacred hides in the profanity of daily life,  
and childhood is the moment to detect it: as a child himself, 
he and his brother embraced household objects and corners 
of their neighbourhood that inspired secret mythologies 
– a pantheon of extraordinary heros and divinities or dark 
political machinations 3.
 
Delvoye’s All American Girl (2005) also incarnates Leiris’s 
ambivalent, transgressive, and materialist sacred. In this work 
we find the figure of the Hindu god Ganeshade, half man, 
half elephant, tattooed on a pigskin. Both our gaze and our 
bodies are revolted by the stretched pigskin and by the image 
of the artist tattooing an anesthetized pig. At the same time, 
the subtlety of the drawing and the meticulousness of the 
ornamentation are inspiring, the shimmering colours delight; 
ultimately it is here that the gaze lingers. Delvoye shows us 
that flesh, matter, animality, and polytheism are not suspect 
realities we must transcend in order to reach the Divine; on 
the contrary, we must immerse ourselves and experience 
them so that we may discover our sacred.
 
In an irreverent relationship, the god Ganesha is tied to the 
figure of the “All-American Girl”. What does this combination 
reveal to us? To what type of cult does the artist invite us?
 
The image of Christ on the cross repeats itself throughout the 
exhibition and is subjected to all types of bends and twists. 
How does this formal intervention transform our conventional 
understanding of this figure?

Wim Delvoye, Suppo Karmanyaka, 2012. Nickeled bronze.  
Courtesy of the artist and Galerie Perrotin.


