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AL: It's interesting to hear about 
the process of reflection and 
production ... When you were 
talking about maps, what form 
does that take? 
MH: They are drawings. I draw a 
lot on massive sheets of paper. 
It all starts with drawing. I 
wanted to convey these worlds 
of the past and future with lines 
traced between the heavens, the 
kingdom of ghosts, immaterial 
beings, paradise, or perhaps the 
cloud today; and then below, 
within the Earth's crust, there 
may be the underworld or un
derwater volcanoes. There is a 
relationship between different 
spaces and dif ferent t ime 
scales: the distant past, the dis
tant future, the present and 
what happens between these 
time scales. Then there are the 
other parallel timelines. In all 
these parallel worlds, what hap
pens if we pirate what really 
happened and deny the reality 
of certain facts? For the FOXP2 
exhibition: what would happen 
if this specific gene did not mu
t a te in humans, but in ele
phants? All of a sudden, it shifts 
our perspective and we find our
se l ve s on another timeline 
where elephants evolved and not 
humans. I made all these maps 
with all these different lines. I 
just spend months having fun 
ëfoing it. It's like redrawing the 
history of humanity, from our 
origins to our end. The feeling I 
carry in me and that I try to re
create in all my exhibitions is 
that, ultimately, we may be no 
more than a blip on the radar of 
History, a tiny footnote. l'm in
terested in how we relate to 
these worlds that existed before 
and after us, and where that 
leaves us as humans. 

AL: So you get to you studio in 
the morning and start asking 
yourself all these questions? 
MH: Not just in my studio, but all 
the time. I have all these maps 

in my head. When I say maps 
with axes, it's something very 
concrete. They are tools for for
mulating these speculations. lt's 
like world engineering. It starts 
with the maps and then I go into 
more detail. 

AL: Do you work on a project ba
sis? For example, do you say to 
yourself: "1 have an exhibition 
in two years, so l'm working on 
this project", or are you working 
on something bigger and more 
expansive? 
MH: That has changed. I started 
out working on a per-project ba
sis, but now l'm realizing that 
all my projects are connected. I 
just came to that realization this 
year and it was a very nice fee
ling. I feel like I have defined 
my territory and now all I have 
to do is explore. Now I conceive 
my works as if there was a huge 
map of all these worlds that I 
explore one by one. I realized 
that l'm always coming back to 
the same questions. I talk about 
ancient Egypt with Cleopatra, 
humanity's origins with the Ve-

nus project, a not-so-distant fu
ture with the project at the 
Centre Pompidou for the Marcel 
Duchamp Prize. I always corne 
back the  same quest ions :  
"Where do we corne from? 
Where are we going?" And 
above all, the question of how 
new technologies are redefining 
life and death, such as regenera
tive medicine and the rise of ar
tificial intelligence. l'm inte
r e s t e  d i n  h o w  a l l  t h e s e  
technologies are expanding the 
spectrum of possibility in terms 
of the meaning of life and death 
today. There are many other ar
tists who are interested in these 
topics, too. It's also about how 
we include these different forms 
of life in our ecosystem. And 
more generally, there are many 
movements at the moment - es
pecially #metoo - that show that 
we are including more and more 
beings within our dominant eco
system. Hierarchies are chan
ging. Again, this is not specific 
to my work. 

AL: It's also another way of 
seeing the animal world. Until 
now, animals have been seen 
only as beings to be exploited, 
but that is changing. There is a 
groundswell on the rise. 
MH: Yes, this is only the begin
ning. Talking with many resear
chers, it is clear that we are rea
lizing that supposed human 
traits are not at all human-spe
cific. It's crazy to think that for 
so many years we thought that 
language, religion, knowledge of 
death and rituals were specific 
to humans. In many anthropo
logy books, these are the things 
that define us, when in reality 
they are found in many other 
species, so that puts us back into 
the natural world. 

AL: Sorne are even starting to 
perceive trees as thinking 
beings ... 
MH: Oh yeah, that's absolutely 
wild. There is the example of a 
huge forest where on one side 
the trees began to get sick, and 
then the trees on the other side 
developed an antibody for the 
disease before they had even 
contracted it. That implies that 
they communicate in a certain 
way, through their  roots  . 
Clearly, we still have a lot to dis
cover. 

AL: Sorne say that only ten 
percent of the living species on 
Earth are known. We don't ac
tually know much about our 
world. (laughs) 
MH: Yes, that is so clear. 

AL: What is your relationship 
with nature and animals? Do 
you have a strong personal 
connection to them, even though 
you live in the middle of London, 
completely disconnected from 
nature? 
MH: Yes. (laughs) I don't necessa
rily have a strong personal rela
tionship with nature on a daily 
basis, but I grew up in the 
countryside, so we lived in har
mony with nature. It seems so 
cliché to say that! We were also 
very close to the sea. I have a 
very strong relationship with the 
sea. l've done a lot of sailing. But 
it is more so the relationship to 
the sublime that interests me in 
nature. It's an extreme fascina
tion and also kind of frightening. 
That's the feeling I try to re
cre a te in my exhibit ions,  
whether physical with my sculp
tures or through the voices I 
create. For example, Cleopatra's 
voice is extremely seductive and 
sings a love poem of her time in 
extinct languages. There is so
mething exciting and seductive 
and at the same time frightening 
about it, since we realize that 
this voice has no soul and no 
body. It is a completely artificial 
and empty voice. I wanted my 
sculptures at the Centre Pompi
dou to be spectral, as if they 
came from another time and pe
rhaps would disappear. At the 
same time, they are very present 
and concrete. They are animals 
that seem polluted and imbibed 
with a kind of grey matter that 
pulls them deep into the ground 
- in my imagination it's the wa
ter surface. At the same time,
they seem to want to rise up
through a desire for transcen
dence. They are both extremely
airy and dynamic and extremely
heavy. They are ultra-seductive
and at the same time, when you
get close to them, there is so
mething visceral. You have the
impression of seeing their skin
and the inside of their entrails.
So the question of the sublime is
very present in my work.

AL: Are you afraid of beauty? 
B eauty is often avoided in 
contemporary art... 
MH: Yes, I find it interesting to 
create an ultra-seductive and 
beautiful experience that is at 
the same time frightening, either 
because of the topic or because 
of the feeling you have when you 
get close to it. Ultra-artificiality 
and what  people can cal l  
"beauty" i s  always linked to  a 
certain form of horror. It's re
lated to the artificiality of these 
bodies and their emptiness. 
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