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In 1909, Lu Mérten wrote a novel refab-
ricating the deaths of everyone she grew
up with. Her whole family. They had all
died of tuberculosis. Mdrten was 30 years
old. She too had been perpetually sick.
Working-class tenements kill people.
And life does not get more comforting
once you leave them to go to work. Work-
ing-class life kills people. Marten’s nov-
el is excessive. She narrates a life from
death. The Bildung (education by its
bourgeois function) Marten and her class
were exposed to but not addressed by is
made to be fostered within the horizon
of its subjects’ expanded reproduction.
A Bildung of the subjects of perpetual
capitalizations. Mdrten made another
Bildung. When Mirten transforms the
experience of surviving the death of her
class into a novel and titled it 7o7so. The
Book of a Child, she writes an excess: a
Bildung defiant of surplus, one that is
a fantasy of its forms and shapes and
measures. Organizing sense/s, realiz-
ing (a) life. Throughout her life, Miarten
rededicated the means of Bildung—like
the novel—to those who were only ever
dying tragicallyat its fringes. Not just (in)
the novel. Two thirds through 7o7so she

asks, allcaps: “IF YOU ARE AN ARTIST
OF THE LIVING LIFE OR ONE OF ITS

FORMS.” Excess or surplus? Rededicat-
ing Bildung or being its custodian? This

is about Caspar Heinemann. His work is

an excess of perpetual rededication just

as much. Heinemann too is not dropping
what was left for dead to stage himself
among the forms of an aspirational fu-
turity. He too builds fantasies of a Ziv-
ing life from means unfit for expanded

reproduction. Real ones. Dealing with

what made his characters, symbols, and

sense/s pass, he fabricates their presence.
His work is gleefully undying. I am still

heartbroken for notseeing 7%efarmyard
isnotaviolent placeandllook exactly like

Judy Garland (2019-20) in person. Larne

Abse Gogarty, who I believe introduced

me to Heinemann’s work, wrote about it
for Art Monthly. It was a play and a show
Heinemann manifested with Alex Margo

Arden. The staging of a fantasy that is

real when sung.

Heinemann was born in London
in 1994. Ile is far too young to have ever
seen Crass live. Most of us are. Still, that
band, who agitated, organized,setup (and
failed) their own means of production, re-
surfacesregularlyin his work. Crass was
using the medium of jubilation (music) as
a means of a Bildung dedicated to capi-
tal’s death. Crass was an excess of subsis-

tence, a real fantasy. In Distant Clinical
Entity (2017), Heinemann used Crass’s font
as a means of direct dedication. A series
of drawings, poems, and catapults that
align weapons and targets in the wrong
order, threading them together into floor
garlands.

What comes into view once Bildung
isn’t advancing an aspirational horizon
of surplus, once Bildung’s horizon is re-
placed by alivinglife wrested from death,
is a sharp relief of needs. And it comes to
figure that not ever in the history of what
dies have needs ever been what they are
habitually called: basic. If anything, this
iswhat Marten demonstrated. And Crass.
And what Heinemann marks, builds,
writes and sings. Needs. Unbasic. Méarten
and Crass were working to autonomize
(their) needs. Taking countercultureliter-
ally. Heinemann does too. Art as counter-
culture. Not a political pose but something
inherently folkic. Glorie (2022) at Cabinet
and Lizzie Homersham’s beautiful text on
it for Artforum. Read it. Cardboard bird
houses as a series of lovingly ornamented
non-essential holes, topped with a paper
garland of gay sexed bodies. Unrepro-
duced and unreproductive, but endlessly
repeated. Something poetic, something
formulated in and as a dedication to a
specific form of life and its subsistence.

I would say that this was always
pressingly true for any art that mat-
ters. But devastatingly right now this
is a practice addressed to the real in its
most obvious forms. Only liberal delu-
sions of Bildung, like mylabor, and yours,
and his, still own some means to pretend
otherwise. It is the #of banality of being
able to recognize yourself, your loves,
and your lives, each day. Médrten consis-
tently recognizes her life as living off of
death. Crass, a counterculture living off
its dissolution. Heinemann needs a lot
to recognize himself. He needs to drag
it into the present, the gallery, build it
up, and rededicate all folkic remnants
in reach to shape a recognizability that
does not isolate him. Heinemann is nev-
er there alone but for all its humor and
beauty Heinemann’s work is always the
excess of a lack. Life identified out of
lack. Into excess. Heinemann consis-
tently ventures into aesthetic forms that
are labor’s extra. The British Amateur.
Butthatis nothim. That British Amateur
was competing with professional labor
in his reproductive time. Heinemann is
making work grow out of labor into “the
whole life-work of a human.” Of him.
Mirten again. In Heinemann’s work, it
is not the allusion to functional forms
that I see, but the presence of functional

aspa

An excess of provincialism. Folkic min-
iatures. Heinemann’s poetry brings us
needs and miniatures of their fulfill-
ment: A rebuilding of sense/s calling
upon non-aligned subsistences. Calling
upon the “fantasies of the people. Because
historically, there were never any others.”™
Mirten again. The fantasies of gay people.
Not the (primary) subjects of expanded
reproduction. Fantasies of unbasic needs.

I have been trying to replace care
with need everywhere to see how care’s
paternalism melts away. The needs of
the caregiver come into sharp relief. And
thisis still about Heinemann. He does not
give us care. No Use  and No Use Il (2017)
gave us maps of rebellion and childhood
needs. Escape plans for running away and
joining Crass stitched and clued onto tarp,
complete with the matches used to light
up the house one is leaving. There is so
much need in his work that it gets to be
openly mannerist. It’s love poetry. The
troubadour not the sonnet kind. A form
undone by Christianity’s early crusades
in what became Europe. There was a
troubadour scene in the GDR. How about
Crass? How about traveling, distributed,
provincial standards of adoration in song?
Heinemannisall that. A wish: Heinemann
ontour. Heinemann’s work articulates the
needs of subsistence and fabricates a sub-
sistence of needs.
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means. Iis art objects treat reification
as aprocess of individual manifestation.
His shows call upon everyone entering
to go reify. Direct action reification for
everyone. By everyone.

Heinemann just goes on with life.
His collection of poetry, Novelty Theory
(2019), confirmed my suspicion that he
was simply amassing what piled upin the
life of daily needs, without ever natural-
izing ‘daily’ into basic: reoccurrences of
specific objects and their relations which
he has been laying out for us in spaces
and on pages. Habitual integrations.
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