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« Manuel Borja-Villel : Pierre Huyghe, After Alife Ahead (Skulptur Projekte Miinster, Germany) »,
Art Forum, VOL.56, NO.4, December 2017, p.166.

MANUEL BORJA-VILLEL IS THE DIRECTOR OF MUSEO NACIONAL CENTRO DE ARTE REINA SOF{A IN MADRID, AND FORMERLY SERVED AS THE DIRECTOR OF THE
FUNDACIO ANTONI TAPIES IN BARCELONA (1990-98) AND OF THE MUSEU D'ART CONTEMPORANI DE BARCELONA (1998-2008). HE HAS CURATED MONOGRAPHIC
EXHIBITIONS OF MARCEL BROODTHAERS, LYGIA CLARK, HANS HAACKE, LYGIA PAPE, MICHELANGELO PISTOLETTO, NANCY SPERO, AND ANTONI TAPIES, AMONG OTHERS.

ug L MANUEL BORJA-VILLEL

2

PIERRE HUYGHE, AFTER ALIFE AHEAD (SKULPTUR PROJEKTE MUNSTER,
GERMANY) For his work in Munster, Pierre Huyghe designed an ecosystem in
which algae, bees, bacteria, mollusks, and peacocks coexist, in addition to
cells from the immortal line known as HelLa. Huyghe succeeds in redefining
the traditional notion of nature: The mechanical and the digital intertwine
with living organisms, and it is often difficult to discern their boundaries.
Visitors learn that the HeLa cells belonged to an African American woman who
died of cervical cancer in 1951, and were harvested and later marketed without
the permission of her family. And we come to realize that if once we imagined
nature as a shared place,
it is now one that no longer
belongs to us.
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Hoffmann, Jens. « Skulptur Projekte Miinster », Frieze, no.189, September 2017, pp. 164-165.

PACIFIC

STANDARD
TIME:

Latin America

& Los Angeles
documenta 14

7th Venice Biennale
Skulptur Projekte Munster
EVA ROTHSCHILD:

My influences

NAIRY BAGHRAMIAN:
Monstrous minimalism

120290 29602 26

013 Z1$ SN S6°9F 3N




Galerie
Chantal Crousel

Hoffmann, Jens. « Skulptur Projekte Miinster », Frieze, no.189, September 2017, pp. 164-165.

SKULPTUR PROJEKTE MUNSTER

Various venues, MUnster,
Germany

Initiated in 1977 by Klaus Bussmann
and curated by Kasper Kénig, Skulptur
Projekte Munster (Sculpture Projects
Munster) was originally intended as a one-
off public art project in this small, western
German city. It has since taken place every
ten years and mostly occupies public
areas in and around the city. If the exhibi-
tion’s model has, in the intervening time,
become a far-reaching tradition, then the
move to show only newly commissioned
artworks has become increasingly rare -
largely absent, for example, at this year’s
other large-scale summer exhibition in
Germany, documenta 14, which opened
only days earlier.

The fifth iteration of the event, directed
by Konig and curated by Britta Peters
and Marianne Wagner, includes 35 new
commissions under no umbrella ‘theme’.
The exhibition’s format has changed
little, even after developments in what
we understand as ‘public space’ and the
ascendance of sociaily grounded artistic

Reviews

practices in recent years. Yet, the scale
and ambition of the projects have dramati-
cally evolved, reflecting with each edition
ever more expanded ideas of sculpture,
public space and site specificity.

This year, a collaboration with the
Skulpturenmuseum Glaskasten Marl,
entitled ‘The Hot Wire', serves to connect
Skulptur Projekte Munster with the nearby
city of Marl, which has its own distinct
history of postwar public sculpture. The
project includes works by Thomas Schiitte
and Joélle Tuerlinckx. Another high point
afforded by the scale and relative infre-
quency of the exhibition is its engagement
with its own history. At the LWL Museum
for Art and Culture is Michael Asher’s Dou-
ble Check, which has taken place at each
iteration since 1977, with the artist placing
a caravan at various sites in the city and
moving it around on a weekly basis. This
year the work appears as a mediation of
the event’s own past, via archival material
and photographs.

This year, a number of works broadened
the notion of sculpture in public space to
encompass performance, for example in
pieces by Gintersdorfer/KlaBen, Xavier
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Le Roy (collaborating with Scarlet vy)
and Alexandra Pirici. Also ephemeral is 3
sound intervention by Cerith Wyn Evans,
A Modified Threshold ... (for Miinster)
Existing Church Bells Made to Ring at
a (Slightly) Higher Pitch (all works 2017),
which takes place in St Stephanus
Church. In this brutalist building,
constructed as part of Mlnster’s urban
development during the 1960s, Wyn
Evans installed an industrial air-cooling
system in the church tower to lower the
bells’ temperature, augmenting their
pitch: an enormous technical undertak-
ing that remains invisible, and nearly
inaudible, to the audience.

‘Site specificity’ itself was commented
upon in Nairy Baghramian’s Beliebte
Stellen (Privileged Points): two tubular
bronze sculptures, each made of several
individual parts that will not be welded
together until the end of the exhibition, and
then only if the work is purchased. The
points of ‘privilege’ in question are the
front and back courtyards of the baroque
Erbdrostenhof palace, the same spots
selected by Richard Serra in 1987 and
Andreas Siekmann in 2007, Lying incom-
plete and inert, Baghramian’s sculptures
- which will presumably be moved upon
purchase - free themselves from ‘site’
while commenting on male domination
in the history of sculpture.

At other places, the relationship
between artwork and place is more
inscrutable. Presented in the basement of
the City Library Miinster, Gerard Byrne’s
20-minute film /n Our Time takes place
in a fictional radio control booth. A DJ
reads the news, presents advertisements
and plays music. The script is a mélange
of various radio transcriptions of shows
from the early 1970s. The film engagingly
transports the viewer back to a different
era and unveils what is usually invisible
to the radio listener, while resonating
with more recent phenomena such as
a 24/7 news cycle, ‘fake news’ and a
global broadcast culture.

Ei Arakawa’s Harsh Citation, Harsh
Pastoral, Harsh Miinster engages with
its location in a clearer way. Seven LED
screens occupy a large field near Lake
Aasee and turn better- and lesser-known
paintings into seemingly free-standing

September 2017
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advertisements. Each screen shows a
digital copy of a painting by the artist’s
friends, former teachers or artistic influ-
ences, from Gustave Courbet to Jutta
Koether, Joan Mitchell, Amy Sillman and
peena Spaulings. Courbet’s’La Rencontre
(The Meeting, 1854) sets the tone, depict-
ing an artist strolling through a field. Each
screen plays a soundtrack, singing an in-
terpretive song that tells the visitor what it
is ‘about’. In this pastoral setting, Arakawa
critiques both the normative presentation
of paintings as static objects while toying
with the discursive embellishment of
‘painting’ as performance.

Conceptually overloaded but visually
arresting is Pierre Huyghe’s spectacular
After ALife Ahead, which transforms a
former ice-skating rink that is about to
be demolished into an almost moonlike
landscape, exposing the various layers
of earth beneath the building, from clay
to sand and gravel, all inhabited by biologi-
cal life forms such as algae, bacteria and
beehives. The roof opens and closes as
determined by an algorithm based on the
growth of incubated cancer cells, their
rate of reproduction in turn synched with
the vitality of the space (the movement of
bees, CO2 and bacteria levels). A symbio-
sis of architecture, biological phenomena
and symbolic landscape, the intervention
at once suggests location and dislocation.

A similar movement away from
Munster is enacted by Mika Rottenberg’s
film and installation Cosmic Generator. Set
ina surreal readymade environment - a
now-defunct store that previously special-
ized in selling Asian products - it operates
between fact and fiction to speak about
commerce in a globalized world. The film
revolves around a tunnel system between
Mexicali and Calexico that is used for

September 2017

illegal trade and can only be entered on
the Mexican side via stores in Mexicali’'s
Chinatown. Footage of the tunnels is
interspersed with images of a gigantic
Chinese market selling products like those
usually found in 99-cent stores in the US.
The project points at globalization, illegal
trade, exploitation of workers and the
invisible transfer of consumer goods.
Michael Smith’s humorous Not Quite
Under_Ground is a fully functional tattoo
parlour catering especially to those aged
65 and older, who get senior-citizen
discounts on tattoos — a now-mainstream,
once-countercultural gesture that jars
with the establishment’s target demo-
graphic. Designs by artists (many partici-
pating in the event) become permanent
souvenirs for the visitor-participants ~
instances of self-expression that unite the
outside of the human body with the perfor-
mance of interior aesthetic sensibility.
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Also taking us fully back to Miinster
is Bye Bye Deutschland! Eine Leb-
ensmelodie (Bye Bye Germany! A
Life Melody) by Benjamin de Burca
and Barbara Wagner. The 20-min-
ute video projection in the Elephant
Lounge (a typically German nightclub
somewhere between discotheque and
adult entertainment site) investigates
the Schlager genre: tacky, escapist
music that revolves around romance,
broken relationships and the everyday
problems of normal people. Jeremy
Deller’s project, too, is grounded in the
life of everyday Germans. Deller was
intrigued by Munster’s Schrebergdrten:
tiny parcels of urban land designated
in the mid-19th century for workers to
cultivate as gardens in order to bring
nature to industrialized city life. In 2007,
he contacted about 50 of the small
organizations that run the garden allot-
ments, asking them to keep diaries of
their activities over a period of ten years,
which he now presents in 22 volumes in
one of the gardens. Deller also planted
anumber of dove trees in 2007, which
have blossomed after ten years.

Munster is a surreal backdrop for
a contemporary art exhibition, given
its faux-historical facades and visible
affluence. Absent are works that overtly
engage with global challenges such as
climate change, environmental destruc-
tion, religious conflicts and economic
inequalities. Yet Skulptur Projekte
Munster, the best of this summer’s large-
scale exhibitions, is outstanding for the
fact that artists were given free rein, and
funding, to make new work on a large
scale without many restrictions. This
has become all-too-rare within current
exhibition-making. Whether the next
iteration can sustain this high level of
artistic achievement is something we’ll
have to wait another decade to find out.

Jens Hoffmann
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SPM
2017

50 ans ont passé depuis la premiére édition
des Skuptur Projekte organisée par Klaus
BuBmann, alors curateur au Landesmuseum
de Miinster', avec a ses cotés Kasper Konig.
Congues en réaction a la vague de protes-
tations soulevée par la sculpture de George
Rickey installée dans un parc en 19742, les
SP s’engagent, en amont de leurs réalisa-
tions, dans une négociation avec I'espace
public en tablant sur le projet — comme leur
nom Pindique —et sur le format temporaire
de I'exposition, afin d’invertir la vision com-
mune de la sculpture dans I’espace public
comme élément monumental et inmuable et
d’en déplacer le sens. Deux ans plus tard, en
prenant appui sur le méme mouvement d’ar-
tistes minimalistes, Rosalind Krauss? publiait
en 1979 “La sculpture dans un champ élargi”,
article dans lequel elle déconstruisait I'idée
moderniste de la sculpture comme objet tri-
dimensionnel pour Pétendre a son lien avec
Parchitecture et un espace donné, entérinant
la lidée que la sculpture postmoderne devait
étre appréhendée comme un espace inscrit
dans un site spécifique. Cette compréhension
processuelle et discursive de l'acte sculptural
“élargi” est restée au cceur des SP jusqu’a
aujourd’hui et en constitue méme le sujet
principal.

SKULPTUR PROJEKTE 17
LWM- MUSEUM FUR KUNST

UND KULTUR

10 DOMPLATZ

D-48143 MUNSTER
WWW.SKULPTUR-PROJEKTE.DE
JUSQUAU1.10.17

Ayse Erkmen, On Water,
© Skulplur Projekle 2017, pholo: Henring Rogge

unster

Pierre Huyghe, After ALife Ahead,

Skulptur Projekte 2017

Ice rink concrete floor; Sand, clay, phrealic waler;
Bacleria, algae, bee, chimera peacock; Aquarium, black
switchable glass, conus textile; Incubalor, human cancer
cels; Genglic algorilhm; Augmented reality; Aulomaled
ceiling slruclure; Rain; Ammoniac; Logic game

© Skulplur Prajekle 2017, Folo: Ola Rindal

Skulptur projekte 17 / Minster

Des lors, ce qui caractérise cette 5° édition, curatée par
Kasper Konig, Britta Peters et Marianne Wagner, s'inscrit
dans la lignée d'une interrogation renouvelée tous les dix
ans sur les attitudes esthétiques marquant leur épogue et
sur la maniére dont elles s'exposent dans I'espace public.
Ce n'est donc pas un hasard si, en regard des développe-
ments pluridisciplinaires et performatifs de I'art contempo-
rain, cette édition déploie une large palette de médiums
qui touche — pour les questionner — autant a des formes

FOCUS

sculpturales a premiére vue “classiques” (Sketch for a
Fountain de Nicole Eisenmann, Sculpture de Peles Empire
ou encore Momentary Monument de Lara Favaretto,
Tender Tender de Michael Dean, Nietzsche's Rock de
Justin Matherly, etc.) gu'a des médiums tels que la cari-
cature (Samuel Nyholm), I'enseigne (Ludger Gerdes), la
performance ou le film (Mika Rottenberg, Barbara Wagner
et Benjamin de Burca, Gerard Byrne, etc.) qui, semble-t-il,
n'ont pas de liens directs avec la sculpture, & moins de la
considérer dans son champ “extra large”. Observant ainsi
I'expansion de I'art contemporain — et du monde — en
ses différentes dimensions, dont le digital, 1a médiation
et le multimédia, les SP 17 s’¢émancipent de la dimension
spatiale de la sculpture pour affirmer pleinement celle,
temporelle, de I'espace scuiptural.

C'est pourquoi, notamment, sur les 35 projets réalisés
dans le périmétre étendu de la ville de Miinster*, beau-
coup d'ceuvres intégrent des éléments éphémeéres et par-
ticipatifs et pres d’'un quart d’entre elles sont purement de
l'ordre du performatif. Le corps — qui, jusgu’a présent,
a surtout été une mesure, qu'il soit ce corps qui tourne
autour ou qui pénétre — entre désormais au centre de
I'acte sculptural et le définit. Sculptures éphémeres et
mouvantes, Xavier Leroy et Scarlet Yu font ainsi émer-
ger des corps/sculptures dans I'espace public, sans qu'il
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n'y ait ni lieu, ni temps programmés pouvant mobiliser le
public. Leur chorégraphie pour I'espace public pose la
question du hasard, de la confrontation, voire du para-
sitage, tout autant gu'elie sculpte et met en relation les
corps avec I'architecture en prenant pour interlocuteur
les sculptures présentes sur site®, Alexandra Pirici avec
Leaking Territories performe, quant & elle, la question du
monument historigue en s'inscrivant dans I'ancien Hotel
de Ville de Mlnster, la ol a été négocié en 1648 le fameux
traité de paix de Munster qui mit fin a la Guerre de Trente
ans. Six performeurs construisent et déconstruisent
quotidiennement par leurs corps, leurs paroles et leur
chant un collage complexe de moments et de lieux his-
torigues ayant marqué la construction de la justice, des
nationalités, des identités et des frontigres a travers I'his-
toire et le monde. Gintersdorfer et KlaBen occupent le
Pumpenhaus avec de multiples acteurs et performeurs,
dans une sorte de workshop permanent et performatif
dont les résultats sont livrés “a chaud” et au jour le jour au
public. Plus encore en amont, Kur und Kiir (cure et frees-
tyle), est un projet initié par la poétesse Monika Rinck qui
ainvité dix auteurs a passer deux semaines a Munster afin
de sculpter I'exposition par leurs mots écrits, donnant lieu
a un vaste programme de lectures. Et dans la lignée des
ceuvres intégrant le vivant et le processus de construction
du temps, il faut citer I'impressionnante installation de
Pierre Huyghe, After ALife Ahead qui transforme une
ancienne patinoire en un paysage rétro futuriste habité
d'organismes minéraux et vivants.

De ces projets performatifs, il ressort qu'au-dela d'une
confrontation avec le corps vivant et son mouvement dans
I'espace public, c'est avant tout la forme du workshop,
impliquant activement le spectateur (ou un certain nombre
de participants, professionnels ou non) qui caractérise le
mieux les motivations ayant déterminé la programmation®.
En effet, la participation, comme construction temporelle
et spatiale, entre en scene par tous les pores définissant
les composantes sculpturale et expositionnelle de ces
projets. On la retrouve, comme allant de soi, dans les
performances, mais aussi dans des ceuvres installatives
et technologiques. Cette “tendance” participative ancre
les ceuvres dans le “corps” de la ville et corrobore, de sur-
croft, I'éclatement des frontieres entre 'espace public et
I'espace privé, particulierement symptomatique de notre
temps. Dans Speak to the Earth and it Will Tell You, par
exemple, Jeremy Deller a demandé dés 2007 a prés de
cinquante colonies de jardin de reporter dans un livre d'or
la chronique décennale de leur communauté. Le visiteur,
un peu voyeur, peut ainsi consulter 33 livres déposés dans
I'une des maisonnettes de la colonie qui occupe I'arriere
de la Pumpenhaus et entrer temporairement dans ce
territoire singulier, qui s’avére étre aujourd’hui une pure
hétérotopie de la culture populaire du loisir et du bien-étre
en lien avec la nature. Dans Not Quite Under_Ground,
Michael Smith crée un studio de tatouage offrant aux
personnes désireuses de se faire tatouer une gamme de
dessins réalisés, entre autres, par des artistes, et aux per-
sonnes de plus de 65 ans des conditions particuliérement
avantageuses. A cela s'ajoute, un clip publicitaire diffusé
dans les points d’information de la ville et dans les bus
mettant en scéne un groupe de personnes agées faisant
un city trip touristique & Mlinster. La encore, le corps, la
culture populaire et touristique, le choc des générations

AM73/19

sont au ceeur d'un projet artistique qui s'appuie sur une
étude de la structure sociale de Minster, ville singuliére-
ment contrastée, composée d’une forte population aisée
bourgeoise et universitaire. D'ailleurs, non loin de 1a, sur
le port en pleine gentrification, Ayse Erkmen fait littéra-
lement marcher les gens sur I'eau. Limage est forte dans
ce bastion catholique qu'est Minster.

Chaque projet (ou presque) réfléchit ainsi un ou plusieurs
aspects de la structure architectonique, historique, so-
ciale et politique de la ville. Une tentative de la part des
commissaires d'affirmer la capacité qu'a I'art d’engager
un contenu critique et d'activer la discussion et le débat,
tout en préservant le profil polémique qui a fait le succés
international des SP? Indéniablement | Preuve en est,
I'implication de la ville de Marl comme satellite et contre-
modeéle urbain’. Le Skulpturenmuseum Glaskasten ac-
cueille ainsi un projet d'exposition The Hot Wire réalisé en
collaboration avec les SP, dans lequel plusieurs ceuvres
“échangent” et changent de site: Y2/ d'Olle Baertlings
(1969, intégré a I'eeuvre de Nora Schultz) et Angst de
Ludger Gerdes (1989) voyagent & Minster, tandis que
d'autres s’exposent a Munster comme Le monument aux
supports a vélo d'Artschwager (SP 87), une Colonne aux
melons de Thomas Schitte répondant aux cerises ins-
tallées & Mlnster (SP 87), le re-enactment de Begegnung
Schwarz/WeiB de Ruthenbeck (SP97), le pendant de
Momentary Monument - The Stone de Favaretto, les mini
SP de Gonzales-Foerster (SP 07), plusieurs interventions
de Sany et une ceuvre in situ de Joélle Tuerlinckx, Le
Tag/?00m,

En deca d'une approche réflexive forte de la ville, la spé-
cificité de cette édition, performative s'il en est, est qu'elle
intégre la dimension humaine du projet et du public et
qu'elle se met a leur écoute. En cela, elle désigne bien
quel est actuellement le paradigme de la sculpture dans
I'espace public tout en renvoyant a la dématérialisation et
la désincarnation de ce dernier. Plusieurs ceuvres se foca-
lisent d'ailleurs tout particulierement sur le total amalgame
qui existe aujourd’hui entre 'espace public et de I'espace
privé (Andreas Bunte, Aram Bartholl, Nora Schulz, Gregor
Schneider, etc.), tandis que d'autres a l'instar des ins-
tallations de Hito Steyerl et de Mika Rottenberg ouvrent
sur un monde en crise. A I'image de Le Tag/2%0m, cette
ligne blanche de 200m, signature insolite placée dans
cet ancien cimetiere reconverti en parc, les SP17 laissent
des empreintes délébiles et indélébiles qu'il est urgent de
découvrir et autour desquelles le monde bascule.

Maité Vissault

FOCUS

Joelle Tuerlinckx, L Tag 200
Marl, 2017, affiche (détail)

te,
st

aulanl qu'elle a en été le moteur— les trois
premiéres éditions des SPse  es par
des scandales & répétition. A~ d'hui, les
fameuses boules de billards géantes de
Claes Oldenbourg (SP 77), parliculiéremenl

Mnster EtKdnig s'inquiele méme du
consensus et du succés qui entourent les
SP 17, voyant 13 mpuissance actuglle de
l'art conlemporain & soulever un vrai débat
de sociélé et la récupération de leur carac-
tere évenementiel au profit du marketing

ue devenu trop con el.

nd Krauss, “La scul dansun
champ élargi” (1979) in L Originalité de
Tavant-garde et aulres mythes modernistes,
Macula, 1993, pp 111-127
4 Cette année, les SP se situent dans un
cercle rayonnant de plus de 5 kilométres,
ce quiresle & la mesure de celte ville
vélocipéde, sl en est
5 En plus des 35 sculptures qui composent
cette édilion, les SP 17 intégrent, dans
leur plan, 35 autres sculptures devenues
pérennes au fil des éditions De la sorte, les
SP reflétent consciemment une dimension
histerigue de “musée & clel ouvert'. Une
maniére de pointer (histoire a succés des
SP loul en marquant, par renversement, la
singularilé éphémere originelle de chaque
édition
6 De cette maniére, les SP restent lideles &
[a dimension de projet a laquelle elles sont
forlement attachées depuis leur origine,
7 Marl eslune ville de la Ruhr née en 1936
de fa réunion de l'induslrie chimique et
miniére, pour les besoins de la Guerre
Presque entierement détruite, elle fut
reconstruite selon le projet moderniste
apres la Seconde Guerre mondiale Marl
aainsi été enliérement reconfigurée sur
concours par deux architecles hollandais
Johannes Hendrlk van der Broeck et Jacob
Berend Bakema, faisant |a part belle a la
scuipture dans I'sspace public Détruite
elle aussi, Minster a, quant & elle, fait le
pari inverse d'une reconstruction historique
de la ville

Curatrice et critique d'art, Maité
Vissault est directrice de Liselp
et chargée de cours a I'Université
Lille 3, département des arts
plastiques Docteure en histoire
de l'art et diplémée en sciences
politiques, son champ de
recherche, fondé sur une réflexion
portant sur les enjeux identitaires
de I'art contemporain, explore

les relations entre I'art et les
enjeux sociopolitiques et culturels
qui lui sont inhérents. En 2010,
elle publie aux Presses du réel
Der Beuys Komplex — L'identité
allernande & travers la réception
de I'ceuvre de Joseph Beuys
(1945-1986) Elle fut commissaire
d'exposition au Landesmuseum
de Minster de 2002 a 2004

Skulptur projekte 17 / MUnster
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Aux Skulptur Projekte Minster,
I’art crée son contexte

PAR PHILIPPE REGNIER

Il est rare qu’une ceuvre a elle seule justifie le voyage pour aller
visiter I'une des grandes expositions internationales d’art contemporain.
Pourtant, I'intervention de Pierre Huyghe aux Skulptur Projekte Miinster
est de celles-1a. Non que le reste de la programmation soit décevant, au
contraire. Organisée tous les dix ans dans cette ville agréable et arborée de
Rhénanie-du-Nord-Westphalie (Allemagne), I'édition de cette année est la
derniére marquée du sceau de son cofondateur, 1'ancien directeur du musée
Ludwig de Cologne Kasper Konig. Le curateur, qui initia cette exposition
décennale avec Klaus Bufmann en 1977, est revenu aux commandes cette

année face a des pouvoirs publics qui auraient vu d’un bon ceil
LEQUIPE CURATORIALE une plus fréquente récurrence de I’événement pour attirer plus

DE MUNSTER PARIE régulierement les touristes... Apres la visite de la Documenta 14
DE SON COTE SUR a Cassel, la proposition de Miinster semble aux antipodes. Les
L’'INTERACTION DE curateurs de la manifestation qui s’est aussi déployée a Athénes,
L’"CEUVRE AVEC SON emmenés par le Polonais Adam Szymczyk, ont invité des créateurs
CONTEXTE. DE SON socialement et politiquement engagés mais qui ne sont pas
POINT DE VUE, IL nécessairement sur le devant de la scéne de I’art contemporain

N’EST PAS NECESSAIRE et surtout de son marché. La liste des artistes de Miinster est

QUE LES ARTISTES o g . . .
PRENNENT EN COMPTE moins inattendue, 1'équipe curatoriale de Miinster pariant de

Galerie
Chantal Crousel

L'ENVIRONNEMENT son coté sur I'interaction de I’ceuvre avec son contexte. De son
SOCIAL OU point de vue, il n’est pas nécessaire que les artistes prennent en
ECONOMIQUE compte |'environnement social ou économique dans lequel ils
DANS LEQUEL ILS interviennent puisque, de facto, 1’ceuvre installée dans 1'espace
INTERVIENNENT urbain va, par sa propre présence, « dctiver des contextes historiques,

architecturaux, sociaux, politiques et esthétiques ». Ainsi Jeremy
Deller présente dans un jardin
ouvrier du nord de la ville un travail
au long cours commencé en 2007
et réalisé en collaboration avec des
clubs de jardiniers. Ces derniers ont
tenu pendant dix ans des registres
botaniques et climatiques qui sont
accessibles aux visiteurs dans un
cabanon entouré de verdure. Pres
de la Promenade, Nicole Eisenman
a réinterprété le théme classique de
la fontaine en déployant des figures
androgynes dans et autour d’'un
bassin. Tandis que Mika Rottenberg
est intervenue dans une ancienne
épicerie asiatique, Gregor Schneider

Jeremy Deller, perd les visiteurs dans un parcours obsessionnel dont il a le secret a travers

a?;l;’t( ‘t/“;lglhfrjﬁ:u I'appartement de N. Schmidt, répétition de pieces dans lesquelles les visiteurs

(2007-2017), 2017, se retrouvent seuls avec eux-mémes, questionnant leur identité et celle du lieu

Skulptur Projekte o ils ont échoué.

Miinster 2017. ., . R . N
Photo : Philippe Mais c’est loin de ’hypercentre de Miinster, derriére un fast-food, que
Régnier. se situe le clou de cette édition des Skulptur Projekte. La, dans une ancienne

patinoire récemment désaffectée, Pierre Huyghe a congu un paysage lunaire, /e
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Pierre Huyghe, After
ALife Ahead, 2017,
Skulptur Projekte
Miinster 2017.
Photo : Philippe Régnier.
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SUITE DE LA PAGE 02 terrain défoncé comme le sont les anciens champs

de bataille, avec ses vallées et ses mares. Dans un incubateur, des cellules
cancéreuses humaines se développent en fonction des caractéristiques de
'environnement qui sont mesurées en temps réel. Le visiteur peut suivre grace
a une application sur son smartphone au nom de 1'ceuvre, After ALife Ahead,
|'apparition et la disparition en réalité augmentée de ces cellules, quadrilateres
noirs qui se déplacent virtuellement sur le plafond de cette ancienne patinoire.
L'artiste offre en paralléle une autre représentation d’une mort potentielle
avec un aquarium dans lequel évolue un Conus textile, mollusque dont le
poison mortel ultrapuissant ne connait pas d’antidote. En se déplacant, le
coquillage actionne les mécanismes d’ouverture et de fermeture des fenétres
zénithales, autre métaphore de la vie et de la mort. Aprés la Documenta 13

a Cassel en 2012 et le Centre Pompidou a Paris en 2013, Pierre Huyghe est
indéniablement passé a une autre échelle.

SKULPTUR PROJEKTE MUNSTER 2017, jusqu’au 1¢ octobre, divers lieux,

Minster, Allemagne, https://www.skulptur-projekte.de

_ APRES LA DOCUMENTA 13
A CASSEL EN 2012 ET LE CENTRE
POMPIDOU A PARIS EN 2013,
PIERRE HUYGHE EST INDENIABLEMENT
PASSE A UNE AUTRE ECHELLE

Gregor Schneider, N. Schmidt Pferdegasse
19 48143 Miinster Deutschland, 2017,
Skulptur Projekte Miinster 2017.
Photo : Philippe Régnier.
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S
Vv
par Claire Mouléne

«Cestal'imagination intime des forces végétantes et matérielles
que nous voudrions surtout préter notre attention’», écrit Gaston
Bachelard dans L’Equ et les Réves (1942). Un livre qui témoigne de
Pextraordinaire faculté du philosophe i lire et percevoir les formes
primitives du vivant et leur étonnante plasticité. Philosophe des
sciences et poéte, rationaliste et surréaliste, Bachelard estunbon
compagnon pour qui souhaite explorer le terrain accidenté des
relations entre art et science.

Comme lui, les artistes de 'exposition « Le Réve des formes »
s’aventurent 1 ou se rencontrent et se fertilisent ces deux disci-
plines qui aprés avoir longtemps frayé le méme chemin ont com-
mencé a prendre leurs distances au xvIrsiécle, jusquau divorce
déclaré des xIx° et xx°siécles es

dans une indifférence a peu pr al

artistique, et réciproquement.

Le début du xxresiécle semble, lui, correspondre a une prise de
conscience des risques que nous fait encourir cette désunion entre
les arts etles sciences. Depuis une petite décennie, le basculement
dans ’Anthropocéne, nouvelle ére géologique marquée irrémé-
diablement par ’'Homme, conduit penseurs et artistes 4 prendre
garde aux effets collatéraux d’une course en avant technoscien-
tifique, & mettre un terme a la fracture Nature/Culture et a nous
considérer, nous humains, comme une espéce parmiles autres au
coeur des mondes végétal, animal et méme minéral.

11 faut entendre, encore, le philosophe et commissaire d’ex-
position Paul B. Preciado lorsqu’il écrit dans I'un de ses éditos
pour Libération: « Nous traversons un moment de crise épisté-
mologique. [...] N’importe quelle machine que nous manipulons
quotidiennement posséde une capacité dix mille fois supérieure
al'intelligence humaine individuelle: elle compile, gére et ana-
lyse les données. Nous avons séquencé notre propre ADN. Nous
pouvons intervenir dans la struc-
ture génétique de ’étre vivant.

Nous modifions intentionnelle-
ment nos cycles hormonaux et
sommes capables d’intervenir
dans les processus de reproduc-
tion. Nous utilisons des tech-
nologies nucléaires dont les
résidus radioactifs subsisteront
dans la terre bien aprés I'extinc-
tion de notre propre espeéce. [...]
Nous avons laissé libre court aux
machines, et pendant ce temps,
nous voulonsquel ogies
de production, de itéet
de gouvernement demeurent ina-
movibles. La gravité du moment
historique que nous vivons pour-
rait se comparer, sur le plan évo-
lutif, la période durantlaquelle,

étant encore seulement des animaux, nous inventions le langage
comme technologie sociale?.»

C’est sur ces deux pistes déjal

de l’art contemporain, mais r

part, laredécouverte du vivan

P’exploration de formes dyna

listes, d’autre part, l'explorat

rithmiques, inspirées par les

Yintelligence artificielle,

s’est engagée avec une tr

deux pistes nous ont a leur tour conduits a explorer des formats
d’exposition qui empruntent aux codes de la science: le labora-
toire et le vivarium.

par Pierre Huyghe éépuis quelq s, de
e Cassel en 2012 jusqu’a ses exp ions
tage arti temps d’expo-

sition » aussi suspect que son cadre spatia lemusée. «Ce
qui m’intéresse, c’est d’intensifier la présence de ce qui est », avait
déclaré l'artiste, scénarisant un bout de jardin sauvage au sein de
la documenta et offrant, dans ce tableau vivant la possibilité aux
sep
nim
I,
riste Riidiger Schéttle, rejouée
8au de Guy Tortosa, nous a
eauc sentait « un paysage d’i
etsd urité sur une table-scéne d’en-
viron cent vingt métres carrés recouverte de paillettes blanches
qui évoquaient la neige et la matiére des écrans de cinéma. A ce
“plateau” que traversaient deux allées perpendiculaires s’ajou-
tait une tribune congue pour que le public (le Bestiaire) soit partie
prenante de I'exposition‘».
De la méme fagon, « Le Réve des formes » se congoit comme
un territoire ouvert, dont Ie premier chapitre vise a mettre enrela-

variable

n view, dOCUMENTA 13 (Cassel / Kassel),
de l'artiste / of the artist & Marian Goodman

Pierre Huyghe
Untilled (2011-2012)
variables / Dij

Entités vivantes et choses inanimées, faites et non faites /

Alive entities and inanimate things, made and not made
Gallery (New York, Paris), Esther Schipper (Berlin)

Vue d’exposition /
09.06 - 16.09 2012
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tion des formes et des especeseta
tendre vers une cohabitation paci-
fiée des espéces et des ceuvres.

La deuxiéme section de I’ex-
position regroupe quant a elle
des ceuvres et des formes qui
empruntent au vocabulaire
mathématique ou étudient ce
qui se passe a 'intersection, au
propre comme au figuré, de dif-
férents plans. Elle ouvre d’ail-
leurs sur un point de bascule, la
confrontation de deux pans his-
toriques, symbolisée dans le film
1997 de Fabien Giraud et Raphaél
Siboni par la défaite du champion
d’échecs Garry Kasparov contre le
superordinateur IBM Deep Blue.
Durant les treize premiéres minutes du film, un bras robotique
scanne minutieusement une réplique du plateau télévisé ou s’est
tenue la partie, en 1997 4 New York. Dans un deuxiéme temps,
la caméra montée sur le bras robotique effectue exactement les
mémes mouvements, mais sa focale beaucoup plus précise rend
I'image illisible et floue pour 'ceil humain. A la fin du film, nous
avons basculé dans une nouvelle ére qui signe 'avénement d’'un
monde sans ’homme.

Dans le premier comme dans le second chapitre, c’est une expé-
rience de décillement que nous proposons. Un panorama non-
exhaustif, qui n’a pas vocation 4 embrasser 'immensité de ce
territoire tressé et fécond des relations entre art et science,
mais de proposer un échantillonage de quelques-unes des ques-
tions soulevées récemment par 'entrée dans cette nouvelle ére
appelée Anthropocéne. (Ultime ?) chapitre qui connecte, sur
fond de ce que 'historien de 'art Thomas Schlesser, dans le sil-
lage de certains penseurs duréalisme spéculatif, aappelé « 'uni-
vers sans ’homme ¢ », une pensée de la perméabilité et de la
déhiérarchisation entre espéces humaines et non humaines,
d’un c6té, et 'éclosion de mouvements trans- et posthumanistes,

Vidéo HD / HD video, 26 min
Courtesy des artistes / of the artists

1997 - The Brute Force (2014)
The Unmanned, saison 1 épisode 2 / season 1 episode 2

Fabien Giraud & Raphaél Siboni
Vue du tournage de / View of the shooting of

Vue d'exposition / Exhibition view,
«Jardin Théatre Bestiarium», 17.02 - 04.05 2008,
Le Fresnoy - Studio national des arts contemporains (Tourcoing)
Photo: Olivier Anselot

de l’'autre, qui introduit petit 4 petit la machine et l'intelligence
artificielle au sein de ce vaste réseau.

Le buisson du vivant,
formes mimétiques et dynamiques
Entre la fin du xX1x¢siécle et les années 1930, les arts plastiques
développent un intérét croissant pour la recherche biologique et
des publications majeures telles que Kunstformen der Natur (1899-
1904) d’Ernst Haeckel. Dans ce merveilleux ouvrage, on croise
entre autres des micro-organismes monocellulaires venus des
fonds sous-marins des méduses, des coraux ou du plancton que
le zoologiste et chercheur a soigneusement dessinés ala main. A
la méme période paraissent d’autres ouvrages comme World of
Forms Derived from Nature (1904) de Martin Gerlach et Art Forms
in Nature (1928) de Karl Blossfeldt dont les planches servent d’ail-
leurs de point de départ a I'artiste grec Spiros Hadjidjanos qui
présente dansI'exposition une version augmentée, grace aux nou-
velles techniques d’impression, de cet herbier photographique.
Entrés de plain-pied, ou en pleine conscience, dans ’'Anthro-
pocéne, les artistes (et penseurs) d’aujourd’hui renouent avec cette
curiosité pourles formes artistiques du vivant. Le premier chapitre
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en communion globale avec environnement », écrit Emanuele
Coccia dans La Vie des plantes, « elle estla forme la plus intense,
la plus radicale et Ia plus paradigmatique de I'étre-au-monde” ».
Les plantes d’Adrien Missika, en l'occurrence des feuilles de pal-
miern'ont, elles, pas été dissociées de leur milieu d’origine. Direc-
tementscannées sur place au gré de ses voyages grice A un scanner
portatif, elles inventent la notion d’herbier non déraciné. A proxi-
mité, on croisera encore les planches botaniques en 3D de Spiros
Hadjidanos et les natures mortes de Damien Cadio qui, de ses
années de formation en biologie, a visiblement gardé le sens du
détail etdela dissection.

ades pages splendides et mo
ets tement qui 'habite. La végé

de Venise /

que, 53° bi
Installation in the pavilion of the Czech

Roman Ondak
Loop (2009)
Instaliation pour le pavillon de la République tchéque

et de la Rép

q

and Slovak republics, 53" Venice biennial
Courtesy de F'artiste / of the artist & gb agency (Paris)

d’évoquer une « densité, une lenteur, une germination'®» propres
au monde de la nature. Avec Michel Blazy, exposition en soi
devient une forme mutante, qui se transfigure de jour en jour.

Avec Gaétan Robillard, Francis Aljs ou Hicham Berrada, 'expo-
sition s’intéresse a ce qu’on pourrait appeler des « formes dyna-
miques », des formes régies par leur propre logique. C’est le cas
de 'ceuvre de Gaétan Robillard, a la recherche de la formule
mathématique des vagues; de la tempéte de sable filmée caméra
aI’épaule par Francis Alys ou encore du nouveau film d’Hicham
Berrada réalisé avec le concours du chercheur en morphogénése
Sylvain Courrech du Pont, membre du Laboratoire matiere et sys-
témes complexes de Paris 7. Spécialisé dans la fabrication artifi-
cielle de dunes, inventeur d’'une machine quiressemble Aungrand
aquarium ou Peau, huit cents fois plus dense que 'air, permet de
fabriquer des dunes immergées huit cents fois plus petites que
celles qui se forment dansles déserts, Sylvain Courrech du Ponta
collaboré ala réalisation du film présenté en toile de fond de cette
partie de 'exposition: une captation en accéléré d’un processus
d’ensablement. Pour se faire, Hicham Berrada, avecle concours de
P’architecte Simon de Dreuille, a réalisé une impression 3D d’'une
salle du Palais de Tokyo; cette maquette a ensuite été soumise a
la machine munie d’un dispositif qui permet de filmer les opéra-
tions en cours. Projeté comme un trompe I'eeil, a 'échelle de l'es-
pace d’exposition, le film donne 4 voir la fabrication sans trucage
de ce paysage désertique de dunes.

Les corps machiniques,

formes algorithmiques et mutantes

«Repousser les limites du vivant est devenu un enjeu majeur de
nos sociétés », écrivent Roberto Barbanti et Lorraine Werner en
préambule de l'ouvrage collectif Les Limites du vivant.

C'est dans cette perspective et dans la déchirure de cette nou-
velle bréche que s’engouffre le second chapitre du « Réve des
formes ». Quand les artistes de la premiére section veillaient a
étendre la surface de cohabitation des espéces etle périmeétre de
leurs milieux respectifs (en référence au fameux Umwelt de Jakob
von Uexkiill, inventeur de la biosémiotique dans les années 1930),
il s’agitici de s’intéresser aux outils, machines et calculs qui favo-

risent une forme d’automatisa-
tion du monde. Permettant a ces
machines, créées par '’homme,
mais qui petit a petit échappent
a son controle, d’accéder a cet
écosystéme déja extrémement
complexe.

11 s’agit alors, en science
comme en art, d’actualiser et de
déployer les virtualités des orga-
nismes biologiques a travers
un encodage du vivant (ce que
déploie notamment le bio art,
ce courant d’art qui a émergé au
début des années 1980 en prati-
quant volontiers I’hybridation
et la manipulation du vivant) ou
I'emballement de formes algo-
rithmiques qui finissent en roue
libre. En art, deux courants, ins-
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parla c ien ouliant. C’est la question de «es-
pacec ) Sophie Duplaix dans le catalogue qui
accompagnait spective au Centre Pompidou (Paris) : « Un
ensemble de p ntimaginées dans le but de mettre en évi-

dence certaines intuitions autour de nouvelles notions présentes
dans 'ceuvre, ou de leur reformulation : la latéralité, 'intersec-
tion, la coupe®.» Aux coupes franches effectuées dans la matiére
(silon pense ea is dans
le béton et fr ne hui les
coupes effectuées grace a l'outil informatique et la conception
3D, comme c’est le cas avec Jeanne (2016) présenté dans 'expo-
sition et dont les parties sont assemblées sous 'effet d’aimants
encastrés dans ces formes en mousse dure enduite. Ici, la cou-
leur et la personnification du titre renvoient indéniablement 4 la
figure humaine. Dans 'ceuvre mobile de Bruno Gironcoli, autre
maitre enm tion, c’est delapiéce
etal’interac sduvisite ‘effet d’an-
thropomorphisation du culbuto a taille humaine que nous avons
choisi de présenter.

Chez Julian Charriere, SMITH et Antonin-Tri Hoang, dont les
ceuvres sont présentées a la fin du parcours, la fiction et laréalité
tendent enfin 4 se rejoindre.

Julian Charriére a voyagé jusqu’au site de Polygon de
Semipalatinsk, au Kaza pour la série photogra-
phique Polygon, inspirée nt par la nouvelle de]J. G.
Ballard, « The Terminal Beach ».Sur ce site anciennement dédié
aux essais nucléaires soviétiques, plus de quatre cents bombes
ontexplosé entre1949 et1989. L'artiste est allé photographier les
architectures en béton armé construites pour étudier les effets du
souffle nucléaire, monuments involontaires de la zone atomique.
Ces photographies ont ensuite été soumises au moment de leur
développement aux rayonnements du sable prélevé sur place.

SMITH et Antonin-Tri Hoang ont de leur c6té imaginé un
conte lunaire autour du troisi¢me élément radioactif qui aurait
été découvert par accident par Marie Curie: le saturnium. De
cette substance mystérieuse, ils tentent ici de déchiffrer I'alpha-
bet secret. Les portraits photographiques de SMITH et la bande-
son d’Antonin-Tri Hoang qui les accompagne, témoignent d’une
génération a venir; humains du futur soumis a laradiation et dont
Paltération physiologique constitue le premier signe distinctif.
Imprimées avec des encres phosphorescentes sur du papier ther-
mosensible, ces photographies, réalisées 4 la chambre, ne sont
plus indexées sur une temporalité humaine, mais le temps beau-
coup plus long du géologique ou du cosmique.

C’est dans la réverbération de ce mouvement de balancier, dansla
métronomie des allers et retours entre 'attention que les artistes
etscientifiques portent a nouveau aux formes multiples du vivant
etle désir d’anticipation d’un écosystéme élargi 4 d’autres especes
technologiques ou synthétiques que exposition « Le Réve des
formes » a installé son rythme et son souffle. Si bien que expo-
sition elle-méme est une forme en cours de mutation. Quelques-
unes des ceuvres quiy sont présentées posent d’ailleurs la question
du temps long: le film de dunes d’Hicham Berrada continue de
s’augmenter au fil des semaines, procédant au recouvrement pro-
gressif d’'un paysage au départ totalement vierge. Les substances
colorées selectionnées par Michel Blazy délimiteront également
le périmeétre de leur territoire, sans qu'il soit possible de prévoir

exactement les réactions chimiques que leur rencontre produira.
Quant aux portraits de SMITH, seules représentations humaines
delexposition, ils évolueront eux aussi au gré des écarts de tempé-
ratures, de I'allongement et du rétrécissement des jours au cours
de cet été 2017.

La désignation de cette nouvelle ére géologique, écologique
mais aussi théorique, que constitue ’Anthropocéne, qui nous
demande de revoir nos modes de perception du monde, de pen-
sée et de faire, a défini il y a quelques années un nouveau terri-
toire a explorer pour les artistes contemporains. Certains se sont
tournés, comme les penseurs de I'écologie les invitaient a le faire,
vers la diversité délaissée ou dominée du monde vivant, d’autres
dont ceux que 'on range sous la banniére des « digital natives »;
ont a leur tour estimé, que monde sans recours possible
alatouche reset, il valait argir le spectre du vivant aux
objets connectés et considérer que nous ne sommes plus les seuls
étres pensants, mais que les machines participent ou participe-
ront bientot, elles aussi, a la construction d'un commun. Si beau-
coup d’expositions et plus encore de nombreux ouvrages ont
récemment balisé I'une ou Pautre de ces directions, « Le Réve des
formes » cherche cette fois 4 les placer sur des plans équivalents
et coulissants, laissant le choix entre ces deux scénarios du futur.

se passant de la pensée, ellement inaffecté par le fait d'8tre pensé ou non».
Et d'ajouter, rappelant au e la paternité du titre de son livre-somme : «Revenait
ainsi philosophiquement la hantise de ire, qui avait vu poindre, avec un génie
extraordinaire, époustouflant, ce cauc ses yeux d'un “univers sans I'nomme”

ment p du x On co n lisant
SOUX, | repr X barb a Théodore
au, a e laire ces ar aire
comme si | it pas, ne se livrait pas a la subjectivité, a la conscience,
a l'imagina tintolérabie » Thomas Schlesser, £'Univers sans 'homme
(Hazan, Pa

6 Marielle Macé, Styles. Critique de nos formes de vie (NRF Essais, Gallimard,
Paris, 2016), p. 13.

7 Emanuele Coccia, La Vie des plantes (Rivages, Paris, 2016), p.17-18

8 Marielle Macé, Styles, op. cit., p. 68-69.

9 Gaston Bachelard, ’Eau et fes Réves, op. cit, p.2

10 ibid., p.2.

11 Roberto Barbanti et Lorraine Verner (dir.), Les Limites du vivant

(Editions Dehors, Bellevaux, 2016), p 11.

12 Jean-Luc Mouléne, catalogue d'exposition

(Centre Pompidou et Dilecta, Paris, 2016), p. 87.

13 Ibid., p. 19

14 L'emploi de ce terme est un clin d'eeil 3 I'exposition « GLOBALE: Reset Modernity ! »
organisée par Bruno Latour au ZKM (Karlsruhe) en 2016.
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The ast city
of ife
by Claire Moulene

“Itis to the intimate imagination of this vegetating and material pow-
ers that Iwould like to pay most attention,” wrote Gaston Bachelard
in Water and Dreams (1942), a book that bears witness to the philoso-
pher’s extraordinary ability to read and perceive the primitive forms
of life and their astonishing plasticity. Philosopher of science and
poet, rationalist and surrealist, Bachelard is a good companion for
anyone who wants to explore the craggy terrain of the relationships
between art and science.

Like him, the artists in the exhibition “L.e Réve des formes” [The
Dream of Forms] have ventured into the area where these two disci-
plines meet and fertilise each other. After having taken the same path
for a long time, they started to draw apart in the 17 century, until
their divorce was declared in the 19" and 20" centuries, when the
sciences developed with an almost total indifference towards artis-
tic movements, and vice versa.

As for the early 21% century, it seems to be witnessing a new aware-
ness of the risks that this division between the arts and sciences pre-
sents for us. For nearly a decade, the shift into the Anthropocene, a
new geological era irremediably stamped by Mankind, has led some
thinkers and artists to pay attention to the collateral effects of a mad
techno-scientific rush, to put an end to the Nature/Culture fracture,
and to consider us humans as one species among others, amid the
vegetable, animal and even mineral kingdoms.

We can also hear the voice of the philosopher and curator Paul
B. Preciado, when he wrote in one of his editorials for Libération:
“We are going through a time of epistemological crisis. [...] Any one
of the machines we use on a daily basis possesses a capacity which is
10,000 times greater than an individual human intelligence: it com-
piles, manages and analyses data. We have sequenced our own DNA.
We can intervene in the genetic structure of a living being. We inten-
tionally modify our hormonal cycles and are capable of intervening

Pierre Huyghe
Untilled (2011-2012)

Entités vivantes et choses inanimées, faites et non faites /
Vue d'exposition / Exhibition view,
dOCUMENTA 13 (Cassel / Kassel), 09.06 - 16 09 2012
Courtesy de l'artiste / of the artist

Dimensions variables / Dimensions variable
& Marian Goodman Gallery (New York, Paris), Esther Schipper (Berlin)

Alive entities and inanimate things, made and not made

in the reproductive processes. We use nuclear technologies whose
radioactive waste will still be on the earth long after the extinction
of our own species. [...]| We have given free rein to machines and, in
the meantime, we want the technologies of production, subjectivity
and government to remain unmovable. The gravity of the historical
moment that we are experiencing could be compared, in evolution-
ary terms, to the period, while we were still just animals, when we
invented language as a social technology.”?

It is along two routes, which have already been broadly marked out
in the world of contemporary art, but which have rarely been lain
side by side, that the exhibition “Le Réve des formes” has been con-
ceived with around thirty artists and scientists: on the one hand, the
rediscovery of the world of the living in all of its diversity, through an
exploration of dynamic, mimetic or naturalistic forms; on the other,
an exploration of mutant or algorithmic forms, inspired by mathe-
matics, computing and artificial intelligence. These two routes in turn
have led us to explore exhibition formats that borrow from the codes
of science: the laboratory and the vivarium.

The work that Pierre Huyghe has been doing for some years now,
from documenta in Kassel in 2012 to his recent experiments on can-
cerous cells at the Palais de Tokyo in 2016, essentially inspired the
exhibition’s first chapter, in its way of conceiving the exhibition as
an ecosystem with its own rhythm and respiration, making the artifi-
cial assemblage of an “exhibition time” as suspect as its usual spatial
setting, the museum. “What interests me is intensifying the pres-
ence of what is,” declared the artist, staging a wild patch of garden
as part of documenta and, in this living tableau, giving the possibil-
ity for works to lead their own lives, to contaminate each other, pol-
linize each other, and flirt with the various timescales of the animal
and vegetable kingdoms.

The memory of “Theatergarden Bestiarium,”? a legendary exhi-
bition by the critic and gallerist Riidiger Schéttle, which was revived
in 2008 at Le Fresnoy under the aegis of Guy Tortosa, also greatly
inspired us. It presented “alandscape of images and objects convers-
ing in the darkness of a stage-table of about 120 square metres, cov-
ered with white spangles, evoking snow and the material of cinema
screens. To this ‘set,’ crossed over by two perpendicular alleys, was
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added a stand conceived so that the
public (the Bestiarium) could take
partin the show.”

In the same way, “Le Réve des
formes” has been conceived as an
open territory, whose first chapter
aims at putting into relation forms
and species, and at tending towards
a pacified cohabitation of species
and artworks.

The second section of the exhi-
bition brings together works and
forms that borrow from the vocab-
ulary of mathematics, or examine
what happens at the intersection,
in both literal and figurative terms,
of different plans. It in fact opens
on a tipping point: the confron-
tation of two historical moments, symbolised in Fabien Giraud’s
and Raphaél Siboni’s film 1997 by the defeat of the chess champion
Garry Kasparov by the supercomputer IBM Deep Blue. During the
first thirteen minutes of the film, a robotic arm methodically scans
areplica of the television set where the match was held, in 1997 in
New York. Subsequently, the camera on the robotic arm carries out
precisely the same movements, but its far closer visual focus makes
the image incomprehensible and hazy for the human eye. At the end
of the film, we have moved into a new era, the sign of the arrival of
a world without mankind. P

In the first, as in the second chapter, what we are offering is an eye-
opening experience. A non-exhaustive panorama, which does not
pretend to take in the immensity of the interwoven, fecund terri-
tory of the relationships between art and science, but instead to pro-
vide a sampling of some of the questions recently raised by the entry
into this new era, called the Anthropocene. Based on what the art
historian Thomas Schlesser, following on from certain thinkers in
Speculative Realism, has called “the universe without mankind,”*
the (ultimate?) chapter connects thoughts about the permeability
and de-hierarchizing of human and non-human species, on the one
hand, and the blossoming of trans- and post-humanist movements,
on the other, and thus gradually introduces machines and artificial
intelligence into this vast network.

The thicket of living,

mimetic and dynamic forms

Between the end of the 19" century and the 1930s, the visual arts
developed a growing interest in biological research, and in such major
publications as Ernst Haeckel’s Kunstformen der Natur (1899-1904).
In this marvellous work, we encounter, among other things, unicel-
lular micro-organisms from the ocean’s depths, jellyfish, corals and
plankton, which this zoologist and researcher carefully drew by hand.
At the same time, other works appeared, such as Martin Gerlach’s
World of Forms Derived from Nature (1904) and Art Forms in Nature
(1928) by Karl Blossfeldt, whose plates have been used as a depar-
ture point by the Greek artist Spiros Hadjidjanos, who presents an
enhanced version of this photographic herbal in the exhibition, thanks
to new printing technology.

Haceld, Kindfornes dee Neatur,

Batrachia, — Frdfde.

Ernst Heinrich Phillip August Haeckel
Planche de / Piate from Kunstformen der Natur

MBLWHOI Library (Woods Hole, MA)

Vue d’exposition / Exhibition view,
«Jardin Théatre Bestiarium», 17.02 - 04.05 2008,
Le Fresnoy - Studio national des arts contemporains (Tourcoing)

Taf 18 —

Photo: Olivier Anselot

(Verlag des Bibliographischen Instituts, Leipzig & Vienne / Vienna 1899-1904)
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v, Keonitfsonsn e Sutne Tohl 7 = Kipeini

Nepouthacene, — Siamnenplaigei.

Ernst Heinrich Phillip August Haeckel
Planche de / Plate from Kunstformen der Natur
(Verlag des Bibliographischen Instituts, Leipzig & Vienne / Vienna, 1899-1904)
MBLWHOI Library {Woods Hole, MA)

By entering into, or else being aware of, the Anthropocene era,
artists (and thinkers) are today picking up once more on this curiosity
about the artistic forms of life. So it is that the first chapter of “Le Réve
des formes” offers a dense proliferating landscape, which is inhabited,
but which is also entirely free from any human presence. The new
horizon of these artists is not so much the quest for a technological
alternative to the inevitable disappearance of the human species, but
rather a “stroll through unknown worlds,” to quote the words of Jacob
von Uexkiill in his cult book Worlds of Animals and Humans (1934).
They think about what it means to be born in one form rather than
another, and about the co-presence, in a single space, of these ways
of life, and appearances of life, that human and non-human species
have adopted and trace out. “All life is engaged in forms, all kinds of
forms, we must have no preconceptions about their meanings, and so
we have to pay very close attention to them, without at first knowing
whatis being played out, or what they mean,”® writes Marielle Macé,
the author of Styles. Critique de nos formes de vies [Styles. Critique of
our Forms of Life], whom we were fortunate enough to meet in the
context of this issue of Palais.

In an initial, open space, made up of successive, uninterrupted
plans, the animal, vegetable or unidentified species of Dora Budor,
Katja Novitskova, Anicka Yi, Mimosa Echard, Michel Blazy cohabit
with the self-organised forms, maintained by their own dynamic, of
Hicham Berrada, Gaétan Robillard or Francis Alys.

In a sense, the karyotype produced by Annick Lesne and Julien
Mozziconacci, molecular biology researchers and specialists in the
organisation of mechanisms governing living systems, plays again
on this fascination for the artistic forms of life, as mentioned above,
but with the tools of today and their extraordinary capacity to broaden
the field of the visible. Presented in the exhibition’s very first room, on
lightboxes, these digital reconstructions of the human genome, based
on in vivo measurements, work as a kind of human counterpoint to the
swarming amphibians of the artist Dora Budor. These frogs, trapped in
brackish water, are encased above the visitors’ heads. These pieces are
backlit, as are the images of chromosomes, and provide the only light
source to this primitivistic entrance. And it is no coincidence that Dora
Budor took her inspiration from alegendary Hollywood movie scene—
the downpour of frogs that concludes the ensemble drama Magnolia
(1999) by Paul Thomas Anderson—which itself borrows from biblical
mythology and that meteorological phenomenon which long haunted
the collective imagination: a shower of fish or frogs.

Sciences and beliefs (or science-fiction, the modern version of
this old couple) obviously have a lot to do with each other. This is the
view of the duo Giraud and Siboni in a new episode of their series,
The Unmanned, which has been produced for the exhibition. 1759,
presented opposite the episode 1997, as described above, narrates
the appearance of a comet in the sky—thus validating the astrono-
mer and mathematician Edmond Halley’s calculations predicting
its return. Up until then, the appearance of a comet was thought to
be an ill omen. It was a fleeting and localised expression of a divine
signification connecting the motions of the universe with the des-
tiny of humanity. “Thanks to this calculation of its trajectory and
the rational prediction of its return, a comet became a simple phys-
ical body, a movement released from any necessity: it is no longer
the sign of anything.” Thus runs the analysis of the artists who, in
this film, effect a twofold temporal loopback. This is done by plac-
ing, on the one hand, the first part of their film four centuries ear-
lier, to evoke the tragic medieval episode of the Black Death, which
was said at the time to have been caused by the tail of a comet; and
then, on the other, by creating a perfect symmetry with 1997, which
ends, two centuries later, with the defeat of mankind by the world’s
automatization. It is as if the astronomers’ calculations to formulize
the “mathematical prediction” of this comet in 1759 prefigured the
birth of a world dominated by artificial intelligence, which might be
said to have been born in 1997. What is more, the two episodes use
exactly the same camera movements.

Prior to these twin films, which are the pivot of the exhibition,
the visitors will already have encountered one of Anicka Yi’s half-
machine, half-animal specimens, whose wax skin (barely) con-
ceals the technological apparatus that underpins it. Based on the
non-anthropocentric and non-hierarchical thought of the Brazilian
anthropologist Eduardo Viveiros de Castro, Anicka Yi turns hybrid-
isation (between species, between the organic and the synthetic, or
art and science) into the guiding light of her sculptures, films and
experiments. She can be found in the pages of this issue of Palais in
conversation with the biology researchers she applied to, in the con-
text of preparing her recent show at the Solomon R. Guggenheim
Museum (New York). A little further on, in one of the crannies of
this section of a landscaped exhibition, she has pinned on a plain
wall, which we have called “the herbal,” a new vegetable species of
her own invention. “Vegetable life means living in full disclosure,
in an absolute continuity and global communion with the environ-
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ment,” writes Emanuele Coccia in La Vie des plantes [The Life of
Plants). “It is the most intense, most radical and most paradigmatic
form of being-in-the-world.”” As for Adrien Missika’s plants, in this
particular case, palm leaves, they have not been disassociated from
their original milieu. Directly scanned in situ during his travels, by
using a portable scanner, they invent the notion of a non-deracinated
herbal. Nearby, we will encounter the 3D botanical plates of Spiros
Hadjidanos and the still lifes of Damien Cadio, who has quite clearly
kept a sense of detail and dissection from his years of training as a
biologist.

“Francis Ponge wrote some splendid, mocking pages about veg-
etation and its innate stubbornness. For him, vegetation is less seen
as kingdom than as a process, an obstinate, unceasing process: it is
the stubbornness of a tree in producing a leaf, a particular leaf and
no other [...] but when it comes to animals, be they human or not, the
style is far less blinkered, there is some room for movement,”® writes
Marielle Macé about the author of Le Parti pris des choses [The Voice
of Things}, whose twofold poetic and scientific register, between a les-
son about things and a fable, has much to teach us.

Mimosa Echard’s pictures, inventories in the style of the poet Jacques
Prévert, of dozens of rebuses that can be vegetable (lichen, pollen,
lotus or orchid flowers, fungi) or artificial (false nails, dietary comple-
ments, powdered contraceptive pills, Coca Cola), work as intelligent
alchemies, in both visual and conceptual terms. They seek, in the art-
ist’s own words, to find a balance “between poison and its antidote,
the natural and the artificial.”

Meanwhile, Michel Blazy has produced little cartridges, scat-
tered around the space, which every day distil their magicl potion,
thus creating coloured stains and material trails whose haloes
expand due to changes in the temperature and the passing of time
during the exhibition. They bring to mind the visual hallucinations
of Bachelard, before the marvels of nature: “When forms, more per-
ishable forms and vain images—perpetual change of surface—are
put aside, these images of matter are dreamt substantially and inti-
mately. They have weight; they constitute a heart.”? Bachelard then
adds that they are “dense, slow, and fertile”© pertaining to the nat-
ural world. With Michel Blazy, the very exhibition becomes a mutant
form, being transfigured from day to day.

With Gaétan Robillard, Francis Alys or Hicham Berrada, the
exhibition turns its attention to what might be called “dynamic
forms,” which are governed by their own rationales. Such is the case
with the work of Gaétan Robillard, with a quest for the mathematical
formula of waves; or the sand storm filmed using an over-the-shoul-
der camera by Francis Alys; or else Hicham Berrada’s new film, pro-
duced in collaboration with the morphogenesis researcher Sylvain
Courrech du Pont, a member of the Matter and Complex Systems
Laboratory of the University Paris 7. A specialist in the artificial pro-
duction of dunes, and inventor of a machine which looks like a large
aquarium in which the water, eight hundred times denser than air,
allows for the production of immerged dunes which are eight hun-
dred times smaller than those that are formed in deserts, Sylvain
Courrech du Pont collaborated in the making of the film which acts
as a backdrop to this part of the exhibition: a fast-motion shooting
of the process of silting. To achieve this, Hicham Berrada, with the
help of the architect Simon de Dreuille, has produced a 3D print of a
room in the Palais de Tokyo; this model has then been submitted to
the machine equipped with a device allowing it to film the ongoing
operations. Projected as a trompe ['eeil, at the scale of the exhibition
space, the film shows the production without special effects of this
desert-like landscape of dunes.

Machine bodies,

algorithmic and mutant forms

“Pushing back the limits of the living has become a major issue for
our societies”" write Roberto Barbanti and Lorraine Werner in their
introduction to the collective book Les Limites du vivant [The Limits
of the Living].

Itisinto this perspective, and the rupture of this new breach, that
the second chapter of “Le Réve des formes” then plunges. While the
artists in the first section aimed at covering the cohabitation sur-
face between species and the perimeters of their respective milieus
(alluding to the famous Umwelt of Jakob von Uexkiill, the inventor
of biosemantics in the 1930s), here the point is to pay attention to the
tools, machines and calculations that favour a form of world autom-
atization, allowing the machines, created by mankind but which
gradually elude our control, to access this already extremely com-
plex ecosystem.
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The point then becomes, in
science as in art, to update and
deploy biological organisms’ vir-
tual natures through an encod-
ing of life (as used especially in
bioart, the artistic current that
emerged in the early 1980s,
with its wilful use of hybridisa-
tion and manipulations of living
matter) or the onward charge of
algorithmic forms that end up
running wild. In art, two cur-
rents, inspired from transhu-

Mark Leckey
GreenScreenRefridgeratorAction (2011)
Performance, 12.05 2011, Serpentine Gallery (Londres / London)
Photo: © 2011 Mark Blower

manism and techno-animism,
are disputing this question of
forms and tools on the road to
autonomization. Mark Leckey
is one of the spokespeople of the
latter current, which includes
many artists who consider that
humans are no longer the only beings who think, because the con-
nected objects that surround them are also players in a smart envi-
ronment. During his retrospectives at WIELS (Brussels) and the
MoMA PS1 (New York), Mark Leckey tried to enter into contact with
the objects of his everyday life, including a black fridge, which had
become the extremely likeable ventriloquist of an interior monologue.

Other artists, such as Giraud and Siboni—once again—have
examined, often with considerable reservations, the transhuman-
ist movement. For example, in 2045, one of the first episodes of the
series The Unmanned, they drew up a portrait of a guru-theorist
who directs a research centre, bankrolled by the American giant
Google, devoted to this current that defends the idea that tech-
nology will transcend the biological limitations of human beings.
Ray Kurzweil, as he is called, works on what he terms points of sin-
gularity, at which machines and other microprocessors will become
so powerful that they will be able to become autonomous and self-
generating. “Between the first chopper, and the first biface, several
thousand years went by. Then, as the centuries pass, we see how
technology accelerates,” observes Fabien Giraud who, with Raphaél

Siboni, explores technology’s power and limitations. “According to
Kurzweil, this exponential curve will skyrocket in 2045. Mankind
will then be nothing more than a player, we will become matter to
be re-worked. Machines will then encode humanity, which comes
down to reifying it.”

In the second chapter of “Le Réve des formes,” Juliette Bonneviot’s
sculptures stage and probe the synthetic molecules used in organic
chemistry. In her series, entitled Xenoestrogens, the basic material
Juliette Bonneviot has adopted is a synthetic molecule used in indus-
try as plasticizer, as well as treatments prescribed for sterile women.
This “xeno-hormonal” molecule behaves like a female hormone
on contact with the human body. As for Juliette Bonneviot’s works,
they are infinitely deformable according to the exhibition space that
hosts them.

This plasticity of the body also lies at the heart of Jean-Luc
Mouléne’s latest sculptures, including two mathematical drawings
presented in the exhibition (a knot and a swarm) and a sculpture
with a fleshy envelop, whose many sutures are more reminiscent of

Fabien Giraud & Raphaél Siboni
2045 - The Death of Ray Kurzweil (2014)
The Unmanned, saison 1 épisode 1 / season 1 episode 1
Vidéo HD / HD video, 26 min
Courtesy des artistes / of the artists
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adismembered body. Jean-Luc Mouléne says about these knots that
they are figures “which run up against all our binary thought habits,
because there is neither an inside nor an outside. There are no terri-
tories: there are several surfaces but no territory.”? In the same way
that hisimages linger over what occurs “between,” his sculptures also
expose, often negatively, what makes for a link or bond. “It’s a ques-
tion of common space,” as Sophie Duplaix summed it up, in the cata-
logue accompanying his retrospective at the Centre Pompidou (Paris).
“A set of pieces is conceived with a view to exposing certain intui-
tions concerning new notions within the work, or else their reformu-
lation: laterality, intersection, section.”” Today, to the clear severing
of matter (for example Donkey (2016), a donkey’s skull set in concrete
and quite clearly fractured) the cuts made using digital tools and 3D
conceptions are a response, as is the case with Jeanne (2016), which
is included in the exhibition and whose parts were assembled using
magnets sunk into forms made of hard, coated foam. Here, the col-
our and personification of the title undeniably refer to a human fig-
ure. In the mobile work of Bruno Gironcoli, another master when it
comes to hybridisation, it is to the dimensions of the piece, and its
interaction with the visitors’ bodies, that we owe this effect of anthro-
pomorphisation, coming from the human-sized wobbly-man we have
decided to exhibit.

With Julian Charriére, SMITH and Antonin-Tri Hoang, whose works
are presented at the end of the visit, fiction and reality finally tend to
draw together.

Julian Charriere travelled as far as the site of the Semipalatinsk
Test Site (also known as the “Polygon”), in Kazakhstan, for the photo
series Polygon, which was also inspired by J. G. Ballard’s short story,
“The Terminal Beach.” On this site, previously devoted to Soviet
nuclear tests, over four hundred bombs were detonated between
1949 and 1989. The artist went to photograph the reinforced-con-
crete architectures built so as to study the effects of a nuclear blast,
as unwitting monuments of an atomic zone. While being developed,
these photographs were then submitted to the radiation coming from
sand collected at the site.

As for SMITH and Antonin-Tri Hoang, they have devised a lunar
tale about the third radioactive element that Marie Curie suppos-
edly discovered by accident: Saturnium. They then try to decipher the
secret alphabet of this mysterious substance. SMITH’s photographic
portraits, and Antonin-Tri Hoang’s soundtrack which accompanies
them, pay witness to a coming generation; future humans, submitted
to radiation and whose physiological changes are their main distin-
guishing mark. Printed using phosphorescent inks on thermosensi-
tive paper, these darkroom photographs are no longer indexed on a
human timescale, but a far longer geological, or cosmic time.

So it is that the exhibition “Le Réve des formes” has set its rhythm
and breathing in the reverberation of this swinging motion, this
metronomy going back and forth between the attention that art-
ists and scientists pay to the multiple forms of life, and the desire to
anticipate a broader ecosystem, now containing other technologi-
cal or synthetic species. This means that the very exhibition itself
is a mutating form. Some of the pieces displayed in it actually raise
the question of longer time periods: Hicham Berrada’s film of dunes
goes onrising as the weeks pass by, leading to the progressive cover-
ing of an initially virgin landscape. The coloured substances chosen
by Michel Blazy will also delineate the perimeters of their territory,
without it being possible to predict precisely what the chemical reac-

tions when they meet will lead to. As for SMITH’s portraits, the sole
depictions of humans on display, they too will evolve from the shifts
inthe temperature, and the lengthening and shortening of days dur-
ing the summer of 2017.

The identification of this new Anthropocene era, which is geologi-
cal, ecological, but also theoretical, requires us to rethink our modes
of perceiving the world, of thought and of action. For some years
now, it has defined a new territory of exploration for contemporary
artists. Some of them have turned their attention, just as ecolog-
ical thinkers asked them to do, towards the abandoned or domi-
nated diversity of the living world. Others, including those we can
place under the banner of “digital natives,” consider that, when con-
fronted with this world where no use of a reset™ button is possi-
ble, it is better to broaden the spectrum of the living to connected
objects and esteem that we are no longer the sole thinking beings,
but that machines too participate, or will soon participate, in the
construction of a shared world. While many exhibitions, and even
more books, have recently marked out one or other of these direc-
tions, “Le Réve des formes” attempts to place them both on equiva-
lent, sliding levels, thus leaving open the choice between these two
scenarios for the future.

Translated by lan Monk
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PIERRE HUYGHE : NYMPHEAS
TRANSPLANT "FALL 1917"

Habitué a cultiver le vivant au coeur de ses expositions, Pierre
Huyghe compose des aquariums dans lesquels peuvent cohabiter un
bernard-I'hermite et une réplique de Brancusi. Il observe ainsi les
capacités d'adaptation des espéces, les conditions de leur épanouisse-
ment, de leur disparition dans ces biotopes muséaux. Il a ainsi prélevé
dansles bassins de Giverny, faconnés par Monet, eau et spécimens divers
dont les fameux nymphéas. Ceux-la mémes qui avaient valu au peintre bien
des tracas, lorsque des voisins s'étaient opposés a la construction du bassin,
de peur de voir les espéces exotiques pulluler et empoisonner les cheptels,
«Merde pour les naturels de Giverny », écrira-t-il, furieux. Dans le liquide
trouble caractéristique des bassins au drainage léger, les micro-
organismes, invertébrés, amphibiens et poissons vivent sous
une lumiére étrange, reprenant les conditions météorolo-
giques de 'automne 1917 suivant des relevés consultés
parl'artiste. L'ceuvre s'épanouit devant le spectateur et
en dehors du temps de la visite, dépendante du temps
de 'histoire guerriére des hommes dont on célébre
le centenaire, et dela nature, mémesile terme peut
sembler incongru en des conditions aussi artifi-
cielles. Pierre Huyghe signe ici une vision du jardin
anthropocéne, passé, présent et futur, déroutant

et fascinant. 2014, écosystéme de l'étang de Giverny,

200,5x% 143,5% 128,5cm. © Photo: Alex Delfanne
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14_PhilippeParreno,
The Writer, 2007, vue
del'exposition de
Philippe Parreno,
«Anywhere,
Anywhere, QutOf The
World», auPalais de
Tokyo, 2013.

© Photo: Aurélien Mole.
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15_PierreHuyghe,
Human,2011-2013,
vue de l'exposition de
Pierre Huyghe au
Centre Pompidou,
2013.

©Centre Pompidou.
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w de l'activité des artistes frangais ou
étrangers vivant et travaillant dans
I'Hexagone. Si, une nouvelle fois, s’y
affirme toute une population de fortes
individualités (Bertrand Lavier en
2006, Gilles Barbier en 2009 ou Wang
Du également en 2009), il n’en trans-
paraitaucune tendance, ni mouvement
particuliers. Lépoque~que gouverne le
marché de I'art - nest définitivement
pas au collectif. C'est tout juste si 'on
peutrepérer quelquesdirections privilé-
giées, comme les modes de 'installation
ou de la pratique de la vidéo, tant elle
se détermine a 'ordre d’un éclectisme,
reflet de l'attente d"un public curieux
d’images de toutes sortes.

Lamise en place parle méme ministere,
en 2007, d'une seconde opération d’en-
vergure, peut surprendre pour ce qu'elle
opere en discrédit de la précédente.
Intitulée « Monumenta », sous laméme
verriére du Grand Palais, celle-ci s'offre
comme un véritable défi artistique qui
corrobore cette mesure individuelle en
proposant a un artiste de dimension
internationale de confronter son regard
al'espace monumental du lieu. Ce n'est
qu’apres Kiefer et Serra qu’un artiste
francais y estenfin invité. En 2010, Bol-
tanski crée une installation qui renvoie
au caractere aléatoire de toute destinée,

.
T i :‘_ﬁ‘_—_‘,_..-
..ll

puis Kapoor et Buren s’y succédent,
avant que « Monumenta », devenue
biennale, accueille les Kabakov en 2014
etHuang Yong Ping en 2016. Le prestige
du liey, le succes populaire de la mani-
festation et le coté spectaculaire des
propositions condamnent rapidement
« La force de l'art » qui se voit transfor-
mée en « Triennale » et délocalisée au
Palais de Tokyo. Si, sur le méme tempo,
lechéteau de Versailles s'estmisal’heure
contemporaine eninvitant depuis 2008
un artiste a investir a son gré l'intérieur
et/ou 'extérieur, cela n’est pas toujours
allé sansfaire scandale : ainsi de Kapoor
en 201S.

Au regard de cette situation qui place
la figure individuelle au cceur du sys-
téme de l'art contemporain et non plus
d'un quelconque groupe, la sociologue
Raymonde Moulin, auteur d'articles et
d’ouvrages de référence dont L'Artiste,
IInstitution et le Marché (1992) et De la
valeur de I'art (1995), considére qu'ily a
quelque partun artiste qui tientdans sa
main une véritable bombe, mais qu'il
ne le sait pas. Le moment venu ot il
s'en rendra compte, il la fera exploser.
Dans cette attente — qui dure toutefois
—laroue tourne et la vie artistique bat
son plein.

2011-2017

LASCENE FRANCAISE
ENBOUILLONNEMENT

Si le Centre Pompidou - qui féte ses
40ans en 2017 - et le Musée d’art
moderne de la Ville de Paris — dont
la programmation a toujours été a la
pointe sous la direction trentenaire
de Suzanne Pagé et y demeure sous
celle de Fabrice Hergott - s'appliquent
a prendre le pouls de la création artis-
tique contemporaine, ils ne sont plus
les seuls a en éclairer les innombrables
voies. Ainsi du Palais de Tokyo, dont la
présidence est confiée a Jean de Loisy
en 2011 qui le redynamise aprés une
période un peu morose, notamment
en invitant Hugo Vitrani, grand défen-
seur de l'art urbain, a créer le « Lasco
Project », et des artistes comme JR, Lek
& Sowat, Osgemeos ou Philippe Baude-
locque. Ainsi de la création de la Fon-
dation Louis Vuitton qui a ouvert ses
portes en octobre 2014 dans un éton-
nant écrin imaginé par Frank Gehry,
de la Nuit blanche qui transforme
Paris chaque premier samedi d’octobre
depuis 2002 en un véritable bouillon
artistique, enfin de La Colonie, un
espace culturel et engagé créé par Kader
Attia, Prix Marcel Duchamp 2016, en
octobre dernier, et con¢u comme un
forum de rencontres, de débats, de
concerts et de performances.
Autantdesignes, sansoublier tout ce qui
se passe en région, d'un dynamisme et
d'une énergie, marques de fabrique de
l'art et de la culture en France. Force est
donc d’affirmer que le « syndrome de
Venise 64 » est plus une vue de l'esprit
qu'un état de fait avéré.

|:oei|7d)e
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EN COUVERTURE

ANAEL PIGEAT

Les expositions Huyghe et Parrenoen 2013

ENFRANCE, Pendant lau-
QUEL FAIT tomne 2013, Phi-
ARTISTIQUE lippe Parreno ex-

posaitau Palais de

MARQUANT Tokyo et Pierre
(EXPOSITION, Huyghe au Centre

ARTISTE, (EUVRE...) Pompidou. Paris
RETENEZ-VOUS oscillait entre

laube et le cré-

DEPUIS 1955? puscule. Ces deux

expositions, qui étaient aussi des

ceuvres, marquaient d’'une certaine

maniére l'aboutissement des années 1990 et 2000 et le début d'une ére nouvelle
que lun et l'autre ont déja continué a développer depuis. Formés a l'école d'art de
Grenoble, dans la proximité d'un groupe d'artistes dont faisaient partie Dominique
Gonzalez-Foerster, Pierre Joseph et Bernard Joisten, ils se sont par la suite affron-
téstout en se répondant. Radicalement opposées par leurs tonalités, lune tournée
vers lameélancolie et l'obscurité, l'autre

vers la vie et la lumiére, les deux expo-

sitions avaient en partage de mettre

plusieurs voix en commun dans un pro-

pos polyphonique, et d'étre activées par

un systeme invisible, une mécanique

sensible pour l'un et un systéme éclaté

pour l'autre. Difficile de dire les traces

qui resteront de ces expositions pour

ceux qui ne les auront pas vues. Sans

doute faudra-t-illes réinventer, a partir

des souvenirs de ceux quiy ont partici-

pé, quicirculeront et se déformeront de

maniére virale avec le temps. Elles ont

déja marqué les esprits de plus d’un

artiste en devenir. Cetautomne parisien

a été marqué par une réunion des

contraires qui se rejoignent et se re-

croisent, une sorte de carnaval ou de

solstice d'une saisoninconnue quires-

tera comme un jalon, une maniére de

créer des formes d’attention et de

conscience.

c
s
2
S
3
@
o
o
=
5
©
<
&
a
=,
2
S
2
a
Q

Galerie
Chantal Crousel

© AnaélPigeatestcritiqued'artetrédactriceenchef
dartpressdepuis2011. Aprés des éludes
d'histoiredel'artal'EcoleduLouvreainsi
qu'alondresal’institut Courtauld,elleaéte
nommeée responsable duservice cultureldu
Musée d'art moderne de aVille de Paris, Elle
aparticipéaplusieurs publications dontla
derniére endate estl'ouvrage de Bernard Faucon
Rescapés, aux éditions de l'CEil, paru fin 2016
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Kennedy, Randy. «Pierre Huyghe Wins Nasher Sculpture Prize», The New York Times, September 26, 2016.
http://www.nytimes.com/2016/09/27/arts/design/pierre-huyghe-wins-nasher-sculpture-prize.html?_r=1
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Granberry, Michael. «French artist Pierre Huyghe, no stranger to strong statements, wins the second Nasher Prize»,
Dallas News, September 27, 2016.
http://www.dallasnews.com/arts/visual-arts/2016/09/26/french-artist-pierre-huyghe-stranger-strong-statements-wins-second-
nasher-prize
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Macon, Alex. «Pierre Huyghe Wins 2017 Nasher Prize», D Magazine, September 27, 2016.
http://www.dmagazine.com/arts-entertainment/2016/09/pierre-huyghe-wins-2017-nasher-prize/
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«Pierre Huyghe Wins the 2017 Nasher Prize», Art Forum, September 27, 2016.
http://artforum.com/news/id=63759
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Ana Teixeira Pinto. « The post human animal», Frieze, n°19, May, 2015, pp. 72 - 77.
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Jason Farago. “Pierre Huyghe at Lacma - a sometimes baffling but always engaging retrospective”, The Guardian,

December 4, 2014.
http://www.theguardian.com/artanddesign/2014/dec/04/pierre-huyghe-lacma-retrospective

guardian

LA is the ideal location for a Pierre Huyghe retrospective — the artist’s baffling and borderless
installations fit right in with the city’s chaotic character.

Pierre Huyghe’s work at the Centre Pompidou in Paris. Photograph: Lacma

Los Angeles is a city where there’s no border between reality and artifice. Images here have
lives their own. It’s hard to think of a better city in which to encounter the art of Pierre Huyghe
— an artist whose fictions gives rise to realities, whose sometimes baffling, always engaging art
turns real life into a dream, and vice versa.

At the Los Angeles County Museum of Art, he has just opened his first American retrospec-
tive, a festive, unfathomable, profoundly ambitious exhibition that was first seen at the Centre
Pompidou in Paris. In his hometown it defied expectations to become one of that museum’s
best attended shows of a living artist in years. It seduces, it beguiles, it obfuscates, it amazes. It
challenges the most fundamental assumptions about what a museum show can be. By the end
of my first visit I found myself unready to leave; I rushed back the next day, impatient to throw
myself again into Huyghe’s universe of monkeys and marine life, ice rinks and steam machines,
voyages to Antarctica or the moon. This is a show that rewards, perhaps even requires, repeat
visits. It earns them.
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Huyghe, born in Paris in 1962, is one of the most significant artists of the last quarter-century.
He’s a polymath, and his art ranges from dystopian films infused with science-fiction elements to
gardens full of poisonous plants. But the strength of his art did not guarantee the strength of this
retrospective. On the contrary, a Huyghe retrospective is almost a contradiction in terms.

One of the critical moves he and his fellow artists made in 1990s France was to shift their em-
phasis from making discrete artworks to fully composed exhibitions, or experiences in the real
space of the gallery. Relational aesthetics, as this tendency was imprecisely christened, was an art
of specific encounters and time-based interactions, much harder to preserve than a stable painting
or sculpture. How do you re-present those without ossifying them?

The answer here is through a total redeployment Huyghe’s art, installed so that works bleed
into one another, for an experience that’s partly choreographed and partly left to chance. All the
strings are visible, yet it remains cloaked in mystery. There are funny emphases, like an early
Super-8 travelogue never seen before, and intentionally gaping holes. Kate Bush’s “Wuthering
Heights” might start blaring from one gallery while you’re contemplating a puppet show featu-
ring a dancing Le Corbusier. Sounds chaotic? It is, in places. But the more accurate word might
be alive.

Works familiar to those who’ve followed Huyghe’s career reappear here in new forms, or

else slip off the screen into the gallery. In 2001 Huyghe turned the illuminated drop ceiling of
France’s Venice Biennale pavilion into Atari Light, a giant game of Pong that visitors could play
with joysticks. Here it is again, though one of the lights is broken, and tropical plants have sprou-
ted beneath. (I lost, by the way.) A black ice rink that, fifteen years ago, hosted a figure skater
carving tracks now has no skater, but globs of tar from the prehistoric La Brea pits outside the
museum. A performer wearing a LED-covered mask might walk past you. If he looks familiar,
it’s because you just saw him in one of Huyghe’s films, wearing the same getup.

To historians, the LACMA show’s leapfrogging of these key works and others will be a torment.
These were the videos by which Huyghe, alongside his colleagues Philippe Parreno and Domi-
nique Gonzalez-Foerster, reestablished France as a leader in contemporary art after decades in
the shadow of first Germany, then the UK. Huyghe, however — working with the young curator
Jarrett Gregory, one of many talented New Yorkers who’ve skipped town for LA in recent years
—is playing a bigger game than just a historical recap. The exhibition is itself a medium for the
artist. It’s a fractal reproduction of the works it contains. It unfolds in every direction at once,
and changes everyday, thanks to performers both human and animal. Videos and light works are
on timers: they flicker on and off, stop and restart. It’s as if the exhibition were itself a film that
progresses through time, with plot twists and shifts in intensity.
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Animals, especially, play a central role in Huyghe’s art, and have for decades. They’re on screen
(deer, rabbits, a mythical white penguin in Antarctica) and in the galleries (ants crawling on the
gallery walls, a hermit crab in a fish tank), no doubt to the delight of the Los Angeles animal
welfare authorities. Why the menagerie? Perhaps because, more than human performers, animals
fit into Huyghe’s technique of only partially choreographing a situation, and then letting it deve-
lop however it may. With no knowledge that they form part of an artwork, the fish in Huyghe’s
tanks or the ants tracing lines on the walls allow Huyghe to relax his grip. They’re indifferent to
the artist’s desires, and to our gazes too. Perhaps, too, because in Huyghe’s science fictions can
sometimes tip into the apocalyptic, and the animals stand a better chance of surviving than us.
When we’re gone, the ants and the hermit crabs will still be here, crawling through our ruined
museums.

At intervals the lights from the Atari game click off, the Le Corbusier video and others go dead,
and a single large-format video plays in the largest gallery. Another animal, a monkey this time.
We’re in Japan, not far from devastated Fukushima, in a restaurant that might be closed for the
night, or might be abandoned forever. It soon becomes clear that the monkey, who’s wearing a
mask familiar from Noh drama, works at the restaurant as a waitress — and though she appears

at first to be a high-def simulation she’s a real monkey, who really serves drinks at a Tokyo bar.
Just like in his Dog Day Afternoon remake, here the performer is real but the setting is a fiction:
a grungy, forsaken place, devoid of other life perhaps forever. Only the monkey survives, waiting
for customers, her mask never slipping.

Then there is Human, the adorable white dog with one pink leg who saunters through the galle-
ries of this exhibition. She might come up to you while you’re gazing at Huyghe’s fish tanks, or
lie down by your side as you watch footage from his Antarctic expedition. On my first visit to the
show she was making friends with a young girl, who broke the no-petting-allowed rule. Human
is a bona fide Hollywood celebrity now, trailed by museumgoers snapping cameraphone shots
—including me, ’'m ashamed to say — and like any star she can be a little temperamental. Some-
times she’ll walk right out of the show and into the sunlight.

Like everything and everyone else in this stunning exhibition, Human the dog slips between
herself and a sign of herself, or between life and media. She trots through the galleries, stretching
her forelegs or reclining against the white walls. And she is blissfully unaware of any distinc-
tion between the gallery and the spaces beyond it: between Pierre Huyghe’s art and the world he
knows it cannot contain.
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Installation view of the exhibition Pierre Huyghe at the Centre Georges Pompidou, September 2013—January
2014, (© Pierre Huyghe, courtesy Marian Goodman Gallery, New York/Paris, photo by Pierre Huyghe)

“All visitors viewing the sculpture do so at their own risk.” These words are etched on the glass
that separates viewers from an active bee hive set atop the shoulders of a reclining nude sculpture
at the Los Angeles County Museum of Art. The swarm of bees in Untilled (Liegender Frauenakt)
is one of many works that features of living elements included in the first U.S. retrospective of by
French artist Pierre Huyghe, currently on view at the museum through February 22.

These living elements, perhaps what the museum’s director Michael Govan was referring to when
he said the show was full of “unusual things,” vary widely. They include Human, a white Ibizan
hound with a single pink painted leg that traverses the galleries freely, occasionally emerging
from some unknown stage left and exiting to some unexpected stage right. Nymphéas Transplant
(14-18) (2014) is a murky aquarium that mimics the ecosystem beneath the surface of Monet’s
lily-laden Giverny ponds, and alternates between dimly lit and obscured in cloudiness based on
historic weather patterns from 1914 to 1918. A hermit crab occupies a replica of the head of Bran-
cusi’s 1910 sculpture Sleeping Muse submerged in the aquatic environ Zoodram 5 (2011). And
L’Expédition scintillante (Acte 1) emits snow, rain, and fog for programmed precipitation.
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Pierre Huyghe, Zoodram 5 (after ‘Slee-
ping Muse’ by Constantin Brancusi),
(2011), Glass tank, filtration system,
resin mask, hermit crab, arrow crabs
and basalt rock. (© Pierre Huyghe,
courtesy Marian Goodman Gallery,
New York/Paris)

The disparate actors in Mr. Huyghe’s biosphere —
the entire show is one large biologically choreo-
graphed performance —include the viewers too.
Upon entering, visitors are engulfed by a closed,
independent ecosystem orchestrated by Mr. Huyghe.
The immersive quality of the show has been a cen-
tral theme in most of his work since the early *90s.
And while the retrospective at LACMA takes a look
back at the last 25 years of his career, some of the
central elements and artworks included have chan-
ged since its original debut at Paris’s Pompidou last
year; it has grown from 50 pieces to 60, and many
older works have been swapped out for more recent
ones.

In addition to the tuxedo-clad Name Announcer
(2011), who personally addresses you as you enter,
and a giant interactive video game titled Atari Light
(1999) that periodically lights up a gridded ceiling,
there are sculptural and video works in this wall
text-free exhibition that make no offers of context
or explanation. Mr. Huyghe’s retrospective is far
from what museum-goers have come to think of as
customary when it comes to surveys.

The star of the show —crowds will talk about this work long after they leave—is Untitled
(Human Mask) (2014), a short film that debuted earlier this year at Hauser & Wirth’s Lon-
don gallery. It begins with a close-up on a ginger-haired girl in a white mask—or so we
think, until the moment that a monkey’s paw reaches up to stroke its wavy tresses. Over the
course of 19 minutes, we follow this wigged macaque once trained as a waiter as it roams a
shuttered restaurant in post-tsunami Fukushima, Japan. Gestures are disturbingly childlike
against the eeriness of its ghost-like face; the experience of watching it on film is so surreal
that Mr. Huyghe’s Brancusi-shelled hermit crab seems absolutely banal by comparison.
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Pierre Huyghe, Untitled (Human Mask) (2014), Film. (Courtesy the artist; Hauser & Wirth, London; Marian
Goodman Gallery, New York; Esther Schipper, Berlin; Anna Lena, Paris, © Pierre Huyghe)

The star of the show —crowds will talk about this work long after they leave —is Untitled
(Human Mask) (2014), a short film that debuted earlier this year at Hauser & Wirth’s London
gallery. It begins with a close-up on a ginger-haired girl in a white mask —or so we think, until
the moment that a monkey’s paw reaches up to stroke its wavy tresses. Over the course of 19
minutes, we follow this wigged macaque once trained as a waiter as it roams a shuttered restau-
rant in post-tsunami Fukushima, Japan. Gestures are disturbingly childlike against the eeriness
of its ghost-like face; the experience of watching it on film is so surreal that Mr. Huyghe’s Bran-
cusi-shelled hermit crab seems absolutely banal by comparison.

The show is a wild, occasionally bumpy ride through the mind of Mr. Huyghe, but despite how
unnerving certain elements might make viewers feel at times, there’s no real physical threat. A
continuous cloud of smoke obscures pheromones that normally relay the “sting!” command and
subdues the bees, and the bi-colored hound is under the watchful supervision of Player (2010),
the man in the LED mask trailing her. For those less familiar with the Mr. Huyghe’s controlled
brand of nature-themed spontaneity, and even for those who are, the show as could use an up-
front disclaimer: Prepare to Fall Down the Rabbit-Hole.



Galerie
Chantal Crousel

Janelle Zara. “Art as Biosphere: A Walk Through Pierre Huyghe’s LACMA Survey”, New Tork Observer,

November 28, 2014.
http://observer.com/2014/11/art-as-biosphere-a-walk-through-pierre-huyghes-lacma-survey/

Installation view of the exhibition Pierre Huyghe at the Centre Georges
Pompidou, September 2013—January 2014, (© Pierre Huyghe, courtesy
Marian Goodman Gallery, New York /Paris, photo by Pierre Huyghe)
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Conceptual Anarchy
Pierre Huyghe’s Unpredictable Retrospective

By RANDY KENNEDY - SEPT. 3, 2014

PARIS — Pierre Huyghe has long loved “Locus Solus,” Raymond Roussel’s 1914 novel about an
inventor who invites friends to a secluded estate to show off his creations, one of which is a tank
filled with cadavers that re-enact the most important moments of their former lives, animated by a
miraculous substance called resurrectine.

The office where Mr. Huyghe, one of the most admired and intellectually formidable European
artists of his generation, was shaping his own creations here one July morning was not particularly
lairlike. The tidy space, behind big Second Empire courtyard doors, was dominated by a few white
desks and computers, and the closest thing to a diabolical device was the espresso machine in the
kitchen. But the walls, teeming with diagrams and drawings for Mr. Huyghe’s many overlapping
projects, cast a Rousselian cloud of mad science over an otherwise sunny corner of the Marais.

When more than two decades of Mr. Huyghe’s art heads west for his highly anticipated American
retrospective, opening Nov. 23 at the Los Angeles County Museum of Art, it’s not clear which of his
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works-in-progress will be fully incubated, in part because of their sheer experimental complexity.
There is, for example, his butterfly project, a collaboration with a Rockefeller University scientist
to engineer living examples of the fictional butterflies (one with checkerboard wings) that Vladimir
Nabokov, an obsessive lepidopterist, sketched for his wife, Vera. There is an eerie new piece
involving a pill camera, a swallowable video capsule used by doctors to inspect digestive tracts; Mr.
Huyghe is harnessing one for more ethereal ends, as illustrated by pictures on the wall showing the
grottolike contours of a human interior, topped by the craggy head of Willem Dafoe.

“Maybe, [ will ask him to be a part of it, to swallow one,” Mr. Huyghe (pronounced hweeg) explained,
shrugging and describing an abiding fascination with the idea of depicting an actor from the inside.

As the above might suggest, Mr. Huyghe’s art — which takes the form of film, performance,
sculpture, puppetry, menagerie and biology lab — fits into the tidy mold of a museum retrospective
about as comfortably as a monkey fits into a dress.

Continue reading the main story

“We have meetings just to talk about the living elements, which isn’t something that usually happens
to you as a curator,” said Jarrett Gregory, who is organizing the show for the Los Angeles County
museum. (It originated at the Pompidou Center in Paris, where it was one of the museum’s most
highly attended contemporary-art exhibitions, before traveling to the Museum Ludwig in Cologne,
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Even describing his work can often be an exercise in frustration, bringing to mind the poet John
Ashbery’s observation about Roussel, an important influence on Mr. Huyghe: that trying to
summarize Roussel’s “mad wealth of particulars” was like trying to “summarize the Manhattan
phone book.”

At51,Mr. Huyghe looks the part of the 21st-century French conceptualist, with a stylishly weathered
Gallic face and an ever-present electronic cigarette smoked in a pensive way that makes it seem like
a Meerschaum pipe. He grew up in a suburb of Paris and recently moved back to the city after years
of living in New York. But he is restlessly peripatetic and said that he might relocate again soon to
Chile, where his girlfriend, an actress, is working.

The last time I had seen him, on a drizzly day in Central Park in 2005, he was in the final frenzied
stages of preparing “A Journey That Wasn’t,” a kind of environmental musical, a hugely complex
film production mounted inside the Wollman ice rink. But back then, as in Paris, he exhibited a
particularly French talent for escaping whatever he was doing to sit over coffee and talk for hours.

He emerged in the 1990s as part of a wave of second-generation Conceptualists who came to
be grouped together in a movement called relational aesthetics, an approach to art making that
emphasizes participation, social interaction and chance. His work, which seeks a high degree of
control over the viewer’s experience, was always an odd fit in the movement. It drew just as heavily,
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and dauntingly, on postmodern philosophy, but it waded deep into pop culture and could be —
especially for art with late Marxist leanings — beautifully poetic and even quite a bit of fun.

One piece proposed gathering all the home movies of all the families who lived in a city, editing them
together and screening them continuously in an abandoned movie theater. Another slyly inserted the
floor plan of a child’s bedroom into the blueprints for the Death Star from *“Star Wars.” In probably
his best-known piece “The Third Memory,” from 1999, he tracked down John Wojtowicz, whose
failed robbery of a Brooklyn bank in 1972 became the basis for Sidney Lumet’s film “Dog Day
Afternoon.” Mr. Huyghe built a reproduction of the film set and asked Mr. Wojtowicz, who had
criticized the movie’s accuracy, to retell and re-enact his story for the video. Yet it turned out that Mr.
Wojtowicz’s memories of what really happened and what “happened” to Al Pacino, who portrayed
him in the movie, had become inextricably mingled into a new kind of reality.
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Conceptualists in the 1960s tried to liberate art making from Romantic notions by turning to rigid
plans and systems. “The idea becomes a machine that makes the art,” as Sol LeWitt memorably put
it. Mr. Huyghe can also seem to be running things through machines to see what comes out. But his
machines are highly complex and unstable ones: movies, music, novels (besides Roussel, he loves
Poe and Borges) and, lately — nudging him into Dr. Moreau territory — biological phenomena.

“He’s always on the hunt for an organizing structure,” said Linda Norden, one of the curators of
a major work by Mr. Huyghe in 2004 at the Fogg Museum at Harvard. “There are always people
doing tons of research on his behalf. It’s almost like a scholar who has a team of research assistants.”
But “he’s never concerned with correct readings,” she added. “He takes all the information and
follows his own train of thought. He gives himself permission, and his imagination runs. And then
all these beautiful, strange images emerge that he knows he wants to make.”

Critics have sometimes complained that Mr. Huyghe’s mania for information can be too much of an
end in itself. Roberta Smith, writing in The New York Times about a 2011 exhibition at the Marian
Goodman Gallery, called the show, “The Host and the Cloud,” ravishing but also “a slow form of
strangulation in which an artist’s pretensions, while not without interest, are extensively indulged.”
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Mr. Huyghe has long played anarchically with the idea of roles — in the movies, in society, in the
art world, and in nature — and when he was approached a few years ago about being the subject of
a retrospective, he wasn’t sure it was a role he had any interest in playing.

“When I do something, I’'m always happy to put it into friction with other minds,” he said during
one of two long mornings of interviews in his office-studio. “But if you domesticate that friction —
if you say, ‘I’'m going to give you this thing to read, you will need to understand this history, this
thing will happen at precisely this time every day’ — then you don’t have real friction anymore.”
Too many contemporary-art retrospectives, he said, have begun to feel “like ‘Groundhog Day’ with
Bill Murray.”

What began to interest him, he said, was the idea of making an exhibition that felt like some kind
of foreign body lodged in a museum, as if by accident. “Art objects are hysteric objects,” he said.
“They need the gaze. I wanted to try to make a place where things somehow seemed indifferent to

2

you.

Besides dispensing with labels and chronological organization, one way he went about this was using
living flora and fauna, borrowing from work he had done in 2012 for the sprawling Documenta 13
exhibition in Kassel, Germany. He turned a pvark’s compost yard there into a kind of feral art garden.
Poisonous and psychotropic plants were growing; a reclining nude sculpture sported a beehive for
a head, swarmed with bees; a white Ibizan hound, one of its forelegs dyed surreally hot-pink with
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food coloring, wandered the grounds, tended by its owner, who served as a kind of gardener. (The
dog’s painted leg, he said, “breaks the form of ‘dog,” makes you look at it as something else.” The
color was chosen for more personal reasons: “It makes me think of the Sex Pistols. It’s very punk,
that color.”)

The idea of showing at the Los Angeles County Museum, he said, has interested him almost as
much for its proximity to the La Brea Tar Pits as for its proximity to the movie industry. The dog, its
owner and the bees will all be coming to the show. So will assorted ants and spiders, as well as recent
works called “zoodrams,” spookily lighted underwater ecosystems that seem to hover somewhere
between aquariums and alien landscapes, an effect Mr. Huyghe calls “nonillusionistic fiction.” (“It’s
constructed and there are certain sets of circumstances, but you don’t control what happens inside,”
he said.)

Michael Govan, the museum’s director — who met Mr. Huyghe several years ago when he
commissioned a piece from him for the Dia Art Foundation — said that Los Angeles’s exposure
to European artists of Mr. Huyghe’s generation had been so limited, “it’s going to be almost as if
he’s landing from outer space, and it’s going to be interesting to see the reaction.” Of the new work
involving the monkey waiter, he added, “All the actors working as waiters around the city might
have a very particular reaction to that.”

Mr. Huyghe admitted that he himself would be a bit of an alien in Southern California: “For one
thing, [ don’t drive.” But he added that he still remembered fondly, and vividly, the first time he ever
set eyes on Los Angeles, as a teenager, in a somehow Huygheian way that few people ever will. His
father was a pilot for Air France, and he was sometimes allowed to ride along, sitting in the cockpit
jump seat.

“When we came into L.A., the sun was going down over the ocean, and all the lights of the city
were shining in front of us, for what looked like forever,” he said. “It was very strange, almost too
beautiful to believe.”
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PIERRE HUYGHE
ecritures singulieres

interview par Robert Storr

eeeeeee

Artiste majeur de la scéne francgaise et internationale, Pierre Huyghe est a la fois plasticien, vidéaste, architecte
et designer. La rétrospective présentée au Centre Pompidou, a Paris, du 24 septembre 2013 au 6 janvier 2014,
fait dialoguer les films avec les sculptures et des situations. Exploration de quelques ceuvres récentes, réalisées

ou non, pour la Biennale de venise, la documenta 13, I'opéra de Sydney...

« Survey », « rétrospective » « exposer »
(in English that means « exhibit » or «
show ») none of these words really does
the job of setting forth the problematics
of gathering a large, roughly chronologi-
cal sélection of an artist’s work and putting
it before the general public. Which is to
say présent it to the eyes and minds of
thousands of unique individuals who will
expérience it ways that curators, art his-
torians and critics will never fully grasp
and most won’t even guess at.
Nevertheless, that is the challenge faced
by the artist who agrees to accept the invi-
tation of a major muséum to make his or
her work known in breadth and depth to
any and all who happen upon it. In antici-
pation of his impending survey ?, rétros-
pective ?, exposition ? - at the Pompidou,
Pierre Huyghe and | had a long conversa-
tion in June from which these remarks
bearing on the difficulties ahead have been
excerpted. Having crossed the Atlantic and
the Pacific and having made himself more
or less at home abroad while others cir-
cled the planet in clouds blown by « global
» trade winds, Huyghe stands apart even
from the very few French artists of his
génération to have earned a world wide
réputation. The self-effacing author of pos-
ters, performances, installations, films and
above all the creator of situations that
question what an « art work » is (or might
be,) and «who » looks at it (and how and
why,) Huyghe is unclassifiable. The finely
wrought enigmas he brings into being are
the essence of his art’s importance to
those Lucky enough to have caught a
glimpse of it. Soon that privelege will be
extended to a large audience and those
enigmas will be the metamorphic wonder
that its members share.

Robert Storr

B En 2007, alors directeur artistique de la
Biennale de Venise, je t'ai commandé une
ceuvre. Je ne veux pas parler de ma
Biennale, je veux simplement savoir com-
ment tu congois un projet et comment tu
commences 4 y travailler. Qu’est-ce que tu
as voulu faire pour cette biennale, et que
tu n'as pas pu réaliser?

Souvent, certaines conditions sont données,
auxquelles je réagis spécifiquement, mais
sans y répondre. Prenons |'exemple de
Monster Island, le projet pour Venise. Tu m'in-
vites dans un contexte, la Biennale, ou beau-
coup se rendent, attirés par la nouveauté. Je
commence par tenter de comprendre ce
contexte, et j'essaie de trouver les différents
discours ou les sédimentations d'histoires qui
y sont attachés.

Afin d’extraire quelque chose de ces sédi-
mentations ?

Extraire, ou pour produire une breche et en
méme temps trouver une disruption. Je
n'avais pas spécialement envie de réaliser
quelgue chose au sein d'un batiment, trop
contraint. Alors est venue I'idée de prendre
le large, de faire sortir les gens du cadre strict
de la Biennale, de prendre un bateau pour
aller vers cette fle que I'on a cherchée ensem-
ble et, enfin, d'arriver dans ce lieu dans lequel
ils n"auraient jamais pu débarquer.

Il était question d'y faire venir une icone qui
aurait été entourée de monstres déambulant
autour d'elle. Le bruit devait se répandre de sa
présence, les gens prendraient alors le vapo-
retto pour sy rendre, attirés par cette image.
Essayant d'y accéder sans jamais I'atteindre.
L'enregistrement de cette situation devait se
faire par la masse des regards portés sur elle.
Ne pouvant débarquer sur ce territoire, les
gens en auraient fait le tour, n'y voyant plus
que des monstres hyperréalistes, trainant
dans cet endroit en ruines. On avait trouvé
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une fle intéressante parce qu'assez petite,
recouverte de végétation, avec un embarca-
dére, un batiment en ruines, et entourée d'un
ancien rempart. Un «giardini» avec ses
pavillons. Ce que je construis se confronte a
un ensemble de régles, de conditions. C'est le
produit d'une conviction qui rencontre un
ensemble d'accidents. cette confrontation me
permet de construire une situation vivante,
dont un certain nombre de gens font I'expé-
rience, puis j'en produis une équivalence, une
variation plus exactement. Variation qui prend
des formes diverses: une image, un film, des
objets, un dessin. Ces variantes incluent aussi
leurs modes d'exposition aussi bien que leur
écoulement futur. C'est un processus, un
mouvement qui peut étre équivalent ou par-
tiel. La situation vivante ne disparait pas vrai-
ment, mais son intensité varie. Sa premiere
occurrence existe dans la mémoire de celui
qui en a fait I'expérience.

RIEN A INTERPRETER

Parlons du projet pour la Documenta 13
en 2012- le plus récent -, d’un projet plus
ancien, la Toison d’or. A la différence de
I"art conceptuel qui, dans les années 1960
et 1970, avait une dimension philoso-
phique, sociologique ou psychologique,
les projets que je viens de citer présentent
des aspects nettement oniriques, voire
folkloriques. Comment les articules-tu aux
autres processus ?

Commencons par Untitled, |'ceuvre pour la
Documenta. J'ai utilisé le compost d'un parc
baroque enclos, un lieu de dépdt, séparé de la
mise en scéne I'entourant, un lieu ol I'on jette
des choses mortes ou sans usage. J'y ai
déposé des marqueurs, des fragments de
passé, ils sont co-présents. Les éléments sont
inanimés ou vivants, il y a des artefacts, des
objets, des plantes, des animaux. lls provien-
nent de différentes époques, ont différents
styles. Ce sont des écritures singulieres, fac-
tuelles, artistiques, littéraires, scientifiques ou
agricoles, qui se répandent hors de I'ceuvre,
biologiquement, minéralement. Il y a une sédi-
mentation d'histoires, un arbre déraciné de
Joseph Beuys, fragment des 7000 chénes (1),
qui est lui-méme un tout, un monde emporté
par des insectes qui I'utilisent comme matiére
pour construire leur nid. Le public entre par
hasard dans ce lieu, rien ne lui est adressé, ce
qui s'y déroule est indifférent a sa présence,
cela grandit sans lui, il est t¢émoin et non en
position centrale et déterminé. lls font face a
des éléments d'ordres perdus qui se confron-
tent, rien n'est écrit et il n'y a rien a interpré-
ter. Chacun voit son monde, comme autant de
Umwelt [environnements] séparés mais jux-
taposés. Il n'y a pas un savoir, un discours qui
prédomine, il n'y a pas un ordre mais des
hétérotopies, des rythmiques particuliéres,
pas de mise en scéne ou de programme. On
est dans l'indéterminé. Il y a, entre autres, de

la boue, une statue dont la téte est occultée
par un essaim d'abeilles qui pollinisent des
plantes, des aphrodisiaques et des psycho-
tropes, des pavots d'Afghanistan, de la mari-
juana, une chienne a la patte rose, abimée, a
I'image des chiens qui circulent dans cet
endroit, un banc que Dominique Gonzalez-
Foerster a utilisé lors d'une Documenta pré-
cédente, un arbre couché évoquant celui de
Robert Smithson, une citerne contenant des
ceufs de batraciens, source des premieres
études de I'embryologie... la liste est trop
importante. Il y a pourrissement, écoulement,
les choses vivent, grandissent, ne se soucient
pas d'étre exposées, mais les entités vivantes
se présentent a leurs especes. Il y a appa-
rence, image, intensité, variation, germination.
Ici, pour revenir a ta question, il n'y a pas de
fiction, peut-étre qu'une dimension fictionnelle
est entrée dans le travail, mais pour des rai-
sons spécifiques. Son rapport avec ce qu'on
nomme «réalité » est complexe. L utilisation
des mots «fiction« ou «réel» est souvent
symbolique, et varie en fonction des diffé-
rents champs de discours, alors que le réel est
ce que I'on ne connalt pas, qui continue
d'exister méme quand on cesse d'y croire,
comme dit Philip K Dick. On confond égale-
ment fiction et imaginaire, fiction et illusion. Je
me suis intéressé a des fictions non illusoires,
a la fiction comme matériel et de maniére fac-
tuelle. Méme si la fiction me semble problé-
matique, en tout cas I'usage de la fiction,
c'est-a-dire a une écriture entre deux entités.
Elle peut énoncer une construction spécula-
tive. On peut parler de folklore, de fable, de
croyances... J'en ai fait usage a un moment
donné, plus maintenant. Ta question a plu-
sieurs aspects. D'abord, j'ai utilisé la fiction
comme objet que j'entendais comme fiction-
nel, que j'instrumentalisais comme fiction. La
seconde chose est un doute quant aux dis-
cours, a leur autorité, issus aussi bien de la
sociologie, de la philosophie, de I'anthropolo-
gie, de la psychologie quand ils se superpo-
sent a une pratique artistique. Par contre, si
I'on pense a Borges, la fiction s'énonce
comme étant une fiction. Dés qu’une fiction
fait croire qu'elle est réelle, elle est une illu-
sion, quand ce qui n'est pas ou ce qui est
construit s'énonce comme un fait...

INSTRUMENTALISER LA FICTION

Une fiction comme telle peut étre réelle.
Qui, si I'on s'entend sur ce que recouvre le
mot «réel». Est-ce qu'on entend par réel ce
qui nous impacte, nous influence ou ce qui a
lieu hors de notre savoir, en soi ? Dans |'usage
que je fais de la fiction, il y a cette dimension
spéculative, le possible possible, le possible
qui n'est pas possible. Donc, d'un cété, ce
doute quant a l'autorité des discours, de ce
qui relie, de ce qui attache et vient aveugler de
sa lumiere le regard sur une chose; de I'autre,
I'outil de la fiction s'énongant comme non illu-
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soire. J'ai instrumentalisé la fiction dans des
situations construites, comme d'autres pei-
gnent des pommes, ils n'en sont pas pour
autant des producteurs de pommes.

Dans I'exemple que tu évoquais, la Toison
d’or, il n'y a pas vraiment de fiction, ce qui
est construit est factuel. La Toison d'or est
un ordre médiéval dont la ville de Dijon a tiré
ses armoiries. |l y a des figures de pouvoir
qui s'exposent. La ville promeut son histoire
en partie inventée, fictionnelle, en créant un
parc d'attraction portant ce nom. Or, ce parc
d'attraction ferme ses portes, et les person-
nages de I'histoire se retrouvent au chémage.
Qu'est-ce qu'un personnage qui n'a plus d'his-
toire ? Sommes-nous des interprétes qui sui-
vent une écriture ? Je me suis toujours
intéressé a la question du rdle. La Toison d'or
reprend ces figures de pouvoir, leurs tétes
recouvrant celle de cing d'adolescents laissés
a eux-mémes dans un parc de la ville. Il n'y a
pas de performance, pas d'histoire a jouer.

Il n’y a pas de scénario.

Non, d'ailleurs dans aucune de mes ceuvres il
y a des conditions posées. Je n'impose pas
de relation entre A et B, je ne m'intéresse
pas a la politique entre A et B. Ma conviction,
c'est justement de ne pas poser la politique
entre A et B. Je préfere laissé a I'incertitude
et voir comment |'écriture de ce qu'il y a entre
s'écoule dans le contingent.

UN SPECTACLE SPECTATEUR

Dans certaines situations, le spectateur
est devant quelque chose qui contient la
pensée et Iimage. Dans d’autres, il fait
partie d’'un ensemble qui participe a la
création d’une pensée, sinon une image.
Par exemple, dans le projet pour I"'opéra
de Sydney, Forest of Lines. Tu as construit
une forét complétement réelle et fiction-
nelle a la fois, et tu fais entrer le public,
qui, aussitot, devient un élément du spec-
tacle - spectateur du spectacle et de lui-
méme.

Je ne l'invite pas a participer, il est la, mais tu
as raison de dire spectateur de lui-méme. A ce
moment-la, il y avait encore un spectateur.
C'est-a-dire une personne qui va, a une heure
déterminée, faire I'expérience de quelque
chose selon un protocole déterminé. Le main-
tenir produit du spectateur, mais si on le sup-
prime, peut-étre n'existera-t-il plus.

Forest of Lines débute dans un lieu de spec-
tacle, un opéra, une image y apparait, débor-
dante. Un chant dont les paroles décrivent un
chemin — une carte orale inspirée de la tradi-
tion aborigene - est une diversion pour sortir
du lieu de la représentation et aller a la source
de cette image, dans un endroit particulier de
la jungle. Peut-étre faut-il préciser que j'ai rem-
pli I'opéra d'une forét; plus de mille arbres
ont été transplantés dans |'opéra pour une
durée de vingt-quatre heures, dans une

eeeeeee

lumiere basse et du brouillard. L'opéra est tres
grand, on pouvait presque s'y perdre. Vu du
haut, on voyait des lignes de lumiére car le
public portait des lampes frontales et circu-
lait. On voyait sa présence, son cheminement
en fonction de cette voix.

Au Guggenheim Museum, a New York, j'avais
plongé le musée dans le noir, les gens
entraient aussi avec des lampes frontales
mais, contrairement a Sydney, il n'y avait rien
d'autre a voir que des positions formant une
constellation contrainte par I'espace d'expo-
sition. Apres I'Expédition scintillante, exposi-
tion qui avait annoncé son écoulement, j'avais
réalisé A Journey That Wasn't, une expédi-
tion en Antarctique et un spectacle musical
sur la patinoire de Central Park, équivalence
qui prenait I'expédition comme matiere. La
dialectique site/non site de Robert Smithson
était évidemment trés présente dans ce pro-
jet. Je filme le public faisant face a I'événe-
ment a Central Park, ou les gens qui regardent
le spectacle de marionnettes dans This is Not
a Time for Dreaming.

Un spectacle spectateur est le sujet au lieu
de...

Faire un spectacle ne m'intéresse pas, mais
son rituel m'intrigue. J'ai retrouvé des archives
de films Super8 de 1986 ou je filme le rituel
de I'exposition au Museo Tamayo au Mexique.
Cela m'a amené a faire une expérience au
musée des Arts et Traditions populaires alors
désaffecté, The Host and the Cloud. Quinze
personnes ont été placées dans certaines
conditions, un lieu test d'exposition. Une navi-
gation anachronique dans des passés, des his-
toires, des artisanats, des croyances. Ces
quinze personnes, mes spectateurs, ont fait
face accidentellement a des situations live
qu'ils pouvaient copier, altérer, faire varier. Le
mouvement, I'intensité de ces influences était
indeterminée. Cela s'est déroulé durant un an
avec trois moments visibles, ou des per-
sonnes extérieures pouvaient en étre les
témoins sauvages, dans le sens ou rien ne
leur était donné. Je cherchais a exposer ces
personnes a quelque chose, existant avec ou
sans elles, indifférent a leur présence. Et ne
plus exposer quelgue chose pour un visiteur
gelconque.

Spectacle spectateur: il ne s’agit ni de I'un
ni de I'autre, mais de I'engagement, de la
dialectique entre les deux, c’est-a-dire
comment les spectateurs entrent dedans
et deviennent le spectacle.

Ce que je produis est indifférent au specta-
teur.

Il vient pour ¢a.

Couper cette relation, produire une séparation
me semble nécessaire. Il y a un en-soi non
adressé. Le spectateur n'existe plus, et d'une
certaine maniere |'exposition non plus, elle
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galleries, stairwells, cafeteria, and offices into sites for
bizarre spectacles both rashly improvised and brilliantly
strategic. Utilizing a cast of actors, performers, and public
eyewitnesses, Huyghe created a schizophrenic, immersive
atmosphere that flashed room by room from the dancing of a
Michael Jackson impersonator to a trial to defend the rights
of avatars. Along the way there was a couple having sex,
supermodel Audrey Marnay, and, perhaps most ominously,
humans just there, existing in some narrative free-fall. This
month at New York’s Marian Goodman Gallery, the resultant
film footage of this house of Huyghe will appear; of course, it
is not so much a documentary as its own discrete work called
The Host and The Cloud, complete with the introduction of
an animated rabbit wandering through the frames. Huyghe is
also showing a new series of aquariums, curated with an eye
for disturbing aquatic motifs. While preparing for the exhibit,
Huyghe sat down with his friend and fellow artist Rirkrit
Tiravanija over food and wine to discuss the film, the
museum, and creating a

morally complex universe inside a fish tank.

RIRKRIT TIRAVANIJA: I understand that the film you're
working on comes from a series of events you orchestrated
over the course of a year.

PIERRE HUYGHE: Yes. It all happens in a museum that
closed five years ago. It was the French folk museum [Musée
National des Arts et Traditions Populaires in Paris], which is
near an amusement park called Le Jardin d’Acclimatation. I
discovered it by coincidence. Obviously I'was already thinking
about a project like this before I came across the museum.
You don't just find an empty museum and say, “Ishould do
something here.” I was looking for another kind of venue or
exhibition format. I was trying to find a site where something
could happen over a long period of time—something that
could slowly transform itself and the place as it went. And 1
was also trying to stand out of the art-world system.
Strangely enough, I stumbled on this vacant museum.

TIRAVANIJA: But isn’t a museum still part of the art-world
system?

HUYGHE: Not really. But I had the chance to play with a
ghost of the museum. The function and the institution are
gone—it’s closed—but there is still the building. There is still a
gallery, a theater, a restaurant, an entrance, and storage.
Everything is there. I was looking for something between an
experiment and an extended ritual. T asked 15 actors to be in
this museum and take the position of the museum’s
personnel. I put this small group under certain conditions and
influences, interpreted by another group of actors or by real
professional performers, like a magician, a psychic, a model, a
hypnotist, a singer, a psycho-dramaturge. . . . The 15 actors
were not acting, they were just there facing different kinds of
spectacles and situations and reacting to them.

TIRAVANIJA: These actors knew they were going to have to
work for an entire year? That’s a long commitment.

HUYGHE: It was on and off over the course of a year, but we
worked more intensively for the live performance on three
occasions: Halloween, Valentine’s Day, and May Day. On
those days, 50 people were invited to witness this live
experiment. The actors were moving throughout the entire
building, where different events and experiences would
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TIRAVANIJA: Some parts were scripted and some weren't.
But if you worked with the actors over an entire year, didn't
they know what to expect?

HUYGHE: Not exactly. You can go to a psychoanalyst one day
and then go the next day and something else will come out.
So, yes, there was some preparation. But still, when a person
gets hypnotized, you don’t really know what the outcome will
be. I have no idea what they will say, so there is a space for
accidents. There are about 40 different situations going on in
the museum at once. As a witness of the experiment you
wander between them—the hypnotist, the magician, the
reenactment of the trial of Action Directe [a French left-wing
terrorist group active in the '8os]. It’s really a journey. You
can fall on the Michael Jackson impersonator dancing, and
later you come across a museum “employee” repeating the
dance steps. No one knows what will show up next as they
move through the museum. What interests me the most is a
specific moment, after the actor or the “employee” has an
encounter, let’s say with the magician, or seeing a couple
having sex, or talking to a child, suddenly they find
themselves having nothing to do for a long period of time. At
that moment, this person will have no idea that they have
dropped out of a script or an improvisation. They are part of
something but not playing anything. To me that’s the most
interesting moment. For instance, there is the courtroom trial
reenactment. A court is a theater. When you go into a theater
and sit in your chair, you know that the thing in front of you is
scripted. But if you turn and see a woman blowing her nose,
or walk out into the street, that’s not scripted. In this piece,
one room may be scripted and the next room may not be. You
never know which. The whole project is like a garden, where
each plant is a situation, a fragment of our culture or recent
history. You can’t follow every growing element.

TIRAVANIJA: Did the actors ever tell you how they felt about
performing in this project?

HUYGHE: For them there was a strong psychological
commitment, which they said they really loved. They had to
play with themselves, with their expectations. But it’s not
even playing. Every condition of that museum made it
impossible to know when you were on or off. For example, in
the hall a teenager is listening to music on her headphones for
three hours and then she takes them off and starts talking
about the first time she was in love. If an actor is there at that
moment, he will listen to her. Otherwise, no one will
experience this uniaue situation. In a semi-metaphoric wav.
the museum is a collective memory, a mind, something that
links us to culture and humanity. It is also a portrait of
someone who never appears.

TIRAVANIJA: In the film you've made of the project, does
any subject appear?

HUYGHE: The film documented the live experiment, but in
postproduction an animation was added in. It's an animated
rabbit, an imaginary character. The rabbit is the alter ego of
the absent subject. The rabbit works like a wandering
explorer. He is watching just as the witnesses are.

TIRAVANIJA: But isn't the rabbit really you, Pierre? Maybe
this whole project is a portrait of you.

HUYGHE: [laughs] I have been revealed.
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TIRAVANIJA: You've been caught.

HUYGHE: Truthfully, I'm not sure that is correct but I love
that interpretation—that we artists never go out of self-
portrait. Let me ask you, do you know Thriller?

TIRAVANLJA: Um, yeah!
HUYGHE: Have you ever been in love?
TIRAVANIJA: Uh-huh.

HUYGHE: What I'm trying to say is that it is as personal as it
is common.

TIRAVANTIA: Well, on one hand, all work comes through an
individual artist. But that doesn’t mean it isnt universal. Do
vou feel like certain things about you come out in your work?

HUYGHE: I think so. I could not say “we” anymore. “We”
would be too pretentious. When Ilook at something, I ask
myself more and more, Who speaks? When | know who is
speaking, I see that there is a commitment. I need to know
there is some commitment. I need to find an author. “I” can
also be polyphonic, fictional, inhabited by a multitude of
characters, be right or wrong or at fault or corrupted. But
that’s more “the self” than “me, me, me.” It’s problematic.
There are times to say “we.”

TIRAVANTJA: Along with the film, you are going to show
these aquarium seascapes—or underworldscapes—of life. I
suppose you've assigned characters to those organisms living
in each tank.

HUYGHE: Yes, but there’s no seript or moral attached to
these entities, like there are with Disney characters. They are
sea animals, so they're not actors. Still, they are under certain
conditions, and they are characters under those conditions.
These conditions are related to human emotions or
behaviors. And humans from different cultures will relate to
them differently. Like if you see a snake or a spider . . .

TIRAVANIJA: There are some children who have no fear of
spiders or snakes. They have them as pets.

HUYGHE: Fear comes from the unknown. Once you know,
then, whatever.

TIRAVANTIJA: It seems like one constant in all of your
projects is that you're building a landscape.

HUYGHE: That's true. I've never thought so much about that
aspect, but yvou're right. I've recently done a garden, a
seascape, a museumscape. . . . And in all these places I start
with a set of conditions. The entities that inhabit them are
partly real and partly fictional, partly signs or symbols, but
they are still living organisms, whether it be a human, an
animal, or a plant. With the garden I planted for the Reina
Sofia, each plant related to different celebrations along the
calendar—Christmas with evergreen trees, Valentine’s Day
with roses, Halloween with pumpkins. All these symbols are
so culturally loaded, but they are organic living entities— just
like the fish in the tanks. They grow on their own. The
pumpkin in the October area grew slowly toward December,
and the seed in the rose for February also fell into December.
The symbolic ecosystem is growing without a narrative
anymore. [t's a physical and mental landscape.
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TIRAVANLJA: You grew up in Paris, but you once told me
that you couldn’t be in Paris anymore. You don't feel it.

HUYGHE: That's true. I'm more interested in the diversity of
people in New York. Ilike to be lost. Ilike to feel like a
foreigner. Ilike not to know everything. I'm trying not to burn
the whole city. I try to consume it in slow motion.

TIRAVANIJA: That's the one thing about New York. It's hard
to consume it in totality.

HUYGHE: New York is like traveling without actually moving.
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@PIERRE HUYGHE AND HIS RHIZOMES

AT THE CeEnTRE POMPIDOU

m— Living art that really is alive
including ants, a swarm of bees, a
scampering dog, spider crabs and
silver fish...It is rare for an exhibition
at the Centre Pompidou in Paris to
be as mobile as this one devoted
to Pierre Huyghe. It is clear that
mountains had to be moved in order
to convince the health authorities
and all sorts of committees. The
institution has never to this extent
incorporated the world, the world
of microorganisms, of performers
who mingle with the crowd, but
also of the visitors themselves
offered a prefabricated promenade. Rarely have exhibition
designs been so liberal, not succumbing to display typical
of the 1990s, or to the exaggeration common in the 2000s.
Despite its mythical status, the film Ann Lee is therefore
simply projected on a small plasma screen, and not nobly in
a black box. An immortalising place par excellence, the South
Gallery has turned into a living, better, revitalized organism
like the compost in Kassel Park, the spirit of which infiltrates
the specifically tailored extension. In fact, the exercise of the
retrospective itself does not determine Pierre Huyghe's work
or take shape in celebration, but is approached like a sequence
of situations or appearances. “Sophistication is not sought for,
despite the extreme precision,” confides the exhibition curator
Emma Lavigne. “A mediocrity was chosen to return to the
substance of the work.” And this substance is to be scratched
in terms of time and not space. To scratch is the correct word,
since two works stir the stratigraphy of the Centre Pompidou.
Through a sanding process, Timekeeper exhumes the ghosts
of previous exhibitions like a geological cross-section, whilst
another abrasion revives the green in the “Tell Me” exhibition
by Guy de Cointet. An opening cut in the cymatium reveals
not only a work of art, but also a view of the technology room
and behind the scenes of the institution.

While artists of his generation undermined the notion
of author, the “I" is invited through an autobiographical door
for the first time. What strikes us? A sort of archaic monolith
in ruins. This concrete dolmen, a public commission entrusted
to Parvine Curie, was formerly in the Pierre de Coubertin
secondary school in Chevreuse (Yvelines), attended by the
artist as a teenager. This surviving landmark from the past
summons another, the soundtrack of conferences by Pontus
Hulten at the Institut des Hautes Etudes en Arts Plastiques,
a structure that Huyghe revered like many of his peers.

BY ROXANA AZIMI

Installation view of "Pierre Huyghe"
at the Centre Pompidou. © Roxana Azimi.

Other reverberations appear here
and there, prominent with Gordon
Matta-Clark, subtler with Michael
Asher. A completely unknown
film from 1986, named ‘A part,’
summarizes the repertoire of
images and concerns that torment
the artist in subsequent decades.
The idea of this retrospective is
precisely to restore coherence to
this complex work, to highlight
the logic of organic thought, in
permanent progress, to quote the
title of one of his films, without
smoothing over the ellipses. “Each
work is reinterpreted, and we see how the pieces develop into each
other,” clarifies Emma Lavigne. The exhibition enables elusive
pieces, that few people had wind of, to be discovered, like this
pedestal bearing the footsteps of a dancer, a performance
encouraged by Pierre Huyghe during the “Traffic” exhibition
at the CAPC in Bordeaux in 1996.

The question of otherworldliness is very quickly raised,
with this photo from 1995 where the artist has added a
junction to a path. Crossed by the Association des temps
libérés that disengages from the exhibition process and plays
on the notion of flow. Effusion that also misleads this pink
sand - an unexpected pictorialist element- that appears to
escape from its clepsydra. The question of time and boredom
infuses the Toison d’Or (Golden Fleece), an act where idle
teenagers have donned masks or, several years later, Extended
Holidays, when Huyghe suggests that students go away on
holiday again on their return to the classroom. The artist
likes to strike out, or even stem reality, with Streamside Day,
celebrating the birth of a new town that is as artificial in
appearance as the set of the Truman Show. He also likes to
shake up the foundations, by rediscovering the history of
the Neue Nationalgalerie in Berlin, by revealing the broken
dreams of a better world with It’s not time for dreaming, or by
plunging into a crystal cave. In spite of the extreme freedom
offered to visitors and witnesses invited to forage or linger,
one thing is clear: Pierre Huyghe is not a loafer or a gleaner.
Everything is thought-out or reflected upon. Everything
corresponds through an interlocking network. Everything
is destined to last even when the last visitor’s steps cease
resonating within the Centre Pompidou. I
PIERRE HUYGHE, until January 6th 2014, Centre Pompidou,
75004 Paris, tel. +33 (0)1 44 78 12 33,

www.centrepompidou.fr





