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Jean-Marie Durand

En angle mort Jusqu'au 31 mars,
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Loeil

__Bruxelles (Belgique)

L ORGANIQUE SELON
JEAN-LUC MOULENE

La Verriere

Jusqu'au 31 mars 2018

L'ceuvre pour Jean-Luc Mouléne « n’est pas un lieu pacifié¢ ou'har-
monie régne. Elle est un lieu de conflits. » Devant les peintures
inédites de l'artiste intitulées Sous-Chromes, on ne le mesure pas
au premierabord. Au contraire, les monochromes présentésala
Verriére opposent une belle matérialité etune gamme de couleurs
ou,souvent parpaire, lejaune, lerouge disputentauvertson éclat,
mais surtoutsaprésence pleine etentiere. Surface lisse, craquelée
ouveinée, rien ne suggere le conflitintérieur quiles travaille. Seul
le vécuaufildu temps avec ces peintures permettrait de saisir les
métamorphoses progressivesinduites par les réactions chimiques
de la peinture alhuile surle goudron, sous l'effet de la lumiére, de
lachaleuroudufroid. Les peinturesorganiques de Jean-Luc Mou-
lene sontdes objetsvivantsaux matériaux voués as'affronter pour
finir fondus au sol. D'une surface a lautre, les réactions different
selon le nombre de couches alternées de peinture a Uhuile ou de
goudron. On en prend conscience sil'on est attentif aux nombres
de coulures sur les rebords de chaque piéce. Les réactions de
spores de champignons déposés sur du papier sensible ne sont
pas davantage pour déplaire a lartiste, qui rejoue constamment
sespratiquesartistiques, y compris en photographie. « Jenem’in-
téresse qu'a ce que je ne connais pas », dit-il. Lexpérimentation,
donc, pour donner aux éléments une autre matérialité poétique
querien ne condamne alimmuable, mais quise perd quelque peu
danslevasteespaceblancdelLaVerriére. CHRISTINECOSTE
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© «Enanglemort.Jean-LucMouléne», LaVerriere, 50, boulevard
deWaterloo, Bruxelles (Belgique], www.fondationdentrepriseshermes.org

Jean-Luc Mouléne, Sous-chromes 13,2017, huile sur goudron sur panneau,
55 x46 % 2 cm. © Photo: Emile Quroumov, courtesy Galerie Greta Meert,
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“Picture Industry”

CCS BARD GALLERIES AND HESSEL MUSEUM
OF ART, ANNANDALE-ON-HUDSON, NY

Noam M. Elcott

“PICTURE INDUSTRY, curated by the artist Walead Beshty
at the Hessel Museum of Art at Bard, has quietly thrown
down the gauntlet, not only for exhibitions that address
the history of photography, but for all future surveys of
twentieth-century art and political imagery broadly. The
exhibition is unabashedly ambitious and pedagogical:
Three hundred works by more than seventy individuals and
collectives spread across seventeen galleries, with extensive
wall labels culled from primary sources and the leading
scholarship. But the show’s lessons can be found not in the
texts so much as in the objects themselves. “Picture Indus-
try” offers at least three essential insights for historians,
curators, critics, and practitioners of modern art and media.

1. The long twentieth century, from which we are still
emerging, was the cinematic century.

Ostensibly a presentation of photography from its ori-
gins to the present, the exhibition opens and closes with
cinematic images of workers leaving the factory—Dby the
Lumiéres (1895) and Sharon Lockhart (2008)—and is
structured by Harun Farocki’s thirty-six-minute video
Workers Leaving the Factory (1995) and twelve-monitor
video installation Workers Leaving the Factory in Eleven
Decades (2006). As such, “Picture Industry” posits a long
twentieth century anchored aesthetically, conceptually,

188 ARTFORUM

Left: Martha Rosler's and

ca. 1967-72, Installation view, 2017. Photo: Chris Kendall. Below:
Harun Farocki, Workers Leaving the Factory in Eleven Decades (detail),
20086, still from a 37-second color and black-and-white video component
of a twelve-monitor installation. Right: Stan Douglas, Monodramas
(detail), 1991, still from a 30-second color video component of a
mixed-media installation with ten gelatin silver prints and five monitors.

and technologically in cinema. The repercussions are vast.
The eminent art historian Erwin Panofsky had already put
it bluntly in 1936:

If all the serious lyrical poets, composers, painters, and
sculptors were forced by law to stop their activities, a
rather small fraction of the general public would become
aware of the fact and a still smaller fraction would seri-
ously regret it. If the same thing were to happen with the
movies the social consequences would be catastrophic.

The declaration is dated—cinemas could go dark with-
out spawning too much awareness or regret; and muse-
ums have become outlets of mass media, especially in
cultural capitals and around art festivals—but the provo-
cation holds. Indeed, if “the movies” describes a cinematic
century, one encompassing film, television, video, digital
imaging, lantern slide shows and other projections, photo
essays, illustrated magazines, postcards, chronophoto-
graphs, etc.—that is, the very objects that constitute the
picture industry suggested by “Picture Industry”—then
Panofsky’s provocation is self-evident. To nearly everyone
outside the art world it is. “Picture Industry” assembles
many of the artists and nonartists who recognized this fact
most powerfully, even—or especially—if many of them did
not make movies. Visitors encounter objects, images, and
artworks that emerged at the cusp of cinema’s arrival (the
chronophotographs of Etienne-Jules Marey and Fadweard
Muybridge; the images from lectures by Jacob Riis, who
was an early adopter of the lantern slide) those that real-
ized cinema by other means (the photomontages of John
Heartfield and Martha Rosler; the magazine work of Walker
Evans, Gordon Parks, and LaToya Ruby Frazier; the slide
shows of Allan Sekula) and those that carry us into a post-
cinematic future (the film and video works of Stan Douglas,
Seth Price, and Hito Steyerl). (Warhol is absent. But his
spirit is omnipresent.) “Picture Industry” announces itself

as an alternative account of photography. That is too
modest. It is an alternative account of art and images in
the cinematic century.

That century’s historical subject is widely acknowl-
edged and named at the start, through the very title of the
Lumicre’s film: Workers Leaving the Lumiére Factory is,
in a sense, the history of industrialization and exploitation
as told from a postindustrial moment, with an emphasis
on the human body as dissected by science and as spec-
tacularized by entertainment—from the biometrics of
Alphonse Bertillon through the poetic documentaries of
the Black Audio Film Collective and the Objets de gréve
(Strike Objects), 1999-2000, of Jean-Luc Mouléne. The
century’s central aesthetic techniques are familiar and,
here, well represented: framing, cropping, montage, serial-
ization, projection, looping, de- and rematerialization,

We are still emerging from the
cinematic century.

reproduction, and so forth. And yet the watershed inter-
vention staged by “Picture Industry” lies neither in its
depicted subject nor in its represented techniques, but
rather in its constitution of the picture as an image in
circulation across media platforms.

2. There are no mediums, only media platforms; no
stable works, only their circulation.

Whether in textbooks, museums, or auction cata-
logues, the history of photography is still largely told as
the history of photographic prints. As such, it enters into
the history of art prints more broadly and, thus, into the
history of art and its collectible objects. (Their more recent
emergence as tableaux merely raises the stakes and prices
without altering the logic.) As everyone knows and every-
one knows to ignore, this is a museum and art-market
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Below: Hito Steyerl, The Tower, 2015, mixed media with three-channel HD video (color, sound, 6 minules 55 seconds).
Installation view, 2017. Photo: Chris Kendall. Right: Arthur Jafa, Love Is the Message, the Message Is Death, 2016,
digital video, color and black-and-white, sound, 7 minutes 25 seconds.

fiction. “Picture Industry” combats that fiction with the
reality of images that circulate across media platforms,
both within and beyond the world of art.

The exhibition largely forgoes collectible prints,
instead presenting the books, reports, magazines, post-
cards, portfolios, etc. that constituted the primary plat-
forms for the production, dissemination, and reception of
works by many photographic heroes—William Henry Fox
Talbot, Timothy O’Sullivan, Lewis Hine, Riis, August
Sander, Evans, Frazier, Stephen Shore, etc.—and an even
greater number of less familiar names. Stated polemically,
the argument is that photography does not exist—only
photographic platforms do; the photograph does not
exist—only its circulation does. (The rule is most readily
discernible in cinema, despite the protestations of celluloid
and movie-theater fundamentalists. “Picture Industry”
includes 16-mm film, film transferred to video, assorted
video formats, television sets, black-box galleries, and a
petite movie theater, among other moving-image plat-
forms.) It demonstrates that what is true for photography
and cinema is true for much ambitious modern art.

Fittingly, the emblematic instance is Schema (March
1966) (1966-70; there are several iterations on display),
a nonphotographic work by the Conceptual artist and
amateur photographer Dan Graham. Schema (March
1966) inventories the grammatical content and graphic
design of its immediate publication context—e.g., “35
adjectives, 7 adverbs, 35.52% area not occupied by type”
(Aspen, no. 5/6 [1967])—such that the work cannot be
exhibited except through its placement in a magazine. As
it was elaborated by Graham, who is quoted in the wall
text, “Conventionally, art magazines reproduce second-
hand art which exists first, as phenomenological presence,
in galleries. Turning this upside down, Schema (March
1966) only exists by its presence in the functional struc-
ture of the magazine and can only be exhibited in a gallery

second-hand. . .. The meaning of the work is contingent
upon the specific meaning of each of its appearances; col-
lectively it has no one meaning.” Crucial, he continues, is
“the use of the magazine system as support.” The artist-
theorist Beshty has learned deeply from the artist-theorist
Graham. What Schema (March 1966) is for magazines,
“Picture Industry” is for photography’s multifarious plat-
forms. Both are also didactic demonstrations of the condi-
tions that determine the production, dissemination, and
reception of art.

3. Politics are platform specific.

In the seven-and-a-half-minute video Love Is the
Message, the Message Is Death, 2016, Arthur Jafa over-
lays footage found online—contemporary and historical,
professional and amateur—with Kanye West’s anthem
“Ultralight Beam” to create a harrowing portrait of black
life in America. We recognize many of the images because
we’ve seen them online. The formal structure—found
footage combined with popular music—is a YouTube
commonplace. But the work is projected in a black-box
gallery. Love Is the Message arrives toward the end of
“Picture Industry,” after Douglas’s Monodramas (shown
on *90s TV monitors) and Frazier’s Flint Is Family (2016),
which is represented via two platforms: a nearly twelve-
minute video and a spread in Elle magazine, accompanied
by related contact sheets and page proofs. In other words,
by the time we arrive at Love Is the Message, the gallery—
be it white cube or black box—has been stripped of its
status as neutral platform. The black-box gallery is a
choice, and a stark one, since, unlike its source material,
the video is unavailable online. Why did Jafa limit the
work to the gallery? The art market is a significant but only
partial answer. The limitation is also a response to Jafa’s
own question: “But this footage is all over the place. . ..
It’s literally everywhere so the question becomes: How do
you situate it so that people actually see it . . . as opposed

to just having it pass in front of them? And simultane-
ously, how do you induce people to apprehend both the
beauty and the horror [of] these circumstances?” In order
to make ubiquitous images visible, Jafa takes them out of
circulation. The choice is considered, urgent, and—given
the trajectory of the exhibition—productively problematic.

Several gallerics before Jafa’s video, attentive viewers
can find a bound copy of Jet magazine (vol. 8, no. 19,
September 15, 1955)—also available online through Google
Books—open to the story “Nation Horrified by Murder
of Kidnapped Chicago Youth.” The article includes four
pages of text and seven photographs, three of which depict
the mutilated face of Emmett Till, a fourteen-year-old
African American victim of lynching. The inclusion of Jez
magazine reads like an implicit rebuke to the 2017 Whitney
Biennial and its scandalous painting of Till, which is com-
paratively decorative and tasteful. Face-to-face with the
wrenching four-page story and documentary photographs
reproduced in the diminutive fifteen-cent magazine, we are
forced to ask whether gestural painting is germane to, let
alone valuable for, the representation of photographs
conscientiously circulated in magazines such as Jet—that
is, photographs we now recognize as direct precursors to
the traumatic videos gathered by Jafa. Rather than pass
judgment on a medium such as painting—let alone make
declarations about who has {or does not have) the right to
represent black anguish—“Picture Industry” tests the
aesthetic and political limits of platforms such as galleries
and magazines. Jafa’s Love Is the Message, the Message Is
Death takes uncomfortable refuge in the gallery. Jet marks
the limits of such a withdrawal. I

“Picture Industry” is on view through December 15.

NOAM M. ELCOTT IS AN ASSOCIATE PROFESSOR OF ART HISTORY AT
COLUMBIA UNIVERSITY, AN EDITOR OF THE JOURNAL GREY ROOM, AND THE
AUTHOR OF ARTIFICIAL DARKNESS: AN OBSCURE HISTORY OF MODERN ART
AND MEDIA (2016).
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Jean-Luc Mouléne Ce fut une belle journée

Galerie Chantal Crousel, Paris 26 November—11 February

Running in parallel to a supposed retrospective
at Centre Pompidou that Jean-Luc Mouléne
twisted into what he calls a ‘retro-prospective
of protocols’ featuring mainly new sculptures
from 2015-6, Ce fut une belle journée presents
another ensemble of recent works: 16 previously
unshown hybrid objects, supported by know-
ingly naive drawings and two videos. Whereas
the sixty-one-year-old Frenchman gained
recognition during the late 1990s for his work
in photography, his practice has since become
essentially sculptural, leaving art critics chewing
their nails over the impossible task of defining
his overtly anarchistic, shapeshifting aesthetics.
The way the artist verbalises his ideal sculprures
should give you a hint as to why. Here is an
attempt to paraphrase bits and pieces of concep-
tual gibberish from his latest interviews: ‘my
utopia for artworks is to produce mind tools
to describe complexity, using mathematical
knot and set theories to affirm disjuncts based
on Michel Journiac’s notion of body as conscious
social meat.’ Got that? Me neither.

Armed with the knowledge that mathemat-
ical knots are embedded circles with no ends
to tie —not unlike Mouléne’s heteroclite exhi-
bitions —and for the sake of proceeding through
this review without resorting to Journiac’s
performed cannibalism in his 1969 Messe pour un
corps (he offered his public a sausage made with
his own blood), I'll turn to Seule au sommet, Paris,

2016 (2016), displayed in the back of the gallery.
According to the artist, this statuette, made from
seashells and epoxy resin, was inspired by Bubu,
mascot of the French literary review Le Grand Jeu
(1928-32). This fictional character is the offspring
of Baubo, a mythological female figure often
represented with her face in the body and her
vulva in the chin, and Ubu Roi, the leading
protagonist of the 1896 eponymous play by
Alfred Jarry, who was not only the French pre-
cursor of Surrealism, but also the inventor of
’Pataphysics, the wonderfully absurd science of
imaginary solutions. (As chance would have it,
for months I've contemplated joining the College
de ’Pataphysique in exchange of a modest €40
fee, taking my commitment to useless research
and nonsensical digression very seriously.)

Now call me crazy, but I swear I heard Bubu
whispering to me: “Don’t let Mouléne fool you
with maths, instead hijack his show with the
first random idea that sparks a fire in your guts.”
Surveying the images and captions of his curious
artefacts —among others, the stunning, reptile-
like Créature, Paris, 2016 (2016) covered with false
nails, the wood knot Téte couronnée, Paris, 2013
(2013) crowned with five of the artist’s teeth, the
portmanteau work ConquOs, Paris — Mexico (2016)
joining together a bone and a conch shell, as
well as Silex neufs, Barneville, 2013 (2013} and Poing,
Barneville—Paris, 2016 (2016), both brain-shaped
assemblages of flint chunks — the overall

ensemble begins to read as some kind of anthro-
pological display, and by association, the name
of an eminent French paleoanthropologist
slowly emerges in my mind: André Leroi-
Gourhan. Leafing through the latter’s 1965
masterwork Le Geste et la parole, one might
stumble upon this passage, which roughly trans-
lates into: ‘Australanthropians seem to have
possessed their tools the same way as an animal
has claws [...| as if their brains and bodies had
gradually exuded them.’ ’Patacureka!

Itis now with a renewed faith in the
nonsensical, then, thatI’d like to advance the
following hypothesis: whereas twenty-first-
century technologies seem to alienate more
and more of us, Mouléne’s tools exude bodies
back, as if the latter were surrealistically pulled
over the former. For example, in the show,
which remains mostly organic, this subversion
additionally assumes the form of Inverse—Reverse,
Barneville—Paris, 2016 (2016), an intricate assem-
blage of branches covered with blue and red
paint, which suggests a vascular system, and
Stlver Puke, Paris, 2013 (2013), a rounded arabesque
of spoons, whose shape is equally reminiscent
of arotavirus (the agent that causes vomiting
and diarrhoea). Whether or not you’ll choose
to validate my ’pataphysical proposition,
Mouléne’s art is to neurons what an oyster is
to gustatory cells: an exquisite acquired taste.

Violaine Boutet de Monvel

Silver Puke, Paris, 2013, 2013, silver soup spoons, silver dessert spoons, €poxy paste.

Photo: Florian Kleinefenn. © the artist /ADAGP 2016.
Courtesy the artist and Galerie Chantal Crousel, Paris
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Dans une exposition déconcertante, le photographe ne présente plus les images qui
ont fait sa réputation, mais d’étranges volumes réalisés en 3D par ordinateur. La
sculpture qui devient objet de design, une révolution ?

On dirait une sorte de hall d’aéroport. L’exposition de Jean-Luc Mouléne a Beaubourg aligne sur un
plateau ouvert, sans cloison ni mur ( une scénographie trés a la mode en ce moment mais pas pratique
du tout), une tres large suite de sculptures. Torse d’une femme en matiere plastique mauve et blanche
sanglée de protheses ; petit os creux en poudre de marbre tout blanc ; carcasse futuriste de voiture sexuée
; vétement - un bleu de travail en coton indigo, tres chic,con¢u récemment pour les 160 ans du BHV...
Autant I’avouer cet étal mal rangé et assez déconcertant réserve autant de surprises que d’embarras.

Surprise : un photographe sans image

Jean-Luc Mouléne, né a Reims en 1955, ex-conseiller artistique pour le design chez Thomson, ex-en-
seignant et désormais artiste a temps plein, s’est fait connaitre au cours des années 1980-1990 pour ses
photographies (qui lui ont valu bien des expositions, de la galerie parisienne Chantal Crousel au Jeu de
Paume). Des travaux devenus célebres, comme les «Objets de greve» (1999) - minutieux inventaire de
clichés neutres d’objets réalisés par des ouvrier en greve- ou encore sa fameuse série choc, réalisée en
2003 et qui fit couler beaucoup d’encre, sur les prostituées d’ Amsterdam, clichés XXL de femmes aux
jambes écartés, au sexe épilé impudique et exposées sur fond rouge.

Pourtant, aucune image dans 1’expo, I’artiste ne montre ici que des sculptures. Ce n’est pas une nouvelle
lubie, Jean-Luc Mouléne conjugue depuis toujours photographies, dessins, écrits et sculptures. Mais sa
pratique de la sculpture est ici abordé de maniere spectaculaire.

Dans un entretien avec le commissaire de 1’exposition, Sophie Duplaix, Mouléne s’explique : « Selon
moi, I’idéal, I’exposition parfaite, ce serait 1’exposition ot I’on pourrait prendre les pieces une par une
et aller lire toutes les autres pieces avec. Donc on en prend une, on s’en sert comme mode de lecture
pour les autres, on la repose, on en prend une autre, et ainsi de suite jusqu’a épuisement de I’ensemble
des pieces. Et il faut que tout ce qui apparait a ce moment-la développe 1’intégralité du programme. I1
faudrait aussi préciser une chose importante : c’est que la place de ’homme dans cette exposition n’est
pas du tout calculée. il n’y a ni scénographie ni chorégraphie : les distances entre les ceuvres ne sont pas
mesurées pour le regardeur. Dans le fond, il est nécessairement étranger, I’homme, dans cet espace : il est
le bienvenu, mais il est étranger...»

Embarras : un sculpteur sans forme fixe

Bien déboussolante est la maniere radicale dont Moulene fait acte de sculpteur. Partout, dans ses créa-
tions s’invitent la modélisation, le logiciel de 1’ingénieur, et I’algorithme. Et partout apparait le plastique
lisse, la poudre de marbre injectée, la mousse expansée par le truchement de techniques industrielles.
Mouléne tricote, avec un rare plaisir de la perturbation, tout une grammaire de styles qui va de I’hybri-
dation aux rébus de formes, de I’altération a la redéfinition de la tradition des beaux-arts. Pour aller vite,
il invente une nouvelle voie dans la sculpture : sorte de crash-test ou se percute le polyedre abstrait en
platre d’un Brancusi et I’aluminium d’une aile d” Airbus.

D’ou ce truc un peu absurde pour tout critique d’art patenté : comment donc dénommer ce petit objet
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insaisissable, aux formes lisses, peu incarné de formes connues et tendrement teinté de couleur orange
abricot, que ’artiste appelle «Jeanne, 2016» ? Une stele féminine aux envies métaphoriques, sans corps
ni téte, incarnée dans la mousse dure enduite de pigments ?

Comment appréhender encore sa sculpture en copié-collé de formes évidentes, mi voiture de courses et
mi fesses rebondies de femmes, au titre «Car&Girl» ? Un objet a la Ballard, sculpture furtive en marbre
gris ?

Voila bien en réalité toute la saveur et la complexité de la sculpture de Mouléne.

« Son art s’oppose a I’inertie des matériaux»

« Son art s’oppose, par la modélisation des formes, a 1’inertie des matériaux», note le patron du musée,
Bernard Blistene. « Il les coupe, les assemble, les contraints, les plie. Il les souffle et les forge, les hybride
et les greffe. Attentif aux objets du présent, sensible aux figures les plus archaiques, Mouléne semble for-
cer la nature des choses. leur imposer sa loi, agir sur elles pour que surgisse, a partir de ses manipulations,
une hypothese inconnue jusqu’a lui...»

Un nouveau chemin artistique

C’est bien la question d’une fraternité intellectuelle de formes, a priori contraires, qui vient tout le temps
cueillir et perturber le visiteur. Il y lit I’affirmation d’un nouveau chemin que les artistes d’aujourd’hui
empruntent : a la place du ciseau, bienvenue a I’ordinateur ; et au lieu du praticien qui bossait anonyme-
ment pour Rodin, voila venu le temps de I’ingénieur 3D (qui est cité lui dans I’exposition).

Jean-Luc Mouléne n’est pas le seul artiste qui va sur ce chemin de la forme vectorielle et de la proposition
mutante. Il incarne au contraire une large école d’artistes d’aujourd’hui, par ou la sculpture file allegro
vers 1’objet design, et ’image jpeg se profile de formes spatiales possibles....

Cent ans apres que le pere Duchamp ait ouvert la voie par son porte-bouteille acheté au BHV du coin,
avec son ready-made novateur (oeuvre historique exposé en ce moment a la galerie Ropac), cette quéte
de sculpture n’a rien de bien scandaleux. Et si Mouléne, par la modélisation et 1’ode a hybridation, vou-
lait nous égarer d’un art désormais génétiquement modifié ?
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LEJOURNAL

La galerie Greta Meert d Bruxelles expose
jusqu' au 5 avril des films rares de 1'artiste.

Jean-Luc Moulene,

I'embarras

postural

Us Trois Graces deJean-uK ~ Moulene (2012).

Initialement presente a Oxford
len 2012 ou il a ete tourne sur la
plus haute colline des alentours a
la fm d'un apres-midi d'ete,puis
expose a Paris au printemps der-
nier et aujourdhui a Bruxelles
jusqu' au 5 avril par la galerie
Greta Meert, ou 1'on dec ouvre
egalement sculptures et dessins,
Les Trois Graces compte parmi les
rares films de l'artiste Jean-Luc
Moulene. La OU de puissantes
mecaniques  s'approprient  les
imaginaires, les langages et les
pratiques, il conc;:oit a chaque
fois une entorse dans les lois de
la perception en provoquant un
desordre. Et son film affirme
ainsi un ecart entre les usages
et un imaginaire pour nous
confronter a une poetique et a
une politique des gestes. C'est
debout que I'on regarde cette
eeuvre muette en noir et blanc,
projetee  dans la penombre

sur un mur, ou trois femmes
nues-droites,  fieres et belles-,

disposees a intervalles reguliers,
occupent Ie devant d'un plan
d'ensemble tandis que, derriere
elles, la profondeur de champ
ouvre sur un grand ciel mais
comme une matiere dense qui
no us ramene aussitat aux trois
figures du devant. Ces demieres
sont d'autant plus troublantes

qu' elles apparaissent presque a
I'echelle un dans 1'espace dont
elles donnent en quelque sorte
la mesure. Soumises au vent
ainsi qu'aux derniers rayons du
soleil, ces femmes plutat immo-
biles se tiennent debout sur
I'herbe - dont la ligne sombre
menage un effet de socle dans
Ie plan, les surelevant quelque

peu-et elles forment ainsi une
communaute  separee, chacune
agissant independamment.  Car
la beaute de l'eeuvre provient

d'abord de l'enigmatique theatre
des gestes delicats, des postures
et des attitudes qu' elles affir-
ment. Dans un meme plan

fixe, elles se livrent donc alea-
toirement a des choregraphies

triviales, abandonnant Ie bras Ie
long du corps, Ie calant plus tard
dans Ie dos ou pudiquement a
hauteur de ventre, pivotant lege-
rement de trois quarts puis de
profil sans jamais nous toumer

Ie dos, redressant un visage ou
executant de legers mouve-

ments de jambes pour assurer
une pose avant de s'immobili-

ser de nouveau. Dans ce temps
calme qu'invente Moulene, nos

yeux s'attardent sur l'une tandis
qu' elle esquisse un simple geste,
parcourent son corps nujusqu'a
ce qu'ils soient sollicites par une
voisine. Et puis ils decrochent
en pretant attention al'agitation
de I'herbe ou ala densite du
ciel pour revenir aussitat a un
visage, un corps, une expression.
IIn'y aura pas beaucoup d'autres
evenements dans cette eeuvre
dont la singularite repose sur Ie
fait que Ie film tend paradoxa-
lement vers l'image fixe, mais
cette attente sera toujours desa-
vouee par Ie mouvement leger
d'une figure, Ie soulevement du
vent,les variations de la lumiere.
Et tout se passe ala fin COlmne
s'il s'agissait pour Moulene de
constituer  ou alors d'epuiser
l'inventaire des manieres de trois
jeunes femmes nues, exposees et
qui attendent.

II faut dire que si cette scene
nous impressionne autant, c'est
qu' elle renvoie a une tradition

66 CAHIERS au CINEMA! AVRIL 2014

Alexandre Costanzo. «Jean-Luc Mouléne ’embarras posturaly, Cabiers du Cinéma, Avril 2014, p. 66.

passant par Raphael, Cranach

ou Rubens, adaptant Ie theme
mythologique des trois Graces.
Mais alors que ces dernieres

etaient plutat representees selon
I'narmonique d'une collectivite
decrivant une sorte de ronde,
une danse rotative, dans Ie film,
il ne subsiste plus que la commu-
naute des ressemblances-il ~s'agit
en realite de trois seeurs dont
deuxjumelles. Ces femmes sont
ensemble mais en etant toujours
separees les unes des autres, cha-
cune effectuant pour elle-meme

une suite de parades deliees. Et
ce serait la, a en croire Moulene,
un portrait de notre monde dont
il ramasse un theatre gestuel pour
apprehender  la forme d'une

communaute eclatee. Or devant
ces femmes quel n'est pas notre
etonnement  en no us surpre-

nant tout a coup, la debout, a
soutenir a notre tour une pose?
Nous constatons alors que nous
sommes egalement d'etonnantes
statues dans I'espace ou plutat

qu'en miroir de ces choregra-

phies nous effectuons les natres,
enchainant mecaniquement des
poses tout au long du film. Car
il n'y apas de chaises dans cette
salle de sorte qu'on s'arrete un
moment devant l'ecran avant
de s'approcher ou de s'eloigner
pour s'immobiliser
veau: aux postures des femmes
repondent nos intimes parades.
Alors sil'eeuvre est ainsi vouee
a recueillir en miroir, comme

un complement  d'objet, un
catalogue 4 chaque fois sin-
gulier d'attitudes et de gestes,
si elle prolonge une histoire

contrariee  de la statuaire, de la
tragedie ou meme de la danse,
elle s'affirme surtout comme un
objet qui nous ramene comme
un mystere a notre corps, ala

de nou-

situation et a ce qu'est notre
position. «Nous penetrons dans
Ie monde de la perception par
nos pieds et non par la tete »,
disait Walter Benjamin, or il se
trouve qu'en nous incluant phy-
siquement clansla materialite du
contrechamp.,Jean-Luc  Moulene
definit aussi la salle comme un
espace theatral et sculptural pour
nous abandonner d un embarras
postural.
Alexandre  Costanzo
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LEs DisjoNcTIONS ASSUMEES

pE JEAN-Luc MouLine A Bources

mm A |'instar d’une de ses images, on pourrait qualifier
les photographies de la série des Disjonctions de Jean-Luc
Mouléne de « paysage culturel francais », au sens large,
datant des deux derniéres décennies du XX siécle. En effet,
toutes ces images ont été prises entre 1984 et 1995, et il
n’est pas nécessaire de se pencher sur les cartels pour s’en
rendre compte.

Redécouvrir cet ensemble pres d'un quart de siecle plus
tard en modifie évidemment la perception, non seulement
parce qu'il est figé dans le temps, mais aussi parce que
I'on ne photographie plus de la méme fagon aujourd’hui.
La photographie a effectué sa mue, s’est allégée de sa
minorisation par rapport aux arts plastiques et au champ de
I'art contemporain en général. S'il s’agissait, pour ce faire,
d’opérer une « déconstruction du langage photographique » en
tentant d’en évacuer tout affect et toute vision personnelle,
la démonstration est éloquente et se suffit a elle-méme.

Le fait que Jean-Luc Moulene, a I'occasion de cette
exposition a Bourges qui présente I'intégralité de cette
série, ait décidé de figer définitivement ces Disjonctions (en
en établissant le catalogue raisonné dans la foulée) clot
définitivement un cycle. Elle prend date dans le parcours
de I'artiste et, de facon plus générale, dans une histoire de
la photographie en France. Son inscription dans le temps
lui confere désormais un statut particulier, le témoignage
d’'un état de la société, au travers d'images d'une époque
que 'on a bien de la peine de nos jours a considérer qu’elles
aient pu €tre « les modéles d’une vision critique de 'ordre
politique contemporain ». Qu’elles aient contribué a modifier
la perception de notre environnement - a 'instar des
tenants des « New Topographics », des premiers travaux
photographiques de Jean-Marc Bustamante, ou de la
mission photographique de la Datar (toutes proportions
gardées), pour rester dans le domaine du « paysage » -, nul
ne le contestera. Rien a voir ici avec la France de Raymond
Depardon.

Il y a dans cette série des Disjonctions une unité du
regard, du point de vue et donc du cadrage, renforcée
par I'homogénéité du format de ces images. Réalisées
quasi intégralement en couleurs, elles se gardent bien de
basculer dans le syndrome du « tableau photographique »
et restent en quelque sorte « a leur place », celle d'un
instantané définitif. Cette opération de décantation des
images a amené Moulene a finaliser un corpus traitant
majoritairement du paysage urbain au sens large, qu'’il
soit habité ou non. Autrement dit, dans cette série, rares
sont les portraits au sens strict et les figures humaines
qui y apparaissent sont presque toujours contextualisées.

PAR BERNARD MARCELIS

Jean-Luc Moulene, Sans titre (GTX), boulevard de la Bastille, Paris,
été 1992. Courtesy de I'artiste et Chantal Crousel, Paris.

La lumiere est sourde et pesante, comme s’il s’agissait
de mettre le doigt, d’appuyer sur une société empesée
(déja ?) ou toute chose parait trop bien a sa place, comme
subissant les contraintes d’une tradition dont 'inertie
semble le moteur. Il n'y a guere de mouvement dans les
photographies de Moulene, tout a I'air anesthésié, si ce
n’est ici un piéton pressant le pas, 1a une femme se dressant
nue dans les dunes.

La force de cette série tient peut-étre a ce principe
d’équivalence, de mise sur le méme pied entre une vue
urbaine, une nature morte ou le portrait d'un arbre. Toutes
ces images ont un point commun : elles sont d'une extréme
densité, leur composition est saturée ; les lignes de fuite
sont presque inexistantes, de méme que les perspectives.
Elles ne renvoient qu’a elles-mémes et donc a ceux qui
prennent la peine de s’y attarder.

Un second volet, plus contemporain, du travail de
Jean-Luc Mouléne, intitulé « Surjonctions », sera consacré
a ses sculptures récentes et se tiendra a la Villa Médicis a
Rome, au printemps 2015. 11
JEAN-LUC MOULENE, DISJONCTIONS, 1t VOLET, jusqu’au
12 juillet, Transpalette, Emmetrop, 26, route de la Chapelle,

18000 Bourges, tél. 02 48 50 38 61,
http://emmetrop.pagesperso-orange.fr

A VOIR EGALEMENT : « Voir en Peinture IV », avec des ceuvres de
Omar Ba, Damien Deroubaix, Youcef Korichi, Pierre Laniau, Iris
Levasseur et Claire Tabouret, jusqu’au 5 juillet, la Box, 7, rue Edouard-

Branly, 18000 Bourges, www.ensa-bourges.fr
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Jean-Luc Moulene

BEIRUT ART CENTER

Jisr El Wati, Building 13, Street 97, Zone 66
July 11—October 12

Jean-Luc Mouléne, Arthur, 2010, concrete, bone, 8 3/4 x
101/4x81/4”.

In 2001, the French artist Jean-Luc Mouléne took a series of photographs in the Lebanese port city of
Sidon, which included portraits of people he met there by chance or through friends. The resulting
images were displayed on the crumbling facades of the old souk. Twelve years later, many of them are
still there. One portrait in particular, titled Abou Baker, 2001, after its subject, was later borrowed by
mourners for the young man’s funeral. For Mouléne’s illuminating, inscrutable exhibition at the Beirut
Art Center, Abou Baker and another picture from the same series—featuring three bare-chested young
men, all tattoos, charm, and tender affection—are placed at the top of an industrial stairwell. They are
the only clear link between artist and place. The rest of the show revels in shadows and echoes, which
move and multiply among the objects, photographs, drawings, videos, and architectural installations on
view.

With forty works arranged into four sections, “Jean-Luc Mouléne—Works” loops around the center like
a sequence of strange and compelling riddles, from a skull cased in concrete (Arthur, 2010) and a ha-
phazard chunk of plywood (Alexandria Made, 1997) to a suite of ink drawings disguised as monochro-
matic paintings (4 Bic Drawings, 2013). Categories fall into disarray as Mouléne collapses conventional
understandings of what constitutes an image, an object, or a mode of communicating the meaning and
status of one as the other.

Wrapping around the main hall are two fantastic L-beams—one red, one blue—that bifurcate the
space. Produced in Beirut and commissioned for the exhibition, the steel structures, when viewed from
above, form two rectangles bolted on top of one another but shifted slightly apart. Together, they are
called debrayeur, French for “disengage” but also the word for a clutch pedal, itself an apt metaphor for
Mouléne’s practice as a mechanism that controls how two things moving at potentially different speeds
connect and decouple, if and when needed.
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“Jean-Luc Moulene, Pére Lachaise-Bastille”, Afterall n°28, Front cover, Autumn/Winter 2011.
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Sharp, Chris (Essay); Cormack, Emily (Focus); Piron, Francois (Interview). “ Jean-Luc
Mouléne’: Mono”. Kaleidoscope issue 09, winter 2010, pp. 121-147.

MONO

122 128 133 141

ESSAY FOCUS SPECIAL PROJECT: INTERVIEW
WHO'S AFRAID QF
A FLOWER?

Jean-Luc Moulene

Having first achieved recognition
for his photography in the late “80s, the
French, Paris-based artist and his work
have since and continue to radically
evolve, incorporating a variety of media
from drawings to objects, such that
his ever-transmogrifying practice is
almost impossible to characterize, and
remains one of the better-kept secrets of

contemporary art today.
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MONO: JEAN-LUC MOULENE

ing glory. Since then, the artist has continued to surprise and confound with his increasingly
variegated ensembles of images and objects, as well as drawings, all of which are often less
reminiscent of visual art per se than they are of unseemly artifacts, sociological data, and
anthropological anomalies of a cultural and even physical order.

If any one factor could be said to unite the series of photos from the 1980s onward, it
would be a preoccupation with questions of circulation. The “Disjonctions” series has often
been described as an investigation of what constitutes the most banal categories of photog-
raphy (still life, portraiture, street scenes, etc.) and how these categories, and what they por-
tray, remain in circulation. Mouléne approached the issue by misusing the terms and con-
ventions of those categories to depict a given subject in such a way that was either subtly or
directly unacceptable to that category. For example, Untitled (Pont d’Austerlitz, Paris) (1993)
offers an ambiguously lyrical portrait of a street person, surrounded by his belongings, gaz-
ing at the Pont d’Austerlitz at sunrise. Image Blanche, Paris (1992-05-20), in turn, depicts.a:
double portrait of a wall-eyed mother and her distracted child, finger in mouth, imperfe
framed in the image. In both cases, the discomfort produced by the photos exposes and test
the aesthetic, political, and linguistic parameters as well as the commonpla implic-
itly govern the production and distribution of images. '

A natural corollary of Mouléne’s investigation of circulation wo
resistance—and this characterizes the whole of his practice, from its
its methodology to its subject matter. However, the artist is not nece
resistance as a revolutionary force, or resistance for the sake of resist
force of production and possibility. (Or, to put it another way, “I say
in a recent studio visit, “so the viewer can say Yes.”) Perhaps no othe
exemplifies this triad of interests and methods—circulation-resistan
“Objets de greve” (1999-2001). This series consists of 39 photographs
clothes, a watch, maps, etc.) fabricated by strikers while forcibly occ
of production. Despite the essentially elegiac character of the series,
of resistance as an unassuming inventory of rare objects given a new
images). “Produits de Palenstine” (2002-04), meanwhile, features co
Palestine—Dbottles of orange water, chewing gum, cigarettes—and p.
dispassionate objectivity on luminous white grounds. The series of i
back into circulation items that are otherwise unavailable through i

Finally, Mouléne’s most controversial series, “Filles d’Amsterd,
engages his preoccupation with the body: the body as object, as com
of aesthetics that govern depictions of the naked body. These decided
taken from above, unconventionally portray female sex workers fror
backs, legs akimbo, with their faces on the same plane as their sex. Th
which faces and genitals are presented prevents them from becomin,
passively consumed, or pornography fout court, transforming them
of conflict between viewer, convention, and image—and thus interrupting the flow by which
such goods (images, bodies) normally circulate. In 2005, Mouléne was invited to collabo-
rate with the Louvre, the result of which was a newspaper supplement for the newspaper Le
Monde. The artist selected a series of 24 ancient religious fetishes and sculptures of primar-
ily polytheistic origin, shot them in natural light (once again, from above), organized them
into a chain of association, and put them into circulation outside the museum in the supple-
ment (Mouléne had worked in the format of a newspaper supplement numerous times, nota-
bly for the Sdo Paulo Biennial in 2002).

So far, so good. Even if, for the sake of brevity, I have had to forsake many crucial nu-
ances of Mouléne’s photographic practice, it would seem as if we are dealing with a relatively
coherent beast here, with nothing unmanageable or out of the ordinary. And yet were you to
walk into “Ce que j'ai (What I have),” Mouléne’s 2009 exhibition at Chantal Crousel in Paris,
or his 2009 survey at the Carré d’art in Nimes, or his recent showing at the Crédac in Ivry
(none of which feature examples of his well-known photographic series), you would most
likely find it hard to believe that you were looking at the same artist. A good example of his
radically disjunctive mode of working is his exhibition at Chantal Crousel. Featuring seven
abnormal objects of a corporeal or geological nature, a constellation of plinths or tables, two
photographs, one video, and six drawings, as well as older works, the exhibition reads like an
elegant, idiosyncratic, group show, discreetly saturated with all the perverse corporeality of
the poems of E.E. Cummings and the interdisciplinarity of Bataille’s journal Documents.

The effect was one of a strangely organic collection of variously banal and terato-
logical phenomena organized around Bataille’s notion of heterology, succinctly defined by
Branden W. Joseph as “[...] what remains ‘completely other,” constitutively unassimilable
within general cognitive systems, whether they be advanced philosophical speculation or
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ARTIST'S BIO
JEAN-LUC MOULENE (b. 1955) isa
French artist who lives and works in Paris

He participated in Documenta X, Kassel, in
1997, and has also shown at CCA, Kitakyushu
(2004); Jeu de Paume, Paris (2005); Thomas
Dane Gallery, London (2006); Culturgest,
Lisbon; Galerie Greta Meert, Brussels (2007);
Centre dart Passerelle, Brest (2008);

Carré d’Art - Musée d'Art Contemporain,
Nimes; Galerie Chantal Crousel, Paris (2009).

CURRENT & FORTHCOMING
JEAN-LUC MOULENEs first solo show in
the United States, organized by the Dia Art
Foundation, will be on view at the Hispanic
Society in New York from October 2011 to
June 2012.

FOOTNOTES
1. Branden W. Joseph, Beyond the Dream
Syndicate: Tony Conrad and the Arts afier Cage
(New York: Zone Books, 2008), 21.
2. Gilles Deleuze and Felix Guattari, A Thousand
Plateaus: Capitalism and Schizophrenia, Trans.
Brian Massumi {Minneapolis: University of
Minnesota Press, 2005), 149-50.
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