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CULTURE « ARTS

A Limoges, le FRAC-Artotheque Nouvelle-Aquitaine,
nouvelle fierté du Limousin

Linstitution occupe, depuis le printemps, une ancienne imprimerie réhabilitée du centre-ville.

Par Emmanuelle Lequeux (Limoges)
Publi¢ le 03 septembre 2025 a 09h30, modifié hier 212h22 - & Lecture 3 min.

La « boite » qu’ils ont imaginée au coeur de la nef en est le signe : maison dans la
maison, elle s'ouvre et se ferme au gré des besoins, tour a tour black box enclose
ou white cube traversé de soleil. Sur la facade, ils ont apposé un dispositif
innovant, grille de métal destinée a accueillir des installations lumineuses.
Digression numérique sur le paysage, une vidéo de Takao Minami fait
aujourd’hui enseigne sur rue.

Le FRAC-Artotheque Nouvelle-Aquitaine, a Limoges, en mai 2025. ROLAND HALBE
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TAKAO MINAMI: MEDI

Postin: Reviews | December 23 , 2016 | Bruce Quek

Medi, 2016, installation view

Consider the travelogue. Some sensitive soul alights in a part of the world somehow different from
their home, and they enact a traversal of this space, accruing images and relating experiences in a
roughly linear fashion. Eventually it all grinds to a conclusion, in connection with the point of departure
or perhaps the experience of flying itself — but not so with "Medi,” a solo presentation by the
Japanese artist Takao Minami.

The titular work of the exhibition, Medi (2016), apparently takes its name from a contraction of the
Mediterranean Sea, the artist's travels around which underpin the work. On one hand, the contraction
might suggest diminution, polishing something as weathered and careworn as the Mediterranean into
something shiny and cute. At the same time, it could also be taken for some curious rebracketing of
the same, isolating its prefix to evoke some sense of neutrality, mediation, and abstraction.

For the most part, the exhibition is dominated by this one work—its constituent video projections
occupy an entire wall of the gallery, with no other works in its immediate presence to interfere with the
experience. A bench is helpfully provided, but the work’s vertical orientation and comparatively brief
duration of nine minutes seem to enjoin us to stand, and reckon with it from a similarly vertical angle.



Medi, 2016, 6 channel video with sound, 9 min.

Due to the scale of the work, and the particular dimensions of the gallery, it is fairly likely that, while
looking at it, at least some of the artwork will be in your peripheral vision. Whether or not the result is
overwhelming, it nevertheless contributes to the overall sense of scale. Add to this is a continuous
motion on the part of each panel of the work—consistently “upwards” for the most part—and the
result is a vertiginous sense of being on the verge of falling into the projected images.

Rendered in acidic, eye-poppingly vivid colors, the subjects in these vertical scrolls include clouds,
waterfalls, waves, construction work, shepherds, fences, cable cars, boats, kites, and swarms of
insects, compressed into the same, improbable plane—as improbable, perhaps, as the graphical
appearance that the high-contrast colors lend to the work. Despite the generally consistent upward
motion of these images, the constituent visuals are frequently set at odd angles, even upside down,
disrupting any attempt at orienting yourself relative to some stable horizon.

Light Symbol #5 (Old Chinese Character), 2016, Engraving on light bulb, magnifier, Dimensions
variable, installation view



Standing in stark contrast to the sensory smorgasbord offered by Medi, which achieves, at the very
least, attention and accessibility through optical saturation, the two other works in the exhibition are
spare enough to yield a palpable sense of disorientation if viewed immediately afterwards. Light
Symbol #5 (2016) and Shadow Symbol #3 (2016) at first glance appear to consist of little more than
bare incandescent bulbs on stands, each with a lens focusing its bulb’s light onto a spot on the wall.

As tungsten-filament bulbs fade into obsolescence, every successive instance of their use invites
some amount of scrutiny, though it's arguable whether LED or fluorescent bulbs would have worked
with these works’ "bare wire, exposed infrastructure” aesthetic. The semiotics of lighting aside, one
diverting aspect to these works is how they project little characters on the walls—the answer being
that the tiny inscriptions are on the bulbs themselves, difficult to spot without getting blotches in your
field of vision. These inscriptions correspond to their titles, but in Chinese bronze script for “Light
Symbol #5" and Egyptian hieroglyphics for “Shadow Symbol #3,” essentially guaranteeing that aimost
no one would be able to understand without knowing the titles, which imparts to the works themselves
a curious sense of muteness.

Takao Minami: Medi
Ota Fine Arts, Singapore
September 23 — November 5, 2016
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The Mediterranean travels of Japanese artist Takao Minami
at Ota Fine Arts, Singapore - in pictures

Postec on 31/10/2016
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The Mediterranean sea provides inspiration for Takao Minami’s “Medi”, now on show in
Singapore.

At Ota Fine Arts until 5 November 2016, "Medi” features video and installation works by Japanese Takao Minami, subtly
reflecting the experience of travelling around the Mediterranean and its sunlit landscapes.

Sharing the title of the exhibition, “Medi”, is its most eye-catching work Medi (2016), a contraction of the term
‘Mediterranean’. It is Japanese artist Takao Minami’s travels around the Mediterranean sea that provide the impetus for
the work on show at Ota Fine Arts in Singapore, a non-linear impression, rather than the chronologiczl, linear form typical
of the travelogue.

The prominent use of an abbreviated name may be no more than a culture-bound quirk of language usage, but some other
possibilities include conveying a sense of diminution, rendering familiar and accessible what might otherwise be complex
and distant. It might also be taken as an etymological play, isolating the prefix to suggest some sense of abstraction,
neutrality or mediation.




It is quite appropriate that this work and the exhibition as & whole share a title: its constituent video projections occupy an
entire wall of the gallery, with no other works in its immediate presence to interfere with the experience. A bench is
available, but the work’s comparatively brief duration of nine minutes and the vertical orientation of its video projections
seem to suggest viewing the work while standing - or walking, as if in the midst of travels.

Due to the scale of the work, at least some of the artwork will remain in the viewer’s peripheral vision, contributing to the
overall sense of scale, similar to the vast expanse of the Mediterranean sea. There also is @ continuous motion in each
panel of the work - consistently upwards for the most part - resulting in 2 vertiginous sense of being on the verge of falling
into the images projected.

Rendered in acidic, eye-poppingly vivid colours, the subjects deposited into these vertical scrolls are frequently littoral in
nature: running the gamut from clouds, waterfalls, waves, construction work, shepherds, fences, cable cars, boats, kites,
to swarms of insects, compressed inte the same, improbable plane - as improbable, perhaps, as the graphical appearance
that the high-contrast colours lend to the work.

Despite the generally consistent upward motion of these images, the constituent visuals are frequently set at odd angles,
at times even upside down, disrupting any attempt at orienting oneself relative to some stable horizon, as if travelling on a
boat. Lapping waves might scroll over to an upside-down mountain range, for instance, forming some sort of chimaera of
the two for the brief moment they are on screen. While the subjects in the projection are often quite recognisable, some
finer details resist easy identification, forming a bridge between mimetic representation and graphical abstraction.



Takao Minami, ‘Light Symbol #5’ and "Shadow Symbol #3’, 2016, installation view of “Medi” (2016) at
Ota Fine Arts, Singapore. Image courtesy the artist and Ota Fine Arts.

As opposed to the sensory saturation offered by the exhibition’s titular artwork, which achieves attention and accessibility
through optical intensity, the two other works in the exhibition are spare enough to yield a palpable sense of disorientation
if viewed immediately after Medi. Located in a separate section of the gallery, Light Symbol #5 (2016) and Shadow Symbol
#3 (2016), at first glance, appear to consist of little more than bare incandescent bulbs on stands, each with a lens
focusing its bulb’s light onto a spot on the wall.

Takao Minami, 'Light Symbol #5 (Old Chinese Character)’, 2016, engraving on light bulb, magnifier,
dimensions variable. Installation view at Ota Fine Arts, Singapore, 2016. Image courtesy the artist and
Ota Fine Arts.

These works project minuscule characters on the walls: the lenses, which focus the light, are clear as are, at first glance,
the bulbs themselves. Careful inspection reveals tiny inscriptions on the bulbs, though such careful inspection more or less
guarantees blotches in one’s field of vision from peering too closely at a light source. It could be compared to looking
directly at the sun, returning again to the trope of travelling around the Mediterranean sea and its blinding sunlight and
moving landscapes.



Takao Minami, ‘Shadow Symbol #3 (Egyptian Hieroglyph)’, 2016, engraving on light bulb, magnifier,
a Fine Arts, Singapore. Image courtesy the artist and Ota

Fine Arts.

dimensions variable. Installation view at Ot

Takao Minami, ‘Light Symbol #5 (Old Chinese Character)’, 2016, engraving on light bulb, magnifier,
dimensions variable. Installation view at Ot

a Fine Arts, Singapore, 2016. Image courtesy the artist and
Ota Fine Arts.

The inscriptions correspond to the works’ titles: Chinese bronze script for “light” in Light Symbol #5, and the Egyptian
hieroglyph for "shadow” in Shadow Symbol #3. As fluency in these scripts is in fairly short supply today, almost no one
would be able to tell their meaning without knowing the titles of the works, an aspect that imparts to the works a curious

sense of muteness. Despite this opacity, there is a refreshing bareness to the work, an economy of elements that contrasts
the sumptucusness of Medi and its colourful, moving landscapes.

Bruce Quek
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Installation view of “Takao Minami” at Ota Fine Arts, Singapore, 2014. Courtesy the
artist and Ota Fine Arts, Singapore.

TAKAO MINAMI, Fire Symbol, 2013, engravings on glass cups, magnifiers, candles.
Courtesy the artist and Ota Fine Arts, Singapore.

TAKAO MINAMI

WEB EXCLUSIVE BY MARYBETH STOCK
OTAFINE ARTS

In March, the poetic meditations of Japanese video artist Takao
Minami were exhibited at Ota Fine Arts in Singapore. This solo
show, comprising five installations, chronicled opaque light and
imagery through footage recorded during the artist’s travels in
Southeast Asia. While Minami’s palette is derived from the
wrenching intensity of video color-test bars—solarized neon
pigments that include greens, pinks, blues and fierce, nearly
infrared, whites—the elongated, rectangular screens upon which the
work was projected suggested restless calligraphic scrolls.

Minami plucks disparate elements from memory, then distills them
into form, color and gesture. He begins with a basic composition
upon which he layers narrative with visual facets extracted from the
whole. Quoting French filmmaker Robert Bresson’s description of
art as “a form of writing with images in movement and sound,”
Minami describes his process as being closer to painting than film
editing,.

While playing with the language of cinematography, Minami’s
works avoid the anatomy of film. His looped narratives are more
suggestive of traditional Asian puppetry, such as Japanese
bunraku, which imposes strata of the literal (cloaked puppeteers)
upon the fantastical (puppets); and Indonesian shadow puppetry,
with its enigmatic silhouettes and repetitive, rhythmic movements.
In the deceptively simple, single-channel In Penta (2006), a vague
tension mounts in a nearly 20-minute loop that comprises
fragments of ritualistic exercise on the deck of a boat, beneath the
cadenced drift of a cloud. In the slow vertical pan of Quiet Hole
(2009), incomplete, color-obscured figures and structures replay
and replicate themselves in a stammering, insistent recollection.

At Ota, Minami’s Difference Between (2014) dominated the
exhibition space. This contemplative diptych’s imagery is in diazo
blue and stark white. Two large screens are suspended side-by-side,
each scrolling a distinct, six-minute narrative at slightly
mismatched paces. On the left, the predominantly white screen
reveals blue shapes—some clear, some indistinct, some in motion,
while still others are static—of fishing boats, leafy hillsides, musical
instruments, a radio tower, a snake and a swimmer. On the right is
its yin likeness, predominantly deep blue, whose glowing white
forms are similar, yet somehow amplified: a waterfall, lapping
waves, Indonesian musicians, more boats. Difference is
underscored by a nebulous soundscape that suggests a faltering
boat engine, muted voices, and perhaps crashing waves. Minami
captures these shreds of gestural tone and pattern, and reiterates
them to the brink of climax, over and over again.

- Xm2z



In his installation Fire Symbol (2013), Minami deconstructs video
itself into pure light and shadow. On the floor of the gallery,
alongside his pensive visual progressions, Minami set out a row of
eight small candles, each in its own glass cup engraved with ancient
Chinese characters and glyphs symbolizing “fire.” Flames project
the glyphs through small magnifying glasses, which then cast faint,
trembling images onto the wall. These prototypes of projection hint
at the filmic theory of persistence of vision, whereby an afterimage
lingers on the retina and persuades us to perceive continuity of
motion. Minami’s video-collages can be viewed as his own deeply
intimate, mesmerizingly obscure afterimages of personal
experience. It is only when he rewrites their ambiguity as gestural
fragments of beauty that we understand the infinite persistence of
memory, and how it colors the present moment.

Takao Minami was on view at Ota Fine Arts, Singapore, through
May 3, 2014.

Marybeth Stock is a writer, researcher and editor based in
Singapore and Japan.

v Tools

B0E 1 CK | K More

v Related

wes ExcLusive Logical Progressions: Song-Ming Ang

SINCGAPCRE | FEB 2014

wes excLusive Sonically Exposed: ZUL

SINGAPCRE | MAR 2014

rrorFiLEs The Origin of Invented Species: Robert Zhao Renhui
MAY 2014

v Tools

SEE 1 D | More



3. Takao Minami. Takao Minami: The Immaterial Route/Road.

Takao Minami:
Route/Road

par Guillaume Lafleur

Takao Minami

04:52

The road-movie is an opportunity to travel the highways and
learn about an area. Since the novels of Jack Kerouac and
others, the representation of a protagonist’s inner thoughts and
initiatory progression also are expressed outwardly and

figuratively through the landscape bordering traffic routes.
When Takao Minami appropriates this powerful form of
American narrative fiction, he adds a subjective truth to the
representation that of the active viewer, who, having the last
word, ultimately must draw from the fiction of others, as a
basically impersonal starter, thus it becomes possible to show
his story.

Going from the impersonal to the personal would be the concern
of Takao Minami’s recent work. Following his residency at LA
CHAMBRE BLANCHE, in the winter of 2012, the Paris-based
Japanese artist presented a process of accelerating and
decelerating the projection of a film emblematic of this road-
movie genre, Dennis Hopper's Easy Rider, made in 1969. Using
GPS digital technology. the images of the artist’s numerous
journeys taken on foot, by bus and taxi during the creation
period of his project were juxtaposed on the film during its
projection, reproducing the speed of his recent urban
movements. In other words, the superposition of the artist’s
travels gradually takes over the film contents. Doing this, he
also reroutes the methods of accelerating and decelerating,
using the simple base function of a DVD player and he has done
the same with the GPS, the usefulness of which now serves the
new purpose of representing personal, private journeys.

The Immaterial

The matter of a journey connotes the artist’s residency, in which
the creative space consists of his involvement with the place to
which he is adapting, by controlling the specificities and
understanding its signs. In this sense, it is logical that Minami,
like composers, also has only the music itself as a subject,
because the rhythm of the journey is where he situates his main
contribution. The appropriation of a space, taking the place of
signature is a problem, it takes the artist back to his intrinsic
confinement and it is true that there is a form of humour in the
implicit critique of this other film that Takao Minami reread: an
historical road-movie this time in which the subject heralds all
the road-movies of cinema on the North American continent,
that is to say Christopher Columbus’ discovery of America. In
its reworked version and always involving the combination of
altered speed and rhythm, Ridley Scott’s bombastic
representation for the 500th anniversary commemorations of this
fantastic expedition shows the derisory aspect of the
appropriation process. The artist, by denying the pretence of his
stratagem develops a form of liberating commentary, allowing
him to negotiate with tactfully tinged irony the issues and
objectives that he set himself for his residency.

But again, Takao Minami makes an effort to develop a narrative
about the self under the influence of advanced media platforms.
One knows to what extent the cinema can affirm the expression
of the road for itself, in the cinema that was concerned with
going back to the road-movie genre around the years 2000
(David Lynch, Vincent Gallo). Identity blurring is recognized
here, the representation of the self surreptitiously interferes in
the representation of the road, until it merges the state of the
mind and mood of the viewer and the artist. This confusion of
points of view gives us the opportunity to check what is hidden
behind the logic of linking images in movement, in which the
road-movie would be one of the purest expressions.

Why would the projection of the road concern us in any way?
What has it to do with US? The abstraction of movement, for a
connection to the self, shows how much Takao Minami's work
takes note of the specificities of the digital era. David Lynch has
demonstrated already in his Inland Empire how much this
interrelation between the viewer and individuality was also a
concern of the interface, that is to say the context of actual
digital expression. This being so, it is now possible to be inside
and outside at the same time.

In other words, a psychic leap is put in place with the
representation in art since the web, concerning a sublime non-
association between the so-called “passivity” associated with
the viewer who at any moment becomes “reactive.” Questioning
traditional forms of expression in that way, the passing of time
is no longer inevitable and bound to happen but gives the
opportunity of a takeover in which the world of representations
(even the most famous, the most worshipped) is only the other
side of the same image of the self.
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Takao Minami:
immatérielle

par Guillaume Lafleur
Takao Minami

04:52

Le road-movie est I’occasion de traverser des routes en suscitant
une appréhension du territoire. Depuis entre autres les romans
de Jack Kerouac, la représentation intérieure des protagonistes
et leurs cheminements initiatiques trouvent aussi une
extériorisation et une figuration par le biais des paysages
bordant la voie de circulation. Lorsque Takao Minami
s'approprie cette puissante forme de récit fictionnel américain,
il ajoute a la représentation d'une vérité subjective celle du
spectateur actif, ayant le dernier mot et qui doit, en bout de
course, puiser dans la fiction des autres, comme un embrayeur
foncierement impersonnel, par lequel il devient pourtant

possible de montrer son histoire.

Partir de I'impersonnel pour aller 2 soi serait donc le propos du
travail récent de Takao Minami. A la suite de sa résidence a LA
CHAMBRE BLANCHE, a I"hiver 2012, I’artiste japonais basé a Paris
donne a voir un processus d’accélération et de décélération dans
la diffusion de films emblématiques du genre, tels que Easy
Rider, réalisé par Dennis Hopper en 1969. A l'aide de
technologies numériques comme le GPS, l'illustration de la
multitude des parcours de 'artiste, a pied, en bus, en taxi dans
la période de création de son projet en vient a se juxtaposer au
déroulement du film, reproduisant la vitesse de ses parcours
urbains récents. Autrement dit, la superposition des trajets de
I'artiste d le du film. Ce faisant, il
s'applique également a un détournement des modalités d'usage
d’accélération et de décélération, simple fonction de base d'un
lecteur DVD et fait de méme avec le GPS, dont I'utilité est mise
au service d'un principe inédit de représentation de trajectoires
personnelles, intimes.

Raltes

la route

La question du trajet connote la résidence de I'artiste, dont
I’espace de création consiste en l'investissement d’un lieu
auquel il s'adapte, en dominant les spécificités et en
appréhendant ses marques. En ce sens, il est logique que
Minami, a I'instar les compositeurs n’a aussi pour sujet que la
musique elle-méme, puisque le rythme du trajet est la ou il situe
son apport principal. L’appropriation d'un espace, tenant lieu de
signature est problématique, elle raméne 1’auteur a son
confinement intrinséque et il est vrai qu’il y a une forme
d’humour dans la critique implicite de cet autre film relu par
Takao Minami, road-movie historique cette fois, dont le propos
annonce tous les road-movies du cinéma sur le continent
américain, soit la découverte de I’Amérique par Colomb. La
représentation emphatique par Ridley Scott, pour
commémorations du 500¢ anniversaire de cette expédition folle,
dans sa version remaniée, impliquant toujours I'alliage de la
vitesse modifiée et du rythme, montre 1'aspect dérisoire du
processus d’appropriation. L’artiste, en déniant les faux-
semblants de son stratagéme développe une forme de
commentaire libérateur, lui permettant de négocier avec un tact
teinté d’ironie les enjeux et objectifs qu’il s’est imposé pour sa
résidence.

les

Mais encore, Takao Minami s'applique & mettre au point un
récit soi sous influence des plateformes médiatiques
avancées. On sait a quel point le cinéma peut affirmer
I’énonciation de la route pour elle-méme, dans le cinéma qui
s'est intéressé a reprendre le genre du road-movie au tournant
des années 2000 (David Lynch, Vincent Gallo). Le brouillage
identitaire y est avéré, la représentation de soi s’immiscant
subrepticement dans la représentation de la route, jusqu'a ce
que fusionnent I'état d'esprit et la disposition propres au
spectateur et au créateur. Cette confusion des points de vue
laisse tout loisir de vérifier ce qui se cache derriére la logique
d’enchainement des images en mouvement, dont le road-movie
serait I'une des manifestations les plus pures.

sur

En quoi le défilement de la route nous concernerait d'une

quelconque maniére? En quoi celui-ci NOUS regarde?
L’abstraction du mouvement, mis au profit d'un rapport a soi,
montre combien le travail de Takao Minami prend acte des
spécificités de 1'¢re numérique. Déja, David Lynch avait
démontré dans son Inland Empire combien cette interrelation
entre le spectateur et I'individualité relevait aussi de I’interface,
soit du contexte d’expression propre au numérique. Ce faisant,
il est dorénavant possible d’étre a la fois dedans et dehors.

Autrement dit, un saut psychique se met en place avec la
représentation en art depuis le web, relevant d’une
indissociation sublime entre la soi-disant «passivité» associée
au spectateur qui a tout moment devient «réactive». Interrogeant
de la sorte les formes traditionnelles d'énonciation,
I’écoulement du temps n’est plus inévitable et fatal mais offre
I"occasion d’une prise en main, ol le monde des représentations
(méme les plus célébrées, les plus cultes) n’est que 1'envers
d’une méme image de soi.
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Ota Fine Arts
“Takao Minami—In Penta”
Through Feb. 17, 2007

The central work in Osaka-born artist Takao Minami's new show is In Penta (2006). It looks like a painting—
except the images it depicts keep moving. Projected on a widescreen television placed vertically on the floor,
a scene showing two women dancing on a boat dominates the bottom part of the screen, while the upper half
is divided into fields that resemble blue and purple skies with birds periodically fluttering through them. The
colors, which recall watercolor pigments, continuously change in tone and hue, and by the end of a 19-minute
cycle, both become more yellow than blue or purple.

To create the collage of moving images, the artist combined two sets of video: enlarged, blurred images of
bugs (they were not birds, after all) flying over a pond, and dancers on a slow boat. “He takes motifs from
everyday life and processes and modifies the images with cutting-edge technology to produce surprising
effects,” said Hidenorl Ota, director of the gallery, Ota Fine Arts.

Another video installation in the show, puppet study #1, is an image of a sunrise projected onto a narrow
shutter, which slowly opens and closes while hanging in the center of the gallery’s ceiling. When closed, one
sees the sunrise on the shutter; when open, it projects onto the far wall. The most striking thing about the work
is its simple manipulation of perspective, and like In Penta, it is clever and well executed.



Takao Minami

Press review of group shows
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SeNlonde

Des histoires émergent dans un
océan d'images

FANTASMAGORIE IRONIQUE

Pour les artistes, la difficultié est de savoir qu'en faire. Les citer ou les imiter ne
suffit pas nécessairement — et pourrait méme étre une solution de facilité. A cet
égard, |'une des ceuvres les plus réussies de la Biennale pourrait étre Fat Shades,
de Takao Minami. Cette vidéo est faite a partir de films dont la matiére, les formes,
les couleurs, la vitesse de défilement sont retravaillées jusqu'au spectral et au
presque invisible. A peine reste-t-il de quoi relier les éléments entre eux. Minami
trouve ici dans la destruction les moyens d'une fantasmagorie ironique.

LE TEMPS

BEAUX-ARTS Samedi 12 octobre 2013

Ala Biennale de Lyon, les jeunes artistes s'emparent des
formes du récit

PAR PAR ELISABETH CHARDON

Alors que toute la manifestation s’empare des formes de la narration, nous

avons choisi de regarder plus spécial les propositions des moins de
40 ans. Sélection

Takao Minami estné en 1976 & Osaka. Il a étudié les nouveaux médias & Gifu, toujours au Japon, mais réside
en partie & Paris. Sa vidéo est un long déplacement dans un paysage imaginaire, ou les échelles, les points
de vue n'ont plus d'importance. C'est un voyage dans les souvenirs, ou 'artiste a superposé les images d'une
vallée de Taiwan avec celles de rizieres viethamiennes. Sa composition est trés picturale, mélant des
éléments aux couleurs vives et pourtant a peine présents, comme des fantdmes dans la nuitde I'image. La
bande-son aussi est trés évocatrice: clapotis, grincements de bateau... Ce n’est pas une piéce récente, elle
date de 2008 déja, mais quelle beauté onirique!



Le nouvel ,
Economiste.fr

Art contemporain

La narration dans tous ses états
La Biennale de Lyon redonne la prime aux histoires

Récits et saga

Au milieu d'artistes englués dans les effets de style et les gimmicks de |'art contemporain, ou inversement par les
réalités politiques et sociales, la biennale met en exergue quelgues ovnis. Le plus envoutant de ces extra-terrestres est
I'artiste islandaise Gabriela Frioriksd6ttir, qui par un film intrigant et une installation non moins énigmatique, nous
entraine dans un monde a la fois paien et chamanique, une saga au long cours dont on sort sonné, fasciné. Un autre
artiste nous subjugue, le Japonais Hiraki Sawa. Son film d'animation, aussi abstrait que poétique, tente de
recomposer la mémoire perdue d'un ami frappé par un AVC. Avec trois fois rien, une main tatonnant comme celle d'un
aveugle dans le noir, un grésillement de disque rayé, il restitue le désarroi et la vaine quéte de souvenirs. Les Japonais
invités par Gunnar Kvaran sont d'ailleurs tous particuliérement convaincants, comme Takao Minami qui a réduit
I'image a |'état de braises et d'étincelle, en s'affranchissant d'une narration linéaire. Du sang neuf, frais, qui donne ses
couleurs a la biennale.

Par Roxana Azimi

ARTAND

- REVIEW: 12TH BIENNALE DE LYON: MEANWHILE ...
SUDDENLY AND THEN -

By Boo Patrick, Lyon

Takao Minami’s video work, Fat shades, 2008, takes viewers on a journey through
the construction (and destruction) of a computer-generated fantasy land.
Aesthetically indebted to the hybrid parallel/aerial perspective of Chinese
landscape painting, the video appears to be composed like a painting rather than
edited linearly. Madeln Company’s Physique of Consciousness Museum, 2011-13,
presents a conglomeration of physical gestures alongside their historical meanings
within a multitude of different cultures. The piece reveals the inscription of
meaning on the body, and humanity’s limitless potential to create sites of
difference.




